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Figure 1 Giovan Battista Aleotti, Ionic order, ink drawing with engravings by Master G.A. with the Caltrop and Hans Sebald Beham, ca. 1610 

(Ferrara, Biblioteca Comunale Ariostea, MS I.217, fol. 34r)
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michael j . waters
Institute of Fine Arts, New York 
University

A Renaissance without Order
Ornament, Single-sheet Engravings, and the Mutability 

of Architectural Prints

This study proposes a critical revision of a recent 
trend in Renaissance scholarship.1 Over the last 
thirty years, scholars have increasingly argued that 

the rise of printing and the illustrated printed treatise was a 
transformative development in the history of architecture. 
Specifically, Mario Carpo has influentially asserted that 
mechanical reproduction created stable, authoritatively 
identical reproductions that removed the creative drift inher-
ent in a system of drawn copies. In doing so, the printed 
treatise, in particular that of Sebastiano Serlio, codified a new 
canon of easily reproducible, standardized orders and mar-
ginalized a fluid sketchbook tradition built on the practice of 
copying drawings, especially those of antiquity. The printed 
treatise by extension framed a series of formal models within 
a work of architectural theory defined by rules of composi-
tion and authorial agency. In sum, according to this para-
digm, print was an agent of change that at its most basic level 
attempted to impose columnar order beginning in 1537 with 
the first installment of Serlio’s treatise.2

Counter to this argument stands a series of single-sheet 
engravings of column capitals, bases, and cornices, examples 

of which the architect Giovan Battista Aleotti (1546–1636), 
also known as L’Argenta, assembled in an album now in 
 Ferrara.3 Described by the architect as “fragments of each 
order that wandered as prints and were collected elsewhere 
by the architect L’Argenta,” Aleotti arranged these printed 
fragments by columnar order, interleaved between sections 
of Vignola’s Regola delli cinque ordini d’architettura (1562), and 
even transformed them into an entire architectural com-
position (Figure 1).4 While these engravings, found outside 
of treatises and produced primarily by unknown engravers, 
have often been relegated to footnotes and separated from 
their original context, they are evidence that from the very 
beginning of the sixteenth century, printing unleashed a 
plethora of varied models that defied systemization, traveled 
widely, and could constantly be reinvented by their users.5 
Instead of ending a fluid process of exchange and transforma-
tion, single-sheet architectural prints were, in fact, products 
of a system of manual copying and emerged from late 
 fifteenth- and early sixteenth-century sketchbook drawings, 
independent of the architectural treatise. Moreover, these 
engraved fragments were not divorced from their origins 
through the act of printing, but rather, like drawings, 
remained malleable images that were copied as well as pasted 
back into sketchbooks, as seen in the Aleotti album.

By examining the origins, content, and use of these 
single-sheet engravings, some published here for the first 
time, I argue that Renaissance architectural prints in general 
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were dynamic objects of transmission. Rather than establish-
ing a singular system of columnar order or limiting the cor-
pus of available models, the majority of prints did just the 
opposite. They expanded what could be considered antique 
and subverted a narrowly defined concept of the architec-
tural orders. More broadly, by studying how these prints 
were physically used in practice, this article questions the 
idea that print was inherently a fixed medium in which the 
Renaissance user inevitably invested greater authority. Espe-
cially in their performative lives, architectural prints were 
fundamentally unstable, mutable entities that actively inter-
faced with drawings and were consistently subject to varia-
tion and user modification. As such, they promoted variety 
over order, license rather than decorum, and were a starting 
point for invention.

In sum, these often-forgotten single-sheet engravings of 
architectural details demonstrate that the advent of printing 
should not be understood narrowly as a paradigm shift that 
immediately and irreversibly changed architectural practice. 
Instead, it was a technological change that accelerated the 
frequently chaotic dissemination of a variety of highly orna-
mented models, which in spite of their new medium, contin-
ued to be manually transformed by architects through their 
use, replication, translation, and physical appropriation.

Drawings, Sketchbooks, and the Origins of the 
Architectural Print

The earliest architectural prints originated from drawings, 
specifically those after antiquity dating to the second half of 
the fifteenth century. By then, most of ancient Rome was 
nearly visually incomprehensible, ravaged by the passage of 
time, despoiled by human hand, and hidden under centuries 
of building activity. While some artists and architects 
attempted to reconstruct these ruined structures, several 
turned their attention to omnipresent architectural frag-
ments. As many of these ancient column capitals, bases, and 
cornices had been reused and preserved in churches, they 
became an entry point into the world of antiquity for the 
artists and architects of the quattrocento, who recorded them 
in their sketchbooks. The earliest of these drawings, such 
as those attributed to the circle of the Florentine painter 
Benozzo Gozzoli from around 1460, were often assembled 
as decontextualized fragments next to drawings of religious 
 figures, life studies, animals, and ancient sculpture.6

As the fifteenth century came to a close, architects and 
artists increasingly turned to the highly decorated fragments 
of ancient Rome as the subject of study. The Florentine 
architect Giuliano da Sangallo, for example, drew over eighty 
richly ornamented column capitals, bases, and cornices over 

just six folios in the earliest part of his album known as the 
Codex Barberini (Figure 2).7 Like the Gozzoli circle before 
him, Giuliano fully embraced the inherent variety in ancient 
fragments found throughout Rome from figurative capitals 
to decorated bases. The emphasis of these unmeasured, hap-
hazardly arranged drawings was not the precise depiction of 
physical fragments themselves, but rather their ornament. 
Scale, measurement, proportion, and topography were sec-
ondary to the seemingly infinite combinations of decorative 
moldings found in ancient fragments. 

As studies in the morphology and taxonomy of ancient 
ornament, drawings of architectural fragments were a valu-
able resource for Renaissance artists who replicated them 
over and over again. Even drawings of decorated bases were 
consistently copied, despite rarely being used in practice.8 As 
relatively few artists themselves had traveled to Rome, the 
copying of architectural drawings was an extremely common 
activity in the Renaissance. Arnold Nesselrath has even sug-
gested that the vast majority of drawings after antiquity are 
copies of other drawings rather than original works of art.9 
For example, a series of decorated bases illustrated in a copy 
of Francesco di Giorgio’s first treatise were copied into at least 
eight other albums and sketchbooks between the late fifteenth 
and mid-sixteenth century.10 These chains of faithfully copied 
drawings were critical to the dissemination of antiquity well 
into the era of printing and affirm the importance of archi-
tectural details in Renaissance artistic practice. It was the 
highly ornamented, consistently copied fragment that was 
central to this emerging culture of architectural drawing.

The drawing and copying of fragments was also often a 
process of invention as artists and architects freely modified 
known ancient fragments and drawn precedents to create 
all’antica variations on the theme of antiquity. This method 
of serial invention is most clearly evident in an album of 
drawings attributed to the school of the Roman painter 
Jacopo Ripanda from the second decade of the sixteenth cen-
tury (Figure 3).11 In this album, which was later copied by the 
British architect John Webb, the artist dedicated fourteen 
folios to the depiction of eighty different column capitals.12 
While a number of capitals are derived from known ancient 
precedents, such as the Pegasus capital from the Temple of 
Mars Ultor, the majority defy identification. Rather a defined 
lexicon of all’antica forms—putti, rams’ heads, harpies, gro-
tesques, flowers, birds, dolphins, trophies, and volutes—are 
rearranged to create an endless variety of ancient exempla. 
In this way, the capitals of the Ripanda album are the creative 
product of the morphological study of ancient ornament. 
They are part of one multifaceted, fluid tradition of drawing 
antiquity that continued into the medium of print in the suc-
ceeding decades. 
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Through the first decades of the sixteenth century the 
act of drawing fragments remained a volatile process of 
observation, anatomization, replication, and invention that 
continually reshaped the image of antiquity. Within this con-
fluence, single-sheet prints of architectural details emerged. 
Giovanni Antonio da Brescia, an engraver from the school 
of Andrea Mantegna, produced the earliest known examples 
of these prints. Soon after arriving in Rome around 1509, he 
engraved at least seven prints of ancient architectural frag-
ments, two of which have only been recently rediscovered in 
an album at the Herzog August Bibliothek in Wolfenbüttel 
(Figure 4).13 Labeled with their location in Rome and visibly 

fragmented, these small prints of column capitals, bases, and 
cornices bear no resemblance to idealized architectural 
details illustrated in the nearly contemporary 1511 edition of 
Vitruvius. Rather, they announce themselves as authentic 
ancient fragments and emulate drawings found in contem-
porary sketchbooks in terms of method of representation, 
scale, and subject matter. Luca Leoncini has even suggested 
that the distinctive manner in which Giovanni Antonio ren-
dered the guilloche molding of a base from the Torre delle 
Milizie resembles a drawing found in an album now in Berlin 
attributed to another artist from the school of Mantegna.14 
While this is only a loose connection, the engravings of 

Figure 2 Giuliano da Sangallo, ancient 

entablatures and cornices, ink drawing with 

wash, ca. 1485 (Vatican City, Biblioteca 

Apostolica Vaticana, Barb. Lat. 4424, Codex 

Barberini, fol. 12r)
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sketchbooks and albums, the print now became a surrogate 
for drawing. Just as the Master of 1515 and Giovanni Anto-
nio da Brescia had made the well-known monuments of 
Rome accessible through print, from the equestrian statue 
of Marcus Aurelius to the newly discovered Laocoön, so too 
had they done so for column capitals, bases, and cornices.19 
Already by the early sixteenth century, engravers in Rome 
were transmitting images of ancient and all’antica fragments 
based on sketchbook drawings. In doing so, they set the 
foundation of a movement that would shape the vision of 
ancient Roman architecture through the medium of the 
single-sheet print.

Engraving Antiquity: Master G.A., Master P.S., 
and their Contemporaries

Between 1535 and 1537 the production of individual archi-
tectural prints greatly expanded in Rome. Led by the mono-
grammists Master P.S. and Master G.A. with the Caltrop 
(named for his emblem, a four-sided spike used against 
 cavalry), this new group of engravers produced over fifty 

Giovanni Antonio da Brescia, some of the earliest architec-
tural prints, almost certainly derive from similar contempo-
rary drawings of ancient fragments.15 

Not long after Giovanni Antonio da Brescia created his 
engravings, another artist in Rome produced a similar series 
of architectural prints. Known as the Master of the Year 
1515, this engraver, who may have also hailed from the 
circle of Mantegna, produced fourteen unlabeled prints of 
column capitals, bases, and cornices accompanied by imagi-
native illustrations inspired by ancient mythology and sculp-
ture (Figure 5).16 These etchings not only loosely follow 
drawn precedent, but almost exactly mirror drawings made 
in Rome in 1514 that are attributed to the Lombard artist 
Agostino Busti, known as Il Bambaia (Figure 6).17 How these 
drawings came to be printed is unknown, but it is clear that 
the Master of 1515 directly replicated a handful of drawings 
from the larger Il Bambaia album.18 In the process, he defin-
itively translated a sketchbook tradition of depicting numer-
ous small, often fanciful architectural fragments into the 
media of print. Whereas previously these drawings were 
only disseminated and copied through the exchange of 

Figure 3 School of Jacopo Ripanda, column capitals, ink drawing, ca. 1512–17 (Oxford, Ashmolean Museum, KP668, fols. 1v–2r)
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prints of heavily ornamented architectural details.20 While 
some of these engravings were later republished with other 
architectural prints by Antonio Salamanca and later by 
 Antonio Lafréry as part of his Speculum Romanae Magnificen-
tiae, little is known about their origins.21 Likewise, almost 
nothing is known about their creators, though some scholars 
have attempted to identify Master G.A. as the Italian print-
maker Giovanni Agucchi.22 Master P.S. has similarly been 
linked to the French engraver Jean Prévost.23 Unlike the 
prints of Giovanni Antonio da Brescia and the Master of 
1515, these engravings of capitals, bases, cornices, and entab-
latures are highly detailed, often minutely measured, and 
frequently labeled with an architectural order. Additionally, 
many depict identifiable ancient fragments, such as the 
entablature of the Temple of Antoninus and Faustina 
( Figure 7).24 Although the historical significance of these 

engravings has been discounted due to their format and 
unknown authorship, they are in fact the earliest known mea-
sured prints of ancient architectural details and played a fun-
damental role in shaping the dissemination of antiquity in 
the mid-sixteenth century.25

During the first three decades of the sixteenth century, 
the study of antiquity in Rome underwent a revolution. At 
the center of this transformation was a methodological shift 
in which representational accuracy and measurement became 
critical to the examination of everything ancient, including 
architectural fragments as seen in single-sheet engravings 
and sketchbooks such as the well-known Codex Coner.26 
Dated to between 1514 and 1515 and largely produced 
by Bernardo della Volpaia, a Florentine woodworker and 
architect closely associated with Antonio da Sangallo the 
Younger, the Codex Coner contains drawings of ancient 

Figure 4 Giovanni Antonio da Brescia, 

capital and base with grotesque, engraving, 

ca. 1510–15 (London, British Museum, 

Department of Prints and Drawings, 

1845,0825.724)
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buildings and contemporary architecture as well as many 
architectural details.27 As Bernardo informs the reader on 
the title page of the album, accurate measurement was of 
paramount importance as the “minutest of minute measure-
ments” in Florentine braccio were used throughout.28

Yet despite this emphasis on precise measurement, the 
Codex Coner, like the prints of Master G.A. and Master P.S., 
also continues a tradition that stresses ornament. Almost half 
of the album—over forty folios—is filled with architectural 
details. These range from unmeasured, fantastical all’antica 
capitals to measured sections of undecorated bases; while the 

majority employ a new hybrid means of representation that 
accommodated both measurement and ornament (Figure 8). 
Decorated bases, for example, were represented with a quar-
ter of each base removed to reveal a measured section. Cor-
nices were likewise shown in both section and perspective to 
enable the accurate delineation of width, depth, and height 
measurements while still illustrating ornamental details. The 
profusely decorated bases of Master G.A. and entablatures 
of Master P.S. similarly combine measured elevation with 
perspectival illustration. Surprisingly, this method of repre-
sentation, especially in the depiction of decorated bases, was 

Figure 5 Master of 1515, five capitals, 

engraving with drypoint effect, ca. 1515 

(New York, The Morgan Library & Museum, 

Department of Printed Books, PML 55623, 

fol. 69)
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infrequently used in later sketchbooks as orthogonal drawing 
became standard. This may suggest that these prints take as 
their point of departure drawings made around the same 
time as those found in the Codex Coner.29

This is certainly the case with two prints of ancient 
 cornices engraved by Enea Vico in 1547 that are reverse cop-
ies of drawings found in the Codex Coner (Figure 9, see 
 Figure 8).30 As Vico explains in what I believe to be the copy-
right application for these prints, the first state of which are 
inscribed “Cum privilegio veneto ad decennium,” his engrav-
ings were based on “some very beautiful and rare drawings” 
that “he had found” and “had not yet been engraved.” He 
goes on to explain that he wished to engrave and publish 
these designs, “for the benefit and use of painters, sculptors, 

and other virtuous persons.”31 Therefore, some twenty years 
after the death of Bernardo della Volpaia, Vico transformed 
drawings from the Codex Coner expressly for the use 
of other artists. In doing so, he made the carefully mea-
sured drawings of the codex—which were also copied by 
 Michelangelo, Amico Aspertini, Falconetto, Palladio, and 
Borromini—available to their largest possible audience.32 
The process of printing in this way transformed drawings 
that were produced for a relatively limited audience into 
decontextualized exempla that were to be widely studied, 
copied, and used by artists. By actively translating drawings 
of ancient fragments into prints long after they were created 
and with little regard to their original creator, context, or 
purpose, Vico and other sixteenth-century engravers enabled 

Figure 6 Agostino Busti, known as Il 

Bambaia, column capitals, ink drawing, 1514 

(Berlin, Staatliche Museen, 

Kupferstichkabinett, KdZ 1523r) 
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translated into prints in the mid-sixteenth century. Yet the 
details of his testimony should not necessarily be directly 
linked to the engravings in question. While Antonio Lafréry 
did republish some of these prints sometime before 1573, 
those of Master G.A. and Master P.S. predate the earliest 
publications of both Barlacchi and Lafréry.34 Furthermore, 
in the case of the Enea Vico prints, the engraver himself 
originally held a ten-year Venetian copyright. All of this 
 suggests that no single publisher organized the project of 
engraving drawings of ancient fragments. It was only later 
that Lafréry assembled these engravings of architectural 
details into a cohesive set, giving unity to an originally diverse 
corpus of prints.

the widespread dissemination of antiquity as interpreted by 
the architects of early sixteenth-century Rome.

Giorgio Vasari also briefly mentions this practice of 
engraving architectural drawings in the 1568 edition of 
Lives of the Artists. In his “Life of Marcantonio Bolognese and 
other engravers of prints,” he notes, “Antonio Lafréry and 
Tommaso Barlacchi, as well as others, have employed many 
young men to engrave plates after original drawings by the 
hands of numerous masters . . . and in this manner have been 
published, among other plates, grotesques, ancient temples, 
cornices, bases, capitals and many other similar things with 
all their measurements.”33 Vasari’s statement is further evi-
dence that drawings of architectural details were actively 

Figure 7 Master P.S., entablature from the 

Temple of Antoninus and Faustina, 

engraving, 1537 (London, British Museum, 

Department of Prints and Drawings, 

1904,0822.1.11)
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It is also unlikely that the printing of ancient fragments 
in the first half of the sixteenth century was driven by a single 
ideological force, such as the Roman Accademia della Virtù, 
that contemplated the publication of a twenty-volume com-
prehensive translation of Vitruvius and corpus of ancient 
buildings, including a volume dedicated to ornament.35 

Unlike the Accademia, whose members sought to under-
stand a classical canon through a Vitruvian lens, Master G.A. 
with the Caltrop and Master P.S. embraced a number of 
diverse models that freely modified ancient precedent or had 
no antique provenance at all. For example, Master G.A. rein-
terpreted the Pegasus capital from the Temple of Mars Ultor 

Figure 8 Attributed to Bernardo della Volpaia, 

ancient cornice, ink drawing with wash, ca. 

1514–15 (London, Sir John Soane’s Museum, 

Vol. 115, Codex Coner, fol. 64v)

Figure 9 Enea Vico, ancient cornice, engraving 

after a drawing in the Codex Coner, 1547 

(Oxford, Ashmolean Museum, Larger Talman 

Album, fol. 30)
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by inserting the personification of triumphant Fame between 
the two winged horses. In another print, the same engraver 
transformed an ancient basket capital into an overflowing 
cornucopia of fruit topped by a grapevine astragal and deco-
rated abacus with the grinning head of a satyr (Figure 10).36 
Rather than looking toward establishing a canon, illustrating 
Vitruvius, or faithfully depicting known ancient fragments, 
these engravers took great liberties with antiquity to produce 
engravings that embraced the diversity of over fifty years of 
sketchbook drawings. 

This fluid process of translating antiquity into print, 
moreover, was not limited to Italy. Already in the first half of 
the sixteenth century, northern European printmakers were 
producing woodcuts and engravings based on drawings of 
ancient fragments. As early as 1529, the little-known Ger-
man or Netherlandish monogrammist NLvM engraved a set 
of at least nine architectural details, including a cornice from 
the Baths of Diocletian and a decorated base from the Tem-
ple of Concordia.37 This engraver also produced a print of 
a basket capital with two snake-shaped volutes (Figure 11). 
The capital is similar to one now conserved in Berlin that was 
illustrated in several Renaissance sketchbooks, including an 
example in the Ashmolean Museum (Figure 12).38 In a very 
different setting, the same ancient basket capital also appears 
among almost a hundred other diverse capitals in Heinrich 

Figure 10 Master G.A. with the Caltrop, basket capital, engraving, 

ca.1537 (London, British Museum, Department of Prints and 

Drawings, 1904,0822.1.21)

Figure 11 Master NLvM, ancient basket capital, engraving, ca. 1530s 

(Wolfenbüttel, Herzog August Bibliothek, 37.2.1 Geom 2°, 4-8)

Figure 12 Anonymous, ancient basket capital, ink drawing, ca. 1510s 

(Oxford, Ashmolean Museum, Larger Talman Album, fol. 129)
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Vogtherr’s pattern book Ein frembdes und wunderbarliches 
Kunstbüchlin, first published in 1538 (Figure 13).39 Although 
these two prints are generally similar, the Vogtherr basket 
capital has a central putto, a feature found in many Renais-
sance drawings of the fragment (see Figure 12). The Master 
NLvM engraving, on the other hand, replaces the putto with 
a large rosette. Additionally, it has leaves and flowers around 
the base, a detail present on the actual fragment. Thus, this 
pair of engravers must have independently translated two 
separate drawings of the same basket capital into print.40 In 
doing so, they continued to extend and accelerate the dis-
semination of antiquity beyond the limits of Rome. 

Yet, unlike Master NLvM, Heinrich Vogtherr did not 
allude to the Roman origins of his basket capital woodcut. 
Instead, he indiscriminately placed it alongside numerous 
new inventions and local gothic precedents. Like the heads, 

hands, feet, and armor also found in the Kunstbüchlin, these 
architectural fragments devoid of explanatory text were ready-
made for artistic consumption and designed for reuse; their 
purpose was formal rather than antiquarian. Like Master 
G.A. with the Caltrop, Vogtherr did not separate the authen-
tic from the invented. His woodcuts instead continued to 
blur the line of where antiquity began and ended. Single-
sheet prints of column capitals, bases, and cornices were 
especially prone to this type of ambiguity. Often unlabeled 
and decontextualized, they were by their very nature open 
to user interpretation and likely understood as simply repre-
sentations of antiquity. Without firsthand knowledge of 
ancient Rome, little differentiated these prints to users across 
Europe.

German engravers only compounded this ambiguity by 
republishing a number of early Italian single-sheet prints in 

Figure 13 Nine capitals (Heinrich Vogtherr, Ein 

frembdes und wunderbarliches Kunstbüchlin 

[Strasbourg, 1538], F i)
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the 1530s and 1540s. Peter Flötner and the Master NLvM, 
for example, extended the afterlife of a number of the column 
capitals and bases originally printed by the Master of 1515.41 
Likewise, Daniel Hopfer and Albrecht Altdorfer both copied 
and embellished the architectural engravings of Giovanni 
Antonio da Brescia.42 Reprinting consistently made presum-
ably antiquated prints contemporary, even after they were 
no longer considered credible representations of antiquity 
by their initial audience. Even in Rome, the architectural 
details of Master G.A. and Master P.S. continued to be 
printed until sometime after 1790, over two hundred and 
fifty years after they were first engraved, making them con-
temporaneous with the work of Giovanni Battista Piranesi 
and later artists.43

By the time Sebastiano Serlio published his book on 
antiquities in 1540, over one hundred known single-sheet 
prints of ancient and all’antica column capitals, bases, and 
cornices were already circulating in Italy and throughout 
Europe. Detached from the illustrated architectural treatise, 
these prints were likely the first encounter many artists had 
with the antiquities of Rome. As such, they were immensely 
important objects of transmission that derived their author-
ity from a variety of drawn source material. Yet as individual 
prints, they were not bound to this material. They were inde-
pendent objects that took various drawings as their starting 
point but served no larger theoretical or antiquarian agenda. 
Instead, they expanded and complicated what could be con-
sidered antique with each new print, publicizing everything 
from identifiably ancient fragments to Renaissance inven-
tions on the theme of antiquity. Taken as a group, they 
defined ancient Roman architecture as a diverse assemblage 
of highly decorated fragments. Like pieces of antiquity found 
throughout Rome, these prints were separated from their 
original context and inserted into a vast matrix of architec-
tural ornament. Without an author to explain them or rules 
to govern their use, these decontextualized fragments were 
simply printed spolia that could be used and reused indis-
criminately in any media. It may therefore not be surprising 
that just as these prints reached the apex of their production, 
an attempt was made to bring order to this diversity and defi-
nition to columnar architecture.

Print, Order, and Sebastiano Serlio

In 1528, the architect Sebastiano Serlio and the engraver 
Agostino Veneziano published a set of nine prints of the 
Doric, Ionic, and Corinthian orders, each with its constitu-
ent capital, base, and entablature (Figure 14). According to 
the surviving copyright petition, Serlio and Veneziano 
 conceived of these prints as more than just engraved 

architectural  fragments. They were to be part of a larger set 
of didactic engravings of the “orders,” which were produced 
specifically, “so one could better understand this profound 
[science] of architecture and know how to distinguish the 
styles of buildings—Tuscan, Doric, Ionic, Corinthian, and 
Composite.”44 Although only part of the project material-
ized, these engravings represent the first attempt to illustrate 
the five canonical orders in print, nine years before Serlio 
published the first part of his architectural treatise.45

As Christof Thoenes and Hubert Günther have shown 
in their seminal essay “Gli ordini architettonici: rinascità o 
invenzione?” the canon of the five orders with defined 
rules did not exist until the beginning of the sixteenth cen-
tury and is largely the invention of the Italian Renaissance.46 
Types of columns and styles of building were certainly clas-
sified in antiquity. Vitruvius, for example, described in his 
treatise four architectural genera—Ionic, Doric, Corinthian, 
and Tuscan. These, however, were only loosely defined 
architectural classifications that allowed for flexibility, 
expansion, and variation.47 Unlike the orders, the Vitruvian 
genera were not uniformly conceived, systematically 
described, or even given equal standing. The ancient author, 
for instance, discussed the Corinthian capital at length, but 
made no mention of the Corinthian base and stated that the 
Corinthian cornice had no set rules. Similarly, he described 
the Tuscan column only briefly and in relation to a specific 
type of temple.48 A defined system of architectural order as 
understood in the sixteenth century simply did not exist in 
antiquity.49

While fifteenth-century architectural theorists such as 
Leon Battista Alberti attempted to clarify this Vitruvian 
scheme and define columnar norms, they had little interest 
in establishing a closed framework of columnar order.50 It 
was only in the first decades of the sixteenth century in Rome 

Figure 14 Sebastiano Serlio and Agostino Veneziano, Ionic capital, 

engraving, 1528 (London, British Museum, Department of Prints and 

Drawings, 1869,0410.209) 
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that a defined system of orders took shape. As architects pro-
gressively documented the inherent formal variety in ancient 
architecture, it became increasingly difficult to align these 
findings with the writings of Vitruvius. It was then that the 
concept of the orders came to the fore. In an attempt to make 
sense of the diversity of antiquity, Bramante, Raphael, Anto-
nio da Sangallo the Younger, Baldassare Peruzzi, and others 
began to not just catalog ancient fragments, but classify, sys-
tematize, and eventually normalize them.51 Through this 
process and within a Vitruvian framework, these architects 
created a regularized architectural system based on a gradu-
ated sequence of five orders—Tuscan, Doric, Ionic, Corin-
thian, and Composite—each with defined proportions and 
ornament.52

When Sebastiano Serlio published his set of nine 
engravings in Venice in 1528, he was well acquainted with 
the Roman architectural milieu and their emergent concep-
tualization of the five orders.53 Like his contemporaries, Ser-
lio conceived of his orders as a synthesis of Vitruvius, ancient 
exempla, and contemporary architecture.54 By combing this 
diverse corpus of material, he created a series of nine prints 
designed to illustrate a codified system of three orders with 
three defined component parts. Unlike the open-ended 
engraved fragments examined previously, each of Serlio’s 
prints was conceived as a singular model within a closed 
system.

In 1537, Serlio expanded this columnar systemization 
in the first installment of his architectural treatise Regole 
 generali di architettura sopra le cinque maniere degli edifici… 
(also known as Book IV), which begins with the five orders, 
fully theorized and illustrated together on a single page 
( Figure 15). While Book IV also includes variations found 
among the ruins and compositions of Serlio’s own invention, 
at its conceptual core is the formalized language of the orders 
with defined proportions, ornament, and rules, designed so 
that “not only exalted intellects could understand this subject 
[architecture], but that every average person might also be 
able to grasp it.”55 In 1540, Serlio continued this project by 
publishing his book on antiquities (Book III), which contains 
120 woodcuts illustrating numerous ancient structures and a 
handful of modern examples. Rather than competing with 
the orders, Serlio saw these ancient fragments and buildings 
as complementary to his theoretical system of architectural 
order. Book III thus offered exempla that followed the pre-
cepts of Vitruvius and supported and validated his concept of 
the orders.56

Over the past half century, the architectural treatise has 
moved to the center of the historiography of Renaissance 
architecture and become a primary means by which scholars 
have attempted to understand architectural production in the 

early modern period. Likewise, treatises have increasingly 
been treated as abstract, self-contained works of theory in 
which meaning is found internally, directly attached to 
authorial intent. As a consequence, print rather than practice 
has been seen as defining concepts such as the orders. This 
is especially true in the case of Sebastiano Serlio’s treatise, 
which has been interpreted as not just promoting a canon of 
the five orders, but defining the orders for a greater public.

In his influential Architecture in the Age of Printing, Mario 
Carpo has argued that it was through the medium of print 
that the treatise established this authority. Specifically, he has 
posited that printing changed the status of the architectural 
image. By arguing that printing was understood in the six-
teenth century as producing accurate, identical reproduc-
tions unlike hand-copied drawings, this paradigm asserts that 
both Renaissance authors and the greater public invested 
increased faith in the medium of print.57 Serlio, building on 
this trust in the new medium, created a system of orders that 
were designed specifically for print and their typographic, 
graphic, and architectural reproducibility; they were, in 
Carpo’s opinion, “intended to be reproduced as is,” on paper 
and in built architecture.58 Print in this theory enabled the 
system of reproducible, standardized orders as described and 
illustrated by Serlio to become the accepted norm. By giving 
the medium of print agency, the printed treatise has been cast 
as a regulating force in sixteenth-century architecture that 
synthesized precedent, limited the number of available mod-
els, and placed architectural production within the confines 
of a closed theoretical system. Under this regime, print did 
not just make the orders possible, it by its very nature estab-
lished architectural order.

This concept of print as a revolutionary regulatory force 
has its roots in the work of many scholars, especially Eliza-
beth Eisenstein, who since the 1970s has argued for print as 
both an agent of change and vehicle of standardization.59 At 
the heart of her argument is the concept that print, more 
than accelerating the transmission of information, advancing 
literacy, and increasing the sheer number of books produced, 
was an inherently stable and fixed medium, the product of 
replicating an identical matrix of type, woodblock, or engrav-
ing. This concept of fixity, which has also been articulated by 
Walter Ong, relies on the logic that before the era of printing 
both text and image were consistently modified through 
the act of manual copying. They were therefore inherently 
untrustworthy. Print, on the other hand, guaranteed fidelity 
by locking text and image in space. As a result, the reader no 
longer considered the possibility of drift in the process of 
transmission. This alleged public trust in the fixity of print, 
according to this theoretical construct, led to the decline of 
manuscript culture and enabled the creation of, among other 
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things, a standardized collective memory based on a common 
faith in the authority of print.60

While this paradigm might seem theoretically compel-
ling, both literary and bibliographic scholars over the past 
thirty years have overwhelmingly argued that in practice 
print was a constantly changing, volatile medium well into 
the eighteenth century. At the most basic level, print was the 
product of a variable mechanical process that relied heavily 
on manual intervention. From the artisanal engraving of 
plates to the physical act of printing, variability was inherent 

to the process of production. Using physical books them-
selves as evidence, bibliographers have vigorously argued 
that the concept of fixity ignores the manifold differences 
present in so-called identical copies, as well as the drift inher-
ent in their unpredictable afterlives. Adrian Johns in his book 
The Nature of the Book (1998) surmised that fixity is not an 
intrinsic quality of print, but rather an abstract concept that 
exists only if it is “recognized and acted upon by people—and 
not otherwise.” Drawing on a large body of evidence, Johns 
has convincingly shown that readers in England and 

Figure 15 The five orders (Sebastiano Serlio, 

Regole generali di architetura sopra le cinque 

maniere degli edifici [Venice, 1537], VIr)
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elsewhere, continually confronted with pirated, plagiarized, 
and corrupted works, were still learning to trust both the 
printed image and book throughout the seventeenth cen-
tury.61 David McKitterick in Print, Manuscript and the Search 
for Order (2003) has also demonstrated that readers and 
authors rarely expected printed books to be consistent or 
accurate. Only the Bible, the word of God, seems to have 
demanded complete accuracy, and even then, errors were 
commonly lamented.62 Some, like Erasmus, even believed 
that manuscripts were inherently more accurate than printed 
books. As he wrote in 1508: “how little is the damage done 
by a careless or ignorant scribe, if you compare him with a 
printer!”63 Printed books varied not only among editions, but 
also copy to copy. Every step in the process of producing a 
book from writing, to typesetting by a compositor, to modi-
fication by a corrector, to reiteration, gathering, and finally 
binding was prone to variation.64 It is no wonder that nearly 
every extant copy of some early printed books is different, 
including the two hundred and twenty-eight known copies 
of Shakespeare’s First Folio.65

The printing of images only further complicated the 
process. Woodcuts could be easily damaged or flipped, as 
in the case with numerous copies of Robert Peake’s 1611 
English translation of Serlio in which both a Tuscan and 
Ionic column were printed upside-down.66 Copper plates, 
which could not be printed on a wooden common press, only 
increased the chance of error. Since engraved images had to 
be printed separately, they were often misprinted, requiring 
manual intervention from manuscript corrections and addi-
tions to tipped-in and stamped-in amendments, to the inser-
tion of cancel leaves.67 This was especially true of early 
pocket-sized editions of Vignola’s treatise, which combined 
letterpress text with engraved images. For example, in a copy 
of his 1665 English edition of Vignola now at the Avery 
Architectural Library, Joseph Moxon had to paste over fif-
teen of the fifty engravings due to misimposition of the plates 
(Figure 16).68 Such errors were not unusual and would not 
have surprised the early modern reader; variant copies, even 
of architectural books, were not uncommon into the seven-
teenth century.69 

Rather than blindly trusting the veracity of print, early 
modern readers acknowledged the reality of bibliographic 
instability. Likewise, and critically for the architectural case in 
point, there is little reason to believe that readers considered 
the printed word or image to be identical to the original source 
material. Woodcuts could rarely replicate the accuracy and 
delicacy of a drawing, a fact lamented by Philibert de L’Orme 
in his 1567 architectural treatise.70 Even engraving, while more 
precise, was equally susceptible to human error. Enea Vico, 
while engraving a cornice from the Arch of Constantine after 

a drawing from the Codex Coner, for instance, accidentally 
changed 43 braccia into 34 braccia. The translation of drawing 
into print did not guarantee  fidelity to the original. Print was 
just as likely as drawing to be an unreliable copy and people 
were acutely aware of this limitation.

Prints were also at the mercy of their source material. In 
the case of sixteenth-century architectural prints, drawings 
executed by others, many of which were not originally 
intended for printing, often served as models. In his Book III 
on antiquities, for example, Serlio drew heavily on drawings 
by Baldassare Peruzzi and others.71 In acknowledging that he 

Figure 16 Composite plinth and base, pasted over Corinthian capital 

(Giacomo Barozzi da Vignola, Vignola: Or the Compleat Architect, trans. 

Joseph Moxon [London, 1665], 65 [New York, Columbia University, 

Avery Architectural & Fine Arts Library, AA520 V683233 S])

This content downloaded from 128.103.149.52 on Tue, 26 May 2015 08:07:26 AM
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/action/showImage?doi=10.1525/jsah.2012.71.4.488&iName=master.img-015.jpg&w=234&h=421
http://www.jstor.org/page/info/about/policies/terms.jsp


504  j s a h  /  7 1 : 4,  D e c e m b e r  2 01 2

had relied on the information of others, “having not been 
able to see some of these great and marvelous buildings per-
sonally,” Serlio asks his readers, “if in some places you find 
mistakes in the forms or measurements, please do not attri-
bute the shortcoming to me, but rather to the person who 
was responsible.”72 Thus, even Serlio could not guarantee 
the accuracy of the images he was propagating. Moreover, 
like any other architect who copied drawings from the 
sketchbooks of others, Serlio was at the mercy not only of 
inaccuracies in the drawings of others, but also the medium 
of drawing itself and the practice of exchange and copying. 
Serlio thus admitted to the reader that the images in his trea-
tise were no more authoritative than the drawings on which 
they were based.

This is not to say that Serlio did not believe his printed 
work could impose a type of order on architectural produc-
tion. It is clear that he conceived of his treatise as primarily 
didactic, created explicitly so that the average person might 
grasp architecture.73 In addition to establishing principles, 
for Serlio, educating readers about architecture was also 
about teaching them how to choose proper models. As he 
asserts in his address to the reader in Book III on antiquities, 
it was his purpose to “instruct those who know nothing 
so that, if they wished to make use of ancient objects, they 
would know how to select the perfect and well-conceived and 
reject things which are too licentious.”74 This concept of 
rejecting licentious antiquities has often been interpreted as 
part of Serlio’s adherence to Vitruvius and general concern 
over license in architecture. Yet, it is also possible that this 
passage is a declaration of purpose issued directly in response 
to the plethora of individual prints of column capitals, bases, 
and cornices flooding the market at this time. As still rela-
tively few people were exposed to drawings of antiquity or 
the ruins of Rome itself, the only interaction many would 
have had with “licentious” ancient architecture was through 
print. Serlio therefore was, in part, placing his printed images 
directly in contrast to those produced in Rome during the 
first half of the sixteenth century.

Yet as already suggested, print did not inherently estab-
lish order, especially when placed in dialogue with other 
prints. This was particularly true of Serlio’s 1528 copperplate 
engravings of the orders, which were readily open to reinter-
pretation. As single-sheet prints with no accompanying text, 
only their labels alluded to their didactic purpose of defining 
the orders. Without these labels they were just fragments. 
Even with their labels, codification was impossible once 
they interacted with other prints that also claimed to illus-
trate the orders, such as those of Master G.A. with the 
 Caltrop and Master P.S. Theoretically, the Serlio-Veneziano 
engravings are vastly different from those of the unknown 

mono grammists, which inconsistently apply the terminology 
of the orders to a variety of fragments and subscribe to no 
clear theoretical framework. All of the Master P.S. prints, for 
example, are labeled Corinthian, from a voluted capital to 
various decorated cornices. Yet, in their size, medium, for-
mat, and even representational technique, they closely 
resemble the Serlio-Veneziano prints. For the user, there was 
little to distinguish one set from another. This was especially 
true after Agostino Veneziano returned to Rome and 
reprinted his engravings of the orders in 1536. Rather than 
being printed independently as has been assumed, an album 
at the Metropolitan Museum of Art reveals these prints were 
in fact published with those of Master G.A. and Master P.S.75 
The Serlio-Veneziano engraving of a Corinthian entablature 
was even printed on the same page as a Corinthian cornice 
by Master G.A. (Figure 17). Moreover, all of these works 
continued to be printed together as a set, in some cases on 
the same sheet, after Antonio Salamanca acquired them 
sometime in the 1540s.76 Combined with other engravings, 
the Serlio-Veneziano prints became just additional frag-
ments of the orders. No longer in a closed system, their abil-
ity to codify was negated. 

When Serlio produced the first part of his treatise in 
1537, he may have been aware of the shortcomings of his 
previous single-sheet prints of the orders. In creating his 
treatise, he in part attempted to create a self-contained work 
of theory that codified a system of columnar order with asso-
ciated modern and ancient exempla. Yet even as a discrete, 
bound entity, Serlio’s treatise was open to the same type of 
intertextuality and bibliographic instability found among 
single-sheet prints. In terms of the orders, while Serlio was 
the first to describe, illustrate, and fully theorize the canoni-
cal five orders, earlier treatises were already propagating 
printed illustrations of various columnar systems. Cesare 
Cesariano, for example in his 1521 translation of Vitruvius, 
illustrated in a single print six types of columns—two types 
of Doric with a third alternate capital, Ionic, Corinthian, 
Attic with two different capitals, and Tuscan—together with 
seven additional column capitals, the proportions of which 
he claimed, “were set forth by Vitruvius” (Figure 18).77 Like 
Serlio’s later illustration of the orders, Cesariano presented 
his columns in a straightforward comparative manner. Fur-
thermore, this image circulated widely, not only through the 
initial thirteen hundred copies of the Como Vitruvius, but 
also many later copies of Vitruvius beginning with the Lyon 
edition of 1523, followed by Gianbattista Caporali’s 1536 
Perugia edition, Jean Martin’s French translation of 1547, 
and Walter Ryff’s 1543 Latin edition printed in Strassburg.78 
Ryff—who was infamous for his piracy—again reprinted 
Cesariano’s image of the six types of columns in his German 
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translation of Vitruvius (1548, reissued in 1575 and 1614), as 
well as his own architectural treatises, Der furnembsten, not-
wendigsten, der ganzen Architectur angehörigen mathematischen 
und mechanischen Künst (1547, reissued in 1558, 1572, and 
1585) and Der fünff maniren der Colonen (1547).79

This same Cesariano illustration was also translated into 
single-sheet prints by two engravers in the first half of the 
sixteenth century. In the first case, an engraver with the 
 initials B.M. extracted a number of capitals from the 1521 
Vitruvius to produce a large engraving of fifteen capitals 
(Figure 19).80 Like Cesariano’s original print, the unknown 
monogrammist freely integrated the four Vitruvian capitals 

with a wide variety of other examples including a dragon 
capital, a capital with the figure of Christ, and a Corinthian 
capital with a central cherub. Between 1543 and 1545, the 
German engraver Hans Sebald Beham similarly used Cesari-
ano’s woodcut to create a series of seven small prints of deco-
rated column capitals and bases (Figure 20).81 Unlike the 
engraving of Master B.M., almost all of these prints are 
prominently titled “VITRVVIVS” and described in both 
Latin and German as of the Doric order, even those capitals 
with volutes and dolphins. Thus, only a year after Pieter 
Coecke van Aelst published the first German edition of 
 Serlio’s Book IV, the prolific engraver Hans Sebald Beham 

Figure 17 Master G.A. with the Caltrop, 

Corinthian entablature, engraving, ca. 1537; 

Sebastiano Serlio and Agostino Veneziano, 

Corinthian entablature, engraving, 1536 

(New York, Metropolitan Museum of Art, 

Drawings and Prints, Bk.It.Orn.L, 

26.01.1[102–3])
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Figure 18 Six types of columns with additional capitals (from Vitruvius, De architectura, trans. Cesare Cesariano [Como, 1521], LXIIIr)
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was propagating a series of engravings that not only contra-
dicted the Serlian orders but also proclaimed their own Vit-
ruvian origins. Despite Serlio’s claim to Vitruvian authority, 
the prints of Beham as well as Ryff visually challenged that 
authority by continuing to circulate Cesare Cesariano’s ear-
lier illustrations.

In his 1528 single-sheet engravings, his 1537 book on the 
five orders, and 1540 book on antiquities, Sebastiano Serlio 
created a series of models that were intended to serve as the 
basis for a system of architectural design. Yet the interpretive 
concept that these printed models standardized architecture 
by virtue of their medium ignores the inherent intertextuality 
and instability of print and its reliance on humans both in its 
manufacture and consumption. In a century that saw the pro-
duction of over three-hundred architectural publications and 
at least two-hundred single-sheet prints of architectural details, 
Serlio’s treatise was just one of myriad available options.82 His 
illustrations of the orders, likewise, were only a fraction of the 
thousands of images of columns and their parts printed in the 
sixteenth century. But more than that, there is little evidence 
that sixteenth-century users invested greater authority in 
 Serlio’s printed images. Despite its revolutionary aspects and 
transformative capabilities, print remained notoriously fallible 
and prone to variation and piracy like copied drawings and 
manuscripts. As long as printed material remained the product 
of a volatile system of production, printed images could not 
inherently impose order in the physical world, and certainly 
not simply by the nature of their medium. It was in the end the 
ungovernable user who gave prints their meaning and was the 
ultimate arbiter of architectural order.

Figure 19 Master B.M., fifteen capitals, 

engraving after woodcuts by Cesare Cesariano, 

ca. 1540 (private collection)

Figure 20 Hans Sebald Beham, Doric capital and base, engraving 

after a woodcut by Cesare Cesariano, 1545 (London, British Museum, 

Department of Prints and Drawings, 1868,0822.265)
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Cutting, Copying, and Pasting Renaissance 
Architectural Prints

Mutability was not only an intrinsic quality in the produc-
tion, replication, and circulation of architectural prints, but 
also manifestly inherent in their use and consumption. 
Renaissance users most visibly rejected the concept of fixity 
by physically transforming prints. Print was always at the 
mercy of its user who gave text and image individualized 
meaning through the act of reading and viewing, which 
placed prints in dialogue with other drawings, engravings, 
manuscripts, and printed books.83 Users also bound treatises 
with other works and even inserted engravings, drawings, 
and hand-written translations into printed books.84 Further-
more, these same users reshaped architectural prints by col-
oring and annotating them.85 Architects such as Antonio da 

Sangallo the Younger, Vicenzo Scamozzi, and Inigo Jones, 
for example, actively recorded their thoughts in treatises 
through written and drawn marginalia.86 The sixteenth-
century Mantovese architect Giovan Battista Bertani, in a 
1513 edition of Vitruvius, even pasted his own drawings over 
Fra Giocondo’s woodcuts (Figure 21).87 In all of these cases, 
architects manually intervened to create new works within 
printed architectural treatises. Yet it is often forgotten that 
architectural prints were also more dynamically transformed 
through the process of copying, cutting, and pasting. Unlike 
reading and annotating, the physical manipulation of prints 
radically changed these objects, not only separating them 
from their original context, but also opening them up to the 
hand of the artist and a tradition of sketchbook drawing. 
While many examples of this type of ephemeral use are 
lost today, enough survive to demonstrate clearly that 

Figure 21 Attributed to Giovan Battista Bertani, ink drawings and annotations (Vitruvius, De architectura [Florence, 1513], 78v–79r [Mantua, 

Biblioteca Teresiana, LXVI F 21])
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architectural prints were often a starting point for invention 
and modification in the Renaissance.

Like the copying of drawings from one sketchbook to 
another, throughout the sixteenth century, artists replicated 
both single-sheet prints and architectural treatises in their 
sketchbooks. For instance, a drawing at the Ashmolean 
Museum in Oxford produced by an unknown late sixteenth-
century artist (Figure 22) features a number of capitals and 
bases copied from prints by Master B.M. and Hans Sebald 
Beham, themselves derived from Cesariano’s 1521 woodcut 
of six Vitruvian columns (see Figures 19, 20).88 In translating 
these prints into a singular drawing, the artist rearranged 
these fragments, added a background, and abbreviated their 
associated labels. Around the same time, an unknown artist 
in a copy of the Speculum Romanae Magnificentiae at the Her-
zog August Bibliothek copied on a single sheet of paper a 
print of the Vatican obelisk, three Serlio-Veneziano engrav-
ings, and two bases derived from drawings after Francesco di 
Giorgio.89 In yet another case, the Dutch artist known as 

Anonymous A in the late 1530s produced drawings after an 
engraving by Master G.A. with the Caltrop of the Pegasus 
capital from the Temple of Mars Ultor and one by Master 
P.S. of an entablature from the Capitoline Hill.90 While the 
artist closely replicated both of these prints, as well as their 
captions and measurements, they also noticeably fragmented 
and simplified these engravings in the process of copying. 
Without knowing these drawings were made from prints, it 
could easily be assumed they were copied from another 
sketchbook or drawn from life, like many of the drawings 
they accompany. In no way did the artist differentiate these 
particular copies from his other drawings. 

The difficulty separating modes of copying has led 
some scholars to suggest that concordance between drawing 
and print may stem from a lost common precedent. For 
example, Hubertus Günther has claimed that a number of 
drawings related to Sebastiano Serlio’s treatise in an album 
known today as the Kassel Codex likely derive from a set of 
lost preparatory drawings. Günther has also suggested that 

Figure 22 Anonymous, capitals and bases, ink drawing with wash, after engravings by Master B.M. and Hans Sebald Beham, late sixteenth 

century (Oxford, Ashmolean Museum, Larger Talman Album, fol. 143) 
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two folios of the album with drawings similar to Serlio’s 
1528 prints of the orders likewise originate from these lost 
drawings (Figure 23).91 Although it is possible that these 
objects derive a common drawn source, it is equally plausi-
ble that the Kassel artist, even if associated with Serlio, 
loosely copied and reconfigured the architect’s single-sheet 
prints. If  Günther is correct in identifying the hand of these 
drawings as Anonymous A—the same artist who copied the 
prints of Master P.S. and Master G.A. with the Caltrop—
there is no reason to think this artist would not also copy 

engravings by Serlio. This possibility is all the more likely 
in light of the overlooked fact that this artist also copied, on 
the same two folios of the Kassel Codex, five prints by the 
northern engraver Master NLvM, including the snake bas-
ket capital examined previously (see Figure 11).92 The 
unknown draftsman even retained the labels from two of 
these engravings. Thus, all the evidence suggests that the 
artist of the Kassel Codex indiscriminately copied both 
drawings and single-sheet prints onto the pages of his 
album.93

Figure 23 Attributed to Anonymous A, 

capitals, bases, and cornices, ink drawing 

with wash, after engravings by Serlio-

Veneziano and Master NLvM, ca. 1530s 

(Kassel, Hessisches Landesmuseum, 

Staatliche Kunstsammlungen, inv. Fol. A45, 

Kassel Codex, fol. 23v)
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Artists and architects also freely copied prints from 
architectural treatises. The Sienese architect Teofilo Gallac-
cini around 1610, for example, casually rearranged prints 
from Sebastiano Serlio’s Books III and IV into a jumble of 
drawn fragments in his sketchbook (Figure 24). While Gal-
laccini preserved Serlio’s text in some places, in others he 
omitted it completely, while also adding measurements and 

modifying architectural details.94 Just as Walter Ryff in his 
1547 Der fünff maniren der Colonen took fragments from Ser-
lio’s Book III and rearranged them typologically to create 
four woodcuts of bases, capitals, entablatures, and cornices, 
Gallaccini freely recomposed Serlio’s treatise, both textually 
and pictorially, on the pages of his sketchbook (Figure 25). 
In this visual process of reader-response, he created a totally 

Figure 24 Teofilo Gallaccini, cornices and 

entablatures, ink drawing after woodcuts by 

Sebastiano Serlio, ca. 1610 (Siena, Biblioteca 

Comunale, S.II.4, fols. 18v–19r)

Figure 25 Ancient plinths and bases, after 

woodcuts by Sebastiano Serlio (Walter Ryff, 

Der fünff maniren der Colonen [Nuremberg, 

1547], plate 1)
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new treatise, in which the original author’s name is nowhere 
to be found. Moreover, this was not an uncommon practice. 
In a sketchbook in Fossombrone, a late sixteenth-century 
artist also copied images from Serlio’s Book IV with no 
regard to the original text, as did the Spanish architect 
Hernán Ruiz the Younger in his album during the 1560s.95 
Even Andrea Palladio redrew prints from Serlio’s treatise 
without acknowledging their source.96

The same was the case with Giacomo Barozzi da 
 Vignola’s treatise on the orders, first published in 1562. Not 
only was Vignola’s treatise originally produced as copper-
plate engravings that could possibly be bought and sold  
individually, but more than any other treatise it also was con-
sistently reinvented through both republishing and manual 
copying.97 To date, I have discovered over twenty albums 
with drawings after Vignola made before the nineteenth cen-
tury.98 Without exception, each of these copies—from pris-
tine academic exercises to haphazard recompositions—depart 
from the printed original in one way or another. The rela-
tionship between architectural prints and drawings through-
out the early modern period was a fluid two-way street with 
neither media holding primacy.99 Even when certain prints 
were designed to regulate architecture and protect against 
license, their subsequent use made them unstable objects that 
could always be remade by means of drawing.

Architectural prints were also more aggressively modi-
fied by Renaissance users through the physical cutting and 
pasting of prints into albums and sketchbooks. From the per-
spective of print collecting, this was not an uncommon prac-
tice.100 An early seventeenth-century collector, for example, 
assembled a variety of architectural treatises and single-sheet 

prints in an album now owned by the Getty Research Insti-
tute, and even cut and pasted together half-capitals from 
an engraving by Master B.M. and a later reverse copy.101 
Similarly, an early owner of the Zichy Codex, a sketchbook 
containing numerous architectural drawings, amended 
this material by pasting in single-sheet prints, including the 
same Master B.M. engraving.102 While this type of practice 
became customary for print collectors, scholars have largely 
ignored the fact that architects and antiquarians were already 
cutting and pasting prints in the early sixteenth century. For 
instance in the late 1510s, the Florentine antiquarian Battista 
Brunelleschi, among numerous ancient epigraphs and a few 
drawings of column capitals and bases, tightly cut and pasted 
the architectural prints of Giovanni Antonio da Brescia into 
his sketchbook (Figure 26).103 In the process, he reorganized 
these engravings, separating the capitals from bases, as was 
typical in a sketchbook tradition. He also retained informa-
tion lost in the process by replicating the printed labels by 
hand. For Brunelleschi, who copied epigrams and architec-
tural fragments from other sketchbooks, including the Codex 
Escurialensis, these prints likely acquired during his time in 
Rome were simply another representation of antiquity to be 
included in his larger collection.104

The Aleotti album mentioned in the introduction typi-
fies this practice of inserting prints into sketchbooks.105 
 Created circa 1610 by Giovan Battista Aleotti—a hydraulic 
engineer, military designer, and architect who also built sev-
eral buildings in Ferrara and the famous Teatro Farnese in 
Parma—the album contains a wide variety of material. This 
includes architectural drawings by Baldassare Peruzzi, Pirro 
Ligorio, and Terzo de’ Terzi, as well as numerous engravings 

Figure 26 Battista Brunelleschi, collage of 

engravings by Giovanni Antonio da Brescia, 

ca. 1510s (Florence, Biblioteca Marucelliana, 

Cod. A.78.I, fols. 93v–94r)
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from Vignola’s treatise on the five orders, which Aleotti 
freely modified by means of drawing.106 The album also 
 contains many single-sheet architectural prints, which he 
described on the title page as, “fragments of each order that 
wandered as prints.” Like Battista Brunelleschi, Aleotti cut 
and pasted these printed examples—ranging from the canon-
ical prints of Serlio-Veneziano to the fanciful engravings of 
Master B.M.—and assembled them loosely by architectural 
order within Vignola’s treatise (Figure 27). 

According to his handwritten headings, Aleotti had, 
“found these prints in Rome” and “conserved them for their 
variety.”107 Like drawings exchanged from sketchbook to 
sketchbook, their formal variety and connection to Rome 
was paramount. Aleotti probably acquired these prints dur-
ing his 1591 or 1600 trip to Rome, and like pieces of spolia, 
reassembled them on the pages of his sketchbook when he 
returned home.108 For the Ferrarese architect, these frag-
ments of the orders were interchangeable and rearrangable. 
There is no sense that he attempted to separate the correct 
from the licentious, they were all fragments waiting to be 
categorized and used. In this way, his album was like an early 
sketchbook in which the orders were conceived of as classi-
fications for ancient column capitals, bases, and cornices 
rather than as a strictly defined architectural canon.

The pages of an album were a place where an architect 
such as Aleotti could modify fragments that had come down 
to him as prints and drawings. Contrary to being static and 
fixed, Aleotti freely adapted single-sheet prints by adding 
measurements and captions, fixing architectural errors, and 

creating whole architectural compositions. In one folio in 
particular, the architect cut and pasted a print by Master G.A. 
of an Ionic capital and relabeled it “composito di ionico” (see 
Figure 1). He then pasted above it an anonymous print of 
a cornice—the dentils of which he modified with pen and 
ink—and drew a carefully measured entablature to unite the 
two prints. Finally, Aleotti inserted Hans Sebald Beham’s 
print of a Doric capital and base, which he reclassified as 
Ionic. This bricolage of prints was not a slapdash activity, but 
rather a methodical exercise in which Aleotti critically ana-
lyzed the Ionic order. It suggests that Aleotti conceptualized 
architectural prints much as he did drawings. They were 
 fungible images that were part of a fluid sketchbook tradition 
of collecting, copying, and modifying ornamental details for 
his own experimentation and exploration. For Aleotti, who 
also owned many architectural treatises, the cutting and past-
ing of prints was not a radical act of pastiche, but rather a 
practice deeply rooted in the Renaissance tradition of archi-
tectural drawing.109

Conclusion

Architects and artists throughout the Renaissance thus freely 
altered, manipulated, and physically modified architectural 
prints. While the simultaneous rise of the architectural print 
and the so-called canonical five orders were certainly trans-
formative developments in the history of architecture, they 
did not necessarily transform practices of use in the sixteenth 
century, certainly not universally. Rather, architectural prints 

Figure 27 Giovan Battista Aleotti, fragments 

of the Doric order, with engravings by Serlio-

Veneziano, Master G.A. with the Caltrop, and 

Master B.M., ca. 1610 (Ferrara, Biblioteca 

Comunale Ariostea, MS I.217, fols. 24v–25r)
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in the early modern period became an active part of a fluid 
practice of transmediation in which drawings were made into 
prints, prints were remade into drawings, and both were 
translated into built architecture, possibly through another 
medium such as a model. Thus, just as single-sheet engrav-
ings of column capitals, bases, and cornices emerged from 
sketchbook drawings, they were subsequently copied and 
pasted back into the pages of sketchbooks. Even the prints of 
Serlio and Vignola, which attempted to establish rules within 
larger illustrated treatises, were drawn atop,  copied, cut out, 
modified, and reconfigured. Prints of architectural details, 
including those illustrating the architectural orders, 
remained deeply embedded in a tradition of drawing 
throughout the Renaissance.

In theory, architectural prints and treatises in isolation 
could establish order and exist as cohesive theoretical works, 
but in practice, they were easily modified and constantly sub-
ject to intertextuality. Even on a theoretical level, print could 
never establish order as long as its authority remained chal-
lenged. Prints of the architectural orders particularly faced 
this problem. They not only had to compete with drawings 
of columnar fragments that remained in wide-circulation, 
but also had to battle an ever-growing number of contradic-
tory prints that claimed to define the orders. Simply put, 
the orders in the Renaissance were never standardized or 
conceptually stable. Likewise, even as mechanically pro-
duced objects, the printed orders were never fixed and sac-
rosanct. Establishing a universal system of columnar order 
by means of print remained impossible in an architectural 
culture that saw prints as mutable. Single-sheet engravings 
especially blurred the lines between drawing and print, and 
by their very nature subverted a defined canon of architec-
tural orders. Thus in a multitude of ways, Renaissance prints 
of the orders—from those found in Serlio’s treatise to the 
single-sheet engravings of Master G.A. with the Caltrop—
failed to abide by the paradigm of fixity. They remained into 
the seventeenth century volatile, unstable, fungible objects 
that were constantly remade by engravers and architects 
through their production and use. Instead of standardizing 
architectural norms, they fed the extraordinary inventiveness 
and creative freedom that typified the age. Prints of the 
orders during the Renaissance were thus in many ways just 
more images of columns. Rather than immediately revolu-
tionizing architecture, they remained floating architectural 
fragments just waiting to be transformed.
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Inigo Jones and John Webb (Farnborough: Gregg International Publishers, 

1972), 27; Copies of the same drawings can also be found in the Louvre’s 

collection (inv. 11103–11111), Henri Prudent, Les dessins d’architecture au 

Musée du Louvre (Paris: Massin, 1922), 25–27.

13. Giovanni Antonio da Brescia is believed to have been active in Rome 

until 1525. Mark Zucker has suggested based on stylistic analysis that the 

prints fall into the engraver’s mature period, and may date from around 

1515; Arthur M. Hind, Early Italian Engraving: A Critical Catalogue with 

Complete Reproduction of All the Prints Described (London: Bernard Quaritch, 

1948), 279–90; 33–35, 52–53; Brown University Department of Art, Orna-

ment and Architecture: Renaissance Drawings, Prints and Books (Providence: 

Brown University Department of Art, 1980), 57; Mark J. Zucker, Early 

Italian Masters, vol. 25 (commentary), The Illustrated Bartsch (New York: 

Abaris Books, 1984), 315–18, 375–81; Angela Gallottini, “Monumenti 

antichi nelle prime stampe italiane,” Xenia antiqua 3 (1994), 115–18; Chris-

tian von Heusinger, “Zwei Ornamentstichsammelbände in der Herzog 

August Bibliothek. 26.6 Geom. und 37.2.1 Geom 2°,” Wolfenbütteler Noti-

zen zur Buchgeschichte 28–30 (2003), 51–53, 68–69, 75.

14. Luca Leoncini, Il Codice detto del Mantegna: Codice Destailleur OZ 111 

della Kunstbibliothek di Berlino (Rome: L‘Erma di Bretschneider, 1993), 85; 

The individual architectural details of Giovanni Antonio’s engraving of the 

cornice from the Baths of Constantine—the egg and dart, leaf and dart, 

bead and reel, and anthemion—also bear a resemblance to a drawing on 

folio 1r of OZ 111.

15. Other early architectural prints include a set of pilasters, attributed 

to Giovanni Antonio da Brescia, possibly designed to frame prints of 

 Mantegna’s Triumphs of Caesar. Also in the late fifteenth century, an 

unknown engraver produced a print of the Colosseum and the Arch of 

Trajan at Benevento, Zucker, Early Italian Masters, 292; in addition, archi-

tectural prints include those found in the Hypnerotomachia Poliphili (1499), 

as well as a set of engravings of city views possibly after designs by Donato 

Bramante.

16. On the Master of 1515, see Hind, Early Italian Engraving, 5: 279–90; 

Zucker, Early Italian Masters, 571–95; Peter Dreyer and Matthias Winner, 

“Der Meister von 1515 und das Bambaja-Skizzenbuch in Berlin,” Sonder-

druck aus Jahrbuch der Berliner Museen 6 (1964), 53–94.

17. Berlin, Staatliche Museen zu Berlin, Kupferstichkabinett, KdZ 1500–

1524, 15007–150012, 20006–20007. The date of the sketchbook is based 

on an inscription on folio 2 (KdZ 1512), Dreyer and Winner, “Der Meister 

von 1515,” 53–94.

18. The relationship between the artist of the sketchbook and the Master 

of 1515 is unknown, so it is impossible to say whether or not the prints 

were a collaborative enterprise. The large body of scholarship on reproduc-

tive prints suggests that the engraving of drawings in the late fifteenth and 

early sixteenth centuries was often not a joint effort. For example, both 

Mantegna and Parmigianino accused engravers and assistants of illegally 

printing their work. Rebecca Zorach and Elizabeth Rodini, “On Imitation 

and Invention: An Introduction to the Reproductive Print,” in Paper Muse-

ums: The Reproductive Print in Europe, 1500–1800 (Chicago: Smart Museum 

of Art, 2005), 11; Peter Parshall and David Landau have argued that the 

This content downloaded from 128.103.149.52 on Tue, 26 May 2015 08:07:26 AM
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


516  j s a h  /  7 1 : 4,  D e c e m b e r  2 01 2

Master of 1515 should not be identified as the sculptor Il Bambaia, as has 

been assumed by most scholars after the discovery of the album, David 

Landau and Peter Parshall, The Renaissance Print (New Haven: Yale Uni-

versity Press, 1994), 271.

19. An allegorical print by the Master of 1515 (Hind 16, Bartsch 

XIII.417.18) depicts the Column of Trajan and the equestrian statue of 

Marcus Aurelius, along with the dome the Pantheon and the Vatican Obe-

lisk. Giovanni Antonio da Brescia’s print of the Laocoön (Hind 20, Bartsch 

XIII.326.15) is considered the earliest printed representation of the statue 

that was discovered in 1506.

20. The dating of these prints is based on the Master P.S. engravings, ten 

of which are inscribed 1537 and another 1535. None of the Master G.A. 

prints are dated, but since they were originally printed with the engrav-

ings of Master P.S. as well as those of Agostino Veneziano dated 1536 (see 

note 76), the Master G.A. engravings were almost certainly produced 

sometime between 1535 and 1537. It remains an open question whether 

or not three prints signed “G.P.” with a caltrop should be attributed to 

Master G.A. with the Caltrop. While there are slight stylistic differences 

between these prints, I agree with the majority of scholars that the prints 

are most likely by the same engraver or a close associate. Studies and 

major catalogs of the Master G.A. with the Caltrop include: Georg Kaspar 

Nagler, Die Monogrammisten und diejenigen bekannten und unbekannten 

Küstler aller Schulen (Munich: G. Franz, 1858–79), 2: 958–60, no. 2679, 

3: 77, no. 252; J. D. Passavant, Le Peintre-graveur (Leipzig: R. Weigel, 

1860–64), 5: 161–64; Lamberto Donati, “Monogrammisti G.A. G.P.,” 

Maso Finiguera 5 (1940), 167–69; Brown University Department of Art, 

Ornament and Architecture, 72–75; “Agucchi, Giovanni,” in Jesús María 

González de Zárate, ed., Real colección de estampas de San Lorenzo de El 

Escorial (Vitoria-Gasteiz: Instituto Municipal de Estudios Iconográficos, 

1992–96), 1: 5: 5–11; Elizabeth Miller, 16th-Century Italian Ornament 

Prints in the Victoria and Albert Museum (London: V&A Publications, 

1999), 178–200; “G.A. Master of the Caltrop,” in Early Printed Books 

1478–1840: A Catalogue of the British Architecture Library’s Early Imprints 

Collection, ed. Paul W. Nash et al. (Munich: K. G. Saur, 1994–2003), 5: 

2599–602; Waters, “The Column Capitals and Bases of Master G.A. with 

the Caltrop,” 16–32, 59–62.

21. Sylvie Deswarte-Rosa has suggested the prints of Master G.A. with the 

Caltrop and Master P.S. might be part of Antonio Salamanca’s earliest 

efforts to publish prints of Roman antiquity, contemporaneous with his 

publication in 1538 of engravings of the Colosseum, the Pantheon, and 

Porta Maggiore after drawings by Domenico Giuntalodi. Comparing the 

Master G.A. engravings with Salamanca’s address “Ant. Sal. exc.” to an 

unsigned set at the Metropolitan Museum of Art reveals that the Salamanca 

prints are a second state. Thus, it is more likely that some of the Master 

G.A. plates were only later acquired and printed by Salamanca, Sylvie 

Deswarte-Rosa, “Les gravures des monuments antiques d’Antonio Sala-

manca à l’origine du Speculum Romanae Magnificentiae,” Annali 

d’architettura 1 (1989), 47–51. Christopher Witcombe has estimated that 

around 150 plates carry Salamanca’s name in the second or later state, sug-

gesting the publisher must have acquired a large number of plates at some 

point in the late 1530s, and at least another one hundred and twenty plates 

over the next decade, Christopher L. C. E. Witcombe, Print Publishing in 

Sixteenth-century Rome: Growth and Expansion, Rivalry and Murder (Turn-

hout: Harvey Miller Publishers, 2008), 71. According to a stock list of 1573, 

Lafréry sold a set of engravings described as “Libri di Cornice Capitelli et 

Basi cauato dale vestigie de gli Antichi, quale giornalmente si trouano in 

Roma.” Elizabeth Miller has identified a set of prints at the Victoria 

and Albert Museum (E.[1982–2011]–1899) and an identical album at the 

British Museum (168* b.3) with prints by Master G.A. and Master P.S. as 

examples of this Lafréry set, Miller, 16th-Century Italian Ornament Prints, 

8–11,184–87; Francesco Ehrle, Roma prima di Sisto V. La Pianta pianta di 

Roma Du Pérac-Lafréry del 1577 (Rome: Danesi, 1908), 59; The Speculum 

Romanae Magnificentiae was not a book in the proper sense but an open-

ended album of prints promoted by Lafréry for visitors to Rome. The 

contents of these albums varied from collector to collector, but generally 

featured prints of ancient and modern buildings, statues, paintings, histori-

cal events, and other Roman subjects. See Rebecca Zorach, ed., The Virtual 

Tourist in Renaissance Rome: Printing and Collecting the Speculum Romanae 

Magnificentiae (Chicago: University of Chicago Press, 2008).

22. Most recently the Escorial print catalog has associated Master G.A. 

with the Caltrop with Giovanni Agucchi, an engraver who used the initials 

G.A. and may have been active in Naples, Milan, and Rome in the middle 

of the sixteenth century. Giovanni Agucchi was first connected with the 

initials G.A. in Pellegrino Antonio Orlandi’s L’Abecedario Pittorico (1704) 

and is primarily known from a print of the Milan cathedral signed “Agucchi 

fece Milano.” Bermann in 1844 suggested that Master G.A. with the Cal-

trop might be Giovanni Agucchi who is listed as a merchant of prints and 

associated with Agostino Carracci, Passavant, Le Peintre-graveur, 5: 161; 

Nagler suggests that Agucchia (or Agocchia) was an art dealer or publisher 

rather than an engraver, Nagler, Die Monogrammisten, 2: 959; Master G.A. 

has also been linked by Johann Friedrich Christ to a certain G. Angel, an 

engraver from the Roman school of Marcantonio Raimondi, Johann Fried-

rich Christ, Dictionnaire des monogrammes (1750; repr., Geneva: Minkoff 

Reprint, 1972), 111; Based on the caltrop part of the monogram, Master 

G.A. has also been connected to the Florentine architect-sculptor Niccolò 

Pericoli, known as Il Tribolo (the Italian word for caltrop), González de 

Zárate, Real colección de estampas de San Lorenzo de El Escorial, 1: 5; The 

historian Lamberto Donati, on the other hand, associated Master G.A. with 

the Italian humanist Gian Battista Camocio, who used the caltrop as his 

symbol, and the Camocio family of publishers, Donati, “Monogrammisti 

G.A. G.P.,” 168–69; The RIBA British Architectural Library catalog has 

also hypothesized that G.A. and G.P. might stand for “Giacomo Androuet” 

and “Giacomo Paridese,” and could be linked the French engraver Jacques 

Androuet du Cerceau, who might have traveled to Rome in the 1530s, 

though this seems unlikely, Nash, Savage, Beasley, Meriton, and Shell, eds., 

Early Printed Books 1478–1840, 5: 2601.

23. In the nineteenth century, Robert-Dumesnil and later Passavant identi-

fied Master P.S. as the French artist Jacques Prévost, A. P. F. Robert-

Dumesnil, Le Peintre-graveur français (1835–71; repr., Paris: F. de Nobele, 

1967), 8: 1; Passavant, Le Peintre-graveur, 5: 127–29; More recently Henri 

Zerner has rejected this attribution on stylistic grounds and has suggested 

Master P.S. was likely another French artist, in The French Renaissance in 

Prints from the Bibliothèque Nationale de France, ed. Karen Jacobson (Los 

Angeles: Grunwald Center for the Graphic Arts, 1994), 226; Janet Adams 

also notes that all of Prevost’s prints are fully signed and differ greatly in 

technique compared to Master P.S. engravings, making the connection 

even more tenuous, Brown University Department of Art, Ornament and 

Architecture, 75–76.
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24. Master P.S., in addition to his engraving of the entablature from the 

Temple of Antoninus and Faustina, also engraved a base from the Forum 

of Augustus and a Corinthian capital possibly from the Baths of Caracalla, 

as well as ancient entablatures from churches of S. Bibiana, S. Agnese, and 

S. Pudenziana, the Arch of Camigliano, the Forum of Trajan, the Temple 

of Vespasian, and the Temple of Castor and Pollux. Master G.A. published 

a base from the Temple of Mars Ultor, a base from the Forum of Augustus, 

an ancient base from the church of Santa Croce in Gerusalemme, a base 

from the entrance of the Lateran Baptistery, and a base from the Temple of 

Concordia.

25. Soon after these prints, Antonio Salamanca printed engravings of a 

handful of monuments with measurements (see note 21). Sebastiano Serlio 

in his 1540 Book III on antiquities referred to measurements in the text of 

the treatise and included scales, but abstained from placing measurements 

on his woodcuts of ancient buildings and their architectural details.

26. Fundamental to these changes was the rise of orthogonal drawing and 

systematic methods of representation famously outlined by Raphael and 

Baldassare Castiglione in a letter to Pope Leo X sometime between 1514 

and 1519. This approach to ancient monuments is best exemplified by the 

Codex Stosch, recently acquired by the Royal Institute of British Archi-

tects. Attributed to Giovanni Battista da Sangallo and executed in the 

1520s, the album contains forty-three drawings of Roman temples and 

arches that are represented in plan, section, and elevation. As Ian Campbell 

and Arnold Nesselrath have convincingly argued, while the drawings can-

not be directly connected to Raphael’s project to reconstruct the monu-

ments of Rome, they are undoubtedly linked to this endeavor. As such, 

based on the fact the codex contains only handful of drawings of architec-

tural details, it is likely the project was not primarily interested in the 

documentation of ancient column capitals, bases, and cornices, John 

Shearman, “Raphael, Rome, and the Codex Escurialensis,” Master Draw-

ings 15, no. 2 (Summer 1977), 107–46; Francesco Paolo Di Teodoro, Raf-

faello, Baldassar Castiglione e la Lettera a Leone X (Bologna: Nuova alfa, 

1994); Cammy Brothers, “Architecture, History, Archaeology: Drawing 

Ancient Rome in the Letter to Leo X and in Sixteenth-century Practice,” 

in Coming About . . . A Festschrift for John Shearman, ed. Lars R. Jones and 

Louisa C. Mathew (Cambridge: Harvard University Art Museums, 2001), 

135–40. John Sherman, Raphael in Early Modern Sources, 2 vols. (New 

Haven: Yale University Press, 2003), 1: 500–45; Ian Campbell and Arnold 

Nesselrath, “The Codex Stosch: Surveys of Ancient Buildings by Giovanni 

Battista da Sangallo,” Pegasus, Berliner Beiträge zum Nachleben der Antike 

8 (2006), 9–90.

27. The attribution of the Codex Coner to Bernardo della Volpaia was first 

made by Tilmann Buddensieg in his article “Bernardo della Volpaia und 

Giovanni Francesco da Sangallo: Der Autor des Codex Coner und seine 

Stellung im Sangallo-Kreis,” Römisches Jahrbuch für Kunstgeschichte 15 

(1975), 89–108; Caroline Elam has also more recently convincingly argued 

that some of the later drawings in the codex should be attributed to a dif-

ferent hand, possibly Baccio d’Agnolo. On the Codex Coner, see: Thomas 

Ashby, “Sixteenth-century Drawings of Roman Buildings Attributed to 

Andreas Coner,” Papers of the British School at Rome 2 (1904); Thomas Ashby, 

“Addenda and Corrigenda to Sixteenth-century Drawings of Roman Build-

ings Attributed to Andreas Coner,” Papers of the British School at Rome 6 

(1913), 184–210; Günther, Das Studium der antiken Architektur, 165–202; 

Arnold Nesselrath, “Codex Coner—85 Years on,” in Cassiano Dal Pozzo’s 

Paper Museum (Milan: Olivetti, 1992), 2: 145–67; Caroline Elam “Funzi-

one, tipo, e ricezione dei disegni di architettura di Michelangelo,” in 

Michelangelo e il disegno di architettura (Venice: Marsilio, 2006), 63–65.

28. “Nota quod omnia quae in isto libro sunt menssurata cum brachiis 

florentinis dividendo brachium in partes sexaginta quas voco minuta et cum 

ipsis minutis minutissime mensuratum est,” London, Sir John Soane’s 

Museum, vol. 115, Codex Coner, fol. 1r.

29. A rare exception can be found in Giovanni Antonio Rusconi’s 1590 

architectural treatise, in which two decorated bases are depicted in a man-

ner very close to that found in the Codex Coner, Giovanni Antonio Rus-

coni, Della architettura (Venice: Gioliti, 1590), 62–63; The Master G.A. base 

from the Lateran Baptistery in particular suggests these engravings were 

copied from drawings since the direction of the horizontal laurel leaves in 

the print is reversed from the real base, a telltale sign of copying. The 

Master P.S. engravings also employ both the Florentine braccio and the 

Roman palmo, suggesting they likely derive from various drawings.

30. The first states of these prints are inscribed “Cum privilegio veneto ad 

decennium/1547.  Æneæs Vicus Parm.” and its slight variation “Cum privi-

legio veneto dd decennium/Aeneas vicus Parm. f. in. 1547.” These were 

later removed in the process of republishing, likely by Antonio Lafréry. 

Thomas Ashby in his early study of the album noted that these two draw-

ings resembled engravings in the British Museum collection. Arnold Nes-

selrath linked these prints to a dated and signed copy in the Talman Album. 

Another example of this print and a previously unknown signed and dated 

example of the other print are in an album at the Getty Research Institute 

once owned by Wolfgang Engelbert, Graf von Auersperg (870672, fol. 31), 

Ashby, “Sixteenth-Century Drawings of Roman Buildings Attributed 

to Andreas Coner,” 44, 51; Nesselrath, “Codex Coner,” 156; Michael J. 

Waters, “Catalogue,” in Variety, Archeology, and Ornament, 130, cat. 29.1.

31. Vico submitted the following supplication for a privilegio to the Vene-

tian Senate on 19 Nov. 1546: “Con ogni debita reverentia suplica Enea 

Parmegiano intagliatore, cum sit che habia deliberato di vivere et morire 

in questa inclita Città, che havendo per sustentamento del viver suo ritro-

vato alcuni bellissimi et rarissimi disegni non più veduti ne stampati, i quali 

volendo lui intagliare et mandare in luce a benefitio et utile di tutti li pittori 

et sculptori et altre vituose persone,” Biblioteca Nazionale Marciana, 

cod. it. VII, 2500 (12077), Duc de Rivoli and Charles Ephrussi, “Notes sur 

les xylographes vénitiens du XVe et du XVIe siècles,” Gazette des Beaux-Arts 

32, series 3, no. 3 (1890), 500; It is unclear if this same copyright application 

covered two other prints Vico produced in 1547, a print of King Henry II 

of France and King Edward VI of England, both of which are also inscribed 

with a ten-year Venetian copyright. Christopher Witcombe, who was not 

aware of the two architectural prints in question and the print of Edward 

VI, suggests the privilegio covered Vico’s 1548 print of Proserpine Changing 

Aesculapius into an Owl after Parmigianino and his 1550 portrait print of 

Giovanni de’ Medici, Christopher L. C. E. Witcombe, Copyright in the 

Renaissance: Prints and the Privilegio in Sixteenth-century Venice and Rome 

(Leiden: Brill, 2004), 154–55.

32. On the afterlife of the Codex Coner see: Nesselrath, “Codex Coner,” 

145, 154–58; See note 43 for the later publication history of these prints.

33. “Ma non debbo già tacere il detto Antonio Lanferri e Tommaso Barlac-

chi, perché costoro etaltri hanno tenuto molti giovani a intagliare stampe, 

con i veri disegni di mano di tanti maestri, che è bene tacergli, per non 

essere lungo, essendo stati in questa maniera mandati fuori, non che altre, 
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grottesche, tempi antichi, cornici, base, capitegli e molte altre cose simili 

con tutte le misure,” Giorgio Vasari, Le vite de’ più eccellenti pittori, scultori, 

e architettori (Florence: Giunti, 1568), 5: 20.

34. See note 21 on the Lafréry set; Barlacchi is documented as being active 

in Rome from 1541 to 1550. Antonio Lafréry came to Rome slightly later, 

publishing his first print in 1544, Michael Bury, The Print in Italy: 1550–

1620 (London: British Museum, 2001), 221, 228.

35. The Accademia included the humanist Claudio Tolomei, Guillaume 

Philandrier, who later published an annotated edition of Vitruvius, and the 

architects Sebastiano Serlio and Giacomo Barozzi da Vignola, who was 

employed by the Accademia to measure the antiquities of Rome, Claudio 

Tolomei, De le lettere (Venice, 1547), 81r–85r; Hubertus Günther, “Gli studi 

antiquari per l’‘Accademia della Virtù,’” in Jacopo Barozzi da Vignola, ed. 

Richard J. Tuttle et al. (Milan: Electa, 2002), 126–28; Ian Campbell, “The 

Development of Architectural Drawing after the Antique, before 1600,” in 

Ancient Roman Topography and Architecture (London: Harvey Miller, 2004), 

1: 25–26.

36. While no known ancient fragment matches the Master G.A. engraving, 

basket capitals with rosettes drawn by Giuliano da Sangallo and others can 

be found today at the Museo Gregoriano Profano, the Museo Nazionale 

Romano in the Baths of Diocletian, below the Roman church of S. Cecilia, 

and in the Museo Stefano Bardini in Florence. The seventeenth-century 

Sangallo Copyist 2 drew a basket capital with fruit that is similar to the 

Master G.A. capital, but without an astragal at the base, decorated abacus, 

and satyr. Ian Campbell notes that there was once a basket capital with fruit 

in the Tempietto at the Villa Albani, but nothing more is known about this 

fragment. The satyrlike caryatids from the canopus of Villa Adriana support 

similar basket capitals on their heads, Campbell, Ancient Roman Topography 

and Architecture, 2: 743, 745.

37. Almost nothing is known of the monogrammist NLvM. Michel de 

Marolles in 1672 and Pellegrino Antonio Orlandi in 1704 illustrate the 

monogram but provide no additional information. Several decades later 

Johann Friedrich Christ still listed the mongrammist as unidentified. Fran-

cois Brulliot in 1832 suggested that the engraver was likely a sixteenth-

century Italian, a claim that Nagler reiterated going so far as to identify him 

as the engraver Nicoletto da Modena. The 1871 ornament catalog of the 

Museum für Angewandte Kunst in Vienna and the 1939 catalog of the Kun-

stbibliothek in Berlin also list Master NLvM under the Italian School. Pas-

savant in 1863 rejected Brulliot stating that both in terms of engraving style 

and the inscription the engraver was likely German or Dutch, despite the 

ancient subject matter. This was reiterated in the 1894 ornament catalog of 

the Königliche Museen zu Berlin, and more recently by Rudolf Berliner 

(1926), Gerhart Egger (1981), and Wolfgang Prein (1989), who classified 

him as German. Based on the use of “MARCK” and “MEILANO,” typical 

Dutch and German spelling variations, I am also inclined to view these 

prints as northern in origin. Moreover, since these prints were copied into 

the Kassel Codex sometime before 1541, a fact previously overlooked, they 

must date from at least the 1530s, if not earlier. See notes 91 and 92 on the 

connection to the Kassel Codex. The cornice from the Baths of Diocletian 

is labeled “A TERMRS DEOCLICIANO,” while the base from the Temple 

of Concordia in inscribed “AE. ROMA AE S. MARCK.” The set also 

includes an unidentified ancient entablature labeled “LA CORNICONO 

SUPER BASAMENTO” and a heavily decorated base inscribed “AE MEI-

LANO.” Michel de Marolles, Catalogue de livres d’estampes et de figures en 

taille-douce (Paris: Jacques Langlois, 1672), 30; Christ, Dictionnaire des mono-

grammes, 240; Franz Brulliot, Dictionnaire des monogrammes, marques figurées, 

lettres initiales, noms abrégés etc. (Munich: J. G. Cotta, 1832), 1: 367, no. 2779; 

Nagler, Die Monogrammisten, 4: 788, no. 2572; Passavant, Le Peintre-graveur, 

4: 225–26; Franz Schestag, Illustrirter Katalog der Ornamentstich-Sammlung 

(Vienna: K. K. Öster. Museums, 1871), 196; Staatliche Kunstbibliothek, 

Katalog der  Ornamentstich-Sammlung der Staatlichen Kunstbibliothek Berlin 

(Berlin: Kunstwiss, 1936–39), 2: 486, no. 3907; Königliche Museen zu Ber-

lin, Katalog der Ornamentstich-Sammlung des Kunstgewerbe-Museums (Leipzig: 

E. A. Seemann, 1894), 222, no. 1376; Rudolf Berliner, Ornamentale Vorlage-

blätter des 15. bis 19. Jahrhunderts, revised by Gerhart Egger (Munich: 

Klinkhart und Biermann, 1981) 2: 33, no. 73; Wolfgang Prein, Handbuch der 

Monogramme in der europäischen Graphik vom 15. bis zum 18. Jahrhundert 

(Munich: Deutscher Kunstverlag, 1989–91), 1: 199, no. 891; von Heusinger, 

“Zwei Ornamentstichsammelbände,” 54–55.

38. This basket capital with a putto and rams horns or snakes is depicted in 

the Codex Escurialensis, Codex Barberini, Kunstbibliothek OZ 114, 

Larger Talman Album, and Codex Destailleur B, where it is labeled “A 

Monte Cavallo,” suggesting it may have been conserved in the Colonna 

gardens. It is also painted by Domenico Ghirlandaio in his fresco The Birth 

of the Virgin in the Florentine church of S. Maria Novella. Eugen von 

 Mercklin has suggested that this capital is likely the same as one in the 

Antikensammlung of Staatliche Museen zu Berlin (inv. SK 1000), Eugen 

von Mercklin, Antike Figuralkapitelle (Berlin: de Gruyter, 1962), 281, 

no. 670.

39. Vogtherr’s book was reprinted in 1539, 1540, 1543, 1545, 1559, and 

1572. See Jutta Funke, “Beiträge zum graphischen Werk Heinrich Vogth-

errs des Älteren” (PhD diss., Freie Universität Berlin, 1967); Hubertus 

Günther, Deutsche Architekturtheorie zwischen Gotik und Renaissance (Darm-

stdt: Wissenschaftliche Buchgesellschaft, 1988), 62–67; Frank Muller, 

Heinrich Vogtherr l’ancien: Un artiste entre Renaissance et Réforme (Wiesbaden: 

Harrassowitz Verlag, 1997), 296–99.

40. See note 38.

41. The Master NLvM engravings Herzog August Bibliotek, 37.2.1 

Geom 2° (4-11) and (4-12) respectively derive from the Master 1515 Illus-

trated Bartsch 29 and 23 (Hind 24, 23). The Flötner prints Hollstein 45, 

46, 47, and 48 also take as their point of departure these same two etchings 

by Master 1515, F. W. H. Hollstein, German Engravings, Etchings, and Wood-

cuts, ca. 1400–1700 (Amsterdam: M. Hertzberger, 1954–), 8: 51; Zucker, 

Early Italian Masters, 586–89; Hind, Early Italian Engraving, pl. 872.

42. The Altdorfer engravings New Hollstein 121 and 122 are reverse copies 

of Illustrated Bartsch 56 and 57 (Hind 57, 58). The Hopfer engraving Holl-

stein 138 is a copy of Herzog August Bibliotek, 37.2.1 Geom 2° (4-58), 

von Heusinger, “Zwei Ornamentstichsammelbände,” 53; Campbell Dodg-

son, “A Rare Etching by Altdorfer and Its Original,” The Burlington Maga-

zine for Connoisseurs 17, no. 89 (Aug. 1910), 290–93; F. W. H. Hollstein, 

Albrecht and Erhard Altdorfer, vol. 2; The New Hollstein German Engravings, 

Etchings and Woodcuts: 1400–1700, compiled by Ursula Mielke, edited by 

Holm Bevers and Ger Luijten (Rotterdam: Sound & Vision Interactive, 

1997), 94–95; Hollstein, German Engravings, Etchings, and Woodcuts, 15: 

156; Zucker, Early Italian Masters, 377–78; Hind, Early Italian Engraving, 

pl. 563.

43. After the death of Antonio Lafréry, the Roman publisher Pietro 

de’Nobili acquired a number of Lafréry plates, including those of column 
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capitals, bases, and cornices. Nicolas van Aelst, an engraver and publisher 

from Brussels who was active in Rome from the mid-1580s onward, later 

acquired these prints along with other related engravings previously pub-

lished by Antonio Salamanca. In 1602, the Roman publisher Giovanni 

Orlandi reprinted all of these prints presumably as a set. After Orlandi, at 

least one plate attributed to Master G.A. engraved with a column capital 

and base was sold to Hendrik van Schoel. A number of the prints were later 

republished over a century later in 1773 by Carlo Losi in a set entitled 

Ornamenti d’architettura ritrovati fra le ruine delle antiche fabriche di Roma. 

This collection also includes a print of acanthus leaves by Agostino Vene-

ziano and two prints of decorative bands attributed to Master F. He also 

in 1773 reprinted Vignola’s Regola and Labacco’s Libro appartenente a 

l’architettura. According to Losi’s stock list of prints, the album of archi-

tectural details cost fifty baiocchi and was still being published in 1790. 

Sometime later, part of the set was reissued by an unknown publisher with 

Losi’s name, the year 1773, and the phrase “con licentia de Superiori” 

removed from the title page. The Getty Research Institute owns the only 

copy I have discovered of this final edition (NA3360 .O7 1537). Waters, 

“The Column Capitals and Bases of Master G.A. with the Caltrop,” 29–32; 

Carlo Losi, Indice delle stampe intagliate in rame a bulino e in acqua forte 

(Rome, 1790), 6.

44. “Et accio meglio si possa in questa profonda de Architectura proceder 

per ordine et sapere discerner le Generationi di Edificij zoe Toscano, 

Dorico, Ionico, Corinthio, et Composito,” Deborah Howard, “Sebastiano 

Serlio’s Venetian Copyrights,” Burlington Magazine 155, no. 845 (Aug. 

1973), 512–16; For a full English translation see Vaughan Hart and Peter 

Hicks, “Appendix One: Serlio’s Venetian Copyrights,” in Sebastiano Serlio, 

Sebastiano Serlio on architecture, 2 vols. (New Haven: Yale University Press, 

1996, 2001), 1: 466.

45. Diego de Sagredo in his 1526 Medidas del Romano illustrated a canon of 

five generos—Doric, Ionic, Tuscan, Corinthian and Attic—derived from 

Alberti and Vitruvius and similar to those illustrated by Cesare Cesariano 

in his 1521 edition of Vitruvius. While numerous pages are dedicated to 

all’antica capitals, no mention is made of a “Composite” column, Diego de 

Sagredo, Medidas del romano (1526 repr., Valencia: Albatros Ediciones, 

1976); Nigel Llewellyn, “Diego de Sagredo and the Renaissance in Italy,” 

in Guillaume, Les Traités d’architecture de la renaissance, 297–98.

46. Christof Thoenes and Hubertus Günther, “Gli ordini architettonici: 

rinascità o invenzione?” in Roma e l’antico nell’arte e nella cultura del 

Cinquecento, ed. Marcello Fagiolo (Rome: Istituto della Enciclopedia Itali-

ana, 1985), 298–310.

47. Vitruvius, The Ten Books on Architecture, trans. Morris Hicky Morgan 

(1914 repr., New York: Dover, 1960), 72–126 (2.1–4.7); Pierre Gros, “Vit-

ruve et les ordres,” in Guillaume, Les Traités d’architecture de la renaissance, 

49–59; Georgia Clarke, “Vitruvian Paradigms,” Papers of the British School 

at Rome 70 (2002), 334–35.

48. Vitruvius, 102, 122 (4.1.2, 4.7.3).

49. See also Mark Wilson Jones, Principles of Roman Architecture (New 

Haven: Yale University Press, 2000), 109–17.

50. On Alberti and the fifteenth-century conceptualization of the orders, 

see: Mario Carpo, Metodo ed ordini nella teoria architettonica del primi moderni: 

Alberti, Raffaello, Serlio e Camillo (Geneva: Droz, 1993), 24–29.

51. Hubertus Günther has suggested that parts of the Codex Coner are an 

example of this graphic attempt to make sense of the order of Roman 

fragments, in some cases anticipating elements of Serlio’s Book IV, Gün-

ther, Das Studium der antiken Architektur, 181, 197.

52. The origins and development of the orders has been extensively stud-

ied; a good recent overview is Yves Pauwels, Aux Marges de la règle: Essai sur 

les ordres d’architecture à la Renaissance (Wavre: Mardaga, 2008); As Ingrid 

Rowland has shown, central to this process of standardization was the shift 

in terminology to ordine (order), first found in a copy of Raphael’s letter to 

Leo X. Unlike the flexible genera, the word ordine was linked to divine 

harmony and denoted strict definition, classification, and instruction. In a 

manner similar to early sixteenth-century Latin philology, the orders clari-

fied, systematized, and synthesized the disorder of antiquity for the purpose 

of contemporary use, Ingrid D. Rowland, “Raphael, Angelo Colocci, and 

the Genesis of the Architectural Orders,” Art Bulletin 76, no. 1 (March, 

1994), 96–99.

53. Arriving in Rome in the early 1520s, Serlio studied under Baldassare 

Peruzzi and likely assisted him with various commissions and the documen-

tation of Roman antiquities, see Christoph L. Frommel, “Serlio e la scuola 

romana,” in Sebastiano Serlio, Sesto Seminario Internazionale di Storia 

dell’Architettura, ed. Christof Thoenes (Milan: Electa, 1989), 39–46.

54. For example, Serlio embraced the Vitruvian Ionic base, which distinc-

tively lacks a lower torus, while modeling his Doric capital, Ionic capital, 

and Corinthian cornice on designs of Peruzzi, Pier Nicola Pagliara, 

“ Vitruvio da testo a canone,” in Memoria dell’antico nell’arte italiana, 3: 

58–59; Frommel, “Serlio e la scuola romana,” 40–41; Hubertus Günther, 

“Das geistige Erbe Peruzzis im vierten und dritten Buch des Sebastiano 

Serlio,” in Guillaume, Les Traités d’architecture de la renaissance, 231–34.

55. “Benigno lettore, havend’io apparecchiato alcune regole ne 

l’Architettura, presupponendo, che non per gli elevati ingegni l’habbiano 

ad intendere, ma ogni mediocre anchora ne possa esser capace,” Serlio, 

Sebastiano Serlio on architecture, 1: 253 (IV: 3r).

56. On the theoretical relationship between Serlio’s Books III and IV, see 

in particular Alina A. Payne, The Architectural Treatise in the Italian Renais-

sance: Architectural Invention, Ornament, and Literary Culture (Cambridge: 

Cambridge University Press, 1999), 120–21.

57. Carpo, Architecture in the Age of Printing, 11.

58. Ibid., 49, 52.

59. Elizabeth L. Eisenstein, The Printing Press as an Agent of Change: 

 Communications and Cultural Transformations in Early-modern Europe 

( Cambridge: Cambridge University Press, 1979).

60. Eisenstein, The Printing Press as an Agent of Change, 116–20; Walter J. 

Ong, Orality and Literacy: The Technologizing of the Word (London: Methuen, 

1982); Adrian Johns, The Nature of the Book: Print and Knowledge in the Mak-

ing (Chicago: University of Chicago Press, 1998), 10; David Finkelstein 

and Alistair McCleery, An Introduction to Book History (New York: Rout-

ledge, 2005), 18–19.

61. Johns, The Nature of the Book, 19, 28–40.

62. Erasmus also complained in his 1508 Adagia, that, “It is provided by 

law that no man should sew a shoe together or make a cupboard, unless he 

has been approved by his trade guild; yet these eminent authors, to whose 

works we owe religion itself, are published to the world by men so ill-

educated that they cannot so much as read, so idle that they are not pre-

pared to read over what they print, and so mercenary that they would rather 

see a good book filled with thousands of mistakes than spend a few paltry 

gold pieces on hiring someone to supervise the proof-correcting,” 
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Desiderius Erasmus, Adages II i 1 to II vi 100, trans. and annotated by R. A. 

B. Mynors, vol. 33, Collected Works of Erasmus (Toronto: University of 

Toronto Press, 1991), 11 (II.i.1); The 1590 Sixtine edition of the Vulgate 

Bible produced by the Vatican was full of errors, which were corrected by 

means of stamping corrections in the margins, pasting corrigenda over 

words or letters, and overwriting by hand. Copies not only differ in their 

mistakes, but also the extent they are corrected. David McKitterick, Print, 

Manuscript and the Search for Order 1450–1830 (Cambridge: Cambridge 

University Press, 2003), 97–98, 110, 122–23.

63. Erasmus, Adages II i 1 to II vi 100, 11 (II.i.1).

64. Phillip Gaskell, A New Introduction to Bibliography (Oxford: Oxford Uni-

versity Press, 1972), 3–185; McKitterick, Print, Manuscript and the Search 

for Order, 111, 134; David Pearson, Books as History: The Importance of Books 

beyond Their Texts (London: The British Library, 2008), 77–85.

65. Margreta de Grazia, Shakespeare Verbatim: The Reproduction of Authentic-

ity and the 1790 Apparatus (Oxford: Clarendon Press, 1991), 15–19.

66. Sebastiano Serlio, The First [-fift] Booke of Architecture (London: Robert 

Peake, 1611), 4: 4r, 36v; The 1584 edition of Serlio’s treatise similarly 

includes a column printed upside-down. Sebastiano Serlio, Tutte l’opere 

d’architettura (Venice: Francesco de’ Franceschi, 1584), 11r.

67. McKitterick, Print, Manuscript and the Search for Order, 80–82, 90–91, 

134; Roger Gaskell, “Printing House and Engraving Shop: A Mysterious 

Collaboration,” The Book Collector 53, no. 2 (Summer 2004), 213–51.

68. Giacomo Barozzi da Vignola, Vignola: Or the Compleat Architect, trans. 

Joseph Moxon (London: Joseph Moxon, 1665), New York, Columbia Uni-

versity, Avery Architectural & Fine Arts Library, AA520 V683233 S; Thank 

you to Erin Schreiner for alerting me to this book and sharing with me her 

research on pocket editions of Vignola.

69. In his 1556 edition of Vitruvius, Daniele Barbaro similarly corrected a 

handful of illustration errors by pasting revised woodcuts directly atop 

incorrect prints. For example, at some point he rejected a plan of a 

peripteral temple without porches and replaced it with a woodcut of the 

same temple with porches added, Vitruvius, I Dieci Libri dell’Architettura, 

ed. Daniele Barbaro (Venice: Francesco Marcolini, 1556), 72; In another 

example now at the Soane Museum (no. 2104), the publisher of the Latin 

edition of Wendel Dietterlin’s 1598 Architectura corrected two title pages 

through manual addition. In particular, parts of both Latin titles are pasted 

atop of their corresponding German text. Additionally, one of these pages 

is reused from the 1593 edition in which M.D.XCIII is simply transformed 

with pen into M.D.XCVIIII.

70. Philibert de l’Orme, Premiere Tome de l’Architecture (Paris: F. Morel, 

1567), 5r, 106v; Leonardo da Vinci also believed that woodcuts could not 

faithfully replicate his drawings, writing among his anatomical studies that, 

“I beseech you, who come after me, not to let avarice constrain you to make 

the prints [of my drawings] in woodcuts,” Windsor, Royal Library, 19007v. 

Jean Paul Richter, ed. The Literary Works of Leonardo da Vinci: Compiled 

and Edited from the Original Manuscripts, comm. by Carlo Pedretti, 2 vols. 

(Oxford: Phaidon, 1977), 2: 94.

71. On the sources of Serlio’s illustrations, see: Hubertus Günther, “Das 

geistige Erbe Peruzzis im vierten und dritten Buch des Sebastiano Serlio,” 

227–45; Günther, Das Studium der antiken Architektur, appendix 8, 

376–79.

72. “io veramente confesso di haver fatto torto ad alcuni di questi grandi, 

e meravigliosi edifici, per non gli haver potuti vedere personalmente, pur 

ne ho havuto informatione da huomini espertissimi in tal dottrina. Il 

perche se in qualche luogo trovaste errore, o ne le forme, o ne le misure; 

non sia imputato a me questo difetto, ma chi n’è cagione,” Serlio, Sebas-

tiano Serlio on architecture, 1: 247 (III: 155); Torello Saraina in his 1540 

treatise leveled the same claim against Serlio, stating that the Bolognese 

architect, “claimed to be an antiquarian of the monuments in Verona, but 

because he himself had not seen them, he may have taken them unwisely 

from another carelessness person, and therefore did not draw them prop-

erly,” Torello Saraina, De origine et amplitudine civitatis Veronae (Verona: 

Putelleti, 1540), Ai v.

73. See note 55.

74. “per farne avertiti quelli, che non sanno: accioche volendosi servire de 

le cose antiche; sappiano fare elettione del perfetto, e bene inteso, et è 

abbandonar le cose troppo licentiose,” Serlio, Sebastiano Serlio on Architec-

ture, 1: 247 (III: 155). On Serlio and the concept of license in architecture, 

see Payne, The Architectural Treatise in the Italian Renaissance, 116–33.

75. New York, Metropolitan Museum of Art, Prints and Drawings, Vene-

ziano Album, Bk.It.Orn.L, 26.01.1(81–135). This album was originally part 

of a larger album that contained a set of vedute of Roman ruins attributed 

to Master G.A. with the Caltrop, as well as prints by Marcantonio Rai-

mondi, Enea Vico, Marco Dente da Ravenna, and other prints by Agostino 

Veneziano. None of the prints appear to postdate 1543, suggesting that they 

may have all come out of the same publishing house.

76. After being acquired Antonio Salamanca, the Serlio-Veneziano prints, 

like those of Master G.A., were inscribed with Salamanca’s address “Ant. 

Sal. exc.” The Victoria and Albert Museum conserves an uncut set of these 

prints. In this set, the Serlio-Veneziano engraving of an Ionic entablature 

(26458.7) is printed on the same sheet as the Master G.A. with the Caltrop 

Corinthian entablature (26458.8). The Serlio-Veneziano Corinthian base 

(26458.9) is also conjugate with a base by Master G.A. (26458.10). Another 

uncut set of the Salamanca prints, which I have yet to examine, has recently 

been purchased by the University of Notre Dame, Miller, 16th-Century 

Italian Ornament Prints, 178–81; Reverse copies of the Serlio-Veneziano 

prints were also made by the French engraver Jacques Androuet du Cerceau 

between 1545 and 1549, as well as by an unknown German engraver, pos-

sibly Peter Flötner, sometime in the 1530s or 1540s, Peter Fuhring, “Cata-

logue sommaire des estampes,” in Jacques Androuet du Cerceau: “un des plus 

grands architectes que se soient jamais trouvés en France,” ed. Jean Guillaume 

and Peter Fuhring (Paris: Picard, 2010), 306; von Heusinger, “Zwei Orna-

mentstichsammelbände,” 58.

77. Vitruvius, De architectura, trans. Cesare Cesariano (Como: Gotardus de 

Ponte, 1521), LXIIIr; On Cesariano’s illustrations of the orders see Ales-

sandro Rovetta, “Gli ordini nel Vitruvio di Cesare Cesariano,” in Vitruvio 

nella cultura architettonica antica, medievale e moderna, ed. Gianluigi Ciotta 

(Genoa: De Ferrari, 2003), 626–31.

78. Carol Krinsky, “Cesare Cesariano and the Como Vitruvius Edition of 

1521” (PhD diss., New York University, 1965), 72–73, 84–86.

79. Vitruvius, Vitruvius Teutsch: Nemlichen des aller namhafftigisten 

un[d] hocherfarnesten Römischen Architecti, und kunstreichen Werck oder  

Bawmeisters . . ., trans. Walther Ryff (Nuremberg: Johan Petreius, 1548), 

135r; Walther Ryff, Der furnembsten, notwendigsten, der gantzen Architectur 

angehörigen mathematischen und mechanischen Künst . . . (Nuremberg: Johan 

Petreius, 1547), 15r; Walther Ryff, Der fünff maniren der Colonen (Nurem-

berg: Johan Petreius, 1547), 5.
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80. Passavant first attributed this print with fifteen capitals to the Master 

of the Die. The recent ornamental print catalogs of the El Escorial 

Library and Victoria and Albert Museum have maintained this attribu-

tion, Passavant, Le Peintre-graveur, 6: 101, no. 88; González de Zárate, 

Real colección de estampas de San Lorenzo de El Escorial, 7: 38, no. 2991; 

Miller, 16th-Century Italian Ornament Prints, 182, no. 53; A copy of the 

first state of this print sold by C. G. Boerner and a dismembered copy in 

the Larger Talman Album at the Ashmolean Museum (cut and pasted onto 

fols. 29, 32, 46), reveal that the print originally was inscribed below the 

lowermost central capital with the initials BM. According to Nagler, these 

initials may be linked to the sixteenth-century engraver Benedetto Mon-

tagna, Bernardo Malpizzi, or Battista del Moro. Therefore, I see no rea-

son to associate this print with the Master of the Die, C. G. Boerner, 

Ornamente aus vierhundert Jahren (Düsseldorf: C. G. Boerner, 1970), no. 

234; Nagler, Die Monogrammisten, 1: 840–43, 845–47; A second state of 

this print with the initials BM removed is conserved at El Escorial (28-I-7, 

fol. 88) and the Morgan Library (E2 43 A; PML 55623.4). An album once 

owned by Wolfgang Engelbert at the Getty Research Institute also con-

tains a later reverse copy of this print with the modified inscription “CAP-

ITELI CORITI” rather than the original “CAPITELI CORINTHII” 

(870672, fol. 32), Waters, “Catalogue,” in Variety, Archeology, and Orna-

ment, 131, cat. 29.2.

81. Hollstein, German Engravings, Etchings, and Woodcuts, 3: 155–58; Robert 

A. Koch, ed., Early German Masters: Barthel Beham, Hans Sebald Beham, 

vol. 15, The Illustrated Bartsch (New York: Abaris Books, 1978), no. 247–53.

82. For a bibliography of Renaissance architectural treatises see: John 

Bury, “Renaissance Architectural Treatises and Architectural Books: a 

 Bibliography,” in Guillaume, Les Traités d’architecture de la renaissance, 

485–503.

83. On the act of reading, see “Introduction,” in A History of Reading in the 

West, ed. Geglielmo Cavallo and Roger Chartiers (Oxford: Polity Press, 

1999); D. F. McKenzie, Bibliography and the Sociology of Texts (Cambridge: 

Cambridge University Press, 1999); Michel de Certeau, The Practice of 

Everyday Life, trans. Steven Rendall (Berkeley: University of California 

Press, 1988).

84. For example, a 1544 edition of Serlio’s Book IV in the Vatican Library 

(Cicognara VII.665) has eight of the nine 1528 Serlio-Veneziano prints 

pasted into the treatise. These prints, along with a large print of a Corin-

thian capital by Master L.D. and two drawings of an Ionic and Corinthian 

capital, were placed directly over their corresponding woodcut illustrations. 

In a 1546 Dutch copy of Serlio’s Book III at the Avery Library (AA520 

Se63), the owner inserted two prints of temples by the German engraver 

Rudolf Wyssenbach. There are also many examples of handwritten transla-

tions inserted into Renaissance architectural treatises. A 1600 edition of 

Serlio recently acquired by the Avery Library (AA520 Se64111), for exam-

ple, includes an English translation interleafed between each page of the 

treatise. The Yale Center for British Art (L 77.71 Folio A) also owns a 1638 

Dutch Vignola with an interleafed English translation. A copy of Scamozzi’s 

1615 treatise at the Soane Museum (no. 3269) likewise includes a full Eng-

lish translation at the end. Translations were also written on the blank 

versos of treatises. For instance, both the Boston Public Library (Adams 

101.3 Folio) and the Yale Center for British Art (Speculum Collection) own 

Italian editions of Vignola with facing French translations. The Getty 

Research Institute (NA2810 .B55 1550) also owns a copy of the Latin 

edition of Hans Blum’s 1550 treatise with a French translation written on 

the blank sides of each page.

85. On the practice of annotating in the early modern period, see Stephen 

A. Barney, ed. Annotation and Its Texts (Oxford: Oxford University Press, 

1991); H. J. Jackson, Marginalia: Readers Writing in Books (New Haven: Yale 

University Press, 2001); William H. Shearman, Used Books: Marking Readers 

in Renaissance England (Philadelphia: University of Pennsylvania Press, 

2008); Pearson, Books as History, 93–132; On the growing field of print use 

in general, see Landau and Parshall, The Renaissance Print; Susan Dacker-

man, Painted Prints: The Revelation of Color in Northern Renaissance and 

Baroque Engravings (University Park: Pennsylvania State University Press, 

2002); Peter Parshall and Rainer Schoch, Origins of European Printmaking: 

Fifteenth-Century Woodcuts and Their Public (New Haven: Yale University 

Press, 2005); David S. Areford, The Viewer and the Printed Image in Late 

Medieval Europe (Aldershot: Ashgate, 2010); Suzanne Karr Schmidt, Altered 

and Adorned: Using Renaissance Prints in Daily Life (New Haven: Yale Uni-

versity Press, 2011).

86. On Antonio da Sangallo’s annotations, see Pagliara, “Vitruvio da testo 

a canone,” 46–55; Pier Nicola Pagliara, “Studi e pratica vitruviana di Anto-

nio da Sangallo il Giovane e di suo fratello Giovanni Battista,” in Traités 

d’architecture de la Renaissance, ed. Jean Guillaume (Paris: Picard, 1988), 

179–206; On Vicenzo Scamozzi’s annotations, see Branko Mitrovic and 

Vittoria Senes, “Vincenzo Scamozzi’s Annotations to Daniele Barbaro’s 

Commentary on Vitruvius’ De Architectura,” Annali di Architettura 14 

(2002), 195–213; Katherine Isard, “Scritti secondo Vitruvio: Vincenzo 

Scamozzi and Reading as Architectural Practice in Sixteenth-Century 

Italy” (PhD diss., Columbia University, forthcoming); On Inigo Jones’s 

annotations, see Bruce Allsopp, ed., Inigo Jones on Palladio: Being the Notes 

by Inigo Jones in the Copy of I Quattro libri dell architettura di Andrea Palladio 

(Newcastle-upon-Tyne: Oriel Press, 1970); Christy Anderson, Inigo Jones 

and the Classical Tradition (Cambridge: Cambridge University Press, 2007).

87. Vitruvius, De architectura (Florence: Giunta, 1513), Biblioteca Teresi-

ana, Mantua, LXVI F 21, fol. 79r. Paolo Carpeggiani suggests neither of 

the two hands in the treatise are likely Bertani’s, but an artist closely associ-

ated with him, Paolo Carpeggiani Il libro di pietra: Giovan Battista Bertani 

architetto del Cinquecento (Milan: Guerini Studio, 1992), 102–3; Paolo Car-

peggiani, “Giovan Battista Bertani. Il problema dei disegni di architettura,” 

Il disegno di architettura 4 (1993), 11–16.

88. Oxford, Ashmolean Museum, Larger Talman Album, fol. 143.

89. Wölfenbuttel, Herzog August Bibliothek, D4 Geom. 2° (1-29).

90. Berlin, Kupferstichkabinett, Heemskerck Sketchbook II, fols. 9r, 9v, 

Christian Hülsen and Hermann Egger, Die römischen Skizzenbücher von 

Marten van Heemskerck, 2 vols. (Berlin: J. Bard, 1913–16), 2: XIII–XV, 8; 

Anonymous A has most recently been identified as Herman Posthumus, 

Nicole Dracos, “L’Anonyme a de Berlin: Hermannus Posthumus,” in Anti-

kenzeichhnung und Antikenstudium in Renaissance und Frühbarock (Mainz am 

Rhein: P. von Zabern, 1989), 61–80.

91. Kassel, Hessisches Landesmuseum, Staatliche Kunstsammlungen, inv. 

fol. A45, fols. 23v, 26r. Günther, Das Studium der antiken Architektur, 236, 

362–67; 373; Günther, “Das geistige Erbe Peruzzis im vierten und dritten 

Buch des Sebastiano Serlio,” 234–35; While Günther in other places 

describes these to folios as being after (nach) Serlio’s 1528 engravings, he 

clearly states his belief that: “Given that these drawings in part transpose 

the orthogonal projection of these engravings, and are occasionally reversed 
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in comparison to the engravings, they are most likely copies after Serlio’s 

preparatory drawings for the set of engravings,” Günther, Das Studium der 

antiken Architektur, 367.

92. Kassel Codex fol. 23v replicates the Serlio-Veneziano engravings of an 

Ionic base, Ionic capital, Ionic entablature, Corinthian capital, and Corin-
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