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Special Collections Exhibition Gallery 

 

The Early Modern Image: Patronage, Kings and Peoples 

 

 

We live in an environment that is full of images: our electronic devices, television screens, 

advertising and marketing displays make the most of their visual impact. It is therefore hard 

to imagine a world in which far fewer were present — and those that there were appeared in 

closely defined contexts, especially in churches and religious sites, in the palaces and in the 

houses of the elite. The late fifteenth and early sixteenth centuries mark a period of major 

change: images were present from here on, in tapestries, paintings and sculpture, in ever 

increasing quantity. The palaces of the early modern Europe were more oriented towards 

display than those of the late medieval period. Great households no longer travelled as much 

as they had in the later Middle Ages, and more investment was concentrated in 

proportionately fewer residences: images were an essential part of decoration, an important 

complement to court life and its festivals.  Technological change — printing — meant that 

many who had not possessed images before now could do so, from playing cards to 

comparatively cheap, mass-produced books. This interest in the visual was greater than ever 

— from theological debate on the role of the image, to the inclusion of representations in 

sumptuous schemes of decoration. Yet this was also a new world, with expanding horizons. It 

was no longer enough to communicate novelties in words — images were an essential 

accompaniment to textual explanation of the unfamiliar, the unusual and bizarre. At the same 

time, we can see the wider consumption of prints through contemporary books and 

publications, also collected by kings and princes. 

 This exhibition focuses on the images of the early modern world as they were 

employed by kings and princes in the sixteenth and seventeenth centuries. It looks at 

questions of patronage — supporting the artists who produced the finest creations was 

essentially the work of the elite, especially of monarchies and princely houses, including 

those of the Church — through the work of two artists. Those artists are Francis Cleyn the 

Elder (1582–1658), one of the dominant figures in the decorative arts in early Stuart England; 

and Luca Cambiaso (1527–85), an Italian from Liguria, who went to Spain in 1567 and 

became court painter to Philip II — his works were collected by, among others, Charles I of 

England and Queen Christina of Sweden. 

 The inspiration for this exhibition has come from a remarkable discovery in the 

collections of the University of Southampton Library of an album of 163 of Cleyn’s sketches, 

figure and drapery studies, preparatory work for portraits, drawings of sculpture and, of the 

first importance, a series of tapestry designs. The Librarian of the Hartley Institution, the 

predecessor of the University of Southampton, was authorised to spend £5 per annum on Old 

Master drawings — and by the late 1870s there was a growing collection of not 

inconsiderable interest. Only elements of this now survive at Southampton: among them, 

however, are some of the works of Cleyn and Cambiaso — in 1879, there was a further cache 

of Cleyn’s drawings, 52 illustrations for Aesop’s Fables, possibly linked to those use for John 
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Ogilby’s edition of 1665. Old Master drawings had long been of interest to artists and 

connoisseurs, and the disturbances on the Continent, especially the French Revolution and the 

wars that followed, led to many reaching English collections. It is almost certain that the 

Cambiaso drawings in this exhibition had been in France during the eighteenth century. 

 

 

Francis Cleyn the Elder 

Francis Cleyn the Elder was chief designer at the Mortlake Tapestry Factory, about eight 

miles west of London along the Thames, for Charles I and under the Commonwealth. Cleyn 

came originally from Rostock, but worked for the Danish Crown. In 1623, King Christian IV 

(r. 1588–1648) loaned his services to his brother-in-law, James I of England. The Mortlake 

Tapestry Factory had been set up by James I in 1619. Skilled weavers from overseas were 

brought in. Under Charles I the establishment numbered as many as 140 people, of whom 

some 40 were probably directly engaged in tapestry production — and it produced some of 

the finest tapestries woven in Europe in the 1620s and 1630s. Cleyn played a remarkable role 

in tapestry design: he was one of the best ‘storytellers’ in English art. Among the drawings in 

the Cleyn album are five for a series of ‘Love and Folly tapestries, for Charles I, which were 

probably prepared in 1626, perhaps in connection with the King’s marriage to Henrietta 

Maria, and three designs for the Mortlake series of ‘Horses’ tapestries — Perseus and 

Andromeda, Meleager and the Calydonian Boar, and Minos and Scylla, from a set of six — 

along with several drawings of details for the same set. The ‘Horses’ were among the 

possessions of Charles I inventoried at the palace of Whitehall after his death. It is possible to 

link items from the album, including drapery or figure studies, to surviving tapestries and also 

to prints. For example, there are drawings of antique sculpture — one, a study of a woman’s 

head with an elaborate coiffure, possibly served as a basis for the head of Hero in the tapestry 

of Hero and Leander meeting at the Temple of Venus (now in Drottningholm Palace, outside 

Stockholm) — and there may also be a connection to the frieze in the Green Room at Ham 

House, in Richmond. 

 

  

Kings and Patronage 

Across Europe, rulers of the sixteenth and seventeenth century invested on an unprecedented 

scale in architecture and the decorative arts as part of the expression of their power. Their 

commissions and patronage had a major impact on the visual culture of the age. In London, 

Henry VIII transformed York Place, Cardinal Wolsey’s house, into Whitehall Palace. Its 

furnishings and internal decoration made a favourable impression on discerning continental 

visitors. From this period onwards, it housed impressive tapestries and important series of 

paintings, among them depictions of events of Henry VIII’s reign, including the king’s 

meeting with the Emperor Maximilian, and the Field of the Cloth of Gold. Royal interest in 

the palace was sustained, and under James I works included successive banqueting houses — 

the second of them the work of Inigo Jones. The reigns of James I and Charles I marked a 

point when Britain was at the forefront in the visual arts. Not only were there new 
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commissions, but there was an interest in connoisseurship and collections. Sculpture, some of 

it antique — and some of it sketched by Cleyn — adorned a new gallery at St James’s Palace 

in the 1630s.  

 This interest in the visual arts across Europe created a demand that was difficult to 

satisfy. Rulers, such as Cosimo de’ Medici, had established their own tapestry works. But 

even the greatest monarchs might not always manage to employ the finest painters and 

craftsmen. When decorating the monastery and palace of the Escorial, for example, painters 

of the calibre of Titian — whom Philip II of Spain wished to employ on this project — were 

not always available. Although there was an ambition that the schemes of decoration should 

be done at the highest level, the scale of the work and the speed with which rulers required it 

to be undertaken did not always allow aspirations to be matched. That notwithstanding, 

patronage ensured that early modern Europe was populated with images as never before. 

 

 

The Cleyn Album 

This volume, with its limp paper and parchment binding of the first half of the seventeenth 

century and sheets of a stained and dirty rag paper, is unprepossessing. What it contains, 

however, is quite remarkable, 163 sketches by Francis Cleyn the Elder, one of the largest 

collections of his drawings and designs. The sketches are on an assortment of papers — 

coloured, prepared, tinted — with a number on a coarse blue-grey paper that was used by 

many artists in England in the mid-seventeenth century. These have principally been pasted 

into the album — although one or two have been made directly onto the album leaves itself 

— and some further drawings have been removed. They are almost scraps that might have 

been picked up in the workshop of any designer. Cleyn was best known for his tapestry 

designs, but he was also an accomplished designer of seals, title pages, book illustrations and 

decorative interior design schemes. Accordingly, many of the sketches in the album have 

been identified as preparatory studies for engravings, sculpture and tapestries. In art historical 

terms, the most important feature of the album are 13 different tapestry designs — drafts, 

copies or possibly cartoons — with scenes from the Bible and from classical mythology, 

including the Judgement of Solomon, Jonah and the Whale, Perseus and Andromeda, and a 

sequence of five of ‘Love and Folly’, starting with the blinding of Cupid by Venus, and 

possibly continuing with the story of Cupid and Psyche. The outbreak of Civil War in 1642 

and its resulting financial implications caused tapestry production to decline and Cleyn was 

forced to turn his talents to the printmaking and book trade. The album contains several 

figure and drapery studies which have been recognised to be preliminary sketches for prints 

and plates for books and is particularly valuable as a record of Cleyn’s long and varied 

career.  

 Beyond the work of Francis Cleyn the Elder, it is likely that the album contains a few 

specimens of work by others, for example, a Judgement of Solomon and a Healing of the 

Lame Man, probably by Henry Gibbs. 
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Case 1 

1. Album of drawings by Francis Cleyn the Elder. This folio of figure studies shows two that 

have been identified as figures from tapestry designs. From his extensive study of the album, 

the art historian Professor David Howarth has suggested that one ‘a life drawing of a woman 

holding what might have been a maul stick becomes the splendid profile figure of Circe from 

the story Picus and Circe’.
1
 This tapestry is in the Victoria and Albert Museum (T.212-1985). 

Howard also suggests that the drawing of an old crone might be a study for the figure of 

Falsehood seen on the left border of the tapestry St Paul Preaching in Athens. This was one 

of Acts of the Apostles, Mortlake Tapestries, woven for Charles I. This folio is one of several 

which had previously had other drawings pasted on them. 

 

University of Southampton Library, MS 292, f. 21r 

 

 

2. ‘The Council of the Gods’, from John Ogilvie’s edition of the works of Virgil, with 

engravings by W.Hollar, W.Faithorne and P.Lombart, after designs by Francis Cleyn the 

Elder: Publii Virgilii Maronis Opera per Johannem Ogilvium edita et sculpturis æneis 

adornata (London: Thomas Roycroft, 1658). This copy comes from the collections of the 

British Library: it was a part of the Old Royal Library given to the British Museum by 

George II in 1757; the coat of arms on the binding is that of Charles II. The finished drawing 

for this engraving (9: lent by the British Museum) and related preparatory sketches, as found 

in the Southampton Album, are displayed in Case 2. 

 

British Library, Printed Books C.77.i.10; UIN: BLL01003801485. Lent by courtesy of the 

British Library Board 

 

 

Case 2 

3. ‘Perseus and Andromeda’: from Ovid’s Metamorphoses — Andromeda is chained to a 

rock at the far left, where she is to be sacrificed to the sea monster that is between her and 

Perseus. This is Francis Cleyn’s preparatory study for a tapestry which was probably 

designed c.1635–6 and made in 1636–7. The image of the finished tapestry is more dramatic, 

the figure of Perseus is more keenly posed, with tilted head and a sword. 

 

University of Southampton Library, MS 292, f. 34r (reproduction) 

 

 

   

                                                 
1  D.Howarth ‘The Southampton Album: A Newly Discovered Collection of Drawings 

by Francis Cleyn the Elder and His Associates’ in Master Drawings, vol. 49, no. 4 (winter, 

2011) p. 447 
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4. Reproduction of the finished Perseus and Andromeda tapestry, by Francis Cleyn, 1636–7. 

 

Victoria and Albert Museum, T.228–1989 (reproduction) 

 

 

5. Fragment of tapestry border, depicting a putto, woven in wool, silk and metal thread, 

designed by Francis Cleyn in the 1630s. It includes a patch from another tapestry in the upper 

right corner. The fragment was woven at Mortlake and its high quality is testimony to the 

work that was carried out there. It is possible that this is part of the border of one of the 

‘Horses’ tapestries, of Perseus on Pegasus. Other fragments suggest a design that includes 

hippocamps, mythical sea-creatures, half horse and half fish, which drew Neptune’s chariot. 

 

Victoria and Albert Museum, T.57–2005. Lent by courtesy of the Victoria and Albert Museum 

 

 

6. Reproduction of a fragment from a further Mortlake tapestry border, 1630s, with Francis 

Cleyn’s initials. Part of the same set as (5). 

 

Victoria and Albert Museum, T.55–2005 (reproduction) 

 

 

7. Figure and drapery studies by Francis Cleyn, including winged putti and the kilt of a 

Roman soldier. The figure at the bottom right of the drawing of ‘The Council of the Gods’ (9) 

wears a similar item of clothing. 

 

University of Southampton Library, MS 292, f. 5r & f. 18r (reproduction) 

 

 

8. A design for an allegorical composition by Francis Cleyn: ‘The fruits of glory are born on 

the tree of virtue.’ Hercules, in lion’s skin, with Minerva, who points to Justice enthroned on 

clouds holding a balance in her right hand, possibly with money-bags and a laurel wreath in 

her left. A winged putto descends to crown Hercules with a wreath; two putti empty a 

cornucopia. Drawing in grey wash, over black chalk, heightened with white. 

 

British Museum, Department of Prints and Drawings, 1874,0808.21. Lent by courtesy of the 

Trustees of the British Museum 

 

 

9. A brush drawing in grey wash by Francis Cleyn of ‘The Council of the Gods’ (from 

Virgil’s Aeneid, Book 10), in clouds above an encampment, with a castle in the distance. 

Lines have been indented as part of the process of transferring the design, and the verso of the 
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drawing is coated with red chalk to facilitate the transfer. The engraving of this drawing is 

displayed in Case 1 (2). 

 

British Museum, Department of Prints and Drawings, 1968,1012.24. Lent by courtesy of the 

Trustees of the British Museum 

 

 

10. Figure and drapery studies by Francis Cleyn, including a study of a young man in a 

helmet, possibly related to the depiction of Ajax in a tapestry of Ajax and Cassandra, now in 

the Metropolitan Museum of Art, New York; it may also be linked to the helmet of the figure 

at the bottom right of ‘The Council of the Gods’ (9). 

 

University of Southampton Library, MS 292, f. 11r & f. 19r (reproduction) 

 

 

11. A series of etchings by Francis Cleyn, showing the liberal arts as female figures, 1645. 

Clockwise from top left: ‘Musica’, ‘Astronomia’, ‘Arithmetica’ and ‘Geometria’. Geometria 

is measuring a distance on the globe with a pair of compasses. 

 

British Museum, Department of Prints and Drawings, 1880,0612.205. Lent by courtesy of the 

Trustees of the British Museum 

 

 

12. Figure and drapery studies by Francis Cleyn: the study of the man bending over is a 

precursor of the man leaning over the globe in the etching of ‘Geometria’ (11); the study of 

the male head and shoulders is a precursor of the other male figure and the study of the hands 

holding the compass may be a preliminary drawing for ‘Geometrica’. 

 

University of Southampton Library, MS 292, f. 3r & f. 26r (reproduction) 

 

 

Luca Cambiaso 

Luca Cambiaso (1527–85) was born in Genoa and initially worked with his father, Giovanni 

(1495–1579), a painter. Luca had a tremendous facility for drawing, which was widely 

imitated in Genoa — and his work was popular among collectors in the seventeenth and 

eighteenth centuries. Cambiaso was also a print-maker. He probably spent time in Rome in 

the late 1540s, and he was certainly influenced by Michelangelo. He became known for his 

frescoes, often taken from small drawings to full-scale work on walls without intervening 

cartoons. In the 1550s and 1560s his mature work includes some remarkable fresco cycles. In 

Genoa, these could be found in important palazzi, with subjects including the Rape of the 

Sabines (Villa Imperiale di Terralba), the Return of Ulysses (Palazzo Meridiana), and the Life 

of Cleopatra (Palazzo Imperiale, Campetto, now destroyed), and a series of ecclesiastical 



 

 7 

commissions, ranging from St Benedict enthroned between St John the Baptist and St Luke 

(Genoa Cathedral) to the Celebration of the Synod (Archbishop’s Palace, Genoa). In the 

1570s, he turned increasingly to religious themes, with a keen interest in their theological 

interpretation. Among the paintings in the English royal collection on the death of Charles I 

was an Assumption of the Virgin by Cambiaso. Cambiaso went to Spain in 1583 to work for 

Philip II, particularly on the monastery/palace of the Escorial, and he was appointed Philip’s 

court painter in 1583. His paintings at the Escorial include a Gloria, on the ceiling of the 

sacristy, a series of frescoes for the Capilla Mayor, as well as large paintings on canvas of 

religious themes. The painting of the Battle of Lepanto in the Gallery of Battles is his work, 

although it was not commissioned for the building. One of Cambiaso’s sons, Orazio, also 

worked on the Escorial until c.1588. 

  

 

Southampton’s Cambiaso drawings 

A collection of 17 drawings by Luca Cambiaso, or after his style, had been acquired by the 

Hartley Institution, the predecessor of the University of Southampton, before 1879. The 

drawings are mainly of the evangelists, prophets or female sibyls sitting on clouds, but with 

some other subjects, one probably of the Death of Adonis — in the early 1570s, Cambiaso 

produced a Venus Mourning over the Body of Adonis, now in the Galleria Nazionale dell’Arte 

Antica (the Palazzo Barberini), in Rome, and it is possible this may be a preliminary study. 

The cloud designs suggest that these may have been intended as preliminary studies for 

ceiling paintings. Although it has not now proved possible to locate them, they are indicative 

of the grand scale on which Cambiaso might conceive his work. 

 The drawings are on a fine handmade paper and have been attached by paste at the 

corners to a heavier rag paper. There is evidence that they had been mounted and framed 

during the nineteenth century using poor quality mount board and an inner lining of the 

newspaper the Rock, dated 1876. Both mount board and backing papers show wood burn 

marks from the frame.  

 

 

Case 3 

13.-16. The Four Evangelists, each reading his gospel, and each with his symbol 

 

 

13. Luca Cambiaso, ‘St Mark reading his gospel, seated on a lion, his symbol as an 

evangelist’ 

 

University of Southampton Library, MS 286/4 
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14. Luca Cambiaso, ‘St John the evangelist, symbolised by an eagle’ 

 

University of Southampton Library, MS 286/5 

 

 

15. Luca Cambiaso, ‘St Luke, symbolised by a winged ox’ 

 

University of Southampton Library, MS 286/8 

  

 

16. Luca Cambiaso, ‘St Matthew, with a winged man’ 

 

University of Southampton Library, MS 286/12 

 

 

17. Luca Cambiaso, ‘Venus and Adonis’ 

 

University of Southampton Library, MS 286/11 

 

 

Reproducing the Image 

If the interest of rulers and churchmen promoted the use of images in palaces and 

ecclesiastical settings, two parallel technological developments made it possible to reproduce 

images much more widely and for many beyond the elite to own them. The first of these was 

the creation of woodcuts, that is, images on wood, which were used in Western Europe 

initially in the fourteenth century for printing fabric. Prints from wooden blocks with designs 

carved into them were applied to paper probably from around 1400, possibly a little earlier. 

These images were principally religious, but some were employed for playing cards. The 

images produced by this technique were unsophisticated, at least at first — and its 

practitioners were of a comparatively low status. 

 Engraving on metal, however, was a different affair. This formed part of the repertoire 

of medieval goldsmiths — and it is possible that initially they recorded their own metalwork 

designs by taking impressions of them. When copper plates came to be used for engravings of 

artistic images, it is noteworthy that many of the practitioners seem to have had a connection 

to this profession. Engraving took on a special interest in the latter part of the fifteenth 

century and into the sixteenth century. In this period, we find identifiable artists at work, 

albeit producing similar genres of material —  religious images and playing cards — but it 

quickly took on a level of sophistication not found with woodblocks. There is little doubt that 

engravings were regarded as an important art form both in southern Germany and Italy in the 

second half of the fifteenth century.  

 In the late fifteenth century, Italian engravers produced important images of 

renaissance art, especially at Florence, Ferrara and Mantua. Stylish reproductions allowed 
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artists to have their work seen across Europe, not just close to their place of work or in their 

patrons’ residences and churches. Titian and Raphael, for example, worked closely with 

printmakers. Prints were both a way of copying completed works and of disseminating other 

designs, sketches and drafts, that had never been more than ideas for large canvasses or 

frescoes. A further technological development, etching, as opposed to engraving — again, a 

development of metalworking, used for work on armour — was employed for prints from the 

sixteenth century. Unlike engraving — which required specialist knowledge of metalworking 

— etching might be quite straightforward for someone who could draw. These skills, 

encouraged by courts, were also common in centres of book production and became an 

important element in that.  

 By the middle of the sixteenth century, prints had created a new market for 

consuming art, particularly among urban upper classes, across Europe. If artists had needed 

elite patronage in the late medieval period, the success of the business of print-making 

widened the scope of those who might be engaged in this work, from the Low Countries to 

Italy.  

 

 

Case 4 

18. ‘The Annunciation’. An engraving by Giovanni Jacopo Caraglio (c.1500 × 1505–65) after 

a painting by Titian for the Holy Roman Emperor Charles V in 1536 (the painting was in the 

chapel of the palace at Aranjuéz, but was destroyed in the early nineteenth century). The 

engraving may date from the period 1536–7. 

 The Holy Spirit descends, as a dove, to the Virgin Mary, kneeling at a lectern. The 

Angel Gabriel enters with a lily, the symbol of the Virgin. Mary has a basket which contains 

the domestic tasks, probably sewing and embroidery, about which she has been busy. There 

are angels and clouds above. 

 Caraglio was born in Verona or Parma, and trained as a goldsmith and worked around 

1526 with the engraver Marcantonio Raimondi in Rome. He is known to have spent the 

period 1527–37 in Venice, where he engraved works by Titian or after his style. He spent 

time in the service of King Sigismund I of Poland (d. 1548), and may have continued in the 

service of his son Sigismund II Augustus, who is believed to have knighted him in 1552. The 

inscriptions read: ‘Iacobus Caralius fe[cit]’ and ‘Titiani figurarum ad Caesarem exempla’: 

‘Iacobus Caralius made this … after the model of the painting of Titian for the Emperor.’ 

 

University of Southampton Library, Special Collections Prints: cq NE 662.C2 

 

 

19. ‘The Wild Boar Hunt’. An engraving by Harmen Janszoon Müller after a drawing by 

Stradanus (Jan van der Straet), published by Hieronymus Cock in 1570. Stradanus (1523–

1605) was born in Bruges, the son of a Flemish painter. He spent the years 1546–75 in Italy, 

and worked extensively in Rome and Florence — at the latter, in 1546–50, he produced 

designs for Cosimo de’ Medici’s tapestry factory. Stradanus subsequently worked on the 



 

 10 

Palazzo Vecchio under Vasari, for which he produced frescoes and cartoons for tapestries. 

There are a series of 22 cartoons for tapestries of hunting scenes for the villa of Cosimo de’ 

Medici at Caiano, produced between 1567 and 1575. It was probably this project that 

encouraged him to produce for engraving two further series of hunting scenes, in all 105 

images, of which ‘The Wild Boar Hunt’ is one. The legend describes the hunter, with his 

dogs, pursuing the fierce wild boars through the crops in the fields, before catching them and 

killing them with spears. Harmen Janszoon Müller (c.1539–1617) was a printmaker working 

largely at Amsterdam, and Hieronymus Cock (c.1510–70), of Antwerp, was one of the most 

important publishers of prints in northern Europe. 

 

University of Southampton Library, Special Collections Prints: cq NE 674.C6 

 

 

20. ‘St Cecilia at the Organ’, engraved by Zacharias Dolendo of Leiden (1561 ×1573–before 

1604). He collaborated for many years with Jacob de Gheyn II (1565–1629), a renowned 

draughtsman and engraver originally from Antwerp, whose work formed the basis for this 

print. The print may have its origins as a present for the wedding in 1593 of Corneilis Schuyt 

of Leiden, an organist and composer, whose musical works are illustrated. Published at 

Amsterdam between 1590 and 1600. 

 

University of Southampton Library, Special Collections Prints: cq BX 4700 C5 

 

 

21. ‘Battle scene with a shield on a lance’. An engraving by Giovanni Jacopo Caraglio after 

Raphael. Inscribed ‘I. Iacobus. R. Ver. F.’, that is, ‘Giovanni Jacopo Caraglio of Verona 

made this.’ This engraving may date from around 1527 and it is believed to be related to — 

perhaps a rejected idea for — Raphael’s Battle for the Milvian Bridge (the encounter between 

the future sole emperor, Constantine I, and Maxentius in 312, held to mark the start of 

Constantine’s conversion to Christianity) in the Sala di Costantino in the Vatican. 

 

University of Southampton Library, Special Collections Prints: cq NE 662.C2 

  

 

22. ‘The Entombment of Christ’, engraved by the Italian engraver and publisher Benedetto 

Stefani, after Marco Angolo del Moro. St John the Baptist supports the Virgin, at the right-

hand side. Probably 1570–80. 

 

University of Southampton Library, Special Collections Prints: cq NE 662.58 
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The Printed Image 

The consumption of images was revolutionised by printing. Not only were images marketed 

as standalone objects, or in series and portfolios, they became an integral part of book 

production. Woodcuts provided illustrations in works from the latter part of the fifteenth 

century on. Indeed, it was no accident that printers and illustration makers might be found in 

the same cities of Italy, south Germany or the Low Countries. Nor was it any longer 

sufficient for literary, theological, historical and scientific texts to tell readers about marvels, 

customs and practical activities: they might now be illustrated, and fantastic costumes or 

novel practices might be seen by all. Patterns of illustrating the same text, for example, the 

editions of Dante displayed here, tell us about connections between text and image that were 

important to the sixteenth century. As the sixteenth century progressed, engraving, as 

opposed to simple woodcuts, became part of the repertoire of those who made books, 

enabling precise and complex designs to be widely disseminated. And further advances — 

and ambition — came with the seventeenth century. The endless procession attending 

Charles II at his coronation was preserved for posterity a long series of engravings in a format 

that owed much to route maps. 

 

 

Case 5 

23. Thalmut: Obiectiones in dicta Thalmut seductoris Judeourum (Nuremberg: [Friedrich 

Creusner], c.1495). The author of this pamphlet has been identified as Theobald of Saxony, a 

superior of the Dominican Order, and his work was to point out the errors of the Jews. The 

volume has four woodcuts, including, at the front, two stereotypical images of Jews. 

 

Rare Books Parkes BZ 8046.T51; 54-053737 

 

 

24. Antonius Margaritha, Der gantz jüdisch Glaub mit sampt einer gründtlichen und 

warhafften anzaygunge aller Satzungen Ceremonien Gebetten haymliche und offentliche 

Gebreüch deren sich bye Juden halten durch das gantz Jar mit schonen und gegründten 

Argumenten wyder iren Glauben. Durch Anthonium Margaritham hebrayschen Leser de 

Loblischen Statt Augspurg beschrieben und an tag gegeben (Augsburg: Steyner, 1530). 

 Margarita was the son of the Rabbi of Ratisbon (Regensburg). He converted to 

Christianity in 1522; he was a teacher of Hebrew at Augsburg, Meissen, Zell, Leipzig and, 

from 1537, at the University of Vienna. His Der gantz jüdisch Glaub is an acerbic critique of 

Judaism, and was one of Luther’s inspirations in writing his ‘Von der Juden unde ihre 

Lügen’. Margaritha’s work contains five woodcuts of Jewish life, here (left), the inside of a 

synagogue at Rosh Hashanah, marked by the blowing of the ram’s horn; the ark is visible as 

the curtain is drawn aside; a cantor is at the lectern, and women and children are segregated. 

The right-hand image shows the practice of Tashlikh, literally ‘casting off’, that is, the 

casting off of sin at the start of the new year: here the sins are cast to the wind and to the 
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waters (hence the fish). These woodblock images had first been used by Johann Pfefferkorn 

in 1508. 

 

Rare Books Parkes BZ 8046.M37; 54-053540 

 

25. Johann Reuchlin, Doctor Johannsen Reuchlins der K. M. als Erzhertzogen zü Osterreich 

auch Churfürsten und fürsten gemainen Bundtrichters inn Schwaben warhafftige 

entschuldigung gegen und wider ains getaufften iuden genant Pfefferkorn vormals getruckt 

ussgangen unwarhaftigs schmachbüchlin Augenspiegel (Tübingen: [T. Anshelm], c.1511). 

Reuchlin was a noted Hebraist and this pamphlet — known in part as the Augenspiegel (the 

spectacles that allowed the scholar to make his critical examination) — contains his response 

to the arguments of Johann Pfefferkorn that the Jews should be deprived of all books that 

were aimed against Christianity, and his defence against Pfefferkorn’s charges that he had 

been bribed.   

Rare Books Parkes BZ 7771.R48; 54-053634 

 

 

26. Nicolas de Nicolay, Le navigationi et viaggi nella Turchia di Nicolo de Nicolai ... 

novamente tradotto di Francese in volgare, da Francesco Flori da Lilla (Antwerp: Appresso 

Guiglielmo Silvio, 1576). Nicolay was born in 1517 and went to Constantinople in 1551. 

This work describes the manners and customs of Algiers, Tripoli, Barbary and Scio [Chios] 

— and a lady from Chios is shown here. It then talks at length about the Turks, Greeks and 

other inhabitants of the Turkish empire. The volume is illustrated with 60 full-page woodcuts, 

the origins of which have been attributed to Titian. The text was originally printed as a folio, 

and first published in French; this is the first Italian edition. 

Rare Books Parkes BZ 2301.T8N52; 54-053595 

 

 

 27. [Peter Heylyn], Bibliotheca regia, or, The royal library (London: printed for Henry 

Seile, 1659). Allegorical engravings, going with a collection of the papers of Charles I of 

England. Charles I is displayed in majesty, with the sceptre giving the laws of peace in his 

right hand, and his left arm bearing arms. The legend at the foot reads: ‘And Solomon sat on 

the Lord’s ground as king for David his father, and he appeared, pleasing to all’ [Seditque 

Solomon super solium Domini in regem pro David patre suo, et cunctis placuit, et paruit]. 

The ship: ‘Crebris mirat ignibus Aether’ (a quotation from Virgil’s Aeneid, Book 1). The four 

winds blow the ship along. Charles guides the ship of the Church and the state. ‘The tempest 

sinks the Church, the winds subvert the State.’ 

Rare Books DA 396.A22; 52-086731 
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28. Peter Lowe, A discourse of the whole art of chyrurgerie (second edition, London: printed 

by Thomas Purfoot, 1612). Instructional material contained in engravings was of great 

importance in disseminating practical knowledge, here, how to sew a wound to the face with 

‘a drie suture’. The volume, framed as a discourse between Peter and John, tells us how the 

sewing is done: ‘How is the fourth suture incarnative done? By little peeces of cloth, as the 

breadth of the wound and place requireth, that is strong, with the selvedge cut in points like 

arrowe heads, the rest shall be covered with some astringent and coaglutinative emplaster, as 

this, take powder of sangue dragen, truboll, incence, masticke, soccocolia, fine flower, 

incorporate all with whites of eggs, and lay on both sides of the wound with the aforesaid 

cloth, and the cloth be further back than the lippes of the wound, so the poynts shall be neare 

to the sayd lippes or borders, which being fast, wee put a thread through these poyntes till 

such time as we see the lippes of the wound to close, and knit the thread with a double knot, 

this is called the drye suture, and is commonly done in the face, and such places, where we 

desire the cicatrice not be seene.’ The recipe derives from Arabic medicine, from the works 

of Avicenna (c.980–1037). 

Rare Books R 128.7; 61-025983 

 

 

29. Raphael Holinshed, The chronicles of England, Scotlande, and Irelande, volume 1 

(London: printed for Iohn Hunne, 1577). The coronation of Malcolm by the bishops at Scone, 

25 April 1057. A prelude to the first parliament of his reign, at Forfar, ‘in the which he 

rewarded them with laudes and livings that had assisted him against Makbeth, advauncing 

them to fees and offices as he saw cause, and commanded that specially those that bare the 

surname of any office or lands shoulde have and enjoye the same. He created many earles, 

lords, barons and knightes.’ 

Rare Books quarto DA 130; 59-839738 

 

 

30. Pierre Le Moyne, The gallery of heroic women (London: printed by R. Norton for Henry 

Seile, 1652), here showing Jahel, who killed with a hammer and nail the general of the 

Canaanites, sheltering in her tent, after his army had been routed (Judges 4). Although the 

text has been translated for this edition, the plates are those of the French edition. 

Rare Books quarto CT 3203; 52-080261 
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31. John Ogilby, The entertainment of his most excellent majestie Charles II, in his passage 

through the city of London to his coronation (London: printed by Thomas Roycroft, 1662). 

‘The cavalcade of His Maiesties passing through the city of London towards his coronation’, 

drawn by Wenceslas Hollar. Processions were of great importance, and an essential part of 

the celebration of the coronation. The special format employed here allowed readers to gain 

an impression of the length of the procession. It is not until the twentieth strip that Charles II 

appears: he has been preceded by his household, and the royal dukes. Ogilby was noted for 

his road maps, which used a similar format of engraving. 

Rare Books folio DA 446; 59-783486 

 

 

32. Dante Alighieri, Opere del divino poeta Danthe con suoi comenti recorrecti et con ogne 

diligentia novamente in littera cursiva impresse (Venice: per miser Bernardino Stagnino da 

Trino de Monferra, 1520). The woodcut at the bottom of the page shows the Garden of Eden, 

with God, the figure on the left, the Tree of Knowledge in the centre with the serpent twined 

around it, and Adam and Eve to the right. 

Rare Books PQ 4302.B20; 59-985945 

 

 

33. Dante Alighieri, Comedia del divino poeta Danthe Alighieri, con la dotta & leggiadra 

spositione di Christophoro Landino (Venice: ad instantia di m. Gioanni Giolitto da Trino, 

1536). The title page is decorated with a bust of Dante. 

Rare Books PQ 4302.B36; 59-985936 
 

 

34. Dante Alighieri, La Comedia di Dante Aligieri con la nova espositione di Alessandro 

Vellutello (Venice: per Francesco Marcolini ad instantia di Alessandro Vellutello, del mese di 

gugno 1544). The image at the start of the second canto shows Dante being guided through 

Hell by Virgil. 

Rare Books PQ 4302.B44; 59-265740 

 

 

35. Dante Alighieri, Dante con l’espositione di Christoforo Landino, et di Alessandro 

Vellutello, sopra la sua comedia dell’Inferno, del Purgatorio, et del Paradiso. Con tavole, 

argomenti, & allegorie, & riformato, riveduto, & ridotto alla sua vera lettura, per Francesco 

Sansovino fiorentino (Venice: appresso Giouambattista, Marchiò Sessa, et fratelli, 1564). The 

fourth canto, Dante with Beatrice in Paradise. 

Rare Books quarto PQ 4302.B64; 59-985972 
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36. Dante Alighieri, Comento di Christophoro Landino fiorentino sopra la Comedia di Dante 

Alighieri poeta fiorentino (Brescia: Boninus de Boninis, 31 May 1487). Canto 32 is 

illustrated here with an image of souls being drawn out of Purgatory on carts pulled by 

griffins. 

Rare Books quarto PQ 4302.B78; 59-985963 
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The Special Collections Gallery 

The Special Collections Gallery was created in 2004 with support from the Heritage Lottery 

Fund and a major investment by the University of Southampton in the remodelling and 

extension of the Hartley Library. There are three or four exhibitions each year based on the 

collections. For information on forthcoming exhibitions, please see  

http://www.southampton.ac.uk/archives/newsandevents/calendar.html 

 

 

Further information about the collections 

The manuscript collections are described in two guides by C.M.Woolgar and K.Robson: A 

guide to the archive and manuscript collections of the Hartley Library: MSS 1–200 

(Southampton: University of Southampton Library, 1992) and A guide to the archive and 

manuscript collections of the Hartley Library: MSS 201–300 (Southampton: University of 

Southampton Library, 2000). The guides, with information about additional material and 

more recent accessions, and detailed catalogues of some of the collections are available on 

the Special Collections website, at http://www.southampton.ac.uk/archives/. The printed 

collections are described in the Library’s main on-line public access catalogue, WebCat, at 

http://www.southampton.ac.uk/library/. The websites contain information about arrangements 

for access to the collections and opening times. 

 

 


