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New Yorkers are chauvinists; wherever in the world we are we say “The 
City” and mean our own. This is not without precedent; Constantinople was 
“The City” too, and its modern name is from the Greek for “to The City” 
— εἰς τὴν Πόλιν (eis tên Polin) — Istanbul. Cities tend to punch above their 
weight; say what you will about the pastoral, urbanism is more, well, electric. 

In putting together this catalogue of  our material relating to cities a tripar-
tite pattern of  modes emerged: for history, for strategy and for beauty. 
Naturally there are overlaps, and one might disagree about what belongs in 
which category, but the division helps to explain the depictions’ forms.

The first, history, is easy enough to understand: there is a natural urge to 
record the appearance of  cities. Against the backdrop of  the great ancient 
cities — Athens, Rome, Istanbul (called the “New Rome”) — the modern 
ones could stand out by documenting their extent, splendor and uniqueness. 
The catalogue begins with an exception to the rule: Hartmann Schedel’s 
Nuremberg Chronicle (1), which famously uses only a third or so as many 
wood-blocks as it had illustrations; the cities it chronicles are more or less 
interchangeable. Maps such as Valvassore’s Cita di Rodi depicting the Turkish 
bombardment of  Rhodes in 1522 (2), Vertue’s Civitas Londinum after Agas’ 
Tudor view of  London (3) and the Montigny portrait of  the holdings of  
Charles de Croÿ (4) chronicle a city at a fixed point; Brölmann’s Epideigma 
(8) tracks a city — Cologne — from its ancient form to his own day. The 
pinnacle of  this mode is surely Braun & Hogenberg’s decades-long project: 
Civitates orbis terrarum (here present in three examples: 5, 6, 7), which redeems 
the original sin of  Schedel and depicts cities around the world (well, mostly 
Europe) with the accuracy born of  native draughstmen.

The second, strategy, is a little harder. Depictions in this category tend to 
be proleptic; they anticipate or project change: Capitani da Sesto’s manuscript 
plans for remilitarizing the Valtelline in northern Italy after the 1626 Treaty 
of  Monzón (9), Vingboons’s painted view of  Mexico City (11) — the earliest 
surviving — that imagines it as a tranquil city by a lake rather than as a sea-
sonal floodplain, Pastorius’s organization of  Germantown from a collection 
of  settlements outside of  Philadelphia into a thriving hub of  immigrants 
from the Rhinelands (14), Lopez’s manuscript plan of  the refortification of  
Veracruz (19) that he would not live to see. These images conjure brighter 
— or at least optimized — urban futures, whether they are counterfactual 
or simply incomplete. Others record the past or present for specific ends: 
Tassin’s Plans des villes (10) used as a diplomatic gift with important political 
implications, Trellund’s manuscript map of  Prague (17) during the siege of  
1644 — recalling the Valvassore (2) but with an eye to rebuilding, Scull & 
Heap’s East Prospect of  Philadelphia (18) building its myth as the Athens of  the 

New World, Ratzer’s Plan of  the City of  New York (20) which is all but a battle 
map for the crucial military and commercial hub (there’s the chauvinism 
again). A chronological outlier is the final item in the list: a record of  Robert 
Moses’s Expanding New York Waterfront (30), somewhere between a boast and 
a hagiographic account of  The City’s power broker.

beauty is perhaps the most familiar mode in the era of  Google Maps and 
Instagram; urban iconography appeals not only to civic pride but also to the 
connoisseur’s eye. Beginning with Nardini’s Roma antica (12) — invoking, not 
accidentally, the Eternal City that was surfacing as Rome’s modern splen-
dor grew; excavation also provided Caracciolo’s illustrations of  the ruins 
of  Pompeii (21), here present in proof  — the sheer pleasure of  cities drove 
scholars and artists to chronicle them as never before. From Oxford — Log-
gan’s Oxonia illustrata (13), so often broken to hang on the walls of  common 
rooms — to Turgot’s ten-foot-wide bird’s-eye plan (15) of  a Paris now van-
ished to Revolution and Hausmann — to Ughi’s only slightly smaller plan 
of  Venice (16) and Muller’s Rialto Bridge (22) — the burgeoning cities of  the 
XVII and XVIIIc proved a beguiling subject.

Chauvinism must have the last word: New York, whose infinite variety 
animates our galleries, has proven irresistible. All the examples in this list 
are nostalgic: glimpses of  a city that changes faster than memory can log. 
Capewell’s Crystal Palace (23) captures a short-lived (1853–1858) exhibition 
hall in what is now Bryant Park that burnt to the ground. The great sweep-
ing views — Smith’s Brooklyn (24), Billing’s Panoramic View (25), Parsons & 
Atwater’s subtly-shifting visions of  the City of  New York in 1876 (27) and 
1884 (28) — will have changed in myriad subtle and obvious ways; so, too, 
will have views even of  iconic buildings, as with Bachmann’s 1859 view of  
City Hall. Perhaps most nostalgic of  all is the pair of  views of  Pennsylvania 
Station (29): a lithograph from the year of  its completion by McKim Mead & 
White (1910) and a gouache mock-up of  an Angelo Magnanti mural show-
ing the renovation of  the station (also by MMW in 1946), which stood in the 
station-master’s office until the destruction of  Penn Station in 1963, one of  
the city’s most lamented losses.

Cities — even eternal ones — change wildly over even small periods; the 
volatility of  humanity is magnified in them. These images invite slow look-
ing, which we see daily here in our Madison Avenue gallery. Hopefully this 
list — spanning some five centuries — yields an opportunity to pause and  
tocontemplate the dazzling expanse of  urban iconography.

J.L. Rosenberg (D.Phil, Oxon.)
Head of  Rare Books, Arader Galleries
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THE NUREMBERG CHRONICLE
THE ILLUSTRATED INCUNABLE PAR EXCELLENCE

Schedel, Hartmann. Liber chronicarum. Nuremberg: Anton Koberger for 
Sebald Schreyer and Sebastian Kammermeister, 12 July 1493. First edition.

Folio (16 5/8” x 11 13/16”, 422mm x 300mm): foll. [20] (wood-cut register-
title, blank, 38pp. register), I-CCLXIII (CCLVIIII-CCLXI blank except for 
headlines to recto and verso of  CCLVIIII and CCLXI), CCLXV-CCLXVI, 
CCLXVIII-CCXCVIIII [CCC], [5] (10pp. De Sarmacia). Foll. CCLXIIII 
and CCLXVII supplied in facsimile; lacking the final blank (or two) after 
De Sarmacia. With some 1809 woodcuts, integral to the text, by Michael 
Wolgemut, Wihelm Pleydenwurff  and almost certainly Albrecht Dürer. 

Bound in later dark mottled sheep (re-backed, with the original back-strip 
laid down), with a gilt fillet border. On the spine, six raised bands. Title 
(OPVS.CHRONIC./HANN.SCHEDEL.) gilt to red sheep in the second 
panel. Marbled end-papers.

Re-backed, with the original back-strip laid down. First two panels of  the 
backstrip split and coming up. Rubbed at the extremities. First free end-paper 
coming up. Initials (register–XV) and end-matter (CCXCI–end) mounted 
onto guards. Lacking leaves CCLXIIII and CCLXVII (supplied in facsimile) 
and the final blank (or two) after De Sarmacia. Leaf  CLXXXVIII with loss 
to the lower spine-corner, supplied in facsimile. Various repairs (including 
one in thread to the 18th preliminary leaf). Leaf  XCVIII slit horizontally. 
Leaf  CCXCVI soiled at the fore-edge. Generally quite a clean copy, with 
good margins (albeit some shaved head-lines). Scattered marginalia (one 
(CXVIIIr) dated to 1555), mostly in secretarial hand. Armorial ex-libris of  
the convent of  the Grands Augustins in Lyon and of  Lionel H. Pries to the 
front paste-down. Pries’s bibliographical cuttings pasted to the recto of  the 
initial binder’s blank (including a detailed typescript describing the present 
copy). Obliterated bookplate adjacent to the Grands Augustins ex-libris. 
Armorial bookplate of  a French count to the rear paste-down.

The Nuremberg Chronicle, known in German (and especially the German 
edition of  December 1493) as Schedelsche Weltchronik or by its Latin title, never 
stated outright but inferred from the register-title: REgistrum/ huius ope=/ris 
libri cro=/nicarum/ cu[m] figuris et ÿmagi[ni]=/bus ab inicio mu[n]di: (register of  
this work, a book of  chronicles with figures and images from the beginning 

of  the world), is second only to the Gutenberg bible in importance among 
incunables (books printed in the XVc).

Hartmann Schedel (1440–1514) is the historian who compiled the text of  
the Chronicae, but in some ways his was the least important role in the process 
of  the book. In the era of  printing’s infancy (incunabula means “swaddling-
clothes”), the printers and publishers (including investors) were often the 
more important agents in the creation of  a book. Schedel lived on the same 
street as nearly all of  his partners in the venture (now called Burgstrasse; 
Schedel was at no. 19): Anton Koberger (printer, no. 3), Sebald Schreyer 
(publisher, no. 9), Sebastian Kammermeister (or Kammermaister, publisher, 
no. 15), Michael Wolgemut (with his step-son Wilhelm Pleydenwurff, no. 
21; and his godson Albrecht Dürer, no. 27; illustrators). This extraordinary 
neighborhood of  book-producers came together to produce something that 
far surpassed the long-established genre of  chronicles to which it belongs. 
Two colophons give different accounts of  the work’s completion; we know 
that it was begun in December of  1491. The first colophon (fol. CCLXVIr) 
gives 5 June 1493 as the date of  completion. The second (fol. CCCv), which 
is fuller and gives the names of  the publishers, gives 12 July 1493.

Orthodox chronology, whose twin lights are Eusebius and St. Augustine, 
posits that there are seven ages of  the world, the first being Genesis and the 
seventh the Apocalypse. Since the fourth century, attempts were made to 
align the history of  the bible with modern history. The jubilee year of  1500 
was identified by some as the likely date of  the Apocalypse, which made 
the 1490’s an ideal time to complete a history of  the first six ages of  the 
world. Indeed, the three textless folia (CCLVIIII-CCLXI) are preceded by 
an explanation:

Cartas aliquas sine scriptura pro sexta etate deinceps 
relinquere convenit. iudicio posterior[um] q[ui] 
eme[n]dare addere. atq[ue] gesta principum & 
privatorum succedentium perscribere possunt. Non 
eni[m] omnia possumus omnes...
 
(CCLVIIIv)
It is appropriate to leave some pages in a 
row without text for the sixth age, at the 
discretion of  those hereafter who are able to 
add, correct, and to write out the deeds of  
princes and of  private men to come; since 
everyone cannot do everything…  
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The marvel of  the Nuremberg Chronicle is not its text, which largely copies 
and cobbles together extant chronicles. Rather, it is the link between the rich 
tradition of  illustrated and illuminated manuscripts and illustrated printed 
works, and the sophistication of  its integration of  text and image is both 
sublime and well-documented; the layout manuscript for the book survives 
in the Stadtbibliothek Nürnberg, and Schedel’s own copy of  the Chronicle 
with his comments and supplements is in the Bayerische Staatsbibliothek. 
(Adrian Wilson’s Making of  the Nuremberg Chronicle (Amsterdam: Nico Israel, 
1976) is an indispensable resource for the development of  the work.)

Ultimately, the lasting draw of  the Chronicle, of  which 1,205 copies survive 
according to the census in the Gesamtkatalog der Wiegendrucke, is its extraordinary 
woodcuts and their contribution to the overall layout. Pages vary quite widely: 
some are single wide columns, others two columns or combinations; still other 
pages or even openings are fully illustrated (including two two-page maps, 
one of  the world (Shirley 19) and one of  Europe). The cuts themselves vary 
widely in sophistication, from the almost modernist repeated cut of  locusts 
to detailed city-views (for which the Chronicle is perhaps most famous) and 
the tight repertory of  kings and queens, popes and popesses (Pope Joan on 
fol. CLXIXv is unmutilated; often zealous owners have scratched out her 
image or her description), which do not vary based on era or nationality.

The volume must have resided for a time in Germany, as some of  the marginal 
comments are in German, though most are in French. The unidentified 
armorial bookplate on the rear paste-down appears to be the oldest, and 
is likely French (d’or à trois pals de gueules, au chef  d’azur chargé de trois 
étoiles d’argent de 6 rais). The next point of  ownership is the convent of  the 
Grands Augustins in Lyon, established in 1301, whose library, especially of  
early material, was extremely fine but broken up in the time of  the Revolution. 
Lionel “Spike” Pries (1897–1968) was a Seattle-based architect who studied 
at U.C. Berkeley and then at the University of  Pennsylvania. Pries directed 
the Art Institute of  Seattle (now the Seattle Art Museum) 1931–1932.

BMC II, p. 437; BSB-Ink S-195; Gesamtkatalog der Wiegendrucke M40784; Hain 
(rev. Copinger), Repertorium bibliographicum II.2 *14508; Klebs, Incunabula 
scientifica et medica 889.1; ISTC no. is00307000; Sabin 77523; Shirley 19.

 $75,000.
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ONE OF TWO KNOWN EXAMPLES —
A CONTEMPORANEOUS VIEW OF  

THE OTTOMAN SIEGE OF RHODES

[Valvassore, Giovanni Andrea.] La cita di Rodi christia[n]isima col asedio del gra[n] 
turco, 1522. [Venice: Valvassore, ca. 1522-3.]

Single sheet (11 11/16” x 16 5/8”, 297mm x 422mm). Woodcut map, with 
Northwest at the top.

Preserved deckle to the left-hand side. Blank verso. Small closed tear to the 
lower edge. Else fine.

The fall of  the Roman Empire — or, its eastern half  — begins properly 
with the sack of  Constantinople by Mehmed II in 1453. This inaugurated 
centuries of  conflicts between the Ottomans and various European powers, 
ending only with the 1718 Treaty of  Passarowitz. 

Crucial for its strategic position and its long history as the chivalric outpost 
of  crusaders, Rhodes was a ripe target for Mehmed’s successors. In 1480 
(Mehmed II’s sultanate), Mesih Pasha — nephew of  the last Roman emperor, 
Constantine XI Palaiologos — attempted to dispel the Knights Hospitaller, 
whose head, Pierre d’Aubusson, staved off  three major attempts over nearly 
three months to besiege the city. The death of  Mehmed in the following year 
granted the Knights a reprieve, but in June of  1522 some 400 ships came 
again to Rhodes, and in July the sultan himself, Suleiman “the magnificent” 
— the “Gran Turco” — came to superintend the effort. 

For nearly six months the Ottomans came land, sea and air: naval divisions 
marked by one, two or three crescents, vast detachments of  soldiers on foot 
and horseback, as well as a host of  siege engines — cannon all around, 
bombardment towers and catapults prominently depicted. At last, the 
Knights Hospitaller surrendered, marching out with their banners flying on 
the 1st of  January 1523, and sailed to Crete.

Crete being a Venetian possession, tales and depictions of  the massive siege 
disseminated through Europe through the small presses of  Venice. Giovanni 

Andrea Valvassore (Zoan or Zuan Andrea in Venetian, alternately Valvassori, 
Vavassore, Vavassori, Vavasori) was likely born in the last decade of  the XVc, 
and was dead by May of  1572. Although he did not sign this woodcut (whose 
title translates to “the most Christian city of  Rhodes, with the siege of  the 
Great Turk, 1522”), there is a rather larger (568mm x 775mm) woodcut 
composed of  four blocks with West at the top that is signed (“Vadagnino 
di Vavasori;” in his printed work he is “detto Guadagnino”), extant in a sole 
example in the Kupferstichkabinett in Berlin (though its inventory number 
is not recorded). The present item is the second known print of  this block 
that survives, the first being at the Vatican Library (Chig.G.II.39, ff.156-157), 
which also attributes the work to Valvassore. A smaller version with the 
same orientation as the Berlin print was included in Valvassore’s El lachrimoso 
lamento che fa el gran maestro de Rodi ([Venice:] per Giouanni Andrea Vauassore[, 
ca. 1530]; f. 1r).

The iconography of  the siege is highly stylized. The city — crescent-
shaped as though already Ottomanized — is Rhodes, the city at the extreme 
northeast of  the island of  Rhodes. Just above the western watchtower is 
the fortress of  Saint Nicholas, labeled “S Nicolo,” which is still visible in 
the harbor. Valvassore has drastically collapsed the island itself  into a mere 
vestige; his aim was to show the completeness of  the naval blockade. The 
corpses stacked around the walls indicate the deadliness of  the siege. The 
largest figure is “el·gran·tvrcho,” Suleiman himself, commanding his vast 
forces at the left-hand side of  the image.

Acquired at Sotheby’s London, 13 November 2018, lot 149.

Urbini, S. Atlante delle xilografie italiane del Rinascimento: ALU.0278.1. 

$27,000.
(Illustration follows.)
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Vertue, George after Ralph Agas. Civitas Londinum Ano Dni circiter MDLX. 
[London:] Society of  Antiquaries of  London, 1737. First Vertue edition.

Eight sheets joined: sheet: 27 ½” x 72 ½”, 699mm x 1842mm; framed: 32” 
x 78”, 813mm x 1981mm.

Framed floating, mounted on linen. Chips and tears to margins. A 2” repaired 
tear to the upper margin of  3 of  the top sheets, as well as a 2” crease to the 
upper margin. Closed tears to the upper edges of  the bottom sheets.

This large-scale, highly-detailed recreation of  Elizabethan London by George 
Vertue (1648–1756) was derived from one of  the earliest depictions of  
London, a woodcut plan titled Civitas Londinum (the title of  the present map 
translates to: “London city around ad 1560;” note that “circiter” (“around”) 
is superscript, apparently an after-thought). The original woodcut plan, 
which Vertue refers to as being of  “great Scarcity” in the title of  this map, 
is often erroneously credited to Ralph Agas (ca. 1540–1621). Vertue is the  

 

only one to have made the attribution, but Agas only started as a surveyor in 
1566, five years after the original was published. Although the present map, 
produced in 1737, derives from a now non-existent plan first published in 
1561, only three copies are known today, all from a later edition ca. 1633.

The map covers the cities of  London and Westminster from the Tower of  
London in the East to Westminster Abbey in the West, as well as the bull- 
and bear-baiting pits — near where the Globe Theatre stood and stands 
— and Winchester Palace south of  the Thames. Other notable landmarks 
include London Bridge, Old St. Paul’s Cathedral (before the Great Fire of  
London and sans steeple, which fell in 1561) and Scotland Yard. George 
Vertue, himself  a prominent early-XVIIIc engraver and antiquarian, first 
exhibited this plan at the Society of  Antiquaries of  London on 21 March 
1737. Since the original woodcut map is not known in any original examples, 
the present map is among the only depictions of  Tudor London still available 
to collectors.

Howgego Printed maps of  London, circa 1553-1850, no. 8 derivative a. 
$3,750.

3



6

de Montigny, Adrien; after Pierre de Bersacques. Folium from the Album 
d’Authal of  Charles de Croÿ, with painted views of, inter alia, “Het dorp Van 
Meselbrouck” (recto) and “Het dorp Van Rillart” (verso). Ca. 1596–1598.

Gouache, gilt and silver gilt on vellum (sheet: 20 ¾” x 14 7/8”, 526mm x 
383mm; frame: 26” x 21”). With some flaking and craquelure. Vellum a little 
cockled, as usual. Framed floating in UVIII plexiglass recto and verso.

Charles III de Croÿ (1560–1612), 4th Duke of  Aarschot, 5th Prince of  Chimay 
and 5th Count of  Beaumont, belonged to one of  the great mediatized (i.e., 
no longer ruling, but retaining property, title and some degree of  authority) 
German noble families. Charles III’s great grand-uncle was William II de 
Croÿ, tutor to the future Holy Roman Emperor Charles V, and eventually 
his greatest councillor. Through him the family gained extraordinary wealth 
from the revenues of  New Spain, as well as extensive properties throughout 
the Spanish Netherlands and environs: Hainault, Flanders and Brabant, 
Namur, Artois and Picardie. Consolidated over generations, the Croÿ lands 
increased not just agnatically but enatically: through the death of  Charles 
III’s mother Jeanne van Halewijn in 1580 and Charles’s first marriage to 
Marie de Brimeu — an accomplished botanist and horticulturalist — and his 
second (1605) to his cousin Dorothea de Croÿ.

By 1590, his survey of  his vast scattered real estate holdings came to be 
illustrated by the surveys — a cadaster — of  Pierre de Bersacques, who 
was the surveyor of  the city of  Courtrai. This vast array of  views, plans 
and maps he gave to Adrien de Montigny (†1615) to turn into a series of  
sumptuous albums on vellum — the most luxurious substrate for book-
production and natural-history painting — with heraldic, floral, figural 
and otherwise decorative borders. These “Albums de Croÿ” are a singular 
document of  late-Renaissance Europe, as much a record as an ostentation. 
From 1596–1611 some 2,500 views came to fill 23 volumes; the project 
expanded from Croÿ properties to broader areas of  the family’s influence. 
Running in parallel to the great undertaking of  Braun and Hogenberg in 
their Civitates Orbis Terrarum (nos. 5, 6 and 7), illustrating the greatest cities of  
the world, the Montigny/de Croÿ albums have a much different aim, at once 
smaller in scope and greater in ambition. Rather than principally as records 
— which after all has limited use in a single example — they illustrate the 
survival of  a medieval impulse to make books that are themselves precious, 
an impulse that flamed out in these vast albums.

The Album d’Authal passed from Charles III de Croÿ to his wife Dorothea, 
and thence by descent to his nephew Alexandre d’Arenberg (Charles himself  
was childless), and from him ultimately to Ludmilla d’Arenberg (1870–1953) 
and then to her son Engelbert Ernst de Croÿ (1891–1974), who lived at 
Authal in Austria; purchased at Sotheby’s London 19 June 2001, lot 47.

The present leaf, unnumbered, illustrates four villages (dorpen), combinining 
steep views for buildings and trees, and bird’s-eye plans for the locations of  
rivers, roads and parcels. Of  these seven plans, six (excluding the bottom-
right of  the recto) are labeled with cardinal directions (three with North 
at top, two with South, one with East). There are numbers in most plans, 
which doubtless corresponded to a key; there was, however, no text included 
with the album when purchased. The largest plan on the sheet depicts 
Messelbroek (in modern Flemish Brabant in Belgium) on the recto in the 
upper section, with the church of  St.-Michel, still standing. On the right of  
the plan is crown and escutcheon of  de Croÿ (Argent, three bars Gules), 
which is repeated, smaller, in the upper-right of  the verso. Another plan of  
“Het dorp Van Messelbrouck” — all captions are gilt — is at bottom-right 
of  the verso. At the bottom-right of  the recto, unlabeled, is the town of  
Gossoncourt (Goetsenhoven in Dutch), now a neighborhood of  Tienen in 
Flemish Brabant. 

The remaining two villages are within the municipality of  Aarschot (like the 
others on the sheet in Flemish Brabant) which was de Croÿ’s ducal domain. 
On the recto: Gelrode (captioned “ghelroy”) with the (now-demolished) 
church of  Weerde in Langdorp (about 3 ½ miles northeast) included due 
to a copying error, in the lower-left. On the verso are three plans of  Rillaar 
(Rillaer in French; “Het dorp Van Rillart” in the captions): at top-left, 
the church of  Rillaar with its commons; at bottom-left and top-right two 
additional views of  the village.

The borders of  each page are no less important than are the plans. On the 
recto is a black border set with flowers: yellow and purple iris along the 
sides, daffodils, wild strawberries, tulips and perhaps a white dahlia at top-
center. Verso is a fantastical Mannerist composition on a black background, 
with botanical elements (tulips, irises, lilies, a fruit), figural elements (long-
necked leopards at the lower corners) and polychrome strapwork with the 
Croÿ arms at upper center, surrounded in gilt scrollwork.
 

$65,000.
(Illustrations follow.)
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[Braun, Georg; Frans Hogenberg and Simon van den Neuwel.] Civitates Orbis 
Terrarum. Five parts in three volumes. Cologne: Bertram Buchholtz, 1599–
1597; Petrus von Brachel, 1606–[1612]; [Buchholtz or von Brachel, 1600].

Folio (15 15/16” x 11 1/8”, 404mm x 283mm). [Full collation available.]

Collated complete against Van der Kroegt/Koeman but lacking 2.29: 
Noviomagivm/Nijmigen.

Bound in contemporary laced vellum with yapp edges and ties, with the 
“standard Civitates binding” offered by Hogenberg (although typically in 
calf). On the front covers, the parts indicated in ink manuscript (I.II, III.
IV, V). On the spine, seven panels (vol. I partially re-backed) separated by 
silver-gilt rolls. Date of  binding (?) silver-gilt to panels 2, 3, 5 and 6 (9, 0, 6, 
1; i.e., 1609). Silver-gilt rosettes in panels 1, 4 and 7. All edges of  the text-
block gauffered gilt. Presented in custom green morocco-backed black cloth 
clam-shell boxes, lipped and lined in dark green velvet, made by Brockman.

Conserved in 2021 by James & Stuart Brockman Ltd. (full report available). 
Vol. I partially re-backed (at the lower half) to style. Some soiling to the 
bindings generally. Text-block tanned, moderately in places. Five gatherings 
(2.5, 2.48, 3.23, 4.28, 5.12) were smaller, perhaps indicating their insertion 
from another set. Graphite annotations made to the dedication (I.1.A2r) 
against the name of  Rudolph II: “Imp. 12.8.e1576/ Morto–20.Geno. 1612

Although Civitates Orbis Terrarum — Cities of  the World — is the title given 
only to the first part of  the work, it admirably describes what is otherwise 
named for its principal creators: Braun & Hogenberg. Georg Braun (Bruin 
in Dutch; 1541–1622) was the managing editor as well as the author of  the 
descriptions appended to each plate. Frans Hogenberg (1543–1590) was 
fresh from his collaboration with Abraham Ortelius (the Theatrum Orbis 
Terrarum) when he suggested a complimentary account of  the beacon of  
civilized life: the city.

The project took some 40 years to come to completion; the first edition of  
part 1 was published in 1572, the first edition of  part 6 was published in 
1617 (the present set, as often, stops with part 5). As the cities of  Europe 
(principally; there are views of  cities on three additional continents: North 
America (Mexico and Cuzco, I.58), Africa (Cairo, Tangier, Casablanca; I.55-
57) and Asia (Aden, I.53; Calicut, I.54 and Jerusalem several times) grew 

in size and splendor, there was a desire to document their features and 
organization. In part an exercise in civic pride, the views Braun chose were 
often drawn by local artists, and so there is an aspect of  self-presentation as 
opposed to the intended accuracy of  atlases proper.

Although Dutch atlases are sometimes described as a bibliographer’s 
nightmare, the Civitates is, properly, neither Dutch nor an atlas. Whereas other 
works of  this sort often comprised a constantly-shifting buffet of  updated 
plates that would replace one another, Braun and Hogenberg simply added 
new views and plans as they became available without replacing. Thus the 
work is unusually historicized, allowing the viewer to follow the development 
of, say, Jerusalem from 1572 (I.52) to 1575 (II.54) to 1588 (IV.58-59).

The graphite inscription marking the regnal dates of  the Holy Roman 
Emperor Rudolf  II is the only clue to the ownership of  the present set, viz., 
by an Italian.

Van der Krogt/Koeman IV.1 41:1.1(1599) – .2(1597) –.3(1606) – .4(1612) 
– .5(1600). 

$675,000.
(Illustrations below and following.)
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WITH EXCEPTIONAL CONTEMPORARY COLOR

[Braun, Georg; Frans Hogenberg and Simon van den Neuwel.] Civitates Orbis 
Terrarum. Five volumes. Cologne: Bertram Buchholtz, 1599–1597–1606–
[1599]–ca. 1600.

Folio (15 11/16” x 11 1/16”, 398mm x 280mm). [Full collation available.]

Collated complete, except for II.4(?)2 blank, IV.π1 (part 4 title-page) and 
IV.2π2 blank.

Bound in contemporary calf  with the “standard Civitates binding” offered by 
Hogenberg, tooled gilt originally but now mostly rubbed to blind. On the 
spine, five raised bands with triple blind fillets above and below. Title gilt to 
the second panel, number gilt to the third. All edges of  the text-block glazed 
red. Each volume presented in an archival phase box.

Lacking the part 4 title-page and two blanks. Conserved in October 2021 
by James and Stuart Brockman (full report available). The following ten 
plates have been supplied from other copies: I.8 (Montpellier), I.9 (Rouen), 
I.35 (Frankfurt); II.24 (Dordrecht); III.4 (Edinburgh), III.36 (Leeuwarden), 
III.37 (Soest and Warburg), III.38 (Frankenberg), III.44 (Zurich); IV.32 
(Bad Segeberg). Some foxing to the preliminaries. Ink marginalia in an old 
(XVIIc?) hand in Spanish throughout, with concentrations to the Spanish 
views of  vol. I (41

r, Granada; 51
r, Barcelona) and to the preliminaries of  vol. 

V. Contemporary coloring throughout, with fine gilding to the title-pages.

[See above for a discussion of  Braun & Hogenberg.]

The Spanish owner of  the present set, perhaps from Barcelona given the 
volume of  the annotations to its plate-text (I.5), was in a position to correct 
or to add information; there are no citations, so perhaps his comments 
are from his own experience. Whereas the fate of  the Civitates is often the 
framer’s knife, having the set with early marginalia shows that the volumes 
were used as windows onto the development of  the early modern city.

Van der Kroegt/Koeman IV.1: 41:1.1(1599), .2(1597), .3(1606), .4([1559])B, 
.5(1600).

$840,000.
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[Braun, Georg; Frans Hogenberg and Simon van den Neuwel.] Civitates Orbis 
Terrarum. Six parts in three volumes. Cologne: Petrus von Brachel, 1612–
[1612]–1616–1617–[1617]–1618 (i.e., 1617/8).

Folio (15 15/16” x 10 ¾”, 404mm x 274mm). [Full collation available.]

With 4 (of  6) hand-colored engraved title-pages and 364 (of  363; 5.14 is 
duplicated as 5.χ20) double-page hand-colored engraved plates (of  which 
three are large-format folding plates: 5.27 (Antwerp) and 6.43 and 6.44 
(Krakow)). Additionally lacking 3.π2 and 6.χ2. Else collated perfect against 
Van der Kroegt/Koeman.

Bound in contemporary laced stiff  vellum with yapp edges. On the spine in 
ink manuscript between double fillets CIDADES/ DO MVNDO. All edges 
of  the text-block gilt. Presented in velvet-lined quarter black morocco clam-
shell boxes.

Restored in early 2021 by Brockman (full restoration report available). Seven 
plates (2.3, 2.19; 5.14-16, 5.37; 6.2) supplied from other copies (6.2 slightly 
smaller). Tanning throughout, moderate in places, especially from pigment 
burn. Some general soiling to the covers, as ever with vellum.

[See above for a discussion of  Braun & Hogenberg.]

The owner of  the present item waited until the publication of  the final part 
(1617/8)s to purchase a uniform set: the most up-to-date edition of  each 
volume, all by the Cologne publisher Petrus von Brachel. The only indication 
of  the binder/owner’s identity is the title on the spine (Cidades do Mundo): he 
was Portuguese. The relationship between Portugal and the rest of  Europe 
in the early XVIIc was tempestuous, and so we feel in the set a certain rivalry: 
whose city has the most or most splendid spires, the greatest market, the 
most organized plan? The Civitates gave wide access to city planning in a 
variety of  countries and climates, and allowed for a cross-pollination of  best 
practices as cities ballooned into the XVIIc.

Van der Kroegt/Koeman IV.1: 41:1.1(1612)A, .2(1612), .3(1616), .4(1617), 
.5(1617), .6(1617/18)B.
 

$760,000.
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AN ANTIQUARIAN LOVE-LETTER TO COLOGNE

B[roelmann], S[tephan]. Epideigma, Sive Specimen Historiae Vet. Omnis et purae 
Florentis atq. Amplae civitatis Ubiorum, er eorum ad Rhenum Agrippensis Oppidi, 
quod pòst Colonia. Claudia. Aug. Agrippinensis. In aliquot primis æris laminis, 
ex horis succisivis & Commentarij Rer. civilium Parte I. & II. Quæ sunt 
Originum priscarum & Ubio-Romanarum. S(tephanus) B(raelmanus) A(grippinensis) 
ic. Two parts in one volume. Cologne: printed by Gerard Grevenbruch for 
the author, 1608. First and only edition.

Quarto (12 1/8” x 7 ½”, 307mm x 190mm): ):(4 A-G2 H4 (H4 blank) I2 χ1 
K-M2 N4(–N4) O2 2χ1 [$1 in 2s signed; $2 in 4s signed; –):(1, B1]. 37 leaves, 
pp. [12] (title, blank, engraved part-1 frontispiece-title, 4pp. to the reader, 
2pp. explication of  the frontispiece, 2pp. dedicatory odes), [36] (7 double-
page plates with text, 1 single-page plate with text), [6] (engraved part-2 
frontispiece-title, blank, 3pp. explication of  the frontispiece, blank), [18] (4 
double-page plates with text), [2] (errata, blank). [=xii, 36; vi, 18, ii] With two 
engraved title-pages and 12 engraved plates, of  which 11 are double-page.

Bound in contemporary vellum over boards. On the spine, a russet morocco 
label gilt (SPECIMEN HISTORIÆ/ CIVITA[TIS UB]IORUM).

Boards splayed, and a little soiled. Tail skinned and frayed. Part of  the spine 
label perished. Initial two leaves partly worn and soiled at the upper fore-
edge. Quire L (part 2, pl. 2) split at the fold halfway from the bottom. Evenly 
and mildly tanned throughout. Early ink manuscript ownership of  the Paris 
Jesuit College (Collegij Paris. Societatis IESU.) to the upper edge of  the title-
page.

Stephan Brölmann (1551–1622) was a professor and lawyer in Cologne, 
where he lived, died and was a tireless advocate for the city’s antiquity and 
importance. The city name (Cöln or Köln in German, Cologne in French and 
English from Latin colonia, colony) had its Latin root as well as a Germanic 
root submerged in Latin: Ara (or Oppidum) Ubiorum, meaning Altar (or 
Fort) of  the Ubii. The Ubii were a tribe that allied with Julius Caesar in 55 bc 
to facilitate Roman control of  the province of  Germania Inferior; a veteran’s 
colony was set up at Ara Ubiorum. Later, the Ubii came under the patronage 
of  Julia Agrippina, wife of  the Emperor Claudius; thus the full title of  the 
ancient city was Colonia Claudia Ara Agrippinensium.

Brölmann belonged to one of  the patrician families of  Cologne, and so 
burnishing the reputation of  the city burnished his own. He distinguished 
himself  from other aristocrats with the rigor of  his historical investigation. 
He explored the remains of  the Roman-era walls and collated the physical 
remains of  the ancient colony with descriptions in surviving sources. He 
came into possession of  two manuscripts, the Chronicle of  Gottfried from 
the church of  St. Pantaleon and a historical account from Eberbach Abbey, 
which he collated with classical sources to create the fullest-yet account of  
the development of  the city.

The historical commentary — a preliminary step to a much fuller but 
never realized account, covering the foundation of  the city to the end of  
the Roman empire — is in the form of  the explications of  images: maps, 
city views, historical events and collections of  surviving primary sources 
(inscriptions and coins especially). The maps and plans likely come from the 
Hogenberg firm; some, at least, come from Brölmann’s own observations 
and perhaps even drawings. The union of  research and primary sources 
makes the Epideigma a vital document of  European history.

Complete copies such as the present example (notably the errata leaf) are 
quite rare, with no copies in American institutions.

The copy was preserved in the collection of  the Paris Jesuit College (Collège 
de Clermont), which was dissolved and then disbursed by the University of  
Paris. The connection is best understood in the Dreikönigsgymnasium, the 
oldest and preeminent school in Cologne, which from 1556 to 1778 was run 
by the Jesuits.

Meurer, Atlantes Colonienses BLM 1; VD17 23:233223F. 
$9,000.

(Illustration follows.)
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A STRATEGIC MANUSCRIPT PREPARED FOR 
ARCHDUKE LEOPOLD V OF AUSTRIA

de’ Capitani da Sesto, Giovanni Paolo. Manuscript collection of  maps and 
views of  Valtellina in Northern Italy. Milan: 22 September 1627.

Quarto (12 1/4” x 9 9/16”, 312mm x 245mm): 13 leaves, pp. [vi] (arms 
of  the dedicatee, blank, dedication, blank, blank, contents) [10] (map-view, 
blank for each). With 1 hand-colored manuscript folding map of  Valtellina 
and 9 hand-colored manuscript composite map-views of  cities and regions 
within Valtellina, heightened with gum arabic and gilt.

Bound in contemporary red morocco with four pairs of  red silk ties (perished). 
On the boards, elaborate gilt scrollwork with Atlantes surrounding a central 
oval, all within seven borders gilt. On the spine, nine gilt transverse rolls with 
gilt fleurons in the panels. All edges of  the text-block gilt. 

Front board splayed. Ties perished. Worn at the corners, with losses to the 
head and tail. Some abrasions and stains generally. Ink manuscript to the 
upper edge of  the front board (difficult to read, but apparently shelving and 
inventory-marks). Inventory number (911) to the upper edge of  the recto of  
the front free end-paper. Soiling to the text-block generally, especially at the 
fore-edge. One map-view — 3 per the numbers on the views, C (Posto detto di 
Varcelli…) per the table of  contents — lacking. 

The Thirty Years’ War (1618–1648) saw great wrestling among the parts of  
the Holy Roman Empire struggling for control of  Europe; the Treaty of  
Westphalia of  1648 was the beginning of  its dissolution and the beginning 
of  a recognizable map of  Europe. In the early 1620’s, a major battleground 
was Valtellina (“the Valtelline” in English, Valtelina in Lombard, Veltlin in 
German) or Val Tellina (within modern Lombardy), stretching north and 
east from Lake Como, hard up against Switzerland. Sandwiched between 
the Duchy of  Milan and the Venetian Republic, the region and its main 
thoroughfare, the Spanish Road, were crucial for any Alpine strategy, allowing 
the Spanish and Austrian halves of  the Hapsburgs to communicate.

By 1626, the Treaty of  Monzón (signed 3 March in Aragon) had nominally 
ended the “Valtellina War.” The Hapsburgs were prevented from seizing 
the region, and all forts were ordered to be destroyed (as the dedication 
notes: li Forti et Posti della Valtellina degni di consideratione demoliti d’ordine dell’ 
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Illustrissmo Signor Don Gonzal de Cordova (the worthwhile forts and installations 
of  Valtellina demolished by the order of  the Illustrious Gentleman Don 
Gonzalo de Córdoba)), but the Spanish Road, which would later be so crucial 
in the swift delivery of  Spanish Troops to central and northern Europe to 
avoid total Swedish domination in the 1630’s, was kept open and accessible. 
The Protestant Grisons were kept in power, but they were made to permit 
Catholicism; Cardinal Richelieu was instrumental in this complex détente.

Why, then, should Giovanni Paolo de’ Capitani da Sesto, a Milanese military 
architect, have presented this strategic manuscript to Leopold V, Archduke 
of  Further Austria (Vorderösterreich, the Hapsburg holdings west of  
Tyrol and Bavaria, stretching into modern Alsace) in September of  1627? 
Capitani da Sesto (along with his brother Geronimo, as he writes in the 
dedication; elsewhere he is called Gerolamo; he had another brother, also 
an architect, called Giovanni Ambrogio), was an architect involved with 
the Duomo (cathedral) of  Milan in the 1620’s. His dedication to Archduke 
Leopold yields a little insight: he submits for his consideration the status quo 
ante bellum: a militarized Valtellina, in whose creation he — along with his 
brother Geronimo — had a substantial part. In other words, he presents 
to the Archduke a road-map (with the Spanish Road literally depicted in 
gold) to reconsolidating military control throughout the Valtellina. It is, 
doubtless, a job application of  sorts; if  the Archduke were to be tempted by 
this military strength in such a crucial region, he might then hire Capitani da 
Sesto to survey and even to rebuild these forts.

The table of  contents — in a single hand, consistent with the dedication, 
which we might presume to be Capitani da Sesto’s own — calls for 11 map-
views (A-L without J, which is not distinct from I as an initial in Italian). The 
initial folding map, depicting the whole of  the Valtelline, is not included in 
this list. Two of  the maps (E, Terra di Traona…; F, Morbegno fortificato…) seem 
to have been combined. Map C (Posto detto di Varcelli…) appears to have been 
removed. A key of  various colors and symbols follows the contents.

Purchased (Brunk, 8-9 November 2008, lot 447) from a collection of  material 
that had been owned by Princess Anna Schwarzenberg (1897–1954), born 
a member of  an Austrian princely family (with prominence throughout 
the former Austro-Hungarian Empire, including Palais Schwarzenbergs in 
Vienna and Prague) and later a prominent nurse and nursing advocate.
 

$90,000.
(Illustrations precede and follow.)
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EUROPEAN DIPLOMATIC NETWORKS  
and CARTOGRAPHIC ESPIONAGE

Tassin, Christophe. Les plans et profils de toutes les principales villes et lieux 
considerables de France. Ensemble les Cartes generales de chacune Prouince: 
& les particulieres de chaque Gouuernement d’icelles. Par le Sieur Tassin 
Geographe ordinaire de sa Majesté. Two volumes. Paris: Chez Sebastien Cramoisy, 
1634. First edition.

Oblong quarto (6 3/16” x 9 3/8”, 157mm x 239mm).
Vol. I: 2 binder’s blanks, A-E4, 2 binder’s blanks [$3; –A1, A3]. 20 leaves, 

pp. 1-2 (title, blank) 3-39, blank. With 8 engraved part-titles, 8 engraved 
tables of  contents, 199 engraved plates and 2 folding engraved plates 
(France and Paris).

Vol. II: 2 binder’s blanks, A-E4 F2, 2 binder’s blanks [$3; –A1]. 22 leaves, 
pp. pp. 1-2 (title, blank) 3-44. With 10 engraved part-titles, 10 engraved 
tables of  contents, 210 engraved plates and 1 folding engraved plate.

With 18 engraved part-titles, 18 engraved tables of  contents, 409 engraved 
plates and 3 folding engraved plates (448 in total).

Bound in contemporary chestnut morocco. On the boards, a double gilt 
fillet border with gilt corner rosettes and corner gilt fleurons. At the center 
1   Alexander Dencher, “‘Les meilleures architectes du roi’: Een onbekende brief  uit 1628 over de vroege bouwperiode van het Huis Honselaarsdijk” in Bulletin van 
Koninklijk Nederlandse Oudheidkundige Bond (2016), pp. 80-99.

of  each board, the oval supralibros of  van Wicquefort gilt. On the spine, six 
raised bands with a gilt fillet, flanked by double gilt fillets. Title gilt to the first 
panel. Number gilt to the second panel.

Some scuffs and superficial cracking. A little loss to the head and tail of  
each volume. Generally a little tanned and a few passages of  mild foxing. 
Shelfmarking (?) in ink manuscript to the top of  the text-block and to the 
front paste-down of  each volume.
Vol. I: pen-trials to the front paste down. Purchase note (“Theophile 

Belin ₤160 francs ₤5.8.0/ April 8 1886”) ink manuscript to the upper 
edge of  the recto of  the first free end-paper. Armorial bookplate 
of  Mr. G. Chartener on the verso of  the second free end-paper. 
Presentation inscription in ink manuscript: “Amico dignissimo dono 
misi/ Constantinus Hugerius./ 1635” on the title-page. Cancelled 
shelfmarking to the lower edge of  the title-page.

Vol. II: Cancelled shelfmarking to the lower edge of  the title-page.

Christophe (sometimes known as Nicolas) Tassin (d. 1660) became 
geographer and engineer to the king (Louis XIII) around 1630. The post 
came with publication privileges for a decade, during which he published 
atlases in this oblong quarto format with which he is closely associated. 
This two-volume atlas of  France’s cities is his magnum opus. Following the 
popularity of  Braun & Hogenberg’s large-format work of  city views, Civitates 
Orbis Terrarum (see nos. 5, 6 and 7), Tassin’s Plans et Profils allowed France’s 
flourishing cities under the ministry of  Cardinal Richelieu to be shown to 
the world.

Tassin was a busy cultural agent. We know that shortly after the death of  
Louis XIII (1643) he ceased publishing, and sold his plates to Nicolas de 
Fer in 1644. This made room for the ascent of  the Sanson dynasty: Nicolas 
(the father of  French cartography) and his sons Adrien and Guillaume, who 
would both become royal geographers. As early as 1628 Tassin acted as an 
architectural consultant to Frederik Hendrik, Prince of  Orange (a letter 
from Tassin to Orange was recently rediscovered in the Royal Collections 
in The Hague).1 It was in this capacity that Tassin came to correspond with 
Constantijn Huygens, diplomat, composer, poet and secretary to the Prince 
of  Orange. Their correspondence continued into the 1640’s, and ranged over 
a variety of  subjects; it is likely that this was an author’s presentation copy.
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Huygens did not, however, keep the volume. The dedication notes that he 
sent it to his “amico dignissimo” (worthiest friend), but does not name the 
friend. A letter (no. 1070), surviving only in a copy, clarifies: “Ook zend 
ik u de nieuwe werken van Tassin, waarin de plans van al de belangrijkste 
Fransche vestingen. Ultimo (31) Jan. 1635.” (I am also sending to you the new 
works of  Tassin, in which are the plans of  all the most important French fortresses. On the 
last day of  January 1635.; the letters’ editor clarifies that he is indeed referring 
to Tassin’s Plans et profils). The supralibros (Or, three trefoils slipped proper; 
in chief  Azure a lion rampant Or armed gules) matches the arms of  the 
recipient of  the letter: Joachim van Wicquefort (de Wicquefort, Vicofortius; 
1600–1670). Wicquefort was also a Dutch diplomat, the agent of  the Duke 
of  Weimar and of  Amalie, Landgravine of  Hesse-Kassel.

Huygens’s letter makes clear that the volumes were more than aesthetic; they 
were tactical. Indeed, Peter Barber, former head of  maps for the British 
Library, has described the place that gifts such as the present item had in  
2   “Procure as many as you can and send them over’: Cartographic Espionage and Cartographic Gifts in International Relations, 1460–1760” in R. Adams and R. Cox 
(eds.) Diplomacy and Early Modern Culture (London: Palgrave Macmillan, 2011) pp. 13-29.

 

early modern espionage.2 The circulation of  this valuable strategic material 
took place under the guise of  friendly relationships such as Tassin’s with 
Huygens and Huygens’s with Wicquefort, but it is hard to imagine that the 
correspondents’ employers (the King of  France, Prince of  Orange and Duke 
of  Weimar) were unaware of  the movement of  these precious volumes.

We can carry the route of  this set further. After some time in the possession 
of  the Wicquefort family, the volumes returned to France; the bookplate 
places them in the collection of  the bibliophile Gustave Chartener of  Metz 
(1813–1884), whose collection was sold by Hôtel Drouot 4–9 May 1885 and 
by Labitte 9–27 May 1885. It was probably acquired by Théophile Belin, 
the Paris bookseller, at that sale. Belin sold the books to an English client 
in 1886. They returned once again to France, entering the collection of  the 
Musée de la Citadelle Vauban on Belle Île (their sale, Piasa, 16 July 2010).

$35,000.
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AN EPOCHAL MANUSCRIPT WATERCOLOR VIEW —
THE FIRST CHOROGRAPHIC REPRESENTATION OF 

MEXICO CITY
THE ONLY COPY OUTSIDE INSTITUTIONAL COLLECTIONS

Trasmonte, Juo: Gomez de; [Johannes Vingboons]. Forma y Levantado de La 
Ciudad de Mexico. “Anno 1628” [Amsterdam, ca. 1665]. 

Two sheets joined (20 ½” x 29”; 16” x 21 ¼” to the neat line). Watermark: a 
shield with a bear, coronetted (i.e., Bern, Switzerland). An eastward view of  
Mexico City in pen and ink wash and watercolor over black chalk. Framed.

Spine-fold, flattened. A little marginal soiling; else fine. “7” manuscript to 
the upper fore-corner of  the outline. 

In 1521 the kingdom of  New Spain was founded. Its capital was the former 
capital of  the Aztec Empire, Tenochtitlan, renamed to Mexico (City). 
Keeping the old capital was convenient for a variety of  reasons, but it was 
not without challenges; since it was ringed by lakes at the bottom of  a valley, 
the city was prone to seasonal flooding. For well over a century, attempts 
were made to mitigate this flooding; this view of  the city was made as part 
of  that process.

Juan Gómez de Trasmonte (d. 1647) was master builder and one of  the 
architects of  the Metropolitan Cathedral in Mexico City. After the failed 
attempts of  Enrico Martínez in 1629, there was a massive and catastrophic 
flood that paused construction of  the cathedral (it can be seen partly-
constructed just to the left (North) of  the Plaza Mayor), and Trasmonte 
superintended various projects to manage water in the city. Illustrating the 
present item, Priscilla Connolly and Roberto Mayer argue that the Trasmonte 
view “clearly had persuasive intentions,” viz. he shows “the lakes not as an 
insuperable problem that have to be drained, but as a natural feature that 
the city can enjoy if  afforded sufficient protection” (op. cit. 55, 57). The 
iconography of  the map, showing the lake as placid and its shores verdant, 
is crucial to Trasmonte’s proposal: implementing a series of  dikes and canals 
in order to regulate the flow of  water.

Trasmonte’s view, however, is here present in a watercolor copy by the 
Dutch artist and cartographer Johannes Vingboons (1616/17–1670), who 
from 1640 was employed by the cartographic publisher Joan Blaeu. How did 

he come to possess the original in Amsterdam? Connolly-Mayer proposes 
a rather swashbuckling tale involving the capture of  the Spanish Flota on 8 
September 1628 by the Dutch privateer Piet Hein (ibid., 59–60), who worked 
for the Dutch West India Company. Vingboons’s father, David Vinckboons, 
was commissioned to paint oils that would eventually hang at Noordeinde 
Palace in the Hague (they eventually hung in Middelburg, where they were 
destroyed in WWII). Six of  Vingboons’s copies of  his father’s copies of  
the view of  Mexico City are known: in the Vatican Library’s “Christina 
atlas” (text in Dutch, signed by Vingboons), among the “Carte di Castello” 
at the Biblioteca Medicea Laurenziana in Florence, in the “Blaeu-van der 
Hem” atlas in the Österreichische Nationalbibliothek in Vienna (authorship 
disputed), two unfinished versions at the Bibliothèque nationale de France 
(authorship disputed) and the present item.

The present item was, we believe, part of  the “Van Keulen/Bom atlas,” 
which belonged to descendants of  the great cartographic publishing firm of  
Van Keulen, and was broken and disbursed in 1885. The so-called “secret 
atlas” of  mostly unpublished maps for the VOC was a trove of  valuable 
cartographic data; very faint grid-lines present on our copy indicate that some 
attempt was made to prepare it for publication, though it does not seem to 
have been completed. This belief  is strengthened by the manuscript “7” at 
the upper right-hand corner of  the map, which matches numeration in other 
maps from the Van Keulen/Bom atlas that were traced by the legendary 
historian of  cartography Wieder in his Monumenta Cartographica. Connolly-
Mayer explain that one of  the authors was contacted by a Mexican collector 
with the views (ours is their color plate 6), who explained that his father 
had bought them in Antwerp shortly after 1946 (ibid., 49). The watermark 
matches those found in other Vingboons copies (ibid.).

It is difficult to overstate the importance of  such a view historically and 
artistically. Vingboons’s manuscript work was sought by royalty (Queen 
Christina Alexandra of  Sweden, Cosimo III de’ Medici) as the other known 
copies attest. Even into the Dutch golden age of  mapmaking, the sensitivity 
and nuance of  watercolor was prized above the repetitive accuracy of  
engraving.

Connolly, Priscilla and Roberto Mayer. “Vingboons, Trasmonte and Boot: 
European Cartography of  Mexican Cities in the Early Seventeenth Century.” 
Imago Mundi 61, no. 1 (2009) 47-66.

$1,800,000.
(Illustration follows.)
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“raro e prezioso libro,  
il migliore che abbiamo sulle romane antichità”

Nardini, Famiano. Roma antica di Famiano Nardini alla santità de N. S. Alessandro 
VII. Rome: for Fabio Falco at the expense of  Biagio Diversino and Felice 
Cesaretti, 1666. First edition.

Quarto (8 13/16” x 6 ½”, 224mm x 164mm): §4 §§6 A-Yyy4 Zzz2, *-****4, 
a4 b2 [$2 signed; –§1, *1]. 306 leaves (284, 16, 6), pp. [20] (title, blank, 4pp. 
dedication, 3pp. dedicatory verses, 4pp. to the reader, 5pp. table, privilege, 
imprimatur), 1-546, [2] (errata, blank); 21-2 23-32; 31-12. With 15 engraved 
plates, of  which 3 are double and 4 folding.

Bound in mottled calf  (re-backed, with the original back-strip laid down). 
Boards paneled in blind. On the spine, five raised bands. Title gilt to the 
second panel. All edges of  the text-block speckled brown-and-red.

Re-backed, with the original back-strip laid down. Mild even tanning, but 
overall a good clean copy. Repaired losses and tears to the fore-edge of  E4, 
Nn3 and Xxx3. Small loss to the upper edge of  Aaa3, not affecting the text. 
Crudely repaired hole to Ttt2, without loss to text. Wear to the front paste-
down (removal of  an earlier ownership mark?) with “4H” in ink manuscript 
below. Ownership signature “Ex Libris Ricardi Moore” to the recto of  the 
front free end-paper.

Famiano Nardini (ca. 1600–1661) was a Florentine antiquary who chronicled 
the explosion in excavation of  the sites and monuments of  ancient Rome 
during the papacy of  Pope Alexander VII (1655–1667), born Fabio Chigi. 
Alexander VII was one of  the great visionaries of  the city of  Rome, using as 
his architect Bernini most of  all, but also da Cortona and Borromini. In a city 
as layered as Rome, new building is bound to turn up substrates of  interest; 
this is the material of  the present item. Some bibliographies mention a 1665 
edition, but it is generally agreed to be either a variant or an error; the present 
work might with justice be called the first edition.

To Nardini’s monograph are appended two additional works: one by Ottavio 
Falconieri (sometimes identified with “il Falco” of  the title-page: Discorso 
d’Ottavio Falconieri Intorno alla Piramide di C. Cestio, & alle Pitture, che sono 
in essa con alcune Annotazioni sopra un’Iscrizione antica appartenente alla 
medesima), one by Carlo Dati (Lettera del medesimo. Al signor Carlo Dati Sopra 

l’Iscrizione d’un Mattone cauata dalle ruine d’un muro antico gittato a terra 
con occasione di ristaurare il Portico della Rotonda l’anno 1661.). Though 
the era of  systematic archaeology was still some 70 years in the future, with 
Charles VII’s excavations of  Herculaneum in 1738, no less an authority 
than Cicognara (wirting in 1821) called his work a “raro e prezioso libro, il 
migliore che abbiamo sulle romane antichità” (a rare and precious book, the 
best that we have on the antiquities of  Rome).

The volume was in the collection of  Richard Moore (1783-1857) of  Clonmel 
in Co. Tipperary. Moore was Solicitor General (1840) and then Attorney-
General (1846) of  Ireland. His home, “The Hermitage,” housed St. Enda’s 
School, cradle of  Irish nationalism, and is now a museum dedicated to the 
school’s founder, Patrick Pearse.

Cicognara 3800; Schudt 753. SOLD.
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THE HARE-THOROLD-CHARRINGTON-KENYON COPY

Loggan, David. Oxonia Illustrata sive Omnium Celeberrimæ istius Universitatis 
Collegiorum, Aularum, Bibliothecæ Bodleianæ, Scholarum Publicarum, Theatri 
Sheldoniani; nec non Urbis Totius Scenographia. Delineavit & Sculpsit Dav: Loggan 
Univ. Oxon. Chalcographus. Oxford: [Oxford University Press] “e Theatro 
Sheldoniano,” 1675. First edition. 

Folio (16 13/16” x 12 9/16”, 427mm x 294mm): 5 preliminary engraved 
pages (title-page, dedication, to the reader, mezzotint portrait of  James 
Butler (2nd Duke of  Ormonde), privilege) and 40 engraved double-page 
engravings (with pl. 27, Christ Church, folding), and an engraved index. 
Inserted portrait by J. Smith after Godfrey Kneller.

Bound in contemporary russet morocco. On the boards, a double gilt fillet 
border surrounding two panels with gilt corner ornaments. On the spine, six 
raised bands. Panels gilt. Title to the second panel. Gilt rolls to the edges of  
the boards. All edges of  the text-block gilt.

Spine sunned. Some bumps and rubbing to the fore-corners and the spine. 
Some light tanning to the extremities of  the text-block; otherwise an 
unusually clean and bright copy. Four bookplates to the front paste-down: 
armorial bookplate of  Sir Thomas Hare, Baronet of  Stow Hall, in Norfolk 
(plate dated 1734); armorial bookplate of  Syston Park (i.e., Sir John Thorold, 
Bt.); Shenley Grange bookplate of  John Charrington; Lloyd Kenyon. With 
pencil sketches: a bowed head to the front paste-down and a figure swinging 
an axe at an ox as well as a pistol (?) on the recto of  the front paste-down. 
Acquisition note in pencil at the upper edge of  the front paste-down.

David Loggan (1634–1692) was born in Gdańsk (Danzig), where he studied 
under Willem Hondius, who was royal engraver to Ladislaus IV of  Poland. 
Loggan emigrated to London in the 1650’s, married an Englishwoman in 
1663 and moved to Oxfordshire in 1665 to avoid the Plague. His proximity 
to the University of  Oxford brought him to be appointed as engraver to the 
burgeoning Press, then housed in the Sheldonian Theatre, in 1669. 

Over the next six years, Loggan drew and engraved the colleges and halls, 
the libraries and other administrative buildings of  Oxford (plus one of  
Winchester College, which was founded by William Wykeham and connected 
to New College). The book of  illustrations became a natural companion 

to Anthony (à) Wood’s 1674 Historia et antiquitates Univ. Oxon., which Dr. 
John Fell, Dean of  Christ Church (thus explaining the extra-large plate) and 
Curator of  the OUP, would distribute with the Oxonia Illustrata as a boastful 
prospectus of  the thriving Restoration University. (The mezzotint portrait 
of  the Duke of  Ormonde, is, as here, found inserted in copies but can only 
date from 1688, the year in which he inherited the Dukedom.)

The present volume boasts a distinguished provenance. The first owner 
who left his mark was Sir Thomas Hare, 5th Baronet (of  Stow Bardolph; the 
baronetcy was revived in 1818 as Hare of  Stow Hall, the name of  several 
successive buildings on the Stow Bardolph estate; 1686–1760), who was 
educated at Oriel College. Hare was a Member of  Parliament for Truro. 
The next possessor was Sir John Thorold, 9th Baronet of  Marston (Hertford 
College), who lived at Syston Park. There he, followed by his son, was one 
of  the great English bibliomanes along with Beckford and Roxburghe. The 
Syston Park sale (1884) was one of  the great XIXc bibliophilic monuments, 
though the present item is not in the catalogue.

John Charrington (1856–1939, whose Shenley Grange bookplate was 
printed by the Kelmscott Press) sold coal, but is perhaps better known as 
honorary Keeper of  Prints at the Fitzwilliam Museum in Cambridge. Since 
this volume traveled with a companion Cantabrigia Illustrata from the time 
of  Sir Thomas Hare, perhaps the present work was vestigial. It is likely his 
annotation that the volume was bought at (G.) David of  Cambridge in 1923. 
Charrington’s major bequest of  prints and especially mezzotints (hence, 
perhaps, the interest in this particular copy; Cantabrigia had an inserted 
mezzotint of  Charles Seymour, 5th Duke of  Somerset also by Smith) came 
to be housed in the Charrington Print Room at the Fitzwilliam. The present 
item was lot 362 in his library sale.

Lloyd Tyrell-Kenyon, 5th Baron Kenyon (1917–1993) was also a Cambridge 
man (Magdalene College); he indicates that he bought the volume from the 
Charrington Collection in 1939 for £13.10.0 (and signed and dated the recto 
of  the first free end-paper, Dec. 1939). Kenyon distinguished himself  in 
the field of  museums and collections, serving as president of  the National 
Museum of  Wales 1952–1957, member of  the Royal Commission on 
Historical Manuscripts from 1966 till his death, and eventually chairman of  
the National Portrait Gallery, overseeing its period of  greatest growth.

ESTC R5725; Madan III.3035. $28,000.
(Illustration follows.)
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A NONPAREIL COLLECTION OF ORIGINAL DOCUMENTS
TRACKING THE SETTLEMENT AND GOVERNANCE OF

GERMANTOWN IN PENNSYLVANIA

[Pastorius, Francis Daniel.] Manuscript plan of  Germantown, Pennsylvania 
with manuscript descriptions. Germantown: ca. 1686–1687. Scale ca. 1:12000.

with

[Frankfurter Landgesellschaft.] Agreement of  purchase of  25,000 acres in 
Pennsylvania. Frankfurt-am-Main: 12 November 1686.

and

[Frankfurter Landgesellschaft.] Manuscript letter of  attorney transferring 
agency of  the Frankfurt Land Company from Francis Daniel Pastorius to 
Daniel Falkner, Johannes Kelpius and Johannes Jawert. Frankfurt-am-Main: 
24 January 1700.

Germantown (Germantaun) Pennsylvania was founded in 1683 by 
Francis Daniel Pastorius (1651–ca. 1720) as the agent of  the Frankfurter 
Landgesellschaft (founded as the Teutsche Landcompagnie) or Frankfurt 
Land Company. He was the only member of  the company to emigrate, and 
ran the settlement in various capacities for nearly two decades. Originally 
some six miles from Philadelphia, it is now a neighborhood of  it; it has long 
been the cradle of  German (including Dutch and Swiss) emigration and 
settlement in America. Pastorius struck up a lasting friendship with William 
Penn (1644–1718), founder of  Pennsylvania and the progenitor of  the “Holy 
Experiment,” a community of  religious tolerance in the New World.

The three documents in this collection together rival the holdings of  any 
institution. The first is among the oldest surviving American town plans. 
Carried out in the hand of  Pastorius himself, it bears a great deal of  
manuscript information besides, including an accounting of  lot-holders, a 
brief  history of  the settlement and, verso, a description of  the settlement’s 
situation. It is the subject of  an essay by James M. Duffin, archivist at the 
University of  Pennsylvania: “The First Map of  Germantown: A Neglected 
Source” (Germantown Crier 44.2 (1992), 4-17).3

3   We sincerely thank Mr. Duffin for his continued support, research and wisdom.

The second item is a printed agreement — one of  thirteen examples, of  
which three are known today (the other two being the Historical Society of  
Pennsylvania and the Rosenbach) — among members of  the Frankfurter 
Landgesellschaft, signed and sealed by nine of  the twelve members on 12 
November 1686. This represents a new start for the collective, whose initial 
purchase of  15,000 acres was augmented to 25,000, despite Pastorius being 
the only member of  the collective (as their agent) actually to emigrate by 
that point.

The third item closes the story of  Pastorius’s role as the “first German in 
America” (both chronologically and by esteem). After over a decade of  bitter 
complaint that the Landgesellschaft had fallen down in its duties to him — 
leaving him as the sole custodian of  the settlement rather than simply as the 
agent of  the company — he was finally granted release from their service on 
24 January 1700. The painfully slow exchange of  correspondence between 
Germantown and Frankfurt terminated with the present letter of  attorney, 
which frees Pastorius of  his responsibility and turns it over to Falkner, 
Kelpius and Jawert. Finally able to act as a private citizen, Pastorius would 
go on to be a great proto-Enlightenment figure in the “Athens of  the West,” 
teaching and publishing widely.

All three items came from the collection of  Pennsylvania governor and 
historian Samuel Whitaker Pennypacker (1843–1916). Pennypacker acquired 
a good deal of  material from the Penn family papers in the United Kingdom 
in the 1870’s, and so the present items are considered to have been from 
the collection either of  the Founder of  the Commonwealth or that of  
his descendants. (The Pennypacker sale (eight parts from 1905 to 1909) 
disbursed a good deal of  his collection, but the present items do not appear 
in those catalogues.)

 
As a collection: $1,100,000.

Individual descriptions available.
(Illustrations follow.)
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Turgot, Michel-Etienne; Louis Bretez (cart.), Claude Lucas (engr.). Plan de 
Paris Commencé l’Année 1734. Dessiné et Gravé, sous les ordres de Messire Michel 
Etienne Turgot, Marquis de Sousmons Seigneur de S.t Germain sur Eaulne, Vatierfille, 
et autres Lieux, Conseiller d’Etat, Prevôt des March.ds… Achevé de Graver en 1739. 
[Paris?: no publisher, 1739–1740]. First edition. 

Folio (21 5/8” x 17 5/16”, 550mm x 439mm): with 21 engraved double-page 
plates: a key map and 20 sectional maps (with sections 18 and 19, splitting 
the cartouche, already joined and folding).

Bound in contemporary (publisher’s?) mottled calf, with the arms of  Paris 
gilt to the center of  each board. Gilt border to both boards, with fleur-de-lys 
corner-pieces. On the spine, nine raise bands, with fleurs-de-lys gilt to each 
panel. Title gilt to red morocco in the second panel. Gilt roll to the edges of  
the boards, carrying over into the inside dentelle. Marbled end-papers. All 
edges of  the text-block gilt.

Tail restored, with modern tooling. Restored patch to the front board. Some 
darkening and cracking to the borders and edges of  the boards, and scuffing 
to the spine. Occasional soiling or small closed edge-tears.

Michel-Étienne Turgot (1690–1751), Marquess of  Sousmont and the de facto 
mayor of  Paris — Prévôt des marchands or merchants’ provost — from 
1729 to 1740 is best remembered for his commissioning of  a plan of  the 
city unlike any that preceded it. Its scale — over 8’ tall and 10’ wide — and 
precision (rendered at a scale of  ca. 1:400) are almost incalculable. Turgot 
commissioned Louis Bretez (†1737) to resurvey the city, giving him leave to 
enter structures and estates to carry out detailed measurements and drawings 
— a task that took fully two years.

This was a project of  civil pride rather than necessity, and so of  course it 
gained a great many supporters and sponsors, whose names appear in the 
cartouche after Turgot’s. With such endorsements and access, Bretez and his 
engraver Claude Lucas have created an intimate portrait of  a vanished city; 
the destruction of  the Revolution and the rebuilding of  Hausmann under 
Napoleon III would fundamentally reshape the City of  Light.

Brunet I.1224 ([24144]; sub Bretez); Cohen-de Ricci I.807. $28,500.
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Ughi, Lodovico. Iconografica rappresentazione della inclita città di Venezia al reggio 
serenissimo dominio veneto. [Venice:] Lodovico Furlanetto, 1729 [but 1739]. 
Second state.

20 sheets as joined (sheet: 62 3/8” x 83 5/16”, 1584mm x 2116mm; frame: 
70 ¼” x 91 3/16”, 1784mm x 2316mm). Copper-plate etching-engraved 
map, at a scale of  ca. 1:2,260. Float-matted and framed.

With some marginal restorations. Altogether a very good copy, with areas of  
tanning but overall an even tone.

Of  Lodovico (Ludovico) Ughi, little save his authorship — or at least his 
dedication — of  the present map is known. He signs his inscription as a 
“Kavalier,” i.e., a cavaliere (knight; this is the only rank) of  the Ordine di San 
Marco. Some sources claim that he was from Bologna or from Ferrara.

His map, however, has gained everlasting fame as the epochal and defining 
depiction of  La Serenissima. Depictions of  Venice have a long history, but 
Ughi’s 1729 plan is based on a re-surveying of  the city — no easy task in a 
swamp — and stood as the model for depictions of  the city well into the 
XIXc.

Composed from 20 sheets, the vast map (nearly 7' wide) is flanked by 16 
vignettes engraved by Francesco Zucchi after Luca Carlevarijs (1663–1730) 
and surmounts eight columns of  text detailing the principal sites and 
structures of  the city. At the top-right is an allegorical scene (after Sebastiano 
Ricci) of  La Serenissima atop the lion of  Saint Mark, borne by dolphins 
and escorted by putti, tritons and mermaids. At the upper edge, a putto 
holds a banner on which is a poem of  Sannazaro, “Viderat Adriacis Venetam 
Neptunus in undis/ stare urbem…” (Neptune had seen Venice, a city 
standing in the Adriatic waves…) published in 1535. At the bottom left are 
the arms of  the Mocenigo family,4 which supplied seven doges; the doge at 
the time of  the original plate (the only difference between the first state and 
the present is the alteration of  the publisher at lower right, from Giuseppe 
Baroni to Lodovico Furlanetto) was Alvise III Sebastiano Mocenigo (1662–
1732; r. 1722–1732).

4   Moretto calls these the Morosini arms (Or, a bend Azure), but they are those of  Mocenigo (per fess Azure on Argent, 2 roses counterchanged) in both the first and 
second states. Moretto also claims that the dedication is to Aloysio Mocenigo.

The date of  the map is based on Moretto, who gives no explanation. Schulz, 
citing Gallo, asserts that the map’s “plates were acquired by Furlanetto before 
1779, when they were listed as part of  his stock.” 1739 is certainly a more 
plausible date.

Moretto, Gino (ed.). Venetia: le immagini della Reppublica. Padova: Papergraf, 
2001; 152.

Schulz, Juergen. “The printed plans and panoramic views of  Venice (1486-
1797)”. No. 117. 

$42,500.
(Illustrations below and following.)
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A MANUSCRIPT MAP OF THE 1744 SIEGE OF PRAGUE

Daa Trellund, Gregers. Wahrhaffter und Accurater entworffener Plan und Grund-
Riss der Hauptstadt Prag in dem Königreiche Böhmen wie Solche von dem Kaÿserlichen 
Königlichen Preussischen Auxiliar Trouppen im Monath September Ao 1744 belagert 
und erobert worden… [Prague: ca. 1744.]

Pot folio (16 ½” x 11 13/16”, 419mm x 301mm). Manuscript map in 
ink and watercolor, edged in orange silk ribbon. Watermark “C honig” 
countermarked with a fleur-de-lys.

With early folds (flattened) and some small losses at the intersections and 
along the lower edge of  the central fold. Binding mount pasted verso. Pin-
holes at the top corners and at the middle of  the lower edge. Scattered foxing. 
Small paper patch to the verso.

The War of  Austrian Succession (1740–1748) is at its core a conflict of  
gender. Since its establishment ca. 500, the Salic Law (named for the 
Salian Franks, who settled along the North Sea in modern Belgium–The 
Netherlands–France), which governed the Holy Roman Empire among 
many other states, has prevented women from inheriting land, property or 
titles. The Holy Roman Emperor Charles VI (1685–1740; r. 1711–1740) 
had no surviving male heir, and so issued an edict in 1713: the Pragmatic 
Sanction. This provided for his eldest daughter, Maria Theresa, to rule as 
Holy Roman Empress suo jure; it was, indeed, the preoccupation of  his reign. 
This resulted in what today we might call a “constitutional crisis:” an heir for 
whom the Electors were unable to vote by reason of  her sex.

The War was global in its scope, being fought not only in “Austria” (a 
metonym for the Hapsburg Empire that largely includes modern Austria, 
but was much larger, embracing northern Italy, western Poland, Czechia, 
Slovakia, Germany and Belgium) but in the Mediterranean, Atlantic and 
Indian Oceans as well as India and North America (as King George’s War,  

5   The key notes their additions to the city’s walls: “NB die Werck, so von den Franzose neu-angelegt worden, seÿnd mit Lit: a. verzeichnet” (Note: the fortifications, which 
were so newly built by the French, being indicated with the letter “a.”)

the third of  the French and Indian Wars). Its immediate consequences were 
slight — the assertion of  Prussian control over Silesia (essentially western 
Poland, surrounding Wrocław/Breslau) and a consolidation of  Spanish 
Bourbon positions through Northern Italy — but ultimately the War set 
the stage for the great realignment of  alliances of  the XVIIIc: the 1756 
Diplomatic Revolution.

The present manuscript map (with West at the top of  the sheet) drawn by 
Gregers Daa Trellund (ca. 1697–1760), a Danish military engineer, depicts 
the third and final siege of  Prague, right at the heart of  the long war. The 
first, in 1741, saw the French sieze control;5 the Austrians took the city back 
in December of  1742. Finally Frederick II “the Great” led the Prussian 
forces against the city, bombarding it for three days; it fell to him on the 
16th of  September, 1744. Daa Trellund is careful to show not only the star-
fortifications of  the city proper and her garrisons to the West, but also which 
battalions bombarded individual gates, buildings or sections of  the walls. 
East of  the city (toward the lower edge) we see Galgenberg (Czech: Šibeniční 
vrch), “Gallows Hill,” complete with a hanged man. At the top right is a key, 
with 54 sites of  interest ranged in even columns of  27.

Daa Trellund was presumably working as a mercenary cartographer for 
Frederick. The sheet is watermarked C. Honig, presumably Cornelis Honig 
(1683–1755), whose “De verkulde Bijkorf ” (the Golden Beehive) was one of  
the most celebrated paper-mills in Europe. An earlier (1733) manuscript map 
by Daa Trellund, depicting Trankebar, is in the Maritime Museum (Museet 
for Søfart 1949:0253) in Copenhagen. It is considerably less finished and 
decorative; we must assume that the present map was made for presentation, 
trimmed as it is in silk and with such subtle detail of  elevation and landscape. 
Perhaps it was presented to Frederick to commemorate his victory.
 

$7,500.
(Illustration precedes.)
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Heap, George and Nicholas Scull. An East Prospect of  the City of  Philadelphia: 
taken by George Heap from the Jersey Shore, under the Direction of  Nicholas Skull 
[sic] Surveyor General of  the Province of  Pennsylvania. [London:] Engraved by G. 
Vandergucht, Sep.br 1.st 1754. First state (“Skull” for “Scull” on sheet 3).

Four sheets (ca. 29 ½” x 23 ½” each). Framed floating.

An old transverse crease about 9” below the top edge, reinforced verso. 
Some small repairs to the sky. Tanning at the corners from an early mount. 
With good upper and lower margins throughout; sheets 1-3 trimmed to 
right-hand plate-mark; sheet 4 trimmed to left-hand plate-mark. Occasional 
very mild patches of  tanning. An extraordinary set.

From its founding in 1680 between the Delaware and Schuylkill Rivers, 
Philadelphia was strategically poised to be a hub of  trade. By the mid-XVIIIc 
it had become the major port, fueling a golden age of  growth and eminence 
in the arts and sciences — the Athens of  America. The Penn family had long 
dominated the colony, and Thomas Penn, the founder’s son, commissioned 
a grand view of  the city in 1750 to commemorate and to enhance its stature. 
George Heap undertook the project; he had been Philadelphia’s coroner.

Nicholas Scull (perhaps an uncle by marriage) superintended the work, and 
Heap began advertising for subscribers (20 shillings, 10 payable in advance) 
and with that money set sail for England (there being no means to print it in 
Philadelphia) with his drawings. Heap got only as far as Delaware, and died 
on-board; he was buried in Philadelphia on Boxing Day 1752. Thereafter 
Scull shepherded the vast work through the engraving and publishing 
process. The Dutch engraver Gerard Vandergucht was commissioned to cut 
the plates, which finally emerged in June of  1754 (the King hung it in his 
own apartments). Wainright describes the print as above.

In 1755 the view was shrunk by about two-thirds, and placed above a plan 
of  the city and a view of  the state house and the batter, engraved by Thomas 
Jefferys. This is far more common; of  the Heap-Scull-Vandergucht view 
we have located only six copies in institutional collections: the American 
Philosophical Society (.748:P53:1754), Haverford College, Colonial 
Williamsburg, the Historical Society of  Pennsylvania (second state), 
Independence National Historic Park and the New York Public Library.

Deák I:99 (second state). $1,500,000.

“THE MOST DISTINGUISHED OF ALL PRINTS  OF THE CITY OF PHILADELPHIA”
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A MANUSCRIPT MAP MADE AT A CRUCIAL JUNCTURE  
IN THE DEVELOPMENT OF THE PORT OF VERACRUZ,  
SIGNED BY ITS MAKER IN THE FINAL MONTHS OF HIS LIFE

López de la Cámara Alta, Agustín. Plano de la Plaza de Veracruz su Castillo Sn 
Juan de Ulua, con la Discrepcion del canal Viriles, situacion de laxas que se comprehenden 
en el espacio de este mapa, demostrado a la mexor con prehecion, para formar un claro 
concepto en el estado en que se halla este castillo con las nuebas fortificaciones que se 
han echo de orden del exmmo señor marqués de cruillas con la aprobacion de dos Juntas 
qu se celebraron de periros ofiziales, è yngenieros, las que precidò el senor Virey actual. 
Veracruz: 20 Abril de 1763.

Single sheet (23 1/8” x  32 1/8”, 588mm x 817mm) with ink, watercolor and 
gouache. Dated and signed by the author at lower left. Numbered (“No 7.”) 
at the upper left. Title, key and scale at left.

Water-stain to the lower quarter, with scattered spotting elsewhere. Tanned 
evenly. With sewing holes (from binding) at the upper edge and pinholes at 
the corners. Closed tear to the left-hand margin, just barely reaching the text.

Agustín López de la Cámara Alta (d. 7 June 1763) rose to the rank of  colonel 
chief  engineer at Veracruz — about 200 miles east of  Mexico City, and its 
principal port — after a military training in Cádiz. By 1752 he was posted 
to Mexico under the command of  the Marques de las Amarillas, viceroy of  
Nueva España. With the assistance of  Carlos Luxán, he drew the plan —
now in the Mapoteca Manuel Orozco y Berra —  of  the square of  Veracruz 
along with its castle (San Juan de Ulúa) and port in 1755. 

Through the 1750’s and into the 1760’s, however, the naval threat from the 
English (pirates or privateers, rather than the navy proper) grew, and so 
López de la Cámara Alta revised his plan to reflect the new construction 
intended to counter that threat. The most notable difference is labeled A 
(“Plaza y puerta de la veracruz con su muelle nuebamente redificado” (Square 
and gate of  Veracruz with its newly rebuilt pier)), with the square in the extreme 
northwest of  the fortification highlighted in a yellow wash. The present map 
also extends considerably further southeast, showing a structure emanating 
from the city SSE. Some structures in the 1755 plan are absent in 1763, 
notably the wood warehouses by the castle, which presumably burnt down.

López de la Cámara Alta will not have seen his project realized; he died 
about six weeks after this plan was finished, probably for presentation (note 
the decorative script of  the first line of  the title) to the Marques de Cruillas, 
then viceroy of  New Spain.

Calderón Quijano, José Antonio. Historia de las fortificaciones en Nueva España. 
Madrid: Gobierno del Estado de Veracruz, Consejo Superior de 
Investigaciones Científicas, Escuela de Estudios Hispanoamericanos de 
Sevilla; 1984.

Orozco y Berra, Manuel. Materiales para una cartografía mexicana. Mexico City: 
Mapoteca Manuel Orozco  Berra, SIAP-SAGARPA, 2011; p. 241, no. 
1338.

Toussain, Manuel. “Ensayo sobre los planos de la ciudad de Veracruz” in 
Anales del instituto de Investigaciones Estéticas, UNAM IV.15 (1947).

 $28,000.
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Ratzer, Bernard; engr. Thomas Kitchin. Plan of  the City of  New York in North 
America: Surveyed in the Years 1766 & 1767. London: Jefferys & Faden, Jan.y 
12, 1776. First edition, second state.

Etched-engraved map on three sheets joined, folded to make 16 compartments 
(map: 48 5/8” x 35 ¾”, 1235mm x 908mm; frame: 54 ½” x 42 ¼”, 1384mm 
x 1080mm).

Framed floating. Joined and dissected, laid down on washi paper. With losses 
at each join, as well as some losses around the extremities of  the joined 
map. Even mild tanning, with some foxing to the compartment at the upper 
edge, just right of  center. Recently conserved: delaminated from old linen, 
re-joined and washed.

Bernard (Bernhard) Ratzer is known principally through his cartographic 
output: maps of  the east coast of  America, ranging from 1756 
(Passamaquoddy Bay, just over the modern border of  Canada from Maine; a 
manuscript map at the Huntington, mssHM 15417) through 1782 (a French 
edition of  his map of  New Jersey). In the dedication of  the present map, he 
identifies himself  as “Lieut.t in His Majestys 60.th or Royal American Reg.t” 
and Cumming, citing the List of  the General and Field Officers, bears this out; he 
was commissioned a lieutenant on 20 February 1756 and promoted captain 
lieutenant in 1773.6 His name suggests a German origin, but in the absence 
of  additional information he remains more a name than a person.

The map was forged in the early flames of  the Revolution. After the Stamp 
Act Riots of  1765, the royal governor, Sir Henry Moore, ordered that the 
City — then settled more or less up to modern 59th St. — be completely 
resurveyed; the task fell to Ratzer. The result was the “Ratzen Plan,” published 
in 1766 but with the cartographer’s name misspelled as “Ratzen.” Never 
has a cartographer been more slighted; Ratzer’s map was immeasurably 
superior to those that predated it, not only for its accuracy but also for its 
completeness. 

6   William P. Cumming. British Maps of  Colonial America. Chicago & London: University of  Chicago Press, 1974; 64 and n. 31.
7   Worryingly, the map does not appear in the on-line catalogue. The upper half  of  the example was on the market.

As soon as 1767 Ratzer worked to update and to augment his first effort; 
the expanded map (published in 1770, and commonly called the “Ratzer 
Map”) now featured a “South West View of  the City of  New York from 
Governours Island at *” (with the * indicating the precise point from which 
the view was taken) drawn by Lt. Thomas Davies. Parcel-holders’ names, 
small winding streets and the complex profile of  the coasts are all faithfully 
rendered. The soundings throughout the harbor and rivers remind us that 
this is essentially a military map: a bulwark against the seemingly-inevitable 
conflict between the Colonists and the Colonizers. The 1770 map — the 
whole engraved by the great Thomas Kitchin, hydrographer to the King — 
is now quite rare indeed, with only a few examples known to survive.

The impending War of  Independence made access to the map more urgent; 
the London firm of  Jefferys & Faden re-issued the map (the only difference 
being the imprint just above the view; Ratzer’s promotions in the intervening 
years are not recorded, leaving him a lowly lieutenant). The map seems to 
have circulated widely among officers on both sides. Dissection such as 
in the present example allowed for the map to be folded up small enough 
to fit in an officer’s holster bag; the lower half  of  General Hugh Percy’s 
example, used at the Battle of  Brooklyn, is in the collection of  the Center 
for Brooklyn History at the Brooklyn Public Library (formerly the Brooklyn 
Historical Society).7

Purchased at Doyle, 29 April 2021, lot 1032.

Cumming, William P. “The Montresor-Ratzer-Sauthier Sequence of  Maps 
of  New York City, 1766–76.” Imago Mundi 31 (1979): 55-65; 9b.

Augustyn & Cohen, Manhattan in Maps pp. 73–77; Deák, Picturing America 
121; Pritchard & Taliaferro, Degrees of  Latitude 46; Schwartz/Ehrenberg, 
The Mapping of  America p. 192; Stokes, Iconography p. 341.

$290,000.
(Illustration follows.)
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Caracciolo, L[udovico]. Proof  plates for Suite de Vues Pittoresques des Ruines 
de Pompeii et un précis historique de la ville avec un plan des Fouilles qui ont été faites 
jusqu’en Février 1819, et une description des Objets les plus interessants, par Henry 
Wilkins. [Rome: no publisher, 1819.]

Broadsheet folio (19 ¼” x 13 7/8”, 493mm x 352mm): 21 aquatint-engraved 
plates (two with two views), of  which 17 or so are printed in sepia. Preceded 
by a tissue guard inscribed in graphite “L. Caracciolo/ 1819=/ Prove di 
Acqua tinta”. 18 of  the plates avant la lettre and titled in graphite.

Bound in contemporary half  green straight-grained morocco over blue 
paste-paper boards. On the spine, seven panels divided by gilt rolls.

Worn broadly, with significant rubbing to the spine. Remnants of  a circular 
paper label to the front board. Marginal toning and a little foxing. Book-label 
of  William S. Reese to the front paste-down. Erased graphite ownership 
inscription of  W. Dickinson along with shelfmarking (?) to the recto of  the 
front free end-paper.

In a single volume is told a great deal of  the development of  European 
identity in the era of  the Grand Tour. Ludovico Caracciolo (1761–1842), 
an Italian artist and engraver, cut plates after the drawings of  the English 
architect Henry Wilkins (1767–1847) for publication in French as a “Suite de 
Vues Pittoresques des Ruines de Pompeii…” Although little is known of  Wilkins, 
Caracciolo ranks among the great illustrators of  Italy. He documented the 
excavations at Rome as so many of  his predecessors had done.

The excavation of  Pompeii, which was buried in pyroclastic flow and ash 
from the eruption of  the volcano Vesuvius in ad 79, began in earnest in 1748. 
Charles III of  Spain (1716–1788; Charles I, Duke of  Parma and Piacenza; 
Charles VII King of  Naples; Charles V King of  Naples) built a palace at 
Portici, southeast of  Naples and quite close to Herculaneum, another of  
the cities destroyed by Vesuvius. Aware of  the nascent excavations, Charles 
appointed Roque Joaquín de Alcubierre, a Spanish military engineer, to make 
systematic efforts and to extract the finest material to adorn his Portici palace.

21



36

By February 1819 (the terminus cited in the title) major excavations had 
finished in the forum, uncovering some truly remarkable sites as well as 
paintings, mosaics and objects. Meanwhile the domain that encompassed 
archaeological site, the Kingdom of  Naples, had merged with the Kingdom 
of  Sicily to become the Kingdom of  Two Sicilies. The kingdom passed 
into Bourbon hands — including rule by Napoleon’s elder brother Joseph 
(Giuseppe) 1806–1808, Joachim Murat 1808–1815 and finally Ferdinand I 
— hence the publication in French.

The present item brings together 23 of  the eventual 32 plates (including 
a map) as proofs, largely before the inclusion of  text (“avant la lettre”), 
captioned and occasionally marked in, presumably, Caracciolo’s own hand.8 
In one case, the tomb of  Tyche (pl. 7/VII), the final word only is supplied 
in manuscript. The manuscript is in Italian, whereas the plates in the printed 
work are captioned or titled in French. There are occasional iconographic 
changes between the proofs and the printed work (per the example digitized 
by the Bibliothèque national de France).

Most tantalizing is the erased ownership signature of  “W. Dickinson.” 
Could this be William Dickinson (1746–1823), the great English mezzotint 
engraver, publisher and print-seller? Among his most famous prints depicts 
Georgiana, Duchess of  Devonshire (with the Viscountess Duncannon) 
after a painting by Angelica Kaufmann; Caracciolo was the protègé of  Bess 
(Foster) Cavendish, Georgiana’s confidante and successor as duchess. These 
proofs may have come into the collection of  the engraver, to whom they will 
doubtless have been of  great technical interest.

From the collection of  William S. Reese (his sale, Christie’s New York, 25 
May 2022, lot 296). Reese (1955–2018) collected plate books in particular. 
His firm continues to trade in New Haven.

[List of  plates available.]

Brunet V.1451 (printed work). $4,500.

8   Comparison to the hand in Caracciolo’s notebooks at BiASA (Mss Lanciani 13–17, 25 and 26) shows great similarity.
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Muller, William James. Painting of  the Rialto Bridge in Venice. Signed and 
dated at lower right: “W Muller/1835” (?).

Watercolor over pencil with bodycolor (sheet: 17 1/2” x 29 1/4”; frame: 29” 
x 40 1/2”). 

With scattered repairs and a little foxing.

An early XIXc polyglot in the tradition of  the Grand Tourists, Muller (1812-
1845) traveled to Germany, Switzerland, and Italy with the watercolor artist 
and member of  the Royal Society of  Painters George Arthur Fripp. They 
reached Venice on 29 September 1834, staying there for nearly two months 
before going on to Rome and beginning their return journey on 16th January 
1835. Though a number of  drawings and watercolor sketches were made on 
this journey, Muller continued to paint Venetian subjects as late as the 1840s. 

The present work may be identical with the one exhibited at the Society 
of  British Artists in 1836. It shows the Rialto Bridge with the 18th century 
campanile by Giovanni Scalfarotto and the Fondaco dei Tedeschi, a multi-
purpose structure built by mainly German merchants from the cities of   

Augsburg, Judenburg, and Nuremberg. The streets along the canal include 
genre-scenes of  mercantile activities: the loading and unloading of  boats, 
the displaying of  fabrics and a gondolier maneuvering between the barges. 

Muller’s style is very linear and displays the classicist approach to Venetian 
vedute with a heavily geometric composition and visible pen-lines. Muller 
became the apprentice of  James Baker Pyne who introduced him to the 
Bristol Sketching Club together with artists Samuel Jackson, J. Skinner Prout, 
and William West. He departed from the poetical style of  their landscapist 
and imaginary subjects and exhibited at the Royal Academy for the first time 
in 1833. 

After Muller’s return from Italy, he sent works to the Royal Academy in 
1836 and to the Exhibition of  the Society of  Artists in Suffolk Street in 
1836, 1837, and 1838. He visited the Middle East twice and accompanied the 
government expedition to Lycia in southwest Turkey where Charles Fellows 
was removing the Xanthus Marbles for the British Museum in 1843/44. A 
series of  sketches from a journey to France was lithographed in 1841. Muller 
died in Bristol on 8 September 1845 at only 33 years of  age. His works have 
continued to be in high demand but seldom come to market.

$65,000.
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[Capewell, Samuel and Christopher Kimmel.] Crystal Palace 42nd St. & 6th Ave. 
N.Y.C. / original trial proof  before same was printed in colors. [New York: Capewell 
& Kimmel, 1853.] 

Steel engraving on wove paper (sheet: 17 ½” x 24 ¼”; image: 12 ½” x 19 
1/4”) with the caption manuscript in the lower margin. 

With a large closed tear and marginal loss to the right edge. Mat-burn and 
soiling in the margins; repairs along lower edge and in the image. 

This “trial proof ” (we do not know of  any examples in fact printed 
in colors, i.e., à la poupée) shows the Crystal Palace and Latting 
Observatory (erected for the Exhibition of  the Industry of  all Nations 
in 1852-1853) at the intersection of  42nd Street and Sixth Avenue 
(modern Bryant Park). Designed by Georg Carstensen and Charles  

 

Gildemeister, the Crystal Palace was built on a centralized cruciform  
plan with a glass and iron dome. It was destroyed in a fire during the American 
Institute Fair in 1858. The adjoining Latting Observatory “was the invention 
of  Waring Latting. One interesting feature of  the tower was a steam elevator 
which provided access to the first and second landings, where telescopes 
were installed for the use of  visitors. The tower proved a financial failure, 
and was sold under foreclosure. Later, the building at the base was used as a 
marble manufactory, but the tower continued in use as an observatory until 
its destruction” (Stokes). 

Based in New York, Capewell & Kimmel produced fashion plates for 
contemporary publications (Godey’s Lady’s Book and Frank Leslie’s Ladies’ 
Gazette) as well as views including “Syracuse, NY” (1850) and “The City 
of  New York and Environ” (1853). Mantle identifies P. K. Kimmel as an 
engraver of  vignettes and portraits, but information on Capewell is scarce.

$2,900.
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Smith, Benjamin Franklin (after). Brooklyn. N.Y. 1854. Respectfully Dedicated 
to the Citizens of  Brooklyn by the Publishers. New York: H. Fern & Co., [1854].

Copper-plate engraving by Wellstood & Peters after B.F. Smith (sheet: 29” x 
43 5/8”) with additional hand-color.

Small restored loss to the lower margin. Mildly evenly tanned. 

Benjamin Franklin Smith’s (1830–1927) view, taken from the west at the 
approximate area of  the Wall Street Pier, captures the bustling East River filled 
with ships and stretches out into Brooklyn’s developing cityscape. Among 
the Smith views, this one is notoriously rare due to the poor construction 
of  the paper onto which it was printed. The year indicated, 1854, marks the 
subsumption of  younger cities of  Williamsburgh and Bushwick, unable to 
handle the rapid expansion of  the manufacturing and shipbuilding industry 
along the river, into the jurisdiction of  Brooklyn. 

Between 1848 and 1856, Benjamin F. Smith and his three brothers (Francis 
Smith, George Warren Smith, and David Clifford) created large folio views 
of  major cities within America’s eastern coast (Brooklyn would remain an 
independent city for most of  the XIXc; die-hard Brooklynites called the 
merger with New York “the great mistake of  1898”). The youngest of  the 
brothers, Benjamin F. Smith, was considered the artist of  the family and 
illustrated multiple views for the series (Reps, 206). The Smith brothers 
spent numerous years traveling and publishing with the artist Edwin 
Whitefield before establishing their own independent publishing firm in 
1849, specializing in city views. This separation from Whitefield was likely 
driven by the clear artistic talent of  Benjamin Franklin Smith, who quickly 
proved himself  able to compete with the more experienced Whitefield. 

Reps, Views and Viewmakers of  Urban America pp. 206-208. $9,000.
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Billing, Frederick William. A panoramic view of  New York City from New 
Jersey. Signed and dated lower right “F.W. Billing, 1856.”

Graphite on wove paper (sheet: 19 ¼” x 48 ½”; frame: 25 ½” x 55”). Framed 
in Museum Glass.

Frederick William Billing (sometimes Friederich Wilhelm; 1835–1914) was 
born near Kassel, Germany and emigrated to the United States in the year 
of  this drawing. Billing developed an interest in painting from a very early 
age, but never received formal training. The Civil War Records list Billing as 
a First Lieutenant and Quartermaster fighting in the 54th Infantry Regiment 

 

on the side of  the Union. After the War, he opened a brokerage business on 
Wall Street. Billing died in Santa Cruz in 1914. Thomas Moran praised him 
as the most talented amateur painter he knew.

This large pencil panorama depicts Manhattan from across the Hudson 
River, showing figures standing about the cliffs of  the Palisades and Hoboken 
farmland. Jersey City is seen in the middle ground (right). Landmarks include 
Trinity Church and the New York Crystal Palace (destroyed in 1858; the 
Latting Observatory burnt down on August 30, 1856 and is not shown here).

$27,500.
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Bachmann, John. New York City Hall, Park and Environs. New York: Williams 
& Stevens, 1859.

Lithograph (sheet: 17 ¼” x 22 ½”; frame: 27 ½” x 33”) with original hand-
color.

Based loosely on Nathaniel Currier’s View of  the Park Fountain & City Hall 
N.Y. (1846; Gale 6930), John Bachmann’s (1814–1896) composition is a great 
deal more naturalistic. Born in Switzerland, Bachmann came to be one of  
the great illustrators of  New York City in the age of  lithography. The present  

 

view is unrecorded by Reps but appears (no. 178) in Stokes’s Supplementary 
List and is described by Deák: “Along the broad thoroughfare moves a 
smart array of  carriages, coaches, and fashionably-dressed pedestrians. 
The fountain playing in the imperfect triangle of  City Hall Park had now 
permanently replaced the temporary one erected there during the Croton 
Water Celebration that took place there in 1842. Beyond the fountain is 
City Hall itself, admired by residents and visitors alike for its architectural 
splendor: a successful adaptation of  French Renaissance and American 
colonial influences.”

$1,900.
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Parsons, Charles and Lyman Atwater. The City of  New York. New York: 
Currier & Ives, 1876.

Lithograph (26 ¼” x 37 ¼”) with original hand-color.

Backed on board, with mat-burn at the extremities.

Nathaniel Currier (1813–1888) and James Merritt Ives (1824–1895) together 
produced most of  the greatest lithographed images of  America in the XIXc. 
Their views of  New York in particular have become — please forgive the 
cliché — iconic; i.e., immediately recognizable at a glance.

The present item is a bird’s-eye view of  Manhattan, parts of  Brooklyn and New 
Jersey (including Jersey City). It shows most of  the island with the Brooklyn 
Bridge anachronistically finished and in use, and much traffic on the Hudson 
and East Rivers including the steamers “‘Massachusetts’, ‘Providence’, and 
‘City of  New York’ in the left foreground. At the time of  publication, the 
SS Providence had officially retired and was used only sporadically. Visible 
landmarks include the Emigrant Landing Depot (present-day Castle Clinton 
National Monument) in the Battery, Trinity Church, the New Merchants 
Exchange, City Hall, and Central Park” (Reps).

Gale 1220. $15,000.
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Parsons, Charles and Lyman Atwater. The City of  New York. New York: 
Currier & Ives, 1884.

Lithograph (sheet: 28 ½” x 39”; frame: 35 ½” x 46”) with original hand-
color.

Scattered repairs in the upper margin and image (right), as well as around the 
title line; some age-related toning

[See above for a description of  Currier & Ives.]

Gale 1221. $15,000.
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THE BIRTH AND DEATH OF THE GREATEST
BEAUX-ARTS BUILDING IN AMERICA

Magnanti, Angelo. Pennsylvania Station New York. New York: for McKim, 
Mead & White; ca. 1946.

Graphite, ink and gouache on artist’s board (visible: 63” x 32” visible, frame: 
73 ½” x 42 ½”).

A little foxing; not viewed out of  frame.
with

Hughson, Hawley (after). Pennsylvania Station, New York City Seventh Avenue and 
Thirty-Second Street. Philadelphia: Ketterlinus for the Pennsylvania Railroad 
Co., 1910.

Chromolithograph on card (sheet: 33 ¼” x 57 ½”, frame: 39 ½” x 61 ¾”).

Water damage to the lower edge. Not viewed out of  frame. 

In 1910, the New York terminus of  the Pennsylvania Railroad Company 
opened on two full blocks between Seventh and Eighth Avenues and 
West Thirty-First and Thirty-Third Streets. Charles Follen McKim was 
the lead architect at McKim Mead and White, the firm responsible for 
some of  America’s great buildings: the East and West Wings of  the White 
House, Symphony Hall in Boston, the major clubs of  New York (Century, 
Metropolitan, University, Harvard, Harmonie, Racquet & Tennis). The 
original Penn Station was considered the greatest of  them all.

Hawley Hughson (1850–1936) was born in London but became one of  the 
preeminent chroniclers of  American buildings. Although romanticized, his 
building portraits and panoramas are among the best documents of  a period 
of  rapid change that shaped the cities of  the United States. His depiction of  
the brand-new Penn Station is among his most recognizable, and documents 
much of  midtown Manhattan (the Plaza Hotel at 59th and Fifth is depicted  
 
9   McKim Mead and White Architectural Records (PR 42), subseries I.2 FF45. Thanks to Ms. Jill Reichenbach, reference librarian at the N-YHS’s Patricia Klingenstein 
Library, who kindly sent photographs when a visit was impossible.

in part at the left-hand side, the Hotel Martha Washington (now the Redbury 
on 29th St.) is at the right), as well as Queens and Brooklyn beyond. The 
skyscrapers were still to come; the tallest building in New York in 1910 was 
the Metropolitan Life Insurance Building.

The station’s flow of  passengers increased and hit its zenith in 1945-1946, 
precisely when MMW commissioned the “decorator” Angelo Magnanti 
(1879–1969) to depict their renovation of  the station to accommodate the 
surge of  pedestrian traffic. This would eventually be installed as a mural 
in the station master’s office (other surviving Magnanti murals are at the 
Dollar Savings Bank, the Frick Art Reference Library and the conference 
room of  the U.S. Supreme Court; he also designed mosaic ceiling at the 
Williamsburg Savings Bank). The New-York Historical Society in its MMW 
archives holds a less-developed sketch (2”:1’ scale) executed in color with 
gilt, presumably as a proposal to the firm, signed and dated “A. Magnanti/ 
1946.”9 The present work is drafted quite precisely, with washes of  gouache 
and ink in a quasi-grisaille depiction of  a sectional view of  the station. At the 
lower left is a view of  lower Manhattan from the South, rendered in near-
photographic accuracy.

The combination of  the age of  air travel and the 1956 Federal Aid Highway 
Act signed by Eisenhower ended the dominance of  railroads. The mural 
stood in the station-master’s office until the destruction of  the station in 
1963, widely considered one of  the great architectural travesties, and the 
proximate cause of  modern historical preservation. The new Penn Station 
is generally reviled; only in 2021 was the sin somewhat redeemed with the 
opening of  the Moynihan Train Hall in the James A. Farley Building across 
Eighth Ave. — also, luckily, designed by McKim, Mead & White.

The Magnanti drawing was acquired from the Swann “New York Sale” (lot 
306) that took place just two weeks after September 11th, 2001. The Hughson 
chromolithograph was acquired at Bonham’s New York 10 December 2014 
(lot 197).
 $95,000.

(Illustrations follow.)
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THE POWER BROKER TALLIES HIS ACHIEVEMENTS

Moses, Robert. The EXPANDING New York Waterfront. [New York]: 
Triborough Bridge and Tunnel Authority; August, 1964.

with 

A suite of  12 monochrome aerial photographs of  New York and New Jersey 
waterfront taken for the Port Authority of  New York Authority (negative 
nos. 788-69–790-69, 792-69–797-69, 799-69–801-69), January 1969.

Oblong quarto (8 ½” x 11”, 216mm x 279mm): pp. 28.
Photographs 8” x 10”.

Bound in stapled printed white card wraps.

Tanning to the peripheries of  the wraps, and a little rubbing to the edges. 
Photographs a bit curled.

Robert Moses (1888–1981) was the planning Czar of  New York for much 
of  the twentieth century. He held many titles, inter alia: Parks Commissioner 
(1934–1960), Planning Commissioner (1942–1960) and Chairman of  the 
Triborough Bridge and Tunnel Authority (1934–1981), in which capacity 
he wrote the present essay. Written, the blurb at the beginning attests, “as 
a result of  a causal conversation between Robert Moses, former Parks 
Commissioner, and Newbold Morris, present Parks Commissioner.” 
Whatever the circumstances, the essay is a nice piece of  reputation-
burnishing for Moses: an account of  acres of  new land added during Moses’s 
tenure. Spoiler: Moses puts the figure at 15,000 acres acquired or created. 
The publication is redolent of  proto-Vignelli typography, with columns 
separated by thin crenellated borders and sans-serif  legends. Put down The 
Power Broker; this will take you all of  15 minutes to read, and it’s a first-hand 
piece of  hagiography.

Included is a suite of  relevant aerial photographs from a few years later, 
illustrating the state of  the waterfront, some of  which was built up by Moses.
 

$750.
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