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Foreword

he impressive range of the Mark J.
I Millard Architectural Collection, includ-

ing as it does many of the finest books on
architecture printed in Europe before the
Industrial Revolution, is a lasting tribute to the
taste and imagination of the man who formed it.
The National Gallery now takes great pleasure
in presenting the third in a series of volumes doc-
umenting his achievement for the benefit of
scholars, connoisseurs, librarians, and biblio-
philes. Previous volumes have catalogued books
published in France and Britain, and the fourth
and final volume will cover Italy and Spain. The
present catalogue brings together books pub-
lished throughout the rest of Europe.

German books account for more than half
of this part of the collection. To these are added
a significant number of Dutch titles and a few
from farther afield, including some superb exam-
ples from Vienna, Basel, Prague, and Stockholm.
Altogether more than 140 illustrated books, in
five languages, offer a fine perspective on north-
ern European architectural styles from the
Renaissance through the baroque and into the
neoclassical period. The influence of ancient
Rome and Renaissance Italy can be traced
through editions of Vitruvius, Serlio, Palladio,
and Vignola. Early national topographies of
Sweden and Denmark complement Matthaeus
Merian’s magnificent series of books on
Germany and France. Baroque palaces and gar-
dens are celebrated in contemporary suites of
engravings, and festival books commemorate
temporary decorations erected for royal cere-
monies in Antwerp, Vienna, and Prague.
Architecture’s sister arts, particularly ornament

and perspective, are well represented in the
works of Francois de Cuvilliés the elder, Daniel
Marot, Hans Vredeman de Vries, and others.
Names famous in art (Rubens) and art criticism
(Winckelmann) rub shoulders, so to speak, with
a host of lesser-known artists, engravers, and
publishers whose critical role in the creation and
diffusion of European architectural culture is still
being explored by historians. The present cata-
logue represents a contribution to such research.

We are grateful to Harry Francis Mallgrave
for providing a substantial introductory essay,
placing the most important books in their histor-
ical context and providing some significant
points of interpretation. As for the catalogue
itself, the task of providing careful descriptions
of these large and often complex volumes has
sometimes been made especially difficult by the
relative scarcity of available bibliographical
research in this field. All due credit should be
given to Claire Baines for compiling the bulk of
the information presented in the catalogue. In
this she was assisted by Henry Raine, who cata-
logued most of the Dutch imprints. Gerald
Beasley made extensive revisions to the whole,
helped to see it through the press, and described
two new additions to the collection, both pur-
chased by the National Gallery thanks to the
continued support of Mrs. Mark Millard.

Many individuals at the National Gallery
contributed time and expertise to this catalogue.
We are especially grateful to Andrew Robison,
Andrew Mellon senior curator, who enjoyed a
long friendship with Mark Millard and who was
ultimately responsible for bringing this superb
collection of books to the National Gallery; his
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staff members Virginia Clayton and Gregory
Jecmen; Neal Turtell in the library; Lee Ewing
and the late Barbara Chabrowe in the depart-
ment of imaging and visual services; and Frances
Smyth, Mary Yakush, Chris Vogel, Susan
Higman, and Katherine Whann in the editors
office. Edward Tingley and Gerald Beasley col-
laborated on the especially helpful index. Tom
Suzuki is responsible for the elegant design.

As always, we are grateful to Mrs. Millard
for her unwavering dedication to the project. In

addition, the National Gallery wishes to thank
the Canadian Centre for Architecture, Montréal,
for facilitating Gerald Beasley’s work; and Paul
W. Nash, curator of rare books at the British
Architectural Library, Royal Institute of British
Architects, for his help on points of
bibliographical detail.

Earl A. Powell III
Director



IX

Notes to the Reader

The entries are listed alphabetically by author.
Multiple titles by a single author are presented
chronologically, by date of publication. A book or
suite of plates firmly dated to a particular year will
precede one questionably dated to the same year.

The title of the book has been transcribed from its
title page or title plate, retaining the original spelling
and punctuation. The first letter of words appearing
in uppercase has been capitalized. Editorial interpola-
tions are in square brackets. For multivolume works,
minor variations are expressed in parentheses.
Lengthy titles are abbreviated using ellipses. The title
page or title plate imprint, concerning place of publi-
cation, publishers, printers, and date, has been stan-
dardized and abbreviated or expanded as appropriate.

The accession number (for example, 1983.49.204)
indicates the date of acquisition (1983), the donor
number of that year (49), and the object number
(204). The greater part of the Mark J. Millard
Architectural Collection is held in the National
Gallery of Art’s department of prints and drawings.
A few titles are in the National Gallery library and
are identified by call number (for example, NGA
Lib. Rare Book: NA2515.L34 1765).

The fold of the paper (for example, folio, quarto,
octavo) is followed by the measurement of the page
size in millimeters, height before width. Inch equiva-
lents follow in parentheses.

Under Pagination or Foliation, the numbering of the
pages or leaves is given. Brackets enclose aggregate
numbers that are not printed in the text. The plate
count refers to the number of illustrated leaves printed
outside the text gatherings. All such plates have blank
versos. A note in parentheses is sometimes added to
explain differences between the Millard copy and
other recorded copies.

Edition indicates whether the book is a first edition, a
reissue, a translation, and so forth. The Text section
provides a summary description of the letterpress

contents. In the Ornaments section, the presence and
medium of decorative printer’s ornaments, such as
headpieces and tailpieces, are briefly noted.

In the Illustrations section, all illustrative matter is
described, including intaglio or planographic text. In
addition to the number and medium of the illustra-
tions, this section lists the artists, engravers, etc.,
named in the credit line. Quotation marks are some-
times used to indicate names taken directly from the
print or woodcut.

The Binding section gives copy-specific information
regarding the arrangement, date, material, and
decoration of the binding. Here will also be found a
description of any material bound with the Millard
copy but not intended to form part of the contents of
the book as originally issued.

Information on previous owners, bookplates, inscrip-
tions, etcetera, is given under Provenance.

The References that follow are citations of other
copies described in standard bibliographies and/or
catalogues. Where it has seemed helpful, facsimile
reprints are also recorded.

Note: The above arrangement has been modified to
allow special treatment of the topographical works
published by Matthaeus Merian or his heirs, notably
Topographia Germaniae and Topographia Galliae.
The individual titles making up these series have been
presented in a single sequence under Merian’s name,
following the chronology established for their first
editions by Wiithrich (see Abbreviations for Fre-
quently Cited References). A short explanatory title
has been created and printed in italics above the title
transcription and, where the Millard copy is not a
first edition, this is simply noted in the Edition
statement.
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INTRODUCTION

Harry Francis Mallgrave

he Mark J. Millard collection forms one

of the great treasures of the National

Gallery’s bibliographic resources. A
gift and partial purchase from this celebrated
financier and book enthusiast, the collection’s
560 titles in 750 volumes provide a comprehen-
sive survey of European architectural images and
theory from the fifteenth to the early nineteenth
century. The present catalogue, the third in
the series, includes publications originating in
Germany and the German-speaking lands of
Austria and Switzerland, as well as those
appearing in the Netherlands, Scandinavia,
Bohemia and Moravia, and Russia. The term
architecture is employed here in the broader
sense of the related disciplines of design, includ-

ing the arts of perspective, stage design, forti-
fications, gardening, topographic albums, anti-
quarian studies, and visual histories.

The purpose of this introduction is to pro-
vide a historical perspective and a descriptive
overview of many, but not all, of the northern
European books on architecture. Following this
general sketch are specific descriptions of vari-
ous works in the collection. Selected images
from the books represent in a more vivid way
the North’s high artistic achievements and shift-
ing architectural attitudes. Notions of the world
and how best to represent them in forms of
human habitation were then—as they are now—
under continuous evolution.

1. THE ARCHITECTURAL CULTURE
OF NORTHERN EUROPE,

1500—-1800

THE STORY OF NORTHERN EUROPEAN ARCHI-
TECTURE as it evolves in the sixteenth century is
largely the reception of Renaissance or classical
ideas from the South. This assertion by no means
downplays northern Europe’s many local archi-
tectural cultures emanating from the Gothic
Middle Ages; rather, it portrays these cultures
as undergoing a slow yet profound mediation

by the classical vision embodied in humanist
thought. Indeed, in one important respect the
European Renaissance was scarcely a southern
creation at all. By popular account, interest in
classical architectural forms was connected with
Gian Francesco Poggio Bracciolini’s so-called
rediscovery, in 1416, of a manuscript of the
Roman architect Vitruvius in the northern Swiss



monastery of Saint Gall. And when the poet
Petrarch, a half-century earlier, returned from

a trip to France, he too carried with him a
Vitruvian manuscript from the North. At the
start of the fifteenth century, in fact, only two

of the eighty or so known Vitruvian manuscripts
descending from an eighth-century Carolingian
scroll were in Italy. All others were housed in
the North.

What remains certain, however, from ear-
lier accounts of the firmament of the Renaissance,
is the constellation of artistic luminaries flaring
in the South. For various reasons—artistic,
economic, social—the generation of Filippo
Brunelleschi, Donatello, Lorenzo Ghiberti, and
Michelozzo simply had no parallel activity in
the North until the scattered appearance of an
Albrecht Diirer or a Hans Holbein—that is, not
until the architectural labor of Leon Battista
Alberti, Bramante, Andrea Mantegna, and
Leonardo da Vinci had already taken corporeal
form. It is only in the first decades of the six-
teenth century, and then only in a few instances,
that Renaissance-inspired works begin to appear
in the North.

The traditional start of Renaissance build-
ing in Germany, for instance, is the design of the
Fugger chapel in the Augsburg church of Saint
Anna (1509-1518), the plan of which is gener-
ally attributed to Diirer. The designer of this
largely decorative work, however, is unknown.
Jacob Fugger was a banker of extraordinary
wealth from the commercial and industrial center
of Augsburg, and he no doubt found his inspira-
tion from his travels and trade connections with
the South. Also of interest are two projects by
the Augsburg architect Hans Hieber, a possible
builder of the Fugger chapel. One is for a classi-
cal tower to be erected in Augsburg; another is a
design, simplified in execution, for the Kapelle
zur Schonen Marie in Regensburg. Classical
motifs are somewhat more evident in secular

buildings later in the first half of the sixteenth
century, although here too they are largely
confined to ornamental details. Examples of
Renaissance decorations are found on the
Tucherhaus (1533-1544) and the Hirschvogel-
haus (1534), both in Nuremberg. More impor-
tant is the Johann-Friedrich-Bau of Schloss
Hartenfels (1533-1536) at Torgau, designed
by Konrad Krebs. That architect, a citizen of
Coburg, came into the service of Elector Johann
Friedrich in 1§32 and became one of the most
important popularizers of Renaissance ideas in
Germany.

The architectural situation was similar
in the Netherlands, where the trading port of
Antwerp ruled as one of the largest and richest
commercial centers in Europe. Renaissance
works can be found in Mechlin in the design of
the Maison du Roi and Palais de Savoie, both
dating from the second decade of the sixteenth
century. Perhaps even more remarkable, how-
ever, is the “Bramantesque” tower of the Gothic
church in Ijsselstein (1532), near Utrecht. This
was the design of the Italian architect Alexander
Pasqualini, who had come to Antwerp in 1530
at the invitation of Emperor Charles v. The archi-
tect was later involved in the design of parts of
the Schloss at Jiilich (c. 1549).

For the most part, however, the importa-
tion of Renaissance forms into both Germany
and the Netherlands was largely confined to
decorative motifs in the first half of the sixteenth
century. This can be explained in part by the
vigor of late Gothic building methods and tradi-
tions that dominated the local guilds throughout
the century. A partial explanation can also be
found in the religious and political strife stem-
ming from the Reformation—an event that in
itself was a rejection of southern ideas and reli-
gious control. Martin Luther posted his Ninety-
Five Theses on the Wittenberg church door in
1517 and was tried and excommunicated by



INTRODUCTION

the Diet of Worms four years later. In Basel the
Frenchman John Calvin published his Institutes
of the Christian Religion in 1536. Political and
civil unrest ensued for several decades until
the Peace of Augsburg of 1555, when much of
the North lay in economic decline and social
turmoil.

Thus, it is not until mid-century that the
first important wave of Renaissance ideas tracks
northward, and its path is first illuminated by a
series of treatises and illustrated column books.
These northern guides to the classical tradition
coincided with a pitch in classical thinking tak-
ing place in Italy as well. Fascination in the
South with Vitruvius—whose Ten Books of
Architecture was the lone surviving treatise
from classical times—was never higher, in fact.
Various editions of this treatise, beginning with
Fra Giocondo’s Latin edition of 1511, began to
appear in the first decades of the century. This
activity led in the 1540s to the foundation of a
so-called Vitruvian Academy in Rome, which
had as its goal the scholarly interpretation and
dissemination of the teachings of this now sacro-
sanct classical oracle.

A northern parallel to the Academy’s labor
can be found in the Strassburg physician and
mathematician Walther Hermann Ryff (also
Gualtherus Rivius, b. c. 1500), who devoted
much of the 1540s to the study of the Latin
author and the underlying classical mystique.
His famed German translation, Vitruvius
Teutsch, appeared in Nuremberg in 1548, one
year after the first published translation into
French. These international and, on occasions,
affiliated scholarly efforts culminated in 1556
with Daniele Barbaro’s superbly annotated
Italian edition of Vitruvius, illustrated by no
less an artist than Andrea Palladio.

Coincident with this Vitruvian fervor were
a number of Renaissance treatises addressing
or transposing the issues raised by the Roman

architect. The intellectual and methodological
sire to this activity was certainly the popular
architectural treatise of Sebastiano Serlio, issued
separately as books, beginning in 1537. Transla-
tions into various languages followed shortly
after each release. Serlio’s approach, in turn,
formed the basis for a number of similar treatises
that were published in the third quarter of the
century, the most notable of which were those of
Giacomo Barozzi da Vignola and Palladio.
Serlio, however, also had his emulators in the
North, perhaps the foremost of whom was
Hans Blum (b. c. 1525), who issued the first
northern “column book” in 1550, both in Latin
and in German.

Northern architectural practice in the
second half of the sixteenth century, of course,
could not remain unaffected by this burgeoning
interest in classical theory. The most significant
undertaking in the Netherlands during this
period was the Antwerp Town Hall (1561—
1565) by Cornelis Floris (1514-1575), a work
that almost single-handedly gave birth to north-
ern mannerism. It was no coincidence that
Antwerp was at this date a prosperous town
of one hundred thousand inhabitants and the
primary publication center for the dissemina-
tion of Renaissance theory in the North. Clas-
sical building forms were further popularized
and advanced by the numerous engraved stud-
ies of the painter Hans Vredeman de Vries
(1527-1606?).

In Germany, the acceptance of Renaissance
forms moved at a somewhat slower pace, but the
classically ordered Ottheinrichsbau of Heidel-
berg Castle (1556) signaled that the new style
was finding a warmer reception, at least in secu-
lar quarters (fig. 1). If classical designs were still
for the most part restricted to the country and
urban estates of the nobility, classically inspired
treatises by Daniel Specklin (1536-1589),
Wenzel Jamnitzer (c. 1507-1585), and Wendel



Dietterlin (1550 or 1551-1599) promoted the
style on paper. A prime example of where this
activity would lead is the Augsburg Town Hall
(1615-1620), a palazzo design, the nine-story
east front of which immortalized its gifted local
architect Elias Holl (fig. 2).

But this particularly ambitious creation
without a trace of Gothic influence was carried
out in the calm before the storm, as it were, as
northern Europe in the second decade of the
seventeenth century fell once again into bitter
religious and political strife. The last term might
indeed be too polite a word for something on
the scale of the destruction wrought by the
Thirty Years’ War (1618-1648), which not only
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brought to a close nearly all architectural activ-
ity in the North but also radically reformed

the region’s political landscape. Unrest in the
Netherlands actually started several decades
earlier. In 1579 the northern provinces seceded
from Spanish Catholic rule after converting to
Calvinism and established the United Provinces
of the Netherlands. The withdrawal was not
uncontested, but the successful Dutch blockade
of Flemish Antwerp from the sea sealed the
decline of this city and assured the ascendancy
of Amsterdam as the leading trade center for
northern Europe. A twelve-year truce, beginning
in 1609, temporarily halted hostilities, but war
with Spain resumed in 1621 and continued
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fig. 1. Jan van Call, the elder. Admirandorum quadruplex spectaculum. Heidelberg Castle. 1983.49.103
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unabated until the Peace of Westphalia of 1648,
when the independence of Holland was formally
conceded.

The German-speaking lands were no less
affected by the turmoil. War erupted in 1618
when the future Habsburg emperor Ferdinand 11
attempted to impose Catholicism on the Protes-
tant nobles of Bohemia and Austria. By the
1620s, fighting had spread to Denmark and
Sweden in the North, to Poland and Russia in
the East, and to nearly all areas of Germany.

At the conclusion of the drawn-out conflict
Denmark was finished as a European power,
Sweden had control of the Baltic, France had
replaced Spain as Europe’s leading military
power, and the politically and religiously frag-

mented German provinces lay in near total ruin.
Major medieval cultural and economic centers
such as Augsburg and Nuremberg would now
give way to such rising urban centers as Munich
and Vienna.

German architectural publications during
the Thirty Years’ War are restricted almost
entirely to the energetic efforts of Joseph Furt-
tenbach (1591-1667), who—beginning in the
1620s—produced a string of relatively short trea-
tises concerning naval, military, and civil architec-
ture. With the peace accord of 1648, however, the
literary pace picked up at once with a bevy of the-
oretical and technical works. Some, such as the

published designs for the Orangezaal in The
Hague by Pieter Post (1608-1669), continued
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the propagation of Renaissance-inspired forms in
the North. Other texts, such as the historical and
theoretical treatise of the painter Joachim von
Sandrart (1606 -1688), were almost entirely
Italian in their themes and disposition.

But this activity should also be considered
within the context of the expanding horizon
of historical and cultural concerns. The huge
topographic project initiated by the Swiss-born
engraver Matthaeus Merian the Elder (1593-
1650) is a prime example of the broadening cul-
tural awareness. Published in sixteen volumes,
this engraved atlas of the Germanic lands sur-
veyed every town and nearly every significant
work of architecture—classical or medieval in
inspiration. Later topographies by the Merian
family surveyed as well the built works of France
and Italy. A similar illustrated venture under-
taken by the classically inspired architect Erik
Jonsson, Graf von Dahlberg, expanded this
architectural compilation to Sweden.

This “Europeanization” of the northern
countries took place at the same time alongside
the expansion of the classical ideal itself. With
the dawning of the Age of Louis X1v in 1643,

a new cultural force insinuated itself across the
North. The founding of the French Architec-
tural Academy in 1671 not only instilled a new
confidence in non-Italian interpretations of clas-
sicism, but also initiated a path of intellectual
development that would eventually displace
Italian influence altogether. The southern
Netherlands, Holland, Germany, as well as

the Habsburg areas to the east, would all be
affected in various degrees by the growing
hegemony of French taste.

In their architectural development, the
northern countries now saw a more rapid but not
total supplanting of late Gothic models by
Renaissance forms in the second half of the seven-
teenth century. The prewar classical spirit in
Augsburg or Heidelberg Castle finds a new

creative synthesis in the last quarter of the century
as the North begins to be influenced as well by
Italian examples of the baroque. With the defeat
of the Turkish armies at the gates of Vienna in
1683, this city in particular falls entirely under
the spell of these new developments.

The fermenting baroque spirit fully erupts
around 1700 into a brilliant artistic outpouring
across the German-speaking lands. Austria gives
birth to the high achievements of Johann Bern-
hard Fischer von Erlach’s designs for Schonbrunn
(1688, 1696) and the Karlskirche (1715-1733),
the splendor of Johann Lucas von Hildebrandt’s
rounded forms for the Belvedere Palace (1700-
1723), and Jakob Prandtauer’s sublime creation
atop the scenic crag at Melk (1702). Bohemia
becomes home to the many spatially innovative
and grandiloquent designs of the Dientzenhofer
family. Germany is treated to the glory of Mat-
thius Daniel Poppelmann’s Zwinger (1711-
1728), Balthasar Neumann’s Vierzehnheiligen
(1744), and Johann Michael Fischer’s church at
Ottobeuren (1748-1766). Nearly all of these
architects had received their training in Italy
(Hildebrandt was born in Genoa), but they were
no doubt equally familiar with recent architec-
tural developments in France.

Still, this northern and central European
synthesis achieved in the first half of the eigh-
teenth century—the melding of form, decora-
tion, space, and play of light—is truly creative
in its own right and composes an important
northern chapter to the Renaissance saga. The
new cosmopolitan spirit in its historical outlook
is perhaps best represented in graphic form by
J. B. Fischer von Erlach (1656 -1723), who pub-
lished in 1721 what might be considered the first
history of world architecture, a work surveying
in a somewhat fantastically conceived format the
course of built form.

This late baroque and rococo torrent was
fated to be subdued in the second half of the
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eighteenth century, however, as the now aging
Renaissance tradition confronted the new and
very disparate aesthetic tendencies emanating
from picturesque theory on the one hand, and
Cartesian rationalism on the other. The former
was mainly a British development in its origins,
the latter was largely French in character. One
of the stylistic directions to arise from these
competing forces across continental Europe was
neoclassicism.

But the Germans and their neighbors were
not completely absent in the codification of these
new directions. One major theorist of pictur-
esque garden design, for instance, was the Kiel
professor of the fine arts, Christian Cay Laurenz
Hirschfeld (1742-1792), and one of the princi-
pal theorists of European neoclassicism was the
German antiquarian and art historian Johann
Joachim Winckelmann (1717-1768).

Winckelmann, in particular, was extraordi-
narily influential in restructuring the Italian and
French classical ideal. In 1755 this former tutor
of the classics moved from Dresden to Rome,
where in 1758 he entered the service of Cardi-

nal Alessandro Albani at the Vatican. There

he devoted himself to the study of Greek art
through the screen of Greco-Roman sources,
and in 1764 published his Geschichte der Kunst
des Alterthums (History of Ancient Art), which
laid the basis for all future stylistic investiga-
tions. In this work he challenged the very heart
of Renaissance theory by arguing that the heights
of artistic achievement in antiquity had been
scaled not by Roman “imitators” but by Greek
artists several centuries earlier. This thesis, in
turn supported by a growing body of evidence
produced by major archaeological expeditions
to Greece and the Middle East, was destined to
transform the architectural landscape of the late
eighteenth century and formally bring to a close
the now “capricious” taste for baroque design.
It was Winckelmann, above all, who laid the
basis in the North for the grand classical and
romantic visions of Johann Wolfgang von Goethe
and Friedrich Schiller. His theories stood behind
the reformative and sometimes austere neoclassi-
cal architecture of Heinrich Gentz, Friedrich
Gilly, and Karl Friedrich Schinkel.

2. THE ITALIAN FOUNDATION TO THE
NORTHERN RENAISSANCE

WHEN WALTHER RYFF EMBARKED ON HIS SCHOL-
ARLY interpretation of Vitruvius in the 1540s,
interest in that architect’s classical theory was
approaching its very acme. The importance of this
lone surviving architectural treatise from classical
times has sometimes been overstated in its contri-
bution to the formation of the early Renaissance
in Italy, but for the High Renaissance of the mid-

sixteenth century, the elucidation of Vitruvian
theory had become a preoccupation of architects
and humanists across Europe.

Vitruvius’ rise in stature can be traced
through the frequency of the published editions
of his treatise, beginning with the first printed
Latin edition of 1486 -1492. The commentaries
and a partial Italian translation by Lorenzo and



Buonaccorso Ghiberti, the popular Fra Giocondo
Latin edition of 1511 (reissued 1513, 1522, and
1523), Marco Fabio Calvo’s Italian translation
commissioned by Raphael in 1514 '—all led to
the first fully annotated Italian translation of
Vitruvius by Cesare Cesariano in 1521. The last
was such a lavish and costly edition that it unfor-
tunately led to the financial demise of its author.
Other Italian translations followed by Lutio
Durantino (1524, 153 5) and Giovanbastista
Caporali (1536). A condensed Spanish summary
of the Roman architect’s ideas on the classical
orders appeared in Toledo in 1526.2

The founding of the Vitruvian Academy in
Rome in 1542, under the auspices of the Acca-
demia della Virtu, carried this interest in Vitru-
vian scholarship to a new level of urgency. The
academy, directed by Claudio Tolomei, planned
to commission no less than seventeen separate
volumes devoted to Vitruvius and related anti-
quarian studies, including a corrected Latin text,
a new Italian translation, a series of illustrated
books, and lexicons. Financial support for this
project failed to materialize and scholarly pro-
ceeds were for the most part limited to weekly
papers presented by members of the group, but
a volume of Annotationes to the Latin text, pre-
pared by the Frenchman Guillaume Philander,
appeared in Rome in 1544 and in Paris the
following year.

Against this backdrop, Ryff’s scholarly
efforts of the 1540s begin to take on a different
cast. To start with, Ryff produced in a span of
seven years not one but three separate editions
of Vitruvius: a Latin edition of 1543 (based on
both the Giocondo and Cesariano editions); his
famed German translation of 1548, Vitruvius
Teutsch (cat. 133); and a revised Latin edition
of 1550 (Millard, French Books, cat. 164). In
between these efforts this German savant—the
author as well of several books on medicine and
mineralogy became sufficiently confident in his

humanist learning to venture forth with his own
treatise on architectural theory (1547; 2d ed.,
1558, cat. 110), thereby seeking to proclaim

to his northern peers the principles of this new
style taking shape in the South. In this way he
no doubt saw himself as both a popularizer and
informed interpreter of the classical tradition.

Vitruvius Teutsch can also be seen as a
companion volume to Ryff’s architectural trea-
tise of one year earlier, although here the trans-
lation shall be considered first, in its own right
(fig. 3). As a work directed primarily to builders
or tradesmen, it was more practical in its orien-
tation (and with a broader potential audience)
than either his more mathematically inspired
counterpart in theory or his two Latin editions
of the Roman author. But as a vernacular trans-
lation of an early classical work, the highly tech-
nical text also demanded considerable erudition
to interpret Vitruvius’ abstruse and sometimes
nebulous concepts.

As with his first Latin edition, Ryff in Vitru-
vius Teutsch drew heavily on Italian sources for
his annotations, in particular on Cesariano’s
translation of 1§521—so much so that one reader
of the work referred to Ryff as an “unabashed
plagiarist.” 3 But this judgment was certainly
unfair as Ryff obviously had to juggle different
objectives. On the one hand he drew upon a
variety of literary sources with the aim of pro-
ducing a compilation of all known research on
this obscure Roman author. On the other hand
Ryff was forced to direct his text to a local audi-
ence that was generally unfamiliar with much
of the content of the ten books, even the non-
Germanic or Latin term “architecture.” As
Hanno-Walter Kruft has pointed out, Ryff went
so far as to modify the text in his translation
specifically to appeal to Germanic, late Gothic
taste—indeed he had to.*

The numerous woodcuts of the German
translation were also largely based on plates from
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the Cesariano edition of 1521, but visual sources
were again more disparate. The Vitruvian scholar
Bodo Ebhardt has traced images to Francesco
Colonna, Hans Abel, Ludwig Krug, and Diirer.’
Even a few of the very recent woodcuts of Serlio
found their way into the German text. What is
widely conceded, however, is the general excel-
lence of these drawings, most presumed to be
traced by the talented hand of Peter Flotner.
Adaptations were once again freely made to
accommodate the German reader (fig. 4). In the
famous image of the harbor of Halicarnassus,
for instance, the buildings that were presented

in a regional Italian style in the Cesariano edi-
tion take on a distinctly Germanic flair in the
Ryff edition.

But what remains most admirable in the
Ryff production (and this is true for all of his
literary efforts) is the care he lavished on his
endeavor. This particular edition would remain
the standard translation of Vitruvius in the
German-speaking countries for many centuries
to come; generations upon generations of north-
ern architects took their classical training over
its pages.

Only Ryff himself, it seems, was dissatisfied
with his vernacular translation. In the 1550 reis-
sue of his Latin edition of 1543, Cesariano’s illus-
trations are once again utilized but the latter’s
commentaries at the conclusion of each chapter
were now replaced by Philander’s text-specific
and more learned annotations. The latter’s lexi-
con and biography of the Roman architect were
again added to the text as appendixes. This more
scholarly version of the work, however, would
prove to be short-lived in its example. In 1552
there appeared in Lyon a new Latin edition
(Millard, French Books, cat. 165) based on
Giocondo’s revision of 1§13, which again uti-
lized Philander’s annotations and illustrations in
a significantly revised and enlarged format.
Again, both the 1550 and 1552 versions of the

Latin text would soon be superseded by
Barbaro’s superbly illustrated and annotated
Italian translation of 1556.

Two copies of another edition of Vitruvius
are contained in the Millard’s northern Euro-
pean holdings: a Latin edition prepared by Jan
van Laet and dedicated to the noted art patron
Queen Christina of Sweden (cat. 134), published
by Louis Elzevir in Amsterdam in 1649.

Laet, a native of Antwerp, was a director
with the West Indian Company and had collabo-
rated with Elzevir on a number of other projects.
The patronage of Queen Christina may have had
something to do with the Swedish Crown’s hold-
ings of several Vitruvian manuscripts dating
from the Middle Ages and late antiquity. This
beautifully crafted edition of Vitruvius is eclec-
tic in both its character and composition. The
editor drew upon a multitude of sources to fill
out the work with scholarly appendixes. In addi-
tion to consulting drawings and commentary
of Philander and Barbaro, he included in the
appendix—among numerous other things—

a geometric construction of an Ionic volute by
Nikolaus Goldmann, a Latin translation of
Henry Wotton’s The Elements of Architecture
(1624), and a Vitruvian lexicon by Bernardino
Baldi. The textual images that in Ryff’s transla-
tion had assumed a medieval cast now acquire
an almost baroque flavor in this seventeenth-
century work, particularly those images relating
to capitals and entablatures.

The difficulty of interpreting the confused
and sometimes inconsistent precepts of Vitru-
vius was undoubtedly one of the motivational
forces behind a number of other architectural
treatises that appeared in the sixteenth century.
The Millard collection is fortunate to be well rep-
resented with various editions of the three leading
Italian theorists—Serlio, Vignola, and Palladio.
When these writers at the same time departed
from a philological interpretation of Vitruvius or
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went beyond a strict interpretation of his teach-
ings, it was done to make better known the classi-
cal exemplars of Latin antiquity and to redefine
this classical tradition within the expanding and
deepening cast of Renaissance culture.

Serlio’s popular treatise and its complex
publication history, at least, follows this pattern.
He first applied to the Venetian senate for copy-
right permission in 1528 by declaring his inten-
tion to produce a column or pattern book on
the five orders based on the Vitruvian rule. Nine
years later, when he reapplied to the senate for
the same permission, he proposed to publish
several illustrated books with a similar though
much broader goal in mind. Book four was
the first of this projected series to be published,
appearing in Venice in 1537. In it the Bolognan
architect attempted to codify the five orders
and explicate the key concepts of Vitruvius,
“our guide and infallible rule.” The third book
appeared three years later in Venice, and it doc-
umented the principal monuments of Roman
antiquity, combining them with a few examples
from the Renaissance.

Separate translations of these first two
books into different languages followed at once.
A parallel Flemish and German translation of
the fourth book was published in Antwerp by
Pieter Coecke van Aelst in 1539. The same
publisher brought out a French and German
translation in 1542.

The other books of Serlio’s treatise, together
with their translations, were more complex in
their issue. Books one and two, devoted to geom-
etry and perspective, respectively, were released
in Paris in 1545, with a text in both French and
Italian; book five, focusing on modern church
architecture, appeared in Paris one year later
(Millard, French Books, cat. 152). The sixth
book, on domestic architecture, never appeared
in Renaissance times, although two manuscripts
from the 1540s and 1550s were published as
recently as 1966. It is both significant and

indicative of Serlio’s popularity in the North that
his seventh book first appeared in Germany—in
Frankfurt in 1575. The manuscript, continuing
with the theme of domestic architecture, had
been purchased by the Mantuan Jacopo Strada,
who had visited Serlio in Lyon in 1550. It was
eventually published by André Wechel. Another
Serlian manuscript once owned by Strada (which
some scholars have claimed to have been the
eighth book of the treatise) is housed in the
Bayerische Staatsbibliothek in Munich.

The compilation and translation of the
larger treatise took somewhat longer to produce.
The first Italian edition of the first five books
appeared in Venice in 1551, and this edition
subsequently became the basis for translations
into Dutch (1606) and English (1611; Millard,
British Books, cat. 74). The German translation
of 1609 in the Millard collection (cat. 121) was
published in Basel by Ludwig Konigs, and on
the title page the publisher reports that the
translation derives from both the Italian and
Dutch texts. Konigs was also somewhat justified
in viewing his edition as the first—more or
less—complete edition of Serlio to appear in the
“common high-German language.”

If Serlio’s treatise set the initial standard of
sixteenth-century guides to classical and Renais-
sance design, its proportional rules for the orders
would eventually be displaced by a simpler and
even more popular version of a column book—
Vignola’s Regola delli cinque ordini d’architet-
tura (1562). This rule book would become, in
fact, one of the best selling architectural texts
of all times, with one recent bibliography listing
more than five hundred editions of the work in
ten languages.

Vignola’s early career had points of contact
with both Serlio and Vitruvian research. As a
youth he was sent to Bologna in the 1520s to
study painting but he fell under the influence
of Serlio and his principal mentor, Baldassare
Peruzzi. Vignola next moved to Rome in the
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1530s to pursue architecture. In 1541 he was
commissioned by the Accademia della Virtu to
measure the antiquities of Rome. His enthusiasm
for the past, his immersion within critical discus-
sion regarding Vitruvius, and his contacts with
others of this circle all combined to give him a
thorough classical grounding and to advance
his career. By 1550 he had emerged as perhaps
the leading Renaissance architect in the capital,
commissioned with major undertakings for the
papacy and the powerful Farnese family. The
Villa Giulia (1551-1555), the Palazzo Farnese
at Caprarola (1559-1573), and the church of
Il Gesu (1568-1573) were the crowning points
of a long and productive architectural career.

The Regola delli cinque ordini thus appears
relatively late in his career. It is a small and more
compact guide to the orders with little text. The
engraved plates are visually superior to those of
Serlio and the modular system is more succinctly
articulated. Vignola devised his proportional
units and fractions not mathematically but rather
as a result of his examination of classical monu-
ments. He selected what he considered to be the
best proportional examples and he proposed in
effect a universally valid method by codifying
the result. The text and thirty-two plates that
he promulgated in the first edition enjoyed
immediate success across Europe, as numerous
Italian editions followed shortly thereafter. A
Spanish translation appeared in 1593, and the
first German edition appeared in Nuremberg
in 1617 in a translation by J. W. Boheim. In
the same year Jan Jansz in Amsterdam released
a four-language edition with texts in Italian,
Dutch, French, and German. The reprint of this
edition in 1619 is the volume represented in the
northern European Millard collection (cat. 132).
It once again emphasizes the very important role
that the Netherlands played in disseminating
Italian ideas in the North.

The third major Italian treatise represented
with various editions in the Millard collection

is I quattro libri dell’architettura (1570) of Palla-
dio. Born Andrea di Pietro della Gondola, Palla-
dio was apprenticed to a stonemason in his youth
but fled his contract and was fortunate to win
the favor and patronage of the scholar Gian
Giorgio Trissino of Vicenza. Trissino’s villa
functioned as an academy and Palladio took
instruction in the classical languages, in addition
to studying philosophy, astronomy, music, and
architecture. He also traveled with Trissino
around Italy to classical sites. Palladio seems to
have made contact with the Vitruvian academy
on one such trip to Rome in 1541. By this date
his own architectural practice was already estab-
lishing itself. In 1539 he had won the competi-
tion for the renovation of the basilica in Vicenza,
against a scheme submitted by Serlio (with
Michele Sanmicheli and Giulio Romano).
During the next decade Palladio would establish
himself as one of the most fashionable architects
of the Veneto region of northern Italy.

Around 1550 Palladio met Barbaro, his
next patron and intellectual tutor. Barbaro was
one of the leading humanists of northern Italy
and had just returned from two years in England
where he served as the Venetian ambassador.
Already in 1547 he had started a new translation
of Vitruvius’ treatise, and he invited Palladio to
join the venture as its chief illustrator. The beau-
tifully crafted edition of 1556 was unsurpassed
in the sixteenth century for its scholarly tenor.

Palladio, in turn, was drawn ever deeper
into his own studies of classical themes. In 1554
he accompanied Barbaro on a trip to Rome,
resulting in his guidebook on the antiquities of
that city. Upon completing his illustrations for
Barbaro’s translation, Palladio next embarked
on his own treatise, which he almost certainly
conceived in the Vitruvian ten-book format.
Four books appeared in 1570, but that was as
far as he was able to advance the project. His
treatise differs from those of Serlio and Vignola
in the literary character and intellectual posture



14

of the work. He provides numerous illustrations
of both antique and modern designs, but most of
all a wealth of practical advice clothed in Vitru-
vian concepts. His labor would represent by
1570 the apogee of fascination with this classical
architect.

Its publication and translation history
is also complex. A Spanish translation of the
first book of the treatise appeared in 1625. In
France two translations of the work were pre-
pared in 1645 and 1650, the last a faithful and
informed version by Roland Fréart de Chambray.
Nowhere, however, would Palladio’s popularity
become greater than in England, and largely
because of two translations produced in the

first half of the eighteenth century. The first,

the Giacomo Leoni translation of 1716 -1720,
departed from the original treatise in both text
and illustrations, as Leoni apparently sought to
bring the work more in line with late baroque
tastes. This edition—with texts in Italian,
English, and French—even contained a spurious
portrait of the architect. The second, more reli-
able English translation of 1738 by Isaac Ware
came out of the circle of Lord Burlington (Mil-
lard, British Books, cat. 53). The French edition
of 1726 in the northern European collection
(cat. 98), published in The Hague by Pierre
Gosse, based its French text and illustrations on
the Leoni English edition.

3. NORTHERN COLUMN BOOKS AND
TREATISES OF THE SIXTEENTH CENTURY

IF THE GRADUAL SPREAD OF RENAISSANCE IDEAS
to the North was led on one front by editions and
translations of Vitruvius and works of modern
Italian theorists, it was commanded on another

by the labor of northern authors who also viewed -

themselves as purveyors of humanist ideas.

Often placed under the general and some-
what pejorative heading of Saulenbiicher or
“column books,” these works have been taken to
accomplish little more than the translation or
simplification of proportional formulas for the
orders into a more accessible language for north-
ern architects, craftsmen, masons, contractors,
and clients. In recent years this assessment has
been changing with the growing recognition of
their importance and originality. Various works
in the northern European Millard collection
support this shift in attitude.

First and foremost is Ryff’s work of theory,

Der fiirnembsten, notwendigsten, der gantzen
Architectur angehorigen Mathematischen und
Mechanischen Kiinst, eygentlicher bericht. First
issued in Nuremberg in 1547, this work was no
doubt viewed by Ryff as a companion volume

to his ongoing translation of Vitruvius, and per-
haps it was also related to his release in 1547 of
five plates and a page of text in which he summa-
rized the formulas of Serlio and Cesariano

for the design of orders. Moreover, the three
books of Ryff’s treatise deal with the problems of
perspective and geometry, in line with the first
two books of Serlio’s treatise covering the same
themes. The last were published in France in
1545.

Ryff’s intentions, however, were broader
and in some respects more challenging than those
of his immediate mentors. Serlian guidelines for
the proportioning and detailing of columns
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certainly formed one base of this learned dis-
course on “Vitruvian theory” (as Ryff termed
it), but the intellectual tenor of the work was
also in keeping with the more general humanist
ideals of the architect and theorist Alberti, whose
highly literate discourse on architecture, De re
aedificatoria (1486), seems to have struck a sym-
pathetic note with the northern writer.

As several commentators have already
noted, Ryff also felt the need to establish archi-
tecture’s place in the North within the frame-
work of the liberal arts, and the codification of
the various—mathematical—“arts” related to
the Vitruvian doctrine, as Ryff informs us in the
preface, ranked high among his objectives. The
first book of the treatise presents a discussion of
geometry and the “new perspective” in the arts
of painting and sculpture, in addition to archi-
tecture. Book two deals with ballistics, artillery,
and fortifications in a learned and extensive
fashion. Book three considers geometric meth-
ods of calculating measurements and weights.

Various of Ryff’s sources are known: Serlio,
Euclid, Cesariano, Diirer, Niccolo Tartaglia,
Orontius Finaeus. But the more systematic and
comprehensive way in which he strives to trans-
pose the fabric of Vitruvian thought into a mod-
ern framework needs to be underscored. It is
only when these related arts become connected
with the subsequent appearance of Vitruvius
Teutsch that Ryff’s more grandiose intentions
become transparent.

The edition of Ryff’s treatise in the Millard
collection (cat. 110), with the variant title Der
Architectur furnembsten, notwendigsten, ange-
horigen Mathematischen und Mechanischen
kiinst, eygentlicher bericht, is the second edi-
tion published by Gabriel Heyn in Nuremberg
in 1558 (fig. 5). Given its antiquity, this quarto
volume is in excellent condition, and with its
impressive layout, level of content, and profuse
illustrations it holds an honored place among

the architectural publications of the High
Renaissance.

Ryff was soon joined in his efforts to intro-
duce Renaissance theory to his northern peers.
In 1550 Blum published his guidebook to the
five orders, Quinque columnarum exacta descrip-
tio atque delineatio. The German translation of
this Latin work, Von den fiinff Seiilen (fig. 6),
was issued in Zurich the same year by the pub-
lisher Christophel Froschauer—the first of
several reprints and translations (into French,
English, and Dutch) of this popular textbook.
Blum’s influential work can more properly be
called a column book, and its plates owe a very
specific debt to the treatise of Serlio.

Of Blum himself little is known. He was
born in the mid-1520s in Lohr am Main, but he
left the area early in his career, it is said, because
the town already had two architects. He visited
Italy on at least one occasion, although the date
is uncertain. By the late 1540s he was situated
in Zurich, where he had close contact with the
municipal architect Andreas Schmid (to whom
the work of 1550 is dedicated) and the publisher
Froschauer, who was also the godfather to his
first child. Sometime in the 15 50s he seems to
have departed Zurich, but his later whereabouts
are unknown.

Blum articulates the aim of his book in the
dedication to Von den fiinff Seiilen, which begins
with an account of the legendary origins and
meaning of the different orders. He speaks of his
desire to transmit to his German readers “this
great and useful treasure” of antique principles,
first devised in “the time of Solomon,” made
use of in recent years in such cities as Rome and
Venice, but which only came to Germany in the
last “eight years.” This last reference may well
refer to Jacob Reichlinger’s German translation
of Serlio’s fourth book on the orders, which was
published by Coecke van Aelst in 1542. Yet this
statement also underscores with unusual clarity
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the unaffected humility that these early northern
writers felt in seeking to convey to “the whole
German nation”—as Blum expressed it—the
once lost but now recovered body of classical
theory, so noble in its foundations.

Blum proposes a new system for designing
the five orders rather than simply assimilating
Serlio’s modular method. He divides each order
(including base and entablature) into different
but equal parts, which in turn govern the divi-
sion of the base and capital. He also provides
two different numerical divisions for the Ionic
and Corinthian orders, depending on the use of
a pedestal. His system thus comprises seven dif-
ferent formulas for detailing the orders, to which
he also appends a short written description. His
drawings are clearer and more informative than
Serlio’s images upon which they are based (and
thus require less descriptive text), but they are
also the work of an architect rather than a math-
ematically inspired draftsman. Rather than seek-
ing to define his carefully delineated drawings
simply as a system for proportioning columns,
Blum’s efforts might be better described as an
archaeological expedition—the creative use of
Italian theorists such as Serlio as a bridge to
recover the harmonic values or formulas of the
classical past. Indeed, his method of detailing
columns improves certain aspects of Serlio’s
method and even presages the yet unpublished
column book of Vignola.

A few years after the appearance of the
German translation of 1555, Blum and Frosch-
auer published a sequel to the work, entitled
Ein kunstrych Buch von allerley Antiquiteten,
so zum Verstand der fiinff Seulen der Architectur
gehorend. Often bound together with Blum’s
book on the orders, this undated study, generally
assigned the year 1560, augments the earlier
text. Blum again deals with the orders at vary-
ing length, but the appended text is principally
devoted to the decorative and proportional

detailing of entablatures. This work, as its title
suggests, draws in part on Serlio’s third book on
classical antiquities, but it is evident that Blum
was also especially enamored of the more recent
designs of Bramante. In the dedication Blum
speaks of the great strides made by his country-
men in understanding Vitruvian theory and the
nuances of the orders, documenting that what is
left to address are the “true grounds from which
such parts of architecture are derived.”

Around 1562, another undated third addi-
tion to Blum’s treatise appeared under the title
Architectura antiqua das ist Wahrbafft und
eigentliche Contrafacturen ettlich alter und
schoner Gebduden. It was published separately
by Jacopo and Thobias Gessner in Zurich. This
short illustrated work, which depicts various
imaginary palaces, temples, and triumphal arches
based on designs of Bramante and Antonio
Sangallo the Younger, has recently been asso-
ciated as well with Rudolf Wyssenbach, its prin-
cipal engraver. In some later editions of Blum’s
work all three texts are bound together. The
1579 edition of Blum’s work in the Millard col-
lection (cat. §) contains only the first two texts of
this series. The first part on the five orders is a
simple reprint of the German edition of 1550.

Blum’s column book was enormously
influential across the German-speaking parts
of northern Europe in the second half of the
sixteenth century and soon became a model
to be emulated. Among Blum’s more literal fol-
lowers was the Swiss architect Gabriel Kram-
mer (c. 1550—c. 1611), whose Architectura von
den funf Seiilen (cat. 55) first appeared in Prague
in 1600. Krammer was born in Zurich around
the middle of the century but later in life became
an architect working at the Prague court of
Rudolf 11, which accounts for the publication of
his column book in that city. Krammer’s illustra-
tive plates for the orders (without text) are the-
matically divided into the categories of the five
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orders and based on those of Blum. Yet there is
a certain elegance and lightness to their design,
together with an artistic expressiveness, that
goes beyond the earlier example. In addition to
the second edition of 1606 represented in the
Millard collection, third and fourth editions
of Krammer’s work were reissued in 1608 and
1610. Krammer also published other works as
well. Between 1600 and 1602 he produced a
series of decorative engravings of herms, con-
soles, entablatures, and the like, under the title
Schweiff Buechlein. In 1604 he released a copper
engraving that he described as an “actual account
of the five columns, as they were used by Marcus
Vitruvius and other Roman masters as well as
by all artistic masters.” ¢

Column books and descriptive treatises
formed only a small part of the published works
of the second half of the sixteenth and early sev-
enteenth centuries. The architectural publications
of the Netherlands, for instance, reveal a greater
variety of illustrated works combined with a freer
interpretation of classical antiquity. The Low
Countries were not only more susceptible to
southern influence but also more willing to medi-
ate it within their own artistically vibrant culture.

Foremost among sixteenth-century Nether-
landish authors was Vredeman de Vries—an
engraver, architect, and painter of prodigious
imagination and talent. Born in the Friesland
town of Leeuwarden, he first studied painting
with Reijer Griesten before assisting Coecke van
Aelst on the decoration of triumphal arches built
for the entry of the future emperor Philip 11 into
Antwerp in 1549. Work on these designs laid
the foundation for Vredeman’s classical develop-
ment, as it brought him into contact with the
publisher of various editions of Vitruvius and
Serlio and with a circle of artists that included
the architect Floris. The engraved designs for
these commemorative arches, issued by Coecke
van Aelst in 1550 under the title Le triumphe

d’Anvers, also helped set the stage for the classi-
cally inspired movement of northern mannerism.
Another series of etched engravings that Floris
published in 1557, Weeldeley niewe Inventien
van Antycksche, may well have been another
reason why Vredeman turned much of his atten-
tion to this relatively new medium.

Through his contact with this Antwerp
circle, Vredeman began to study seriously the
writings of Vitruvius and Serlio and expand his
classical horizons. Political instability, however,
continually interrupted his career. After marry-
ing he moved to Antwerp in 1561, but was forced
to flee the city for reasons of religious persecu-
tion. His life then became unsettled. He lived in
Aachen, Liége, and Antwerp once again, before
moving to Wolfenbiittel in 1585. He next settled
in Hamburg, worked as a painter in Gdarisk
(Danzig) for the Polish court, and later in Prague
for Emperor Rudolf 11. In the last decade of his
life he returned to the Netherlands and lived in
Amsterdam and The Hague. Throughout his
wanderings and work as a decorative painter,
he continued to publish his increasingly famous
engravings. Over thirty-three years, between
1555 and 1587, he produced twenty-seven vol-
umes consisting of 483 etched engravings. He
remained active, in fact, until his death around
1606. His work in this field altogether eclipsed
his paintings and few architectural commissions.

The themes of Vredeman were extremely
varied, as well as always being elaborate and
complex in character. His first illustrative work
to find success was his Pictores, statuarii, archi-
tecti, twenty-seven plates issued in 1563. Henry-
Russell Hitchcock sees the strapwork and scroll-
work displayed in these pages as inspiring
similar motifs in gable designs over the next
several decades throughout the Netherlands and
Germany.”

In his Architectura oder Bauung der Anti-
quen aus dem Vitruvius (1577; sth ed., 1615),
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Vredeman came close to producing what might
be called a column book. He acknowledged

his architectural masters to be Vitruvius, Serlio,
and the French theorist Jacques Androuet du
Cerceau. Vredeman, however, was not content
simply to adopt the classical orders as presented
by other European masters, but rather he sought
to adapt them to the different national and cli-
matic conditions of the North, indeed to invest
them with northern European ornamentation
of his own creation. Vredeman’s graphic study,
moreover, was directed not so much to archi-
tects as to people in the trades, such as cabinet-
makers and goldsmiths.

In another volume of 1577, entitled Thea-
trum vitae humanae, Vredeman couples the orders
with human forms of different ages and genders,
reversing their traditional rank so that the
Composite order appears as the youngest. Again,
he endows his drawings with ethical, philosophi-
cal, and even sensuous symbolic attributes.

Vredeman’s later engravings dealt for the
most part with specialized decorative themes,
such as designs for grotesques, vases, and tro-
phies. His imagination was boundless. In one
late work entitled Architectura, die késtliche
unnd weitberumbste Khunst (1606), Vredeman,
in collaboration with his son Paul, connected
the five orders with allegorical figures represent-
ing the five senses: Tuscan /sight, Doric/hearing,
Ionic/smell, Corinthian/taste, Composite/touch.
Although often described as a mannerist, Vrede-
man’s designs suggest aspects of the baroque in
their playfulness and complexity.

The four volumes of Vredeman’s engrav-
ings represented in the Millard collection pro-
vide a cross-sampling of his decorative range.
The earliest work, Hortorum viridariorumque
elegantes & multiplicis formae (1583, cat. 137),
is one of two works by Vredeman focusing on
garden designs. In twenty plates he proposes dif-
ferent planting schemes divided into the modes

of Dorica (six designs), Ionica (seven designs),
and Corinthia (seven designs). The views are
all presented from an aerial perspective, often
with the estate buildings framing the scenes.

Variae architecturae formae (1601 or later,
cat. 138) consists of forty-nine, sometimes fan-
tastical, engravings, many executed by Theodore
Galle (fig. 7). The original issue contained twenty
plates; the second issue of 1562 added twenty-
nine new ones. Many of the plates of the 1601
edition, however, are different in character. Some
appear as perspectival exercises— one-point per-
spectives from under canopies or vaulted areas,
open to the exterior through spatially transpar-
ent colonnades, with distant buildings often
concentrated at the focal points. Others are con-
ceived as streetscapes, frequently with canals
replacing roads, and thus take on the character
of stage sets. Invention is the mainstay of Vrede-
man’s work. He creates an architectural world
different from the existing one: in part classical
and in part imaginary. Buildings assume their
own shapes and proportions and are determined
less by need or use and more by a striving for
novel forms and combinations. This visual
approach played into his strength as an artist
with architectural training.

Among Vredeman’s more celebrated works
was his Perspective, a textbook issued simultane-
ously in Latin, Dutch, French, and German edi-
tions in 1604-1605. The Millard collection has
several different versions of this work. The origi-
nal release of 1604-1605 (cat. 139) is bound
into the back of Samuel Marolois’ Geometrie
(1616, cat. 64). Other editions of the book date
from 1619 (cat. 140), and 1633 (part one) and
1647 (part two), the last two parts bound with
Marolois’ Opera mathematica (cat. 65). What
makes this particular book so visually compelling
is Vredeman’s geometric emphasis and restraint,
which results in an almost eerie sequence of
unpopulated rooms and courtyards, once again
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fig. 7. Hans Vredeman de Vries. Variae architecturae formae. Plate 16. Perspective of a street with colonnades. 1985.61.2748

displaying his flair for compositional forms. The
classical language in which his architecture is
clad thus becomes timeless in its character.
Marolois, a famed mathematician, collabo-
rated with Vredeman in republishing this work
and the two worked together on other projects.
His Geometrie is entirely a mathematical work
providing the architect with the rules and theo-
rems of geometry. Bound together with the Mil-
lard copy are two earlier texts by Marolois: his
own essay on Perspective (1614, cat. 62) and
Fortification ou architecture militaire (1615,
cat. 63). These three books, together with Maro-

lois’ book on architecture, composed Marolois’
Opera mathematica (cat. 65), published posthu-
mously in 1662. The Millard copy lacks both
the texts on perspective and fortifications.
Another name frequently associated with
Vredeman and Marolois in the first part of the
seventeenth century is that of Hendrik Hondius
(1573-1650), the noted engraver, publisher,
and bookseller. Hondius utilized various plates
of Vredeman and Vredeman’s son Paul in his
column book, Les cing rangs de 'architecture
(1st ed.?, 1606), to which Hondius attached a
preface and endpiece describing the four kinds
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of symmetry. The three copies of this work in
the Millard collection (two copies of the 1620
edition, cat. 43; one of the 1628 edition, cat. 44)
speak to its popularity in the first half of the
century. Hondius, incidentally, was a highly
regarded artist in his own right. The patriarch
of a Flemish family of printmakers and publish-
ers (sometimes confused with a publishing fam-
ily of the same name in Amsterdam), he spent
most of his life in The Hague. His early engrav-
ings depicted landscapes, townscapes, and bibli-
cal and allegorical themes. By the 1620s, his
lush landscapes, in particular, were sought out
for their artistic merits. Also active as a theorist,
he published a treatise on fortifications in 1624.
Other significant works of the sixteenth cen-
tury in the Millard collection include illustrated
studies dealing with archaeological themes, for-
tifications, geometry, and ornament. A very early
work in the first category is the Antiquae urbis
Romae cum regionibus simulachrum (1527) of
Marco Fabio Calvo (d. 1527). This philologist
and tutor of geometry and Greek (in the service
of Federico 11 Gonzaga of Mantua) had been
summoned to Rome in 1512 by Pope Julius 11 to
undertake—under the supervision of Raphael—
an Italian translation of Vitruvius. The transla-
tion was actually finished in 1514, but Raphael’s
delay in preparing the drawings, his death in
1520, and the appearance of Cesariano’s transla-
tion in 1521 all combined to scuttle the project.
In the mid-1520s Calvo received another
commission from Pope Leo X to prepare a topog-
raphy and architectural reconstruction of the
principal monuments of ancient Rome. His
Antiquae urbis Romae first appeared in 1527,
shortly before Calvo’s death and the sack of the
city by Charles v. The work consists of twenty-
four schematic woodcuts with occasional text.
The first four plates provide urban maps of Rome
during the periods of Romulus, Servius Tullius,
Augustus, and Pliny the Elder. Next follows a

schematic mapping of the fourteen quarters of
imperial Rome with many of its various monu-
ments highlighted. His illustrated atlas of the
city appeared in the same months as Andrea
Fulvio’s similarly conceived Antiquitates urbis,
and Calvo at the time of his death was working
on a more comprehensive version that took
advantage of Fulvio’s example. The edition of
Calvo’s book in the northern European collec-
tion (cat. 11) dates from 1558 and was pub-
lished in Basel. Both Calvo’s and Fulvio’s work
became the basis for various other reconstruc-
tions of ancient Rome over the next two cen-
turies, some of which will be discussed below.

The art of designing fortifications had
always been an integral part of architectural
theory going back to Vitruvius himself, who was
a military architect serving under both Julius
Caesar and Augustus. The theme was revived
during the Renaissance and figured prominently
in the treatises of many Italian theorists, such
as Alberti, Filarete, Francesco di Giorgio, Serlio,
Palladio, and Vincenzo Scamozzi. The first
Renaissance treatise devoted exclusively to fortifi-
cations, however, was written by a northerner
—Diirer’s Etliche Underricht, zu Befestigung der
Stett, Schloss und Flecken (Nuremberg, 1527).
Diirer’s work had been prompted by Ottoman
incursions into Europe and by the recent revolu-
tion in artillery warfare brought about by cannons
fired by gunpowder and the use of iron cannon-
balls. His study, in turn, became an important cor-
nerstone of another work devoted to this theme
—the Architectura von Vestungen (cat. 123) of
Specklin (1536-1589), issued in Strassburg in the
year of his death.

Specklin followed Diirer’s treatise in many
respects, but his work achieves its importance
through the attempt to combine the design of
fortifications with city planning (fig. 8). Origi-
nally trained in silk embroidery in his native
Strassburg, Specklin broke his apprenticeship
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fig. 8. Daniel Specklin. Architectura von Vestungen. Title page. 1985.61.2685
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as a youth and by the mid-1550s was living in
Vienna, where he studied military engineering
under an architect. Over the next decade he trav-
eled to Denmark, Sweden, Poland, and Prussia
to pursue innovations in design, before return-
ing to Strassburg in 1564. In the early 1570s he
prepared for the city a highly regarded map of
Alsace, which he presented to the town council
in 1576. Among his other interests during this
time were fortification designs for Duke Wil-
helm of Jilich (1567) and for Duke Albrecht v
of Ingolstadt (1575). In 1577 Specklin was
appointed to the post of municipal architect in
Strassburg, and he immediately began work on
designing that city’s fortifications. His treatise,
the manuscript for which was finished in 1583,
is thus a product of a learned and highly
experienced master in this field.

The work is thematically divided into three
parts, consisting of fortifications on flat terrain
(and therefore ideal plans), fortifications on hilly
terrain, and individual elements of fortified archi-
tecture. Specklin is critical of Italian theorists,
whom he saw as too academic in their interests,
and in his geometry he preferred plans approach-
ing a square with numerous jutting bastions. His
urban designs generally follow an idealized con-
ception emanating outward from a central city
square. Each layer in its zoning becomes increas-
ingly defensive and the enveloping ring of houses,
he insists, should be secure and well built. The
illustrations (many are etchings by Matheus
Greuter) are well designed and become more
plentiful in later editions. The six-year delay
between the completion of the manuscript and
its appearance speaks to the difficulty Specklin
had in finding a patron for its publication. Duke
Julius of Braunschweig-Liineberg eventually
provided the necessary assistance. The work,
however, was a success with subsequent edi-
tions appearing in 1599, 1606, 1705, 1712,
and 1736. The eighteenth-century reprints

underscore the fact that this work was long
regarded as a classic in its field.

What Specklin achieved in the field of for-
tification design was matched in the area of
geometry and perspective by Jamnitzer’s Per-
spectiva corporum regularium, which first
appeared in 1568 (cat. 45). Once again the
spiritual godfather of the work was a treatise
of Diirer—his proportional study of 1525,
Underweysung der Messung mit dem Zirckel
und Richtscheyt. Diirer’s intention, however,
was somewhat broader. He sought to provide the
Renaissance with a theoretical basis for the gen-
eration of ellipses, parabolas, and hyperbolas, as
well as for the various Platonic and Archimedean
solids. He was also concerned with geometry’s
practical application, both to architecture and
to scientific perspective. Jamnitzer’s study, by
contrast, emphasizes the cosmogony of the five
selected solids and he presents no procedural
instructions for their geometric development. His
treatise is the product of a scientifically inclined
artist—one of the most famous artists, in fact,
of northern Europe.

Born in 1507 or 1508, Jamnitzer was
trained as a goldsmith in Nuremberg and by the
early 1530s was regarded as a master in his field,
later as the leading goldsmith in Germany. He
worked as an engraver in the Nuremberg mint,
was active on various town councils, but most
importantly became, in effect, an imperial gold-
smith with his many works for Charles v, Fer-
dinand 1, Maximilian 11, and Rudolf 11. His
interests in the invention of scientific equipment
and in advancing the art of perspective were life-
long concerns, and he made improvements to
Diirer’s instrument for perspective drawing and
developed new ones of his own.

Jamnitzer based the format of his Perspec-
tiva not on Diirer’s treatise but rather on Plato’s
Timaeus and Euclid’s geometry. The structure
of the work derives from the five Platonic solids,
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to each of which he devotes four plates with six
variations on each page. Each solid is likewise
given an allegorical figure and element:

tetrahedron ignis fire
octahedron aer air
hexahedron terra earth
icosahedron aqua water
dodecahedron coelum sky

What gives this work its particular mathematical
character, however, is the geometric virtuosity
and complexity that Jamnitzer evolves through
his playful variations and creative combination
of parts (fig. 9). Dedicated to Maximilian 11, this
mathematical feat was forty years in prepara-
tion, as Jamnitzer notes in his prefatory remarks.

One of the most interesting and important
architectural works of sixteenth-century north-
ern Europe is the Architectura von Ausstheilung,
Symmetria und Proportion der fiinff Seulen of
Dietterlin. The first two volumes of this impres-
sive work appeared in Strassburg in 1593 and
1594; an enlarged German edition appeared in
the same city in 1598 (cat. 29), alongside another
edition with a combined Latin and French text.

Until very recently the painter and engraver
Dietterlin has been one of the lesser known
Renaissance artists, but on the basis of this work
alone he deserves greater recognition and study.
His artistic fame and influence was unparalleled
in Germany in the first two decades of the seven-
teenth century, and in this respect and others his
significance, especially in his dissemination of
Renaissance decorative forms in Germany, paral-
lels and even transcends that of Vredeman in the
Netherlands.

Born in Pullendorf on Lake Constance,
Dietterlin moved as a youth to Strassburg, where
he married and became a citizen in 1571. He was
trained as a decorator and painter and achieved
much success in this field, particularly as a fresco
painter. His commissions eventually took him
to Hagenau (1583), Overkirch (1589), and

Stuttgart (1590). In the last-named town, in
painting the ceiling of the Great Hall of the
Lusthaus for the duke of Wiirttemberg, Dietter-
lin made the acquaintance of the architects
Heinrich Schickhardt and Daniel Schlossberger,
from whom he learned, as he later recalled in
the preface to his book, the “correct distribu-
tion of the five columns.” In 1593 Dietterlin
returned to Strassburg to devote himself entirely
to designing the plates of his textbook, which—
the title notwithstanding—was scarcely a
column book at all.

What makes Dietterlin’s decorative style
so unique and important for architecture is two-
fold: first, the very high artistic quality of the
203 engraved plates; and second, the way in
which the painter (as he identifies himself on
the title page) attempts to interpret the Vitruvian
and Serlian tradition of classical architecture in
a private, lively, and imaginative style that was,
as one of his earlier biographers phrased it,
“almost impressionistic,” if not a forerunner to
the German baroque.? Dietterlin, in effect, medi-
ates or filters the tradition of Vitruvius or Serlio
through such column books as that of Blum, but
even here important distinctions or departures
are already in evidence (fig. 10).

With his plates, for instance, he conceives
the column orders as little more than thematic
categories or divisions into which fall a range of
original decorative forms. The full title of the
book—Architecture of Distribution, Symmetry,
and Proportion of the Five Columns and all the
Artwork of Windows, Fireplaces, Doorways,
Portals, Fountains, and Epitaphs deriving from
them—fully reveals his intention, as the orders
and their decorative elements for Dietterlin
sprang from “one foundation and principle.”
The method of his fanciful designs follows this
belief. Each of the five books is devoted to one
order and iconographic theme based on the
Vitruvian explanation of its origin. Each book
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begins with plates relating the order’s basic geom-
etry or proportions, before passing to its decora-
tive appurtenances with a lively if not sometimes
nightmarish sensitivity. Terror and dementia

are sometimes the impressions evoked by these
images, as Dietterlin combines architectonic,
human, and animal forms with a pre-Piranesian
sense of fantasy and humor that is unparalleled
within the architectural literature of this time.
There is scarcely a distinction in his forms
between what is organic or inorganic, as walls,
portals, and windows breathe with empathetic
life. Humanist architecture for Dietterlin is
entirely corporeal, moving, and animate.

The textual description and geometrical
basis of each order is for the most part built on
the system of Blum, but this presentation is little
more than a pretext. The decorative designs of
Dietterlin pay homage to the licenses of Serlio,
but also to the novelty of Vredeman. Tradi-

tional Vitruvian iconography is taken here to

an extreme, but this is done, as Dietterlin informs
us in the preface, to transpose the “obscure and
difficult” into something that offers “delight and
grace to the beholders.” The technical or artistic
execution of the plates also elevates the book
above any other northern treatise of the sixteenth
century, but this achievement is so self-evident to
the reader that it scarcely needs noting.

The strength of the book from a theoreti-
cal perspective, however, is how successfully it
mediates the still relatively novel ideas of the
Italian Renaissance with various local—some
late Gothic—traditions of the North. The
work, in fact, presages the day when innovative
trends in design, such as the rococo, would not
flow exclusively from the South to the North.
Indeed, it seems the day has already arrived with
Dietterlin.

4. ACCOMMODATING TENDENCIES IN THE
SEVENTEENTH CENTURY

INITIALLY, THE INFLUENCE OF DIETTERLIN IN
Germany and Vredeman in the Netherlands was
limited to the first few decades of the seventeenth
century. With the onset of the Thirty Years’ War,
in 1618, came both a slowdown in building
activity across northern Europe and a near halt
to the importation of southern themes in design.
Thus the few tentative steps that the Gothic
North had taken toward the adoption of classical
forms in the second half of the sixteenth century
came largely to naught by this date. This was
true not only in Germany where Lutheranism
often became synonymous with the revival of
medieval traditions but also in the northern
provinces of the Netherlands, which had con-
verted to Calvinism and were already at war

with Catholic Spain. Both religions shunned the

ostentation of Italian mannerism, which—under
the impulses of its own Counter Reformation—

was indeed already passing into the baroque.

We can therefore imagine the great surprise
and artistic delight that an artist like Peter Paul
Rubens (1577-1640) felt when—in 1600—he
ventured south to Italy to pursue his career as a
painter. Many volumes have been written about
this artist’s love of classical antiquity and the var-
ious artistic influences that he absorbed in the
South. Yet, curiously, little attention has been
given to his architectural interests, and more
importantly to the role he played in popularizing
Renaissance and baroque forms in the North.®

Rubens’ employer and patron in the South
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was Vincenzo Gonzaga, the duke of Mantua.
In that town he would have been introduced to
the architectural work of Alberti, but also to the
mannerist style and palatial designs of Romano.
On two trips to Rome, Rubens is known to
have studied the writings of Serlio and Vignola,
in addition to surveying the latter’s architec-
tural monuments as well as the built works of
Michelangelo. Just as important for his archi-
tectural outlook, however, was his seven-week
stay in Genoa in the summer of 1607, where he
settled into the Palazzo Grimaldi and fell in love
with the city’s famed palaces. The artist soon
began to draw the facades of these colorful
Renaissance works, and he had his disciple
Deodat del Monte take measurements of their
interiors.

Soon after returning to Antwerp the painter
purchased a house beside the Wapper canal and
in 1611 set out renovating and enlarging it into
a “Renaissance Palace,” as it was known locally.
This was not his lone attempt to practice archi-
tecture. In 1615 he became active in the design
of a Jesuit church in Antwerp, a work much
inspired by early baroque models in Rome.
Rubens was initially responsible for the painted
and sculptural decoration, but after the architect
left the site early in the construction process the
painter also assumed much of the responsibility
for the building’s detailing. Several drawings of
the facade, as well as of exterior and interior
details, are in his hand.1°

It thus becomes understandable why the
artist in the opening pages of his Palazzi di
Genova (1622, cat. 108), dedicated to Don
Carlo Grimaldo of Genoa, seized the occasion
to lecture his northern countrymen on the
architectural possibilities of the new style:

We see in our country the architecture that is
called barbaric or Gothic slowly perishing and
disappearing. We see some enlightened men
introducing into our country, for its embellish-
ment and decorative glory, a true symmetry that

follows the rules of the ancient Greeks and

Romans. We find examples of this in the magni-
ficent churches built by the Reverend Society of
Jesus in the towns of Antwerp and Brussels. It is
for reason of the dignity of the divine office that
we begin to change the temples to a better style.

Rubens in the preface to his illustrated folio also
speaks of the commodity of the Genoese pala-
tial examples that he selects: the suitability of
their cubic form and smaller scale (smaller than
Roman or Florentine models) to the more mod-
erate needs of the North, their visual grace, and
polychrome splendor. Nineteen palaces and four
churches are illustrated in two volumes—alto-
gether 139 plates—mostly in plans, elevations,
and sections (fig. 11). The engraver Nicolaes
Ryckemans had worked for Rubens on other
projects during this period—including the
engraving of his painting Christ and the Twelve
Apostles.

The appearance of this illustrated work by
Rubens, even more than those of Vredeman and
Dietterlin, was exceedingly ill-timed. The north-
ern provinces of the Netherlands had resumed
their war of secession from Spain in 1621 and
the Dutch blockade of Antwerp’s access to the
sea was sapping this city of its former vitality
and very economic life. Interestingly, a recent
addition to the northern European Millard col-
lection demonstrates that the resumption of war
actually allowed Rubens to boast his architec-
tural skills in another medium. The work is the
Pompa introitus honori serenissimi principis
Ferdinandi (cat. 38) by Jean Gaspard Gevaerts,
issued in Antwerp in 1643.

The Spanish victory at the battle of Nord-
lingen in 1634 brought about a visit to Antwerp
by the governor of the Spanish Netherlands,
Cardinal-Infante Ferdinand. Rubens was com-
missioned by the city to design eight festival
structures in celebration of Ferdinand’s trium-
phal entry, consisting of three arches, four stage
designs, and the famed Portico of the Habsburg
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fig. 11. Peter Paul Rubens. Palazzi di Genova. Vol. 1, plate 38. Facade of Palazzo F. 1985.61.2656

emperors. The visually seductive folio produced
by Gevaerts, the city clerk of Antwerp, preserves
the glory of these designs, as Rubens’ decora-
tive effulgence was here allowed free reign. The
Millard copy is one of the few in existence with
an engraved extension pasted along the top of
the six plates illustrating the “Portico of the
Emperors.”

A love of the stage and nascent baroque
architecture were also avid interests of the
German architect Furttenbach, the author of
the lone series of architectural textbooks to
appear in Germany during the Thirty Years’

War. Furttenbach is also a fascinating figure, if
only for the unusual interests and combination
of activities that he pursued. Well educated in
youth, he left the North at the age of sixteen
for a ten-year stay in Italy, where he studied—
among other things—stage design under Giulio
Parigi in Florence. Furttenbach also visited
Genoa, Milan, and Sardinia, but oddly did

not venture to Rome. While in Italy he decided
to become an architect and merchant, and he
brought both interests back to his native Ulm in
1621. Ten years later he became a municipal
architect; in 1636 he became a senator. In
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addition to practicing architecture he was also
active as a garden designer, pyrotechnician, and
military engineer. All of these pursuits found an
outlet in his numerous books, which began in
1626 with a description of his Italian travels
and appeared regularly until the 1660s.

Architectura civilis (1628, cat. 34) is his
most significant contribution to architectural
theory. The preface starts with a lengthy history
of this “noble art of architecture,” which, after
a review of classical traditions, focuses upon
“Italians of noble Roman descent.” His architec-
tural preferences are also clearly apparent, as
“it is well known that in Italy the most exquisite,
the most artistically rich and satisfying, and the
strongest buildings are to be found than in any
other place in the whole of Europe.” From this
thesis, Furttenbach goes on to consider architec-
ture under three rubrics: palaces, pleasure pavil-
ions, and gardens; churches and chapels; and
hospitals. Why he chose to consider the whole
of civil architecture through these particular
building types is unclear, but once again his goal
is to bring the principles of symmetry and cor-
rect proportion to the North. Like many of his
sixteenth-century predecessors, Furttenbach
saw his task as one of continuing the line of the
humanist Renaissance tradition.

Also bound in with the Millard edition of
Architectura civilis are several smaller texts.
Halinitro-Pyrobolia (1627, cat. 33) presents
Furttenbach’s essays on saltpeter, sulfur, coal,
and other substances used in the manufacture of
weaponry and explosives. Architectura navalis
(1629, cat. 35) and Architectura martialis (1630,
cat. 36) round out his military interests. Bound
with these works is his diary of 1630.

With the Peace of Westphalia of 1648,
building activity resumes in the North, accompa-
nied by a veritable proliferation of architectural
works exalting for the most part the principles
of classicism. A more specialized treatise under
the title Architectura civilis was produced in

1649 by the architect and master carpenter
Johann Wilhelm (fl. 1621-1669). His work
deals exclusively with timber-frame construc-
tion, as he no doubt saw his principal task to
be the transmission of knowledge and construc-
tion expertise— collapsing technical skills in the
wake of the Thirty Years’ War.

Wilhelm was a highly regarded municipal
architect from Frankfurt and many of the forty-
one plates speak to his powers of invention. The
treatise remained unparalleled in the field of truss
design and timber framing for more than a cen-
tury. Second and third editions were reprinted in
Frankfurt in 1654 and 1662. The first Nurem-
berg edition appeared about 1668, which is
probably the date of the Millard copy (cat. 143).
The fact that this text is bound in with the trea-
tise of Serlio also attests to the high esteem in
which the technical manual was held.

Another specialized work to appear shortly
after the war, but of an entirely different sort,
is Post’s De Sael van Orange, a series of engrav-
ings that probably dates from the mid-1650s
(cat. 100). Post, in fact, was one of the most
important architects of Dutch classicism in the
seventeenth century, an honor that he shared
with his friend Jacob van Campen. A native of
Haarlem, he was trained as a painter and became
a member of that city’s Guild of Saint Luke. He
turned his attention to architecture apparently
at the urging of Van Campen, who sought Post’s
artistic involvement in several of his projects of
the 1630s and 1640s, including the Mauritshuis
(1633) and the classically inspired Amsterdam
Town Hall (1648). Both Van Campen and Post
were much impressed with the work of Palladio,
and in this regard they stood virtually alone in
northern Europe at this date.

In 1646 Post relocated to The Hague and
soon started his first independent commission,
the house for Amalia von Solms, Huis ten Bosch.
The heart of the design was the colossal recep-
tion hall in the form of a Greek cross at the
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center of the plan—the Oranjezaal—enclosed
above by a dome resting on a tall drum. Post’s
monograph on the building, consisting of
twenty-one etched plates, preserves something of
the novelty and grandeur that this work must
have conveyed to his contemporaries.

Many of these plates were also woven into
Post’s larger monograph, Les ouvrages d’archi-
tecture, an extensive posthumous edition of his
architectural designs published in Leiden in 1715
(cat. 102). Post’s Palladianism, on occasions com-
bined with local motifs, is highly competent but
restrained in its overall character.

Architectura curiosa nova (1664-1666,
cat. 7), by the German architect Georg Andreas
Bockler (1617-1687), presents another selection
of architectural designs within the classical tradi-
tion: this time for waterspouts, fountains, grot-
tos, garden pavilions, and palaces. Bockler, who
worked in Strassburg, Frankfurt, and Nurem-
berg, had contacts with Furttenbach and seems
to have been influenced by the encyclopedic range
of his publications. Bockler, in turn, authored
several texts on architecture, beginning with
the Compendium architecturae civilis and the
Compendium architecturae militaris of 1648.
Late in the century and well into the next, how-
ever, he was much better known in Germany for
his translation of the first two books of Palladio,
which appeared posthumously in 1698. Two edi-
tions of Architectura curiosa nova are present in
the Millard collection: the first a Latin edition of
between 1664 and 1666, the second a German
edition that carries no date, but is assumed to be
either the 1666 or a later edition (cat. 8).

In terms of their impact in transforming
or revitalizing the practice of architecture in
the North, however, few of these works rival
the importance of Joachim von Sandrart’s L’Aca-
demia todesca della architectura, scultura &
pittura (1675, cat. 111). This learned and com-
prehensive discourse on the three arts of archi-
tecture, sculpture, and painting is different from

other works discussed thus far in that Sandrart
conceived it specifically as a textbook to intro-

duce young artists to the precepts and nuances

of Italian art. It is thus in part a design manual,
in part a history book, and in part a biographi-
cal study, as a significant portion of the densely
worded, two-volume quarto is given to literary
sketches of classical and modern artists.

Sandrart was one of the most highly
regarded German painters of the seventeenth
century, and his literary work reflects the breadth
of his travels, acquaintances, and professional
experiences. Born into a Calvinist family from
Wallonia, he first studied engraving with Peter
Isselburg in Nuremberg, then with Aegidius
Sadeler in Prague, before turning to painting.

To advance his learning in this field he moved
to Utrecht in the mid-1620s to apprentice with
Gerrit van Honthorst. Sandrart toured Holland
with Rubens in 1627, visited England the fol-
lowing year, and in 1629 began a six-year tour
of Italy. There he met and befriended many of
the leading painters of the day, including Dome-
nichino, Claude Lorrain, Nicolas Poussin, Pietro
da Cortona, and Pietro Testa. In Rome he lived
in the Palazzo Giustiniani, where he maintained
his patron’s impressive gallery of paintings and
prepared engravings of antique works.

When Sandrart returned to Germany in
1635 he did so already as a painter of high stand-
ing, but the continuing war forced him to seek
safety in Amsterdam. The elector Maximilian
invited Sandrart to Munich in 1641 to execute his
portrait, and four years later, as the Thirty Years’
War was winding down, Sandrart claimed his
hereditary estate near Ingolstadt. There he lived
in comfort while carrying out commissions for
Archduke Leopold and Emperor Ferdinand 111,
among others. In 1670, however, Sandrart sold
his estate and moved to Augsburg; three years
later he returned to Nuremberg. In both cities
he was active in founding academies of art, from
which L’Academia todesca derives its title.
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The work was published in two volumes
issued in 1675 and 1679, and the date of 1660
on one plate suggests a lengthy period of devel-
opment. Its tripartite structure deals with archi-
tecture, sculpture, and painting to varying
degrees within the established humanist tradi-
tion. Sandrart’s biographical sketches of famous
artists, both past and present, betray the influ-
ence of Vasari. The work is dedicated “to the
world renowned German nation, to the most
praiseworthy and most excellent champions and
lovers of art.” After prefatory discussion of the
major monuments of art from Michelangelo and
Diirer to Gian Lorenzo Bernini, Sandrart speaks
of the honor that he feels in conveying to the
German people the principles and techniques
underlying this new art. It is difficult to believe
that well over a century had passed since Ryff
made the very same claim.

The section on architecture in the first
volume presents only the basics of the art, as
Sandrart starts with the column orders and illus-
trates various monuments from Roman antiq-
uity. In volume two, however, his treatment of

architecture is both historically and theoretically
exhaustive. Sandrart takes not only Vitruvius as
his “teacher and guide” but also Alberti and the
broader Renaissance tradition. He provides a
lengthy chapter discussing the high achievements
of the architecture of antiquity, and follows
with a range of engravings depicting Renaissance
works. He concludes with a discourse on materi-
als and the more practical aspects of design.

L’Academia todesca, if not entirely an orig-
inal work in its text and illustrations, neverthe-
less was very important for the advancement of
classicism in Germany. It appeared at a time
when the pace of building was picking up and
interest in classical forms was very much on the
rise. And in its attempt to bridge the artistic
outlooks of northern and southern Europe,
Sandrart’s beautifully illustrated study truly sets
the stage for the blossoming of northern art in
the eighteenth century. It is perhaps for this rea-
son that this foremost German painter of his day
was once called “the most important German
writer on art between Diirer and Johann Joachim
Winckelmann.” 1!

5. THE MERIANS AND OTHER
ILLUSTRATED ALBUMS

WHEN SANDRART RETURNED FROM HIS STAY IN
the South in 1635, he accepted as a pupil a
fourteen-year-old artist who already had exten-
sive experience in etching. Two years later, when
Sandrart was forced to take refuge in Amster-
dam because of fighting in Germany, he took the
same student with him. The student subsequently
filled out his artistic training with the requisite
tour of the South, and by the 1650s his virtuosity
in portrait painting was rivaling that of his for-
mer teacher. By this date, however, Sandrart’s
student also had one other important distinction.

He was in charge of one of the largest and most
respected publishing houses in Europe. Indeed,
by mid-century the name Merian had become
synonymous with the history and cultural life of
seventeenth-century Germany.

The father of the portrait painter and stu-
dent, Matthaeus Merian the Elder (1593-1650),
largely created this family dynasty. A native
of Switzerland, the elder Merian first trained
as a glass engraver in Basel before studying in
Zurich in 1609-1610 with Dietrich Meyer, a
painter and engraver. Taking leave of this
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mentor, Merian furthered his artistic training in
Strassburg, Nancy, Paris, and the Netherlands,
before returning to Basel in 1615. The next year
he traveled to Oppenheim and obtained a posi-
tion in the publishing firm of Johann Theodor
de Bry. After marrying de Bry’s daughter, Merian
continued in the employ of his father-in-law until
the latter’s death in 1623. He assisted the family
in running the firm for a while but took control
of the house in 1626. Two of his early produc-
tions were his Icones Biblicae (a four-volume
edition of 233 etched plates issued between
1625 and 1627) and the illustrations for Johann
Ludwig Gottfried’s Historische Chronica (an
eight-volume edition of 329 plates published in
1629-1634).

The great reputation of the Merian house,
however, rested on two projects whose compila-
tion filled out the remainder of the century and
even part of the next. The first was the stupen-
dous Theatrum Europaen, a literary and illus-
trated history of Europe started during the Thirty
Years’ War. Five volumes had appeared by 1650,
the year of the elder Merian’s death, and another
sixteen volumes followed over the next eighty
years—the last in 1738.

The second project that consumed the
resources of the publishing firm between 1642
and 1688 was the Topographia—an illustrative
atlas that recorded not only every major German,
French, and Italian city but also every town or
village of moderate size as well as the major
works of architecture and prominent features
of the natural landscape. The first sixteen vol-
umes, consisting of eighteen hundred engravings,
were devoted to the German-speaking parts of
Europe; another five volumes and five hundred
engravings were given to surveying significant
aspects of France and Italy. Textual descriptions
were provided by the Austrian Martin Zeiller
(figs. 12, 13).

The Millard collection is fortunate to have
all sixteen volumes of the German series (some in

first, some in second editions), in addition to all
the volumes devoted to France and Italy. It is one
of the finest collections of the topologies in the
United States—most having been in the prove-
nance of Johann Joachim, Count Slavatz.

The inaugural volume of 1642 is devoted
to Merian’s native Switzerland, Topographia
Helvetiae, Rhaetiae, et Valesiae (cat. 67), and
is represented by the third edition, issued in
Frankfurt in 1654. The volumes recording the
cities and monuments of Swabia (1643, cat. 68);
Alsace (1644, cat. 69); the Palatinate and Rhine-
land (1645, cat. 71); Westphalia (1647, cat. 74);
Franconia (1648, cat. 75); Austria (1649, cat.
76); Bohemia, Moravia, and Silesia (1650, cat.
78); Upper Saxony and Thuringia (1650, cat.
79); Brandenburg, Pomerania, and Prussia (1652
or later, cat. 80); Lower Saxony (1653 or later,
cat. 81); and Braunschweig and Liineburg (1654,
cat. 82) are all first editions. The Topographia
Galliae depicting the cities and landmarks of
France consists of thirteen parts issued sepa-
rately, bound into four volumes (cats. 84—92).
An index for Germany and France was published
separately in 1672 (cat. 94). The final volume to
appear in this encompassing series, Topographia
Italiae (1688, cat. 95), consists of two parts in
one volume. Among its forty-nine plates are four
signed by Sandrart.

The series in its entirety varies in the quality
of production, although the format and design of
each book are similar. Each volume of the
German series centers on a historical Germanic
region, and after a general historical and geo-
graphic overview the principal towns with their
landmarks are arranged alphabetically, with the
text augmented by full-page or double-page
images. The last title to be produced by Mat-
thaeus Merian the Elder were the volumes on
Upper Saxony and Bohemia, issued in 1650, and
the eleven volumes prepared under his direction
are generally more complete and creative in their
choice of features. Later volumes, particularly
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those near the conclusion of the series, are some-
times spotty and routine in their selection of
plates, hurried in their format, and the images
tend to be restricted to three-dimensional plans
and bird’s-eye perspectives of cities. Fewer
buildings or natural features are represented.

In the four volumes devoted to France,
the section on Paris is the most complete and its
illustrations alone fill out a quarter of the pages.
The Italian volume tends to focus on the major
cities as well. As interesting as those works
selected for illustration are those elements or
artifacts not chosen. In the volumes given to
France, for instance, most modern and Gothic
buildings are depicted, whereas few classical
Roman works on French soil are noted. Interest
in antique works as historical monuments in
themselves, beyond the scattering of works in
and around Rome, was still a generation away
in Germany.

Overall, the artistic quality of the etchings
is adequate, but not more so. The great impor-
tance of this prodigious undertaking obviously
lies in the scope of its documentation of Euro-
pean life—its graphic delineation of the contem-
porary world view—at this particular juncture
in time. German intellectuals from Goethe to
Jakob Burckhardt consulted and profited from
this invaluable cultural resource. It remains

today a historical document of great significance.

Following in the wake of the Merians’
successful ventures were a number of other illus-
trated studies and volumes of historical docu-
mentation, a trend that became increasingly evi-
dent later in the seventeenth century. Certainly
very directly inspired by the Merian surveys
was the Swedish topography Suecia antiqua et
hodierna (1726, cat. 16). It was almost entirely
the labor of Erik Jonsson, Graf von Dahlberg
(1625-1703), a military officer, later field mar-
shal, who had studied perspective and topogra-
phy in Frankfurt in 1650-1653. He is also an
important figure in Swedish history in several

respects. First of all, he enjoyed a distinguished
military career in his native land, starting with
his service in the last years of the Thirty Years’
War. He is also credited with bringing regular
architectural instruction and classical theory to
his country, and with founding Sweden’s first
architectural school in the 1690s. But he did
much else besides. After his studies in Germany
in the early 1650s he ventured south to Italy,
where he became fascinated with the remnants
of antiquity and maturing baroque sensibilities—
themes he sought to introduce to Sweden. On
another trip to France, Holland, and England
in the 1660s he studied the art of fortification
design, and back home he planned the defenses
for more than fifty towns, including those of
Malmo, Kolmar, Gothenburg, and Karlskrona.
Dahlberg was also quite active as an architect.
He designed the Town Hall at Jénkoping (1692),
the church at Karlshamn (1693), and various
mausoleum chapels, including the elegantly
designed baroque chapel for Turinge church in
Sodermanland (1690). In this regard he was sec-
ond only to Nicodemus Tessin as Sweden’s lead-
ing classical architect of the Great Power Era.

Throughout everything this gifted artist
quietly worked on his topographic study of
Sweden and parts of Finland, a work that was
officially commissioned by the Swedish govern-
ment in 16671 (fig. 14). He visited and recorded
all major towns and much of the countryside of
Sweden, and the architecturally inclined reader
reviewing his engravings will find many surprises.
Chief among them is the Palladian character of
SO many aristocratic estates, somewhat unex-
pected in view of Germany’s relative coolness
toward this architect from the Veneto. Another
aspect of the work is the extent to which classi-
cal forms, including those of the baroque, had
become popular by the second half of the
seventeenth century.

The vast majority of Dahlberg’s 3 54 draw-
ings are exquisitely drawn and executed: free,
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fig. 14. Erik Jonsson, Graf von Dahlberg. Suecia antiqua et hodernia. View of the Royal Gardens, Stockholm. 1985.61.515

lively, and admirably framed and composed.

Most were engraved by French and Dutch artists

in the 1690s. Jan van den Aveelen executed 136
etched and engraved plates; others assisting in
the process were Willem Swidde and Jean Marot.

One plate in the first volume is signed “Le Potre,”

a work of Jean Le Pautre.

Dahlberg’s work was not published until
1726, more than twenty years after his death,
and the literary text that was to accompany the
illustrations, on which various individuals had
for years labored, never appeared. Still, the
Swedish topographer enjoyed late popularity at
least, with reprints of his book undertaken in
1856, 1865, 1898, and 1910—1911. The brisk

style of Dahlberg, setting out his images with
a natural perspective and a wealth of artistic
effects, no doubt remained one of the chief
attractions of this impressive work.

Parallel to Dahlberg’s efforts in Sweden
was the work of the Danish architect Lauritz
Lauridsen de Thurah (1706 -1759), the most
significant representative of late baroque archi-
tecture in Denmark. Thurah began his project
much later than Dahlberg. After cadet studies
in Copenhagen, he received instruction as an
officer and military engineer in 1725-1727,
studies that also embraced architectural train-
ing. Travels to Germany, Italy, France, Holland,
and England further broadened his horizons.
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Shortly after his return to Denmark he received
the appointment of royal architect and went
on to enjoy a distinguished and prolific
architectural career.

The first volume of the grand folio Den
danske Vitruvius (cat. 131), depicting in 120
plates the public and royal buildings of Copen-
hagen, appeared in 1746. The second volume,
recording buildings in other parts of Denmark,
followed three years later; it consisted of 161
etched and engraved plates. The trilingual text
(Danish, German, French), however, suggested
higher ambitions than simply a topological guide.
Thurah noted in his preface that he wanted to
present a comprehensive history of recent archi-
tectural achievements in Denmark in order to
demonstrate that this country, too—like its
larger European neighbors—possessed many
examples of beauty and magnificence in the art
of architecture. All works chosen by him are
classical in style and various of his own designs
are represented. It is again an admirable effort
in its intentions and level of pictorial detail.

The Admirandorum quadruplex spectacu-
lum (c. 17002, cat. 10) of Jan van Call (1656 -
1703) presents a series of engraved perspectives
of the countryside and towns of Holland and
Germany. This particular album of small engrav-
ings, pasted into an oblong-quarto format, is
divided into suites of scenes along the Rhine,
suites of individual houses, and suites of towns.
The first nineteen images capturing the Rhine
valley are both poetic and romantic in charac-
ter—lightly detailed landscapes, the composi-
tions of which are in keeping with the Dutch
landscape tradition in painting. The final seven-
teen plates depicting the harbor and houses of
Amsterdam are equally distinguished and have
historical importance as well.

James Beeverell’s Les delices de la Grand’
Bretagne et de I'Irlande (17072, cat. 3) turns its
topographical attention to the West and to the
British Isles. Little is known of the life or work of

Beeverell, and this quarto edition may be his only
surviving work. In the Millard copy the plates,
which may be from either the 1707 or the 1727
edition, consist of 144 unsigned engravings,
mostly perspectives. Several are quite interesting.
The largest suite is devoted to the town of
Oxford and its various colleges (fig. 15). London
and its historic sites are well represented, as are
various cathedrals and scores of country estates.
Among the more distinguished curiosities noted
by Beeverell are two views of Stonehenge and
“the Lighthouse at Plymouth.”

Perhaps less in keeping with topographic
studies and more under the influence of the new
archaeological interests taking hold in the second
half of the seventeenth century were the histori-
cal descriptions of ancient and modern Rome
prepared by Frangois Deseine (d. 1715). The first
edition of this lengthy and illustrated Roman his-
tory was a “merchant’s edition,” presumably an
inexpensive run, issued in Lyon in 1690. The
Millard collection possesses two later editions of
this work in entirely different formats. The first is
a Dutch translation in a four-part quarto edition
of 1704, and the second is a much smaller
duodecimo edition of 1713, ten volumes in the
original French.

The Dutch edition, Beschryving van oud
en niew Rome (cat. 24), is the superior version in
several respects. Published in Amsterdam by
Frangois Halma, the two bound volumes com-
bine Deseine’s text and plates with a translation
of Pietro Santi Bartoli’s Le pitture antiche del
sepolcro de’ nasonii (1680) and Basil Kennet’s
Romae antiquae notitia: or, the Antiquities of
Rome (1696). The first volume of Deseine’s text
surveys the landscape, climate, roads, water sys-
tems, and principal architectural monuments of
the Roman Empire; the second volume conveys
its more recent and illustrious artistic history.

The ten-volume French edition of 1713 —
L’ancienne Rome (cat. 25) and Rome moderne
(cat. 26)—follows a somewhat different tack
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because of its limited format. The first four vol-
umes on ancient Rome follow the Dutch transla-
tion of the work but lack the supplementary
appendixes. New sections are added, however,
on the cultural, military, and political habits of
the ancient Romans. The six volumes on modern
Rome have a more detailed text than its Dutch
counterpart, but the very small illustrations are
also fewer in number and much inferior to the
plates prepared for the Dutch edition.

Daniel Marot’s Werken certainly does not
fall under the rubric of topological studies, but

this impressive collection of his own decorative
designs signals the beginning of a new genre of
engraved works devoted to the work of a single
artist—albums that would become quite popular
in the eighteenth century.

Daniel Marot (1661—1752) was the son of
the famous engraver and architect Jean Marot
(1619-1679). Born in Paris, Daniel studied
engraving with his father and assisted him in
producing the Grand Marot, a work consisting
of 167 plates and depicting the monumental
works of contemporary French architects (see
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Millard, French Books, cat. 117). Beginning in
1677 Daniel worked independently as an
engraver (and probably as a designer) in the ser-
vice of —among others—the Dessinateur du
Cabinet et de la Chambre du Roi, Jean Bérain.
The revocation of the Edict of Nantes in 1685,
however, forced him into exile in Holland, where
he landed a position in the service of William 111
of Orange, as the court’s principal interior and
garden designer. The appointment proved enor-
mously fruitful, as in 1688 William became king
of England and set about renovating his various
residences. Marot produced hundreds of royal
designs in both Holland and England until the
king’s death in 1702, at which time Marot
returned to private practice and renewed his
interest in engraving.

The Millard copy of the Werken van
D. Marot, published in two volumes in Amster-
dam in 1712 (cat. 66), is a folio-size collection

of 191 plates arranged in thirty-six suites, issued
separately with French and Dutch title pages but
no text. The two volumes depict much of Marot’s
work for William 111, including designs for gar-
den vases and statues, tombs, ceilings, staircases,
doorways, chimneys, royal apartments, and tri-
umpbhal arches. The style of the designs, as one
might expect, is in character with contemporary
French interiors of the late baroque period: fes-
tive yet tasteful in the composition of decorative
attributes. The work presages, on the one hand,
the increasing importance that French-inspired
design would assume in Germany and the Low
Countries throughout the eighteenth century,
and it sounds, on the other hand, a sympathetic
chord with the decorative sensibilities surging
across the southern German provinces. Indeed,
the significance and full flowering of this last
movement was already becoming evident.

6. THE SECOND NORTHERN
RENAISSANCE, 1690-1740

WHAT 1S LACKING IN THE SUDDEN BLOOM OF
German late baroque architecture in the decades
surrounding the turn of the eighteenth century is
a compelling historical explanation. It is evident,
however, that the reasons are as much social
and political as artistic. The revocation of the
Edict of Nantes in 1685, for instance, led Elector
Frederick William in the same year to issue the
Edict of Potsdam, which offered political and
religious asylum to all immigrants. In the follow-
ing months more than twenty thousand French
Huguenots (many with sophisticated artistic
skills) made their way to the economically
depressed region of Brandenburg-Prussia. Within

a few decades this area would grow considerably
as a political and economic power, culminating
artistically a half century later with the high
court culture at Sans Souci under Frederick the
Great.

Another factor, certainly, was the lifting of
the Turkish Siege of Vienna in the summer of
1683, which reversed Ottoman expansion into
Europe and encouraged the consolidation of the
Habsburg Empire as a major military and cul-
tural force. One text in the Millard collection, by
Johann Christoph Wagner, Delineatio pro-
vinciarum pannoniae et imperii Turcici in
Oriente (1684—1685, cat. 141), even captures
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this historical event on the spot. The author illus-
trates, among other things, various battlefield
formations, the attack on Buda, as well as many
mosque-silhouetted cities in Hungary and the
Balkans.

Still, various illustrated works of this period
did not portend the dramatic artistic change—
at least until it was well under way. The most
representative and influential German treatise
of the late seventeenth century, for instance, is
Leonard Christoph Sturm’s revision of Nikolaus
Goldmann’s Vollstandige Anweisung zur Civil-
Bau-Kunst, which appeared in Augsburg in 1696.

Goldmann (1611-1665) had been born in
Breslau but had spent most of his life in Leiden
as a private scholar of mathematics. He was
interested in theory and the scientific founda-
tions of architecture, and his textbook (posthu-
mously assembled and much enlarged by Sturm)
reflects the tenor of his mathematical mind. The
orders and their rules of proportioning form for
him the basis of architecture, as do the “most
excellent rules” of Vitruvius, Palladio, Vignola,
and Scamozzi. But Vitruvian theory is also but
a bridge to a more sacrosanct architectural
lineage. Inspired by the late sixteenth-century
Spanish treatise of Jer6nimo Prado and Juan
Bautista Villalpando on the reconstruction of
the Temple of Solomon in Jerusalem, Goldmann
(and later Sturm) presents his own reconstruction
of the work—a building whose architectural pro-
portions, he insists, should now take precedence
over those of Vitruvius because of their divine
sanction.

Sturm, too, was a mathematician and
architectural theorist, and a tireless writer on
the technical aspects of architecture. Born near
Nuremberg in 1669, he studied mathematics at
the universities in Jena and Leipzig before com-
pleting his dissertation in 1694 on the Temple of
Solomon, at which time he became familiar with
Goldmann’s papers. Between 1694 and 1702,

as he was assembling and expanding upon the
treatise of Goldmann, he taught mathematics at
the Ritterakademie in Wolfenbiittel. Altogether,
Sturm carried out four revisions of Goldmann’s
architectural treatise, in 1696, 1699, 1708, and
1724. The last is the version in the Millard col-
lection, under the title Der auserlessneste und
nach den Regeln der antiquen Bau-Kunst sowobhl,
als nach dem heutigen Gusto verneuerte Gold-
mann (cat. 129).

But Sturm’s theorizing was also in many
ways broader than that of Goldmann, and he was
familiar with additional sources, even though
he was openly hostile toward the new artistic
tendencies coming into fruition in the South.
Although he too worked within the framework
of a pious respect for architecture’s presumed
divine revelation, Sturm was something of an
eclectic in his outlook, with one eye focused on
the “rational way” of building emanating from
France. It was this influence, combined with his
northern German and Protestant austerity, that
led him to reject the flamboyant baroque and
early rococo forms making their way along the
monastic pathways of the Catholic South. One.
of Sturm’s more original contributions to theory,
however, was his proposal for a sixth “German”
order, a more richly carved and ornamental
version of the Ionic order.

In 1711 Sturm was appointed to the post
of building director in the northern province of
Mecklenburg-Schwerin, during which time he
was most active architecturally. He shortly there-
after published two treatises on church design,
which were quite influential in the Protestant
North. These two works join a score of pub-
lished writings by Sturm on technical issues.
Three are in the Millard collection, bound into
one volume (cat. 129), and deal with the design
of windmills (1718); canals, fountains, and cis-
terns (1720); and arsenals (1721). Yet another
title by Sturm in the collection is the Prodromus
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Architecturae Goldmannianae of 1714 (cat. 126),
which focuses on palace design. It is notable in
its effort to prescribe German norms for aristo-
cratic dwellings, different from those of France.
It also provides his most comprehensive critique
of the southern German high baroque.

A certain irony prevails in the fact that the
Millard collection’s copy of this work is bound
into the back of Paul Decker’s Fiirstlicher Bau-
meister, oder: Architectura Civilis (1711-1716,
cat. 23), an early and important disseminator of
baroque ideas. Decker’s two-volume grand folio
is, in fact, one of the few works published prior
to 1720 that seizes the period’s artistic intensity.
It is an impressive if not visually voluptuous
series of etchings and engravings, one of the
more remarkable illustrative documents of the
early eighteenth century.

Trained under the Berlin architect Andreas
Schliiter, the Nuremberger Decker (1677-1713)
early in his career gained a post in Bayreuth as a
court architect and building director. His archi-
tectural practice, however, did not become suc-
cessfully established in his short lifetime. The
Fiirstlicher Baumeister, nevertheless, reveals a
learned and gifted artist, intellectually conver-
sant with the nuances of French classical theory
and practice, but someone whose creative heart
also beat in harmony with the baroque rhythm
of a Francesco Borromini or Bernini (fig. 16).

In its overall conception Fiirstlicher Baumeister
was intended to form a series with other pro-
jected volumes and become an encompassing
anthology or architectural topology with designs
for palaces, gardens, orangeries, churches, town
halls, schools, hospitals, etc. At the time of
Decker’s death, in 1713, however, only the first
part relating to palace design had appeared
(Augsburg, 1711), consisting of fifty-nine plates.
A supplement of an additional forty plates

was added in 1713. The second part, bringing
another thirty plates to the study, appeared

posthumously in 1716, also in Augsburg. All
three parts are bound into one volume in the
Millard edition.

What makes Decker’s effort so compelling
is the method he chose to make his point. Instead
of providing various plans and elevations for
several works as books traditionally tended to
do, Decker chose to design a single palace. This
allowed him to develop his design through every
room and decorative detail, giving his artistic
imagination full run. His ceiling frescoes, for
instance, already show a mastery of quadratura
or the use of illusionistic effects—techniques
only just making their way northward. One
bird’s-eye perspective of a royal palace was
obviously inspired by Fischer von Erlach’s first
design for Schonbrunn, showing that he was
also familiar with the recent developments in
Vienna. Decker’s refined theatricality is spirited
and bold, in keeping with the recent trends in
stage design; it is unfortunate that he was never
able to put his ideas into practice. Although it is
difficult today to judge the immediate impact of
this work, it is likely that its lively designs did
inspire many of his younger German colleagues.
With it, the late baroque era can be said to have
arrived in Germany. Decker’s manifesto preceded
by a few years the great achievements at Stein-
hausen, Wies, Vierzehnheiligen, Diessen, and
Ottobeuren.

An architectural treatise somewhat less
voluptuous in its aim, but nevertheless compre-
hensive in its scope, is Johann Rudolph Fisch’s
Versuch seiner Architect: Werck[en], published
in five parts between 1722 and 1729 (cat. 30).
Fasch (d. 1749), who was a military engineer
in Dresden, was also active in palace design
and produced many larger works in this realm.
Impressed with the reception of an earlier vol-
ume on decorative designs for doorways, win-
dows, and portals, Fasch set about in 1722 to
write a treatise that would exemplify architec-
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fig. 16. Paul Decker. Fiirstlicher Baumeister, oder: Architectura Civilis. Frontispiece. 1983.49.17

tural theory as a whole. Civil architecture, he
noted in his foreword, could be divided into the
three categories of commodity, firmness, and
symmetry (not Vitruvian delight or beauty),
each with its own natural field of formal con-
cerns. Commodity should deal with doors, win-
dows, staircases, and chimneys; firmness with
the basic materials with which one builds. Sym-
metry should concern itself with proportions
and the use of the orders.

Fasch’s five-part plan for his treatise did
not, however, follow this tripartite division. The
first part begins with a design for a burgher’s
dwelling but soon turns its attention to palaces

and country estates. In other sections of the work
empbhasis is largely given to military facilities,
including their chapels and housing. Fisch was
particularly intrigued with the design of military
hospitals, and he supplied solutions he found in
Paris and London, in addition to proposing some
of his own design. Fisch’s work is somewhat rep-
resentative of the well-schooled baroque archi-
tect in the first quarter of the eighteenth century.
His one other literary endeavor of note was a
German translation of Vignola’s treatise on the
five orders.

Fasch’s concern with the rules of Vignola
was by no means unique within the architectural
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literature of the eighteenth century. Indeed, the
legacy of the classical German “column book”
continues down throughout the century within
the Millard collection—as far down as Samuel
Locke’s Die Verbindung und Uebereinander-
stellung der Siulen (1783, cat. 60). Locke
(1710-1793), who was another Dresdener

with a busy architectural practice, inclined in
his personal style toward the late baroque of
Johann Christoph Knéffel and Matthidus Daniel
Poppelmann, but he nevertheless embodied a
classical position in the tradition of Palladio
and Scamozzi in his manual for combining and
superimposing column orders.

7. THE VIENNESE APOTHEOSIS

IF THE SPIRIT OF THE LATE BAROQUE WAS FIRST
promulgated in Germany with the architectural
treatise of Decker, it achieved a creative synthesis
in Austria somewhat earlier. By the start of the
eighteenth century, in fact, two architects of
prodigious talent had already established highly
successful late baroque practices in Vienna—
Johann Lucas von Hildebrandt and Fischer von
Erlach. The latter, within a few years, would also
produce one of the most important textbooks of
the day—certainly one of the jewels of the
Millard collection.

Born in Graz, Fischer von Erlach left his
homeland for Rome in the early 1670s to train
as a sculptor. His interest shifted to architecture
and over the next fifteen years in Rome Fischer
acquired both a thorough grounding in antiquar-
ian studies and a familiarity with the more recent
architectural innovations of Bernini, Borromini,
Cortona, and Carlo Fontana. When he returned
to Austria and Vienna, in 1687, he was a
mature artist possessing the skill, desire, and
confidence to achieve great things. Possibly as
early as 1688, for Emperor Leopold 1, he pro-
duced an exceedingly grand scheme for an
“imperial hunting lodge”—Schénbrunn—a pro-
posal that rivaled Versailles in the scale of
its conception. It was a fitting beginning for
the practice that followed in its wake, for over
the next decades Fischer von Erlach produced

one masterpiece after another in his exuberant
baroque style: the Dreifaltigkeitskirche in Salz-
burg (1694), the Viennese Stadtpalais for war
hero Prince Eugene of Savoy (1695-1700), the
second Schonbrunn design (started 1696, not
completed and altered), the Kollegienkirche
(Salzburg, 1696), the Stadtpalais Batthyany
(1699-1706), and the monumental Karlskirche
in the heart of Vienna (begun 1715).

Beginning in 1705 Fischer von Erlach also
found time to pursue what he deemed to be little
more than a “pastime.” He began to write a
text and design plates for a large historical study
illustrating the major architectural works of the
ancient and modern worlds, Western and Eastern
civilizations. In 1712 he presented to the newly
crowned emperor Charles v1 the text and proofs
for a folio-size study consisting of ninety plates.
The result was somewhat delayed in its prepa-
ration, but nine years later there appeared in
Vienna one of the most remarkable historical
endeavors of the eighteenth century.

The Entwurff einer historischen Architectur
(1721, cat. 31) has been described as the first
attempt to produce a comparative study of world
architecture. The author himself was only slightly
aware of both the novelty and the seriousness of
the task before him. In the preface the architect
confesses that his architectural survey may better
“please the eye of the dilettante” and “lead the
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artist to inventions” than “instruct the learned,”
but at the same time “the present outline of every
kind of architecture will not only please but also

further the sciences and serve the arts.”

More important with respect to archi-
tectural theory is Fischer von Erlach’s quasi-
relativism in his historical judgment. If this com-
parative survey of “different national tastes”
should strike the reader as somewhat confusing,
he says, the reader should also come to see that
these tastes “in architecture, as in food and cloth-
ing, are different,” and that “one can dispute a
nation’s opinion in this regard just as little as one
can dispute its taste.” Beneath this relativism of
taste—harking back to Claude Perrault’s com-
mentary in his 1673 translation of Vitruvius
(Millard, French Books, 168)—is Fischer von
Erlach’s view that in architecture there are “cer-
tain general principles that cannot be neglected
without harm,” such as the principle of symme-
try, the compositional support of the weaker ele-
ment by the stronger, appropriate scale, and the
precision of the masonry.

Fischer von Erlach divides his oblong folio
(16% x 22Y%s) into five parts. In book four the
architect presents his own designs and built
works, a few of which are of historical impor-
tance, such as his first project for Schonbrunn. In
the fifth book he provides a series of designs for
vases, many of which are also of his own design.

It is the content of the first three books,
however, that will enchant most readers (fig. 17).
Book one opens with the seven wonders of the
ancient world, conceived and presented in the
most creative manner. Fischer von Erlach’s
sources were various, and if his reconstructions
have little archaeological accuracy by today’s
understanding, his attempts preceded by forty
years the first detailed investigations of Attic
works by James Stuart and Nicholas Revett, by
seventy years the first scientific exploration of
Egypt, and by well over a century the first archae-

ological diggings at Nineveh. His lack of defini-
tive archaeological sources at the same time
allowed the architect to vent his imagination,
as it were, in ways altogether unexpected. The
Temple of Solomon, the Colossus of Rhodes,
Ptolemy’s Lighthouse, the chryselephantine
statue of Zeus at Olympia, the proposal of
Dinocrates for a city on Mount Athos in the
form of a statue—all are extraordinary in their
conception and imaginative detail.

Book two scarcely disappoints the reader’s
high expectations as Fischer von Erlach recon-
structs various Roman antiquities from the
Domus Aurea to Diocletian’s Palace. In book
three he considers the architecture of Islam,
the Near and Far East (including Hagia Sophia),
Mecca, and selected buildings from Siam, China,
and Japan.

The overall character of the work is both
expansive and exotic. The drawings of Fischer
von Erlach, together with the engraved plates pre-
pared by Johann Adam Delsenbach, are highly
skilled in their execution. The finished work
stands without equal in the artistic literature of
the first quarter of this century. Aside from its
artistry of production, however, the historical
importance of the folio should be emphasized in
that it documents, in Fischer von Erlach’s case,
various projects either unbuilt or no longer exist-
ing. Other works in the Millard collection are
also invaluable in this regard. The Anfang einiger
Vorstellungen der vornebmsten Gebdude (1719,
cat. 32), prepared by Fischer’s son Joseph
Emanuel Fischer von Erlach (1693-1742), falls
into this category, even if its overall intention and
publication history are quite uncertain.

The son of the imperial court architect,
Joseph Emanuel certainly had every advantage,
as he was trained from an early age to assume
his father’s position. He began his advanced stud-
ies in Rome in 1713, then traveled to Naples,
Paris, the Netherlands, and England before
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fig. 17. Johann Bernhard Fischer von Erlach. Entwurff einer Historischen Architectur. Book 1, plate Xvii. Colossus at Mount

Athos. 1985.61.573

returning to Vienna in 1722 to assume the post
of his dying father. The younger Fischer also
received extensive training as an engineer, and
he was as adept at designing a steam engine or

a pump as he was at the practice of architecture.
His connection with this publication of engraved
views of Viennese buildings, however, is unclear.
In 1713, before embarking on his Grand Tour,
he presented to Count Dietrichstein his Prospekte
und Abrisse einiger Gebdude von Wien, which
in sixteen plates depicted selected Viennese build-
ings. A second version of this work with a dif-
ferent title appeared in 1715 with an additional
ten plates. As the younger Fischer was out of the
country during this period, it has generally been
assumed that the elder Fischer was overseeing

this project, as he was also at the time working
with the same engraver on his own history. The
Millard collection’s 1719 edition of this work
(cat. 32) constitutes in effect a third edition of
the book, now expanded to twenty-nine etched
and engraved plates. Again the younger Fischer
was away at the time of publication, and three
plates of the later work now carry Johann
Bernhard’s signature. The somewhat odd title,
“A Start to Some Views of the Most Eminent
Viennese Buildings,” can be explained by the
fact that the published plates were probably
part of a much larger scheme or conception
halted in its preliminary stages.

The origins of Salomon Kleiner’s great
project depicting the buildings and streetscapes
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of Vienna, begun in the early 1720s, are less
uncertain. The engraver Kleiner (1703-1761)
was born in Augsburg and trained under Johann
August Corvinus. In 1721, almost certainly on
the basis of a commission from the Augsburg art
publisher Johannes Andreas Pfeffel, he moved to
Vienna and began to record the churches, abbeys,
palaces, streets, and squares of baroque Vienna.
The oblong folio production of his work consists
of four parts, each with thirty-three plates; the
parts appeared separately in 1724, 1725, 1732,
and 1737 (all cat. 48).

Kleiner’s work as an engraver falls into
two distinct stylistic phases, characterized by his
work before and after 1729, which divides the
second and third of his Vienna volumes. The
earlier phase is deemed to be his more significant
and is characterized by a loose and vivacious
manner, exaggerated spatial foreshortening, and
an impressionistic handling of his architectural
themes (fig. 18). The rich line work is enlivened
by an almost excessive emphasis on the always
busy street life in the foreground: people carry
ponderous loads, servants are flogged, penitents
bear crosses, housewives scuffle, dogs bark. His
plates are generally described as theatrical in their
ceaseless activity and the latter quality sometimes
reduces the accurate representations of Viennese
architecture in the background almost to stage
sets, although always in a quite pleasing way.
His late work, by contrast, is far less restless,
almost languid in character.

The Millard folio edition of Kleiner’s Vien-
nese scenes is bound with three other series of
plates: two untitled groups of urban scenes and
the third, Viererley Vorstellungen (after 17372,
cat. §3), presenting views of residences and
gardens outside of Vienna.

In 1723 Kleiner also received a commis-
sion from the imperial vice chancellor Friedrich
Karl von Schénborn to record the family estates
scattered across Austria and southern Germany

in individual monographs. The three published
works of this commission are represented in
the Millard collection: the estates at Favorite
(1726, cat. 49); Weissenstein and Geubach
(1728, cat. 50); and Seehof (1731, cat. 51). The
format for all three monographs is quite similar.
More attention is given to the lavish gardens,
often endowed with sumptuous cascades and
grottoes, than to the houses themselves. Among
the twenty-seven etched plates devoted to Weis-
senstein and Geubach, however, are several
excellent examples of baroque interiors.

Two other suites of engravings by Kleiner
are found in the Millard collection (cat. §52);
both are important historically. One series,
published by the heirs of Jeremias Wolff in
1732, is a detailed study of the quite extraor-
dinary Augsburg Rathaus (1615-1620), the
major work of Elias Holl the Younger and a
testament to the early Renaissance movement
in Germany. The second suite, published by
Pfeffel in 1738, records the landmarks and urban
squares of Frankfurt am Main. These last two
suites of engravings are bound into the back of
Franz Anton Danreiter’s Saltzbiirgische Kirchen-
Prospect (c. 1730, cat. 19), whose delineative
work is quite similar in character to that of
Kleiner.

Danreiter (1695-1760) was actually the
landscape architect in charge of the garden of
the Schloss Mirabell in Salzburg, although he is
known to have worked as well on the design of
the Sebastianskirche in that city. He is better
known today, however, for his historical engrav-
ings. The Saltzbiirgische Kirchen-Prospect, with
its twenty plates, depicts in a loose and poetic
style many of the now famous churches in and
around the city. It certainly owes a debt to
Kleiner’s early work.

A second and earlier volume by Danreiter
in the Millard collection, Die Garten Prospect
von Hellbrun (c. 1730, cat. 17), brings together
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a rather odd assortment of garden plans. More
importantly, bound into the rear of this book
is another copy of the Saltzbiirgische Kirchen-
Prospect, fifteen plates of the Mirabell palace
and gardens, four engravings of the Salzburg
Castle, and various scenes of the gardens at
Hellbrun.

Another engraved work of a somewhat
earlier time period is Johann Friedrich Nette’s
Adeliche Land- und Lust-Hdusser (cat. 96),
published in 1710. Nette (1672—1714) was an
architect and military engineer in the service of
Duke Eberhard Ludwig of Wiirttemberg, and
beginning in 1707 he prepared several designs
for the duke, including the classical Schloss
Ludwigsburg near Stuttgart. This work, as well

as designs for several other palaces and pleasure
houses, is represented in this volume.

In a similar vein, Giovanni Francesco Guer-
niero’s Eigentliche Abbildung des nabe bey der
Residenz-Stadt Cassel gelegenen Berges (1727,
cat. 40) records the famous park and cascade
fountains of the estate of Landgrave Karl of
Hesse, situated atop the Wilhelmshohe near the
city of Kassel. This is the third edition of a work
first produced in 1705. The Italian architect and
sculptor was called from Rome in 1701 to take
over the cascade design, started a few years ear-
lier. Guerniero later added various buildings to
the estate, including the Octagon and a pyramid.
The axial scheme stepping down the mountain
side in a series of buildings and terraces and land-
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scape elements was certainly one of the more
ambitious projects of the baroque era. Only a
small part of the plan was built and its execution
was marred, unfortunately, by a series of techni-
cal and structural problems.

Two books in the Millard collection of
a more technical and historical nature are the
volumes of Jacob Leupold and Carl Christian
Schramm. Both are concerned with bridges and
are excellent examples of the encyclopedic inter-
ests and technical innovations beginning to mark
this century.

Leupold’s relatively short discourse, Thea-
trum pontificiale, oder Schau-Platz der Briicken
und Briicken-Baues (1726, cat. 59), was planned
as the seventh part of a much larger treatise
on engineering and mechanics, several parts of
which did appear posthumously in 173 5. This
volume on bridges draws upon the engineering
theories put forth by Henry Gautier in his Traité
des Ponts (1716), but proceeds from an expli-
cation of structural principles of piles to a pure
historical presentation of famous bridges across
Europe.

The same historical fascination is found in
Schramm’s impressive Historischer Schauplatz,
in welchem die merkwiirdigsten Briicken aus
allen vier Theilen der Welt . . . vorgestellet und

beschrieben werden (1735, cat. 112). The large
folio of this draftsman and engraver from Dres-
den, who also illustrated other Saxon monu-
ments, started as a historical description of the
famous Augustus Bridge in Dresden. But the
work seemingly expanded on its own volition
into a literary and visual presentation of famous
bridges from the four main parts of the world,
that is, eastern and western Europe, the Middle
and Far East. Reconstructions of bridges from
China and Japan recall the historical spirit of
Fischer von Erlach, but Schramm’s work—if one
wanted to pursue a history of bridge design—
would remain today an invaluable source.

Finally, mention should be made of four
works connected with Vienna that were con-
ceived entirely as official court history. Engraved
productions by Ludwig Giilich (17052, cat. 39),
Johann Baptist Mair (c. 1713, cat. 61), Georg
Christoph Kriegl (17422, cat. 56), and Johann
Heinrich Ramhoffsky (17432, cat. 105) pre-
sent in words and illustrations the festivities sur-
rounding the coronations and oaths of fealty of
Joseph 1, Charles vi, and Maria Theresa. Much
of the history and culture of Vienna can be
gleaned from these lavish illustrations, however
bound by ritual.

8. PERSPECTIVE, SCENOGRAPHY,
AND ORNAMENT

RENAISSANCE THEORIES ON PERSPECTIVE, WHICH
had played such a vital role in the artistic devel-
opment of the early Renaissance, began to take
on an entirely different cast in the eighteenth cen-
tury, as baroque artists and architects engaged
in ever more elaborate and mathematically
sophisticated visual effects. Designs were often
purposefully enhanced with multiple layers of

complexity in a search for greater theatricality
in keeping with the time.

One of the inspirational forces behind this
development was certainly the work of the Jesuit
lay brother, gifted Italian painter, architect, and
stage designer Andrea Pozzo (1642-1709). In
1693 Pozzo published the first volume of his
Perspectivae pictorum atque architectorum, a
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work that would greatly influence the practice
of architecture and stage design in the first half
of the next century.

Pozzo was foremost a painter. Born in
Trento, he first took training in painting before
traveling to Como, Milan, Genoa, and Venice
to advance his learning. By 1668 he had settled in
Milan, where he soon won acclaim for his festi-
val decorations. After successfully completing
frescoes for the churches of San Francesco
Saverino in Mondovi and Santi Martiri in Turin,
he was summoned by the Jesuit Order to Rome in
1681, and placed in charge of designing the dra-
matic biblical pageants given in the church of Il
Gesu. Here he mastered his facility for producing
rich illusionistic effects, and during the 168os he
also produced some of the finest baroque paint-
ings of the period, including the frescoes and per-
spectival false dome for the church of San
Ignatius in Rome and the altar for the tomb of
Ignatius Loyola in Il Gesu. In the 1690s Pozzo
made architectural designs for several churches in
Italy, but in the next decade he shifted his base of
activity to the imperial court in Vienna, where his
designs again found a warm reception.

One of the most remarkable things about
Pozzo’s Perspectiva pictorum atque architecto-
rum was that it was almost immediately trans-
lated into all the major European languages, and
eventually into Chinese. The work was conceived
as a step-by-step guide to the principles and con-
struction of perspective, but with its evolving
visual complexity it also became an impressive
picture or source book in its own right (fig. 19).
Pozzo also displays many of his own designs, in
many cases the only documentation of his work.
In addition to the original Italian version of the
book—as well as an English translation (Millard,
British Books, cat. 58)—the northern European
collection also possesses a two-volume, Latin/
German edition of the work, which was pub-
lished in 1706 -1709 (cat. 103).

Pozzo’s influence can be traced across many
fronts in Italy, Austria, and Germany. Certainly
one of his early admirers in Germany was Johann
Jacob Schiibler (1689~1741), whose own two-
volume Perspectiva first appeared in 1719-1720.
The northern European collection’s Perspectiva
Geometrico-Practica (1763, cat. 120) is a second
edition of the method used in his first book, but
applied to the design of fortifications. In the
preface to this work Schiibler cites Pozzo as his
guide, together with assistance of Euclid, Tulli,
Diirer, Serlio, Ryff, and William Halfpenny.

Schiibler produced several architectural
treatises on a variety of topics, many of which
are represented in the collection. His
Griindlicher und deutlicher Unterricht zur
Verfertigung der vollstandigen Saulen-Ordnung
(17282, cat. 114) continues the column-book
tradition in what is actually a critique of the
proportional methods of Scamozzi, Goldmann,
and Sturm. Schiibler, who identifies himself on
the title page as a mathematician, architect,
painter, sculptor, and “cultore,” is not only
responding to the different proportional systems
proposed by so many different authors but also
to the “Gothic confusion” still haunting the
architecture of his day.

In another volume, in which he seeks to
amplify the work of Decker, Erste-Zwanzigste
Aufgab, seines vorhabenden Wercks (1720s,
cat. 113), Schiibler presents his own decorative
designs in a series of twenty-five suites. Bound
into the Millard edition are three additional
suites of ornament by Schiibler, together with
another work with the intriguing title Amor,
vehementer quidem flagrans (Augsburg, 1729,
cat. 115), in which Cupid becomes the leitmotif.
In Schiibler’s Sciagraphia artis tignariae (1736,
cat. 119) he produces a manual on timber design
for roofs, cupolas, gables, and staircases.

More in keeping with the lead suggested
by Pozzo, however, are the much heralded
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fig. 19. Andrea Pozzo. Perspectivae pictorum atque architectorum. Part 2, plate 81. High altar,
church of San Ignatius, Rome. 1985.49.83
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visual innovations of the Galli Bibienas, the
famed family of baroque designers and architects
whose services were competed for and embraced
by royal courts across Europe. The patriarch of
the family was Giovanni Maria Galli Bibiena
(1625-1665), a pupil of Francesco Albani. His
daughter Maria Oriana (1659~1749) was
noted for her portraits and historical studies.
Giovanni’s two sons, Ferdinando (1657-1743)
and Francesco (1659~1739), were both trained
as painters but achieved greater success with
their architectural and theatrical designs.
Ferdinando’s progeny of Alessandro (1687~

c. 1769), Giuseppe (1696-1757), and Antonio
(1700-1774) composed yet a third generation
of distinguished artists in this realm.

It was Ferdinando and his son Giuseppe
who perhaps most came under the influence of
Pozzo, although their efforts can also be seen as
developing in parallel. The elder Bibiena worked
first in Bologna, where he was acclaimed for his
stage designs. In the early 1680s he became the
architect and chief designer to the ducal courts
at Parma and Piacenza. In 1708 Ferdinando was
called to Barcelona by Archduke Charles (later
Emperor Charles vi) to assume responsibility for
his ceremonial decorations. It was during this
period that he composed his L’Architetture
civile (1711), the highly influential treatise that
outlined the technical and theoretical basis for
quadratura and veduta per angolo (the use of
an angled perspective that dispenses with the
frontal symmetry of the Renaissance). In 1712
Ferdinando followed Charles to Vienna and was
placed in charge of the numerous and lavish
ceremonies of the emperor.

It was thus at the Habsburg court that
Ferdinando’s son Giuseppe first learned the art
of perspective and theater design, and with a
natural talent that would eventually overshadow
the considerable accomplishments of his father.
By 1716 Giuseppe was producing his first inde-

pendent designs. A little more than a decade
later he was the chief theater designer for the
court and in charge of all imperial ceremonies.
His fame and influence across Germany—
particularly in the design of stage sets for opera,
funerals, weddings, and coronations—was
immediate, leading the designer to the practice
of architecture.

In 1740 Giuseppe produced his Architet-
ture e prospettive (cat. 37), a series of fifty-four
engravings that in many cases are the sole docu-
mentation of his various designs (fig. 20). What is
immediately apparent in these splendid creations
is Galli Bibiena’s superb control and manipula-
tion of space: his device of layering defined spaces
between a crisscrossing of architectural elements
(such as open, superimposed colonnades), and
their occasional rupture by the overextended
vista. Giuseppe’s use of the flat lintel, his attenu-
ated sense of proportions, and the classical sever-
ity of his designs also presaged the neoclassical
sense of form and space that would become so
popular after the middle of the century. In this
regard his contribution to architectural develop-
ment in the eighteenth century can scarcely be
overestimated. It was only fitting that Giuseppe
should turn to designing the opera houses in
Bayreuth and Dresden. In his last years he was
summoned to the Potsdam court of Frederick the
Great.

Yet another Bibiena-inspired volume in
the northern European collection is the Basilica
Carolina (c. 1760, cat. 12), a monograph depict-
ing the ecclesiastical history and design of the
Jesuit church in Mannheim. The design was the
work of Alessandro Galli Bibiena, the eldest
son of Ferdinando. Alessandro had spent most
of his life in the Palatinate city of Mannheim,
where he designed both the Jesuit college (1730-
1731) and the Carolina basilica (1738-1748).
The church, which was destroyed in the Second
World War, was one of the important late works
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fig. 20. Giuseppe Galli Bibiena. Architetture, e prospettive. Part 11, plate 8. 1985.61.397
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of the baroque, but this monograph unfortu-
nately does not do it visual justice.

Two other entries in the Millard collection
fill out the first half of the eighteenth century
and focus their attention strictly on the architec-
tural ornamentation of this period.

The three series of ornamental engravings
issued by Francois de Cuvilliés (1695-1768),
beginning in 1738, were certainly among the
most popular and influential illustrated works
to appear in Germany toward mid-century. The
Flemish-French architect Cuvilliés, who as a
child served as the court dwarf to Maximilian
Emanuel of Bavaria, was an architect of enor-
mous energy and talent. He was sent by the
Bavarian court to Paris for architectural training
in the early 1720s, where he was a fellow stu-
dent of Jacques-Frangois Blondel. Upon complet-
ing his studies, he returned to Munich as a court
architect and various royal and aristocratic com-
missions followed. Cuvilliés gained his fame in
particular for his rococo interiors—a taste that
he drew from French sources but that he elabo-
rated into sumptuous fantasies. His masterpiece
is the Amalienburg Pavilion in the gardens of
the Schloss Nymphenburg (1734-1739). In this
French-inspired rectangular building, the crisply
chiseled ornamental precision of the exterior
gives way inside to the colorful rocaille splendor
of silvered rooms lavishly outfitted with mirrors,
cartouches, baskets, trophies, and naturalistic
detail. It was the same exuberance that later
flourished in Cuvilliés’ design for the ostenta-
tious Residenztheater in Munich (1750-1753).

Behind Cuvilliés’ first series of engraved
ornaments (cat. 13) lay the ornamental and
engraved works of three French “inventors” of
the so-called genre pittoresque—Juste-Auréle
Meissonnier (Millard, French Books, cat. 119),
Nicolas Pineau, and Jacques de Lajoue, all of
whom published suites of rococo designs in the
1730s. Fiske Kimbell has examined Cuvilliés’

ornamental work alongside those of his French
contemporaries and found that although many
of Cuvilliés’ marvelously complex designs were
no doubt inspired by examples from the work of
Pineau and Lajoue in particular, they never fol-
low slavishly their Parisian models.’? The
Millard copy consists of sixteen suites of engrav-
ings, each composed of six plates, therefore
ninety-six overall.

Cuvilliés then composed the second and
third series of his ornamental designs. The sec-
ond series (cat. 14) consists of 116 etched plates
organized into twenty distinct suites of orna-
mental themes. Bound together with these suites
is another of six plates under the title “Livre de
Portion de Plafonds et d’un Poéll.”

The third series of engravings (cat. 15) con-
tains eighty-eight plates arranged in eighteen
suites. This volume is especially notable because
many of Cuvilliés’ own architectural designs are
presented (fig. 21).

At the conclusion of the third series
is another set of forty-four plates mounted on
twenty-five leaves: the work of Francois Cuvilliés
the Younger (1731-1777). Most, if not all, are
gathered from his incomplete and unpublished
series Architecture bavaroise, and contain—
among other notable examples—some of his
extraordinary designs for portals and bridges.
Already the influence of Giovanni Battista Pira-
nesi can be discerned here, but the spirit of the
younger Cuvilliés also seems to linger in the
imaginary designs of such later neoclassical archi-
tects as John Soane.

The artistic impact of the two Cuvilliés on
northern and central European design has long
been documented, but the same cannot be said
about the architectural and ornamental designs
of the Flemish architect and geometrician Jean-
Baptiste Simoens (1715-1779). The Millard
copy of his album of unpublished pen and wash
drawings (cat. 122), in fact, may provide one of
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the few guides to his artistic work in existence.
Simoens was born in Ghent and trained
under Bernard de Wilde, whose design for the
Corps de garde in Ghent was taken over by
Simoens in 1738. In the 1740s and 1750s
Simoens did some work on the church of Saint
Martin in Courtrai and was involved with the
designs of several larger residences in and around
Ghent. Several residences are depicted in this
collection of original drawings, pasted onto
bound sheets in a folio format. The ornamental

qualities of the drawings display French taste
and influence, but the relatively restrained nature
of the ornamental treatment suggests that many
of the designs were created around or shortly
after mid-century. The style of the work borders
on neoclassicism, even with the very plastic
treatment of the sculptural additions. Simoens’
work might be best characterized by its simple
and precise elegance. Perhaps the existence of
this folio will inspire further scholarship relating
to his accomplishments.

9. TRANSFORMATIONS IN THE SECOND HALF
OF THE EIGHTEENTH CENTURY

THE DRAMATIC UPHEAVAL IN EUROPEAN ART and
architecture that began with the Renaissance in
Italy finds its spiritual doppelgénger in the events
taking place in the mid-eighteenth century. If this
last period has long been compared to the Age of
Reason or the Enlightenment, it is characterized
artistically by widespread criticism of the late
baroque style. In many respects this period thus
signifies—after three centuries of the most pro-
ductive artistic energy—the conclusion of
Renaissance taste.

Architecturally, two trends in theory
appearing around mid-century combine to over-
turn the aging Vitruvian tradition. One is the
acceptance of a relativistic aesthetic or notion of
beauty that might be best placed under the intel-
lectual rubric of picturesque theory, although its
manifestations were certainly broader. The sec-
ond is an entirely new vision of classicism—a
neoclassicism—which was tied on the one hand
to the “rediscovery” of Greece (to an aesthetic
regard for its more plastic forms and to a histori-
cal understanding that saw Hellenic culture as
the presumed wellspring of Western values), and

on the other hand to a reform-minded rationality
that eschewed the perceived excesses of the
baroque. Both impulses were so strong in their
theoretical implications that within a few decades
the practice of architecture would have a radi-
cally new foundation from which to work.

Several books in the Millard collection sig-
nal this change in Western sensibilities, as can
be seen by contrasting the elements of formal
and picturesque garden design in texts by Jean-
Baptiste-Alexandre Le Blond (1679~1719) and
Hirschfeld.

Le Blond’s approach to gardening in many
respects epitomized the tradition of the French
formal garden. Born into a family of artists, he
was a fashionable architect of urban hétels and
country estates, an architect to Peter the Great,
an artist distinguished for his handling of the
Mansart style, for the quasi-rococo character of
the interiors, and for the emphasis he placed on
the garden as the enveloping focus of the architec-
tural conception. Le Blond was schooled in his
garden beliefs by his uncle André Le Nostre, the
architect of the gardens at Versailles and
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Fontainebleau. If in his designs he somewhat
tempered the scale and rigidity of these earlier
royal productions, his own style was nevertheless
characterized by its geometric formality, the use
of terraced platforms for vegetation, and the
openness of his still quite large planning schemes.
He once noted that the gardener should be a geo-
metrician, architect, delineator, and botanist—
in that order. Le Blond’s influence can be seen in
the garden designs of Danreiter, his German
translator for this French text. That the Millard
copy of Herrn Alexander Blonds neuerifnete
Gartner-Academie (cat. 277) was issued in
Augsburg in 1753, thirty-four years after Le
Blond’s death, speaks to the lengthy popularity of
such formalistic conceptions, but such an
approach also stood near the end of its day. It
remains, nevertheless, a clear and concise com-
pendium of the principles of the French garden.
A very different approach to landscape
and garden design is evident in Hirschfeld’s five-
volume Théorie de Part des jardins (cat. 42), a
work that was issued simultaneously in French
and German editions in 1779~1785. The Hol-
steinian Hirschfeld was a professor of fine arts
and art history at the University of Kiel, who
always kept abreast of the broader currents of
intellectual development. His beliefs regarding
the landscape were nearly antithetical to the
baroque garden typified by the work of Le Nostre
and Le Blond—a type of garden that he actually
associated with political absolutism. He champi-
oned, instead, the informality and asymmetry of
English picturesque examples as more suited to
contemporary democratic tendencies.
Hirschfeld’s garden theory sprang from his
definition of gardens as “places where people
can enjoy all the advantages of rural life, all the
amenities of the seasons with comfort and quiet.”
The key phrase here is “rural life,” which for
Hirschfeld implied an artistically refined but not
necessarily enhanced condition of nature. He

lauded the picturesque qualities of vivid con-
trasts, variation, color, movement, charm and
liveliness, novelty and unexpectedness—brought
together by the designer in a sophisticated yet
sensitive manner. The “old taste” that he asso-
ciated with French theory had been, in his view,
superseded by the “new taste” of the British—
in particular the ideas and examples of William
Chambers (his interest in China), Thomas Wately,
and Horace Walpole. Supporting Hirschfeld’s
aesthetics was both a denial of the absolute
beauty that had been the underpinning of Renais-
sance thought and an associative psychology
that played on the human emotions evoked by
experience. The Théorie de I’art des jardins is
thus a learned and well-conceived discourse. It
opens with two lengthy essays on the gardens
and aesthetics of ancient and modern times and
proceeds (after the theoretical discussion) to
consider both the elements that compose the
modern garden and the different possibilities
for artistic expression. The essay that starts the
fourth volume, “Remarques diverses sur le nou-
veau golt en fait de jardins,” perhaps best
summarizes his beliefs.

If picturesque theory seems far removed
from the “rediscovery” of Greece and the ratio-
nalist basis of neoclassicism, their combined
impact on the premises of Renaissance theory
was in the end identical. In its underlying aes-
thetic, continental neoclassicism emanated from
two sources. First was the burst of archaeo-
logical activity that transpired in the 1750s, in
particular the well-advertised archaeological
expeditions to Greece and the Middle East—
lands formerly closed to Western travelers. If,
as architects noted, Greek architecture displayed
different proportions and a different sense of
plastic form than their Roman successors, which
system, if any, should serve as a basis for contem-
porary design? Combined with this skepticism
was the new critical spirit of the Enlightenment
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emanating from France—both dubious of the
necessity of the Vitruvian model, in any case,
and at the same time seeking a more severe and
pragmatic basis for design.

Another interesting aspect of neoclassical
tendencies was the very international character
of the movement. Whereas France at this time
fully dominated European culture, it was the
German historian Winckelmann who supplied
the principal argument for the aesthetic superi-
ority of Greek art—effectively breaking at a
stroke the earlier Renaissance paradigm based
on Roman works. Winckelmann’s now classic
history of ancient art, Geschichte der Kunst des
Alterthums, was issued in Dresden in 1764; it
stands as one of the major achievements of this
era. He not only established the term “style” in
art historical investigations but he also changed
the whole tenor of art history, endowing it with
both conceptual rigor and creative research.
Working mainly from Greco-Roman imitations,
he proposed a stylistic model for ancient art, one
that highlighted such material and spiritual fac-
tors as climate and political freedom. And in
locating the apogee of ancient art in Greece in
the period between Pericles and Alexander the
Great, he also insisted that late Hellenistic and
Roman works could be nothing more than infe-
rior imitations. Effectively, he supplied emerging
neoclassical tendencies and their critique of the
Renaissance tradition with a theoretical apolo-
gia on which to base their assault. The work is
represented in the northern European Millard
collection by its second French translation of
1781 (cat. 144).

The architectural translation of Winckel-
mann’s formalistic aesthetic and conception of
the past can be followed over the second half of
the century, as architects sought both to compre-
hend better the classical past and to enact a new
vision of classical greatness. Several works in the
Millard collection exemplify this tendency.

The Ruinen und Ueberbleibsel von Athen
(1764, cat. 46) of Georg Christoph Kilian (1709-
1781) springs directly from the ensuing contro-
versy. The Englishmen Stuart and Revett had in
1751 and 1752 published proposals announcing
their forthcoming visit to Greece and their intent
to record the Athenian monuments on behalf of
the London Society of Dilettanti. Not to be out-
done, the Frenchman Julien-David Le Roy raced
to Athens in 1754 to measure the same works.
The latter did successfully upstage his English
rivals by publishing in 1758 his Ruines des plus
beaux monuments de la Grece (Millard, French
Books, cat. 101), beating by four years the first
volume of Stuart and Revett’s four-volume Anti-
quities of Athens (Millard, British Books, cat. 81).

Le Roy’s work would eventually be faulted
for its archaeological inaccuracies, but this
criticism by no means blunted the artistic impact
of its timely appearance. It was so successful,
in fact, that it was plagiarized by the English-
man Robert Sayer in 1759, when he issued his
Ruins of Athens and Other Valuable Antiqui-
ties in Greece. The published work of Kilian, a
descendant of a long line of famed Augsburg
engravers, is nothing more than a visually seduc-
tive re-presentation of Sayer’s publication in
Germany. Its appearance in 1764 also coincided
with the Grecomania created in France by Marc-
Antoine Laugier’s reform-minded theories and in
Germany by the publication of Winckelmann’s
grand history.

Also bound with the Ruinen und Ueber-
bleibsel von Athen is a second engraved work
by Kilian, Vorstellung der baalbekischen Alter-
thiimer nach dem englischen Originale (1769,
cat. 47), a study based on James Dawkins and
Robert Wood’s The Ruins of Balbec (Millard,
British Books, cat. 93), published in London
in1757.

This antiquarian interest in the Middle
East, however, reflected only one pole of neo-



60

classicism. At the other end was the effort to
translate this new Hellenic aesthetic into modern
form. Two works in the Millard collection cap-
ture this spirit well: the Recueil des dessins de
différens batimens construits a Saint-Pétersbourg
et dans 'interieur . . . de Russie (1810, cat. 109)
of Luigi Rusca (1758?-1822), and the Plans et
dessins tirés de la belle architecture ([1798]-
1800, cat. 125) by Christian Ludwig Stieglitz
(1756-1836).

The Italian Rusca was born in Lugano
and trained under Giuseppe Piermarini. In 1782
he was called by Catherine the Great to Saint
Petersburg, where he first assisted Giacomo
Quarenghi and Vincenzo Brenna. The list of his
own accomplishments in Russia is impressive—
works ranging from restorations of the Anichkov
and Tauride Palaces (1801-1802) to the design
of the portico along Nevsky Prospect (1802—
1806). He was also responsible for various urban
design proposals and changes. His Recueil des
dessins of 1810 records many of his works, which
in their columnar character very much follow
the accomplished style of Quarenghi. In the
preface Rusca speaks of the reforms that archi-
tecture has undergone in recent times, and of
“a certain character of simplicity and propriety”
that is captured, he feels, in his own work.

The 115 plates of Stieglitz’s Plans et dessins
tirés de la belle architecture record not his own
works but many of the better examples of the
neoclassical style across northern Europe. This
art historian, critic, and theorist is perhaps best
known for his Geschichte der Baukunst der Alten
(1792) and the Archaeologie der Baukunst der
Griechen und Roémer (1801), both of which
translated Winckelmann’s idealized and formal-
ist view of antiquity into contemporary neoclas-
sical terms. He was also an influential historian
as well of Egyptian and Gothic architecture, and
he produced one of the first architectural ency-
clopedias between 1792 and 1798.

The Plans et dessins is one of his lesser
known works but it is of interest for both its
theoretical synthesis and its date of appearance.
The folio-size plates speak for themselves in
illustrating many northern neoclassical buildings
that still have not been given adequate historical
attention, but equally as interesting is the essay
with which Stieglitz introduces the work, “Du
beau en architecture.” On the surface it appears
to be a straightforward articulation of classical
architectural theory, but in drawing on the one
hand upon the recently enhanced French tra-
dition of “character” and on the other upon
the picturesque tradition making its way into
Germany from both England and the theories
of Hirschfeld, the author significantly enlarges
Germanic theory.

The three essential underpinnings to good
architecture, he argues, are the Vitruvian attri-
butes of commodity, solidity, and beauty. The
chief goal of the architect, however, is to achieve
character, or as he says: “Solidity and commod-
ity directed toward a certain goal are able to sat-
isfy that, but without beautiful form they will
never make an agreeable effect that delights the
eye and expands the imagination.” Thus, form
is given preeminence and in this way Stieglitz
stresses the formal attributes of order, symmetry,
proportion, and eurythmy as the cornerstones of
essential beauty. Ornament in his system is to be
directed toward a secondary or auxiliary beauty.

But Stieglitz then goes on to define
eurythmy in a way different from classical
theory and very much in keeping with recent
French trends. It is the ordering of the parts
and the whole of the composition with the aim
of exploiting a certain character. Invoking the
recent arguments of the French theorist Nicolas
Le Camus de Méziéres, he notes: “Each species
of building has its distinctive character, and
each edifice must announce to the spectator that
for which it is designed.” The principal architec-
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tural characters, Stieglitz continues, are the qual-
ities of the majestic, serious, magnificent, terrible,
gracious, and marvelous. The last effect is pro-
duced—in a very unclassical way—Dby Gothic and
Chinese works. Thus Stieglitz in his own way
marries the classical French theory of character
with a somewhat contrary picturesque tradition.
In his lengthy discussion of ornament and
how its goal is to heighten the emotive effect or
add nuance to essential beauty, Stieglitz further
builds upon this model. Ornaments should be
generally sparse, judiciously applied, well pro-
portioned, and wisely placed. In stating his case
he criticizes in particular the exuberant rococo
ornaments of Meissonnier, and he also rejects
the purists’ insistence that traditional ornamen-
tal devices such as pilasters should be removed
from the architect’s palette. In the end Stieglitz is

left with a rather flexible system of expression
that in its melding of ideas portends the trend of
what has been called romantic classicism. His
allowance of both Gothic and Chinese-inspired
emotive effects, moreover, presages the eclectic
tendencies that would also follow. That his own
theory would over the next two decades arrive at
just such a position is unsurprising.

At the same time, Stieglitz’s essay, composed
during the very days when the likes of Gilly and
Schinkel were striving for their synthesis of neo-
classical theory, defines perfectly the various
intellectual forces coming together at the start
of the nineteenth century. This distinguished and
beautifully illustrated folio also concludes in a
fitting way a line of architectural thought that
began in northern Europe almost three centuries

earlier.

NOTES

1. Calvo’s translation has been published in more
recent times. See Vincenzo Fontana, Vitruvio e
Raffaello: il De architectura di Vitruvio nella
traduzione inedita de Fabio Calvo ravennate
(Rome, 1975).

2. Diego de Sagredo, Medidas del romano (Toledo,
1525; ed. F. Marias and A. Bustamente, Madrid,
1969).

3. See Bodo Ebhardt, Vitruvius (Ossining, 1962;
1st ed., Berlin, 1918), 42.

4. Hanno-Walter Kruft, A History of Architectural
Theory from Vitruvius to the Present, trans.
Ronald Taylor, Elsie Callander, and Antony
Wood (London, 1994), 71.

5. Ebhardt 1962, 42-44.

Jiirgen Zimmer, “Gabriel Krammer,” The
Dictionary of Art (New York, 1996), no. 18, 437.

7. Henry-Russell Hitchcock, Netherlandish Scrolled
Gables of the Sixteenth and Early Seventeenth
Centuries (New York, 1978), 13.

8. L. Baer, “Wendel Dietterlin,” Allgemeines
Lexikon der bildenden Kiinstler, ed. Ulrich
Thieme (Leipzig, 1913), no. 9, 270—271.

9. On Rubens’ interest in architecture, see Anthony

Blunt, “Rubens and Architecture,” The
Burlington Magazine (September 1977), 609~
621. Blunt also cites the work of J. H. Plantenga,
L’Architecture religieuse dans I’ancien duché du
Brabant (The Hague, 1926).

10. The architect of record for the church is Pieter
Huyssens, but he was absent during much of the
church’s construction. See Blunt, “Rubens,”
617-618.

11. Christian Klemm, “Joachim von Sandrart,” The
Dictionary of Art (New York, 1996), no. 27, 726.

12. Fiske Kimball, The Creation of the Rococo
(Philadelphia, 1943), 172173, 193-194.
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PAGE 63: Johann Bernhard Fischer von Erlach. Entwurff einer Historischen Architectur.
Book 1, plate ix. “Vue de I’Eglise de Notre Dame a Salzburg.” 1985.61.573




Augustin Charles d’Aviler
(1653-1700)

Ausfihrliche Anleitung zu der ganzen
Civil-Bau-Kunst, worinnen Nebst denen
Lebens-Beschreibungen, und den fiinf
Ordnungen von J. Bar. de Vignola Wie
auch dessen und des berithmten Mich.
Angelo vornehmsten Gebauden . . . .
Erstlich in franzosischer Sprache zusam-
men getragen und heraus gegeben von
Sr. A. C. Daviler. . . nach diesem in das
Teutsch tibersetzet und mit vielen
Anmerckungen auch dazu gehorigen
Rissen vermehret von Leonh. Christ.
Sturm.. ..

Augsburg: Johann Georg Hertel, 1747

1983.49.204
Quarto: 211 x 172 (84 x 6%4)

Pagination [xxxii], 402, [26] pp., [68] engraved
plates (56 double page, 12 folding)

Edition Third edition of L. C. Sturm’s German
language adaptation of D’Aviler’s Cours d’archi-
tecture, Paris, 1691. The first edition was pub-
lished in Amsterdam, 1699. This is a reprint

of the second, revised edition published in
Augsburg by the heirs of Jeremias Wolff, 1725

Text pp. [i] blank; [ii] frontispiece; [iii] title
page, printed in red and black (verso blank);
[v—vi] preface to the present edition
(“Vorbericht wegen dieser neuen Edition”);
[vii—xiv] translator’s preface (“Vorrede des
Ubersetzers”); [xv—xxiii] introduction, on archi-
tecture; [xxiv—xxviii] life of Vignola; [xxix—
xxxii] table of contents; 1-4 Vignola’s preface;
5—8 explanation of geometrical figures on first
plate; 9— 402 text; [403-427] index, errata at
end; [428] blank

Ornaments Typographical headpieces, woodcut
tailpieces

llustrations An unsigned etched and engraved
frontispiece (conjugate with title leaf) has been
copied from the earlier French editions. It
depicts an allegorical female figure of Geometry
holding compasses in her right hand and a
medallion portrait of Vignola in her left, lean-
ing on a pedestal inscribed “L’Architecture de
Vignole, avec les commentaires du S.” Daviler,”
with Hertel’s imprint below. There are also 84
full-page illustrations in the text and 56 double-
page plates, all with French captions, numbered
in a single sequence, 1-139 (number §7 used
twice). These are reversed and reduced copies of
the Paris 1710 edition of the Cours published
by Jean Mariette. In addition, there are 12 fold-
ing plates with German captions, numbered
“Fig. 1 (-12),” to illustrate Sturm’s notes, and
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small unnumbered illustrations on pp. 160
(engraved), 361 (woodcut), and 402 (woodcut).
All plates unsigned

Binding Eighteenth-century vellum, gilt spine
title
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References RiBA, Early Printed Books, 164
note; see also Millard, French Books, 14-15

Augustin Charles d’Aviler. Ausfiibrliche Anleitung zu der ganzen Civil-Bau-Kunst. Page 125.
Details of the altars of Val-de-Grice, Paris, and Saint Peter’s, Rome. 1983.49.204
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Augustin Charles d’Aviler. Ausfiibrliche Anleitung zu der
ganzen Civil-Bau-Kunst. Page 272. Doorway to the vine-
yard of Cardinal Sermoneta, Rome. 1983.49.205

2

Augustin Charles d’Aviler
(1653-1700)

Ausfiihrliche Anleitung zu der ganzen
Civil-Bau-Kunst . . . [as 1747 ed.]

Augsburg: Johann Michael Spith for Johann
Georg Hertel, 1759

1983.49.205
Quarto: 206 x 167 (87s x 6%s)

Pagination [xxxii], 402, [26] pp., [68] engraved
plates (56 double page, 12 folding)

Edition Fourth German language edition.
A reprint of the 1747 edition cited above

Text As 1747 edition

Ornaments Typographical headpieces, woodcut
tailpieces (not the same as 1747 edition)

Illustrations As 1747 edition except the frontis-
piece has been reworked, with additional shading

Binding Eighteenth-century vellum, gilt spine
title, sprinkled edges

Provenance Ownership inscriptions and armo-
rial bookplate of Stephen Lewin, Boston

References RIBA, Early Printed Books, 164
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James Beeverell
(fl. early eighteenth century)

Les Delices De La Grand’ Bretagne
Et De L’Irlande

[Leiden: Pierre Vander Aa, 1707?]

1985.61.385
Quarto: 163 x 145 (6% x §%)
Foliation Engraved title plate, [144] engraved

plates (1 folding)
(Note: Millard copy imperfect)

e




James Beeverell. Les Delices de la Grand’ Bretagne et de
IIrlande. Plate xwvi.a. New Park, Richmond, Surrey.
1985.61.385

James Beeverell. Les Delices de la Grand’ Bretagne et de
I'Irlande. Plymouth lighthouse. 1985.61.385
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JAMES BEEVERELL

Edition Undated and imperfect collection of
plates originally intended for issue with either
the first (1707) or “nouvelle” (1727) edition of
James Beeverell’s text in 8 volumes, not present
in Millard copy. When found complete, with
237 plates of views, etc., the atlas effectively
represents a pocket anthology of early British
topographical engravings, copied from the work
of Leonard Knyff and Johannes Kip (Britannia
illustrata), David Loggan (Oxonia illustrata,
Cantabrigia illustrata), and others

llustrations Engraved title plate signed “I.
Goree [i.e., Jan Goeree] delin.”; plus 144
unsigned engraved plates depicting buildings,
monuments, and towns in Great Britain and
Ireland (pl. [41] folding). The plates in the
Millard copy are numbered in manuscript 1-
154, with numbers 51, 57, 60, 62, 63, 65, 70,
72, 73, and 86 lacking. Plates 1—82 in the man-
uscript sequence also bear engraved page num-
bers as directions to the binder of the printed

text in which they were to be placed; plates 83—
154 bear the following engraved numbers: 1-111,
11D, IV—V, VII=XVI, XVIB, XVII-XXXIV, XXXIVA,
XXXV—XLVII, XLVIIA, XLVIII-LV, LVA, LVI-LX,
LXA, LXI-LXVI. Only the stub survives for plate
IIA

Binding Recent calf. Extra-illustrated with 2
additional folding engraved plates, “The North
West View of Rose-Castle, in the County of
Cumberland” and “South View of Long Leate
in Wiltshire, the Seat of the Rt. Honble Lord
Weymouth,” bound in following the title plate
and plate 125, respectively

Provenance Initials “T H” and date 1805
inscribed on title plate

References RiBA, Early Printed Books, 233
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Frangois Blondel. Résolutions des quatre principaux prob-
lémes d’architecture. Plate xix. The resistance of a cylinder
according to length and diameter. 1985.61.400

Frangois Blondel (1618-1686)

Resolutions Des Quatre Principaux
Problemes D’Architecture. Par M.
Blondel. Et Ouvrages De Mathematique
De M. Frenicle

The Hague: Pierre Gosse and 1. [i.e., Jean?]
Neaulme, 1731

1985.61.400
Quarto: 244 X 199 (9% x 775)

Pagination [x], 167, [1], 312, 333—-374 pp., XXI
folding engraved plates

(Note: pp. 313—332 omitted in numbering. The
Millard copy is also without an added series
title leaf found in some copies, announcing this
edition as vol. 2 of “Mémoires de I’Académie
royale des sciences contenant les ouvrages
adoptés par cette Académie avant son renou-
vellement en 1699”)

Edition Second edition of Blondel’s Résolution
des quatre principaux problémes, Paris, 1673,
and including reprints of 5§ mathematical essays
by Bernard Frénicle de Bessy (1605-1675)

Text pp. [i] half-title (verso blank); [iii] title
page printed in red and black (verso blank);
[v-x] Blondel’s dedication “A Monseigneur
Colbert . . .”; [1]-167 Blondel’s text; [168]
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blank; [1]-82 “Methode Pour Trouver La
Solution Des Problems Par Les Exclusions.

Par M. De Frenicle”; [83]-166 “Traité Des
Triangles Rectangles En Nombres . . . Par M.
De Frenicle”; [167]-206 “Abregé Des Combi-
naisons. Par M. De Frenicle”; [207]-302

“Des Quarrez Ou Tables Magiques. Par M. De
Frenicle”; [303]-374 “Table Generale Des
Quarrez De Quatre”

Ornaments Etched title vignette signed
“D[avid] Coster inv. Phil. a Gunst [i.e., Philipp
van Gunst] fec.”; etched headpiece on p. [3]
signed “Cl[aude] Duflos fecit.” Woodcut initials,

headpieces, and tailpieces

llustrations 21 folding etched or engraved
plates numbered 1-xx1, signed “Blondel”
(as designer)

Binding Contemporary sprinkled paper covers
over pasteboard

References Cicognara 433 (1673 ed.); Comolli
4: 276-278 (1673 ed.); Millard, French Books,
23 (1673 ed.)
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Hans Blum (b. c. 1525)

Von den fiinff Seiilen, Grundtlicher
bericht, vnnd deren eigentliche con-
trafeyung, nach Symmetrischer
aussteilung der Architectur. Durch den
erfarnen, vnd der funff Seiillen wolbericht-
en, M. Hans Blumen von Lor am

Mayn . . . inn Truck abgefertiget . . .

Zurich: printed by Christophel Froschauer [the
younger], 1579

1983.49.9
Folio: 393 x 240 (15%: x 9%)
Pagination [36] pp.

Edition Fifth? German language edition. The
first edition in German was printed in Zurich by
Christophel Froschauer the elder in 1550, possi-
bly before Froschauer printed the first Latin edi-
tion in the same year (B5783 in Verzeichnis der
im Deutschen Sprachbereich erschienen Drucke
des XVI. Jabhrbunderts [VD 16], Abteilung 1,
Band 3, Stuttgart, 1984). 3 other German lan-
guage editions printed in Zurich before the pres-
ent edition have been recorded, dated 1554 or
1555 (variant issues), 1558, and 1567

Text pp. [1] title page (verso blank); [3-4] ded-

ication to Andreas Schmid; [5-36] woodcut
illustrations, with descriptive text in vertical
blocks alongside, bound face a face, 1 page of
each leaf blank (i.e., unperfected sheets)

Hllustrations Froschauer’s unsigned punning
woodcut device on title page (Paul Heitz,
Ziircher Biichermarken, 1895, no. 11), plus 16
unnumbered and unsigned woodcut illustrations
in the text. In all but 2 cases each opening (i.e.,
2 leaves) is devoted to a single order and num-
bered accordingly: Tuscan no. 1; Doric no. 115
Ionic no. 11 (subdivided into nos. 1-11, followed
by a third opening illustrating Ionic and
Corinthian capitals); Corinthian 1111 (subdivided
into nos. 1-11); Composite v (1 leaf only, facing
the final leaf devoted to the use of the § orders)

Binding Recased in elaborate German roll-tool
paneled calf binding including letters c M v D
and date 1613. Restored, rebacked, endpapers
renewed. Leaves [14—15] damaged at foot, with
loss. Bound (1) with the author’s Ein kunstrych
Buch . . ., Zurich, 1579?

References Avery’s Choice 46 (1st Latin ed.);
Fowler 52 (st Latin ed.); Herzog August
Bibliothek, Architekt und Ingenieur, 58;
Hollstein (German) 4: p. 125; Ernst von May,
Hans Blum von Lohr am Main, Strassburg,

1910, p. 78



74

Hans BLum

v

.

;

il‘
3

o

Hans Blum. Von den fiinff Seiilen. The Tuscan order.
1983.49.9

e irte anicigend.
L L
i gt bz e i e e Slats

“

g

o

o e cabewn aller s Sachésungy
Diai gyt s e

A



75

Hans Blum (b. c. 1525)

Ein kunstrych Buch von allerley antiqui-
teten, so zum verstand der funff Seulen
der Architectur gehorend

Zurich: printed by Christophel Froschauer [the
younger], [1579?]

1983.49.9
Folio: 393 x 240 (15%: x 9%)

Pagination [44] pp. (5 folding)

(Note: 5 leaves have been extended at their
lower margins by a further leaf or portion of a
leaf pasted on and folded up, either to accom-
modate a long woodcut or, in 1 case, a long text
block. The pages in question, according to their
signatures, are fols. A3 verso, B3 recto, C4
recto, D2 recto, and E4 recto)

Edition Uncertain, since all editions printed in
Zurich by Froschauer the elder or younger
appear to be undated. The first edition is usually
ascribed to about 1560. The Millard copy is

bound, perhaps as issued, with the 1579 edition
of Blum’s Von den fiinff Seiilen

Text pp. [1] title page (verso blank); [3]
author’s address to the reader; [4—44] text

Ornaments Typographical tailpieces

[ustrations Woodcut title-page design, includ-
ing view of antique remains within architectural
framework, title printed in strapwork cartouche
in pediment and imprint in similar cartouche
below. 23 unnumbered woodcut illustrations
(17 full page, 4 extended at foot). A few cuts
are signed with Blum’s monogram and device

Binding Bound (2) after the author’s Von den
fiinff Seiilen, Zurich, 1579

References Berlin Cat. 1939; Hollstein
(German) 4: p. 125; Ernst von May, Hans
Blum von Lohr am Main, Strassburg, 1910,
pp- 81—-82
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Georg Andreas Bockler
(c. 1617—-1687)

Architectura Curiosa Nova, Exponens 1.
Fundamenta hydragogica, indolem[que]
aquae, aéris interventu in altum levandae.
2. Varios aquarum ac salientium fontium

Georg Andreas Bockler. Architectura curiosa nova. Part 3,
plate 92. Design for a fountain. 1983.49.10

lusus per varia spectatu jucunda epistomio-
rum seu Siphonum genera. 3. Magnum
amoenissimorum fontium, machina-
rum[que] aquaeductoriarum sumtu magno
exstructarum, ac per Italiam, Galliam,
Britanniam, Germaniam &c. visendarum,
numerum. 4. Specus artificiales sumtuo-
sissimas, cum pleris[que] Principum Euro-
paeorum Palatiis, hortis, aulis; nec non
praecipuis monasteriis at[que] arcibus.

5. Cum auctario figurarum elegantissima-
rum, ad hortorum topiaria vario ductu
dividenda, nec non conclavium laquearibus
ac pavimentis segmentandis, item[que]
Labyrinthis construendis, adhibendarum.
Omnia 200. aeri incisis at[que] ad vivum
maximam partem factis delineationibus,
in usum Studiosi Lectoris & artificis,
explicata & vernaculo idiomate descripta,
Per Georgium Andream Bocklern, Archit.
& Ingenieur. Et in Latinam Linguam
translata a Johanne Christophoro Sturmio,

Phil. M.

Nuremberg: printed by Christoph Gerhard for
Paul Fiirst, [between 1664 and 1666]

1983.49.10
Folio: 350 x 221 (13% x 8%)

Pagination Part 1: [viii], 30 pp., 4 engraved
plates
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GEORG ANDREAS BOCKLER

Part 2: [ii], 13, [1] pp., [44] engraved plates
Fart 3: [ii], 22 pp., [116] engraved plates

(1 folding)

Part 4: [ii], 26 pp., 36 engraved plates

Edition First Latin edition, translated by
Johann Christoph Sturm and published simulta-
neously or soon after the first German edition
(dedication to both editions dated March 1664;
the publisher Paul Fiirst died in 1666)

Text Part 1: pp. [i] title page, printed in red and
black (verso blank); [iii—iv] dedication (dated
March 1664); [v] verse “Aedificare divinum
Opus”; [vi] notes to the reader by publisher
and translator; [vii—viii] privilege (7 September
1662); 1—2 preface; 3 table of contents; 4—30
text. Part 2: pp. [i] title “Architecturae Curiosae
Novae, Pars Secunda . . .” (verso blank); 1 pref-
ace; 2 table of contents; 3-13 text; [14] blank.
Fart 3: pp. [i] title “Architecturae Curiosae
Novae Pars Tertia . . .” (verso blank); 1 preface;
2-3 table of contents; 4—22 text. Part 4: pp. [i]
title “Architecturae Curiosae Novae Pars
Quarta . . .” (verso blank); 1—2 preface; 3 table
of contents; 4—26 text

Ornaments Typographical title frames and
headpieces; woodcut headpieces, tailpieces, and
initials

Hlustrations The unnumbered allegorical title
plate, signed as etched by Abraham Aubry,
repeats the title “Architectura Curiosa Nova”

but has otherwise been adapted from the origi-
nal German language title plate by the use of 3
engraved cancel slips giving a Latin subtitle, im-
print, and mottoes (subtitle and imprint now
reading “Amaenitates Hydragogicae Georg
Andreae Boecleri Noribergae Apud Paulum
Fursten Biblio-Technopolam™). In addition,

Part 1 has 4 engraved plates illustrating hydro-
dynamics (figs. 1—34); Part 2 has 70 numbered
fountain designs on 44 engraved plates; Part 3
has a further 120 numbered fountain designs on
116 engraved plates; and Part 4 has 36 engraved
plates of views of grottoes, garden pavilions, vil-
las, and palaces, many combined with geometric
garden plans. All are unsigned, except for Part 3,
design no. 1oo, signed as etched by Balthasar
Schwan. The plates are for the most part uncap-
tioned, but no. 120 in Part 3—a folded vertical
illustration of the medieval “Schéne Bronnen”
fountain in Nuremberg—has a lengthy caption
and Paul First’s imprint

In the Millard copy, 21 plates in Part 4 have
French captions in sepia ink identifying the sub-
jects represented

Binding Contemporary calf, gilt spine with
raised bands, white leather label

Provenance Bookplate and stamps of Charles
Frederic Mewes

References Berlin Cat. 3579; Cicognara 886;
RIBA, Early Printed Books, 315
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Georg Andreas Bockler
(c. 1617-1687)

Architectura Curiosa Nova, Das ist:
Neue, Ergotzliche, Sinn- und Kunstreiche,
auch nutzliche Bau- und Wasser-Kunst,

Georg Andreas Bockler. Architectura curiosa nova. Part 3,
plate 1. Design for a fountain. 1983.49.11

Vorstellend 1. Das Fundament und die
Eigenschaft des Wassers, wie dasselbe
durch den Luft hochsteigend zu machen.
2. Mancherley lustige Wasserspiel, wie
auch schone, Aufsitze. 3. Allerley
zierliche Bronnen, Fonteynen und
Wasserkiinste, so hin und wieder in
[talien, Franckreich, Engel- und
Teutschland, u. mit grossem Unkosten,
erbauet, und zu sehen sind. 4. Vielerley
kostbare Grotten, Lusthauser, Garten,
Furstl. Palist und Residenzen, vornehme
Closter und Schlosser in Europa
befindlichen. 5. Neben beygefiigten scho-
nen Abtheilungen der Gartenldnder, von
Zugwercken, auch zu Decken, oben in
den Gemichern, zu gebrauchen, samt
schonen Irrgirten. Alles in 200. wolaus-
gearbeiteten Kupffern, so meistentheils
nach dem Leben gezeichnet, den ver-
standigen Liebhabern und Kiinstlern zum
besten deutlich erkliret und beschrieben,
Durch Georg Andream Bocklern, Archit.
& Ingenieur . . .

Nuremberg: Christoph Gerhard for the heirs of
Paul First, [1666 or later]

1983.49.11

Folio: 322 x 215 (12% x 8%)
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GEORG ANDREAS BOCKLER

Pagination Part 1: [vi], 32 pp., added engraved
title plate, 4 engraved plates

Part 2: [ii], 14 pp., [44] engraved plates

Part 3: [ii], 26 pp., [116] plates

Part 4: [ii], 29, [1] pp., 36 engraved plates

Edition Second German edition, published by
the heirs of Paul Fiirst after his death in 1666.
Undated imprint reads in full “Niirnberg, In
Verlegung Paul Fiirstens, Kunst- und Buch-
hiandlers, Seel. Wittib und Erben Gedruckt
daselbst bey Christoff Gerhard”

Text Part 1: pp. [i] title page, printed in red and
black (verso blank); [iii] list of contents, Parts
1—5 (verso blank); [v] verses “Bauen Gottes
Werk”; [vi] publisher’s preface, signed “Paulus
Fiirst”; 1-2 introduction; 3 table of contents;
4—-32 text. Part 2: pp. [i] title page, printed in
red and black (verso blank); 1 preface; 2—3
table of contents; 4—14 text. Part 3: pp. [i] title
page, printed in red and black (verso blank); 1
preface; 2—3 table of contents; 4-26 text. Part
4: pp. [i] title page, printed in red and black

(verso blank); 1—3 preface; 4 table of contents;
5—29 text; [30] blank

Ornaments Printed title pages for each of the
four parts have titles in red and black within
typographical ornament borders; titles to Parts
2—4 also have ornamental woodcut vignettes.
Typographical and woodcut headpieces, wood-
cut tailpieces

Illustrations Etched and engraved title plate as
described for [1664?] edition with Latin text,
except that here the text engraved below the
figure of Architecture and the mottoes at either
side are not cancels, and are in German rather
than Latin. Otherwise, the present edition has
the same plates as the Latin edition, now worn
impressions

Binding Later half vellum, marbled boards.

Many plates shaved at the outer edge; a few

partially colored, apparently by a child using
watercolor

References RiBA, Early Printed Books, 315 note
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Matthaeus Brouérius van Nidek Gebouwen . . . getekent en in ’t Koper
(1677-1742) gebragt Door Hendrik De Leth. En korte-

lyk beschreeven Door Matthaeus

Het Zegenpralend Kennemerland, Brouérius Van Nidek. R. G.

Vertoond in 100 Heerlyke Gezichten,

Van de voornaamste Lustplaetsen, Matthaeus Brouérius van Nidek. Het Zegenpralend

Adelyke Huizen, Dorp- En- Stede- Kennemerland. Plate 48. View from the Turkish tent at
Waterland. 1985.61.2594
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MATTHAEUS BROUERIUS VAN NIDEK

Amsterdam: Jan Roman, [1729?-17327?]

1985.61.2594
Small folio: 382 x 250 (15%16 X 97%)

Pagination |[viii], 24, 18 pp., etched and
engraved frontispiece, folding etched and
engraved map, 100 [i.e., 50] plates

Edition First edition, second issue? Another un-
dated issue has the imprint of Andries and Hen-
drik de Leth. Part 1 refers to “tegenwoordigen
jare 1729” (p. 11) and Part 2 mentions “1730
en 1731 (p. 18)

Text pp. [i] blank; [ii] explanation of the
frontispiece (in verse); [iii] frontispiece to Part 1
(verso blank); [v] title page (verso blank); [vii—
viii] dedication; 1—24 text, Part 1; [1]-18 text,
Part 2

Ornaments Etched vignette on title page;
etched headpiece on dedication, signed by de
Leth as etcher

Hllustrations Etched and engraved frontispiece
repeated for both parts, with cancel label for
Part 1 “Eerste Deel” pasted over engraved cap-
tion “Tweede Deel.” For Part 1, the frontispiece
was apparently printed as part of the first 4-leaf
gathering. It is signed “Hend. de Leth inven. et
fecit.” In addition, there is an unnumbered fold-
ing engraved map, unsigned, and 1oo etched
half-page plates numbered 1-100, printed on
50 leaves, captions in Dutch and French, all
within doubled shaded borders. The plates are
unsigned but are stated to be by Hendrik de
Leth in the title

Binding Nineteenth-century blue boards, red
spine label

References Berlin Cat. 2246 (8)
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Jan van Call, the elder (1656 -1703)

Admirandorum Quadruplex Spectaculum;
delectum, pictum, et aeri in cisum, per
Johannem van Call

[Amsterdam: Pieter Schenk, c. 1700?]

1983.49.103
Oblong quarto: 217 x 269 (82 x 10%)

Foliation: Etched and engraved title; etched
dedication, portrait, register, and [75] plates

Edition First edition

Hllustrations A total of 79 etched or etched and
engraved plates: [1] title, signed “Petrus Schenk
fecit, et exc: Amstelaedami cum Privileg: Ord:
Holl: et West. Frisiae” (Hollstein [Dutch] 25:
Schenk 181); [2] portrait of “Fridericus, D. G
Dux Sax. I. C. et Mont &c,” signed “Petrus
Schenk fec: et exc: Amstelaedami cum Privil:

Ord: Holl: et West Frisiae” (Hollstein [Dutch]
25: Schenk 599); [3] dedication “Illustrissimo
Principi ac Domino, Domino Friderico, Dei
Gratia, Duci Saxoniae . . . ,” signed “Petrus
Schenk”; [4] divisional title “Pars Prima.
Conspectus amoenissimi, in Germanid, ad
Rhenum”; [§-23] illustrations, “P. Schenk
Excudit Amstelod: C. P.” (Hollstein [Dutch] 25:
Schenk 1478-1496); [24] divisional title “Pars
Secunda. Loani, ut et villarum Regis Gulielmi
reliquarum, conspectus selectiores”; [25-49]
illustrations, “P. Schenk exc: Amstelo: cum
Privil.”; [s0] divisional title “Pars Tertia. Hagae
Comitis conspectus iucundissimi”; [§1]-[60]
illustrations, “P. Schenk Exc: Amstelod: C. P.”;
[61] divisional title “Pars Quarta. Amste-
laedami, conspectus magnifici et augusti”; [62]-
[78] illustrations, “Pet: Schenk exc: Amstelod:
cum Privilegio” (cf. Hollstein [Dutch] 25:
Schenk 1098-1197 note); [79] “Register” list-
ing the 71 views

Binding Later half calf, gilt spine, repaired

References Hollstein (Dutch) 25: passim
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Jan van Call, the elder. Admirandorum quadruplex spectaculum. View of
the Town Hall from the canal, Amsterdam. 1983.49.103
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Marco Fabio Calvo (d. 1527)

Antiqvae Vrbis Romae Cvm Regionibvs
Simvlachrvm, Avthore M. Fabio Calvo
Rhavennate

Basel: [Hieronymus Froben and Nikolaus
Episcopius], 1558

NGA Lib. Rare Book: DG62.5.C35
Folio: 406 x 270 (16 x 10%)
Pagination [48] pp.

Edition Fourth edition, a reprint of the third
edition published by Froben and Episcopius in
Basel, 1556 (1st ed., Rome, 1527; 2d ed.,
Rome, 1532)

Text pp. [1] title page (verso blank); [3] dedica-
tion to Clement vi1; [4-9] captions, with illus-
trations on facing rectos; [10] caption; [11] text;
[12—-13] double-page illustration; [14—47] cap-
tions and text, with illustrations on facing rectos;
[48] Frobenius’ device above colophon
“Basileae Apvd Hier. Frobenivm Et Nic.
Episcopivm Anno M. D. LvIII”

Ornaments Woodcut pictorial and criblé initials

Hllustrations A total of 21 unsigned woodcut

illustrations (1 double page, 20 full page), all
illustrating the urban development of Rome
except for the last 2, which give a reconstruc-
tion of an ancient bath house and a diagram of
an ancient circus (see Philip J. Jacks, “The
Simulachrum of Fabio Calvo: A View of Roman
Architecture all’antica in 1527,” The Art
Bulletin 72, no. 3 [Sept. 1990], 453—481). All
are reprinted from Froben and Episcopius’ 1556
edition, being copies of the original woodcuts
used for the earlier Rome editions. Curiously,
however, the woodcut artist’s monogram
“HBW” or “HWB,” which appears on the sixth
and thirteenth illustration of the 1556 edition
(i.e., the first and last of a series of 8 numbered
1-5, [6-7], 8), has been erased from the blocks
for the present printing. This monogram has
been connected with Hans Bocksberger or,
more probably, Hieronymus Wyssenbach (see
Frank Hieronymus, Basler Buchillustration
1500-1545, Basel, 1984, 548). The only other
observed difference between the illustrations for
the Basel editions is the spelling of “Edes” on
the sixth illustration, corrected in 1558 to
“Aedes”

Binding Uncut and unbound sheets with

remains of earlier temporary sewing, preserved
in a nineteenth-century dark red morocco fold-
er, gilt title on upper cover, red silk doublures,
and ribbon markers. Label of C. E. Rappaport,
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Later bookplates of the C. E. Kenney Collection

and Charles Filippi

References Pagan cat. 22, no. 18 (this copy)
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T2

College of the Society of Jesus,
Mannheim

Basilica Carolina Opus Grande, Non
Homini, Sed Deo praeparata
Habitatio . . . Mannhemii Palatina In

Metropoli Aedificata. . .

Mannheim: “Ex Typographejo Electorali
Aulico,” [c. 1760]

1985.61.392
Folio: 406 x 266 (16 x 10%)

Pagination [ii], 8o pp., double-page engraved
frontispiece, [19] engraved plates (7 double page)

Edition First edition

Text pp. [i-ii] title extending over recto and
verso; 1—6 dedication; 7—8 table of contents;
9—-8o0 text, in four parts

Ornaments Woodcut initials

Hlustrations Double-page engraved frontis-

piece (allegorical figures with plan of the Jesuit
College at Mannheim, including the Basilica

Carolina), signed “F: A: de Leidtenstorff [i.e.,
von Leitenstorffer] inventor del disegne” and
“Jos. et Joan. Klauber . . . Sculps. Aug. Vind.”;
plus 19 unnumbered engraved plates (7 double
page). The first double-page plate is signed
“[Alessandro Galli] Bibiena coepit. F[ranz]
W(ilhelm] Raballiati [i.e., Rabaliatti] perfecit
et delineavit . . . ,” and by Joseph and Johann
Klauber as engravers. The remaining double-
page plates are signed by Rabaliatti as drafts-
man and by Joseph and Johann Klauber, or
simply “Klauber,” as engravers. The 12 single-
page plates include 6 portraits in oval frames,
engraved by the Klaubers (4) or Johann Georg
Wille (2), with 3 also signed “J[ohann] G[eorg]
Ziesenis pinxit.” The other 6 single-page plates
are all signed by the Klaubers as engravers, 1 is
signed by Rabaliatti as draftsman, and 1 is
signed “Jus. [i.e., Josef] Biumgen delineavit”

Binding Recent three-quarter mottled calf with
marbled boards, gilt spine with red and green
labels, gilt edges

References Berlin Cat. 2146; RIBA, Early
Printed Books, 673
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College of the Society of Jesus, Mannheim. Basilica
Carolina. Plate after page 38. View of the college, basilica,
and gymnasium. 1985.61.392
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L3

Francois de Cuvilliés, the elder
(1695-1768)

[Collected works, 1st series]
[Munich: the author, 1738-1742]
1985.61.482

Folio: 314 x 209 (12% x 8%)

Foliation [96] etched plates
(Note: Millard copy consists of 16 [ex 30] suites
only)

Edition First edition of the first series of De
Cuvilliés the elder’s collected works as described
by Braunfels and in Berlin Cat. 121. First suite
dated 1738

Hllustrations 96 unnumbered etched plates in
16 suites of ornament, each of 6 plates. The
suites are numbered, occasionally by hand: 1-5,
10-17, 19—21. These suites correspond exactly
to those described in Berlin Cat. 121, which,
however, describes a volume containing a

total of 30 suites numbered consecutively. The
suites in the present volume are as follows:

1. “Livre de Cartouches a divers usages inventé
par Francois Cuvilliés Conseiller, et Architecte
de leurs A. S. E. de Baviere et de Cologne
1738.” 6 vertical plates, all signed by De

Cuvilliés as designer and Franz Xaver
Jungwierth as etcher.

2. Title as above. 6 vertical plates, signed

as above (3d, 4th, and 6th plates partially
rebordered).

3. “Livre de Cartouches Reguliers Nouvelle-
ment inventé. . . .” 6 vertical plates, signed as
above (2d, 4th, 5th, and 6th plates partially
rebordered).

4. Title as above. 6 horizontal plates, all signed
by De Cuvilliés as designer and draftsman: sec-
ond, fourth, and sixth plates signed by C. A. de
(i.e., Karl Albert von) Lespilliez as etcher; third
and fifth plates signed by Jungwierth as etcher
(all plates rebordered at lower—i.e., outer—
edge).

5. “Livre de Cartouches irreguliers Nouvelle-
ment inventé. . . .” 6 horizontal plates, all
signed by De Cuvilliés as designer and drafts-
man and K. A. von Lespilliez as etcher (all
plates rebordered at lower, or outer, edge).

10. Title as above. 6 vertical plates, all signed
by De Cuvilliés as designer and Balthasar
Sigmund Setlezky as etcher (all but first and last
rebordered at bottom).

11. Title as above. 6 vertical plates, signed as
above.

12. “Livre de Cartouches Reguliers Nouvelle-
ment inventé. . . .” 6 vertical plates, all signed
as above (2d and 3d rebordered at bottom).
13. “Premier Livre de Cadres oli Bordures de
Tableaux. . . .” 6 vertical plates, all signed by
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De Cuvilliés as designer and K. A. von Lespilliez
as etcher (title and 3d plate rebordered at bot-
tom).

14. “Deuxieme Livre de Cadres ou Bordures

de Tableaux. . . .” 6 vertical plates, signed as
above.

15. “Troisieme Livre de Cadres. Bordures de
Tableaux, ou de Glaces; Nouvellement in-

venté. . ..” 6 vertical plates, signed as above.
16. “Nouveau Livre de Plafons inventé par
Frangois de Cuvilliés. . . .” 6 horizontal plates,
signed as above.

17. “Livre de Plafonds irreguliers. Nouvellement
inventé. . . .” 6 horizontal plates, signed as
above (final plate rebordered at lower, or outer,
edge).

19. “Nouveau Livre de Plafonds inventé. . . .’
6 horizontal plates signed as above (2d and
3d plates rebordered at lower, or outer, edge).
20. “Livre d’ornements a divers usages in-
venté. . ..” 6 vertical plates, all signed by

De Cuvilliés as designer and draftsman and

F. X. Jungwierth as etcher. Plates cut at left
platemark and mounted on guards (title and
sth plate rebordered at bottom).

>

Frangois de Cuvilliés, the elder. [Collected Works, 1st
series.] Suite 12. Design for a cartouche. 1985.61.482

21. Title as above. 6 vertical plates, signed as
above, cut beyond left platemark and mounted
on guards (title rebordered at bottom)

Binding Recent tan calf, gilt borders, gilt
spine, black morocco label. 21 blank leaves
of eighteenth-century paper are bound in at
end, following the final suite

Provenance Bookplate of Edmond Fatio,
Geneva

References Berlin Cat. 121; Braunfels, p. 200;
Guilmard, p. 163, no. 31 (Guilmard lists, under
suites published from 1738 onward, 9 suites of
6 plates under the combined title “Livre de
Cartouches propres a divers usages reguliers

et irreguliers, par . . .”; 3 suites under combined
title “Premier, Second et troisieme Livres de
Cadres, de Glaces et Bordures de tableaux . . .”;
8 suites under combined title “Livres de Pla-
fonds reguliers et irreguliers . . .”; and a further
4 suites, Lambris, not represented in Millard
copy). See also Destailleur, pp. 238-241
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14

Francois de Cuvilliés, the elder
(1695-1768)

[Collected works, 2d series]

[Munich]: the author, and Poilly, Paris, [1742—
1754]

1985.61.483
Folio: 440 x 281 (17716 X 11%1)

Foliation [110] etched plates
(Note: Millard copy extra-illustrated with 1
suite of 6 plates not included in the above total)

Edition First edition of the second series of
De Cuvilliés the elder’s collected works as
described by Braunfels and in Berlin Cat. 146

Hlustrations The complete series of 110 etched
(and engraved) ornament plates organized in
20 suites, lettered A-V and numbered “Ir.
[-2ome.] Livre,” described in Berlin Cat. 146 as
the second series of De Cuvilliés the elder’s col-
lected works. Listed by Guilmard (pp. 163—
164) under “Suites Publiées a partir de 1745.”
The plates throughout are signed by De
Cuvilliés as designer. All of the suites bear the
imprint of the author and Poilly (e.g., “se vend
chez Lauteur . . . Se vend aussi a Paris chez le
S*. Poilly rue St. lacque . . .”).

A. “Morceaux de Caprice A divers usages.
Inventé par Francois de Cuvilliés Conseiller et
Architecte de Sa Majesté Imperialle se vend
chez Lauteur gravé par Georg Sig. Roesch.,”
imprint at foot “Se vend aussi a Paris Chez le
S. Poilly. . . .” 6 plates, plates 2—5 etched by
Georg Siegmund Roesch and plate 6 signed
“gravé par L. Gotfrid Heid [i.e., Johann
Gottfried Haid].”

B. “Morceaux de Caprice A divers usages. . . .’
6 plates, plates 1—5 etched by Roesch and plate
6 by Haid. Imprint as above.

C. “Livre de Paneaux a divers usages. . . .’
7 plates, all signed by Karl Albert von Lespilliez

>

o

as engraver. Imprint as above.

D. “Morceaux de Caprice a divers usages;
pouvant aussi servir pour des dessus de portes.
Nouvellement jnventés, par frangois de Cuvil-
liés. . . .” 6 plates, signed and with imprint as
C above.

E. “Livre de pieds de Tables de diferents des-
seins. . . .” 6 plates, signed and with imprint as
C above.

E. “Livre de diferents dessein de Comodes. . . .”
6 plates, signed and with imprint as C above.
G. “Livre de Serrurerie. . . .” 6 plates, signed
and with imprint as C above.

H. “Livre De Serrurerie. . . .” 6 plates, signed

Frangois de Cuvilliés, the elder. [Collected Works, 2d
series.] Suite B. Title plate. 1985.61.483
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and with imprint as above.

I. “Morceaux De Caprices Propres A Divers
Usages. . . .” 4 plates, signed and with imprint
as C above.

K. “Morceaux De Caprices, A Divers Usa-

ges. . . .” 4 plates, plates 2—3 signed by Les-
pilliez as engraver and plate 4 by ]. G. Haid.
L. “Livre Dornements. . . .” 4 plates, signed by
Lespilliez as engraver.

M. “Livre de Fontaines, propre a placer dans le
milieti d’unne [sic] place Publique. . . .” 4
plates, with Poilly’s imprint.

N. 3 plans, 1 elevation, and 1 section “ . ..
d’une Maison de Campagne du dessein du S*.
Cuvilliés. . . .” 5 plates, signed by Lespilliez as
engraver.

0. “Morceaux de Caprice a divers usages. . . .”
4 plates, signed by Lespilliez as engraver.

P. “Livre de Portes Cocheres, nouvellement
jnventé par le S*. de Cuvilliés . . . Gravé par

C. A. de Lespilliez.” 6 plates.

Q. “Desseins de Lambris. . . .” 6 plates, plates 1
and 5 signed by Lespilliez as engraver.

R. “Livre de Portion de Plafonds en Vousures,
Nouvellement jnventés par le S*. de

Cuvilliés . . . Gravé par Cuvilliés le fils. . . .” 6
plates.

S. “Livre D’Ornemens a divers usages, Nou-
vellement jnventé par francois de Cuvilliés . . .
Gravés par Cuvilliés le fils.” 6 plates.

-

T. “Livre de decorations de Lambris. . . .”

6 plates, plate 1 signed by Lespilliez as engraver.
V. “Livre De Dévelopemens De Bordures De
Tableaux, Inventés Par M. F. de Cuvilliés . . .

Et Gravés Par F. de Cuvilliés-fils.” 6 plates

Binding Nineteenth-century half brown moroc-
co, marbled boards, gilt spine with black labels,
marbled edges. Bound (1) with the third series
of De Cuvilliés the elder’s collected works (q.v.).
Suites misbound in the following sequence: A—
D, I-K, O, Q, L (pls. 3-4 only), T, R, E-F, L
(pls. 1-2 only), P, S, V, G-H, M-N. Extra-illus-
trated with another suite by De Cuvilliés the
elder and his son, without letter or number,
bound after suite R (“Livre de Portion de
Plafonds et d’un Poélle, Inventés par M ™. de
Cuvilliés le Pere . . . et par son Fils,” with
imprint “Se vend a Paris chez Huquier . . . et
chez ’Auteur a Munich . . .”). 6 plates on

6 leaves. The horizontal title plate (150 x 214
to platemark) is the only plate with letters. Re-
maining plates uncaptioned and unsigned. Cf.
Berlin Cat. 3971 (7 plates on 3 leaves); Guilmard
164 (“Sept pieces en hauteur”)

Provenance Ownership inscription and book-
plate of John Gregory Crace; ownership stamp
and bookplate of Charles Frederic Mewes

References Berlin Cat. 146; Braunfels, p. 200;
Guilmard, pp. 163-164
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L)

Francois de Cuvilliés, the elder
(1695-1768)

[Collected works, 3d series]

[Munich]: the author, and Huquier or Pierre
Patte, Paris, [1755 and later]

1985.61.483
Folio: 440 x 281 (17%s X 11%6)

Foliation [88] etched plates

(Note: Millard copy consists of 18 [ex 24] suites
only. Extra-illustrated with 44 plates by various
artists not included in the above total)

Edition First edition of the third series of

De Cuvilliés the elder’s collected works as
described by Braunfels and in Berlin Cat. 170.
Includes suites after Frangois de Cuvilliés the

younger (1731~1777)

Hllustrations A series of 88 etched (and engraved)
plates organized in 18 suites or cabiers lettered
[A-D], E-K, [L], M-S (from the complete series
of 24 cabiers). Described in Berlin Cat. 170 as
forming the third series of De Cuvilliés’ collected
works. Guilmard (p. 164) refers to this series as
“suites publiées a partir de 1756.” The titles on
the first plate of each suite are as follows:

[A]. “Plan Général d’un Projet de Batiment situé

a lecart . . . Inventé par M ™. de Cuvilliés le

Pere . . . et par son Fils.” [4] plates, signed by
De Cuvilliés pére et fils as designers; first three
plates signed by “De la Marcade” as engraver,
last by (Pierre) Patte as engraver. Imprint “Se
vend a Paris chez Huquier . . . et a Munich chez
I’Auteur. . . .”

[B]. “Plan d’un Belvedere accompagné de dif-
ferents Bosquets. . . .” [3] plates, all signed by De
Cuvilliés pere et fils as designers; first by

De Cuvilliés fils as engraver, remaining 2 plates
by Georges-Francois Blondel as engraver.

[C]. “Projet d’un Batiment Elevé sur une

Terasse . . . Inventé par Frangois Cuvilliés le
Pere . . . et par son Fils.” [5] plates, all signed
by (Pierre Philippe) Choffard as engraver. With-
out imprint.

[D]. “Plan, d’une Maison de Plaisance. . . .”

[4] plates, all signed by De Cuvilliés pere et fils
as designers; plate [1] by De Cuvilliés fils as
engraver, remaining 3 plates by (Claude René
Gabriel) Poulleau as engraver. Without imprint.
E. “Desseins D’Autels Dedies A Son Altesse . . .
Le Cardinal, Duc De Baviere. . . .” 4 numbered
plates, signed by De Cuvilliés pere et fils as
designers and De Cuvilliés fils as engraver.
Imprint “se vend a Paris . . . chez Patte . . . et chez
I’Auteur a Munich.”

F. “Livre D’Etudes Dessiné par Mes™. de
Cuvilliés Pere et Fils d’apres differens Morceaux
exécutés.” 6 numbered plates: plate 1 signed by
De Cuvilliés fils as designer and engraver, plate 2
by De Cuvilliés fils as engraver, plates 3 and 4 by



(Franz Xaver) Jungwierth as engraver, plates §
and 6 by Georg Siegmund Rosch as engraver.
Imprint as E above.

G. “Projet D’Une Voliere A Batir A Lextremite
D’Un Jardin En Face D’Un Grand Batiment. . . .”
6 numbered plates, all signed by De Cuvilliés

as designer and by Valerian Funck (Funckh) as
engraver, with imprint as E above.

H. “Plan General D’Un Proiet De Batiment
Accompagné De Ses Jardins. . . .” 6 numbered
plates, signed by De Cuvilliés as designer and
Funck as engraver, with imprint as E above.

L. “Projet D’Une Maison De Campagpe. . . .”

4 numbered plates, plate 1 only signed by Funck
as engraver and with imprint as E above.

K. “Plan Du Rez De Chaussée D’Une Maison De
Campagne. . . .” 4 numbered plates, plate 1 only
signed by Funck as engraver and with imprint as
E above.

[L]. “Plan Genéral D’Un Batiment Situé Dans Un
Bois. . . .” [4] plates, plate 1 only signed by
Funck as engraver and with imprint as E above.
M. “Projet D’Un Petit Pavillon Placé En Face
D’Une Allée Diagonalle. . . .” 4 numbered plates,
plate 1 only signed by Funck as engraver and
with imprint as E above.

N. “Plan du Rez de Chaussée d’une Maison de
Campagne jnventé par le S°. de Cuvilliés. . . .”
s numbered plates, all signed by De Cuvilliés
as designer and Funck as engraver. Without
imprint.

O. “Plan General d’une Maison de Campagne
Inventé par le S*. de Cuvilliés. . . .” 5§ numbered
plates, plates 2—5 signed by De Cuvilliés as

designer and Funck as engraver. Without imprint.

P. “Plan General d’une Maison de Campagne
jnventé par le S*. de Cuvilliés. . . .” § numbered
plates, all signed by De Cuvilliés as designer and
Funck as engraver. Without imprint.

Q. “Plan Géneral d’une maison de Campagne
jnventé par le S*. de Cuvilliés. . . .” 6 numbered

plates, all signed by De Cuvilliés as designer and
Funck as engraver. Without imprint.

R. “Plan General d’'une Maison de Campagne
accompagné de ses jardins jnventé par le S*. de
Cuvilliés. . . .” 6 numbered plates, plate 1 only
signed by Funck as engraver. Without imprint.

S. “Plan Géneral D’Un Projet De Batiment Et De
Son Jardin jnventé par le S*. de Cuvilliés. . . .” 7
numbered plates, plate 1 only signed by Funck as

engraver. Without imprint

Binding Bound (2) with the second series of
De Cuvilliés the elder’s collected works (q.v.).
This volume is extra-illustrated with 44 plates
by De Cuvilliés fils and other artists mounted
on 25 leaves after the 2 main series. Most of
these appear to belong to several series distin-
guished by Guilmard (pp. 228-229, under
Cuvilliés fils): Différentes études d’architecture;
Projets de monuments propres a divers usages;
Vues perspectives de differents monuments;
Recueil de divers monuments; and Recueil de
fontaines publiques. The title plate and a num-
ber of plates clearly belonging to the series
Recueil de ponts anciens et modernes are also
present. Some plates also conform to a further
series of bridges distinguished by Guilmard as
Nouveau recueil de ponts modernes, ponts cou-
verts, ponts triomphaux, etc. These mounted
plates also conform to Berlin Cat. 2024, Ecole
d’architecture Bavaroise (a collection number-
ing a total of 311 plates). Several are also
described, singly or in series, by Destailleur, as
detailed below. Plates 1-16, 18-19, 21-22,
27-28, 33-34, 38-39, and 43— 44 are mount-
ed 2 to a sheet; plates 24—26 and 40— 42 are
mounted 3 to a sheet. See also Millard, French
Books, 113 (vol. 8) and 162.

The plates are as follows:

[1]. “Vue Perspective D’Un Port . . . ,” signed
“Petrus [i.e., Pietro] Gaspari in.” and “Jos[eph]
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Kaltner Sculp.”

[2]. “Ordres Dorique Et Ionique. Vue Perspective
D’Un Pont Magnifique,” signed “[Giovanni
Battista] Piranesi inv.” and “Mich[ael] Mitter-
mair Sculp.”

[3]- Another impression of [1].

[4]. “Ponts Et Autres Monuments Triomphaux,”
signed “[G. B.] Piranesi in” and “J. Kaltner
Sculp.”

[5]. “Vue perspective D’Un Palais . . . ,” signed
“de Cuvillies f. in. C[irillo] Gasperi del.” and
“Jos. Kaltner Sculp.”

[6]. “Vue Perspective D’Un Pont Ideal . . .,”
signed “M. Mittermeir [i.e., Michael Mitter-
mair] Sculp.”

[7]. “Ordonnance Ionique Pour Le Fond D’Une
Place Publique,” signed “Grillus I: Gasperi [i.e.,
Cirillo Gasperi] in et del:” and “Iosephe Kaltner
Sculp:.”

[8]. “Vue Perspective D’Un Edifice Attribué A

Un Hotel-de-Ville,” signed as plate [5] above.
[9]. “[Arc de] Triomphe Place Entre La Ville Et
Le Fauxpurg,” signed “]J. Kaltner Sculp” (torn
with title loss).

[10]. “Vue Perspective D’Une Decoration
D’Architecture Semie Gothique,” signed
“Michaele Marieschi pinxit” and “M. Miten-
maier [Mittermair] Sc.”

[11]. “Recueil De Ponts Anciens Et Modérnes
Inventés Ou Exécutes Par Différens Auteurs.”
Title plate to “Premiere Partie,” signed “F. de
Cuvillies fils inv.” and “Jos. Kaltner Sculp”

(cf. Guilmard, p. 229, describing a series of 12
plates; Destailleur, p. 267, a series of 32 plates).
[12]. “Elevation Perspective Du Pont D’Aelius
Aujourdhui S. Ange,” signed “Mich.
Mittermair Sculp.”

Frangois de Cuvilliés, the elder. [Collected Works, 3d
series.] Suite G, plate 3. Elevation. 1985.61.483
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[13]. “Vue Perspective D’un Port Dans Le Cout
[sic] Des Anciens,” signed “[?] Gout inv” and
“J. Kaltner Sculp.”

[14]. “Vue D’Un Port Orne D’Un Port Propre A
Toutes Sortes De Navigations,” signed “Petrus
Gaspari in.” and “Jos. Kaltner Sculp.”

[15]. “Elévation Perspective Du Pont De
Prague,” signed “Jos. Kaltner Sculp.”

[16]. Another impression of plate [12].

[17]. “Projet D’Un Pont Triomphalle,” signed
“Invente par jean Paul de Caspari [i.e.,
Giovanni Paolo Gaspari]” and “loseph Kaltner
Sculp.”

[18]. “Elévation De La Facade Du Projet D’Un
Pont Triomphal,” signed “de Cuvillies fils in.”
and “J. Kaltner sculp.”

[19]. “Elévation Du Frontispice Formant
L’Entree Triomphal Du Pont Couvert,” signed
“F de Cuvillies fils in.” and “M: Mittermair
Sculp.”

[20]. “Ordre Ionique. Elévation . . . D’Un Pont
Triomphal . . . ,” signed “P: de Caspari [i.e.,
Pietro Gaspari] inv.” and “Valerian Funck Sc:.”
[21]. “Elévation D’Un Pont Triomphal De
L’Invention De M". De Neufforge” and “Eléva-
tion Du Pont . . . D’André Paladio,” si<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>