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N uremberg’s universal genius Albrecht Dürer is known in par-
ticular as a painter, draftsman, and printmaker. But Dürer was 

more than that—he was an artist who strove to get to the bottom 
of things. This led him to engage in research into art, art theory, and 
techniques of perspective. From his hand come the most important 
early studies of plants, animals, and landscapes—all of them great 
works of art, despite their emphasis on precision. Dürer poured all of 
his passion into these works. Thanks to his artistic genius and versatil-
ity, Dürer would become the most important and celebrated Renais-
sance artist this side of the Alps.

The approximately 190 works by Dürer that are being presented 
by the Städel Museum in this exhibition testify to the multiplicity of 
expressive possibilities available to this “German master.” From panel 
paintings and works on canvas all the way to the books he wrote and 
illustrated, these works not only highlight Dürer’s extraordinary cre-
ative powers, but also showcase his fundamental contribution to the 
formation of the art of the Renaissance and northern Europe.

The German Savings Banks Association/Deutscher Sparkassen- und 
Giroverband is de  lighted to sponsor the Dürer exhibition at the Städel 
Museum, one of the most prestigious museums in Germany, and an 
institution that transmits a wide-ranging overview of 700 years of Euro-
pean art history. The German Savings Banks Association/Deutscher 
Sparkassen- und Giroverband and the Städel Museum are joined by our 

shared and ongoing commitment to the promotion of art and culture, 
as well as by communication and educational eff orts. Support for 
museum programs is one aspect of the many-sided social engagement 
of the German Savings Banks Association/Deutscher Sparkassen- und 
Giroverband, within which cultural sponsorship represents a very 
 special priority. We regard art and culture as necessary and vital 
resources for society, which must not be merely preserved, but also 
actively supported.

By sponsoring such outstanding exhibitions as Dürer: His Art in 
 Context, but also in the framework of long-term and wide-ranging 
 collaborations with major art institutions such as the Staatliche 
 Mu  seen zu Berlin and the Staatliche Kunstsammlungen Dresden, the 
German Savings Banks Association/Deutscher Sparkassen- und Giro-
verband is itself able to make a signifi cant contribution to society by 
safeguarding the marvelous  cultural heritage that is present in Germany.

As a cultural partner and sponsor of this exhibition, we hope that 
these works by Dürer will be seen and enjoyed by a large number of 
art enthusiasts.

GEORG FAHRENSCHON
President of the German Savings Banks Association/
Deutscher Sparkassen- und Giroverband

       

Sponsor’s Foreword
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W ith this major exhibition on Albrecht Dürer, the Städel 
Museum focuses on the multifaceted oeuvre of the 

Renaissance artist par excellence, one whose achievement encom-
passes not just paintings, drawings, and prints, but also illustrated 
texts on art theory, including treatises on painting, human proportions, 
and perspective. It may have been primarily his unbridled ambition—a 
trait recognizable already in his younger years—that allowed him 
to become a celebrated artist throughout Europe even during his 
 lifetime. Visits to Northern Italy and the Netherlands broadened Dürer’s 
creative perspectives, at the same time gaining him access to new 
 markets.

Albrecht Dürer consistently innovated based on familiar approaches, 
generating the new from the familiar, at the same time surpassing 
his role models—a distinguishing trait that would make him one of the 
most sought-after artists of his time. Dürer’s clientele was found among 
the most diverse social classes: he worked for members of the emer-
gent bourgeoisie, for patricians, for the clergy, as well as for princes of 
the Holy Roman Empire, and was even engaged to serve Emperor 
Maximilian I. Dürer’s broad popularity was primarily due to the sales of 
his print works, which he promoted with extraordinary entrepreneurial 
perseverance. And exactly that explains his enormous capability to dis-
seminate his brand name: AD. Dürer’s engravings and woodcuts—which 
bore his monogram virtually without exception—were sold in great 
numbers both in Germany and abroad at markets and fairs. These in -
cluded his “bestsellers,” the Life of the Virgin and the Apocalypse, 
which Dürer marketed—in response to exceptional demand—both as 
a series of individual woodcuts and in bound form with accompanying 

text. The downsides that inevitably accompanied such huge successes 
diff ered little from those experienced today: as a businessman, Dürer 
suff ered signifi cant losses as a result of acts of plagiarism. In the con-
text of one such incident, for example, Dürer seems to have come into 
confl ict with the Italian engraver Marcantonio Raimondi, through which 
the German artist not only suff ered revenue losses, but even worse, 
perceived the unauthorized copies as a threat to the integrity of his art. 
His forged initials, his “logo,” were also found on so many low-quality 
prints that his reputation was endangered—fi nally, the Nuremberg city 
council ruled in Dürer’s favor to compel the forgers to remove the fake 
monogram from their wares.

This historical episode demonstrates Dürer’s rather modern under-
standing of the production and dissemination of art, as well as his 
readiness to assert his rights—through legal remedies where neces-
sary. As a leading international law fi rm with a longstanding practice in 
Germany, Skadden, Arps, Slate, Meagher & Flom LLP has a particularly 
strong commitment to the fi ne arts and the arts community in Frank-
furt am Main. We are delighted to support this wide-ranging presenta-
tion of works by this extraordinary Renaissance artist in the Städel 
Museum as a sponsor, and wish visitors a most interesting and stim-
ulating encounter with Albrecht Dürer’s broadly faceted artistic 
achievement.

DR. STEPHAN HUTTER
Partner
Skadden, Arps, Slate, Meagher & Flom LLP
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patrician Jakob Heller, was not produced by the artist and his workshop 
alone, for Mathis Gothart Nithart, known as Grüne wald, contributed to 
it as well. Originally intended for the church of the Dominican monas-
tery, the surviving panels are now held separately by the Historisches 
Museum Frankfurt, the Staatliche Kunsthalle Karlsruhe, and the Städel 
Museum, respectively. Complemented by numerous preliminary draw-
ings and studies by Dürer, the reunifi ed Heller Altarpiece is undoubtedly 
one of the outstanding highlights of this exhibition. At the same time, 
this bringing together of its original components refl ects one of the 
fundamental aims of the exhibition: it presents Albrecht Dürer’s art in 
the context of its time and thus stands clearly apart from comparable 
past exhibitions.

Accordingly, our objective was not to off er an exhibition devoted 
exclusively to Dürer’s own work—as presented, for example, so bril-
liantly by the Vienna Albertina in 2003 on the basis of its own collec-
tions—but instead to show Dürer’s works in juxtaposition with those 
of his predecessors and contemporaries and so to underscore the spe-
cial position and signifi cance of this artist. After all, virtually no other 
artist undertook such an intensive study of the works of fellow German, 
Netherlandish, and Italian artists of his time and its immediate past as 
Albrecht Dürer. Ultimately, it is precisely this creative approach that 
explains Dürer’s unrivaled position as the German artist of the Renais-
sance. The ambitious goal of our project—which has required several 
years of preparation and features works from numerous international 
collections—was to make this very approach visually accessible and 
comprehensible to viewers today.

The Frankfurt show therefore focuses on the “complete Dürer.” It 
aims to let the works “speak” for themselves and presents them in 
immediate juxtaposition with works by predecessors and contempo-
raries who were important to the artist—as refl ected either in his own 
creative response to them or in the fact that his own works provided 
the decisive impulse for creative reinterpretation by his immediate con-
temporaries. In any event, this “contextualizing” approach will not only 
make Dürer’s unique creative force and creative power comprehensible 
to contemporary viewers, it will also underscore his decisive contribu-
tion to the origin and development of German—and indeed northern 
European—Renaissance art. Consequently, the exhibition presents 

In recent years, the Städel Museum has been involved in intensive 
research and educational activity devoted to German, Netherlan-

dish, and Italian art from the late medieval and early modern periods. 
With its extensive holdings in this fi eld, it is truly one of the most sig-
nifi cant collections in the world. This basic research has produced an 
impressive number of scholarly catalogs, and the Museum’s own col-
lections have provided points of departure for numerous exhibitions at 
the Städel Museum that have not only gained widespread recognition 
among scholars, but have also attracted the attention of a broad pub-
lic: Hans Holbein’s Madonna at the Städel: The Mayor, his Painter, and 
his Family (2004), Albrecht Dürer: Two Sisters (2006), Cult Image: 
Altarpieces and Devotional Painting from Duccio to Perugino (2006), 
Witches’ Lust and the Fall of Man: The Strange Fantasies of Hans 
 Baldung Grien (2007), Cranach (2007/08), The Master of  Flémalle 
and Rogier van der Weyden (2008/09), and Botticelli: Likeness, Myth, 
Devotion (2009/10).

This series now continues with another ambitious exhibition project 
devoted to German late medieval and Renaissance art, Albrecht Dürer: 
His Art in Context. Once again, the exhibition concept draws substance 
from the specifi c strengths of the Städel Museum and its collections. 
The Städel has in its possession not only two of Dürer’s greatest paint-
ings—the work known as the Fürlegerin and the wing of the Jabach 
Altarpiece featuring Job scorned by his wife. It also holds a number of 
signifi cant drawings and an extensive ensemble of woodcuts and 
engravings, enabling it to present the most important stages in the 
artist’s career and the development of his art on the basis of the hold-
ings in Frankfurt. Moreover, the Gemäldegalerie and the Graphische 
Sammlung at the Städel Museum contain other signifi cant works by 
German, Netherlandish, and Italian artists of the late fi fteenth and early 
sixteenth centuries that provide the context without which the art of 
Albrecht Dürer—ultimately as the fruit of the nineteenth-century cul-
ture of genius—would seem peculiarly isolated in the eyes of contem-
porary viewers.

This also applies to the surviving parts of an important altarpiece 
painted by Albrecht Dürer for a prominent Frankfurt client and for 
an equally important location in Frankfurt between 1507 and 1509/10. 
Incidentally, this altarpiece, commissioned by the cloth merchant and 

Foreword
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Dürer’s creativity in its full spectrum and entire diversity of artistic 
expression, from his panel and canvas paintings to his drawings and 
prints made using a variety of techniques to the books he authored and 
illustrated. The exhibition and the accompanying catalog approach this 
broad spectrum of themes essentially in chronological order in order 
to enable viewers to grasp the basic stages in Albrecht Dürer’s develop-
ment as an artist, as well as his constantly evolving fi elds of interest. In 
contrast, certain thematic concerns that held Dürer’s attention 
throughout his life, such as the art of portraiture or the quest for the 
ideal fi gure, are presented in diachronic form.

One aspect of particular importance to us is the objective of 
anchoring the exhibition within the context of the permanent collec-
tion. Viewers will thus fi nd a considerable number of works from the 
Städel collection included in the Dürer exhibition. And since numerous 
other paintings at the Städel Museum exhibit direct links to Albrecht 
Dürer and his oeuvre, visitors will fi nd an additional label next to those 
works so as to call attention to their relevance to the current Dürer 
exhibition. This information is also available (a fi rst for a Städel exhibi-
tion) as a downloadable app that includes the audio tour and an inter-
active children’s tour, as well as additional texts and information about 
the exhibition.

The sheer abundance and superior quality of the works presented 
in our exhibition could not have been achieved without the extraordi-
nary generosity of numerous national and international institutional 
and private lenders. Many of these works are prominent attractions in 
their own home collections. We wish to express our sincerest thanks 
to all lenders for their willingness to part from these brilliant works of 
art temporarily for our exhibition.

Nor would this extraordinarily ambitious project have been possible 
without the generous backing provided by a group of dedicated patrons. 
I wish to thank the Sparkassen-Finanzgruppe, which through its sup-
port for this major exhibition project has once again given eloquent 
expression to its long-standing devotion to the Old Masters Collection 
at the Städel Museum. Special thanks are due to Georg Fahrenschon, 
president of the Deutscher Sparkassen- und Giroverband, and Heike 
Kramer, director of the Department of Social Commitment of the 
Deutscher Sparkassen- und Giroverband.

I am very pleased that we have been able to engage the inter national 
law fi rm of Skadden, Arps, Slate, Meagher & Flom LLP as a sponsor for 
this exhibition. Thanks are due specifi cally to Stephan  Hutter, who has 
accompanied this ambitious project with great interest and strong 
 personal commitment from the outset.

Gas-Union GmbH also provided generous support for the exhibi-
tion, for which we are very grateful. Special thanks are due to Managing 
Directors Hugo Wierner and Arno Reintjes, whose commitment further 
underscores Frankfurt’s status as an important center of culture.

The Städel Museum is indebted to the Willy Robert Pitzer Stiftung 
and the Georg and Franziska Speyer’schen Hochschulstiftung for 
enabling us to realize the varied program of educational and commu-
nicative activities accompanying the exhibition in the quality and scope 
we had hoped to achieve. In addition to traditional educational off er-
ings, a number of innovative tools, including an exhibition app, off er 
visitors new dimensions in art education. I wish to express my heartfelt 
thanks for the support provided by the executive and advisory boards 
of the Willy Robert Pitzer Stiftung—represented by Helmut Häuser—
for the educational program for children and youth. Thanks go as well 
to the Georg and Franziska Speyer’schen Hochschulstiftung for funding 
support for the audio guide to the exhibition. Thanks are due in par-
ticular to the executive board of the foundation and its chairman, 
 Salomon Korn, as well as to the foundation’s management.

Thanks to the support provided by the museum cooperation pool 
of the City of Frankfurt am Main, we succeeded in accomplishing the 
reunifi cation of the panels of the Heller Altarpiece, which can now be 
presented to a broad public again for the fi rst time and which illumi-
nates a very important aspect of Dürer’s art. For that we are especially 
grateful to the City of Frankfurt and specifi cally to Lord Mayer Peter 
Feldmann and Cultural Aff airs Director Felix Semmelroth.

I am equally pleased with the renewed and inspiring cooperation 
with Alnatura, for which I thank its Managing Director Götz Rehn. The 
exhibition received additional support in the form of cooperative 
arrangements with the Süddeutsche Zeitung, Hit Radio FFH, and the 
Verkehrsgesellschaft Frankfurt am Main. Special thanks are due to 
these media partners, as well as to our mobility partner, Deutsche Bahn 
AG. I wish to thank Tourismus+Congress GmbH Frankfurt am Main for 
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their support and especially for the nationwide advertising campaign 
for the exhibition.

This exhibition is the product of close cooperation among all 
departments of the Städel Museum. I wish to thank all the members of 
staff  in Exhibition Organization, Conservation, the Technical Depart-
ment/Installation Crew, Exhibition Design, External Partners/Inter-
national Relations, the Education Department, Marketing, Graphic and 
Corporate Design, Press/PR, Sponsoring, Fundraising, Administration, 
the IT Department, Events, the Museum Shop, the Library, the Offi  ce 
of the Director, and Catalog Management for their equally impassioned 
and professional commitment.

We have Bach Dolder Architects of Darmstadt to thank for the 
appealing visual design of the exhibition. Stephan Zimmermann of 
Lightsolutions, Oberursel, placed the exhibited works in the right light. 
Prestel Verlag proved a reliable partner for the catalog project.

I am very grateful to the authors of the diverse and eminently 
 readable catalog essays: Katrin Dyballa, Erik Eising, Christian Feest, 
Karoline Feulner, Stephan Kemperdick, Hans Körner, Christof Metzger, 
Andrew Morrall, Ulrich Pfi sterer, Almut Pollmer-Schmidt, Jochen 

Sander, Johann Schulz, Jeff rey Chipps Smith, Jeroen Stumpel, and 
Berit Wagner. All of these authors were members of a team that 
devoted considerable concentration and energy to the task of realizing 
the concepts for the exhibition and the catalog. They were supported 
in reliable fashion by Adela Kutschke, Fabian Wolf, and Yannic Jäckel in 
the Old Masters Department.

The exhibition and catalog production was guided with great fore-
sight and creativity at all levels by Almut Pollmer-Schmidt, with addi-
tional assistance during the fi nal phase of work from Karoline  Feulner 
and Katrin Dyballa, assistant curators. I wish to express my  special 
thanks to them all. Right in the midst of things at all times—as exhibition 
curator—was Jochen Sander, whose years of research into the art of 
the age of Dürer now culminate in this exhibition project. I am tremen-
dously grateful to him for his equally thorough and inspiring contribu-
tion and his tireless enthusiasm.

MAX HOLLEIN
Director
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The Heller Altarpiece, fl anked by Grünewald’s fi xed wing panels, contin-
ued to draw the admiration of visitors to the Dominican church right 
up to the age of secularization in the early nineteenth century. By that 
time, however, the Coronation of the Virgin, which the artist himself 
considered such a masterpiece, had long since aroused the covetous 
designs of a great art collector. Maximilian I, duke of Bavaria, purchased 
the central panel for his own art collection as early as 1614, at the same 
time supplying the bereft Dominicans with a full-size copy to take its 
place done by Jobst Harrich of Nuremberg, an artist who specialized in 
copying the works of Dürer. While the original painting was tragically 
lost in a fi re at the Munich Residenz in 1729,6 Harrich’s copy, together 
with some of the wing panels, eventually found their way into the 
 Historisches Museum Frankfurt and the Städel Museum respectively. 
Two other paintings by Grünewald that had originally belonged to the 
fi xed wing panels fl anking Dürer’s altarpiece ended up in the collection 
of the Staatliche Kunsthalle Karlsruhe. One of the highlights of the 
 exhibition at the Städel is thus the reunited Heller Altarpiece, shown 
together with many of the studies that Dürer made in preparation for 
its centerpiece, the Coronation of the Virgin.

Yet Dürer’s ties to Frankfurt extended far beyond the installation of 
one of his greatest panel paintings there. It was probably while still a 
journeyman that Dürer fi rst visited the city and met local artists7 such 
as Martin Caldenbach, called Hess, whom Dürer singled out in 1509 in 
a letter to Heller as an artist of some erudition to whom he explicitly 
wished to be remembered.8 But nor were Dürer’s contacts with Frank-
furt confi ned to individual patrons and fellow artists. Famed for its 
trade fair, Frankfurt was an important sales market for works of art, 
and Dürer took full advantage of this, even if less with his paintings than 
with his prints. The 1498 publication of his illustrations of the Apoca-
lypse of St.   John (cat. nos.  3.1–3) had won him Europe-wide acclaim, 
with the result that his woodcuts and engravings, being a comparatively 
cheap and above all easily transportable vehicle of his artistic inventive-
ness, were very much in demand. Even if Dürer would later enlist vari-
ous middlemen to help him distribute his prints,9 in those fi rst few years 
of success following the publication of the Apocalypse it was above all 
his mother, Barbara (cf. cat. no.  4.1), and his wife, Agnes, who took 
charge of sales. While his mother peddled his work at the Nuremberg 

A lbrecht Dürer passed through Frankfurt on his way to the 
Netherlands in July 1520. Accompanied by his wife, Agnes, 

and their maid, Susanna Schlenck, he set off  from Nuremberg on 
12 July, in Bamberg embarking on the boat that would take them down 
the River Main to Frankfurt. The party arrived there on 20 July, and 
two days later set off  by boat for Mainz, whence they were to sail down 
the River Rhine to the Netherlands. The log that Dürer kept provides 
a detailed account of his expenses,1 but mentions the people he 
encountered and the places he visited in Frankfurt only by the by. 
Hence we know almost nothing about what the artist actually did 
 during that brief stopover—whether he did any sightseeing, for exam-
ple, or met other artists, business associates, acquaintances from 
humanist circles, or potential customers. What is not in doubt is that 
at least one of his most important patrons knew of his presence in the 
city: “Also Herr Jacob Heller gave me wine at the inn.”2 The reference 
here is to a wealthy Frankfurt merchant, who in 1507, being anxious 
about his own salvation and how he would be remembered, had com-
missioned Dürer to paint an altarpiece (cat. no.  8.1)3 to be installed in 
front of the altar of St.  Thomas Aquinas in Frankfurt’s Dominican 
church. After a considerable delay and some altercation over the price, 
Dürer had at last dispatched the desired retable to Frankfurt in 1509. 
Now, eleven years later, his erstwhile patron was honoring him in 
 traditional fashion, by having a pitcher of wine sent to Dürer at his 
lodgings.

Dürer, for his part, quite likely visited the Dominican church in order 
to inspect his work in situ, which Heller had in the meantime enlarged 
through the addition of two fi xed wing panels painted by Mathis 
Gothart Nithart, called Grünewald. When painting the central panel of 
the Heller Altarpiece, Dürer had wanted to “make something that not 
many men can equal,” he confi dently assured Heller in a letter dated 
28 August 1507.4 True to his word, he not only used expensive pig-
ments for his rendering of the Coronation of the Virgin, but he also 
invested a lot of time and eff ort—a whole year, in fact—in its execu-
tion.5 More preparatory drawings have survived for this painting 
(cf. cat. nos.  8.2 –10, fi g.  51) than for almost any other by the artist, and 
they all serve as vivid proof of the exceptional care and attention to 
detail  lavished on this particular panel.

—  JOCHEN SANDER  —

Dürer in Frankfurt
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fair,10 we know from the letters that Dürer wrote to his friend Willibald 
Pirckheimer from Venice in 1506 that Agnes Dürer regularly took his 
prints to the Easter and Autumn Fairs in Frankfurt.11 So she at least 
presumably knew the city quite well when she visited it again in 1520.

Agnes Dürer seems not to have attended the Easter Fair in 1520, 
however. As the humanist Johannes Cochlaeus reported to Pirckheimer 
in a letter from Frankfurt dated 5 April 1520,12 prints by Dürer were 
harder to come by at that event than the works of one “Lucas von 
 Holland.” This is a reference to Lucas van Leyden, a major painter and 
engraver in his own right, who also copied numerous prints by Dürer, 
which he then furnished with his own monogram and sold under his 
own name.13 Dürer, incidentally, was to meet van Leyden in person dur-
ing his stay in Antwerp in 1520 (cf. cat. no.  14.2).14 He also knew Coch-
laeus, who before being appointed dean of the Liebfrauenstift in Frank-
furt in 1518 /19 had been rector of the Latin school in Nuremberg. Not 
surprisingly, therefore, Cochlaeus asks to be remembered to Dürer in 
the aforementioned letter; he also describes how he and an alderman 
of Frankfurt—in fact the senior burgomaster, Philipp Fürstenberger—
had apparently discussed Dürer at some length while admiring his 
St.   Jerome in His Study (cat. no.  10.2) and Melencolia I (cat. no.  10.3) 
together, Cochlaeus having presumably just purchased those two 
 Meisterstiche at the fair. Exactly what Fürstenberger and Cochlaeus had 
to say about the two engravings is regrettably not recorded.15

The marketing of Dürer’s works and dissemination of his ideas, by 
no means least via the Frankfurt trade fair, are powerful testimony to 
Dürer’s prowess as an astute businessman,16 canny enough to know his 
own worth. On completing the Heller Altarpiece in 1509, he wrote his 
patron a letter complaining bitterly of the paltriness of his fee relative 
to the time invested in the work and his own high standing as an artist. 
“No one shall ever compel me to paint a picture again with so much 
labour,” he writes of his Coronation of the Virgin. “Of ordinary pictures 
I will in a year paint a pile which no one would believe it possible for 
one man to do in the time. But very careful nicety does not pay. So 
henceforth I shall stick to my engraving, and had I done so before I 
should to-day have been a richer man by 1000 [guilders].”17 For all the 
kudos to be reaped—at least among art lovers and fellow artists—from 
a tour de force of a painting like his Coronation of the Virgin, the fi nan-
cial rewards were meager compared to those to be had from woodcuts 
and engravings.

No discussion of Dürer in Frankfurt would be complete without 
consideration of the large body of works that was amassed in the city 
in the centuries following his death, thanks in part to the zeal of its 
private collectors and even more so to the proactive eff orts of its 
museums. For Frankfurt takes pride in being home not just to the 
Heller Altarpiece from the Dominican church, but also to an impressive 
selection of Dürer’s paintings, drawings, prints, and printed books. 
While the Städel Museum inevitably tops the list of the city’s holdings, 
other Frankfurt institutions such as the aforementioned Historisches 
Museum, the Museum of Applied Arts, and the J.  C.    Senckenberg Uni-
versity Library also possess a number of works, some of them scarcely 
known, on which this exhibition was able to draw.18

As the Historisches Museum Frankfurt is currently having a new 
wing added at the Römerberg, only part of its permanent collection is 
presently on show in the historical buildings neighboring the new com-
plex on the banks of the River Main.19 The panels of the Heller Altar-
piece held by the Historisches Museum were thus removed from view 
some time ago and are destined to remain in the vaults until the mod-
ernization work has been completed and the museum reopens in 2016. 

Making a virtue of a necessity, the Städel Museum proposed an exhibi-
tion that would not only reassemble the Heller Altarpiece in its entirety, 
but also allow it to be presented alongside some of the many drawings 
made in preparation for the Coronation of the Virgin, which in turn 
provide an insight into Dürer’s working method that is as impressive as 
it is instructive.

The panels of the Heller Altarpiece—having at various points in its 
history been split and sawn apart, with the result that they are now 
scattered among three diff erent collections—are reassembled here in 
a reconstruction of the retable that enables visitors to understand its 
original function. But even the famous drawings done on tinted paper 
in preparation for the central panel (cat. nos.  8.2 –10) are easier to 
make sense of when viewed alongside the reconstructed altarpiece. 
Scarcely anyone marveling at the Drapery Study for the Figure of Christ 
from the Louvre in Paris (cat. no.  8.8, detail on p.  14) or the Feet of an 
Apostle from the Museum Boijmans Van Beuningen in Rotterdam (cat. 
no.  8.10) in isolation would know that both works were preparatory 
studies for the relevant motifs on the central panel of the Heller Altar-
piece, and fewer still would know this to be true of the famous Praying 
Hands from the Albertina in Vienna (fi g.  51)—a work long since com-
promised by the infl ationary use of cheap reproductions to adorn 
death notices and tombstones.

It was this desire to shed light on not just the artistic, but also the 
functional context of the Heller Altarpiece itself and the preparatory 
drawings made for it that set in motion the Frankfurt-based Dürer 
 project that would eventually culminate in this exhibition and catalog.20 
Any in-depth study of this retable is bound to entail not just a consid-
eration of the panels painted by Dürer and Grünewald, but also the 
scrutiny of one of the largest bodies of drawings that Dürer ever pro-
duced in preparation for a single painting; and since Harrich’s copy of 
the Coronation of the Virgin is all that remains of the central panel, the 
inclusion of that work in our reconstruction also provides an insight 
into copying practices around 1600.

The concept underlying the Frankfurt exhibition as a whole takes 
account of the many diff erent approaches that can be taken to the 
Heller Altarpiece and that are actually demanded by the content. For 
all its concentration on the extraordinarily rich and varied works of 
Dürer himself, as demonstrated not just by Frankfurt’s own impressive 
holdings, but also by a number of superb works kindly loaned to us by 
museums and collectors both in Germany and abroad, the exhibition 
also sets out to understand the achievement of the most important 
and infl uential Renaissance artist north of the Alps from the point of 
view of his place in art history. Visitors, in other words, will be invited 
to see Dürer as his contemporaries must have seen him, too.

Hailed by fellow humanists as the “new Apelles” even during his own 
lifetime—an accolade that placed him on a par with the greatest of all 
the great artists of antiquity—Dürer has never suff ered neglect, still 
less oblivion. Unlike countless other German artists of the Late Middle 
Ages and early modern era, he did not have to be rediscovered in the 
nineteenth century; on the contrary, for the nationalistically minded art 
historians and critics of the nineteenth century, Dürer was already the 
German artist par excellence. Being endowed with both creativity and 
commercial savvy, Dürer himself was exceptionally successful at using 
mass-circulation prints to make his motifs known throughout Europe. 
Thus, by the nineteenth century at the very latest, his works had been 
reproduced on such a scale that many of them were already deeply 
rooted in the collective memory—the aforementioned Praying Hands 
(fi g.  51) being but one example of this among many. So what exactly 
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was it that made Dürer’s works so special and so innovative? And why 
do they continue to fascinate so many of those who set eyes on them 
even today?

The Frankfurt exhibition attempts to answer these questions by 
embedding Dürer’s works in their historical context and juxtaposing 
them with comparable works by his contemporaries. The eff ect of this 
fi rm focus on what was technically and artistically possible in Dürer’s 
day is to render visible, with exceptional immediacy, what made Dürer’s 
achievement so exceptional and what induced even his coevals to 
admire and collect his works. By setting in motion a dialogue, as it 
were, between Dürer and his German, Netherlandish, and Italian coun-
terparts, the exhibition reveals just how sensitively Dürer responded to 
and even appropriated the artistic accomplishments of his immediate 
predecessors and contemporaries; what this interaction also demon-
strates is Dürer’s role as an inspiration and model for others to follow. 
So while both catalog and exhibition essentially follow the chronology 
of the works themselves and with it the artist’s own biography, most 
of the individual chapters are thematic in character and hence chrono-
logically inclusive. Only in this way could the sheer variety of themes 
that Dürer was preoccupied with in the course of his career, some of 
them his whole life long, be accorded the weight it deserves.

By the time he was apprenticed to the painter Michael Wolgemut 
of Nuremberg, Dürer had already received some training as a goldsmith 
in his father’s workshop. His childhood familiarity with goldsmithing 
techniques, especially the art of incising, doubtless goes some way 
toward explaining his lifelong mastery of a range of printmaking tech-
niques, in particular intaglio, copperplate engraving, and iron etching. 
While Karoline Feulner sheds more light on the connections to be 
made here in her essay “Tradition and Innovation: Dürer’s Goldsmith 
Training as a Foundation for His Printing Activity,” the silver Pax from 
the Historisches Museum Basel (cat. no.  1.1)—originating from the 
Schongauer circle—provides impressive proof of the kind of cross-
fertilization that took place between the related arts of goldsmithing 
and printmaking. The Passion scenes on the Pax board, most likely the 
work of one of Martin Schongauer’s two brothers, Georg or Paul, are 
meticulous copies of earlier engravings by Martin Schongauer himself 
(cat. nos.  1.2 –3). But if the goldsmith worked on the basis of prints, so 
the Pax itself made a perfectly serviceable printing plate, as was dem-
onstrated in the early nineteenth century, when prints were made from 
it that diff er only marginally from the “real” engravings by Schongauer 
(fi g.  5).

Katrin Dyballa’s essay “Dürer’s Early Years: Training and Travels” 
summarizes the latest research fi ndings on Dürer’s apprenticeship in 
Wolgemut’s workshop, the formative infl uence of the prints by Martin 
Schongauer or the “Master of the Housebook” to which the young 
Dürer must have had access, and his travels as a journeyman painter, 
which took him to the Middle and Upper Rhine. Schongauer’s exquisite 
Madonna in the Window panel (cat. no.  2.2) and Study with Peonies 
(cat. no.  2.3), both from the J.    Paul Getty Museum in Los Angeles, 
aff ord us a glimpse of what made the young Dürer so determined to 
include a visit to Schongauer in his itinerary. Schongauer having already 
died by the time Dürer arrived in Colmar, however, he did not linger 
but traveled on to Basel in hopes of receiving illustration commissions 
from the city’s many book publishers (which after all is what drew 
Hans  Holbein the Younger to the city half a generation later). That the 
draft illustrations of the comedies of Terence from Basel’s Kupfer-
stichkabinett have repeatedly been discussed as early works by Dürer 
is thus not surprising. Shown here in its entirety for the fi rst time (cat. 

nos.  2.20 A – U), the series of illustrations for Terence’s Self-Tormentor 
enables us to appreciate the skillfulness of the artist’s narrative method 
in its larger context; it also aff ords us some interesting insights into late 
fi fteenth-century workshop practice, to the extent that almost all the 
blocks are “scored” only, meaning drawn but neither properly cut nor 
printed. The virtuosity evinced by the Basel illustrations of Terence is 
all the more striking when they are viewed alongside the woodcuts 
dating from more or less the same period and adorning editions of 
Terence published in Ulm and Strasbourg (cat. nos.  2.21–22), which 
look crude and formulaic by comparison.

Loath to rely solely on the skills—or want of them—of a profes-
sional block-cutter to translate his artistic and aesthetic ideas into a 
woodcut, Dürer probably decided that for his extra-large Apocalypse 
of St.   John, published in 1498 (cat. nos.  3.1–3), he would cut all the 
blocks himself. The technical and artistic advancement of the woodcut 
as an artistic medium with which Dürer can undoubtedly be credited is 
the subject of Hans Körner’s “Albrecht Dürer. The Apelles of Black 
Lines.” Visitors to the exhibition have only to compare the Apocalypse 
sequence with the illustrations of the aforementioned editions of 
 Terence from Ulm and Strasbourg, or even with some of the artistically 
more ambitious woodcuts published by Anton Koberger of Nuremberg 
(cat. nos.  3.4 –5), to see that Dürer outshone them all. Yet what the 
Apocalypse also shows is Dürer’s exceptional sensitivity to contempo-
rary ways of seeing. Thus the passages from the biblical account of the 
Apocalypse printed opposite the woodcuts follow the conventions of 
late Gothic book design literally down to the letter, to the extent that 
enough space is left at the beginning of each paragraph for an initial to 
be painted in by hand after printing. But it was not just texts that called 
for the addition of color, or so Dürer’s contemporaries must have felt; 
even the woodcuts themselves were frequently colored in the tradi-
tional manner. Whereas before Dürer this last step would have consti-
tuted a gain, the coloring of Dürer’s woodcuts was bound to lag behind 
the quality of the prints themselves, as can be seen from a comparison 
of the uncolored Apocalypse from the Berlin Kupferstichkabinett (cat. 
no.  3.2) and an old-colored copy from the Sächsische Landesbibliothek 
– Staats- und Universitätsbibliothek Dresden (cat. no.  3.3).21

The earliest known works by the young Dürer to have survived 
include several portraits. Likenesses of others, and even more so his 
drawn and painted portraits of himself (cf. cat. nos.  2.24, 13.3), were 
a welcome opportunity to explore not just his own self-image, but also 
of man generally through the medium of art. Unlike his narrative panel 
paintings, the time-consuming and labor-intensive production of which, 
whether sacred or secular, Dürer for the most part delegated to his 
assistants following his second trip to Italy, portrait drawings, paint-
ings, and prints remained a core task incumbent on the master himself, 
as Stephan Kemperdick explains in his essay “‘Rendered According to 
My Own Image’: Portraits and Self-Portraits.” The Portrait of the 
 Artist’s Mother (cat. no.  4.1), an early work from Nuremberg, is crucial 
to Kemperdick’s argument. That this particular painting originally 
formed one half of a diptych whose other half was the Portrait of the 
Artist’s Father (fi g.  20), now in the Uffi  zi in Florence, is proven beyond 
doubt by the works’ shared provenance and verso painting. Equally 
impossible to overlook, however, are the stylistic and technical diff er-
ences between the two works, the traditional explanation for which is 
that the more archaic-looking portrait of Dürer’s mother was painted 
fi rst. As a precocious wunderkind anxious to develop his already prodi-
gious talents, so the argument goes, Dürer then proceeded to paint his 
father in a rather more mature style. The fi ndings of the technical 
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 analysis of the two paintings 
undertaken in preparation for 
the Early Dürer exhibition in 
Nuremberg, however, cast doubt 
on this view of the paintings.22 
While both works have a dark, 
monochrome background, the 
Portrait of the Artist’s Father was 
found to have a drawing of a win-
dowed corner of a room hidden 
underneath the paint, leading 
Dagmar Hirschfelder to conclude 
that the young Dürer had painted 
his father fi rst and his mother 
second, applying the same dark 
background to her portrait as 
had already been used in the for-
mer work. The diff erences in 
style, argues Hirschfelder, stem 
from Dürer’s decision to paint his mother in the rather less nuanced 
idiom generally reserved for female saints—although there are no com-
parable works to support this hypothesis.

Kemperdick’s solution to this problem, published here for the fi rst 
time, is as surprising as it is simple. According to him, the diptych is in 
fact a joint eff ort by Albrecht Dürer the Younger and Albrecht Dürer the 
Elder. While as a work of the young Dürer, the Portrait of the  Artist’s 
Mother bears all the telltale characteristics of a product of Wolgemut’s 
workshop, which the artist had just passed through, the Portrait of the 
Artist’s Father attests to a knowledge of Netherlandish models that pre-
sumably was acquired when Dürer the Elder visited the Low Countries 
as a journeyman. Especially striking are the similarities between the 
painted Portrait of the Artist’s Father and the silverpoint Self-Portrait of 
Albrecht Dürer the Elder (fi gs.  18, 22) in the Albertina in Vienna.

If this perception of the painting in Florence as a self-portrait of 
Albrecht Dürer the Elder is indeed correct, it would shed an interesting 
light on another panel painting that has proved notoriously diffi  cult to 
pin down within Albrecht Dürer’s artistic development. As easy as it is 
to fi nd a place in his oeuvre for the saints on the wings of the Dresden 
Altarpiece (fi g.  1), accounting for the Adoration of the Christ Child on 
the central image has proved remarkably diffi  cult. Its stylistic peculiari-
ties and unmistakably Netherlandish-inspired iconography have led 
 several scholars, among them the Dürer expert Fedja Anzelewsky, to 
attribute it to one “Master Jhan,” an artist known to have been active 
at the court of Dresden in the fourteen-nineties.23 Bearing in mind 
Kemperdick’s attribution of the painting in Florence to Albrecht Dürer 
the Elder, however, the question to be asked here is whether the Dres-
den Adoration of the Child might not likewise be a work of Dürer’s 
father. The characteristic hardness of the drawing, the teasing out of 
individual forms to accentuate volume and plasticity, the restrained 
coolness of the palette, the subdued mood of the piece, and the strik-
ing parallels with Netherlandish art—these are all points in common 
that in our view speak for the same authorship. Removing the Portrait 
of the Artist’s Father from the list of panel paintings done by the young 
Dürer would have the advantage of rendering the development appar-
ent in the surviving works more plausible. It is precisely the parallels 
that Anzelewsky has drawn with the confi rmed early Portrait of the 
Artist’s Mother that make the attribution of The Finding of a Drowned 
Boy from Bregenz (cat. no.  2.18) to the young Dürer—also made for 

the fi rst time by Anzelewsky— so 
convincing.

In her essay “From All Sides: 
Man and Measurement in Dürer’s 
Work,” Almut Pollmer-Schmidt 
addresses a lifelong preoccupa-
tion of Dürer’s that is of crucial 
importance to an understanding 
of both the theoretical and prac-
tical aspects of his art. Dürer’s 
ideal notions for depictions of 
the human body grew out of his 
ongoing engagement with Italian 
art and Italian artists and art the-
orists, who for their part drew 
heavily on Vitruvius and the 
Ancients. Relying fi rst on geom-
etry and later, increasingly, on 
arithmetical fundamentals, Dürer 

calculated what he believed to be perfect proportions for male, female, 
and infant bodies. The Dresden Sketchbook (cat. no.  5.21 and fi g.  2), 
whose numerous drawings and studies in proportion paved the way for 
the artist’s Four Books on Human Proportions (cat. no.  5.22), which 
were published only posthumously, are impressive testimony to his 
grappling with the subject over a period of many years. Having been 
seriously damaged by water in the latter days of the Second World War, 
the Dresden Sketchbook was for many decades beyond the reach of 
most scholars. Now that the manuscript has been painstakingly 
restored, however, it can for the fi rst time be presented to the public 
in the broader Dürer context, supplemented with related drawings 
from Bremen, Hamburg, and London (cat. nos.  5.19 –20, 5.23). The 
exhibition, moreover, features a media station that visitors can use to 
leaf through the Dresden Sketchbook in its entirety.24 Among the many 
ideas contained in the Dresden Sketchbook is one for an articulated 
fi gure that would translate the artist’s ideal proportions into three 
dimensions. Drawing on Dürer’s specifi cations, presumably those con-
tained in his Theory of Proportions of 1528 (cf. cat. no.  5.22), an anon-
ymous artist thought to have been active in Passau and known only as 
“Master IP” lent concrete shape to Dürer’s vision by creating the pair 
of articulated fi gures from Leipzig and Hamburg (cat. nos.  5.24 –25) 
shown here.

Dürer’s preoccupation with Italian art, too, was another lifelong 
issue for the artist. He caught his fi rst glimpse of Italian prints, notably 
those of Andrea Mantegna (cf. cat. no.  6.7, fi g.  88), while still in Nurem-
berg, and might even have set eyes on small-scale Italian sculptures 
(cf. cat. no.  5.10) and perhaps even a painting, given how popular such 
pieces were as Kunstkammer collectibles among Nuremberg’s mer-
chants and humanists. Dürer’s fi rst journey to Italy, probably undertaken 
in the years 1494/95, was recently called into question on the grounds 
that none of the famous landscape watercolors produced in that period 
(cat. nos.  6.2 –3) shows a landscape south of the Alpine region.25 But as 
Jörg Robert plausibly argues, at least some of the aforementioned land-
scapes could have been intended as models for the Germania illustrata, 
a work by the humanist Conrad Celtis that was never seen through to 
completion.26 That being the case, Dürer’s decision not to paint any 
landscapes other than those for which he had a commission in the 
course of a journey that would take him as far as Venice would not be 
so surprising. Those works that have survived, such as the Frankfurt 

Fig.  1   Albrecht Dürer the Elder (?; central panel) and Albrecht Dürer (wing panels), 

 Dresden Altarpiece, Dresden, Staatliche Kunstsammlungen Dresden, 

Gemäldegalerie Alte Meister
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drawing of a Woman from Nuremberg and Woman from Venice (cat. 
no.  6.4), suggest that Dürer was indeed in Venice in the mid-fourteen-
nineties. Presumably it was there that he fi rst met Jacopo de’ Barbari, 
who is thought to have aroused his intense interest in the Italian art of 
perspective and proportion; at the time of their meeting, de’ Barbari 
himself would have been working on a portrait of Fra’ Luca Pacioli, one 
of the greatest Italian mathematicians and perspective theorists of the 
age (cat. no.  6.11). Dürer and de’ Barbari subsequently began to 
exchange ideas, entering into an artistic rivalry that was to intensify fol-
lowing the Italian’s decision to settle in Germany after 1500. On Dürer’s 
second visit to Italy, which is not in dispute, he was welcomed in Venice 
as a well-known artist and as the author of prints—fi rst and foremost 
among them his Apocalypse of St.   John—that were greatly admired by 
his Italian counterparts. This is the subject of Andrew Morrall’s analysis 
in “Dürer and the Reception of His Art in Renaissance Venice.”

Commercially, too, the Apocalypse cycle was such a resounding 
success that Dürer was able to start expanding his workshop in Nurem-
berg, recruiting more and more young artists to work there, fi rst as 
journeymen, later as freelance assistants. Of these, the best known and 
artistically most profi cient were the “Three Hanses,” namely Hans 
 Baldung Grien (cat. nos.  7.5 – 6), Hans Schäufelin (cat. nos.  7.2 –3), and 
Hans Süß von Kulmbach (cf. cat. nos.  7.7– 8). After his second visit to 
Italy and perhaps even earlier, Dürer began delegating the actual paint-
ing of most of his commissions to his assistants, not least in order to 
have more time for his study of art theory. The works executed by his 
assistants, many of them on the basis of his own drawings, still counted 
as genuine “Dürers” at the time. But as Christof Metzger explains in his 
essay “‘From the renowned good masters’: Albrecht Dürer’s Work-
shop,” the complex interrelationships that grew out of this collabora-
tive way of working can make attribution very diffi  cult, especially in the 
case of a body of work like the Green Passion (cat. nos.  7.10 A – E).

In their essay “‘I will make something that not many men can equal.’ 
Dürer and the Heller Altarpiece,” Johann Schulz and the author explore 
the circumstances of the commission of the retable by Jakob Heller for 
the altar of St.  Thomas Aquinas in the Dominican church of Frankfurt 
(cat. nos.  8.1, 8.2 –10), along with its artistic genesis, its incorporation 
into the iconographic program and the liturgical disposition of the 
church as a whole, and the vicissitudes of its history.

Karoline Feulner’s “The Life of the Virgin: Marketed, Plagiarized, and 
Copyrighted” addresses the Europe-wide resonance of Dürer’s art, tak-
ing the cycle of woodcuts of the title, published as a book in 1511, as 
an example (cat. nos.  9.1 A –T, 9.2). Copies and paraphrases in wood-
cuts and engravings (cat. nos.  9.3 –7, 9.9  –11), some of them quite bra-
zenly furnished with Dürer’s monogram as a fake seal of quality, soon 
led to disputes between the artist and his counterfeiters and even to 
legal proceedings. What this account shows above all else is that Dürer 
was one of the most infl uential artists of the early sixteenth century, 
admired not just for the virtuosity with which he translated each of the 
traditional episodes in the Life of the Virgin into an exciting pictorial 
narrative, but also for his mastery of perspective and the precision with 
which each of his compositions was prepared. This skill, as exemplifi ed 
by the Presentation of Jesus at the Temple (cat. no.  9.1 M), in which 
Dürer greatly adds to the drama of the piece by viewing his architec-
tural stage set from below, so impressed Jean Pèlerin (sometimes 
known by his Latin name Johannes Viator), as one of the leading per-
spective theorists of the age, that he had the work copied—omitting 
all the fi gures (cat. no.  9.8)—as a textbook illustration for his De artifi -
ciali perspectiva.

In “Medium, Meaning, and Meisterstiche. An Essay on Dürer’s Art 
of Engraving,” Jeroen Stumpel attempts to reconstruct the possible 
content of the aforementioned discussion of Dürer’s Meisterstiche, 
conducted in 1520 between Johannes Cochlaeus and the senior burgo-
master of Frankfurt, Philipp Fürstenberger. The special care and techni-
cal profi ciency invested in the Meisterstiche must have played a central 
role here (cf. cat. nos.  10.1–3) and would have counted as conclusive 
proof of Dürer’s supreme artistry in contemporary discourse. Stumpel 
focuses both on the moralizing content of the Meisterstiche, which 
he regards as a signifi cant departure from most contemporary prints, 
and on the technical and iconographic inventiveness demonstrated 
by these key works. Indeed, the Meisterstiche coincide with a period 
of intense experimentation that saw Dürer trying his hand at tech-
niques such as iron etching (cat. nos.  10.4 –5, 10.7– 8) and drypoint 
(cat. no.  10.12), thus greatly broadening his scope for creativity. This 
development went hand in hand with an iconographic inventiveness 
(cat. nos.  10.8, 10.9  –10) that frequently stretches modern interpreters 
to the limit—as in the case of Melencolia I.

Dürer supplied drawings not just for his own assistants, who used 
them to produce paintings by the Dürer workshop; as was not uncom-
mon for an artist in those days, he also produced designs for glass 
painters, book illuminators, mural painters, sculptors, and goldsmiths, 
all of whom translated his designs into their own specifi c medium, as 
Berit Wagner explains in her essay “Through the Eyes of the Related 
Arts: Dürer as Designer.” Dürer’s prestige as Nuremberg’s most famous 

Fig.  2   Albrecht Dürer, Dresden Sketchbook, Dresden, Sächsische Landesbibliothek – 

Staats- und Universitätsbibliothek Dresden, sign. Mscr. Dresd. R 147 f, folio 143 recto 
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artist and as an intellectual familiar with humanist iconography made 
him an obvious choice for the painting of the murals that were to adorn 
the interior of Nuremberg town hall (cat. nos.  11.8 –9), even if the con-
tract in fact went elsewhere. A similarly high-profi le commission was 
the Dragon Chandelier that Anton Tucher ordered for the town hall’s 
regimental chamber. Dürer drew the design (cat. no.  11.10), while Veit 
Stoß executed the piece using reindeer antler, among other materials.

Almut Pollmer-Schmidt’s essay on “Conjoined Twins, a Monstrous 
Pig, and a Rhinoceros. Dürer’s Broadsheets” homes in on one specifi c 
aspect of popular visual culture in the early modern era. These broad-
sheets telling of spectacular deformities in both man and beast, bizarre 
natural phenomena, and exotic creatures shipped to Europe might eas-
ily be condemned as pure sensationalism by today’s viewers. What made 
them interesting to the public in Dürer’s day, however, was not just their 
rarity and unusual appearance. Visible deviations from the norm were 
thought to portend calamity, be it political, social, or religious in char-
acter. This explains both the speed with which broadsheets detailing 
such events and phenomena spread, and the eagerness with which they 
were purchased and read—a factor that must have aroused Dürer’s 
business instincts (cat. nos.  12.1, 12.4, 12.8). His Rhinoceros (cat. 
no.  12.8), for example, provided such an utterly plausible rendering of a 
creature the artist himself knew only from second-hand descriptions 
and mediocre drawings that his woodcut was to defi ne how most peo-
ple imagined this exotic creature for a long time to come.

Jeff rey Chipps Smith devotes his essay on “Dürer in the Service of 
Princes and the Emperor” not only to the artist’s work for Emperor 
Maximilian I, but also to his relations with Frederick the Wise, elector 
of Saxony, and Albert of Brandenburg, elector of Mainz. Dürer created 
one of the greatest woodcuts of all time in his Triumphal Arch of 
Emperor Maximilian I, a powerful propaganda tool designed by Dürer 
alone even if executed with the help of several other outstanding art-
ists. The Triumphal Arch on show in the exhibition comes from the 
Herzog Anton Ulrich-Museum in Braunschweig (cat. no.  13.7), having 
most likely been a diplomatic gift to the dukes of Brunswick-Lüneburg. 
In near mint condition, colored in remarkably fresh colors, and even 
gilded in places, it was recently restored and is exhibited here fully 
mounted for the fi rst time. Like its sheer size, the coloring and gilding 
of the work, which for all the restraint exercised greatly enhance its 
overall impact, recall the models that Maximilian as patron and Dürer 
as artist and craftsman must have had in mind when conceiving their 
Triumphal Arch, specifi cally the monumental tapestries made with col-
ored and gold fabric thread that were traditionally used for representa-
tive purposes and for vivid demonstrations of majesty in ceremonies at 
court. The use of paint and gilding to “ennoble” woodcuts recurs in 
Dürer’s portraits of Maximilian I (cat. nos.  13.9  –13). The likeness exe-
cuted during the emperor’s lifetime was reprinted several times follow-
ing his death, and, like the Triumphal Arch, was put to good use as 
imperial propaganda.

Erik Eising’s essay “Both Business and Pleasure. Dürer’s Journey to 
the Netherlands” describes the background to this important trip of 
1520 –21. If Dürer had met with the admiration and esteem of fellow 
artists and patrons during his second journey to Italy, his stay in the 
Netherlands was nothing short of triumphal. Now an internationally 
acclaimed artist, he was treated accordingly and received several por-
trait commissions (cf. cat. no.  14.10). His panel painting of St.   Jerome 
in His Study, which was painted in Antwerp and now hangs in Lisbon 
(cat. no.  14.1), was both admired and widely imitated by Netherlandish 
painters such as Lucas van Leyden and Joos van Cleve (cat. nos.  14.2 –3). 

But Dürer, too, was impressed by what he saw, as is evident from the 
drawings (cat. nos.  14.12 –17) he made in preparation for a planned 
Passion sequence in the form of landscape-format woodcuts.

During his stay in the Netherlands, Dürer visited Brussels and there 
saw some of the costly and exotic-looking gifts sent to Emperor 
Charles V by the Aztec ruler Moctezuma. Dürer’s awed response to 
these gold treasures, which before long would be lost forever in 
the smelting furnaces, is the subject of Christian Feest’s essay “From 
 Calicut to America: Albrecht Dürer and the ‘wondrous artifi cial things’ 
from the ‘new golden land.’” The fascination of these alien-looking, 
technically virtuosic gold objects, and of various other items from the 
New World, whose fi ring of Dürer’s imagination as an artist is refl ected 
in some of his own works, too—as had previously been the case with 
the Prayer Book of Emperor Maximilian I (fi g.  85)—is vividly conveyed 
in the exhibition by the two lavishly embellished weapons and various 
Mesoamerican ornaments made of precious metal and semiprecious 
stones, most of them retrieved from fairly recent excavations of burial 
sites.

Even if Dürer began his inquiry into questions of art theory rela-
tively early on in his career,27 his fi ndings and conclusions were not 
published until the end of his life (cat. nos.  6.12, 5.22) and in some 
cases only posthumously. The larger European framework in which the 
artist was operating is described by Ulrich Pfi sterer in the chapter enti-
tled “Dürer in Discourse: Art Theories around 1500 and the Paths They 
Took North and South of the Alps.” Thanks to the many appraisals of 
his work written by fellow humanists even during his lifetime, the artist 
certainly did not have to worry about his place in the history books. 
Besides, the works themselves and especially the prints furnished with 
his monogram as logo did their part to propagate and perpetuate the 
Dürer “brand.” Yet Dürer still felt the need to have his own likeness 
immortalized in the form of portrait medallions (cat. nos.  16.2, 16.5 – 8), 
works that once again underscore his claim to have outgrown his ori-
gins in the craft milieu and acquired the status of a scholarly humanist 
capable of discoursing as an equal with some of the greatest thinkers 
of the age.

Perhaps one of the most impressive and without a doubt most 
moving examples of Albrecht Dürer’s art and extraordinary imaginative 
powers to be included in our exhibition is a deceptively unspectacular-
looking pen-and-ink drawing from the Ashmolean Museum in Oxford. 
The Siamese Twins of Ertingen (cat. no.  12.4) shows a pair of conjoined 
twins born on 20 July 1512 both from the front and from behind. In 
both cases, Elspett and Margrett—as the two little girls conjoined just 
below the hip were christened—appear to be tenderly embracing with 
their heads inclined toward the other as if engrossed in conversation. 
Even the burden of the two trunks that have to be supported by one 
pair of legs is refl ected in the girls’ contrapposto-like gait. But as much 
as the drawing might seem to have been informed by studies from life, 
the fact is that Dürer never actually saw the girls himself. His knowledge 
of them was based instead on the numerous broadsheets about them 
then circulating (cf. cat. no.  12.5), at least some of which must have 
been available in Nuremberg. The children’s happy disposition toward 
each other and their reciprocated embrace—this was all information 
that Dürer had gleaned from the broadsheets. The illustrations con-
tained were but crudely drawn aff airs, although they did at least give 
Dürer something to go on. That the fi nished drawing should evince an 
immediacy and a vitality that even today’s viewers fi nd impossible to 
resist is thanks solely to the imaginative powers and virtuoso drafts-
manship of the artist who created it.
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 1 His outlays on arriving in Frankfurt, for example, are recorded as follows: 

“… and I spent 6 white-pfennigs and 1½ Hellers […] and I spent 6 white- 

pfennigs at night.” Rupprich, I, p.  149; Conway 1958, p.  94. On his journey 

to the Netherlands in general, see also below, pp.  332 –37.

 2 Rupprich, I, p.  149; Conway 1958, p.  94. Dürer was wined and dined by 

 admirers and well-wishers on several occasions in the course of his trip.

 3 See below, pp.  218 – 23. Around 1500, Dürer had painted a small triptych for 

Heller’s own individual devotions. The three panels consisted of bust portraits 

of Heller and his wife and between them the countenance of Christ himself 

wearing a crown of thorns, only a drawn copy of which has survived; cf. 

An  zelewsky, pp.  174  –75, no.  69V.

 4 Rupprich, I, p.  64; Conway 1958, p.  64.

 5 In his letter to Heller of 24 July 1509, Dürer claims that the ultramarine alone 

cost him 25 guilders and reminds Heller that he spent a whole year working 

on the central panel; cf. Rupprich, I, p.  71.

 6 According to another source, the panel was lost in a fire at the Residenz as 

early as 1674; cf. Anzelewsky, p.  228.

 7 See also pp.  36 –39.

 8 Rupprich, I, pp.  69, 73. Martin Hess, called Caldenbach, made extensive use 

of Dürer’s prints in his paintings. The two men cannot have met in person 

when Dürer visited Frankfurt in 1520, however, as Caldenbach had died two 

years earlier; cf. cat. Frankfurt 2005, pp.  142 –71; Schedl 2009, pp.  131– 64, 

and Schedl 2012, pp.  223 – 43.

 9 Rupprich, I, p.  244, cf. also Wagner 2013.

10 Rupprich, I, pp.  42, 49.

11 Rupprich, I, p.  42, p.  46 with note 9, p.  49 with note 23. That Dürer’s interest 

in Frankfurt as a market extended far beyond the sales opportunities pre-

sented by the trade fair is evident from a letter written in Venice on 8 March 

1506, in which he assures his friend Willibald Pirckheimer of Nuremberg that 

the pearls and gems that Pirckheimer had apparently asked him to look out 

for were in fact more expensive in Venice than in Frankfurt; cf. Rupprich, I, 

pp.  47– 48.

12 Rupprich, I, p.  265. I would like to thank Berit Wagner, Frankfurt, for pointing 

this out to me.

13 On Lucas van Leyden as a painter and printmaker, cf. The New Hollstein/Filedt 

Kok 1996; exh. cat. Leiden 2011.

14 See below pp.  332 –37.

15 Here, too, see below, pp.  250 –57.

16 Dürer als Unternehmer is the programmatic title of a book by Schmid 

2003.

17 Rupprich, I, p.  72; Conway 1958, p.  70.

18 Thanks to the donation in the mid-19th century by Städel administrator 

 Cornill d’Orville, Frankfurt University Library is now in possession of a large 

number of prints by Dürer, including several of the cycles that he published 

as books (see cat. nos.  3.6 –7).

19 Cf. exh. cat. Frankfurt 2012.

20 The study of the Heller Altarpiece and of the other works intended for altars 

in the Dominican church in Frankfurt, incidentally, was conducted as part of 

a research project on “Medieval Retables in Hesse” undertaken by the art 

 history institutes of the University of Marburg (Ulrich Schütte), Frankfurt 

(Jochen Sander), and Osnabrück (Klaus Niehr), together with the Deutsches 

Dokumentationszentrum für Kunstgeschichte – Bildarchiv Foto Marburg 

(Christian Bracht, Hubert Locher) with the support of the German Research 

Council (DFG). In the course of this project, the Frankfurt-based team was 

able to examine most of the paintings, among them the panels of the Heller 

Altarpiece, with the OSIRIS A1 infrared camera belonging to Frankfurt 

University’s Art History Institute in order to learn more about their artistic 

genesis and the history of their subsequent use.

21 Not surprisingly, Dürer decided to dispense with coloring altogether for the 

second edition of his Apocalypse, which he published himself in 1513, and 

which he presented, together with the other “great books,” to Georg Beheim, 

provost of the Church of St.    Lorenz in Nuremberg. It is this second edition 

that is now housed in the library of the archives of the Lutheran Church of 

Bavaria; cf. exh. cat. Nuremberg 2012, p.  437, no.  121. By contrast, the copy 

of the Apocalypse now housed in the Houghton Library, Harvard University, 

Cambridge, Mass., is a good example of just how effective sensitively done 

coloring could be, even in Dürer’s day; cf. http://nrs.harvard.edu/urn-3:FHCL. 

HOUGH:6666282 (retrieved: August 23, 2013).

22 Hirschfelder 2012, pp.  102 – 06, 271.

23 Anzelewsky, pp.  26 –29, 140 – 41, nos.  39 – 40.

24 The Sächsische Landesbibliothek – Staats- und Universitätsbibliothek Dresden 

is currently preparing a web-based presentation of the Dresden Sketchbook 

that in future will be accessible online.

25 Cf. esp. exh. cat. Nuremberg 2012.

26 Robert 2012.

27 See also the essay by Almut Pollmer-Schmidt, pp.  120 –25, and cat. nos.  5.1–25.
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cal fundamentals he would presumably never have attained the techni-
cal perfection of his engravings.7

In an engraving, the depiction is engraved (“gestochen”) with a 
 burin—in mirror image—into a thin copper plate. This makes it possible 
to draw extremely fi ne lines, which can suggest various textures and 
surfaces by means of a wide variety of hatchings and cross-hatchings 
and groups of lines. The darkest parts of the motif are created by very 
dense structures; if the fi nished image is to have white parts, these por-
tions of the plate are left unworked. To make the print (engraving is an 
intaglio technique), ink is rubbed over the copper plate and then “wiped 
off ” the surface so that it remains only in the engraved lines. As a result 
of the high pressure of the press, the ink is absorbed into the paper.8

Dürer profi ted considerably from the productive environment of 
excellent craftsmen and businessmen off ered by Nuremberg, the largest 
German center of goldsmithing and weapons production.9 But in 
 contrast to book printers or painters, Nuremberg had no tradition of 
copperplate engravers. Hans Schmuttermayer was the only artist who 
could have off ered the young Dürer the possibility of gleaning practical 
experience in the technique.10 Dürer may have gotten additional stimu-
li on his journeyman’s travels (pp.  36 –39) and by means of prints he 
knew and had studied in detail (cat. nos.  2.6 –7). This is attested to by 
the use of motifs such as the striking devil in The Knight, Death, and 
the Devil (cat. no.  10.1), which seems to have been borrowed from an 
engraving by the Franconian “Master LCz,” or by paraphrases of indi-
vidual sheets such as Schongauer’s Death of the Virgin, which  Dürer 
quoted in his Life of the Virgin (pp.  234 –39).11

But also in terms of technique, he copied the hatchings of the 
 models and attempted to correct them (fi gs.  3 – 4). In doing so he de-
veloped his own complex cross-hatchings, which were used to generate 
more contrast or a more  dynamic and plastic modeling. This craftsman-
ship in the use of the burin culminated in the “master engravings” (cat. 
nos.  10.1–3). In these engravings, Dürer succeeded in reproducing a 
great variety of textures, in characterizing various plant and nature 
studies, animal furs, soft fabric, and materials such as wood and stone 
down to the fi nest detail. Through extremely fi ne gradations of gray, 
Dürer also mastered the challenge of evoking various lighting situations, 
even including an image at night. His  graphic works display his excep-

D ürer noted in his family chronicle: “Und da ich nun seüberlich 
arbeiten kund [im Goldschmiedehandwerk], trug mich mein 
lust mehr zu der mallerei dan zum goltschmidwerckh. Daß 

hielt ich mein vatter für. Aber er was nit woll zu frieden, dann jhn reuet 
die verlorne zeit, die ich mit goltschmid lehr hete zugebracht. Doch ließ 
er mirs nach …” (But when I could work neatly my liking drew me rath-
er to painting than to goldsmith’s work, so I laid it before my father; but 
he was not well pleased, regretting the time lost while I had been learn-
ing to be a goldsmith. Still he let it be as I wished …).1 But his training as 
a goldsmith in his father’s workshop in Nuremberg,2 which he discon-
tinued of his own accord in order to switch to the painter Michael 
Wolgemut, was anything but “time lost,” as his father had complained. 
The training had, after all, taught him the basics of working with impor-
tant tools such as the burin. This phase must thus be considered the 
beginning of his artistic career. But it also off ered him the prerequisites 
for his own graphic production, which would largely establish his fame 
due to its technical excellence, its innovative use of established themes, 
and its clever  marketing.

The art of goldsmithing had a long tradition in his family. The father 
of Albrecht Dürer the Elder, Anthoni, had also practiced the same trade 
with great success in his hometown of Ajtós, in Hungary.3 The emboss-
ing, casting, and gilding of noble metals were among the skills the young 
Dürer learned early on; but even more importantly, the drawing and 
sketching of designs would prove extraordinarily useful for his future 
career. He must have also learned the technique of engraving lines and 
points into the metal surface with the burin.4 Only a few decades ear-
lier, around 1430, the printing technique of engraving had developed 
from these goldsmith’s engravings. The fi rst engravers active in the 
second half of the fi fteenth century on the Upper and Middle Rhine, 
such as Martin Schongauer,5 the “Master E. S.,” and Israhel van Mecke-
nem—evidence places the latter in Westphalia—had also learned the 
art of the goldsmith.6

Essential for the time-consuming working of metal plates were not 
only great precision and concentration—corrections are scarcely pos-
sible—but a sure hand with the gouge-like burin. Dürer ’s training 
 imparted these skills to him in large measure; one can suspect that as 
a child he had already helped his father engrave. Without these techni-
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Tradition and Innovation: 
Dürer’s Goldsmith Training 

as a Foundation 
for His Printing Activity



24

tional ambition of learning from predecessors’ 
examples, but then of constantly continuing— 
autodidactically—to  develop and thus perfect 
these thematically and technically through a great deal of practice. Since 
no one else could wield the burin as he could, he must have engraved 
his copper plates himself.

Even if no goldsmith works executed by Dürer himself have come 
down to us, his connection to the craft is always present in his work.12 
The viewer of his paintings discovers elaborate gold vessels rendered 
in detail, as in his painting of the Adoration of the Magi13 or the mag-
nifi cent pear-shaped goblet held out by Nemesis as a reward (cat. 
no.  1.8). There are also variations on double goblets, as well as covered 
goblets drawn to scale, intended as working designs for goldsmiths.14 
Some of these designs were presumably intended for his younger 
 brother Endres, who worked in the craft. It is these exacting designs in 
particular that reveal Dürer’s complete familiarity with the possibilities 
and technique of the craft. Various designs for engraved goldsmith 
works, such as Dürer’s ornamental design for the foot of a monstrance, 
which the executing goldsmith could use as a direct working model, 
also demonstrate this familiarity.15 Numerous other drawings attest to 
Dürer’s activities as a designer of jewelry (cat. no.  1.6), table fountains 
(cat. no.  1.7), and clasps for book covers.

Dürer was always open to new ideas and developments—perhaps 
one of the reasons why, at the height of his fame as a painter and graph-
ic artist, he turned to the technique of etching. This new method devel-
oped from the etching processes used by armorers and specialized mak-
ers of plate armor (“plattner”), who had used etching since the early 

sixteenth century to decorate armor and weap-
ons with coats of arms and ornaments. Copies 
were presumably made on paper in order to 

preserve the pattern as a model.16 An etching can be produced much 
more quickly than an engraving. In a manner similar to drawing, the art-
ist scratches the representation into an acid-resistant ground with an 
etching needle. In the subsequent acid bath (nitric acid or iron chloride), 
the acid “bites” only into the places where the ground has been scratched 
away, leaving lines sunk into the metal plate.17 This eliminates the time-
consuming engraving of the plate. But a graphic artist requires extensive 
experience in this technique as well; for example, to know how long to 
leave the metal plate in the acid bath. Only six etchings by Dürer are 
known (cat. nos.  10.4, 10.7– 8). Since, at the time, no mordants that 
could bite into copper had yet been discovered, Dürer worked with iron 
plates, which had the distinct disadvantage that they quickly rusted. This 
resulted in holes, spots, or even cracks in the printed image. An addi-
tional shortcoming of the technique was that only a small number of 
high-quality prints could be pulled; since the image was not etched as 
deeply into the plate, it wore out much more quickly from the pressure 
of the printing process. Even if Dürer soon rejected the idea of iron 
etching, the experiment illustrates his great knowledge of metalworking. 
Dürer’s experimentation with the expressive possibilities of etching 
complemented his interest in exploring other avenues in terms of subject 
matter as well, thus reinterpreting traditional themes.

Dürer’s success was not based on his extraordinary artistic talent 
and his curiosity alone, but also on the family and artistic environment 
that imparted important fundamentals to him. He recognized early on 

Fig.  3   Martin Schongauer, The Arrest of Christ (detail): 

Malchus in the foreground (detail of cat. no.  1.3)
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 8 Sonnabend 2007– 08, p.  15.

 9 For a detailed consideration, see Gulden 2012, pp.  29 –38; Schmid 2003, p.  45.

10 Schmitt 2012, p.  167.

11 See “Master LCz’s” The Temptation of Christ, ca. 1490, engraving (Lehrs 2); 

Martin Schongauer (Lehrs 16).

12 The reference to his having embossed a cup with the Seven Sufferings of 

Christ must also remain speculative, see the Valckenborch-Inventar, ca.  1615, 

exh. cat. Nuremberg 2012, p.  538.

13 Florence, Galleria degli Uffizi (Anzelewsky, pp.  188 – 89, no.  82).

14 Double Goblet, Vienna, Albertina (Strauss, no.  1526/12), see also Strauss, 

no.  1526/13 and no.  1526/14.

15 As instructions to the artist executing the work, Dürer has written next to 

one of the ornaments “Do mach welchs Kopfle du wilt” (“make whichever 

head you like”) and sketched an alternative, Two Ornamental Designs for the 

Foot of a Monstrance, London, The British Museum (Strauss, no.  1517/25). 

Schongauer, too, prepared designs for goldsmiths. He reproduced these in 

the form of engravings, see Crosier, (Lehrs 105) and Censer, (Lehrs 106).

16 Designs for pieces of armor, blades of swords, and dagger sheaths can also be 

found in Dürer’s work. There are no known etchings in Dürer’s hand based on 

these designs. See Design for a Pasgarde, Vienna, Albertina (Strauss, 

no.  1517/4); Design for a Helmet Visor, Albertina (Strauss, no.  1517/3); Cere-

monial Sword from the Crown Jewels of the Holy Roman Empire, Nuremberg, 

Germanisches Nationalmuseum (Strauss, no.  1510/8); Saddle Decoration, 

New York, The Pierpont Morgan Library & Museum (Strauss, no.  1517/5). 

See also the designs Strauss, no.  1517/7 and no.  1517/6. On the history and 

technique of etching, see Röver-Kann 2008, pp.  11–12.

17 Landau & Parshall 1994, pp.  27–28, 328 –29; Röver-Kann 2008, pp.  9 –11.

the potential of the new medium of printing and gave precedence to it 
and painting over the established art of the goldsmith. Nonetheless, 
without his contacts to the goldsmith’s art, Dürer would not have 
 become the fi rst graphic artist to work with such great success not only 
in woodcut, but also in engraving and etching.

 1 Rupprich, I, pp.  30 –31; Conway, 1958, p.  35.

 2 “… and [my father] taught me the goldsmith’s craft.” Rupprich, I, p.  30; Con-

way 1958, p.  35. His training with Albrecht Dürer the Elder (1427 –1502) 

is presumed to have begun between 1481 and 1484. It is unclear when he 

 discontinued the training. Schmid presumes that this was in 1486, when he 

began his apprenticeship as a painter, the date of which is known. See most 

recently exh. cat. Nuremberg 2012, p.  537, and Schmid 2003, p.  49.

 3 Dürer’s father-in-law was the respected Nuremberg goldsmith Hieronymus 

Holper. His nephew Niclas Dürer (Niclas Unger) also practiced this craft and 

had trained with Albrecht Dürer the Elder, Rupprich, I, p.  28.

 4 Fritz 1966, pp.  9, 385.

 5 Schongauer too came from a family of goldsmiths. His father, Caspar, and 

three of his brothers practiced this trade. He also began training as a gold-

smith in his father’s workshop, probably around 1450 (but by 1460 at the 

latest), Kemperdick 2004, pp.  22 –23.

 6 On the development of engraving and the first generation of artists, see 

Landau & Parshall 1994, pp.  46 – 63.

 7 Fritz 1966, p.  385.

Fig.  4   Albrecht Dürer, The Arrest of Christ (Engraved Passion, 3), engraving, 

Frankfurt am Main, Städel Museum
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A gilded setting with a braid-like pattern unites 
two silver disks into a small medal. The con-
vex disks feature engraved images based on 
two engravings by Martin Schongauer. These 
are the two Passion representations Christ 
on the Mount of Olives and The Arrest of 
Christ, which, rendered somewhat smaller 
and adapted to the round format, are copied 
from the originals with great detail and preci-
sion. They depict the moment before and after 
the kiss of Judas, for which Schongauer had 
devised emotional compositions very distinct 
in character. The scenes make reference by 
analogy to the liturgical context of the pax tab-
let (or osculatory), which was used by the laity 
during the bestowing of the “kiss of peace.” 
Because they thematize Judas’s betrayal of 
Christ—prodding the viewer, as it were, to 
examine his conscience and reflect on his 

relationship with Christ—the representations 
served as a warning against a casual passing 
on of the ritual kiss.

The Basel pax tablet is not only an out-
standing example of late medieval goldsmith 
work along the Upper Rhine, but it also dem-
onstrates the close technical relationship 
between the engraving done by goldsmiths and 
the art of engraving, which developed from 
the former. Conversely, in this case, two prints 
served as models for the elaborate decoration 
of the pax tablet.

As early as 1585/87, the collector Basilius 
Amerbach noted in his inventory that the cap-
sule had been “engraved by Martin Schön” 
(von “Martin Schön gestochen”). But there 
are no grounds to support the attribution to 
engraver and painter Martin Schongauer, who, 
as the son of and probably also apprentice to 

a goldsmith, knew the craft well. Instead, the 
medal is presumed to have originated in the 
circle of his family, his brothers Georg and 
Paul, who carried on the trade of their father.1

Just how highly the rare pax tablet was 
esteemed is indicated by the impressions made 
during the fi rst half of the nineteenth century, 
which were given to the Graphische Sammlung 
by the print specialist and former director of 
the Städel, Johann David Passavant (fi g.  5). KF

1 On the two brothers, see Kemperdick 2004, 

pp.  14, 22–23.
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CIRCLE OF MARTIN SCHONGAUER (GEORG OR PAUL SCHONGAUER?)

PAX TABLET ca.  1490/1500, engraved silver, gilded setting, diameter 11.8  cm, height 12.7  cm (with ball), 

silver plates diameter 10.8  cm, Basel, Historisches Museum Basel, inv. no.  1878.42

MARTIN SCHONGAUER

CHRIST ON THE MOUNT OF OLIVES ca.  1480, engraving, 164  x 114  mm, Frankfurt am Main, Städel Museum, Graphische Sammlung, inv. no. 53367

THE ARREST OF CHRIST ca.  1480, engraving, 166  x 115  mm, Frankfurt am Main, Städel Museum, Graphische Sammlung, inv. no. 33712

Fig.  5   Christ on the Mount of Olives, 

impression of the Basel pax tablet, 19th century, 

Frankfurt am Main, Städel Museum
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in 1519.4 The extremely popular goblets also 
seemed ideally suited to satisfy the needs of 
Nuremberg’s upper class for social display. KF

1 Exh. cat. New York & Nuremberg 1986, p.  223.

2 Six Goblets, Dresden, Sächsische Landesbiblio-

thek – Staats- und Universitätsbibliothek Dresden 

(Strauss, no.  1499/6).

3 See also Dürer’s Design for a Double Goblet, 

Vienna, Albertina (Strauss, no.  1526/12).

4 Albrecht Dürer’s wife, Agnes, also attended this 

ceremony. Scheurl’s son and grandson later also 

presented this goblet as a gift at their own wed-

dings, Rupprich, I, p.  248.

Literature

1.4 Kohlhaussen 1968, p.  331; Hoyer 1999, no.  13. 

1.5 Kohlhaussen 1968, p.  322.

an aspiring master by Nuremberg goldsmiths.1 
Dürer never completed his goldsmith training 
but his designs for Six Goblets,2 for example, 
demonstrate not only his knowledge of the 
craft, but also his deliberations on the design 
of a covered goblet. Four of the six drawings 
on this sheet from the Dresden sketchbook 
(cat. no.  5.21) are double goblets. The designs 
show his attempt to translate the goblets’ tra-
ditional late Gothic formal language into the 
new aesthetic of the Renaissance.3

These precious, generally silver-gilt vessels 
were used in patrician households. In addition 
to the offi  cial drink during special occasions, 
they were primarily used for ritual acts of 
drinking, such as at weddings. The double gob-
let from Karlsruhe, for example, bears a dedi-
cation inscription by the Nuremberg human-
ist Christoph Scheurl, who gave the goblet to 
his wife, Katherine Futrer, as a wedding gift 

Many such bossed double goblets presumably 
also originated in the goldsmith’s workshop of 
Albrecht Dürer’s father. This late Gothic goblet 
type was developed in Nuremberg, the center 
of German goldsmith artistry at the time. Each 
of the two magnifi cent goblets consists of two 
identically fashioned vessels placed one atop 
the other. Both feature a seven-lobed foot, 
from which extends a shaft with trunk-like 
grooves and a ring of leaves. The shaft bears 
a large cup with numerous bosses. Interlaced 
Gothic tendrils are engraved along each of the 
beakers’ visible rims. On the Karlsruhe cup, 
these ornaments are also richly decorated, 
for example with birds and hunters.

Even into the seventeenth century, one 
half of a goblet—a columbine cup—was one 
of the three qualifying objects demanded of 

—  1.4 1.5  —

NUREMBERG GOLDSMITH

DOUBLE GOBLET WITH THE LEIPZIG CITY COAT OF ARMS ON EACH FOOT ca.  1500, silver gilt, 

overall height 44.6  cm, diameter 16  cm, Leipzig, GRASSI Museum für Angewandte Kunst Leipzig, acquired in 1875 as part of the Leipzig council treasury inv. no. V414 a, b

DOUBLE GOBLET WITH A DEDICATION INSCRIPTION BY CHRISTOPH SCHEURL 1519, 

silver, partially gilded, overall height 48  cm, diameter 14  cm, inscribed: “CHRISTOPHORVS SCHEWRL IV DOCTOR VXORI KATHERINE FVTRERIN 

DONAVIT 20 AVGVSTI ANO 1519”, Karlsruhe, Badisches Landesmuseum Karlsruhe, inv. no. BLM 64/51
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her family’s patron saint.4 The possible com-
mission, the date of the Benson painting 
(ca.  1520/30), and the parallels between the 
composition on the right and Dürer’s nine rep-
resentations of Christopher (fi g.  76) point to 
a date of around 1520/21. KF

1 On Benson, see exh. cat. Bruges 1998, pp.  142−57.

2 Even if this is not a portrait or crypto-portrait 

of Margaret, Benson must have known the Dürer 

drawing. Dagmar Eichberger questions the identi-

fication. Nor is a pendant of this type docu-

mented in Margaret’s jewelry inventory. On 

Margaret’s art collection, see Eichberger 2002, 

p.  392. On the strategic uses of her portrait, see 

Eichberger 2000.

3 In addition to meetings with painters, Dürer notes 

several meetings with goldsmiths in the diary of 

his journey to the Netherlands. This connection 

would argue for the designs having been exe-

cuted. The diaries also mention sketches that 

Dürer prepared for craftsmen; see Rupprich, I, 

pp.  154 –55, 173 (the visit to Margaret).

4 On Maximilian I and St. George, see exh. cat. 

Vienna 2012 –13, p.  354.

Literature

Strauss, no.  1517/30; exh. cat. Nuremberg 1971, 

pp.  36 –37; cat. Hamburg 2007, p.  150.

everything down to the smallest detail. The 
two medallions are depicted so precisely that 
they could easily serve as working designs for 
actual execution. The representation of the 
pendant with George the dragon slayer in the 
portrait Young Woman in Orison Reading a 
Book of Hours by Ambrosius Benson (fi g.  6),1 
who was active in Bruges from 1518, is the 
only evidence that any of Dürer’s designs were 
actually executed by a goldsmith. The sitter 
may be Margaret of Austria,2 the daughter of 
Maximilian I, whom Dürer saw in August of 
1520 in Brussels and in June of 1521 in Mech-
eln (see p.  334).3 It is thus by no means unlikely 
that during this visit Dürer was given the com-
mission by Margaret for a pendant depicting 

The proud dragon slayer raises his sword 
to strike the fatal blow against the monster. 
Dürer’s detailed design drawing for two pieces 
of jewelry shows, on the left, the mounted 
St. George doing battle against evil. The scene 
is encircled by leafy vines fi tted out with two 
eyelets. To the right, Dürer has sketched 
St. Christopher, who carries upon his shoulders 
the Christ Child, a symbol for all the suff ering 
of the world. Designed as a pendant, the giant 
is framed by two balusters and a scroll bearing 
his Latin name.

Whether a pendant for jewelry, a golden 
goblet (see p.  28), clasps for a book cover, a 
table fountain (cat. no.  1.7), or decorations for 
armor and weaponry, Dürer sought to describe 

—  1.6  —

ALBRECHT DÜRER

ST. GEORGE AND ST. CHRISTOPHER 1520/21 (?), pen in black ink, 74  x 116  mm, monogrammed and labeled: 

“AD” and “SANCTVS CRISTOFERVS”, Hamburg, Hamburger Kunsthalle, Kupferstichkabinett, inv. no. 23003

Fig.  6   Ambrosius Benson, Young Woman in Orison 

 Reading a Book of Hours (detail), Paris, Musée du Louvre
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1 Compare the Nuremberg Gänsemännchen or 

 Geeseman Fountain by Hans Peisser (design) and 

Pankraz Labenwolf (casting) of around 1550, 

exh. cat. New York & Nuremberg 1986, p.  425, 

no. 234. Compare Dürer’s Peasant with Goose 

as a Fountain Figure, Vienna, Kunsthistorisches 

Museum (Strauss, no.  1499/5).

2 See, generally, Psalm 42:2 – 3.

3 Design for a Gothic Table Fountain, London, The 

British Museum (Strauss, no.  1499/1), addresses 

the same theme. The chamois can also be found 

in Adam and Eve (cat. no.  5.16), quoting an engra-

ving by “Master LCz.” The chamois could suppos-

edly differentiate between good and evil, “Master 

LCz,” The Temptation of Christ, before 1480, 

engraving (Lehrs 2); see Schmitt 2012, p.  166.

4 According to Johann Neudörfer, 1547; see also 

Lochner/Neudörfer 1875, p.  117. Two fountain 

designs have been attributed to Hans Frey; see 

cat. Erlangen 2009, pp.  277– 82, nos. 96, 97.

Literature

Strauss, no.  1499/3; Kohlhaussen 1968, pp.  260  – 61; 

exh. cat. Nuremberg 1971, p.  376, no. 692; exh. cat. 

New York & Nuremberg 1986, p.  282, no.  113; Wie-

welhove 2002, pp.  64 – 69, 108.

Dürer presumably created the drawing for 
his father-in-law, Hans Frey, who worked as 
a coppersmith and fountain designer.4 Table 
fountains like this one are fi rst documented at 
the Burgundian court. But the splendid center-
pieces, generally executed in silver, were also 
discovered by the Nuremberg patricians, who 
used them for their festivities. Dürer composed 
the pictorial program against the background 
of the contemporary fear of a threat to Chris-
tendom by the infi dels. KF

Lavish decoration and an intimate familiarity 
with the craft meet in a perfect symbiosis in 
this pen drawing. A variety of animals and two 
people populate a rock. A Turkish archer sets 
his sights upon a fl eeing stag and a hermit is 
seated in a niche. Growing out of this scene 
are three intertwined vines, which bear a bowl 
surrounded by tendrils. Two adversaries—a 
lansquenet and an Oriental fi gure—present 
another vessel. Crowning the work is a “gän-
semännchen” (geeseman). The representation 
of this fi gure is based on a Nuremberg leg-
end according to which a peasant was moved 
to mercy by the shrieking of the geese and 
resolved to no longer sell them at the market.1 
As idyllic as the scene appears to be, in fact 
it warns of the threat to Christendom by the 
infi dels. Since Christian iconography tradition-
ally identifi ed the stag as the soul longing for 
God, thus symbolizing all of Christianity, the 
hunting scene may be interpreted as the pur-
suit or persecution of good by evil.2 The stag, 
like the ascetic, is strengthened by the water 
off ered by the fountain, which symbolizes the 
“true faith.” This gives them the strength to 
fend off  the danger represented by the Turks 
or the evil symbolized by the snake.3

—  1.7  —

ALBRECHT DÜRER

DESIGN FOR A TABLE FOUNTAIN ca.  1500, pen in brown ink, with watercolor in green, pink, and brown, 301  x 193  mm, 

labeled in a different hand: “1509” and monogrammed, Oxford, The Ashmolean Museum, inv. no. WA1938.25
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gradations in tonal value, Dürer emphatically 
demonstrates his mastery of the technique 
of engraving and at the same time sets new 
standards for it. KF

1 As identified in Giehlow 1902 and Panofsky 1962, 

pp.  13 –38.

2 Studien zur Nemesis, London, The British Museum 

(Strauss, no.  1502/25). No further preliminary 

studies that can be directly related to the sheet 

are known. Indirectly, the Wing of a Roller, Vienna, 

Albertina (Strauss, no.  1502/10), is  related to the 

goddess’s wings.

Literature

Schoch, Mende & Scherbaum, I, p.  95, no. 33; exh. 

cat. Vienna 2003, p.  250, no. 61; exh. cat. Bilbao & 

Frankfurt 2007– 08, p.  96, no. 40; exh. cat. Madrid 

2007– 08, p.  219, no. 42.

of synthesizing Italian infl uences with familiar 
pictorial traditions.

Dürer off ers a wealth of fascinating details 
in this large-format sheet, from the individual 
feathers of the wings to the tiny houses and 
people and the carefully stacked tree trunks. 
His nature studies are so precise that it is even 
possible to identify the veduta as the town of 
Klausen in the Eisack Valley in South Tyrol. As 
a preliminary study demonstrates,2 Dürer must 
have made numerous drawings in prepara-
tion for the engraving. The fi gure of Nemesis, 
constructed with a compass, also illustrates 
his interest in the proportions of the human 
body. This subject occupied him intensively 
from around 1500, inspired by his acquaintance 
with the Venetian artist Jacopo de’ Barbari 
(cat. nos.  5.4, 5.8, 5.11, 6.11, and pp.  120 –25). 
With the fi ne hatchings and cross-hatchings, 
the variety of structures, and the delicate 

Nemesis, the goddess of fate, holds ready 
a lavishly designed pear-shaped goblet as a 
reward. Reins and bridle, in contrast, await 
those who do not live in accordance with 
accepted ideas of law and morality. Taking up 
two thirds of the engraving and bearing mag-
nifi cent wings, the nude female fi gure stands 
upon a ball: ultimately, one never knows which 
way fate will turn. The sky is pristine. Stretch-
ing out beneath Nemesis is an idyllic Alpine 
panorama, with a village in the valley. The pan-
orama is a symbol of fate’s sphere of infl uence, 
which encompasses the entire world.

In his representation of Nemesis as a met-
aphor of fate, Dürer largely followed Angelo 
Poliziano’s poem Manto of 1482.1 The combi-
nation of this humanistic body of thought with 
the goddess of fortune, Fortuna, who carried 
similar meanings, demonstrates Dürer’s aim 

—  1.8  —

ALBRECHT DÜRER

NEMESIS, OR THE LARGE FORTUNE ca.  1501, engraving, 334  x  231  mm, monogrammed, 

Frankfurt am Main, Städel Museum, Graphische Sammlung, inv. no. 31391, state: 1 b (according to Schoch, Mende & Scherbaum)
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and took over the Nuremberg workshop, in which Pleydenwurff ’s son 
Wilhelm and presumably the Ulm artist Hans Schüchlin (cat. no.  2.1) 
continued to work for some time.5 Thus Dürer had access to a rich stock 
of models and patterns, which would also have included drawings based 
on works by Netherlandish masters. He learned from these, and as he 
later advised prospective painters: “… van guter Werkleut kunst erstlich 
viel abmachen, bis daß er ein freie Hand erlangt.” (He must copy much 
of the work of good artists until he attain a free hand.)6 Yet Dürer did 
not only “copy from,” he also collected drawings by other artists and 
inscribed them in his own hand. Among these were Hans Traut’s 
St.   Sebastian (cat. no.  5.5) and four drawings by Martin Schongauer of 
Colmar, one of which shows Christ as Teacher (fi g.  8).7 Whether Dürer 
saw drawings by Schongauer, who may have been in contact with 
 Pleydenwurff ’s workshop in Nuremberg himself,8 in Nuremberg remains 
unclear, yet he was certainly familiar with Schongauer’s engravings (cat. 
nos.  2.7, 2.9). That Dürer greatly admired the artist from Colmar (cat. 
nos.  2.2–3) is also evidenced by the fact that he felt an urgent need to 
visit “Schon Merten” (Martin Schongauer) in the course of his travels 
as a journeyman, on which his father had sent him from 1490 to 1494.9 
This we learn from Christoph Scheurl, a humanist and a friend and 
neighbor of Dürer’s (cf. cat. no.  1.5), who cites the following words 
reportedly written by Dürer: “… [als ich] in dem 92. Jar gen Colmar 
komen werr, do heten jhm Caspar und Paulus, goltschmid, vnd Ludwig, 
maler, der gleichen zu Basel Georg, goltschmid, all deß Schon Merten 
gebrüdere, gute gesellschaft gelaist. Aber von ihm den Schon Merten, 
hab ich nit allein gelernet, sonder auch inen all sein leben nie gesehen 
(jedoch zu sehen hochlich begert).”10 (… [when I] came to Colmar in 
the 92nd year, Caspar and Paulus, goldsmith, and Ludwig, painter, and 
Georg in Basel, goldsmith, all brothers of Martin Schongauer, provided 
him with good company. But from him alone, Martin the Beautiful, I did 
not learn, since I never met him in his lifetime (though I sincerely wished 
to see him.) Scheurl’s report is particularly signifi cant as it is the only 
reliable mention of Dürer’s years of travel as a journeyman. Thus it is 
worth taking a closer look at what it says and what it doesn’t. We learn 
nothing about the fi rst two years. Whether he spent time in the Middle 
Rhine region, perhaps with the circle associated with the painter and 
graphic artist known as the “Master of the Housebook” (cat. nos.  2.8, 

I t was on his own insistent urgings that the fi fteen-year-old Albrecht 
Dürer, having completed his apprenticeship as a goldsmith in his 

father’s workshop, began a period of training as a painter on 30 Novem-
ber 1486: “… und da man zehlt nach Christi geburth 1486 an St.   Endres 
tag, versprach mich mein vater in die lehr jahr zu Michael Wohlgemuth, 
drei jahr lang jhm zu dienen.” (… and in 1486 (reckoned from the birth 
of Christ) on S.   Andrew’s day […] my Father bound me apprentice to 
Michael Wolgemut, to serve him three years long.)1 To Albrecht’s father, 
it would have seemed only fi tting to send his son there, as Wolgemut 
was not only one of the most important painters in the city, but also 
lived and worked just four houses away at Burgstrasse 21. Dürer himself 
later admitted having felt more drawn to painting than to goldsmith 
work even during his fi rst apprenticeship.2 Further evidence is also pro-
vided by an early drawing by Albrecht, his Lady with a Falcon (fi g.  7), 
which he executed before commencing his training with Wolgemut and 
gave to a friend, as indicated in the accompanying note: “… hat mir 
albrecht Dürer gemacht e er zum maler kam in des Wolgemůts hus uff  
dem oberen boden in dem hindern hus …” (… this was done for me by 
Albrecht Dürer on the upper fl oor of the rear house before he became 
a painter at Wolgemut’s house …). It may have been a panel, today in 
Bamberg, by an artist associated with the Franconian painter Hans Pley-
denwurff 3 that served Dürer as a source for his own idea and which he 
then interpreted freely, merging the red-garbed fi gure viewed from the 
rear and that of the prophetess Sibylle into a single fi gure—an approach 
that would remain characteristic of his work.

What additional sources of inspiration could Dürer, who, though still 
young, was already well versed in many disciplines, have gained during 
his training under Michael Wolgemut, who received commissions for 
paintings, book illustrations, and glass paintings? In addition to acquiring 
practical skills, like the preparation of paint, and learning how to render 
objects and optical phenomena, such as the translucency of glass, 
refl ections, highlights, and shadows, Dürer developed a keen sensitivity 
to the world of nature and plants (cf. cat. no.  2.4) early on. It was Hans 
Pleydenwurff  above all, who by virtue of his familiarity with the paintings 
of artists from Cologne and the Netherlands, had generated new 
impulses in southern Germany.4 Dürer now came into more direct con-
tact with his works, for Wolgemut married Pleyenwurff ’s widow in 1473 

—  KATRIN DYBALLA  —

Dürer’s Early Years: 
Training and Travels
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2.10 –12, 2.14 –15), and whether he 
moved on from there and settled 
for a while in the Netherlands, as 
Karel van Mander was the fi rst to 
report, are matters of hypothetical 
speculation.11 We do know that 
Dürer never actually met with Mar-
tin Schongauer—as Schongauer 
died on 2 February 1491.12 Yet he surely studied the works Schongauer 
left behind and received drawings and prints from (cat. no.  2.3) his 
brothers in Colmar and Basel, who were also goldsmiths and painters, 
respectively (cat. no.  1.1). Similarly, thirty years later, during his trip to 
the Netherlands, he asked Margaret of Austria—in vain, as it turns out—
for the model books of her deceased court painter Jacopo de’ Barbari.13

As even Dürer’s earliest pieces clearly indicate, he did not merely 
copy his models but used them instead as starting points for his own 
works. That is evident in the example of his approach to works by 
Schongauer and the “Master of the Housebook.” Dürer’s depiction of 
the head of an old man with a beard is quite obviously based on an idea 
derived from Schongauer’s engraving of the Temptation of St.   Anthony 
(cat. nos.  2.6 –7), whereas his engraving of the Oriental Family (cat. 
no.  2.17) is essentially adapted from the corresponding drypoint by the 
“Master of the Housebook” (cat. no.  2.15). It remains entirely possible, 
however, that he acquired knowledge of those works indirectly—from 
engravings by other artists, such as Israhel van Meckenem. Their quite 
freely drawn drypoints—the works in which Dürer was primarily inter-
ested (cat. no.  10.12)—could be printed only in small  editions and were 
probably meant above all for courtly circles.14

The reconstruction of Dürer’s years of travel is characteristic of 
many artists’ biographies. A number of works are linked to certain 
places and certain years, so that an artist’s life and work complement 
each other, closing the circle, so to speak. The widely discussed work 
entitled The Finding of a Drowned Boy from Bregenz (cat. no.  2.18) is a 
good example. However, because such attributions are based on stylis-
tic criteria and circumstantial evidence, even those works attributed 
with certainty to Dürer (cat. no.  2.24) cannot be linked indisputably to 
certain places he visited during his four years of travel. A further diffi  -

culty that arises with respect to his stay 
in Basel is that the works in question are 
woodcuts for books, for which Dürer is 
believed to have acted as designer; in 
other words, the “handwriting” of the 
original artist is further transfi gured by 
the cut of the printing block and the sub-
sequent printing process. The title illus-

tration showing Hieronymus in the Library for the Epistolare beati 
Hieronymi (1492) is regarded as possibly the earliest woodcut by 
Dürer.15 Although this work is closer in resemblance to Nuremberg book 
illustrations than those from Basel, it was attributed to Dürer only on 
the strength of the inscription—“Albrecht Dürer von nörmergk” 
(Albrecht Dürer from Nuremberg)—on the reverse of the woodblock.16 
Supposedly inscribed by the artist himself, this signature also served as 
suffi  cient grounds for associating other works from Basel with Dürer. 
These include all of the book woodcuts for Geoff roy de la Tour Landry’s 
Ritter vom Turn (1493) and roughly 70 of the 114 illustrations for 
Sebastian Brant’s Ship of Fools (1494). The illustrations for the Come-
dies of Terence (ca.  1492/93, cat. nos.  2.19 –20) are also worthy of note 
in this context. They were created for a book project that was discon-
tinued before its completion, probably because of the outbreak of 
plague rather than the release of a competing edition in Lyon.17 This 
explains why most of the printing blocks were not cut and why the draw-
ings have survived only on the woodblocks. In view of the long-
prevailing assumption that Dürer had already been involved in the pro-
duction of Schedel’s Weltchronik (cat. no.  3.5) in Nuremberg, it seemed 
only logical to conclude that he also designed the woodcuts in Basel. 
Yet Dürer’s involvement in the production of the Chronicle, which was 
“decorated with fi gures in the workshop” 18 by Michael Wolgemut und 
Wilhelm Pleydenwurff , must be ruled out, since the preliminary work did 
not begin until after he had left Nuremberg and embarked on his travels 
in 1490.19 Still, Dürer most probably heard about the previously exe-
cuted Nuremberg woodcuts from his godfather, the publisher Anton 
Koberger, if not from others as well. We do not know how long Dürer 
remained in Basel, nor whether he was prompted to move on by the 
plague that ravaged the city in the winter of 1492/93.

Fig.  7   Albrecht Dürer, Lady with a Falcon, London, The British Museum
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In addition to Colmar and Basel, it 
appears relatively certain that Dürer 
also spent time in Strasbourg. The 
design for the woodcut of a canon 
page in a Missale Speciale (1493) fea-
turing the Crucifi xion of Christ is 
attributed to Dürer by connoisseur-
ship.20 Further evidence of his stay in 
Strasbourg is provided by an entry in Willibald Imhoff ’s collection 
inventory (1573), in which two small portraits (since lost) are described 
as follows: “Ein alter Man in ein Tefelein, ist zu Straspurg sein [Dürers] 
Meister gewest—auf Pergamen—Ein Weibs Pild auch ein Tefelein, Oli-
farb, so dazugehoeret. gemalt von im [Dürer] in Straspurg 1494.”21 (An 
old man in a small panel was his [Dürer’s] master in Strasbourg—on 
parchment—A portrait of a woman, also a small panel, in oil, belonging 
to it. Painted by him [Dürer] in Strasbourg in 1494.) It has been specu-
lated that the people in question were Peter Hemmel of Andlau and his 
wife.22 Hemmel worked as a panel and glass painter in a cooperative 
workshop in Strasbourg and had delivered a glass painting for the choir 
of St.   Lorenz in Nuremberg in the early 1480 s.23 Dürer, who had learned 
the technique of glass painting under Wolgemut, surely sought oppor-
tunities to visit painters’ and glazers’ workshops in Strasbourg as well.24 
He may also have seen hand drawings by the “Master of the Drapery 
Studies” there, as suggested by his abandonment of the strict line 
structures of Schongauer in favor of a freer drawing style and loosely 
distributed motif studies.25 Yet he was most probably also impressed 
by the highly expressive art of the “Master of the Karlsruhe Passion,” 
who worked in Strasbourg around 1450, and his successors (cat. 
no.  2.25).

Dürer’s desire to improve on his sources through his own pictorial 
inventions is already evident in Nuremberg, and his years of travel also 
bear the imprint of that striving. He was in search of perfection, which 
he hoped to fi nd through observation of nature and from leading mas-
ters in the arts of panel and glass painting, woodcut, and engraving. The 
Self-Portrait26 from Paris (1493), in which much of that comes together, 
may be interpreted as evidence of his keen sense of future possibilities 
as well as uncertainties.27

Fig.  8   Martin Schongauer, Christ as Teacher, London, The British Museum

 1 Rupprich, I, p.  31; Conway 1958, 

p.  35.

 2 Rupprich, I, p.  30.

 3 Augustus and the Tiburtine 

Sybil, Bamberg, Staatsgalerie. 

I wish to thank  Stephan Kem-

perdick for calling this to my 

attention.
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—  2.1  —

HANS PLEYDENWURFF AND WORKSHOP ARTIST (HANS SCHÜCHLIN)

THE MARTYRDOM OF ST.   BARBARA ca. 1465, 

coniferous wood covered with canvas, transferred to blockboard, 146  x  85.5  cm, Prague, Národní galerie v Praze, inv. no.  O 10106

The Martyrdom of St.   Barbara originated in 
the workshop of Hans Pleydenwurff , who 
lived and worked in Nuremberg from 1457 
until his death in 1472.1 The painting was 
presumably executed (on the basis of Pley-
denwurff ’s sketch) by Hans Schüchlin, who is 
believed to have been employed at Pleyden-
wurff ’s workshop around 1465 and later to 
have settled in Ulm.2

The format and composition of the work 
suggest that it most probably formed the 
left wing of an altarpiece. It features scenes 
from the legend surrounding the saint, inte-
grated within a varied “world landscape” in 
order to illustrate the universal signifi cance 
of the depicted events. On a plateau atop 
a cliff  on the upper left, the heathen King 
Dioskuros and his daughter Barbara inspect 
a tower under construction. In a second 
scene farther below, Barbara hides from 
her outraged father after her conversion to 
Christianity. While searching for his daughter, 
Dioskuros encounters two shepherds, one of 
whom reveals the location of her hiding place, 
whereupon his sheep are transformed into a 
swarm of locusts. Farther to the right, the 

enraged King Dioskuros is seen dragging his 
daughter away by the hair. Even after suff ering 
brutal mistreatment, Barbara refuses to deny 
her Christian faith, and her father responds 
by beheading her with his own sword in the 
presence of his pages and a judge accompa-
nied by his entourage. This fi nal scene in the 
martyrdom of St.   Barbara is presented sol-
emnly in the foreground, whereas her ascen-
sion to heaven is depicted in miniature above 
the head of the martyr, seen kneeling in the 
center of the scene.

Hans Pleydenwurff  is regarded as one of 
the most important exponents of early Neth-
erlandish art and its innovations in southern 
Germany.3 The rendering of the visual world 
refl ected in paintings like the work from 
Prague was, in its commitment to objectivity, 
new and unaccustomed.4 It seems quite likely 
that such real-looking landscapes and pre-
cise “portrayals” of plants and animals, which 
must have been based on drawn studies from 
nature (cf. cat. no.  2.3), signifi cantly height-
ened the young Dürer’s sensitivity to the man-
ifestations and eff ects of nature and the pos-
sibilities it off ered for artistic depiction (cf. 
cat. no.  2.4).5 Imitation of nature became a 
maxim of his art. Yet observation soon led to 
the desire for more thorough understanding 
and eff orts to achieve a more fundamental, 

indeed scientifi c grasp of objects and their 
structural manifestations. As explorations 
into the laws underlying human forms, Dürer’s 
studies in proportion were as much a part of 
this context as the convincing depiction of 
the astonishingly tactile characteristics of 
feathers, fur, and other materials. SR

1 See Roller 2001 for a detailed discussion of his 

panel.

2 Attributed to Schüchlin in Benesch 1930, p.  179. 

The association with Pleydenwurff was first iden-

tified in Roller 2001, pp.  26 –30; Suckale 2009, I, 

pp.  166  –73; II, pp.  167– 69, no.  52. On Schüchlin 

in Ulm, see Von Pfeil 1993.

3 Especially Suckale 2009.

4 On Franconian landscape painting before Dürer, 

see Suckale, I, 2009, pp.  361–92.

5 On the concepts of landscape and nature in the 

art of the young Dürer, see Hess 2012.
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