
Copies, Fakes, and 
Reproductions: 
Printmaking in the 
Renaissance



Copies, Fakes, and 
Reproductions: 
Printmaking in the 
Renaissance

This gallery guide accompanies Copies, Fakes, and 
Reproductions: Printmaking in the Renaissance (March 23–
June 16, 2019) at the Blanton Museum of Art.

Copies, Fakes, and Reproductions: Printmaking in the 
Renaissance is organized by Holly Borham, Curator of Prints, 
Drawings and European Art, Blanton Museum of Art.



5

“Design cannot have a good origin if it has not come 
from continual practice in copying natural objects, 
and from the study of pictures by excellent masters 
and of ancient statues . . .” 

—Giorgio Vasari, 1550

Artists learn by copying. In the Renaissance, 
they specifically turned to classical sculpture for 
inspiration, but also copied the work of their con-
temporaries. With the proliferation of printing in 
the early sixteenth century, figures, compositions, 
and motifs circulated freely across geographic 
boundaries. German designs would suddenly reap-
pear in Italy, and vice versa. Albrecht Dürer, the 
great German Renaissance printmaker, inspired 
generations of artists who attempted to replicate 
his powerful woodcuts and sensitive engravings. 
Famous painters such as Raphael and Titian sought 
out engravers to translate their paintings into 
black-and-white masterpieces for wider distribu-
tion. Through print, iconic designs by Michelangelo 
Buonarroti and Leonardo da Vinci spread from 
private spaces into the hands of artists and collec-
tors across Europe. Not all artists, however, wanted 
their creations reproduced by others and therefore 
employed strategies such as branding, legal action, 
and imperial privilege to protect their designs. This 
exhibition explores the various intentions behind 
copies, ranging from collaboration between design-
ers and printmakers, to homage and emulation, to 
deceptive copies and fakes.

The works in this exhibition also demonstrate the 
uniquely complex relationship between “original” 
and “copy” in printmaking. In all the prints pre-
sented here, an artist transferred a design to a 
matrix by carving into a wooden block or incising 
lines into a copperplate. The artist then inked the 
matrix and printed it onto paper numerous times. 
Slight alterations in inking, as well as wear over time 
and intentional changes to the print matrix can 
result in variations from the “original.” This exhibi-
tion invites you to look very closely and consider the 
visual evidence—what is the same between works, 
what is different, and why might that be the case?

Introduction
Holly Borham
Curator of Prints, Drawings and European Art, 
Blanton Museum of Art
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Considered among the greatest printmakers of 
all time, Albrecht Dürer (1471–1528) was also a 
shrewd and highly successful businessman. Born 
in Nuremberg, Germany, Dürer not only specialized 
in woodcut and engraving, but also acquired his 
own printing press in order to control all the steps of 
production. His illustrated books were instant best 
sellers and all of his prints were highly collectible. 
Dürer was intensely aware of his brand, developing 
an iconic monogram made up of his initials, AD, and 
going to court to defend his work against image 
piracy by a leading Italian printmaker of the day, 
Marcantonio Raimondi.

In addition to the many copyists in Dürer’s lifetime, 
there were periodic revivals of interest in his work. At 
the turn of the seventeenth century, members of the 
Wierix family demonstrated their mastery of engrav-
ing by replicating Dürer prints and proudly adding 
their own monograms, while Hendrick Goltzius 
displayed his skills of invention by creating new com-
positions engraved in Dürer’s distinctive style. During 
the establishment of Germany as a nation in the 
nineteenth century, Dürer was celebrated and copied 
by those seeking a distinctively “German” style of art.

Dürer and His Copyists
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After a second-century CE Roman marble copy 
of a Greek bronze Apollo was rediscovered and 
excavated in the late fifteenth century, Pope Julius 
II moved the statue to the Vatican palace’s newly 
constructed Belvedere courtyard, which gives 
the Roman Apollo its name. The Apollo Belvedere 
quickly became an inspiration to generations of 
artists. Hendrick Goltzius engraved the deity as 
part of his series of ancient Roman sculptures, 
while Albrecht Dürer used the figure as a model 
for Adam, as seen in Johannes Wierix’s copy of 
Dürer’s Adam and Eve in this exhibition. The first 
plaster cast of the Apollo Belvedere was made 
in 1540 for the French King Francis I, who orna-
mented his palace at Fontainebleau with copies 
after many of the statues in the Belvedere court-
yard. At The University of Texas at Austin, William 
J. Battle, professor of classical languages, pur-
chased about one hundred casts of Greco-Roman 
sculptures between 1894 and 1923 for display in his 
classrooms and in the university’s main building 
to enhance students’ understanding of classical 
civilization.

Midway through his career, the celebrated 
Netherlandish printmaker Hendrick Goltzius trav-
eled to Italy, where he made extensive sketches 
of ancient sculptures. Upon his return to Haarlem, 
Goltzius used his drawings as the basis for three 
engravings of Roman statues, which may have 
been intended as part of a larger series. In this 
image, a young artist draws one of the most fre-
quently reproduced sculptures from antiquity, the 
Apollo Belvedere, which is displayed in a niche in 
the Vatican’s Belvedere courtyard. Goltzius juxta-
poses ancient and modern through the interplay 
of the two figures, as well as through his rendering 
of the famous marble sculpture in engraving, a 
medium not employed by the ancients.

Apollo Belvedere, 19th century reproduction
Plaster cast from Roman adaptation or copy of a 
bronze original by the Greek sculptor Leochares, 
circa 330 BCE (Vatican Museum, Rome)
90 × 63 × 36 in. (228.6 × 160 × 91.4 cm)
Blanton Museum of Art, The University of Texas 
at Austin, The William J. Battle Collection of 
Plaster Casts, 2004.10

Hendrick Goltzius
Mulbracht, Germany, 1558–Haarlem, The 
Netherlands, 1617
Apollo Belvedere, after the ancient Roman 
sculpture, 1592
Engraving
16 5/16 × 11 9/16 in. (41.4 × 29.4 cm)
Blanton Museum of Art, The University of Texas at 
Austin, The Leo Steinberg Collection, 2002.2173.3/3
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Johann Ladenspelder 
Essen, Germany, circa 1521–Cologne, Germany, after 1561 
St. Paul, after the engraving by Albrecht Dürer, circa 1550 
Engraving 
4 3/8 × 2 7/8 in. (11.1 × 7.3 cm) 
Blanton Museum of Art, The University of Texas at 
Austin, University Purchase, P1961.4.2/4 

Albrecht Dürer 
Nuremberg, Germany, 1471–1528 
Saint Paul, 1514 
Engraving 
4 5/8 × 2 15/16 in. (11.7 × 7.5 cm) 
Blanton Museum of Art, The University of Texas 
at Austin, The Leo Steinberg Collection, 2002.828 
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The depiction of Christ’s last days on earth, known 
as the Passion, preoccupied Dürer throughout his 
career. His three complete printed Passion series—
two in woodcut and one in engraving—illustrate 
Christ’s life, death, and resurrection. The different 
technique and size of each series prompt different 
types of viewing. Here, the finely engraved lines 
create visual interest through minute details such as 
the tassel on Caiaphas’ seat cushion, the calligraphic 
swirl of Christ’s loincloth, and the furry hat worn by 
the man lowering Christ into his grave. The evocation 
of texture, the nuanced psychological relationships 
between the figures, and the inventive way Dürer 
varies the placement of his monogram in each of the 
scenes encourage viewers to linger over each image. 
In appreciating Dürer’s artistry, the viewer also con-
templates Christ’s suffering. 

Albrecht Dürer 
Nuremberg, Germany, 1471–1528 
The Entombment, from the Engraved 
Passion, 1512 
Engraving 
4 5/8 × 3 in. (11.7 × 7.6 cm) 
Blanton Museum of Art, The University 
of Texas at Austin, The Karen G. and Dr. 
Elgin W. Ware, Jr. Collection, 1996.147 

Albrecht Dürer 
Nuremberg, Germany, 1471–1528 
Christ Before Caiaphas, from the Engraved 
Passion, 1512 
Engraving 
4 5/8 × 2 7/8 in. (11.7 × 7.3 cm) 
Blanton Museum of Art, The University 
of Texas at Austin, The Leo Steinberg 
Collection, 2002.2327 

Albrecht Dürer 
Nuremberg, Germany, 1471–1528 
Christ on the Cross, from the Engraved 
Passion, 1511 
Engraving 
4 11/16 × 3 in. (11.9 × 7.6 cm) 
Blanton Museum of Art, The University 
of Texas at Austin, The Karen G. and Dr. 
Elgin W. Ware, Jr. Collection, 1996.146 
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When comparing this copy with Dürer’s original, it 
is extremely difficult to spot the differences. The 
“5” in Dürer’s date looks like an overlapping 3 and 
a C, which this copyist has slightly adjusted. The 
veins and shape of toenails in Christ’s right foot 
also vary in the two versions. Because the medium, 
size, orientation, monogram, and precise details are 
so similar to Dürer’s original, this engraving by an 
unknown artist is called a “deceptive copy.” If sold 
at any point as an original Dürer, it then becomes  
a “fake.” 

Unknown artist, likely German 
Christ Crowned with Thorns, after the engraving by Albrecht 
Dürer from the Engraved Passion, 16th or 17th century 
Engraving 
4 1/2 × 2 7/8 in. (11.5 × 7.3 cm) 
Blanton Museum of Art, The University of Texas at Austin, 
Gift of Mr. and Mrs. Isidore Simkowitz in memory of Amy 
Cecelia Simkowitz-Rogers, 2000.186 

Figure 1. Albrecht Dürer, Christ 
Crowned with Thorns, and details, 
from the Engraved Passion, 1512, 
engraving, Metropolitan Museum of 
Art, New York, Bequest of Alexandrine 
Sinsheimer, 1958, 59.534.46
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According to Goltzius’ contemporary biographer, 
Karel van Mander, when this engraving reached 
markets in Rome, Venice, Amsterdam, and beyond, 
collectors believed it was a long-lost Dürer master-
piece, perhaps from a plate that Dürer had hidden 
and intended to have published a century after his 
death. Goltzius purposely treated the paper to age 
it, engraved in Dürer’s finely wrought style, and 
quoted such elements from other Dürer works as: 
the triangular figural group and the candlestick 
bearer in the Circumcision; the treatment of the 
light passing through the circular window panes 
in St. Jerome (seen in Wierix’s copy in this exhi-
bition); and the tall, round hat worn by both the 
man behind Joseph and the figure laying Christ’s 
body in the grave in the Entombment from the 
Engraved Passion (also in this exhibition). Goltzius 
triumphantly revealed his authorship of the work 
by printing a second version, seen here, in which 
his self-portrait in the doorway of the side chapel 
and his monogrammed plaque on the floor are no 
longer obscured. 

Hendrick Goltzius 
Mulbracht, Germany, 1558–Haarlem, The Netherlands, 1617 
The Circumcision, from Life of the Virgin, 1594 
Engraving 
19 5/16 × 14 1/2 in. (49.1 × 36.8 cm) 
Sarah Campbell Blaffer Foundation, Houston, BF.2000.7
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Hard at work on his Latin translation of the Bible, 
the fourth-century Saint Jerome, identifiable 
by the cardinal’s hat behind him and his lion 
companion, surrounds himself with vanitas 
symbols that remind all humans of their mortal 
fate: the skull, crucifix, hourglass, and hanging 
gourd which will eventually decay. Popular 
among Renaissance humanists for his blend of 
scholarship and spiritual devotion, Jerome sits in 
a comfortable sixteenth-century German interior, 
perhaps similar to a room in Dürer’s home. A 
member of Antwerp’s leading family of engravers, 
Hieronymus Wierix signed his copy at the bottom, 
IHW, and astonishingly added AE 13, indicating he 
completed the engraving at age thirteen. 

Hieronymus Wierix 
Antwerp, Belgium, 1553–1619 
Saint Jerome in His Study, after the engraving by Albrecht Dürer, circa 1566 
Engraving 
9 7/16 × 7 1/4 in. (24 × 18.4 cm) 
Blanton Museum of Art, The University of Texas at Austin, The Leo Steinberg 
Collection, 2002.1609 
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When a worshipper doubts that the bread and 
wine of Communion transform into the body and 
blood of Christ, Pope Gregory prays for a sign that 
will confirm the Catholic doctrine of transubstanti-
ation. In answer to the prayer, Christ miraculously 
appears on the altar surrounded by the elements 
of his torture, such as the cock that crowed when 
Peter denied being Jesus’s disciple and the face of 
Judas with the bag of thirty coins that rewarded 
his betrayal. Albrecht Dürer heightens the mystical 
qualities of this popular medieval subject by replac-
ing the church setting with clouds and angels and 
emphasizing the direct gaze between Christ and 
the Pope. 

Wierix’s return to Dürer’s composition in 1585 
may have been informed by religious conflicts in 
the Netherlands. The inscription on the first step 
dedicates this engraving to the Archbishop of 
Mechelen, who had publicly defended Catholic 
transubstantiation against Calvinist claims that the 
bread and wine were mere symbols of Christ’s body 
and blood. In transforming Dürer’s woodcut into an 
engraving, Wierix’s fine lines enhance the realism 
of Christ’s body, thus reinforcing the Catholic belief 
in Christ’s real presence in the Eucharist. 

Hieronymus Wierix 
Antwerp, Belgium, 1553–1619 
Mass of Saint Gregory, after the woodcut by Albrecht Dürer, 1585 
12 3/16 × 8 9/16 in. (31 × 21.8 cm) 
Engraving 
Private collection, Houston 
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Dürer looked to Italy as he sought to create perfect 
human proportions, relying on drawings or prints 
of the Apollo Belvedere and the Medici Venus as 
models for Adam and Eve. The pair’s statue-like 
postures belie the drama at hand. The tension of 
this last moment of innocence before their irre-
versible fall into sin is symbolized by the unnatural 
peace between cat and mouse, and the precari-
ously balanced mountain goat on the distant peak.  

Though Johannes Wierix’s copy is so remarkably 
similar to Dürer’s original that it could have fooled 
collectors, deception was not Wierix’s aim. In 
the plaque hanging from the tree branch, Wierix 
credits Dürer as the “Inventor” and himself as the 
sixteen-year-old maker. Learning to copy after 
Dürer was clearly a valuable exercise in the train-
ing of this young artist. 

Johannes Wierix 
Antwerp, Belgium, circa 1549–circa 1618 
Adam and Eve, after the engraving by Albrecht Dürer, 1566 
Engraving 
9 5/8 × 7 1/2 in. (24.4 × 19.1 cm) 
Blanton Museum of Art, The University of Texas at Austin, 
The Leo Steinberg Collection, 2002.1607 
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First published two years before the highly antic-
ipated turn of the half millennium (1500), Dürer’s 
fifteen full-sheet woodcut series illustrating the 
book of Revelation is the earliest European book 
completely designed and published by one artist. 
It was a timely reflection of anxieties about war, 
famine, and disease, as well as the real expectation 
that the year 1500 would usher in the Apocalypse. 
Dürer printed both German and Latin editions of 
his book in 1498, as well as single sheets without 
accompanying text. This leaf, the most iconic in the 
series, comes from the 1511 Latin edition, whose 
text is visible through the illustration. Dürer layers 
the four horsemen, representing Conquest, War, 
Famine, and Death, to create a dynamic rhythm 
of galloping horses whose thundering hooves 
trample people of all social classes before they are 
swallowed by the hellmouth in the left corner.

While unauthorized copies of Dürer’s Apocalypse 
series began appearing as early as 1502, this 
copy is much later. It deviates from Dürer’s orig-
inal in two significant ways that nevertheless 
are very hard to detect. Though it very skillfully 
mimics a woodcut, this copy is an etching, which 
is noticeable by the regular, blunt ends of its 
lines. Secondly, the paper is wove, not laid. When 
backlit, the paper’s texture looks uniform, mean-
ing that it was made from rag pulp drained on a 
fine mesh screen, rather than on a mold made of 
wires, which leave regularly spaced lines in the 
paper. The earliest use of wove paper was in 1757, 
so this print must have been made after that date. 

Unknown artist, possibly German 
The Four Horsemen of the Apocalypse, after 
the woodcut by Albrecht Dürer, late 18th 
century 
Etching 
15 1/16 × 10 3/4 in. (38.3 × 27.3 cm) 
Blanton Museum of Art, The University of 
Texas at Austin, Gift of Lee Chesney III, 2016.28 

Albrecht Dürer 
Nuremberg, Germany, 1471–1528 
The Four Horsemen, from the Apocalypse, 1511 
Woodcut 
17 7/8 × 11 7/8 in. (45.4 × 30.2 cm) 
Museum of Fine Arts, Houston, Gift of Miss Ima 
Hogg, 39.94 
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While Marcantonio Raimondi had been sued by 
Dürer, he was pursued by Raphael, who recog-
nized the advantage of having the skilled engraver 
replicate his designs. The works in this room 
demonstrate collaboration between pairs of highly 
successful painters and their printmakers: Raphael 
and Marcantonio; Bartholomeus Spranger and 
Hendrick Goltzius; Titian and Cornelis Cort. Unlike 
Dürer, artists whose primary mode was painting 
knew the engravers could not claim sole credit for 
the works; rather the painters’ fame would increase 
as knowledge of their compositions spread through 
print. The clear division of labor is evident in the 
captions: “Invenit” credits the print’s designer, 
while “Sculpsit” or “Fecit” credits the engraver, and 
“Excudit” indicates the publisher. “Cum privilege” 
signals government granted protection, effectively 
copyrighting the print by providing legal recourse if 
the work were counterfeited. 

The process of moving from a preparatory draw-
ing to a print, which may then inspire further 
printed or drawn copies, is also explored in this 
room. Intermediate steps in printmaking can also 
produce variant copies, known as “states.” These 
impressions result from changes made to the plate 
between successive print runs. 

Collaborations and the 
Printmaking Process
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Marcantonio’s reputation as a skilled engraver 
clearly preceded him; shortly after he arrived in 
Rome, Raphael began supplying the printmaker 
with designs for engravings.  This early collabora-
tion is the first independent print illustrating Virgil’s 
Aeneid. The central scene depicts Neptune rising 
from the stormy waters on his seahorse-drawn 
chariot, uttering the phrase “Quos ego” (Whom I) 
to claim his authority over the sea and assure safe 
passage to Italy for Aeneas and his men, ship-
wrecked in the upper left corner. The surrounding 
vignettes depict other episodes from the first 
book of the Aeneid, such as the meeting between 
Aeneas and Dido, queen of Carthage, on the right 
side. The compositional device of frames that 
enclose figures projecting from flat backgrounds 
recalls ancient Roman stone tablets carved with 
scenes from Homeric poems and demonstrates 
that Marcantonio and Raphael were consciously 
reviving both ancient Roman art and literature. 

Marcantonio Raimondi 
Argini, Italy, 1480–Bologna, Italy, 1534 
Quos Ego [Neptune Calming the Tempest], after a design by Raphael, 1515–16 
Engraving 
16 5/8 × 12 13/16 in. (42.2 × 32.5 cm) 
Blanton Museum of Art, The University of Texas at Austin, The Teaching 
Collection of Marvin Vexler, ‘48, 1985.70 
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As print circulation increased in the sixteenth cen-
tury, artists began using prints as drawing manuals 
and sources for figures and compositions. This 
drawing copies an engraving of Temperance, who 
mixes water with wine. If this were a preparatory 
drawing for the print, there would likely be multiple 
outlines as the artist searched for the right form.  
Because, however, the outlines are firm and the size 
and orientation are exactly the same as the print, 
this is probably a traced copy of the engraving.

Unknown artist
Temperance, after the engraving attributed to Jacob Matham, 
after a design by Hendrick Goltzius, late 16th century
Pen and brown ink and wash
8 7/8 × 5 3/4 in. (22.5 × 14.6 cm)
The Suida-Manning Collection, 2017.1228

Figure 4. Attributed to Jacob Matham, 
Temperance, after a design by 
Hendrick Goltzius, 1585–89, engraving, 
Rijksmuseum, Amsterdam, museum 
purchase 1884, RP-P-1884-A-7875
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Adamo Scultori engraved this image based on a 
now-lost drawing by Giulio Romano of an ancient 
Roman sculpture in the Capitoline Museum in 
Rome. Both of these images were printed from the 
same plate. The “first state” of the print (2002.43) 
includes only Scultori’s initials beneath the horse’s 
hooves. The impressions made after the printer’s 
name and address were added to the plate are con-
sidered to be the “second state.”

Adamo Scultori
Mantua, Italy, circa 1530–Rome, 
Italy, 1587
Lion Attacking a Horse, after a 
design by Giulio Romano, circa 1555
Engraving
5 1/8 × 7 3/16 in. (13 × 18.3 cm)
Blanton Museum of Art, The 
University of Texas at Austin, The 
Leo Steinberg Collection, 2002.43

Adamo Scultori
Mantua, Italy, circa 1530–Rome, 
Italy, 1587
Lion Attacking a Horse, after a 
design by Giulio Romano, circa 1555
Engraving
5 3/16 × 7 3/16 in. (13.2 x 18.3 cm)
Blanton Museum of Art, The 
University of Texas at Austin, Gift 
of Julie and Lawrence Salander, 
2006.294
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Titian, the most renowned Venetian painter in his 
day, engaged the highly skilled Netherlandish print-
maker Cornelis Cort to engrave eight compositions, 
a commission which Cort carried out under direct 
supervision in Titian’s own home. Titian likely sup-
plied Cort with a drawing that combined elements 
from his two painted versions of the Martyrdom of 
Saint Lawrence, one of which he had recently com-
pleted for King Philip II of Spain. Inscriptions reveal 
the print’s means of production: on the martyr’s 
grill, “Titianus invent” credits Titian as the designer; 
at the lower right, “Cornelio cort fe” is Cort’s signa-
ture; “Cu[m] prevel. 1571” at bottom center indicates 
the copyright protection granted to Titian by the 
Venetian authorities; on the statue’s base, Philip, 
King of Spain, is the dedicatee.

Remarkably, Cort engraved a second, practically 
identical plate (2002.2096), perhaps to allow more 
than one publisher to issue the reproduction simul-
taneously. Though hard to spot, minute differences 
are nevertheless present, the most obvious being 
the second “S” in “Invictuss” on the base of the 
statue at the upper right.

Due to the reputation of Titian’s paintings and the 
popularity of Cort’s print, at least six distinct copies 
of this composition were engraved and published in 
the following century. The reversed copy here, pub-
lished in seventeenth-century Paris, acknowledges 
Titian as the designer, though it lacks other identi-
fying signatures. When this copy appeared, Titian 
had already died and could not assert his privilege, 
which would also have been difficult to enforce 
outside of Venice.

Cornelis Cort
Hoorn, The Netherlands, 1533–Rome, Italy, before 1578
The Martyrdom of Saint Lawrence, after a drawing by Titian, 1571
Engraving
19 7/8 × 13 3/4 in. (50.5 × 34.9 cm)
Blanton Museum of Art, The University of Texas at Austin, The 
Leo Steinberg Collection, 2002.2097
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Cornelis Cort
Hoorn, the Netherlands, 1533–Rome, Italy, before 1578
The Martyrdom of Saint Lawrence, after a drawing by Titian, 1571
Engraving
19 3/4 × 13 3/4 in. (50.2 × 34.9 cm)
Blanton Museum of Art, The University of Texas at Austin, The 
Leo Steinberg Collection, 2002.2096

Unknown French artist
The Martyrdom of Saint Lawrence, after the engraving by 
Cornelis Cort, after a drawing by Titian, mid-17th century
Engraving
19 3/16 × 13 3/4 in. (48.7 × 34.9 cm)
Blanton Museum of Art, The University of Texas at 
Austin, The Leo Steinberg Collection, 2002.2098
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Best known as a painter and tapestry designer, 
Jacob Jordaens here depicts a scene from clas-
sical mythology in which Mercury is about to slay 
Argus after having lulled the watchful giant to 
sleep with stories and flute playing. Jordaens first 
etched this scene into a copperplate and printed 
it. He then pressed a blank sheet of paper against 
the still damp, freshly inked print, which when 
removed produced the counterproof displayed 
here on the right. Because the counterproof image 
faces the same way as the design on the plate, it 
is easier for the artist to visualize and transfer his 
desired revisions. Jordaens edited the counter-
proof, using pen and brown ink to indicate areas 
he would darken, such as the outlines around the 
figures, and white highlights to indicate areas he 
would lighten, such as the shading on the rock 
beneath Mercury’s knee and on Argus’s belly. The 
etching at the left here displays the results after 
Jordaens both added and removed lines on the 
plate, and is thus a second state. This pairing pro-
vides an extraordinary demonstration of working 
procedure in early modern printmaking.

Jacob Jordaens
Antwerp, Belgium, 1593–1678
Mercury Killing Argus, 1652
Etching
8 3/8 × 9 1/2 in. (21.3 x 24.1 cm)
Blanton Museum of Art, The 
University of Texas at Austin, The 
Leo Steinberg Collection, 2002.1124

Jacob Jordaens
Antwerp, Belgium, 1593–1678
Mercury Killing Argus, 1652
Etching, counterproof with pen and 
brown and black ink, and white opaque 
watercolor highlights
8 3/8 × 9 9/16 in. (21.3 x 24.3 cm)
Blanton Museum of Art, The University 
of Texas at Austin, The Teaching 
Collection of Marvin Vexler, ‘48, 1997.51
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Though both Michelangelo Buonarroti and Leonardo 
da Vinci are considered quintessential “Renaissance 
men” because of their prodigious talents in the arts 
and sciences, neither ever tried printmaking, nor 
actively collaborated with printmakers. Despite 
this, prints by other artists after Michelangelo and 
Leonardo reached a broad audience and publicized 
works that existed in private or restricted spaces. 
Often dismissively called “reproductive engravings,” 
these copies are more than mere facsimiles of the 
originals, as they necessarily involve artistic choices, 
adaptations, and interpretation by the printmaker, in 
addition to the obvious change of medium. Copies 
can also contribute towards the historical record, by 
providing valuable evidence of lost or altered works 
of art. The enduring appeal of iconic Renaissance 
masterpieces has continuously inspired copies over 
the last five centuries, and the development of new 
printing techniques, such as stipple engraving and 
aquatint, can imbue old works with new life.

Michelangelo and 
Leonardo in Print
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During a visit to Florence in 1612, Antonio Tempesta 
must have seen either the originals or close copies of 
Michelangelo’s black chalk drawings of these mag-
nificently attired yet anonymous female and warrior 
heads. Fanciful speculation led to the woman’s iden-
tification as the Marchesa di Pescara, the noble title 
of Michelangelo’s intimate friend Vittoria Colonna. 
Antonio Tempesta captions his etching of the warrior 
as the Count of Canossa, a presumed ancestor of 
Michelangelo. A visual pun on the warrior’s helmet 
supports this identification: a dog (cane) gnawing at 
a bone (osso). By translating Michelangelo’s originally 
unrelated drawings into prints of the same size and 
format, Tempesta creates a captivating and visually 
resplendent matched pair.

Antonio Tempesta
Florence, Italy, 1555–Rome, Italy, 1630
Count of Canossa, after the drawing by 
Michelangelo, 1613
Etching
8 9/16 × 6 in. (21.7 x 15.2 cm)
Blanton Museum of Art, The University 
of Texas at Austin, The Leo Steinberg 
Collection, 2002.1358

Antonio Tempesta
Florence, Italy, 1555–Rome, Italy, 1630
Marchesa di Pescara, after the drawing by 
Michelangelo, 1613
Etching
8 1/2 × 6 in. (21.6 x 15.2 cm)
Blanton Museum of Art, The University of 
Texas at Austin, The Leo Steinberg Collection, 
2002.1359

Figure 5. Unknown artist, Ideal head 
of a warrior, after the lost drawing by 
Michelangelo, circa 1550-80, black chalk, 
© The Trustees of the British Museum, 
museum purchase, 1895,0915.492

Figure 6. Michelangelo Buonarroti, 
Ideal head of a woman, circa 1525, 
black chalk, © The Trustees of the 
British Museum, museum purchase, 
1895,0915.493
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Between 1532 and 1534, Michelangelo drew six 
highly finished chalk drawings for the handsome 
young nobleman Tommaso de’Cavalieri, who was 
more than thirty-five years his junior. These pri-
vate gifts to a close companion were not intended 
to remain secret; Pope Clement VII almost imme-
diately borrowed several to have copies engraved 
in crystal and Tommaso de’Cavalieri permitted 
other draftsmen and printmakers to study them.

As punishment for attempting to rape Leto, 
mother of Artemis and Apollo, the Greek giant 
Tityos is confined to the underworld, where a vul-
ture daily pecks out his regenerating liver. Nicolas 
Beatrizet endeavors to heighten the drama by 
adding burning classical ruins, though they are 
unrelated and anachronistic. His choice to model 
the architecture on the Temple of Minerva in the 
Forum of Nerva may have appealed to audiences 
interested in Rome’s classical past, who essen-
tially got two scenes for the price of one.

While serving as engraver to the King of England, 
Francesco Bartolozzi reproduced several of 
Michelangelo’s chalk drawings in the Royal 
Collection using the eighteenth-century tech-
nique of stipple engraving to closely mimic the 
original medium. When working with chalk, 
Michelangelo made short strokes that rely on the 
grain of the paper to create a texture of tiny dots. 
Similarly, Bartolozzi incised the copperplate with a 
delicate network of dots, rather than lines, result-
ing in a chalk-like appearance. Printing in brown 
ink further softens Bartolozzi’s stippling and 
achieves some of Michelangelo’s subtle range 
of tone. By omitting any extraneous background 
and including the barking face on the tree trunk, 
Bartolozzi remains more faithful to Michelangelo’s 
original composition and medium than Beatrizet, 
though both reproductions are in reverse.

Nicolas Beatrizet
Thionville or Lunéville, France, 1507 
or 1515–Rome, Italy, circa 1565
The Punishment of Tityos, after the 
drawing by Michelangelo, circa 1542
Engraving
11 × 14 7/8 in. (27.9 × 37.8 cm)
Blanton Museum of Art, The 
University of Texas at Austin, The 
Leo Steinberg Collection, 2002.1731

Figure 7. Michelangelo Buonarroti, The 
Punishment of Tityos, 1532, black chalk, 
The Royal Collection Trust, Windsor, RCIN 
912771

Francesco Bartolozzi
Florence, Italy, 1727–Lisbon, Portugal, 1815
The Punishment of Tityos, after the drawing 
by Michelangelo, 1795
Stipple engraving in brown ink
9 3/4 × 13 13/16 in. (24.8 x 35.1 cm)
Blanton Museum of Art, The University 
of Texas at Austin, The Leo Steinberg 
Collection, 2002.1732
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Modeled on another of the black chalk draw-
ings given to Tommaso de’Cavalieri, this scene 
depicts the dramatic consequence of Phaeton’s 
failed attempt at controlling the chariot belong-
ing to his father Apollo, god of the sun. Astride 
an eagle, Jupiter is poised to strike Phaeton with 
his thunderbolt, while the river god Eridanus and 
Phaeton’s three panicked sisters await the youth’s 
imminent death. Nicolas Beatrizet’s print pre-
serves Michelangelo’s basic figural composition but 
sharpens the contrast between light and dark and 
adds a fully realized backdrop of patterned clouds, 
mountainous landscape, and distant village. As with 
The Punishment of Tityos, Beatrizet contextualizes 
Michelangelo’s figures into a complete scene, dis-
tancing the compositions from their original status 
as drawn figures on a page.

Nicolas Beatrizet
Thionville or Lunéville, France, 1507 or 1515–Rome, Italy, circa 1565
The Fall of Phaeton, after the drawing by Michelangelo, circa 1545
Engraving
16 1/2 × 11 3/8 in. (41.9 × 28.9 cm)
Blanton Museum of Art, The University of Texas at Austin, Jack S. Blanton Curatorial 
Endowment Fund and through the generosity of Faith and Dewayne Perry, 2009.25

Figure 8. Michelangelo Buonarroti, The 
Fall of Phaeton, 1533, black chalk, The 
Royal Collection Trust, Windsor, RCIN 
912766
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Giovanni Battista Piranesi depicts the back side of 
the most important church in western Christendom 
in order to showcase the work of the building’s 
most famous architect, Michelangelo. The Vatican’s 
St. Peter’s Basilica, housed within the same 
complex as the Sistine Chapel, had been under 
construction for over forty years when Pope Paul 
III tasked Michelangelo with overseeing its com-
pletion. Though his death at age 88 prevented his 
designs from being fully realized, Michelangelo’s 
contributions are most visible in the dome and 
rear façade. The monumental paired pilasters that 
extend up to the cornice embrace the undulat-
ing exterior, while paired Corinthian columns lift 
the ribbed dome to dominate the Roman skyline. 
Piranesi’s caption ignores the many other archi-
tects involved over the decades to simply credit 
Michelangelo, demonstrating the enduring appeal 
of the Renaissance master to eighteenth-century 
tourists collecting printed souvenirs of their Roman 
travels.

Giovanni Battista Piranesi
Mogliano, Italy, 1720–Rome, Italy, 1778
Veduta dell’esterno della gran Basilica di S. Pietro in Vaticano [View of the exterior 
of St. Peter’s Basilica in the Vatican], from Vedute di Roma [Views of Rome], 1748
Etching
15 7/8 × 24 in. (40.3 x 61 cm)
Blanton Museum of Art, The University of Texas at Austin, The Leo Steinberg 
Collection, 2002.1668
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Almost thirty years after frescoing the Sistine Chapel 
ceiling, Michelangelo returned to paint the Last 
Judgment on the chapel’s altar wall. From the time 
of its unveiling in 1541, the fresco attracted praise for 
its magnificent figures and censure for their abun-
dant nudity. Printed copies began appearing within 
two years and further spread the fresco’s fame. 
Martino Rota’s choice to replace the prophet Jonah 
with a portrait bust of Michelangelo in the space 
between the curved lunettes at the top removes 
the fresco from its devotional context, emphasizing 
instead the painting’s status as a masterpiece by a 
famous artist. Interestingly, even though loincloths 
and other coverings had been added to the fresco 
in 1564 to satisfy critics, Rota’s engraving records 
the fresco’s original appearance, and thus likely was 
based on an earlier engraving, rather than on direct 
observation.

This anonymous copy repeats Cherubino Alberti’s 
composition, which extracts John the Baptist from 
the group of figures to the left of Christ in the Sistine 
Last Judgment and reframes him as an allegory of 
“Nuda Veritas” (Naked Truth). Somewhat ironically, 
Alberti includes the recently painted loincloth added 
to appease those who complained of “excessive” 
nudity in Michelangelo’s fresco, yet surrounds the 
figure with cherubs whose splayed legs may be a sly 
rebuke to Michelangelo’s critics. In removing John 
the Baptist from his religious context and exagger-
ating his musculature, Alberti encourages viewers to 
appreciate the figure for its formal beauty, which he 
reinterprets with an emblematic meaning.

Unknown artist
Saint John the Baptist, after the engraving 
by Cherubino Alberti, after the fresco by 
Michelangelo, late 16th or early 17th century
Engraving
16 5/16 × 8 13/16 in. (41.4 × 22.4 cm)
Blanton Museum of Art, The University 
of Texas at Austin, The Leo Steinberg 
Collection, 2002.1730

Martino Rota
Sibenik, Croatia, circa 1520–Vienna, Austria, 1583
Last Judgment, after the fresco by Michelangelo, 
1569
Engraving
12 9/16 × 9 3/16 in. (31.9 × 23.3 cm)
Blanton Museum of Art, The University of Texas at 
Austin, The Leo Steinberg Collection, 2002.1346

Figure 9. Michelangelo 
Buonarroti, Last Judgment, 
1536-1541, fresco, Sistine 
Chapel, Rome
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In 1504, Florence’s government commissioned 
Michelangelo and Leonardo to paint scenes of two 
Florentine military victories on opposite walls of the 
Palazzo Vecchio’s Hall of the Five Hundred. Though 
neither fresco was ever completed, artists through 
the next century made copies after the preliminary 
drawings and fragmentary remains.  A large-scale 
drawn copy of Leonardo’s central scene, tradition-
ally attributed to Rubens, is the most cohesive and 
energetic interpretation. Gérard Edelinck’s sub-
sequent engraving combines a lovely, silvery line 
quality with taffeta-like landscape elements, while 
nevertheless conveying the frenetic pace of battle 
and intensity of the warriors. What we know of the 
original appearance of Leonardo’s lost painting 
comes from these copies.

Gérard Edelinck
Antwerp, Belgium, 1640–Paris, France, 1707
The Battle of Anghiari, after the drawing by Peter Paul 
Rubens, after the fresco by Leonardo da Vinci, circa 1657–66
Engraving
18 13/16 × 24 7/16 in. (47.8 × 62.1 cm)
Blanton Museum of Art, The University of Texas at Austin, 
The Leo Steinberg Collection, 2002.1658
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The Australian artist Mortimer Menpes cham-
pioned the democratization of art, frequently 
reproducing works by the Old Masters in paint-
ings and etchings, as well as publishing some 
of the first color-illustrated books about artists. 
Menpes donated the copies he made of thir-
ty-eight noteworthy European paintings to the 
Australian government in the hopes of alleviating 
the lack of access to art he had experienced as 
a student. Among these paintings was a copy of 
the Mona Lisa, which he also reproduced in print, 
seen here. Menpes skillfully renders Leonardo da 
Vinci’s characteristic sfumato (smoky) effect using 
a combination of printmaking techniques: etching 
produces the fine lines; drypoint creates a fuzzy 
burr with a velvety quality; and aquatint provides 
deep tone. Known equally for his scientific and 
artistic innovations, we can only imagine what 
Leonardo would think of this image produced with 
chemical and technical processes that were either 
non-existent or in early stages of development 
during his lifetime.

Mortimer Menpes
Port Adelaide, Australia, 1855–Pangbourne, England, 1938
La Gioconda [Mona Lisa], after the painting by Leonardo da Vinci, 1911–12
Etching, drypoint, and aquatint
15 7/8 × 10 7/8 in. (40.4 × 27.7 cm)
Blanton Museum of Art, The University of Texas at Austin, Archer M. 
Huntington Museum Fund, 1996.109
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