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Abstract 

The phenomenon of princely and scientific collections that proliferated in Europe 

during the sixteenth and seventeenth centuries has become an important focus for modem 

historical analysis. These collections provide a microcosm of contemporary political, 

economic and philosophical ideas, often characterized by geographical and cultural 

differences. The mid-seventeenth century Kunst- und Wunderkammer studied here, 

instituted by the archbishops of Salzburg, brings forward themes sometimes neglected in 

the literature. The archbishops' collection was part ofbroader efforts to reinvent the city 

of Salzburg as a representation ofboth sacred and secular authority. Strategies for 

significant display were derived from re1igious and imperial ritual, drawing on the 

potential of objects as signifiers. In this context, 1 also examine sorne ofthe debates 

within the literature on prince1y and scientific collections, where the study of wonder and 

science begins to merge in cross- disciplinary scholarship. Finally, 1 highlight the role of 

transformation and materiality in these collections to argue that the act of collecting 

objects and the act of making were imbricated in the process of se1f-definition. Within 

themes oftechnology and process, 1 investigate the pursuit of creating Kunstkammer 

objects, as well as the business oftheir display and use in diplomacy. 



Résumé 

Le développement exceptionnel des collections scientifiques et princières 

européennes pendant les XVIe et XVIIe siècles reste un thème populaire pour l'analyse 

historique moderne. Ces collections constituent un milieu riche en idées politiques, 

économiques et philosophiques contemporaines, et elles sont souvent caractérisées par de 

fortes différences géographiques et culturelles. Le cabinet d'art et de merveilles, instauré 

au milieu du XVIIe siècle par les archevêques de Salzbourg, s'avère une étude de cas 

intéressante pour certains aspects souvent négligés de la littérature. La collection des 

archevêques faisait partie d'un plan stratégique plus vaste qui visait à donner à la ville de 

Salzbourg une image d'autorité à la fois religieuse et séculaire. Les tactiques utilisées 

pour mettre en œuvre une exposition significative provenaient du rituel impérial et 

religieux, puisant à même le potentiel des objets comme signifiants. J'examinerai 

également quelques-uns des points épineux de la littérature concernant les collections 

princières et scientifiques au moment où l'étude de la «merveille» et de la science 

commence à se fusionner dans un savoir multidisciplinaire. Enfin, je mettrai en évidence 

le rôle de la transformation et de la matérialité de ces collections comme un moyen de 

«fabrication de soi». Dans l'acquisition et dans l'exposition, l'acte même de rassembler 

est comparé à l'acte de fabriquer. En approfondissant les thèmes de technologie et de 

processus, j'étudierai l'activité de création d'objets propres au cabinet des merveilles, de 

même que l'ordonnancement de leur exposition et leur usage en diplomatie. 
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Introduction 

The art of the Baroque era has been characterized as a style ofbecoming rather 

than one ofbeing; therefore, a fascination with ideas of transformation and caveats on the 

evanescent quality oflife are common themes in art.! The Kunst- und Wunderkammer 

collection in Salzburg was conceived as part of a larger strategy to reshape the city along 

the lines of contemporary urban planning, promoting the ambitions of the archbishops on 

the stage of Europe. The experience ofthe city space is allied with the perception of a 

designing authority; in this case not just a prince but also an archbishop. As 

representatives of the Catholic Church in Rome, the archbishops also had a responsibility 

to project a role of sacred leadership. This was achieved through the construction of a 

large and influential cathedral. 2 The same experience of constructed space is repeated in 

the applied narrative of collections, through the system of objects. The collection of 

Rudolf II in Prague was characterized by R.J.W Evans as "the assembling ofmany and 

various items reflect[ing] the essential variety in the world, which could nevertheless be 

converted into unit y by a mind which brought them together and divined their internaI 

relations one with another.,,3 This "pansophic" striving situates the collector at the centre 

ofhis own contrived microcosm, within his own created order and cosmology. 

A precursor to the display of significant and inspirational objects in these 

collections is the displays of relics and sumptuous materials in the church. These 

mediating objects stand in as visible signifiers for the unknown, their power fixed during 

the moment of transference when they cross from the realm of the visible to the invisible, 

from one realm ofmeaning to another.4 The authority that regulates the meaning and 

display of such articles, be it the church or the prince, is imbued with power and 
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influence. Vanitas objects are a common presence in the secular Kunstkammer 

collections, fulfilling a similar role as reminders of transient existence, inspiring wonder 

through material splendour and fear of the unknown. 

The traditional Kunst-und Wunderkammer collection consists ofportraits and 

portrait busts, exotic specimens offlora and fauna, and decorative objects ofvirtuoso 

craftsmanship placed alongside rare or unusual natural specimens. Displayed together in 

omate cabinets, these decorative objects are often crafted from the same exotic materials

ivory or rhinoceros hom, conch or coconut shell- as if shown in the process of 

metamorphosis and change. The type of collection was common among nobles in 

sixteenth and seventeenth-century Europe, bringing together elements of interest to the 

era in one systematic display. This practice can be attributed to several developments in 

European culture, from the influence and growth ofhumanist education and leaming, to 

the expansion of the known world through trade and exploration. What characterizes the 

collections as well as the scholasticism of the period is an attempt to know objects and 

ideas through applied systems of understanding. The effort to categorize and qualify 

these expanding domains involved the scholar and collector in the process of naming, 

shaping and organizing. Exotic natural specimens from around the world and modem 

scientific instruments could inhabit the same system of display as artworks of 

extraordinary craftsmanship and form; these diverse objects all existed within the 

expanding domain ofhuman creation and knowledge. 

The process of qualifying knowledge also implies another side, however, one of 

uncertainty and disorder. The seventeenth century witnessed these paradoxical interests 

in tandem, as the contrast of emerging modem sciences amid residual esoteric 
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philosophies was echoed in both theatrical realism and natural excesses in Baroque art, 

and particularly in the contrasting goals of Reformation and Catholic art. The Kunst-und 

Wunderkammer type is often defined as a northem or princely collection, as they were 

generally found in this milieu. Northem collections are considered to have lingered in 

the symbolic realm because of ingrained superstitions about the power of objects. 5 The 

scientific collections of humanists and scholars around Europe contained little art but 

similar natural specimens and technological instruments, their emphasis placed on 

discovery and classification. Where this became a process of exclusion in the scientific 

collections, the encyclopaedic and inclusive Kunstkammer collections emphasised 

change and creation in the transformative shift from nature to art. My discussion of the 

Salzburg collection will highlight this dynamic aspect of the Kunstkammer collections. 

While the study of these collections has traditionally promoted the display of power and 

social position as a predominant theme for the collector, what is also interesting is the 

process itself, of creating and accumulating these objects in order to be displayed as 

signifiers of power and position. 

Salzburg 

The Salzburg cathedral is the symbolic and physical heart of the city. Within the 

cathedral are currently two 'museum' spaces: twinned galleries above the nave where 

themed exhibitions of ecclesiastical treasures are held, and a more intimate collection in 

an attached wing, which is a modem restoration of the seventeenth century archbishops' 

Kunst- und Wunderkammer collection. In this study, 1 place the Salzburg Kunstkammer 

in context with the contemporary models of Bavarian and Habsburg collecting that 

surrounded the principality. The long history of the city of Salzburg, ruled by prince 
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archbishops for almost a millennium, is a remarkable example of the changing themes in 

surrounding Europe revisited on a local scale. A particular distinction to be examined in 

this section is the influence of Counter Reformation politics and art on the archbishops' 

patronage, balancing their duties as secular and sacred leaders. The symbolic roles of 

objects present in the classic Kunstkammer, in use and display function, have significant 

ties to their antecedents in church and courtly rituals. In this section, l also describe the 

circumstances surrounding the modem restoration of the collection, with particular 

emphasis on the physical experience of space. 

Early Modern Collections 

In the second section, l examine the phenomenon of collecting in general as well 

as an analysis ofthe historiography. The greater incidence of Kunstkammer collections 

is specific to the period of the mid-sixteenth to mid-seventeenth century. In concept, they 

were a physical embodiment of a more inclusive understanding of the changing world. 

The mode1s for the Salzburg collection, the collections of the Habsburg emperors and 

archdukes, are sorne of the most significant examples of their kind in northem Europe. l 

will also examine briefly a counterpart in the scientific collections, which ultimate1y 

survived the Kunstkammer type by responding to increasing interests in specialization. 

The distinction between scientific and prince1y collections is a popular topic in the 

emerging discourse on these collections, though definitive criteria for the Kunst- und 

Wunderkammer have not been established. Theories have moved from the general, of 

power and patronage, to the specifies, in recent cross-disciplinary discussions considering 

the impact of trade and production on these objects. 
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Transformation and Materiality 

ln the third chapter, 1 examine these ideas as they apply to sorne underlying 

themes in the Kunstkammer projects that required further deve1opment. Several ideas in 

contemporary culture contributed to the idea of the Kunstkammer as a sort ofworkshop 

and laboratory, in which the prince collector toyed with ordering nature and transforming 

meaning through craft. The overt materiality and physical experience ofthese collections 

was also significant, and this factor is highlighted in the balance of objects representing 

local structures and stability alongside the mysterious and unknown of the exotic. The 

dynamic aspect ofthese collections is linked to what Mary Helms terms "The Kingly 

Ideal," in which, 

... creation as an aspect of tradition al crafting refers to elucidating or illuminating 

the understanding of things, to making manifest things and ideas already existing 

in another state, or to the arranging and rearranging of traditional patterns and 

e1ements into stylistically distinctive but recognizable forms ... in other words, 

creativity in traditional societies refers not to individual artistic uniqueness but to 

the ordering of nature for cultural purposes.6 

The Kunst- und Wunderkammer collections were intrinsically a creation oftheir time, 

reflecting the perceptions and obsessions of a changing world while incorporating more 

universal themes. 

1 Maiorino, 2 
2 Smith, Sensuous Worship, 131 
3 Evans, 177 
4 Pomian, 27 
5 Baisiger, 3 
6 ReIms, 19 

10 



Chapter 1- The Collection of the Archbishops of Salzburg: A Case Study 

This chapter explores the Salzburg Kunst- und Wunderkammer within the 

framework of the collecting phenomenon in early modem Europe. These collections 

were often visualized as a microcosm of the known world, with the collector placing 

himself at its centre. The Salzburg archbishops thus embodied the role of ruler in both 

realms, as both Rome and the Holy Roman Emperor had imbued the position with 

combined sacred and secular authority since the ninth century.l To assert their secular 

position as princely rulers, the Salzburg archbishops, beginning with Wolf Dietrich von 

Raitenau in the late-sixteenth century, embarked on an architectural programme that 

envisioned Salzburg as a second Rome north of the Alps.2 The construction of a 

significant Baroque cathedral also contributed to this programme, establishing their status 

as powerful spiritual and cultural leaders. Archbishop Guidobald von Thun's additions to 

the façade of the Cathedral in the early 1660s inc1uded a Kunst- und Wunderkammer 

wing, following contemporary fashion in patronage and the performance of nobility, and 

inspired by the neighbouring collections of Habsburgs such as Rudolf II, as well as the 

Bavarian rulers. The vast Austro-Hungarian Empire ofthe Habsburgs, constituting a 

dynamic model of secular leadership, surrounded the region of Salzburg. The collection 

of rare objects of art and nature within the cathedral served as a promotional tool for the 

historical validation and financial resources of the archbishops at home and abroad, 

helping to define their presence as both sacred and secular leaders.3 Though the actual 

collection was dispersed in the early 1800s, the authentic space and cabinets have been 

re-imagined as a simulacrum of the original seventeenth-century display, to 

commemorate the golden age of Salzburg. 
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The Kunst-und Wunderkammer of the Archbishops of Salzburg 

The first collection ofthe Salzburg Kunst- und Wunderkammer most likely 

consisted of diplomatic gifts given to the various archbishops over the years, as weIl as 

other costly objects formed from precious or local materials, such as rock crystal and 

carved ibex homo It is believed that this collection also contained the natural elements 

that fulfilled the criteria of contemporary encyclopaedic collections: exotic flora and 

fauna, scientific instruments, and samples of fossils. The old inventories mention these 

animal curiosities from overseas, remarking on their outrageous cost as equivalent to 

objects made of gold and silver.4 The Kunst- und Wunderkammer represented the third 

largest treasury of the archbishops, after the silver collection in the Residenz and the 

cathedral treasury.5 This display was a symbolic representation of the breadth of their 

wealth and resources as secular princes; and as located within the cathedral, their spiritual 

authority was always implicitly present. Guidobald's collection was a cumulative 

project, containing treasures amassed by previous archbishops, and then further 

supplemented by his successors. These objects would be experienced as part of a tour, 

following elaborate diplomatic.dinners, and shown in conjunction with the Lange 

Galerie, containing over 150 paintings by artists such as Dürer, Cranach, Holbein, 

Bassano and Sch6nfeld.6 

Layout and Contents 

The collection was laid out in twelve ebony cabinets designed by Santino Solari, 

the Italian architect also responsible for the design ofthe Cathedral façade (Figs. 1-3). 

Behind gilded grillwork doors were displayed crowded shelves of objects, organized by 

material and theme. Seven additional cases, or repositoria, were placed beneath the rows 
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of windows along each wall.7 The actual space of the Salzburg Kunst-und 

Wunderkammer has probably changed little in the intervening centuries, beyond the 

placement of a few windows and minimal decorative alterations. Today, the cabinets are 

spaced in rows along each wall, divided by tall, aiched windows. On the walls and from 

the ceiling hang several different stuffed animal specimens, from crocodiles to turtles, as 

well as sorne fish skeletons and different types ofhorn. On top of the cabinets are placed 

various objects, such as paintings, sculptures, small copies of Roman busts, a stuffed 

monkey and sorne fossils. Behind each gilded grillwork screen can be seen examples of 

early scientific instruments, carved ivories, mineraIs and gems, fossils and large inlaid 

shells, as weIl as local products such as votive containers, rosaries and carved ibex horn. 

Portraits of four of the archbishops important to the establishment and growth of the 

collection hang at the entrance: Guidobald, Count von Thun, and his successors Max 

Gandolph von Kuenberg, nephew Johann Ernst von Thun, and Franz Anton von Harrach. 

The cumulative process of assembling the Kunst- und Wunderkammer collection 

involved these figures, as well as their modem counterparts, in creating a programme that 

aimed to impress on the local and world stage. 

This collection was only inventoried much later, in 1776, as the "Grosse Galerie 

Bey Hof." (Appendix A)8 The inventory seems to consist primarily of art objects in 

silver, shell, ivory, wood, coconut, and various carved semi-precious stones; there are just 

a few references to exotic animaIs (cabinet I) and few ofthe scientific objects that are 

believed to have been displayed.9 It is very possible, however, that in the hundred years 

from its inception the overall format and concept of the collection may have altered. The 

inventory lists cabinets labelled A through M, containing sorne 358 citations, though 
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several of these are also groupings of objects. The objects seem quite mixed in material 

and form in each cabinet, but a general theme often emerges upon further consideration. 

At first glance, cabinet A seems to be composed predominantly of rings set with various 

cut and carved stones, though other 'stones' like a bezoar shaped like a chicken's egg 

with a gold filigree setting, a broken geode and a tooth on a golden chain are also 

included here (Appendix A, #27, #29, #30). This idiosyncratic method of categorization 

is distinctive of the Kunstkammer phenomenon. Though from this list it seems the 

cabinets consisted primarily of precious objects and vessels in gold and sil ver, ivory, rock 

crystal, chalcedony and other carved hard stones, a few traditional Kunst- und 

Wunderkammer themes can still be read in the arrangement. 

As 1 will elaborate further, here and in the following chapters, the Kunst- und 

Wunderkammer was not just a jumble of curious objects, as is sometimes supposed. 

Rather, the objects within might be considered to compose a programme of 

encyclopaedic scope, with the intent of glorifying the collector and his realm. For 

instance, Cabinet F is filled with carved figures in ivory or wood, both religious and 

mythological. Besides a large number of scenes with Christ and several saints, a figure 

of St. Sebastian is significant to the town of Salzburg, with its important monastery 

dedicated to St. Sebastian (Appendix A, #198). Sorne of the mythological figures may 

also have greater significance for the idea of the archbishops and the collection. One 

ivory of Hercules depicts him with a lion, which is also the symbolic device of the 

archbishops and repeatedly appears in their objects and ceremonies (Appendix A, #201).* 

There are also several ivory figures of Ariadne, perhaps symbolic of craft; making and 

* Martin, 110. He recounts aState visit by the Holy Roman Emperor Leopold l, when fireworks oflions 
were shot from the towers of the Cathedral, though in this case the lions could also refer to Leopold 
himself. 
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transfonning materials can be considered another defining element of the Kunstkammer 

rationale (#205, 206, 207). Deaths-head figures, spread throughout the collection, are 

accompanied in Cabinet F by a phoenix, symbol ofresurrection (#208,210). Such 

symbols of vanitas and evanescent life are important themes in seventeenth-century 

collections of art in general, and could be considered especiallY so for those ofthe 

archbishops. In context with the lives of saints and scenes of Christ' s life and crucifixion 

displayed alongside, these warnings of imminent death can only be allayed by a faith and 

hope in the afterlife offered by the Catholic Church. Just within these few articles then, 

are combined references to the local and unfathomable, the attribut es ofkingship, and 

allusions to making as mythologizing. 

History of Salzburg 

The archbishopric of Salzburg itself dates back to around 700, when St. Rupert 

established his Episcopal seat in the old Roman town of Juvavum. IO The monastery of St. 

Peter and the convent of Nonnberg were also established early on. During 

Charlemagne's reign as Roly Roman emperor, Pope Leo III made his ally, Arno of 

Salzburg, archbishop over the bishops ofBavaria (785-821 ).11 Charlemagne is also 

credited with encouraging the sovereign perfonnance of the Salzburg archbishops by 

allowing Arno to copy 150 manuscript volumes to build a substantiallibrary ofhis own. 12 

From this time, Salzburg became known as a centre for script and miniature painting. 13 

As with many European cities in the Middle Ages and Renaissance, the territory endured 

periods of violent political manoeuvring as weIl as enjoying the occasional peace and 

prosperity; in general, Salzburg maintained this peace by playing the politics of their 

neighbours, Bavaria and the Austrian Rabsburgs, against one another. 14 Candidates to the 
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position of archbishop were generally nominated from among noble families in the region. 

Despite these circumstances, opposing factions in the nobility and the church, as weIl as 

disagreements between the town and its archbishop, led several times to the peril, 

imprisonment, or periodic exile of the archbishops. * 

Mack Walker sums up Salzburg' s position on the world stage in the early 

eighteenth century as one that might be compared with its contemporaries on the leve1s of 

courtly splendour and patronage of the arts and education, 

On the whole Salzburg was a re1ative1y enlightened ecclesiastical polit y, 

geographically somewhat remote, to be sure, and not wealthy enough to sustain 

the imperial and family politics that were everyday life for the great Rhenish 

archbishoprics like Cologne, Mainz, and Trier, or the key Franconian bishoprics 

of Bamberg or Würzberg. If compared with these rich imperial dignitaries, a 

proud Salzburger prelate might point to the ecclesiastical history of the 

archdiocese ... founded in the eighth century ... (that) had maintained its 

independence against the secular houses of Austria and Bavaria through the 

centuries ofmedieval violence. 15 

The lengthy history of the city and the ruling archbishopric were points of pride for the 

Salzburg tradition. This aspect is thus played up in sixteenth and seventeenth-century 

attempts to restructure the city along the lines of contemporary urban planning and 

architecture, to project an image of continuing relevance. The central focus of the old 

* Franz Posset relates an incident in 1523, under Archbishop Matthew Lang, in which the citizens of the 
town revolted, refusing to pay the so-called 'Turk tax' due to the emperor for the cost of defence. The 
situation threatened to become a military action, with Archduke Ferdinand sending 1000 soldiers to aid 
Lang against 1500 Salzburgers gathered to "storm and plunder." This disagreement was resolved through 
mediation and a short-term tax on beer, however the following year also brought the umelated 'Peasants 
War,' in which Archbishop Lang was forced to take refuge in the Hohensalzburg fortress. 336-7; also 
Catholic Encyclopedia, 411-414 
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town of Salzburg is the grand cathedral ascribed to these efforts, and within and 

surrounding this cathedral are located aIl the signifiers of the wealth and position the 

archbishops believed their due. 

The city of Salzburg, and thus its rulers, was weIl situated to benefit from the 

course of various trade routes. Its position just north of the Alps made the city a 

commercial intermediary between Venice and the cities of southem Germany and Austria, 

as weIl as between Styria and Flanders. 16 Of course, mining was also vitally important to 

the region' s prosperity. The abundance of salt deposits, for which the region and river 

are named, was a valuable resource for the archbishops. The surrounding hills were also 

relatively rich in gold, silver, copper and arsenic, as well as sorne quantity of gemstones 

such as emeraid and rock crystal. 17 These resources were used in local craftsmanship as 

weIl as trade, establishing a precedent for the Salzburg goldsmithing tradition in the 

creation ofjewellery and precious liturgicai objects. 18 

Building the Modern City 

In Mary Helms' anthropological analysis of symbolic referents to ideal kingship, 

the idea of the king as creator is a defining rationale. Though aspects of craftsmanship 

and creativity presented as part of this notion may be new to many readers, the idea of 

kings as builders, however, is an old and universally understood referent. As Helms 

writes, "A city was an emblem of royalty; constructing a city, crafting a city, with.aIl its 

potent symbolism, brought the king into formaI existence in a way nothing else could 

dO.,,19 Such constructions are long-term emblems and reminders oftheir creator and his 

time. 
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The city took on its present form with the work of a series of ambitious 

archbishops in the late Renaissance and Baroque periods, during a jealously guarded 

period of relative peace in the region, despite the ongoing conflict of the Reformation and 

then the Thirty Years war in the surrounding terri tories of Europe. Ofthese, the first and 

most prolific is Wolf Dietrich von Raitenau, e1ected at the age of27 and ruling for the 25 

years from 1587-1612?O Wolf Dietrich was related to the powerful Medici clan through 

his mother's side: her great-uncle was Pope Pius IV while her brother was also a 

powerful Cardinal in Rome?! Wolf Dietrich's noted ltalian tastes and patronage of 

ltalian architects are thus often attributed to these important familial connections. Wolf 

Dietrich secured the services of architect Vincenzo Scamozzi to he1p him in his goal of 

transforming Salzburg according to the ideals of contemporary ltalian city planning22
. 

Surrounded by mountains and rivers, and nestled in a small valley, Salzburg was 

i11 situated for outward expansion. Therefore, Wolf Dietrich's building project 

necessitated the demolition of several important structures in the centre of town, 

including the large Romanesque cathedral, city cemetery and even the archbishop's 

residence.23 Following recent deve10pments in Rome, these demolitions made possible 

the layout of new street systems as well as making space for grand public squares, such 

as the Residenzplatz, Domplatz, and Kapite1platz.24 These open spaces remain critical to 

the experience ofthe 'old' city of Salzburg, with its otherwise cramped irregular streets 

and lack of vistas. Scamozzi also drew plans for a grand new cathedral, which was not 

begun because Wolf Dietrich was soon after embroiled in a customs dispute (and near 

war) with Duke Maximilian of Bavaria, which resulted in his imprisonment in the 

Hohensalzburg fortress in 1612 until his death in 1617.25 During his rule, however, Wolf 
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Dietrich also built the Mirabell (formerly Altenau) summer palace on the banks of the 

Salzach River for his mi stress (and mother of 15) Salome Ait, as weIl as several smaller 

projects, inc1uding the St. Sebastian cemetery, where his mausoleum is located in the 

chape1.26 

The two succeeding archbishops, Marcus Sitticus and Paris Lodron, continued the 

chain of building projects begun by Wolf Dietrich. Instrumental in maintaining Wolf 

Dietrich's imprisonrnent, his nephew Marcus Sitticus nevertheless ruled for a very short 

period from 1612-19.27 In that time, he engaged another Italian architect Santino Solari 

to alter Scamozzi's plans and to begin construction of the new Cathedral. Marcus 

Sitticus also built several estates nearby, inc1uding the hunting villa HeIlbrunn, with its 

landscaped gardens and elaborate water park of trick grottoes and playful oddities. His 

sucees sor Paris Lodron's long reign, from 1619- 1653, encompassed the period ofthe 

Thirty Years war in surrounding Europe, and it is due to his diplomatie manoeuvrings 

that the region of Salzburg remained mostly untouched by the war.28 However, Count 

Lodron also intensified the city' s fortifications, discouraging the possibility of protestant 

invasions.29 The medieval Hohensalzburg fortress, towering over Salzburg from atop 

Monchsberg, also presented an intimidating front for the city (as weIl as for a few of its 

archbishops over the years). Few other building projects were instituted at this time, but 

a university was established in 1622 and the unfinished cathedral was consecrated in 

1628.30 

The late sixteenth and early seventeenth century presented a period of constant 

construction and urban change for Salzburg, where subsequent archbishops maintained 

precedents for constant improvement. Therefore, in1654 when Guidobald, Count von 
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Thun became archbishop, he embarked on his own plans to alter and magnify the cultural 

presence ofthe city, as per the requirements ofleadership in the Baroque style. Santino 

Solari's design for the façade of the cathedral was completed under Guidobald, and 

included two wings linking the cathedral with the archbishop's official residence and 

defining a central public square (Figs. 2, 3).31 As Archbishop, Guidobald established the 

Kunst- und Wunderkammer in one ofthese wings, architecturaIly binding their ambitions 

as sacred and secular authorities. The Kunstkammer was linked to the Residenz via a 

long picture gallery that ran the length of the Domplatz. Therefore, a tour of the art 

treasures of the official residence led visitors into the domain of the cathedral as weIl, 

through the Kunstkammer, to show the wonders of the church treasury, and vice versa. 

Throughout the space, then, are constant reminders of the archbishop's position as both 

sacred and secular ruler. 

The Thun-Hohenstein family is an old aristocratie line still found in modem 

Europe. With family in Italy and Switzerland, the nobility ofthis particular branch of 

Thun-Hohenstein dates to the battle of White Hill in 1620, when Guidobald's great-uncle 

he1ped lead the drive of Protestants out of Prague. 32 He took the nearby town of Tetschen, 

thereby establishing a family seat in Bohemia as weIl as being ennobled to the rank of 

Count. This Catholic victory is memorialized by the rededication of the church of Santa 

Maria Vittoria in Rome to this victory.33 Given this important familial connection, 

Guidobald would probably have visited the church alongside the other wonders of 

seventeenth-century Rome when he began his theological studies there in 1634 at the age 

of eighteen, after leaving Tetschen and foIlowing a year's study in Salzburg.34 
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With Guidobald, and later his nephew Johann Ernst, the cultural ties of Salzburg 

shift from Wolf Dietrich's Italy to Prague. RudolfII's Prague court was, as Martin Kemp 

has phrased it, "the epicentre ofWunderkammer culture in 1600.,,35 Guidobald's father 

was governor of Prague during Rudolf II' s reign, and so his son is be1ieved to have 

actually visited the emperor's famous Kunst-und Wunderkammer collections and thus 

was inspired to compile one ofhis own once he had the resources and mandate to do SO.36 

Hans Ramisch's account of the Thun family activities in this period emphasizes 

less their accomplishments as patrons and more the influence of their observations and 

experience to this patronage. Guidobald is responsible for several ofthe decorative 

fountains that grace the open squares of old Salzburg. Guidobald's years in Rome are 

attributed to this development, with the form of the fountain in the public square between 

the Residenz and the cathedral seen to borrow themes from Bernini's 1643 Triton 

fountain, with echoes to the later Piazza N avona of 1651.37 Guidobald was so enamoured 

of fountains and their design that in 1664 the Nürnberg writer Georg Andreas Boeckler 

dedicated his publication, Architectura curiosa nova, to this patron of the arts.38 

Hans Ramisch describes the central space of the square, with the imposing façade 

of the cathedral and its towers forming the focus of the space. The design of the cathedral, 

also dedicated to St. Peter, promotes the position ofthe archbishops as successors to the 

spirit and authority of Rome.39 Facing, as foil to this grand facade, are the uninterrupted 

rows of windows in the Residenz circling the square. The equal L-shaped wings that 

connect the two structures are poised above a row of arches that also form passages into 

the square, forming on one side the space of the Lange Galerie.40 This combination of 

embracing and symmetrical elements Ramisch compares to Bernini' s design and 
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development of the space in front of St. Peter's in Rome which is roughly 

contemporaneous.41 The form ofthis small square in Salzburg might not be directly 

inspired by Bernini' s design for the colonnade, but the overall effect of Guidobald' s 

exposure to ideas of contemporary urban architecture and design in Rome are clear. 

Besides contributing to the architectural growth and significance of the city, 

Guidobald commenced several projects to exp and the material wealth and artistic 

contribution of Salzburg. Long known as a minor centre for goldsmithing, Guidobald 

also established a workshop to carve and polish the rock crystal mined in the area. Those 

of Rudolf II, with which Guidobald was familiar, may have also inspired this venture.42 

Guidobald also preferred to hire artists oflocal or German extraction rather than the 

Italians who had dominated the design of Salzburg thus far. The artists Joachim von 

Sandrart and Johann Heinrich Sch6nfeld, despite their protestant faith, became the best

known altarpiece painters in the region after the passing of Rubens.43 This trend is said to 

have come from the emperor' s court, and was followed in several other German 

principalities.44 

The Kunst- und Wunderkammer appears to have been officially completed under 

Guidobald's successor, Max Gandolph, count Kuenberg, archbishop from 1668-1687.45 

Max Gandolph's family arms, the split ball and branch, are carved over the substantial 

marble entrance.46 It is therefore probable that the arrangement of the collection in 

cabinets was also completed during his reign.47 Guidobald's nephew, Johann Ernst von 

Thun succeeded Kuenberg, ruling from 1687-1709.48 Johann Ernst formally ended the 

tradition of Italian influence in the shaping of the city by engaging the services of noted 

architect Johann Fischer von Erlach, giving the city what Roswitha Juffinger terms, "its 
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unique architectural finish.,,49 Best known for the Kollegien or College church, von 

Erlach also designed the church of St. Mark for the Ursulines and the Trinit y church.50 

Johann Ernst was very active as a patron of art, with several altarpieces and magnificent 

objects ofdecorative arts attributed to his sponsorship (Fig. 4).51 

Confliet and Legaey 

The collections were very much a product of their time. The sixteenth and 

seventeenth centuries saw the rise of scientific method and scholarly community, causing 

doubt with residual symbolic understandings of the world while officially revising long 

held truths about nature and structure of the universe. This type of questioning arose 

within educated and scholarly circles, but the period was also marked indelibly by 

growing strife between Catholic and Protestant faiths following the Reformation. This 

was particularly true in the southern regions of Germany and Austria, caught up in the 

Thirty Years war that overshadowed the early seventeenth century. Poised between these 

two realms, however, the history of Salzburg and its rulers somehow ceases to fit within 

either (Fig. 5). Modem histories of the region are many, due to the significance of 

surrounding events, such as the Reformation and the resulting war.52 Salzburg's policy of 

neutrality, however, somehow rendered itself outside ofhistory.53 Paradoxically, their 

isolated position may be due to this closely guarded peace. 

WolfDietrich's efforts against the Reformation excluded the powerful Jesuits and 

Dominicans from establishing outposts in Salzburg for fear of their influence, instead 

encouraging Franciscans and Cappuchins in the enforcing of. the new Catholic 

doctrines. 54 In general, members of the upper class and the nobility shared the Catholic 

faith, while the lower classes embraced Protestantism. Tensions in Salzburg between 
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these various factions simmered for many years. Following the Treaty ofWestphalia in 

1648, the right of the prince to enforce religious conformity led to such advice as Martin 

Luther offered to a councilman and goldminer in the Salzburg territory of Gastein, that it 

was possible to avoid trouble with the authorities by accepting communion bodily while 

refusing to endorse it spirituaIly.55 Resistance and continued strain eventually led to the 

expulsion of the Protestants in 1732 by another Thun family member, archbishop 

Leopold Anton von Firmi an. 56 

The archbishop's princely and secular authority was removed during a chaotic 

couple ofyears that followed Napoleon's establishment ofheadquarters in Salzburg 

around 1800, after which the territory changed hands several times until 1816, when the 

region ofSalzburg was officially declared part of Austria.57 Subsequently, many of the 

most valuable items, including sorne of the ecclesiastical treasures, found their way into 

collections in Munich, Vienna and Florence. In the early twentieth century, a curator at 

the Kunsthistorisches in Vienna noticed that a rock crystal cup bore the device of Wolf 

Dietrich.58 Following this discovery, art historian Kurt Rossacher traced several objects 

bearing the arms of Wolf Dietrich and Marcus Sitticus to the Pitti palace in Florence, as 

weIl as to the state museum in Vienna. As well, much of the contents of the "Grossen 

Galerie" had been brought to Vienna in 1806, and the imperial cabinets profited by it. 59 

Though hundreds of objects, such as the many carved ivories, will never be identified, 

other significant articles now in the Vienna collection include paintings such as Lucas 

Cranach's Adam and Eve and Hans Baldung Grien's Vanitas. 60 
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Historiography 

One problem in studying this particular collection is the scarcity of contemporary 

critical research. Sorne of the few publications date to the first years of the revived 

museum, the 1970s and early 1980s. Local Austrian scholars such as Nora Watteck and 

Johannes Neuhardt have written historical commentary on the collection, delivered 

mainly in the context of exhibition catalogues which are too brief to allow for significant 

interpretation. Probably the most considerable published work on the collection has been 

Kurt Rossacher' s Der Schatz des Erzstiftes Salzburg (1966), in which he traced a large 

number of objects taken from the collection by Ferdinand III of Tuscany in 1805, 

following his brief residence in Salzburg.61 These he located in the Museo Degli Argenti 

in the Palazzo Pitti and the Kunsthistorisches museum in Vienna. Of the pieces bearing 

the arms of Wolf Dietrich, there is almost a full service oftazzas and containers of silver 

gilt by Paul Hübner, covered in mythological hunting scenes.62 Other objects that can be 

linked to Salzburg' s inventory records inc1ude a double cup made of ostrich egg with a 

gilded setting bearing the arms of archbishop Eberhard III von N euhaus (1403-1427) 

(Fig. 6). More recently, scholars working on these inventories and the attendant 

collections of the archbishops' Residenz are attempting a large-scale refinement of the 

current knowledge.63 

Of primary sources, several inventories are inc1uded in Rossacher' s book as 

corroboration ofhis account. These inventory listings, from the Silberkammer in 1586, 

the Silberkammer in 1786, and even the 1776 inventories of the Grossen Galerie, may not 

be descriptive of the actual contents of the collection, though there were certainly many 

objects in common. In this sense, the historical context of many remaining objects has 
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been lost, including the stories linked with visits and gifts that helped maintain traditional 

Kunstkammer narratives. Had a catalogue describing intent and format been published, 

as was common at the time, this might also have given us a greater sense of changing 

purpose and meaning. 

Since most collections in this region and period seem to have been mostly 

consistent in their make-up, however, we can make sorne fairly informed statements 

about them. One of the early and important modem historical accounts of Kunstkammer 

collections was Julius von Schlosser's Die Kunst- und Wunderkammer der 

Spatrenaissance (1908), which focused on the significant collections in the region of 

Austria. He was for many years the director of the Kunsthistorisches collection in 

Vienna, and derived much ofhis research from these objects. Though Schlosser begins 

and ends with collections from ancient to modem, his analysis pays particular attention to 

the Habsburg collections, drawing on Ferdinand II's collection in Innsbruck as weIl as 

those in Prague, Munich and Vienna. These examples remain sorne of the most 

prominent subjects in general surveys of period collections today. Surrounded by such 

significant models of princely enterprise, the archbishops of Salzburg would have 

recognized in these collections, as weIl as in architecture and urban planning, the 

necessary accoutrements for the display of secular power. 

Though the Salzburg Kunstkammer was established quite late in the period, this is 

not to say that the presence of the collection did not have its desired effect. There are 

period accounts of several important diplomatic visits to the city, ranging from the 

frequent visits by the Bavarian princes Ferdinand Maria and his brother Phillip, to state 

visits by the archduke Ferdinand of Austria as weIl as a grand and ceremonious tour by 
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Emperor Leopold l in 1664.64 Guidobald von Thun is often eredited for his diplomatie 

skills, for which he was named the Emperor' s principal commissioner in Regensburg, 

taking him from Salzburg for long periods.65 Guidobald was perhaps skilled as a 

diplomatic due to his colourful character and larger than life presence. On a hunting trip 

with the Bavarian princes in 1658, he is said to have restrained a wild boar by its 

whiskers.66 When Queen Christina of Sweden visited in 1667, she was impressed by the 

archbishop's prodigious capacity for alcohol, writing that, 

One must be careful to have a lot of wine for the German Cardinals, because 

they drink more daily than the entire College of Cardinals. The Archbishop of 

Salzburg and the Cardinal von Thun have for this reason the attention of their 

people, for they can drink an entire keg ofwine without getting drunk, and any 

man who drinks less is considered an idiot in Germany.67 

These important diplomatic visits highlight the need for the prince archbishop to 

participate in the prevailing activities of royalty and cultural leadership. 

In a well-known study ofmuseums from 1727, listing and describing important 

colleCtions across Europe, the city of Salzburg merited a general statement, its worthy 

attractions compiled into one briefparagraph. Caspar Friedrich Neickel wrote this entry 

for Salzburg in his Museographia: 

"In this Arch-Episcopal city one can find many things worthy of seeing; in the 

'Kunst- und Rüstkammer' [art and armoury] of the archbishops, in the 

'Zeughdufem', in the Cathedral church of St. Peter, and in the monastery of St. 

Sebastian, and to see above all the epitaph of the notorious Theophrasti 

Paracelsus, who is rumoured to be buried in the court of the Cathedra1.68 
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This passage, while not singling out the Kunst- und Wunderkammer for individual notice, 

does highlight the experience of Salzburg as an ecclesiastical town. In another 

contemporary compilation, Valentini's Museum Museorum of 1714, the collections of 

Salzburg do not receive mention, presumably because Valentini's focus was the scholarly 

purpose of natural history collections similar to his own, even though alongside the 

contemporaneous natural history collections, the scope ofhis two volume treatise does 

coyer collections in appendices ranging from those of ancient Babylon to Rudolf II. * 

Displaying the Sacred 

The small Salzburg collection is, however, distinguished by its circumstances, 

since its patrons were not only secular princes, but also the spiritual authorities 

representing Rome. The collection, housed in the Cathedral, displayed an assortment of 

objects exceptional for their materiality, their physical presence. These artworks and 

natural rarities represented contemporary commerce and material wealth, earthly 

possessions that seem contradictory to the otherworldly ambitions of religion. Of course, 

the wealth of the Catholic Church had long been poured into dramatic tools of display 

and ritual, such as reliquaries, altarpieces and goblets, culminating in the Baroque 

excesses that countered the austerity of the Protestant Reformation. In Salzburg, the 

focus on new and impressive works of ecclesiastical art meant the me1ting down of 

approximately ninety percent of its medieval treasures.69 The symbols of power in the 

church and the state have always been in constant exchange, such that precious objects in 

church collections and princely treasuries are easily reinvested with meaning.70 Part of 

the distinct difference between Northem and Southem collections is thought to be due to 

• Valentini was the frrst to suggest in print a relationship between the treasuries of medieval churches and 
the Kunst- und Wunderkammem. Lugli 1986, 122. 
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the streams of Humanist scholarship- in Italy the focus was on classical antiquity as 

historical precedent, whereas north of the Alps, Christian humanism was directed towards 

placing man at the centre of the universe, with intimate understanding of its workings 

leading him to GOd.7l 

Though the objects in the collection were significant for what they represented, as 

elements of an encyclopaedic who le, another paradigm allows them to rise above these 

material and novelty values. Objects have often stood in to represent the immaterial and 

the unknown, as physical signifiers of the intangible. They mediate understanding of 

abstract notions, as symbols to be seen or held. The attributes of rule- the crown, the 

sceptre, the castle- are commonly understood to represent earthly power. These traits 

were understood and utilized early on by the church to emphasize the power and 

significance of the kingdom of God on earth. Thus, the wealth of gold and gems found in 

a king or noble's treasury were echoed in the awe-inspiring objects displayed on altars 

and throughout the largest cathedrals. Not only were these displayed for the eyes of the 

average worshipper, in contrast to the private and inaccessible treasuries of kings, but 

they were also imbued with significance as ritual obj ects and miraculous containers for 

saints' relies. In the middle ages, a church's possession of sacred relies was inherently 

linked with temporal power.72 The capacity to invest objects with significance leads to a 

transmutation of power, the object becoming emblematic ofthe subject.73 

What differentiates Kunstkammer collections from their antecedents in princely 

treasuries is the aspect of display and programmatic intent, of objects laid out to be 

viewed as part of an overall scheme, and as visible manifestations of an idea. So a 

significant forerunner for this phenomenon were the objects traditionally displayed in 
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churches, not only reliquaries and votive objects, but also exotic specimens similar to 

those found in Kunst- und Wunderkammer collections, such as ostrich eggs and stuffed 

crocodiles, except here imbued with Christian mythology.74 The bishop or priest, 

however, also regulated the display of sacred relies. So that its power would not be 

diminished by overuse, many would be presented only on specifie occasions and 

circumstances. 

Stephen Bann, known for his studies of collecting in England, has also written on 

aspects of display in the church.75 He discusses the equivalent role played by objects in 

medieval pilgrimage and the theatre of the Catholic Church, speculating on the function 

played by visuality and display in this context. Precious relies themselves were rarely 

seen, but rather displayed synecdochically in omamental containers that reflected the 

form and significance of their contents. In this way, the unique physical object is 

accessible to the imagination by way of surrogate omament. 76 This mediating aspect is 

one of the more powerful effects of the experience, in seeing one thing through another. 

Louis Marin comments on the power of the image and the omamental altar in a medieval 

treatise by Abbot Suger: 

[W]e should note that the precious material, whether it be gold or gems, is never 

conceived, and never accumulated with a view to forming what could properly be 

called a treasure or a reserve of riches, but is devoted to the ornatus, to adomment, 

decor, dressing, to the ostentation ofliturgical objects and sacramental 

instruments. In other words, the rare and precious material is first and foremost 

the vehic1e and vector of the power of a sacred object which, though not yet an 

image, is destined to exercise that power through vision. The material- gold and 
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precious stones- clothe the object in light, and reflect or make manifest the 

transcendent, invisible, and all-powerful nature of visibility. 77 

Thus, an object invested with meaning by its context of presence and visuality becomes 

more than mere material riches. The Kunst- und Wunderkammer collections mingled 

works of art and nature, the rare and exotic natural specimens with precious works of 

decorative craftsmanship. Borrowing back from the church the awe-inspiring display of 

significant objects, the Kunstkammer objects were intended to impress a noble collector's 

visitors with this mass of omament and exotic material, cloaked in a transparent 

declaration of their cosmic and political significance. 

In a similar example of the church/state trade in signification, a later seventeenth 

century institution ofthe Habsburgs was the establishment of a Schatzkammer, in which 

liturgical vessels, re1iquaries and vestments were displayed alongside other objects 

representing the "sacred realm.,,78 For Thomas DaCosta Kaufinann, this suggests an 

increasing desire to display the responsibility and patronage of the Holy Roman Emperor, 

in which, "the glorification of the ruler as a divine1y favoured being received expression 

not only in small works, such as the ivory monuments Matthias Steinl made for the 

Schatzkammer, but in the large Pestsaule, the plague column on the Vienna Graben.,,79 

Here the performance ofkingship is reinvested with the notion ofthe ruler in both realms, 

just as the archbishops of Salzburg had struggled to maintain the appearance of authority 

and consequence on these fronts. 

Recollecting the Collection 

The re-establishment ofthis chamber as a collection in the early 1970's can be 

attributed to the growth of tourist culture in the twentieth century, and an increased 
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interest in the history and patrimony of Salzburg, which galvanized plans to open an 

ecclesiastical museum in the upper gallery of the cathedra1. 8o It was also resolved to 

exhibit a simulacrum of the original Kunstkammer display, as an embodiment of the 

golden age of the Salzburg archbishops. These two collections were opened to the public 

in 1974 to celebrate the 1200th anniversary of the consecration of the first cathedral, the 

official date observed as September 24.81 The combined museums of the cathedral and 

the Wunderkammer share a purpose: to present Salzburg as the cradle of sacred art and 

Christianity in Austria. 82 The changing exhibitions of the cathedral museum focus on 

specific moments and personages in Salzburg history, including the golden age of the 

Baroque archbishops. The Kunst-und Wunderkammer is a permanent homage to this 

period. 

By the twentieth century, what remained of the Salzburg Kunst- und 

Wunderkammer were nine empty cabinets of the original twelve and the space originally 

dedicated to the collection.83 Attempts to trace the missing objects are complicated first 

by the existence of so many linked collections. The church sacristy possessed several 

historically significant and valuable objects. The Kunstkammer, in the same building, 

was linked through the painting gallery to the official residence, which also counted its 

own collections of interesting and valuable objects. The archbishops had also possessed 

their own private collections, housed in various residences within Salzburg and without, 

further obscuring the task of determining specific contents for the Kunst- und 

Wunderkammer. It is known that sorne 130 containers of rock crystal, onyx, jasper and 

emerald were lost to collections besides those of the Pitti palace, but inventory 

descriptions are generally too vague to allow for definitive identification.84 
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A delicate pair of elaborately carved ivory towers by Augsburg craftsman Lorenz 

Zick now occupying pride of place in a cabinet of ivories, is among the few remaining 

articles that might be attributed to the original time and place (Fig. 7).85 Therefore, the 

revised contents ofthe cabinets also reflect the inventories of the better-known 

collections in Munich and Ambras, though this influence may have been true to the time 

as weIl. The focus of the collection remains the same, to promo te the importance of the 

Salzburg archbishops in a display that also promotes the historical importance ofthe city 

and culture. A full cabinet devoted to objects carved from Steinbockhorn, including an 

ornate pair of candleholders and a pair of drinking horns standing on sil ver goats legs 

recalls the Kunstkammer standard of the carved rhinoceros horn. This exotic mountain 

goat represents regional art and materials through an exclusive herd kept by the Salzburg 

archbishops (Fig. 8). 

The space and layout of the Kunstkammer wing is mostly original beyond the 

altered placement of a few of the large side windows. Though sorne of the church' s 

most important religious treasures remained intact, curators searched the region for traces 

of the rare objects of art and nature that might have originally filled the cabinets of the 

Kunst- und Wunderkammer, supplementing their findings with period articles purchased 

from local dealers. Where the display may now lack sorne of the characteristics that lent 

them significance in the initial incarnation of the Kunstkammer- such as links to 

historical or famous personages, exoticism, or virtuoso artistry- the collection stands out 

from other contemporary re-enactments for its representation of an authentic spatial and 

material experience. This physical presence is important, not only to our contemporary 

understanding, but for the interests of the seventeenth-century collection as well. To 
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better illustrate this assertion, l will examine two famous neighbouring cases, first SchloJ3 

Ambras in Innsbruck and then the Schatzkammer in Munich. 

A concurrent project was the revival of the famous Kunstkammer at SchloJ3 

Ambras in Innsbruck. Also re-opened in 1974, the many valuable and historically 

significant objects in this Habsburg collection had been well documented during the 

tenure of Ferdinand II, who founded the original display in 1573.86 A few complete and 

descriptive inventories were compiled of this collection, making this collection a popular 

topic for study. As an individual collector cognizant ofhis family's history and standing, 

as well as of the impermanence ofmaterial possessions, Ferdinand had made several of 

these objects legal family heirlooms. 87 Therefore, the same agate bowllisted in his 

inventory appears in accounts ofhis nephew RudolfII's collection in Prague several 

years later. Eventually, many ofthese objects became part of the imperial collection in 

Vienna. 

The Kunsthistorisches museum, formed from these official Habsburg collections, 

operates the Ambras grounds as an adjunct to the museum, and was thus able to restore a 

large part of these items when Ambras was opened. The Ambras buildings that house 

the collection, however, were mostly rebuilt for the occasion, with cabinets of spare 

modem design and construction. The objects in these displays are evenly spaced, neatly 

separated and welllit. The only distinguishing feature hearkening back to what is known 

of the original display are the colours dedicated to each cabinet, choreographed to 

maximize the visual impact of the materials displayed. 88 However, these modem 

cabinets and even layout are lacking in the opulent materiality that characterized the 
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materialjumble of Kunst- und Wunderkammer cabinets, and therefore the desired effect 

of wonder is nullified. 

The Schatzkammer at the Munich residence is somewhat different, having been 

re-instated early in the twentieth century as a display for the imperial treasury. There are 

few if any references to other collections once contained within the building, such as 

Albrecht V's Kunst- und Wunderkammer, which originally occupied an entire upper 

fIoor. 89 Only historical objects of obvious material value are displayed here- crowns, 

altarpieces and examples ofvirtuoso decorative arts. The first room in the exhibit focuses 

especially on individual objects, those that demonstrate both great historical and material 

worth. The lighting is subdued, falling only on these choice things, viewed in the round. 

They represent probably the most important items in the collection, given individual 

significance as objects due to their embodied history and lustrous surfaces. The 

presentation in the following exhibition rooms is far less dramatic, with objects arrayed 

tidily in plain, mid twentieth-century glass cases on the wall or on tables. They are 

fantastic objects, but isolated in their plain settings, they fail to enter into dialogue with 

their surroundings as they once might have. 

The Salzburg collection has a different quality altogether. Like its Kunst- und 

Wunderkammer antecedents, the individual objects are subordinate to the collection, first 

as part ofthe Kunstkammer, and then in their placement within a series of cabinets 

separated by their material constitution. The idea of the collection itse1f is what renders 

these disparate objects significant, and then the secondary dialogue between materials 

that adds to this curatorial concept. The nine cabinets are filled with objects large and 

small, raw nature and refined decorative objects jumbled together on the shelves. That 
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only a few articles in each cabinet are valuable enough to recall the historical contents is 

less important; what is most important is this idea of the "collection," and the experience 

of a whole. The revised contents of the Salzburg Kunst - und Wunderkammer are the 

following: 

Cabinets: 

1- Rosaries 

II- MineraIs 

III- Scientific Instruments 

IV- Ivory 

V - Ibex hom (Steinbockhorn) 

VI - Rock Crystal 

VII- Shells 

VIII- Globes 

IX- Assorted naturalia and exotica 

Cases: 

F ossils and skulls 

Iron locks 

Votive shrines 

Cabinet of Curiosities 

The added focus of the modem display is an emphasis on religious folk culture in 

the region. For instance, the cabinet of rosaries and sorne ofthe other votive objects 
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displayed within would not have been part of the original Kunst- und Wunderkammer 

display. The modern curators, however, have c1everly combined this display of rosari~s 

from the late eighteenth to early twentieth century with a twist on the Baroque 

preoccupation with mortality and transformation. The design of the nine cabinets is 

identical, save for the circular mirror poised over the frame in the rosary cabinet. Two 

gleeful and grim deaths-head figures pose on either side (Figs. 9, 10). Onlookers thus 

find themselves framed within this drama, surrounded by foreboding from above, with 

the promise of salvation through faith presented in the glimmering and hand-carved 

treasures before them. In its original incarnation, this cabinet may have been the one to 

display shells and mussels, traditional seventeenth-century symbols of death and transient 

life. The wonder of the Kunst- und Wunderkammer collection constituted a foil to the 

systems of order being propagated in this era of scientific revolution, through objects that 

transcend categories and empirical order, the enigmatic nature of the vanitas object 

exemplifies the contemporary paradox of opulent materiality. 

1 Catholic Encyc1opaedia, 411 
2 Neuhardt, 3 
3 Watteck 1974,25 
4 Neuhardt, Il 
5 Rossacher 1967, 17 
6 Watteck 1974,26 
7 Watteck 1974,28 
8 Rossacher 1966,204-210 
9 Watteck 1981,26 
10 Catholic Encyc1opedia, 411 
II Catholic Encyc1opedia, 411 
12 Thus creating the oldest library in Austria. Catholic Encyc1opedia, 411 
13 New Catholic Encyc10pedia vol. 12; 1004 
14 Barth-Sca1mani, 47 
15 Walker, 5 
16 Juffinger, 2. Styria was a territory also partially under the mIe of the Salzburg archbishops. 
17 Juffinger, 2 
18 Franz Wagner, "Die Werke und ihre Meister." In Gold + Si/ver: Kostbarkeiten aus Salzburg, Johannes 
Neuhardt, ed. Catalogue of an exhibition May 12-0ctober 14, 1984. Salzburg: Selbstverlag des 
Domkapitels, 1984. 23-33 
19 ReIms, 86 

37 



20 Martin, 13 
21 Juffinger, 3 
22 Juffinger, 3 
23 Juffinger, 3 
24 Rieder, 14 
25 Catholic Encyc1opedia, 414 
26 Rieder, 15 
27 Rieder, 15 
28 Catholic Encyc1opedia, 414. 
29 Juffinger, 4 
30 Hiller, Il 
31 Ramisch, 35 
32 Ramisch, 34 
33 Ramisch, 34 
34 Ramisch, 34 
35 Kemp, 178 
36 Watteck 1975, 10 
37 Ramisch, 36 and Martin, 113 
38 Martin, 113 
39 Ramisch, 34 
40 Watteck 1981, 26 
41 Ramisch, 34 
42 Watteck 1975, 10 
43 Ramisch, 36 
44 Ramisch, 37 
45 Martin, 119 
46 Watteck 1981, 28 
47 Watteck 1981, 28 
48 Martin 141 
49 Juffin~er, 4 
50 Juffinger, 5 
51 Ramisch, 40 
52 See for instance Ronald Asch, The Thirty Years War: The Holy Roman Empire and Europe 1618-48. 
New York: St. Martin' s Press, 1997 
53 There are few references in English on the history of Salzburg. The Catholic Encyc10pedia (vol.XIII) 
offers concise and detailed information on historical events from the city's beginnings as an ecc1esiastical 
territory. Mack Walker's Salzburg Transaction (1992) covers events specific to the expulsion of the 
Protestants in 1732, but does offer insight into the contexts of the Salzburg archbishops. 
54 Juffinger, 3 
55 Walker, 18 
56 Walker, 32 
57 Barth-Scalmani, 46 
58 Rossacher 1967, 18 
59 Rossacher 1967, 17 
60 Rossacher 1967,18 
61 Rossacher 1967,16 
62 Hayward, 233 
63 Juffinger, 6 
64 Martin, 109 
65 Watteck 1974, 26 
66 Martin, 117 
67 Martin, 117. My translation of: 
(Man sol! viel) Wein for die deutschen Kardinale vorsorgen, weil sie taglich mehr Wein benotigen aIs das 
ganze Kollegium. Der Erzbischof von Salzburg und Kardinal von Thun habe deshalb die Achtung seiner 

38 



Landsleute,ja eine gewisse Berümtheit, weil er ein Faj3chen Wein austrinken konne, ohne betrunken zu 
sein, und je der Mann, der weniger trinke, ge/te in Deutschland ais ein Dummkopf 
68 Neickel, 109. My translation of: 
In Dieser Erz-Bischüjjlichen Stadt findet man sehens-würdige Sachen, nemlich in der Kunst- und 
Rustkammer des Erz-Bischojs, in den Zeughdufern, in der Dom-Kirche S. Petri, und in dem Kloster S. 
Sebastian, inoselbst unter andern des Berüchtigten Theophrasti Paracels Epitaph um zu besehen, ais 
we/cher aus gedachtem Dom-Kirchhofe begraben liegt. My apologies to the reader, as this translation is 
very rough, and 1 have not been able to find the rneaning for the term 'Zeughdufem.' 
69 Rossacher 1967, 21 
70 Lugli, 54 
71 Balsiger, 9 
72 Lugli, 67 
73 Bann, on sorne ideas in Louis Marin's Des pouvoirs de l'image, 20 (see note 83). 
74 Lugli, 39 
75 Bann is best known his work on the eighteenth-century collection of John Bargrave. 
76 Bann 16 
77 Loui; Marin. Des pouvoirs de l'image: gloses. Paris: Editions du Seuil, 1993.224; cited in and 
translated by Bann, 16 
78 Kaufrnann 1994, 146 
79 Kaufrnann 1994,146 
80 Neuhardt 1974, 3 
81 Neuhart 1974,3 
82 Neuhart, 1974,3 
83 Watteck 1975, 10 
84 Neuhardt 1974, Il 
85 Watteck 1981, 35 
86 Scheicher, 37 
87 Scheicher, 38 
88 Scheicher, 39 
89 Seelig, 102 

39 



Chapter 2- Early Modern Collections: Historiography and Frameworks 

Prior to the Renaissance period, most collections of Europe fell within two types; 

these were the treasuries of princes and nobles, and the church collections of relics and 

precious metalwork. Leading up to the sixteenth century, cultural developments such as 

the expansion of the known world through trade and exploration, the diminishing of 

community boundaries through print technologies, and exchanges between scholarly 

communities led to the spread of princely and scientific collections. 1 These two 

categories are generally differentiated in museum studies through their divergent 

aspirations and geographical milieu. Giuseppe Olmi, in the seminal Origins of Museums, 

characterizes scientific collections as arrangements of physical objects to facilitate 

understanding of the natural world. 2 The princely collections, however, might be said to 

represent a symbolic rather than a functional understanding of the world, often criticized 

as consisting of objects chosen for their material value and place within seemingly 

arbitrary categories. Though the interpretations of these applied systems of order vary, 

the pursuit of collecting itself and many ofthe types of objects collected were common to 

both. Common to the era, as well, was the concem for order and classification: to 

quantify and qualify new ideas in religion, politics, and emerging sciences such as 

language and natural history. 

The scholarship on collecting falls into roughly three periods: contemporary 

sources, periodic examinations during the early twentieth century, and then a flurry of 

interest in the 1980s and '90s. The current study of these collections falls into several 

categories of academic interest: the communities of collecting, whether economic or 
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scholarly; systems of wonder, which examine the power of objects as mediators between 

the visible and invisible worlds; and the history of museums themselves, which follow 

the changing nature of collections through catalogues and inventories. 1 will discuss 

these below in tum. 

Part 1- Collecting 

Though the activity ranges from the ancient archives of Alexandria to the present, 

the sixteenth and seventeenth centuries saw the inception and decay ofsome of the most 

famous collections of Europe. This can be attributed to contemporary events and changes 

in ideology; these collections represented a distinct thematic worldview. Earlyexamples 

of collections had been part of a different social order, a treasury of unrelated, though 

highly symbolic, valuable objects accumulated over time by noble families and 

ecclesiastical institutions. The later museum projects--the collections of individuals-

professed to understand the world either through knowledge of the expanding natural 

world, or through the productions of art and nature, where the essential human capacity is 

discovered in what was once considered a divine act of creation. 

Medieval Church Collections 

As we have already seen in the previous chapter, the source of the Kunstkammer 

collections can be found in approaches to display found in the medieval church. Medieval 

church collections consisted ofboth objects ofmaterial value and exotic provenance; 

these objects represented symbols for the divine order and ultimate authority of God and 

the church. Precious materials throughout the church, in the form of reliquaries and other 

ecclesiastical paraphemalia such as chalices and censers, might have been wonderful and 

glittering windows to another world for the lay viewer. Exotic natural specimens were 
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emblematic of embedded divinity in nature, not only as the wondrous creations of God, 

but also symbolically charged with moral example. Objects often displayed in the 

church include the bones of antediluvian giants and stuffed crocodiles. These referred the 

viewer to ancient monsters, with reptiles in particular viewed as medieval signifiers of the 

diabolical and monstrous, and always as potential wamings from God. 3 A monstrum, 

etymologically, is also a waming.4 Other objects, such as the eggs of exotic ostriches, 

were often hung through the church and have been viewed as signifying God's protection 

of Christ and humanity, like the mother ostrich' s eggs buried in the sand for protection. * 

Adalgisa Lugli fumishes an altemate interpretation: that hanging high up in the church 

the ostrich egg symbolizes the memory of the divine light. 5 Lugli's source, Durandus' 

Rationale divinorum ojJiciorum of 1568, quo tes a passage from Job XXXIX 14, in which 

the notoriously forgetful bird abandons the eggs she is nurturing in the sand, until the 

light of a particular star reminds her ofher charge. There are multivariate meanings for 

these objects, contextualized by the site of collection, in the church and elsewhere. 

Lorraine Daston and Katherine Park in Wonders and the Order of Nature examine 

the history of defining wonder, looking at these church collections of the medieval period 

as displays of extraordinary objects and as a means for the theatrical manipulation of 

spirituality through ritual. They examine objects as physical signs for abstract notions, as 

well as exploring early attempts to understand and define feelings of wonder. In the 

thirteenth century, notions of wonder were expressed as the product of witnessing the 

unpredictable and divine path of nature, while remaining necessarily ignorant of the 

cause.6 Characteristic of pre-Renaissance philosophy, Augustine had proposed the 

• This is the interpretation given for an ostrich egg container in the modem display of the Munich 
Schatzkammer. 
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wonder of nature in general, as both the commonplace and the marvellous were products 

ofthe divine will. Faith in this unknown order was paramount; scepticism was 

considered a characteristic ofthe small-minded peasant limited by his range of 

experience. 7 The marvellous natural objects in church collections--gems with magic 

properties, exotic ostrich eggs or uni corn horns, and elaborate gold reliquaries bearing the 

earthly remains of saints--were also powerful reminders of the unknown, as rare and 

unusual objects. Legendary objects displayed, such as the bones of legendary giants or 

the rib of Jonah's whale, refer to the past age of the bible. Certainly, these objects 

displayed in the church present similar qualities to those found in later princely 

collections. 

Seventeenth and eighteenth-century histories of museums and curiosities recaU 

the display of ancient wonders found in churches. For example, the Abbey church of St. 

Denis reportedly possessed, "a large and curious goblet of rock crystal which was 

forrnerly in Solomon's temple, a gold andjewelled cup which belonged to King Solomon 

himself, and a gamahe of white agate on which was impressed the likeness of the Queen 

of Sheba."s The presence ofthese objects instills the viewer with wonder while also 

testifying to the truth of recorded history, as Stephen Bann regards such objects as, 

"endlessly transforrned and transforrning agent(s) within a historical narrative that 

incorporates aU oftime from the death of Adam to the Christian empire ofConstantine.,,9 

Their display was also often Iimited to rituais and feast days, as the abbot or authority of 

the church was invested with the responsibility of protecting these wonders not just from 

theft, but also from the spiritual exhaustion of overuse. 10 
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Prin cely and Scientific Collections 

In the medieval period, sorne of the works of c1assical history and philosophy 

were preserved in abbeys and universities through the sharing and copying oftexts. It is 

generally admitted that there was little critical analysis, generally consisting of isolated 

communities ofunderstanding. Then, in the later middle ages, networks of scholarly and 

cultural communities began to spread beyond the walls of individual towns. Il At the 

same time, an emerging banking and merchant culture he1ped create a new c1ass of noble. 

With the exotic products ofthe world at their disposaI, and eager for the authority vested 

in possession of such symbols, merchant nobles like the Medici amassed collections of 

artworks, rare objects and valuable treasures. 12 Humanist scholars shaped a culture of 

knowledge outside the purview of the church and university, aided by new print 

technologies; many of these humanists helped to shape the collections of wealthy patrons, 

striving to form in their composition a coherent statement about the nature of the world 

now being renamed and discovered. 

In 1572, Francesco de Medici commissioned a private space to house his 

collections, a chamber in which allegorical paintings served as do ors to individual 

cabinets containing various valuable natural and art objects. l3 The objects contained 

within were nothing new in the way of precious objects; the context of objects conceived 

as part of a narrative pro gram made Francesco' s Studiolo distinct. Vincenzo Borghini 

based the order within the chamber on an ancient scholarly system for ordering the mind, 

the art of memory, which used the concept of architecture and treasure chests as 

metaphorical spaces for the placement of ideas. l4 The secret chamber, housed in the 

Florentine Senate, placed Francesco at the centre of the micro co sm and, "symbolically 
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[as] ruler ofthe world.,,15 This cosmological interpretation of the underlying scheme of 

princely collections is a common theme in the scholarship.16 

Francesco de Medici's Studiolo is often referenced as one of the first among this 

type of pro grammati c collections. However, a large number of the northern collections 

were also instituted around the same time, with similar scholarly programmes. What 

might distinguish these further is their mode of display; while Francesco's objects were 

hidden from sight, as mysterious objects isolated behind narrative panels, the form ofthe 

northern Kunstkammer was distinctively laid out for a viewing subject. The collection of 

Albrecht V in Munich, part of a complex with a library and antiquarium, is often dated to 

1565 and was prominently laid out for viewing on tables and in cases in a specially 

designated space. 17 The 1573 collection of Ferdinand II in nearby Innsbruck was housed 

in a structure purposely built for its display.18 These objects were meant to be 

experienced in material and narrative context with each other; this produced environment 

differentiates the Kunst- und Wunderkammer from its antecedents. 

The early modern collections, sharing similar contents and sources, nevertheless 

differed in scope due to individual, cultural and regional interests. Though often 

distinguished regionally between northern (princely) or southern (scientific) collections, 

these are generalizations to simplify understanding of certain broad distinctions.19 The 

order in scientific collections was dependent on the scholarly application of new 

categories for objects as part of an ongoing project to catalogue the secular world. 

Instead of symbolizing the presence of the divine on earth, the cataloguing of natural 

specimens and display of scientific instruments was representative of the exploration and 

transformation of the world. In such collections, the demands of systematic order should 
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have dictated coherent strategies of display in the creation of this narrative. Museum 

scholars acknowledge, however, that the order implied in printed catalogues was often 

specifie to the goals of individual authors, and may not have reflected the actuality of 

display. In Possessing Nature, Paula Findlen compares a few of the catalogues published 

on scientific collections in Italy for evidence of the changing aspirations of scholarship 

and individual curatorship, the space of a few years sometimes found these drastically 

altered. 20 In appearance, they seem to have resembled the perceived jumble of the 

princely Kunst- und Wunderkammem, since their classification framework could only be 

apparent through these published catalogues. 

Justifications of scholarly categories can be applied to the princely collections as 

well.21 While the scientific collection focused their efforts on expanding their knowledge 

of the natural world and its particulars, the princely collections displayed an attempt at a 

system ofuniversal order, with what l would characterize as a special emphasis on 

creative transformation. These too included specimens of the new natural history and 

scientific instruments, this time displayed alongside works of art and craft. The 

collections are frequently regarded as an attempt to represent the totality ofhuman 

knowledge and art, to display the world in microcosm with the collector at its centre. 

However, the princely collections also included within their displays many things that did 

not fit into strict categories; in contradiction to the emerging rigid scientific systems of 

classification, they delighted in including examples of the freakish and bizarre. These 

paradoxical elements have come to characterize the princely collections, though this 

feature is often viewed as a stigma and defended against. 22 
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The curatorial systems of princely and scientific collections are a focus for 

modem attempts to define the nature of sixteenth and seventeenth-century museums, 

based on their content, use, and construction. In general, one could say that scientific 

collections examined nature by accepting or refusing inclusion into perceived categories, 

while the princely cabinet transformed nature by developing its own categories and 

embracing the discarded. However, can the aims to inspire with the wonder of the known, 

or conversely that ofthe unknown, be a critical aspect in defining a collection's status as 

scientific repository or as symbolic princely display? 

Princely Collections: The Habsburgs 

The princely collections have long been considered primarily diplomatic tools to 

advertise wealth and power, an interpretation promoted by Thomas DaCosta Kauffinan in 

his lengthy involvement with the Habsburg collections.23 This is true both in what is 

displayed and to whom: rare, unusual or valuable objects displayed to influential and 

powerful guests, inherently tied to a system of diplomatic gifts and exchange. Established 

in 1573, Ferdinand II's Kunstkammer at SchloB Ambras in Austria is characteristic of 

sixteenth-century collecting by wealthy nobles, a classic selection of objects from art and 

nature. These were displayed in rows of cabinets, grouped generally by material, with 

paintings and larger objects ofhistorical and exotic provenance scattered between and 

around the rooms. Archduke Ferdinand' s Kunstkammer was a necessary accessory and 

pursuit for a prince just as were his library, armoury, and treasury; Julius Schlosser 

introduces Ferdinand II in the context ofthe collections ofhis ancestors and those of 

royal connections through marri age across Europe.24 Despite the size and quality ofthis 

collection, it is telling that three large chambers were devoted to the display ofhistorical 
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arms and armour, whereas only one for the Kunst-und Wunderkammer.2S Elisabeth 

Scheicher's account of Ferdinand II's collection in The Origins of Museums describes the 

Kunstkammer as part of a sequence of rooms vi si tors would experience, inc1uding the 

much larger hall of armour, the library, antiquarium, and a room devoted to "trophies" 

from the Turkish wars?6 

The Kunstkammer, like other courtly activities, did operate as a necessary 

accoutrement for the display ofwealth and power; but other themes within this topic have 

additional resonance. The influence ofhistorical allusion and an emphasis on family 

history are one element of the modem prince, in the dec1aration of sovereignty and 

dynastic property.27 In 1564, an agreement between Ferdinand l's sons made certain 

exceptional objects inalienable heirlooms of the Habsburg family and entrusted to. the 

senior son.28 Recurring objects, like a large agate bowl and narwhal hom, are already 

listed in the 1608 inventory of Rudolf II, Ferdinand II's nephew and Holy Roman 

emperor, following Perdinand's death in 1596?9 These collections were frequently 

augmented through gifts from visitors: the objects commemorating diplomatic occasions. 

Benvenuto Cellini's saltcellar became a Habsburg possession as a gift from Charles IX 

commemorating his wedding to Ferdinand's niece, Elisabeth of Austria.30 Albrecht V 

and his son Wilhelm appear to have welcomed visits to the collection by scholars and 

artists like painter Georg Hoefnagel besides those of ambassadors. 31 It was usual practice 

for these visitors to donate an object to the collection in gratitude, though Philip 

Hainhofer recounted that the practice was ceased in 1611 when it was noticed that objects 

were instead going missing. 32 
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The best-known Habsburg collection of the late sixteenth century is certainly that 

of Rudolf II of Prague, due no less to his colourful personality than to the reported size 

and scope ofhis collections.33 Though one of the most legendary, like the collections of 

his contemporaries, little remains but inventory records and catalogues. Fortunately, 

many of those objects considered family treasures eventually became part of the later 

Kunsthistorisches museum's collection. An enorrnous collection shaped by the wide 

interests of the collector, the modem publication of these inventories has also helped to 

make Rudolfs collection one of the most frequently cited. Speculation as to the material 

makeup and intentions of the collection have indicated its position both as Kunstkammer 

and as an active workshop, the raw materials on display dispatched to court craftsmen to 

retum as fini shed objects.34* Kaufrnann examines how these two factors may have been 

essential qualities for such collections, drawing on the contemporary academic interests 

in herrneticism and alchemy present in Rudolf s established patronage of the occult 

sciences.35 He also presents cosmic syrnbolism as the overarching order of Rudolph's 

collection, the hierarchy of the microcosm applied to nature.36 Though perhaps esoteric 

in constitution, Eliska Fucikova notes a clear and systematic thematic order in the 

cataloguing of Rudolfs collection, reinforced by the immediate documentation of 

changes into the inventory record.37 

Scientific Collections: The ItaZian Humanists 

The humanist scholars, so instrumental in shaping the collections oftheir wealthy 

patrons, also forrned their own. One of the most cited scientific collections of the 

sixteenth century, contemporaneous with those of Ferdinand II and Rudolf II, is that of 

* Fucikova also relates how unfinished objects, where the maker died or left Rudolfs employ, were 
retumed to the collection awaiting the hands of another master craftsman, 68. 
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Ulysse Aldrovandi in Bologna.38 Uncomfortable with the a priori classifications of the 

art of memory, influential in the princely collections, which form what Giuseppe Olmi 

termed, "a coherent idea of reality by first superimposing artificial, abstract schemes 

upon it,,,39 Aldrovandi's collection ofprimarily naturalia contrived an encyclopaedic 

grasp of the outside world, with hundreds of specimens and a tremendous archive of 

dried plants and illustrations offlora and fauna. Of the physical collections ofthis 

period, little usually remains even of such a large and well-known collection as this. 

Instead, it is these illustrations and the documentation that survives, the many 

publications of Aldrovandi alongside the catalogues oflater curators with differing 

aspirations. Before his death in 1605, Aldrovandi had arranged for the city to display and 

maintain the collection, as well as to continue to prepare for publication some ofhis 

numerous manuscripts.40 The sure st way to ensure the perpetuation of one's name and 

ideas was to publish, and frequently. The succeeding curators also published catalogues 

of the collection, shaping different thematic narratives for the objects by re-arranging the 

collection theoretically, not practically. The published catalogues also served as 

propaganda tools for the social status of the curators, since this endeavour associated 

them with wealth and importance. These overlapping ambitions affected the display and 

composition of developing scientific collections.41 

The scholarship on collecting has tended to contrast the different goals of princely and 

scientific collections. Where the princely Kunst- und Wunderkarnmem contrasted the 

works of art and nature, highlighting the transformation of nature through art, Aldrovandi 

used art merely for its illustrative purposes in supplementing the range ofhis natural 

specimens, with the aim of cataloguing more ofthe natural world.42 However, it was the 
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exotic and unique items and not merely the astonishing size ofthe collection, which drew 

visitors. Olmi's analysis of Aldrovandi's collection draws attention to the ostensibly 

scientific goals that shaped the collection, contrasting this with the actuality of display, 

where objects seem to have been laid out rather for what he terms their, "symmetry and 

pleasing appearance ... The imposed order was not one believed to exist in nature itself, 

but one calculated to appeal to the eye ofthe visitor.,,43 These claims seem to illustrate 

the widespread influence of the Kunstkammer model, which rather than isolating the 

works of man and nature, strove to combine the two with crowded displays in decorative 

cabinets. Collector Ferdinando Cospi was one subsequent curator who distorted 

Aldrovandi' s original goals by hiring a curiosity, a dwarf, to act as a guide to the museum. 

Certainly Cospi's own collection, which was later merged with Aldrovandi's, could not 

claim entirely scientific aims. Olmi presents examples of Cospi' s lack of investigative 

curiosity. He writes, "In the same town and at the same time as Malpighi was subjecting 

the vegetable world to microscopic examination, it did not even occur to Cospi to open 

up a dried Ethiopian fruit to discover the nature of its interior, although the catalogue 

notes that the fruit rattled when shaken.,,44 The collector's curiosity sometimes remained 

just that: not extending to a further scientific urge to investigate and disco ver. 

The scholarly patronage of nobles such as Rudolf II in Prague proves, conversely, 

that this was not always the case with the princely collections either. Though there were 

obviously overlapping interests and necessary concessions to public interests in the 

scientific collections, what distinguishes them is their attitude to wonder. Even the 

typical wonders in Aldrovandi' s collection, such as the famed Buoncompagni dragon, 

were presented as natural wonders and not signs as often read elsewhere; here, the 
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museum is a site for the demystification of the unknown.45 They are products of nature, 

to be investigated and understood by man. The princely collections, while initially 

sharing certain similarities with the scientific collections, focused increasingly on the 

unusual and bizarre, eventually losing their sense of curatorial purpose. The scientific 

collections were gradually enfolded within emerging institutions, often continuing in this 

guise. The princely collections rarely survived their creator; any remaining objects now 

isolated from each other within the context ofthe modem display strategy. 

Part 11- Historiography 

The scholarship on collecting in English is still fairly recent, with concerted 

analysis of specifie museum projects only beginning in the early 1980' s, and burgeoning 

in the 1990' s with the appearance of several academic and popular publications. The 

topic has received much public attention more recently through sorne large exhibitions, 

which published glossy illustrated catalogues, and mainstream art books. * In general, the 

historiography of collecting can be separated into four periods. First are the examples of 

contemporary documentation. Alongside private inventory listings, several collections 

published catalogues compiled by curators and hired scholars. These, like the treatise of 

Samuel Quiccheberg, outlined the order and primary purpose for collections. At the 

same time, there are also published examples of contemporary traveler' s accounts, such 

as the diary of John Evelyn. Among nineteenth and early twentieth-century studies, the 

one text consistently referenced is Julius von Schlosser' s Die Kunst- und 

Wunderkammern der Spatrenaissance (1908). A few works published in the sixties have 

also remained standard texts for the analysisoftheoretical frameworks, such as Frances 

• Barbara Stafford's catalogue to accompany the Getty exhibition "Deviees of Wonder" in 2001, The 
important exhibition of the Dresden Kunstkammer at the Met this past FaU 2004, "Princely Splendor: The 
Dresden Court", and the book Cabinets of Curiosities by Patrick Mauries. 
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Yates' Art ofMemory and Michel Foucault's influential Les mots et les choses, both 

published in 1966.46 

Resemblance and the Art of Memory 

In The Order of Things, Foucault laid out an analysis of a change in epistemes 

from the sixteenth to the seventeenth century. This analysis of the interactions of culture 

and philosophy has informed much of the work on collections from the early modem 

period. In the seventeenth century, the Classical age of representation, he examines three 

sciences that he saw developing in response to the practices of naming, c1assif)ring and 

trading objects. These sciences of grammar, natural history and economics, what he 

termed the domains of, "words, beings, and needs,,,47 were essential tools for formulating 

a perspective on the world distinct from earlier modes ofunderstanding the world. That 

view had subscribed to the notion of resemblance, in which the earth was envisioned as a 

microcosm of the divine heavens, and philosophers were therefore engaged with 

deciphering an infinite number of signs embedded in nature, while tabulating history as a 

cumulative text. In the seventeenth century, knowledge began to be specialized, and 

nature was viewed rather as something to be ordered and c1assified by scientifically 

formulated rules. Foucault's theory has been useful for analyzing the changing contexts 

of collections, from the obscure and seemingly esoteric orders of the cabinet of curiosities 

to the scientific collections, as they were each subsumed within emerging institutions or 

dispersed.48 The Order ofThings is pertinent to Foucault's overall project: to expose 

applied systems ofknowledge and institutions of authority as impersonal grids that 

establish identity and difference with boundaries that demarcate and exc1ude an 'other,' 

whether madness, homosexuality, or sickness. 
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The Order ofThings is useful as an atypical reference for the study ofperiod 

philosophy, as epistemological theory. The danger is in the temptation to apply the 

premise too literally to the collections, as ifthere were sudden changes in outlook and 

relevance, whereas a more detailed analysis, as in these contemporary collections, 

indicates that the process of change was an evolving one. This is evident in the 

inconsistencies of sorne of the scientific collections discussed above, and in the combined 

nature of sorne ofthe princely collections, where symbolic order and rational 

discrimination co-exist. They are both referents to contemporary notions, neither 

prevailing, and reflect this environment of decision and indecision. No longer viewed as 

divinely created order, the order of things in the sixteenth century is, "the undifferentiated, 

shifting, unstable base upon which knowledge can establish its relations, its 

measurements, and its identities.,,49 As a blank slate, or Foucault's grid, the notion of 

applied orders can be just as easily based on the lingering perceived hierarchies of 'man' 

and 'nature' as seen in the Kunst- und Wunderkammer. The lesson for my research is to 

examine the practices of order and surrounding attempts to quantify and understand, or to 

exclude wonder, within this context of a changing system ofknowledge. 

An older system of order crucial to the shape and development of museums in 

earlymodem Europe is that ofthe art ofmemory. Frances Yates' history ofthis system, 

Art of Memory, is the first source for many approaching the topic. From the earliest 

theories in c1assical Greece, through the Middle Ages, and as part of the revival of 

esoteric scholasticism linked with alchemy in the sixteenth century, Yates looks at 

several techniques and models for understanding memory. Especially prized until the 

invention of the printing press made manuscripts readily available, the art ofmemory 
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involved ascribing mental images or an invented architectural space with a set of related 

ideas. This 'space' or image could then be revisited and explored in order to remember 

the concepts allocated there. In the early sixteenth century, for example, the scholar 

Giulio Camillo travelled across Europe promoting his 'Theatre of Memory,' an 

architectural realization of the imagined spaces of the art ofmemory.5o In this model, 

rows of images would lead out from a viewer at centre stage. Below each image were 

boxes or drawers containing texts from Cicero's art of oratory, relating to the subject of 

each image. The theatre was promoted as a means to power for its eventual owner, 

similar to later collections of the nobility, as commanding symbols of status, wealth, and 

leaming. 

Frances Yates' studies of the esoteric streams in European erudition have had a 

significant impact on subsequent scholarship. As a system for preserving ideas in the 

mind, the art ofmemory is an appropriate model for understanding early modem 

collections. More recently, an English translation of Lina Bolzoni's Gallery ofMemory 

(2001) examines the links between the art of memory and these collections. Camillo' s 

theatre, a physical model of the systematic art of memory, is generally seen as a reference 

used by early modem scholars for the arrangement of objects in collections. One of the 

most influential contemporary publications on museums was Samuel Quiccheberg' s 

treatise, Inscriptiones veZ tituli theatri amplissimi, published in 1565.51 Quiccheberg 

worked for Albrecht V of Bavaria, with whose Kunstkammer he was affiliated. His 

collaborator in Munich was the merchant and scholar Jacob Fugger. Fugger, to be 

discussed below, represents another aspect of the many converging communities of 

collecting. Because of their wide-ranging contacts in shipping and trade, the Fugger 
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family was also a supplier of exotic objects for the cabinets ofnobles. 52 Quiccheberg's 

ideal was to establish a system ofuniversal cataloguing, creating a coherent order that 

could integrate every product of art and nature. 53 This order was inspired both by the art 

ofmemory and Giulio Camillo's model for the theatre ofmemory.54 Quiccheberg 

divided subject-matter into five hierarchical sections with specific orders within: portraits 

and maps of the ruler and his world, arts and crafts, the three kingdoms of nature, objects 

of a technological or anthropological nature, and finally the uses of the arts, with practical 

laboratories.55 Though the nature of specific categories in collections did vary from this 

basic outline, Quiccheberg's project was sensitive to the intellectual currents of the time 

and reflects general precepts that can be seen in similar and subsequent collections. 56 

Primary Sources 

Samuel Quiccheberg's 1565 outline for Kunstkammer collections emphasized the 

hierarchical character of perceived natural orders, a seemingly esoteric combination of 

transformed art and nature. It was a formula for order to be understood only by the 

initiated, but these were essentially displays separated by material: as raw nature and as 

nature transformed into art. Further contemporary theoretical sources inc1ude such works 

as Francis Bacon's New Organon (1620) and New Atlantis (1627). The island utopia he 

describes in New Atlantis is compared to a Kunstkammer, containing artfullife in c10cks 

and automata, lifelike images ofhumans and animaIs, and culminating in two galleries 

with sample inventions and statues oftheir inventors. 57 Bacon's work is presented as part 

of Horst Bredekamp's distinctive thesis that the machine may be one driving force found 

in collections and scholarship from antiquity to the present. 58 Collector and scholar 

Ulysse Aldrovandi's prodigious published output on the natural world, including 

56 



Musaeum Metallicum (1648) and Monstrum Historia (1642) were well-known texts in 

their time as well as the present. The catalogues of large and important collections from 

Imperato (1599), Olaus Worm (1655), and Tradescant (1656), to compilations like 

Valentini's Musaeum Museorum (1714) and Neickel's Museographia (1727) are 

commonly cited as primary sources on collecting. Barbara Balsiger's 1970 Ph.D. thesis 

also locates hundreds of other contemporary published catalogues by collectors and sorne 

lesser-known studies of collecting. * 

Modern Scholarship: Multi-Disciplinary Strategies 

Probably the first modem source published in English was collector David 

Murray's three-volume study Museums Their History and Their Use (1904). The first 

volume is a breezy account of museums in history; the following two volumes contain 

impressive bibliographical sources pertinent to museum collections around the world. t 

Julius von Schlosser's work, Die Kunst-und Wunderkammer der Spiitrenaissance (1908) 

bridges a gap between primary source material written up to the early nineteenth century, 

and critical histories that took form in the later twentieth century. Though a survey study 

of collecting, his focus was the Habsburg collections linked to the Kunsthistorisches 

museum in Vienna, where he worked as director for many years.59 

Barbara Balsiger' s copiously researched dissertation, The Kunst-und 

Wunderkammern: A Catalogue Raisonné, is an important example of unpublished but 

valuable archivaI work. As Barbara Balsiger's thesis suggests, Schlosser's emphasis on 

* For instance, a work by Jacob Schrenk was published in Innsbruck in 1601 regarding the Armamentarium 
Heroicum Serenissimi Principis Ferdinandi Archiduci. English scholarship on collecting generally begins 
with Schlosser's text. While Schlosser is certainly significant, it is interesting to note the range of early 
publications on the Habsburg collections, for example also Johann Primisser's Kurze Nachricht von dem 
K.K Raritiitenkabinet zu Ambras in Tyrol, Innsbruck 1777, and Alois Primisser' s Die Kaiserlich
Konigliche Ambraser-Sammlung, Wien 1819. 
t The copy in the collection of the McGilllibrary was apparently donated by Murray himse1f in 1909. 
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these princely collections neglects the many private collections, which she deems true 

Kunst- und Wunderkammem due to their intention to publish catalogues.60 However, 

this emphasis also has the effect of glossing over the collections that have become 

representative of sixteenth and seventeenth-century collecting; the princely cabinets filled 

with art and wonders. Balsiger' s criterion tends to highlight the natural history focus of 

less affluent collectors, who might have had more reason to promote themselves through 

publication. 

Scholarship on collecting in the English academic community was rather isolated 

until the 1985 publication of Oliver Impey and Arthur MacGregor's essay collection The 

Origins of Museums, which compiled a wide-ranging series of essays on sixteenth and 

seventeenth-century collections. This drew the attention of several disciplines: those 

examining cultures of exchange in art and science, commerce and politics, as well as 

nascent museum history itself. The essays in the collection are necessarily brief, written 

by authors specializing in their particular collections. The compilation was influential in 

highlighting the need for scholarship in the field: while the grand titles emphasize the 

interests of the time in possessing nature and displaying the wondrous, there seems to be 

little consensus as to prevailing themes outside of each collection. Rather, each 

collection is presented as being unique, as somehow outside the easily categorizable 

norm. 

Often, the temporal distinction is presented as scientific encyclopaedism in the 

sixteenth-century collections, and an inclination towards the curious and bizarre in the 

seventeenth-century collections. While sixteenth-century collections might be said to 

attempt to compile the known world, the seventeenth century seems to have focused on 
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the unquantifiable and uncanny contrary to what was becoming an increasingly ordered 

and rational scientific world. These Paula Findlen terms "Renaissance curiosity" and 

"Baroque wonder.,,6! The argument, while tidy, tends not to apply as well to the study of 

specific collections, where specific contradictions abound. This is particularly so for 

Origins of Museums in general, as the authors attempt to lay the foundation for a 

discipline of museum studies, in which each scholar' s particular collection is singled out 

as a significant prototype. Several authors make a point of trying to prove their own 

subject--princely collections-- to be above the constricted categorization of treasury or 

mere spectacle, while damning others to this label. Other writers, as in the study by Olmi 

discussed earlier, examine ways in which collections traditionally considered scientific 

also included paradoxical specimens and material oddities.62 The variety within early 

modem collections bridges what have become several different fields of study: art history, 

history, anthropology, philosophy, and economics, and these are most aptly characterized 

by the recognition of diverse influences. 

Museum Studies 

These differing disciplines have approached the study of systems of order and 

display in a variety of ways. The first of these approaches is to focus on the history of the 

museums themselves. Impey and MacGregor' s Origins of Museums is an important 

compilation, the short essays highlight particular collections as microcosms of the 

phenomenon across Europe. The majority of the collections were most active between 

the middle of the sixteenth century and the middle of the seventeenth. The essays in 

Origins take a very direct approach: first describing the founder and his social milieu, and 

then the probable appearance of the museum through comparison of inventories and 
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vi si tors accounts. Because these are brief essays, there is generally little critical analysis 

of themes beyond a standard interpretation of the collections as displays of power and 

sometimes as sites for the examination of trading cultures. Scholarly antecedents in the 

art of memory and other systems of order are referenced generally, but rarely examined 

in depth. The book remains an excellent point of reference, as the individual essays are 

sources of accurate and contextual detail. The compilation enables the reader to gain a 

universal perspective on collecting in the period. 

Drawing largely on Origins of Museums, Eilean Hooper-Greenhill's survey, 

Museums and the Shaping ofKnowledge (1992), tries to take museum studies further by 

applying Foucault's analysis ofthe period to these collections, also. Her analysis of 

museum history begins with a summary of Foucault's differentiation between the 

Renaissance episteme and the Classical, trom an inclusive mode ofhistory to the 

beginnings of discriminating analysis through difference. As a result, objects are 

analyzed and separated into applied categories. As a museum professional, Hooper

Greenhill is weIl aware of the manipulation of narrative implicit within museum displays, 

and explicitly in the creation of categories and definite structures. Foucault's text, with 

the famous entry from Borges' Chinese Encyclopedia, asks the reader to question the 

norms of established reason, to ask whether taxonomies are definitive boundaries or 

variable social constructions.63 As Hooper-Greenhill asks, "Do the existing systems of 

classification enable some ways ofknowing and prevent others?,,64 While the rest ofher 

book draws a general picture of the period collections, Hooper-Greenhill closes by 

questioning the types of 'knowing' possible within a given episteme, even given the same 

object of study. Her point, like Foucault, is that truth and knowledge are constituted and 
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not absolute; they vary, and this is a simple yet important awareness for contemporary 

museum historians as well as curators.65 

Further sources inc1ude Thomas DaCosta Kaufmann, who has written extensively 

about Rudolf II and the symbolic construction of authority as noted earlier. Adalgisa 

Lugli's Naturalia e Mirabilia (1983) is an excellent overview, covering a range of 

ideological themes that occur within the history of collections, and examining their 

context without creating a grand narrative. 66 Horst Bredekamp's Antikensehnsucht und 

Maschinenglauben (1993), available in English translation but rarely cited, is an 

intriguing multi-disciplinary consideration of the theme oftechnology traced through the 

early modem period.67 Early histories of collections attempted to establish set boundaries 

of intentionality, drawing on grand overarching themes and dichotomies to characterize 

collections as exact systems and deliberate constructions. Paula Findlen, and Giuseppe 

Olmi before her, have demonstrated plausible reasons for sorne seeming irrationalities in 

the display of Aldrovandi's collection.68 They acknowledge the very human, fallible and 

organic growth of early collections, due to the complexity and variety of surrounding 

circumstances. Recently, a more cross-disciplinary approach has become standard in this 

specialized field of museum scholarship. 

Cultures of Collecting 

Sorne of the more dynamic literature on collecting examines the influence of trade 

cultures and academic communities in the shaping ofmuseums. Paula Findlen's 

Possesing Nature (1996) is focused on scientific and collecting communities in Italy of 

the period, but the scope ofher study inc1udes civic issues, the philosophical and physical 

spaces of collecting, as well as the terminology of museum spaces before emerging 
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taxonomies. What surfaces is a broad map of overlapping interests, a sense of varied 

personal interpretations and uses for these collections. Networks of collections have been 

explored in the context of travel to the new world and the trade in exotica an area of 

research exemplified by Stephen Greenblatt's Marvellous Possessions (1991). More 

recently, Findlen edited a collection with Pamela Smith, Merchants and Marvels (2002), 

which examines the effects of commerce and trade on science, art and representation in 

the sixteenth and seventeenth centuries. Mark Meadows' essay in this volume follows 

the career of Hans Jacob Fugger, son of a wealthy and influential merchant family. 

Educated among nobles and future bishops, Fugger was employed as a tutor in the court 

of Ferdinand land later as court librarian to Albrecht v.69 Under Hans Jacob, the Fugger 

family's library expanded and grew in fame. Among other well-known scholars, 

Quiccheberg once served as curator to the Fugger library, and indeed later took service 

with Albrecht V in Munich at the same time as Hans Jacob in 1565, the year 

Inscriptiones vel tituli was published.7o Meadows suggests that Quiccheberg developed 

or tested his system while working with Hans Jacob on the Fugger collections.71 

Meadows' research expands on the earlier histories of collecting to understand better the 

role of merchants and scholars in the shaping of these collections. * 

Displaying Wonder 

A thread which is taken up only intermittently, surprisingly, is the question of 

wonder itself and where it fits within the order of science and curiosity. Daston and Park, 

as noted earlier, survey the philosophies of wonder and its manifestations. They have 

*Meadows' CUITent project is the publication of a first translation in English of Quiccheberg' s c1assic text. 
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shown how, over time, philosophers and scientists have sought to understand and 

categorize the unknown, even defining different types of wonder to demystify nature. 

For instance, medieval theologians classed mysterious phenomena like the lodestone as 

preternatural wonders, finding that, "the preternatural is wonderful only to the 

uninstructed, whereas the miraculous is wonderful to all."n The preponderance of 

curiosities and freaks of nature in collections of the late seventeenth and early eighteenth 

centuries may also be a reaction to the scientific empiricism and logical philosophy of the 

period. Conversely, their physical presence renders them credibility in this context. 

Krzystzof Pomian has examined the theory of collections in general, focusing on 

objects themselves as mediators between the visible and the invisible world, as 

semiophores of meaning. 73 Pomian relates this mediating role to language which, 

following Foucault, is "the cleavage between that ofwhich we speak and that which we 

see.,,74 Pomian begins with the fascination of relics and cult objects, then examines the 

fascination of collecting objects as curiosities in the early modern context as playing, "an 

interim role between those oftheology and science.,,75 In the 'Northern' style 

collections, objects were symbols for ideas and places, but it was a deliberately exclusive 

language accessible only to the properly educated and approved viewer.76 Once again, the 

role of the object as conveyer of meaning made collections a valuable accessory for 

leaders of the social hierarchy, thereby making them the possessors of several intended 

meanings, social, spiritual and political.77 

Lissa Roberts' closing essay in Merchants and Marvels highlights a common 

divide between scholars of early modern European history, between those who stress a 

gui ding undercurrent ofaesthetic principles of unit y and order (found in comparing the 
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order ofmathematics), and those who focus on variety and uniqueness (such as natural 

history).78 Roberts paraphrases contemporary seventeenth-century debate between 

Leibniz and the Newtonians: "Do we know God through the unified order or the infinite 

wonders he creates?,,79 Not only were these pertinent issues at the time; these are also 

critical for balanced understanding in modem scholarship. Roberts' point is that the 

current focus on cultural exchanges and the realities of commerce and trade attempts to 

debunk the tendency towards 'grand narratives' that dominated earlier readings of 

collections and history.80 Therefore, one Kunstkammer could be at once a physical 

representation oftheory, a propaganda tool, and an active treasury, with all operating 

simultaneously in the domains of art, science, politics, and commerce. 

The period of these collections encompassed the age of the scientific renaissance 

as well as an enduring age of curiosity preoccupied with illusion, deceit and the unknown. 

Inevitably, the two would overlap, complicating the modem task of attempting to 

segregate and c1assify the history of collections. Daston and Park wrote of the concurrent 

pursuits of wonder and natural science, "These interwoven histories show how the two 

side ofknowledge, objective order and subjective sensibility were obverse and reverse of 

the same coin rather than opposed to one another.,,81 Increased study of early modem 

collections in the last 20 years has evolved from attempting to categorize collections in 

general, to examining the particulars: ideas and materials specifie to individual and place. 

The interdisciplinary nature of these collections also enables modem scholarship to step 

out of the bounds of established categories of knowledge, to examine other possibilities 

and processes within the pursuit of collecting. 

1 See, for instance, the introduction to Merchants and Marvels by Pamela Smith and Paula Findlen. 
2 Olmi, 3 
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Chapter 3- Reassessing Kunstkammer Materiality: Technology and Transformation 

A multi-disciplinary approach brought to the analysis of collections brings out 

several themes related to creativity and transformation within the Kunst- und 

Wunderkammer collection. As a physical experience, the materiality of the 

Kunstkammer recalls the processes of making and acquiring objects. Advances in 

technology brought by scientific instruments and machines facilitated greater possibilities 

in the transformation of nature. The collections therefore, envisioned as a workshop with 

emphasis on the manual act and the tool, presented princes on the one hand with agame 

and pastime, but were also sources of useful information for scholars and scientists, and 

recuperated as instruments ofknowledge. 1 There are several themes of change and 

creation operating within these spaces, as seen in practice in the Habsburg collections of 

Ferdinand II and Rudolf II, and intluential to the projects of the Salzburg Archbishops. 

First, there are theories of classification and order, from Pliny's Natural History to 

Quiccheberg' s theoretical treatise on collecting? Then there are practical examples, in 

technology and manual precision, of the collection as workshop highlighting the creative 

potential of the collector. The materials themse1ves are significant, especially in the use 

of local products placed alongside the exotic as signifiers of the collector's domain, as 

part of a complete cosmology. 

The first and most evident feature of the Kunst und Wunderkammer collections is 

their physical presence as displays of abundant materiality. Quiccheberg's prescription 

for the ideal collection, as outlined in the 1565 publication 'Inscriptiones vel tituli, ' has 

remained an intluential project for modem scholars examining the underlying theory of 

such early modem collections. As Albrecht V's curator in Munich, he outlined a 
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hierarchy of categories, in which a range of objects grouped by material could form a 

narrative ultimate1y glorifying the collector's position and family history. His program, 

while not universally applicable, neverthe1ess retlects the outline and preoccupations of 

many contemporary collections with which he was familiar. In this case, those of the 

Habsburg princes and their neighbours in Salzburg.3 In these displays, suc~essive glassed 

cases reveal she1ves of like objects jumbled together, associating samples of raw material, 

as found in nature, with works of art as masterfully shaped by the hand of the craftsman. 

This juxtaposition highlights the transformative character ofthe Kunst und 

Wunderkammer collection, drawing out an innateemphasis on creation and change. 

Such a profusion of materials draws attention to their presence as objects, and thus to the 

processes that created them. As part ofhis ideal program, Quiccheberg called for the 

collection to be envisioned as an active workshop or laboratory, with studios nearby for 

lathing, printing and metalworking.4 By examining the sources ofthis theoretical 

framework and its use in practice, in this chapter l will show how the focus on 

technology in this pursuit, together with the overt use of local materials and allusions, 

reinforces the symbolic and political themes traditionally associated with these 

collections. 

Theoretical Sources: Pliny, Camillo, Quiccheberg 

The arrangement by materials common to sixteenth and seventeenth-century 

collections may be primarily derived from Pliny's Natural History, which emphasized a 

dynamic connection between the work of art and the raw material. 5 This intluential 

c1assical text was found in the libraries of many collections in the period; the Salzburg 

archbishops owned a 1584 edition in German, now located in the collection of the 
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University of Salzburg. 6 Pliny' s vast account attempts an encyclopaedic grasp of the 

world. Ordered by topic instead of alphabetical directory, it is significant that the text 

can be considered as a whole, rather than as a collection of references. 7 Though now 

often broken up into modem categories ofknowledge, Pliny's authorial concem seems to 

have been to create an overall picture of the culture of the Roman world, claiming to 

catalogue the entire world from the structure of the universe to the stones in the earth.8 

Thus, Pliny's history was found particularly relevant to the museum projects of the 

sixteenth and seventeenth centuries, also conceived as encyclopaedic collections of 

knowledge and culture. Pliny references the miraculous forms of nature, such as exotic 

e1ephants and giraffes seen at games in Rome, and places them in the context of empire 

building. Following Rome's conquests, the world instead cornes to it, and Pliny 

compares these wonders of the world with the microcosm ofwonders, natural and man

made, available at home. 9 The juxtaposition of foreign exotica and local cultural product 

as symbols of empire are repeated in the Kunst-und Wunderkammer collections, the 

ruler' s collection representing his domain at the centre of this world. 

Pliny's goal in this thesaurus ofhistory is to preserve the memory ofthings, 

finding knowledge to be in decline, due paradoxically to Rome's expanding dominion. 10 

The theme of preserving knowledge is found in another theoretical precursor to the 

encyc10paedic collections, in the classical theory of the art of memory, envisioned as a 

mental storehouse of scholarship and ideas catalogued in imagined architectural spaces. 

Influential in medieval scholarship, and in the emerging sciences of classification, the art 

of memory becomes a mode1 for the Kunst und Wunderkammer collections through the 

physical theatre ofknowledge of Giulio Camillo. 
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Adalgisa Lugli's history of collections, Naturalia e Mirabilia, devotes a chapter 

to the art ofmemory. She cites a 1959 article by F. Secret, that in Camillo's theatre man 

looks through a window at his own self, building the world. II Camillo' s theatre, a small 

arena in wood, presented the world as a series of categories and classifications visible to a 

single central viewer. Where previously the art of memory was conceived as a virtual 

space within the mind; here the desire for an immersive physical model, in this and in the 

museum, seems to represent a need to view the world from another perspective. The 

defining system of order is visible to the viewer, a range of objects contained in drawers 

behind clearly designated labels. Indeed, for Lina Bolzoni, this model applies a play of 

correspondences and exchange, "between intus (inside) and extra (outside)- between 

inner constructions and external practices, between the visible and the invisible- that 

exerts an extraordinary fascination in this period.,,12 The applied categories and 

conception of sixteenth-century collections formulate a programmatic scheme towards a 

more experiential and physical understanding of the world, first by creating the display of 

classes of objects, and then in the act of collecting and making objects. The fascination 

with objects and materiality is linked to the allure ofbridging the visible and the invisible. 

The goal here, however, is no longer in the preservation and understanding of the past, 

but in the exhibition and wonder of the present. 

Lugli's chapter on the art ofmemory is tied to her analysis of the collection as a 

creative act, ofthe "Prince Inventeur." Quiccheberg's idea ofthe collection included 

spaces for printing and printmaking, for turning on the lathe, "pour le plaisir des princes 

et optimates," and a foundry for hammering metal "au feu alchimique et artisanal." 13 By 

characterizing the collection as part of a workshop, and by association as a constantly 
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changing display, Quiccheberg's text implies an idea of the collection quite different 

from the usual modem interpretation. Here the raw materials in the collection are always 

potential objects, and not complete in themselves. According to Adalgisa Lugli's reading 

of Quiccheberg' s text, 

La fonction clair d'un musée, qui n'est pas une entité close mais ouverte à la 

croissance et à la recherche, s'exprime surtout à travers l'ensemble des appareils 

accessories qui se constitue autour de la collection. Cet ensemble d'appareils 

ressoude la dichotomie des matériaux d'une façon particulièrement efficace, 

amenant une expérimentation active dans le champ de la nature comme dans celui 

de l'artifice. 14 

In this way, the idea of objects within the collection may take on greater significance as 

causal influences in the active process of collecting, as part of research and artistic 

creation. 

The typical characterization of the objects in these cabinets is that they ranged 

widely and incoherently from souvenirs of exotic cultures, specimens of rare flora and 

fauna, modem scientific instruments, to freaks and wonders of art, nature, and history. 

However, an underlying narrative is generally present, implied by the themes and 

arrangement of objects. The five classes of objects outlined by Quiccheberg for an ideal 

collection are the following, arranged chronologically, by type of object in each class, 

from antiquity to the present day: 
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1- The ruler and his realm, with religious representations and family portraits, 

maps of cities and territories, and local objects indicating cultural aspects of 

the collector' s domain. 

II- A rtificia lia , containing statues, medallions, clockworks, and works of 

goldsmithing. 

III- Naturalia, preserved specimens offlora and fauna as weIl as mineraIs and 

metals. 

IV - Scientifica, instruments and tools of science, also armour, musical instruments, 

playthings and foreign objects like costumes and weapons. 

V - Objects of art and miscellaneous portraits. 15 

In Barbara Balsiger's analysis, these sequences can be read as a fulfillment ofthe desire 

to be closer to God, 

"He accomplished his purpose in the organization, arrangement, and content of 

his ideal museum, in that the objects contained in the collection reflected the 

creative abilities of God (naturalia) and man (artificialia). Through the inclusion 

of the objects recommended in Class l, one could know and understand the 

founder ofthe museum. Through the objects contained in Classes II through IV 

he could leam about creative God and creative man, as well as glean an 

understanding of the Uni verse, and through the objects contained in Class V he 

would come full circle, back to man alone. In this way the ideal collection would 

not only reflect the universe, but it would also reflect the totality of hum an life, 
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with the accent, first and last, on the objectification of the cult ofhuman 

personality.,,16 

This reading of the programmatic narrative draws a concise picture of the idealized 

collection as a representation of the collector, divinely ordained to name and shape his 

world through acquisition and patronage. 

The first category in Quiccheberg's programmatic display includes a portrait 

gallery that positions paintings of ancestors alongside busts of ancient Roman emperors. 

Rather than simply remembering the glories of the past, however, these items also served 

to establish the importance of the current lord of the family, placing him at the apex of 

this august lineage. The significance of the objects within the program can be considered 

temporary, and not necessarily intended to imply an afterlife ofthe collector, like the 

traditional function of the patronage of statuary and architecture. In these collections, 

only certain significant articles are noted over time: their form and context renders them 

significant. It is important to note here that objects oflocal cultural significance are also 

placed in this first category, as part ofthe collector's sphere of influence. Horst 

Bredekamp notes that Quiccheberg's programme recognizes in these collections a 

movement away from merely recognizing the collector's immediate domain, to a more 

worldly or cosmological scope. 17 It is towards the balance ofthese that the Kunst- und 

Wunderkammer strives. 

The Collection as Workshop: Tools, Technology and Development 

There is abundant evidence throughout the recent scholarship of these collections 

operating as fluctuating displays and laboratories, as described and outlined by 

Quiccheberg. 18 Rudolf II' s court housed workshops for court goldsmiths and other 
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artisans nearby. These craftsmen had access to the valuable and rare raw materials in his 

collection, which they formed into works of wonder and art. 19 The fini shed art objects 

were once again placed in the collection, for display and as potential diplomatic gifts?O 

The craftsmen involved generally also represented the material specializations of 

particular cities, their foreignness also part oftheir perceived value. 21 Ferdinand II at 

SchloB Ambras, besides housing similar studios for the lathe and foundry, also employed 

Venetian glassblowers in his workshops in neighbouring Innsbruck. 22 Julius Schlosser 

recounts the difficulty encountered by Ferdinand in his efforts to lure Venetian craftsmen 

to his workshop. Finally, in 1574, he succeeded in bringing a craftsman and his child 

from Murano.23 At least one example ofblown glass of Ferdinand's own creation exists, 

one he had elaborate1y mounted and is now displayed in Vienna (Fig. Il )?4 

The tools that represented the practice of making could also be collected and 

displayed. An enormous percentage of the collection of the Elector Augustus of Saxony 

was devoted to tools, sorne 7,000 pieces, or nearly 75 percent ofthe collection 

inventoried in 1587?5 These were ordered according to profession, displayed near 

re1ated products, and generally made to order with elaborate settings and bearing the 

Saxon arms.26 Menzhausen's history ofthis collection places enormous importance on 

the utilitarian functions of Augustus' collection, stressing the role of, "encouraging 

education within the prince1y family and improving the arts and crafts in the 

state ... [leading] to a flourishing of science and crafts in Saxony.,,27 In this case, we see 

one extreme example of the princely collector responding to the necessary promotion of 

his domain and resources, both part of the performance ofthe ruler and of Augustus' 

personal partiality. 
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The goldsmith was an important resource in the period, not just for their abilities 

in this field but also as specialists in precision manufacture. Wenzel Jamnitzer, employed 

as goldsmith by four Holy Roman emperors in succession, was also skilled in the 

manufacture of scientific instruments.28 In 1730, a Nürnberg historian, Johann 

Doppelmayr, published an account of Jamnitzer's accomplishments. Many ofthese 

predominantly silver gilt pieces are no longer extant, but a celestial globe from 1566 is in 

the collection of the Germanisches Nationalmuseum and a 1578 piece is in Dresden29
. 

These pieces required scientific knowledge as weIl as design and precision manufacture. 

In Hayward's account, Jamnitzer was, "a man ofthe Renaissance, he was greatly 

interested in science and in the perfection of methods of manufacture, including the 

substitution of the machine for hand-production.,,3o In the interests of increasing 

productivity through the reduction of unnecessary labour, J amnitzer also invented tools, 

such as a roller stamp for creating repeating patterns and continuous friezes. 31 

The role of technology in the advancement of art, also part of Quiccheberg' s 

pro gram for collecting, is significant. The new precision lathe, for example, emphasized 

the virtuoso craftsmanship made possible by mechanization. 32 An extensive article by 

Joseph Connors, outlining the influence of the lathe in Baroque architecture, describes the 

tool as a key to the "spatial imagination" of the period.33 Advanced by designs from 

engineers such as LeonardoDa Vinci and Salomon De Caus, the lathe became a favoured 

instrument of young nobles encouraged to practice a manual art. The Zick family of 

Nuremberg tutored several of the Habsburg emperors; Peter Zick taught Rudolf II while 

Lorenz Zick later taught Emperor Ferdinand II in Vienna.34 The art seems intimately tied 

to the Kunstkammer collections; in Denmark, the turning room was accessed solely by 
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royal pennission. In this room were thus stored other precious objects, causing the space 

ofthe Drehezimmer to be eventually transfonned into a Kunstkammer.35 The 

fantastically complicated pieces done on the lathe at this time were a pro du ct of much 

forethought and planning, involving manual precision, as weIl as the latest in lathe design, 

enabling artisans with more versatility of fonn. Added to their complex design, these 

lathed objects add a third element to the Kunstkammer objects made by combining art 

and nature: the science of technology. Rudolf fostered the work of scholars and 

philosophers at his court in Prague, as a patron of ideas as weIl as things; the lathe was 

one example of contemporary technology requiring both ingenuity and skill. References 

to manual training recur in references to the education of nobles. It privileges skill and a 

high level of craftsmanship as part of the necessary accomplishments of a prince, 

signifying a capacity to shape the world around them.36 

Transformation- the Game of Nature 

The intellectual preoccupations of the period were focused on classification and 

order, but a concurrent theme in art was also that of transfonnation and change. Even the 

freaks of nature for which Kunstkammer collections are known might refer instead to 

nature's striving for development as, "they verify the condition for aIl evolution via the 

interaction oftime and chance ofwhich they are evidence.,,37 Since works of artifice 

were such important elements in the Kunst- und Wunderkammer projects, evidently this 

theme oftransfonnation and development must infonn the contents of collections. 

Objects were shown at several stages of development, from raw material, to the "specious 

naturalism" of the stil rustique, and the elevation of certain articles to pure art, as if 

witnessing the very pro cess of change. 38 The objects that most fascinated collectors were 
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also those that seemed to breach boundaries and defy simple classification: irregularities 

of nature, or enigmatic materials such as coral, which seemed at once to combine the 

qualities of animal, vegetable, and minera1.39 Such taxonomic uncertainty was 

emphasised by the transformation of these materials into precious vessels or elaborate 

dioramas that might reflect this character. These artworks often purported to improve on 

the products of nature. So the spiral shell, itself an exotic wonder, was elaborated and 

transformed by the hands of a craftsman into an extravagant cup in gold or silver, its base 

in the form of sorne mythological aquatic creature, with similar themes recurring on lid 

and handle (Fig. 12). The mysteries of the ocean inspired several types of artworks, like 

the branches of coral used to create dioramas of underwater worlds. Several striking 

examples of these are on display at SchloB Ambras; glossy mother-of-pearllandscapes 

peopled with mythological figures of red coral, the whole infinitely reflected in 

surrounding mirrored cases. Themes of transformation itself, such as that seen in the 

story of Apollo and Daphne were also common. Here a small bronze statue of Daphne is 

shown in the midst of transformation into a laurel tree, her arms becoming branches of 

jewelled coral as they emerge from her gilded body (Fig. 13). The dynamic relationship 

between the precious raw materials in princely collections and the actual manufacture of 

fini shed objects is often sidelined in the history of the princely Kunstkammer. Though 

the general conclusion is that the sixteenth and seventeenth-century collection serves to 

reflect the collector' s political aspirations, though shaped by individual tastes and 

interests, these collections are better served by examining alternative meanings, such as 

this principle of making and craftsmanship. 
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Perhaps the most surprising factor in the emphasis on craftsmanship and creation 

may be this practice of craft by the collectors themselves. Though 1 have found no record 

of such activities by the Salzburg archbishops, 1 have already presented several ex amples 

of the phenomenon among princes just by discussing contemporary attitudes to 

technology in collections. The tuming room of Elector Augustus carried books on 

geometry and perspective, including the perspective treatises of goldsmiths Jamnitzer 

(1557) and Lencker (1567).40 Augustus was also interested in the craft of the goldsmith; a 

surviving piece from his collection is an elaborate draw-bench made for his own use, 

bearing his arms and decorated in the blackened decorative manner of contemporary 

armour.41 At SchloB Ambras, Ferdinand II was trained in glassblowing, and was also 

noted for tuming objects ofwood and ivory on the lathe.42 ln his early years, he also 

apparently engaged in architectural projects and design, and a castle near Prague is 

attributed to these efforts.43 Rudolf II practiced lathing as well, and a complex ivory piece 

said to be by his hand was retained in the collection of the Dresden Kunstkammer (Fig. 

14).44 These tumed pieces were often classed, as in the 1596 inventory ofSchloB 

Ambras, under Spill or playthings, serving no practical purpose.45 Therefore, the forms 

these lathed objects took were often balls and towers, or e1aborate containers that held 

nothing; their complex design and manufacture was all that mattered. They were 

playthings, a pastime for the prince with the lei sure and education to enjoy command 

over the shape of nature. 

The later sixteenth and early seventeenth century were periods of great change in 

understanding. Science as a discipline was in its infancy, as scholars across Europe 

formed societies to regulate and sift through emerging ideas about the nature of the world. 
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However, this upheaval also inspired a concomitant interest in the vagaries ofuncertainty 

and confusion. In art and literature, trompe l'oeil and the play ofidentities were powerful 

themes. Giancarlo Maiorino, on the fascination with difference in the Baroque style, 

writes, "from atoms and stones to eggs and pearls, irregularity underrnined uniforrnity. 

The ugly stood next to the beautiful, and mixture legitimized a world ofbizarre forrns.,,46 

These interests also describe the development of the Kunstkammer. The competing mass 

of singular objects within were meant to delight and entertain by unsettling the viewer; 

the wonder of the unknown inspiring similar passions offear and curiosity. The Kunst

und Wunderkammer was partly about the game of nature, about categories just as much 

as their aberrations. Bredekamp's study of the Kunstkammer recalls Pliny the Elder's 

Natural History, wherein these aberrations are considered to be, "evidence ofnature's 

urge to create fantastic creatures in all ofnature's kingdom's 'as a game.",47 The 

collector, in the godlike creation and accumulation of objects, emulated such playfulness. 

Such objects were necessarily without use value, whether in concept or design, since this 

might imply other agency.48 Eliska Fucikova's analysis ofRudolfII's collection 

references sorne ofhis curiosities as examples of either divine or satanic will, 

representing creativity in his Theatrum Mundi.49 As part of the game of nature, master 

goldsmith Wenzel Jamnitzer and ceramist Bernard Palissy were renowned for their 

facility in creating objects forrned from casting small animaIs and insects directly from 

nature, blurring the boundaries ofnature and craft. A box by Jamnitzer in the Ambras 

collection represents a forest floor on which are arrayed several creatures, cast from life, 

that move convincingly when shaken. This piece has often been chosen to depict the 
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representation of art and nature in Kunst- und Wunderkammer collections, evocative of 

the skill as well as play therein. * 

Creation and Self-Representation 

The emphasis placed on aspects of craft and manu al creation in princely 

collections may seem out of place in the traditional historical context, but perhaps it is 

just that the paradigm has been forgotten. Though a traditional bias against manual 

labour dates back to the Greek sages, the ability to play and design fulfills a different 

function. 50 The princely collections are known for their objects of exotic provenance and 

works ofwondrous craftsmanship. These two themes are explicitly forwarded in an early 

narrative example describing the attributes ofkingship, with addition al focus on the king 

as maker. Mary Helm's analysis ofa series of events in the Epie afGilgamesh, the space 

of several stanzas, draws a list with these thematic associations, 

Skills of craftsmanship taught to artisans by a divine and wise culture hero, 

kingship associated with hunting, beauty, and perfection (aesthetics); kingship 

associated with smithing and other skilled crafts; kingship associated with distant 

power-filled sacred placed that carry ancestral or godly connotations; and the 

acquisition, from this outside world, ofvalued resources beneficial for society at 

home and that will also enhance kingly fame, glory and authenticity.51 

These passages reveal an enduring cross-cultural model for kingship, one that seems to 

explicitly describe the performance of the sixteenth and seventeenth-century princely 

collections . 

• Seen most recently as the cover image for Patrick Mauries' Cabinets ofCuriosities. 
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Local and Exotic Objects 

The Kunstkammer collections were a product oftheir time in several ways, and 

one central development was the dramatic growths in trade and traded goods since the 

early Renaissance. Merchant ships brought back exotic goods and natural specimens 

from around the world, and these made their way through the mediating efforts of 

merchants into the collections of scholars and the nobility. Disceming entrepreneurs 

made their fortunes, as these collectors sought the latest in unusual specimens or objects 

endowed with compelling stories. Several high-profile merchant families of the period 

supplied sorne of the best collections in Europe. One such merchant was Philip 

Hainhofer, a collector himself. He established a business supplying richly omamented 

cabinets, of the type filled with drawers and secret cupboards, to princes across Europe. 52 

These cabinets of curiosities he also sold fully stocked with essential objects of naturalia 

and mirabilia, perhaps for the patron without the patience or resources for building a 

fully encyc10paedic collection. In any event, the multivariate meanings possible for such 

objects meant that the new owner could endow them with whatever significance he felt 

warranted. 53 

Regarding the anthropology of similar exotic objects, Helms writes, 

By obtaining such goods from afar, persons of influence, or e1ites, are involved in 

symbolically charged acts ofboth acquisition and transformation by which 

resources originating from locales outside society are obtained and brought inside 

society where they may be materially altered and/or symbolically reinterpreted or 

transformed to meet particular political-ideological requirements.54 
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This act of acquisition and reinterpretation Hehns compares to the crafts of skilled 

artistry, shifting her emphasis from the crafting of material things to the symbolic nature 

of their production and acquisition. 55 The poet or creator in the Platonic world is poised 

between two realms, the human cultural world and an abstract, outside world filled with 

potential energies that must be transforrned by the artist into qualities that reflect the true 

and ideal human world, as one in equilibrium with the wider world outside.56 

The overall impression of Kunstkammer collections is that they were filled with 

rare and exotic objects. A significant emphasis was also placed on the local product, as 

mined and transforrned in the region, and part of the narrative representing the collector's 

realm and power. The balance of these qualities completes the Kunstkammer programme. 

Helms' study examines the significance of objects from inside and outside the realm, 

inside representing the known, cultured and controlled, and the outside unknown and 

exotic, where "bad things are banished to and good things are acquired from.,,57 Their 

difference is part oftheir mythical power. Inherent in projecting this difference must be 

the display ofregularity and stability at home, and of the place ofhome in the greater 

scheme. 

The collection of Albrecht V in Munich overtly displayed several references to 

the Bavarian territories. Topographical mode1s of the five largest towns stood alongside 

the printing blocks from a large 1568 map of Bavaria by Philipp Appian, as well as 

blocks bearing the arrns of towns and aristocratic families. 58 Laid out in separate cases 

were also local alpine objects made ofwood. Though Quiccheberg's treatise was 

theoretical and should not be read as directly referencing the Munich collection, certainly 
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his ideals are reflected in the spacious architecturallayout and in the representation ofthe 

. . h' l 59 pnnce III lS rea m. 

In the collections of the Habsburg princes, as weIl as that of their counterparts in 

Salzburg, forms of local production seem to be accorded equal or greater status to that of 

the exotic. The works of contemporary German and English goldsmiths are often 

considered derivative ofthe innovative design of goldsmiths in France and Italy; it is 

their work, however, that has tended to survive perhaps because of the quantity within 

such collections.6o However, a few trends ofthe period, the stil rustique and the 

grotesque, originated not just in France but also flourished in Germany. The best-known 

artists ofthe rustic style, the French Palissy and German Jamnitzer, took their inspiration 

directly from nature. In these works, the earthly source of materials dictated the form, so 

shells were formed into cups; or conversely, metal and other materials were painstakingly 

shaped to appear as shells. As Hayward suggests, "the greater the contrast between the 

material imitated and that actually used, the more the spirit of the time was satisfied.,,61 

These forms, referencing nature in the pro cess of its transformation into art, are 

characteristic of the objects in northem collections. Hayward describes the style as, "just 

as in the case of a Mannerist building the ground story was given the rough surface ofthe 

natural rock, so a1so the base of a silver vesse1 was intended to suggest the living material 

from which the precious metal was won.,,62 

This stylistic description also fits another type of object greatly represented in 

Ferdinand II's collection, which are Handsteine (Fig. 15). These examples of raw silver 

ore, mounted on elaborately worked silver bases, were carved with scenes representing 

the processes and industry ofmining.63 Many ofthese Ferdinand brought with him to 
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Ambras from Bohemia; others came from the Tyrolean silver mines in Schwaz.64 Several 

cases ofthese were also displayed in the Munich collection.65 The mountainous 

landscapes depicted also tended to display religious narratives, with scenes from Cavalry 

or just topped by crosses, thereby reflecting aspects of the locallandscape. * Ferdinand' s 

collection also contained works in a variety of materials, delicate glass and enamel, that 

represented similar lands capes. 66 

The Salzburg Collection 

The wealth of Salzburg resided predominantly in its salt mines, but the presence 

of other precious materials, were also significant parts of Salzburg' s cultural and 

commercial presence on the European scene. The materials and constructed space of the 

Salzburg Kunst- und Wunderkammer supports the idea of a programmatic narrative and 

deliberate outline. The two col ours of marble used in the room, in the chequered floor 

and omamental entrance, are red and white marble found in the region. In the cabinets, 

materials of local provenance or fabrication are devoted their own groupings. Two 

common materials of the collections devoted such cabinets are rock crystal and 

Steinbockhom, both characteristic of the territory. 

Rock Crystal 

Another c1ass of craftsmen in the decorative arts much admired were gem cutters. 

Above the material value of gold and sil ver was the implication of embedded natural 

design found in gemstones. "Engravers were expected to release or realize Nature's 

art ... the genius of Nature guiding the hand of the natural genius ofman. Collectors 

• The hills and mountains of the Alps today, and presumably in the past, are covered with footpaths leading 
around and up to the summit. Sometimes at the top there is a cross or tiny chapel. 
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adored the transparency of rock-crystal and its engravers were considered the carvers of 

light itself.,,67 These pieces display ingenuity in the carving, but also in design to achieve 

optimal form from a chunk of crystal. In his role as archbishop, Guidobald von Thun 

opened workshops in the town of Salzburg to shape the rock crystal mined in his 

territory.68 The resulting vessels were emblematic ofhis personal patronage, as well as of 

the richness of nature found in his territories. These constituted a significant part of the 

Kunst und Wunderkammer collection during his tenure and beyond, with probably many 

given away as diplomatic gifts as well. Several rock crystal cups from this workshop are 

now displayed in the Munich treasury, albeit alongside the finer examples from Milan 

that they aspired to rival (Figs. 16, 17).* The Salzburg Kunst- und Wunderkammer 

consists presently ofbut a few smaller examples ofthis material as part ofthe display. 

Through prior diplomatic exchanges and following the dispersion of the collection under 

Napoleon, several pie ces of Salzburg manufacture are now found in other museum 

collections, including the Kunsthistorisches in Vienna and Munich Residenz.69 

Steinbockhorn 

The Ibex, or Steinbockhom, cabinet consisted of articles carved from the hom of 

the Ibex goat. These rare creatures were kept as a private herd of the Salzburg 

archbishops from the early sixteenth century, grazing in the Tennen mountains and within 

Markus Sitticus' expansive grounds at Hellbrunn.7o Archbishop Johann Ernst was a great 

fan of objects carved in Steinbockhom. As a material, it resembles the carvings of 

rhinoceros homo Its lack of pl asti city does not allow for the same ease of carving, but 

* The audio guide to the collection at the Residenz references these humble creations as a foil to the 
splendour and greater craftsmanship of the Milanese. However, the example they have on display seems to 
be one of the lesser articles crafted in Salzburg. 

85 



though the pieces may not be of equivalent quality in realization of detail and form, the 

rarity of the material renders it equally valuable. The Munich collection has a range of 

eleven beakers from the city of Salzburg; like rhinoceros horn, goblets and drinking 

vessels were the most common application, theoretically for the capacity of the horn to 

heal disease and neutralize poison.71 The Steinbockhorn display in the modern 

incarnation of the Salzburg collection is composed primarily of cups and beakers, 

induding an ornate pair of eighteenth century drinking horns carved with hunting scenes, 

standing on doyen feet and capped on their sil ver lids by a rearing mountain goat (Fig. 

8). We know from the archbishop's diary that these were presented as a gift to the 

Domherrn, Count von Seinsheim around 1720 as a New Years gift.72 This is a common 

form for the material, reflective ofthe rustic culture ofhunting and mountain landscapes. 

These pieces recall sorne of the original horn constructions that graced the Salzburg 

Kunst- und Wunderkammer, now in the Pitti Palace. 

The Collected Object: Transience and Permanence 

The objects found in a traditional Kunst- und Wunderkammer collection had an 

unusual status. While they were the supposed purpose and central focus of such displays, 

their intrinsic value was still often tied to their materiality. Since crafted objects were 

displayed alongside the same raw materials from which they were made, this created a 

dialogue between nature and art, and celebrated the prodigious feats of man as a creator. 

In this context, the works of master goldsmiths and other craftsmen were highly prized, 

the artists themselves often 'belonging' to a particular court and prince, who played them 

off against each other. Such master artisans often were conferred with surprisingly 

eminent status, dealing directly with their patrons and using their own designs.73 Though 
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their loyalty was much sought after, the work itselfwas often not preserved for posterity. 

On the other hand, these valuable materials, gold and precious gemstones, were of greater 

worth than the completed object, and thus often only retained their form for a few years.74 

At this point, it would often be given over to another goldsmith to be worked into a more 

fashionable shape. The diplomatie purpose collections fulfilled was to display the gifts of 

other nobles and princes, as visible indicators ofthe collectors status. In tum, objects 

from the collection would be given away as noble gifts as well, it seems they were often 

passed along when their fashion seemed outdated.75 The now famous 1543 saltcellar of 

goldsmith Benvenuto Cellini was nearly melted down in 1562 by Francis l' s successor 

Charles IX, but instead it became a gift to the court of Ferdinand II at SchloB Ambras. 76 

Here it somehow survived the vicissitudes offashion, eventually to become a treasured 

part of Vienna' s Kunsthistoriches collection. * 

This is consistent with the treatment of the objects in collections, which, unlike 

the static collections of modem museums with a mandate for preserving the past, were 

expendable in their singular form. Though there were sorne rare and valuable jewels and 

artefacts granted a sort ofheirloom status, it was far from the norm. Additions to the 

collections were frequent, and objects were often either reshaped or given away. The 

family, upon the death ofthe collector, also regularly re-distributed the contents among 

themselves to enrich their own collections. The collections changed as much as the 

materials within them; their transformation and creation can be considered a defining 

* It has been often remarked that this piece might not be so famous, possibly one of the best known pieces 
ofRenaissance-era decorative arts, had it not been for the rediscovery of the work of Benvenuto Cellini 
following the republication ofhis autobiography in the nineteenth century. In it, he describes in detail, and 
with little humility, the process and procedures surrounding the commission. Publishing was always 
advantageous in the artist's goal ofposterity. For instance, RudolfII's court goldsmith Wenzel Jamnitzer 
also took pains to publish a treatise on perspective and mathematical forms, Perspectiva Literaria (1557). 
Hayward, 56. 
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rationale. In this sense, objects were created expressly for these collections, trom in 

house workshops like those of Rudolf II and in Salzburg, to the merchant traders who 

made their living supplying collectors with exotica and the latest in scientific instruments. 

Another way ofthinking about these collections is to try and understand their physical 

presence. What differentiated these collections trom their earlier incarnations as 

treasuries was the concept of the display itself, the physical space and experience of the 

collection alongside the notion of c1assifying and ordering objects. 

A compelling factor in the presence of these collections is that, while the 

wondrous objects contained within were the reason for the display, they were also 

instantly subsumed within the programme, as part of the overall narrative of each cabinet 

and the collection in general. Their singularity is sacrificed to become a part ofthis whole. 

Gentlemen trave1ers wrote and published accounts of their journeys, seeking access to see 

these collections across Europe. A certain amount of what we know regarding the status 

and appearance of the collections cornes trom these accounts. In the accounts for 

collections where they did gain access, they generally try to single out a few significant 

objects trom the mass for attention. However, their accounts soon become jaded; the 

popularity of such collections also meant the existence of a general recipe for success, 

thus ensuring the display of so many of the same types of objects that these supposed 

wonders of art and nature instead became rather banal.77 Everyone might have a richly 

mounted uni corn horn, originally collected for its historical and legendary aura, although 

by then it was well known to be that of a narwhal.78 However, this animal was just as 

exotic for different reasons. By the early eighteenth century, the popularity ofthese . 
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princely collections had begun to fade, their contents often separated out into treasuries or 

natural history collections with the passing of their collectors. 

Objects have a particular significance in the art of the sixteenth and seventeenth 

centuries. The objects in a northem seventeenth-century stilllife--silver goblets, exotic 

shells, lustrous fruits and fading flowers--are simultaneously celebratory of the wonders 

of art and wamings about the evanescence of life and fame. They serve as emblems of 

transient nature, but their paradoxically seductive surfaces, presenting glittering creations 

ofhuman artistry, also create a sense ofunresolved tension in the viewer. Perhaps the 

physical experience of overt materiality in the Kunst- und Wunderkammer can be 

equated with this encounter. Art and nature are recurring conjunctions in sixteenth and 

seventeenth century art, and particularly significant for the design and display of period 

collections. Often examined for their significance as memento mari, the objects in 

northem still-life paintings share certain commonalities with the objects found in 

contemporary sixteenth and seventeenth century collections. Grinning skeletons and 

fragile ivory towers also remind the viewer oftransitory existence. Are these reminders 

of the permanence of art in the face of destructive time, or do they indicate the 

impermanence of our enjoyment of earthly things? For collectors of Kunst- und 

Wunderkammer collections, displaying the interaction of art and nature through hum an 

intervention, both of these interpretations hold true. 

In creating and re-creating the collection, the collector manifests a certain power. 

In nature, an innate power resides in the pro cess of generation and regeneration; it is, 

"this energy that animates the universe.,,79 The processes of acquiring, designing, 

cataloguing, or making and remaking objects, are all part ofthis performance of the 
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prince and his court. The Salzburg collection was formed as part of an ambitious 

pro gram to assert the importance of the city and its rulers on the European stage. The 

wealth on display was instrumental in cementing their secular position in the world, while 

the placement of the collection within the Cathedral emphasized the continuing power of 

the Catholic Church amongst predominantly Protestant territories. The display of divine 

ingenuity in nature alongside that of the arts of man highlighted development and growth 

in scholarship and technology, reinforced by the syrnbolic parallel narrative of the ruler 

and his realm. These collections were also a product of fashion, manipulating 

uncertainties about the world while enforcing an idea of the creative potential of man as 

ruler, empowered by the freedom to revel in either play or stability. 

1 Lugli, 147 
2 Pliny, Historia Naturalis. Karl Mayhoff, Leipzig, 1822-1909 
3 Lugli, 153, Bredekamp, 28 
4 Lugli, 147 
5 Scheicher, 39; First seen in Borghini's description of the program for Francesco de Medici's Studiolo. 
6 Gaius Plinius Secundus: Buecher und Schriflen von Natur, Art und Eygenschafl aller Creaturen, 
Frankfurt am Main: S. Feyerabend, 1584. http://www.ubs.sbg.ac.atlsosa/rara/63577111.htm 
7 Carey, 10 
8 Carey, 18 
9 Carey, 85-6 
10 Carey, 76 
II Lugli, 142 
12 Bolzoni, 245 
13 Quiccheberg 1565 Chapter IV v, as cited in the French translation of Lugli's Naturalia et Mirabilia,147 
14 Ml' Y trans ahon: 
The c1ear function of a museum, which is not a c10sed entity but open to development and research, is 
expressed primarily through the ensemble of tools and accessories that constitute the whole of the 
collection. They resolve the dichotomy of the materials particularly effectively, bringing an active spirit of 
experimentation to the field of nature, as is found in that of artifice; Lugli, 147 
15 Balsiger, 523 and Bredekamp, 28-29 
16 Balsiger, 526-7, italics and numbering my own 
17 Bredekamp, 35 
18 A large number of the princely collections covered in Origins of Museums qualify, e.g. Menzhausen,97 
19 See Fucikova 68, Meadows 182, among others. 
20 Fucikova, 66 
21 ReIms, 36 
22 Scheicher, 43 
23 Schlosser, 36 
24 Schlosser, 36 
25 Menzhausen, 94. The collection was probably established in 1560, ibid 91 
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26 Menzhausen, 94 
27 Menzhausen, 97 
28 Hayward, 203 
29 Hayward, 203. J.G Doppelmayr. Von den Nürnbergischen Mathematicis und Künstlern. Nümberg: 
1730,205-6 
30 Hayward, 212 
31 Hayward, 212 
32 Aschengreen-Piacenti 1989,69 
33 Connors, 217 
34 Connors, 219. The practice also tlourished in other provinces such as Saxony, Denmark, and in Russia 
under Peter 1. 
35 Connors, 220 
36 Bredekamp, 53 
37 Bredekamp, 65 
38 Bredekamp, 31 
39 Daston and Park, 14 
40 Menzhausen, 95, Hayward 203. Menzhausen dates Jamnitzer's treatise to 1568, but it was actually 
published in 1557 
41 Hayward, 36 
42 Scheicher, 46 
43 Schlosser 1908,35 
44 This object and attribution was pictured on the website for the Metropolitan Museum of Art's exhibition, 
"Princely Splendor: The Dresden Court, 1580-1620" October 26, 2004-January 30,2005. The page has 
since been deleted. 
45 Scheicher, 43 
46 Maiorino, 49 
47 Bredekamp, 68 
48 Bredekamp, 72 
49 Fucikova, 68 
50Farr,10 
51 Helms, 2-3, from Sandars, N.K, The Epic of Gilgamesh. Baltimore: Penguin Books, 1964. 68-82 
52 Hayward, 129 
53 Kemp, 185 
54 Helms, 4 
55 Helms, 4 
56 Helms 15 
57 Helms: 6-7 
58 Menzhausen, 109 
59 Menzhausen, III 
60 Hayward, 124 
61 Hayward, 126 
62 Hayward, 125 
63 Hayward, 125 
64 Scheicher, 42 
65 Menzhausen, 108 
66 Scheicher, 42 
67 S yson & Thomton, 176 
68 Ebner 30 
69Ebner.' The Salzburger Bergkristall catalogue also includes several articles from the Prague 
Kunstgewerbe museum and a few from the Palazzo Pitti's Museo Degli Argenti. 
70 Treasury in the Munich Residence, Official Guide 1995, 105 
71 Watteck 1981,38 
72 Watteck, 1981,38 
73 Hayward, 36 
74 Hayward, 32-35 
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75 Hayward, 31 
76 Hayward, 148 
77 Daston and Park, 276 
78 Daston and Park, 17 
79 Benedict Anderson, in Relms, 9 
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Conclusion 

A theme in later sixteenth-century thought is the emergent concept of form as 

process. 1 Giordano Bruno equated creation with potenza, in which power and the act 

become the same thing as they, "enfolded, united, and one, are unfolded, dispersed and 

multiplied in other things.,,2 The energy released by transforming objects and creating 

meaning makes them compelling and persuasive. This activity is an integral part ofthe 

phenomenon of princely collections that proliferated in Europe during the sixteenth and 

seventeenth centuries. They constitute a microcosm of contemporary political, economic 

and philosophical ideas, as 1 have shown through the Kunst- und Wunderkammer of the 

archbishops of Salzburg. The archbishops transformed the city of Salzburg, drawing on 

themes from religious ritual and representations of the king as builder. 1 have also 

discussed sorne of the debates within the literature to draw out the interdisciplinary nature 

of these collections. The role of transformation and significant materiality in these 

collections is inherently tied to the act of making meaning. The role of technology and 

experiment in this context is a significant aspect of the princely collections that has been 

neglected in the literature. 

Foucault's project in the Order ofThings presented a dramatic shift from 

deciphering a symbolic sense of order in the sixteenth-century to one of applied scientific 

method in the seventeenth century. There is a necessary overlap in such differing 

worldviews, a clash, in which the fascination of illusion and uncertainty must jostle with 

empirical science and rational method. The Kunst- und Wunderkammer collections that 

lingered into the seventeenth century both confronted and eluded these issues. While the 

first collections flourished in the sixteenth century, built on both symbolic and scientific 
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principles, the pursuit persisted into the late seventeenth century, wherein these 

contrasting perspectives are thought to diverge. However both types of collections are a 

direct product of the growth in commerce, exploration and humanist scholarship, an 

earlier sense of the symbolic order still informs the overarching narrative of the 

collections. The collections were particular to their age, fitting within both the 'Baroque' 

fascination with disorder and confusion and the desire to quantify and categorize unfixed 

meaning through emerging scientific classifications. The rewriting of a new world of 

systematic scientific rationalism may not mean that the princely collections can be 

reduced to a meaningless jumble of objects. How did they retain their significance into 

what Foucault termed the Classical age of Representation, or do they become merely a 

reaction to the emerging logic ofthe sciences of Representation? 

What emerges from the conjunction of several operating frameworks in the time-

the development of scientific method and scientific community, the established 

commercial ventures owing to world expansion, and the ever shifting political boundaries 

of princely position and secular authority-- is certainly a society focused on the object. In 

science, advances in technology opened up previously unknown and mysterious 

microscopic worlds of nature while simultaneously bringing the heavens closer to earth. 

At the same time, the world stage of commerce and trade had become entrenched and 

increasingly voracious. Both princely and scientific collections owed their exotic and 

unusual artifacts to these markets. The art object, as weIl as its creator, was also fully 

immersed in this world of commodity and possession. Objects in the church remained 

significant, whether grandly theatrical in the Catholic Church of the Counter Reformation, 

or through lack itself in the Protestant Church. In a sense, aIl these factors made possible 
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a new analogy for the microcosm and macrocosm, placing the collector and designer- his 

understanding and creative abilities- at the centre ofknowledge and being. Cosmological 

uncertainty may have fed a greater desire to experience the physical world in a more 

immersive and contained environment. 

This active role is evident in the enactment of the northem princely collections. 

Revising the established role of objects as signifiers of the immaterial, understood 

previously through religious relies and the performance of the Catholic liturgy, and 

building on the history of courtly ritual and procession, the Kunst- und Wunderkammer 

collections re-created the object as a symbol of its owner and maker. In other words, 

drawing on the power of objects to embody meaning, the subject thus made or controlled 

the object to his own ends.3 The prince's collections established his power and position 

in the world by displaying the wonders of art and nature at his fingertips. In creating his 

own objects, or envisioning the collection in the context ofworkshop, he was actively 

involved in shaping a vision of the world with himself at its centre. The emphasis on 

change and creation in these fluctuating collections makes them distinct from those of 

later institutions. They were fashionable constructions and actively part oftheir present, 

temporal symbols at odds with the modem notion of the museum as a site for the 

preservation ofhistory. These collections rarely endured beyond the life oftheir collector, 

infinitely recontextualized within new groupings of objects. 

A great deal of modem scholarship on objects has been devoted to various 

theories ofvalue, from the commodity in Marx's Das Kapital (1887) to Marcel Mauss' 

anthropology of The Gift (1924). These two examples may be only peripherally relevant 

to the operation of seventeenth century collections, but the them of objects and their 
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variable values are certainly applicable. As Georg Simmel noted, value do es not 

inherently reside within the object, but is attributed by the hum an subject; in principle, 

"we call those objects valuable that resist our desire to possess them.,,4 Here, systems of 

exchange come into play, as sacrifice and desire convey value to objects. 

Stuart Davies argues that objects are read as primary sources ofhistorical 

evidence up until the Renaissance period; at which point, other kinds of archivaI and 

textual sources prevail. The object loses its value as evidence in the face ofmore legible 

documentation.5 Is there not something to be leamt from object itselfthough, that in its 

particular history it references all these other forces of influence. Though it is human 

actions that endow objects with meaning, Arjun Appadurai has also written that, 

... this formaI truth does not illuminate the concrete, historical circulation of 

things. For that we have to follow the things themselves, for their meanings are 

inscribed in their forms, their uses, their trajectories ... even though from a 

theoretical point of view human actors encode things with significance, from a 

'methodological' point ofview it is the things-in-motion that illuminate their 

human and social context. 6 

The objects in a collection inherited meaning in the context of multiplicity and 

juxtaposition, but also imported significance through their provenance as significant 

diplomatie gifts or historical artefacts. 

The object is an important site of analysis for the converging cultural map of early 

modem Europe. However, we are left with the problem ofhow to read these objects, in a 

variety of situations. Like the collection in the Salzburg Kunstkammer, many ofthese 

objects are lost or are removed from their "authentic" contexts; yet they remain somehow 
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relevant to ours, bearing in mind the temptation to read them from our own historical 

perspective. For Michael Ann Holly, "in the aftermath of actualloss, the very materiality 

of objects presents historians of art with an interpretive paradox absent in other historical 

inquiries, for the works are both lost and found, both present and past at the same time.,,7 

However, this essential inability to write definitive history or even describe their visible 

presence also seems to be at the core of our desire to express it.8 My problem here has 

been to try and describe the context of creation in the princely collections, the process of 

production as weIl as attitudes to the collection as a system in flux. This through a 

collection of objects that ceased to exist long ago, and are experienced today through a 

simulacrum. Without a specific object of study, how do you study objects? 

In the Salzburg collection, we can presume that the focus was directed towards 

accumulating a multiplicity ofprecious objects, in keeping with the display ofprincely 

nobility, as weIl as specimens of natural history and science to demonstrate human 

progress, as part of the precedent set by Wolf Dietrich von Raitenau in reshaping the city 

on contemporary urban models. However, what purpose did the Archbishops envi sion 

for the display beyond the demands of courtly pursuit? It seems their role as church 

leaders was also an important factor insofar as it was necessary to project an image of 

stability in a region of persistent religious tensions. Themes of evanescence and loss, of 

objects serving as mementa mari, might have had more resonance in this Catholic 

stronghold. Like KrzystofPomian's thesis of objects as mediators between the visible 

world and that of the unknown, Martin Kemp contends that the objects in these 

collections are 'cultural migrators,' with diverse meanings that cut across cultural 

categories and delimitations.9 They have a tendency to highlight polarities of meaning: 
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among others the sacred and secular, secret and accessible, domestic and exotic. This he 

locates in, "the conscious and continuaI redrawing of the boundary between the artifice of 

nature and the artifice of the human agent.,,10 It is this shifting process ofreconstituting 

meaning that endows objects with visible significance. 

The introduction to the essay collection Subject and Object in Renaissance 

Culture questions the role of the object in what Burckhardt had called the age of the 

individual subject. II In his thesis, the emergence of the individual subject made it 

possible for the subject to view himself in relation to objects. 12 Though this perspective 

has been questioned with recent increased attention to the construction of the Renaissance 

subject, there remains the position of the object to consider, as one inextricable from the 

subject. 13 The editors of the collection present several intriguing examples to consider. 

Tracing Hegel's Master/Slave binary and Marx's theories of commodity and the 

subject/object relation back to a theoretical craftsman, they posit that the subject's agency 

is discovered in the act of making. This act of producing an object allows them to 

recognize their identity as an "objective being ... that is, a being in need of outside objects 

and in need ofbeing an outside object to another.,,14 The authors also explore the 

etymological implications ofthese terms. If"ob-ject" is that which is thrown before, and 

the "sub-ject" thrown under, this allows for the possibility of reading the object as a 

causal influence. "So defined, the term renders more apparent the way material things

land, c1othes, tools- might constitute subjects who in tum own, use, and transform 

them.,,15 The pro cess of constructing these collections is then a part of the public 

construction ofthe prince's character and ability, thus the combined efforts ofthe 

Salzburg archbishops to show their personal and institutional resources. 
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A sample listing of rock crystal objects from an 1806 inventory in Salzburg 

describes a grouping such as the following, "14 Schalen aus Bergkristall von 

verschiedener Form (14 rock crystal bowls of different shapes).,,16 Objects, divorced 

from the context ofthe collection and display, become a list ofunremarkable types. The 

Kunst- und Wunderkammer collections responded to contemporary themes in art and 

thought, creating a multi-disciplinary and many dimensional display that fulfilled several 

qualifications for self-representation in politics and culture. 

1 Maiorino, 4 
2 Bruno's Cause, 111-112, as cited in Maiorino, 16. 
3 By subject, here, 1 mean the active participant, as in the subject in a sentence that acts upon the object. In 
this case, the prince or elite collector. Burckhardt's history of the Renaissance individual is influential in 
this analysis. 
4 Georg Simmel, cited in Appadurai, 3 
5 In Gaynor Kavanaugh, "Objects as Evidence," in Museums Studies in Material Culture, Susan Pearce ed. 
London: Leicester University Press, 1989. 134 
6 Appadurai, 5 
7 Holly, 326 
8 Holly, 331; on themes in Michael Baxandall and Walter Benjamin's writing. 
9 Kemp, 179 
10 Kemp, 181 
Il Jacob Burckhardt, The Civilization of the Renaissance in /taly. London: Phaidon Press, 1995. 
12 De Grazia, Quilligan & Stallybrass, 3 
13 De Grazia, Quilligan & Stallybrass, 2 
14 De Grazia, Quilligan & Stallybrass, 4 
15 De Grazia, Quilligan & Stallybrass, 5 
16 Ebner, 61 
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Figures 

Fig.1 The Salzburg Kunst- und Wunderkammer 

Fig.2 Plan of the Cathedral 
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Fig.3 Façade of Salzburg Cathedral 
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FigA 2 Silver Vases, J.J Biler for Johann Ernst von Thun, Museo degli Argenti 

Fig.5 Map of Salzburg and environs 
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Fig. 6 Double Cup, Ostrich Egg and Silver c.1400, Museo Degli Argenti 
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Fig.7 Ivory Towers, Lorenz Zick c. 1650, Salzburg Kunstkammer 
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Fig.8 Steinbockhom Cabinet, Salzburg Kunstkammer 

Fig.9 Memento Mori Rosary cabinet, Salzburg Kunstkammer 
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Fig.IO Death's Head, wood c.1550, Salzburg Kunstkammer 

Fig.ll Glass cup by Ferdinand II, Vienna Kunsthistorisches 
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Fig.12 N autilus, shell and gilt silver, 1 
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Fig.13 Daphne. Wenzel Jamnitzer, gilt bronze and coral, 1550. Dresden Kunstkammer 

Fig.14 Tumed Ivory by Rudolf II, Dresden Kunstkammer 
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Fig.15 Handstein, Caspar Ulich 1565, silver gilt and ore, Vienna Kunsthistorisches 
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Fig.16 Salzburg rock crystal vase with gold, 17th 

century, Salzburg Kunstkammer 

Fig.17 Salzburg rock crystal vase, 1 i h century, 
Munich Schatzkammer 

110 



AppendixA 

(fol. 7') 
" Silhe",,, Natl'!Zèllglmtthter 
2 ,hmo S"hirmleudncr ntlf 1l Renon ncbsl a deuo BU2$cheeren 

(1 sokh"r L""chtcr ;st in der Knmmcrbcir.erey) 
1 Suppc» Schaal~n Il!>!,,t "Înem einwùndig vcrg"ldeteu Deck!)l 
li gh'idw silbemc Cred.mz Taztm von H(arr"dl) 
\1 silbef1lC Zucker 'l'at.erln 

'7 silbeme vcrgoldte Rafl'ecli>fferl 
ZI> .ilh"",,, ,lett" 

1 But'.5cheer mit silberuell Heft 
1> Sm",m,; S eckigtè 'l'tl1.eu, woran f 1 Sil ber uud inwenclig ver

goldeles Flnsdll, • .ilbemc. Sciftmkug<ll-Futlcral, 1 cleU" 
Gluckel und Wcihbflllmwaderi uud 2 silberne inwendig 
vergoldete .. d.t eckigte BidlSCll otler Dosen. 

1 Silberne BlaUe "der AlIssdlllitt ZIIIll Ln"or von ErzhlsdlOf 
DiNrichstcin 
SiJhcfIler L6ffcl, Messer und franzosisclle Gubel 
Oval ~!lhemes und ûc, vergold.,tcs LavOf samm! Kuud,,1 
llilherne Glllt>pfanne mil Kupfer gcfütl('..rl 

(fol. $) 
Gol<lenes Bcste,,),, bcstchemt in 1 Loffe!, 1 Mes:;cr, 2 Gabeln. 
1 gy und MllrkWHel, dlllm 1 Frudltmesser und 1 Salz und 
l'fdter lliehsl im Wel'th 505 f 45 X 

l Silher .ergol.!,)!e 'l'uze nebst 1 tlerley dreyetkigten Aufsatz, 
wori"" , Silher "ergoldtes RUrhl, • Chincsisrhes Chocolade
Ucdterl nnd , BrodtnllsdlCl in "incm rotl"", Futternl 

1 mth erdeuc~ Thee und Wassilr-Gesdtirr 
Silber "erg/lldtcr rtmdCf l3edltlr nebs! Lud\ in cinem Hill-
1.emen Fntteral 
Silh", vergoldt.s Besleck, bestehentl ill t T..offel. Messer und 
Franzilsisdwf Gahel, 1 Ayorl6ffel, t Mark1.ieher, l Slllz
Vl\ssd u,,<1 1 Zah,,*.dwf 

1 SiI!",rn" Mundsprih: mit li Silber.vergoldelcn Rohrln und 
• silheme Spnchlcl 

" Gliiserne F.lasrhell mit gleidlen Sd.raubcn 
(ZUIII KastclI No 5) 
pot"l.cllainene Suppcusdluolc mit SUber \lnd vcrgoldeter Bill
fussung. dnnn Deckd 
Sed,ar vun Steînhnckhoru mit. Silher vêl'goldcter Einfilssung 
uud rr.mdhnb~", 
uniler"r d'ùh, chue HUn<lhnbcn mil vCl'goldelt\1l Reif 

(fol. 8') 
1 vcrgoldcter Liultmi-Drucke, 

OHo Hecher mit Holz ühcr1.ogen 
lcgl mit silh':1'ller Ram 

SlIbernc ffeeknndel mil gcschllingetten Hal1dhnnen 
Grosses silhc!"fills ZlUn Allgshurger Services gehUrigc'S Kaffee
Gcsdlirr m"n.t derley Untersülzen 

1 Silhen"" LOft.1 mit l'und<ln Sticl, 1 Messer und 1 Oahe! 
• "in SUc! "hgobroc!>"""r und verb .. gener silhcrner Officier

lilffel 
5 Musklllllull·Sdmt\lcn-Uecherl Illil Sîlher \'crgo!d"len Fiissdn 

J(Oh.\nll) N(tll'oltluk) FTeiherr von Rehlingcn m.nlll proprill. 

5. T N VEN T A R DER 
GROSSJ~N GA LlU\lE 1776 

SlIlzhurger Llllld,,"urd!iv, GIllICimes Ardliv XXIII, 97. 

(Am Einband <l1l!lclI): l"'''!:fItariIlm Vu," ti",. «roSStllt Gallerîe 
/le)" Hof. 1776. _ 
(vor pag. 1) lrwmttlyi!m, über dasjcnigc. wus ,id. in d", Gms. 
SIm Galler!e gegcn St. Peler in gald, Sîlher und gem .. hldcn, allth 

""den", 1','ctloS"'\ m,,1 J{unslrdchen SWkCll bdimlct, so auf 
Gniidill"t" Anbcfehhmg Set HochFiil-stl.<n Gnadcn, dC)8 i1.t I\egi
renden Land.-PUnle" und }-1"rl'l1, Herm HicfOnymi Joseph! 
En. Dîsdlofcn :/.11 Salzburg, Legatcn des Heil.<. Apostolisd,cn 
Stuhls zn Hom, dauu Germal,;ne Primatis etc. dureh den hi" ... l.u 
nhgeordnetim H.n CommissnrÎunl FI·una X.vuri von Andrei., 
Hùdlfürstf. •• Hof Cammer Rath, in gugcnwllrt und in beyZllg 
des hodIWrstl.'. Guurdambbn-Impcctoris nnd Leib Camer m,,· 
n" ... Christol,!t KHncl, d,nm des l,odlf(irstl.cn Hofknmmet- Kan
.dltsten Johnnn Palll putchl qllant Aetllarii J\nchfolg"nJ".· Ill"S
sen ordentlich b"schriheu und in ven tir,,! wonl"n. Aotllm Salzhurg. 
Dm ~6."" Julij aUllO '7(6, 

(pag.l) 
Kas/lm Lit. A. 
No 1. Eiu Taffel mit Silber II1ld vergoldtèn Zierathen, mit 

eillell1 Gemiihl Jesu., Maria und Josephll •. 
2. Ein VOn Fladerhol:t. mit Silber bcschiagflllcs Kastel, dar

innen an Ringeu wie folgt: 
,,;. Ein mit eiuem grossen Tnffelstuk gcbrcnnlè" Sllphicr in 

gold gefa.ter Rhlg. 
4. Ein in golcl gefnsstcr Ring in Form cines SclllBJlgellaugs. 

(png.ll) 
N/l S. gin mit 7..ehen Stuk gran.tlen in gold gcfastef IUng in 

l''orm cineS Berl.. 
6. Bi» in gold gelassler Ring, Runil1 Tafel-Smkel. 
7. Ein unix mit t\Îllem dnrinnclI gcstochenen Devi.e mit 

G"ld gefassct. 
s. Elu man gesd.molzler ln gold gelns.let Granal. 
9. giu Miildlstein În gold gerasse!. 

10. Eln Silberoes Raif-Ringe!. 
II. Bill Petschj". Ring 'n SUher gefass",!, mit einclll Carneol

stein und unerküntlidt Wappcn . 

(pag. $) 
No l2. mn Raifelriugorl von Schildkro! oder .",<lem Ilnheknntcn 

Cnil. 
15. Eiu GoMene. R.nif Ringel, hlall gesclllJ\elzct. 
1+ Elu goldene$ Rluge! mit dem Nnmen Jesu. 
15. Eiu illGotd gesellmelzter Ring mit cinCln Sclllnngen-Aug. 
.6. Bin deto mÎI cinem wei6 und grüu SchilcllCten Rundcn 

Steinel, in Form cines Augs. 
17. Eill kleiucr clclta mit cinent gnr kleincn Ruhindl. 

(pag·4) 
In cillem grosilcn Ring-Fuueull. 

No ,8. I~Îll gfosser nlit Silber gelnsler !\ing mit einem nblangon 
hrtlilnen Rothen stein. 

Ig. Ein goldcues Rîuge! mit gcstocheller ".hoit. 
20. Ein detto goMeuer Ring mit Vilegtan.arheit . 
<lI. mu detto (:esdllllel?tcs Rllif-Riugel " .. "kler Fllrb Vou 

gold. 
~2. Ritt drcyfad"" gold"n,,, Merk-Ring. 
"5· mn Silbcr nmgcnrheÎles nuif-ringd mil gesehlo","IlCIl 

Hündcll. 

{png.5} 
No 24. Ei" glat Silhen",r del,,_ 

25. Bill .Eisen"r gehrùchèner. 

111 

,,6. ln ciller H31l.emen Sdladltl Verschledentlkhc COI'alleu 
stlik, gewiichs, daml Cristnllen und Agstcill, audl «ncleres 
Il ergleichen. 
ln ciner Kleinen Detto. 

27. Ein Pezoae in f!lrm dnes klcinen Hülmer·l1,ye.-s. in Vile
grangold gefasset. 



28, gin l'ietro Cf)I·lli"h.~ samt Zücheu stuk kleine.ll~ dann FUnf 
stilk deto in Vilegra-SHbf!r gcfasset, 

(pag,6) 
No Il!), mn unlmkante, Z.hn mil CÎnem goldenen Kettel Ja, 

"in"m dn"kd blau"" S .. mcthen FuIter, 
5<1. gin Adle"'leîn ZcrLrocl",n. 

DaU von dcuun jenigcn l\ingcn, wdchc MIS der gro,Ben Galle
r'" obel' St. Pel"" Zum Kastcn Lit. A g."clniehell, die Steiner 
uicht u\lei .. 1,\1 Ilnsem Blind,,,,. sondenl auch zn elner Kron HlT 

dus lIulleT LiebclI Frallcn Kinde1 Maria l'Iain scynd abgefol-! get 
und verwelldcl w01'd"o. Die Hîng aher in der Gulleri" vllrblie
ben seyen wic folgel, ais 

(pag·7) 
No 31. Bin l\iug mit Sibel! Sluk Rubinen, in gold gefasllet, 

32. Ein in goltl gesdlluohlcr Amcthist. 
33. mn oetto mit Sachs Demonten und Neün Rubine11 ge

fasste Hosen. 
5'1 .. Ein Creu1. Ring, in d,w mille mit eincm Compositions

$t"," in Fortn cines Porls. dann v;';r audere Stein ~ls 
D"maut, I\ub;o, Saphi", und Sthmaraggd. 

(pag.B) 
No 35. Ein in guld geiasst gc,chmBlzter Hillg mit einem grüncn 

Stein. 
:,6. Elu mUti vergi!l nid.! me;n Dlilmldn gdassles Ring"l. 

wddtes unverschellS ist verlo)Il-e1l gangen. 
Thun hientit E.îg,,,,tüindig be"dlOinigeu Sal1.burg, den 'l3 .... NQ
vc'ltlbris Hllt'" 1750. Andre". 

Km/en Lit. li. 
(pag, 9) 
No 57. !!.in Rèliuien-Sarch von J~b"nh()l7. mit ChristaU ver

s"zet, wobcy verneh;ed"",, LeÎsù und gesimsd IIbgangig. 
38. gin Schwarz gebel?t"r aufsa>; mit fünf gescbnilten"n 

Chri.tall·BHitlon. 
?>lI. Eiu gesdlltluk-'l'riichcrl von ChristaU, mit tf('schmô!zter 

a.beît un.t ImlerschÎtul!ichen Steine!> "erse2et. 
40. Elu Bedwr mît einem Luk von l.npide Lawlo, mit ver

g"ldten I\eifeo urid Handhiihetl. 

(png, 10) 
No ,~L Zwey kleine hoche Becher! 1 von LaZllr-Stcil1 mil ver

goldten Reifloin; hey dem kldnereu (lehet der Dekel 
ab. 

'1,3. gin Sclmll"u au! "incll erhilhtnn Full vOn GrieBstein. 
44. gin grosses LàvOr und Kundel von Grienstciu. 
+'). Ein Silbe,. vergoldt und geschmiilztes Pocall von India

nisdl<~r Arbeit. 
46, mn Musche! von Schiiden'Iein aui "inell mît gteicher 

furb geschmQ!ztcfl Full, .wstimlrt pro ;jOO f. 
+7, gin lange Sdlnllcll il\ Form cine. Scl:!iffc!s von Braun 

Agath, 

(pal!. Il) 
No ,~B, Ein Sdlalt"n "uf cinen FuB ,'on SdlallCr-stein mit ver

gnldtcn R<lifl"in. 
'H). gin kleÎues ge.chicl'l auf einem Full, alles Culcedon mit 

gescl:!molaten l\ciflcn ,on {lQld. 
50. Eiu aLbugo SthaUen auf elllem Full von GrieBstein. 
SI. mu kleine. iilJerhochtèS geschierl wie ein Thum sanlt 

dt"'t Dekcl von Scl.at\erstein mit gescllmoll.tcn Reillen. 
5~, Ein tidfes Jlcchetl nuf cinem nietleren Fnll vou Brau

"'''' Agnlh. 

(pag. '2) 
No 5:'>. Ein Snh". v"rgolcher hecher mit Carnenl"n dnl'd.gehend. 

vel'Il",wt. anf drey Kngdrt VOIl Cnlcedon "tohe11d. 
51·. Eiu oval·SchalJen mit "inem l)"kcl Viln orientalischen' 

.J aspis mit Reiflen von Gold. 
5'). Ein ahhmge Sclullhm nuf l'hHm Niedere" FuB und 

BoheimisdHlll Jnspis mit tiuem gesdulIolzlCll I\"if. 
"Ii .. gin Musd>el auf duen huhon Full NU g"mcÎnen Agalh 

mit vèl'goldten Heifeln, clwll. luedirt. 
57. Eine kldn" Musdlc1 aul elnen hollen Full von gelhc" 

AgMh luit vergoldtcn Heifcll. 

(pag.l!1l 
No 58. Rin weill Albh.5temes Sah-Büchsd. 

f(assten U/. C. 
No 59, gin Lavar mmd RamIe! von Christal1 in gold gcfasser und 

mit Hubin"n verlle.,,!, yom En-Henog Ferdinand Carl 
von Innsl'rur.k VCfchf"I, M.timirt pT. 5.000 f - Xr- Hier
t!ll mangeln an der Kand"l Zwcy I\ttbin, <lan an dcm 
Lavar ciner, so llidt also befundt"', che dise 1 Stück aus 
cler Sîlber-Rammer in die Galleric iiberbrucht won!"n. 

(pag, \4,) 
Np 60. Ein Christallene Musehel mit einem Full und .IJeckel, 

wotau! cin Drach mit {lpldenen Reifcln, erknuffet pro 
300 f. 

61. giu Christallelle 1"laschen .amt dcn Sdtraufcn. 
62. Ein hohes Sclmnli1.el-gla{l von Christa Il mil einem n"k

k,,1 pt. 150 f. aestimirt. 
61\. Eiu gross" Mllschel nHf "incn FuB mit geschmolztcn 

Heiflcl1, l1CsUmlrt pr. :;00 f. 
6+. Eit\ Chrislall·Muschel auf eilwn mit Stein vùrstlZUm Full. 

(pag.lo) 
NQ 65. Ein Christall go.ch;", in Form ciner GietlkiÎndd, ncstÎ-

mir! pr. 500 f. 
66. Ein Christallenc Musehel mit elucm Full, olme Dekel. 
67. Ein glat Chri.lall"ne Muselle!. 
68. Eln Chrl5tallenes Becher!, auch lIuf eiMn Fu1\. 
6g. Ein Christnll-gescbicr in Form elner M tl.chel auf cinen 

Fu6. 
70. Eln Muschel nuf cinell Full yom gesellllittenen Christal!. 
7" gine clergleichen va. gross.",," von Christ.n. 
72. Ein Christalleu Ek.tcs Schiimiz-/gesdüe,. 

(png.16) 
No 75. Eine Flnelle o"al-Sch.llen auf dnell Full. 

7+. Bill "t\Vas Tileffere dergleiclten Sd,,")en nuf cinon FuB. 
75. gin Chrlslnllencs 1<'liisd,et .amt dent S<:hraufen. 
76. Bill Christall,me Tüeffe Mu.chel auf einem Full. 
77, Rin Ekctes Sdlamiû'geschier ntit eiuem Dekel. 
78. Ein gesdllliUenc M\lsrhd von Christnll nuf einem Full. 
79. Ein Sdlllek von ChristaU nuf einmll niedcren Full. 
80. gin ChristaU geschier in Form cines Kekh-glutl. 

(pag.17) 
No 81. gin Christallencs o\·al·Schallerl auf cinen Fu!l. 

82. Elu .. blange Nicd"r', Ml/sehe!. 
8;. Eiu kleine ahhmgete Musche! von Christnll uuf cinen 

Full, zerbrochen. 
84. Biu Nicdere Muscllel mit eÎ"eIU Dn,ken-KôpfeL 
8S. Eln grosser hocher Bed"" mit dnem Luk von Ghri.tall. 
86. Eiu LeHel samt Messe. uud Piron VOI1 ChristaU mit 

Stein vcrsc1.et, il, cirHern Futtcrnll. 
87. Zwcy Ldf"l, ZW('y Me.s~r und drey Piran VOIl Cll'ristall. 
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(png.18) 
No 8B. Ein grosse Christallene Mnschel, in der Mitten dns Hnd,· 

Fürst!. Dlctrkhsteioîschc Wappen, darao der unterfuB vou 
Silher ,md vergoldt eingefasst, w«lcht'S Ih!o Hodtfiirsù.< 
Goaden hûdtstseeL l'om Hhlt Praelalen vou AdmonL we
geu der dCll 25.«· Januet almo '752. vorgehablcn Weybe 
von obgedadttcn Herm Pradatcn zu cinen Prac.ent be
kornmen hab"n, 

89. Eîu Hodter Becher samt dell Luk mit denen Harraclù
sellen Fedem, 

go. Eln derglcidum klein"r"r ll(,ctwr, 
91. Wicdcrum ciu solelles klein". Becher! .mnt dèm Luk, 

(pug.19) 
No 92. Eill gemllsdJlete Schallen obue PuB. 

95. Ein Srha.lleu ohue FuB in fnrm cilles HerL, 
94. }tln Nieder~s nedwrl samt dem dcket 
95, Zwey uuf Demant nrth gesclmittene Blatte!. 
96. Eiu Zeeora aus AUrin\ oder Meer-Esc!. 
97. Eln grosses und cin klehwres Steinhok-Hom auf gl,fass

ten Kôpfen. 
98. Zwey derglelchen von soldten geissen, 
99. Ehenfahls zwcy rare HiirsctlgewÏ\:hter auI Klipfen. 

(pag. M) 
No 100. Ein Stehlbok-Hom in Form eines Sdtnokcn mîl Silhcr 1 

gcfa.se!, an ciner grün seidenen Sehnur zu cim,n Hiir
sdtennûf lI11gebraudteu, 

lOI. Zwainzlg Mettnllene Adler, so IInr S.,ss!en gehrauchet 
we.den. 

IO~. Biu Verschlngd mit Ho!z, worinncn Agatlunutter, 
J03. Ein Cassa-Trudtcn mit EiBèn hesdllagen, 

Ka,slen Lit. D. 
(pag. ~l) 
No 104, Elne ablnage Sdtallen mil einem Dracheu-Kopfe1 auf 

mnClll Full mit vcrg<1ldtcn Reillon, aestimirt pr. 70 f 
~Xr. 

105. Rin Chris:tallene Tüeffe Mnsrhd auf eÎl1<'J:1 mit Stein 
vérBedén 1<'uB, auI der MUSell"l "ln Figur mit einem 
Sdtild vou Lapide Lazulo, aestimirt à. IWO f. 

106. Riu Musehe! auf dnen Full mit vergoldt und g(!s~hm(;l,,· 
ten Reiflen. 

107. Ein Schifle! von Christ~n (luf cinem FuB' nùt Stein 
verBc1.ten Reiflen, 

(pag.l!~) 
No 108. Ein auf Demanth-.rùl ! gcsdtnitten",> D~eller! von Chri· 

stail mit geschmûlzten Ruiflen. 
J('9· Ein ablange Musellel mil eincm Storchcn-Kopf nuf 

"inem Full, mit gcscll1nOlztell Reiflen, aestimirt pl'. 50 .f 
110. Ein grosse Muschcl, darauf Zwey Dradieu vou Silb"r 

und geschmelzt, aestimirt pl'. 100 f. 
Ill. Eine Tüdfe Musch.eJ in Fonn dner Meer.li'râllleiu au! 

"imm FuB mil gesdtmc!zteul\eWen, l'tcstimirt pr. lM f. 
Il 2. Eine l'1adte Sdiullen (lut cÎuem FuB, mit zwey vergoldt 

und cinem gesdtmiibten Reifo!' 

(pag. 2~) 
No 115, Ein ahlwlgù Tüeffe Musdtcl auf ,,;I1eon FuB mit drey 

gesdtmôhleu Rciflell, aestimirt à ~~ f. 
1'4, Ein flache Musellel Il,,f einem FuB mit gesdtmelzten 

Reiflen, aesUmitt pc. 18 f. 
1'5· Etu Sd.1àl1en auf cincm FuB mit Stein vcrBezteu l'teU· 

len. aestiuùrt pr. 200 f. 

116, Bill Hohes glates Christùllgcsellierl mit IruB und Dckel 
samt gcsdtmillzten Reiflen, 

117, Eiu "hlange. SdJiillerl aur cincm Full. 
Il 8. Ein glattes oval-Sellillleri lIuf "ü",m Full, 
1'9, Ein Christallene Bdtall"n Iluf einem Full, 

(pag.24) 
No 120. Eill Flnschen VOll ChristaU mil cinern vergolclten Sdtrau· 

fell und Reif. 
12 L Ein Muschel auf "iuem FuB mil Christlliletwn Kniipfen, 

Mstimîrt pt, '50 L ZerhrochcIl. 
1 ~2. Ein gesdtllittencs Christallgeschler in fonn cilles Kelch

gluB, 
123, Ehl Musclld mit Zwey Ddpinen-IJandhllhen, auf cillem 

niederen FuS, erkaufft pt. 500 f., so aher vollig Zet
brodtcn, 

u,~. Ein TücHe Sdtallen mit Zwey Christallenen Band
hiihen. aestimirt pr. "00 f. 

(pag. "5) 
No 125. Ein Killldd von Christall samt cinem Luk. Item 

1116, Ein Kündcl von ChristaU mil vergoldten Handhiibcn 
und Heiflen. Meh! 

1127, Ein Kandel, Luk und Hanclhall, alles von ChristaU. In· 
gleiellen 

128, Rin {{ilndel von ChristaU, darbey die Bandh1tb und 
Reiflen uùt Steiueil verBezef, aestinùrt pt. 30 f. 

129, Eiu Creuz von ChristaU, darhoy ein \·crgoldter Christus. 
·130, Rin k[oines viereketes Bedlerl, aestimirl pt. 20 t 
l3.\. Zwey ChrîstallellC uhrgehiiuB samt Zwey ChristaU-1 

Hlalten, 

(pag. ~6) 
No 1:,\2. Ein ChristaU gesellied in Form cines Sdmeken, 

153, Ein ChristaUen Runcle Kugcl ouf einCl" vergoldcm FuB. 
134, Ein gescl:!ier von Srhildkrotten mit FuB und Dekel, "lInn 

VOu Silher Vilegran gearhdteu Romen. 
135. Eitl Tmnkgesch.ier auf eincm FuB von Aguth, erkauffet 

pl. 600 f. 
156. Bin kleine Musdte! auf eînem FuB von Agnth mit 

elnem vergoldten ReiEc!. 
'57. Ein Niderüs gesdlierl VOll 1 Arnethisl. 

(pag.27) 
No 138, Bin Schiillerl auf einen Nieder"u Full VOll Agalh, 

139, Ein Niedetes Oval-Sehiillerl vou J aspis, 
140. Eln ovnl-Scholl"n aui einon Niederen FuB vou AgoUt. 
14'. Eln Sdlachterl von Porcellain mit Zwey vergoldteu 

Handhiihen. 
142. Ein Hoche Sdtt.llen auf einen FuB von GrieBsteÎn. 
143. Ein Becher mit einom NiooL'l'on Full von Rhinoceros

Hom. Item 
'44. Ein dorgleîchen Kleiner. 
145. Eill Muschel ohno Fu8 von Srhildkrotten. 

(pag.li8) 
No 146, Ein nlederes oval-Sdüillerl mit eitwlll FuB yon Ronu,,, 

niscl"'ll Agath. 
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147, Eln geschuiUene Sclmeken "hne FuB von gelben Ag
stein. 

148, Rin geschnittcnes gesdlierl von lndiallisellcn hoh. 
149· Ein kleîucs Scl.dill"rl von Sdlmaragd-Mutter oder 

Sdlmaragd di l'om auf cinen FuB, mil von feÎncn 
Sdtmaragden verBezten Rclflen. 

'50. mu Porccllau-Schlillerl mit vergoldlell Hancl-hiiben und 
FuB. 

l51. Eiu gro/3 Christnllencr B""..jwr, 



Kas/en Ut. E. 
(pag.29) 
No 152. mn U""ht'T Il,,d,,,r samt ,lem Dckel von Stemstein: 

155. Eiu I.lcdJeI samt dcm Dekej vOn GrieIl'lein. 
154. Eiu kleinerer deto von GricBstein. 
155. Elu SdlOllcn vOn Stern.tein. Item 
lS6. Eine Sdln1hm von Sternsteil1 samt eÎnent. Full. 
157. l'in hodl ..... llerher] mit <:Îuem lJekel von Stems!e;n. 
158. Ein dergleichen kleÎlwre,. 
159. gin Lavol und Runùel von Gridhtein. 
,op, mn Becher mit eilwm Oekel von Stemstein. 

(pag. ;;0) 
NI! 161. Eill hoches llcdu:tl mil clnem lDekd VOn Grid3stein. 

lib. gin R",her mil einem. Lllk von Sternstein. 
165. Bin lleeher au f einem FuB vOn Stemsteill. 
,64: Ei" Mal·SchaH"" ,,,,f èÎllcn hoche" FuB von Sttmstein, 

Mdlf 
,65. gin ovo',Schalleu auÎ einem FuB von Stemstein. 
,G6. mu ovaJ,Sehallen von Stems!",u ouf CÎJlem [-'"Il. Item 
,67. mn dcrgleitbell was kleincte Schalk'll . 
• 68. Zwey glcicll!l Salr. fo'asslein anr Füsseln von Calcedon. 
169. ZWI'''j Nied"f" Sall,Fihsnl vl'm StcmstcÎn. 

(pag. :Jl) 
No l70. Eiu Sah VaB "on Sehnelœns!ein. 

171. mu glat Nieder" Schallcn VOn Sr1IW3rz gesprlil1gten 
Stein. 

'7", Ein ahlange kldrw Musehe! von Agoth. 
175. mu "hl.uge. &hUUerl von Agitth. 
17+ Eill NltXleres flaches SrhllUerl mit Zwey Silber· uud ver' 

goldtcn Reiten vou Grieflstcin, in einem Futtcra.!. 
175. Eill Lavol ,md Knuù"l von Helffcnbciu gedl'ilhet, 
176. mu t,llvor und Kandel vou Hcltfcnbein mit gescllllît

h:llcn J7'iguren von Jiiger(.-j'on. 
177. Elu was kleineres Lav"'r uue! Kaud"l von Helffeuhcin 

mit gcscllniHmVm ovidlschell Fig-un".. 

(pag.5") 
NQ 178. Ein gros..er von Holz gesdlnittcllcr Becher nuf einem 

hohen Full und Dekel, nUes mit uuterschiedlicl'en Fi, 
guren geûeret, J"edi rel. 

170. Ein grosser Redter mit dem n"kcl von Helffenbeiu, dar
auf die Wahl Patirlis mil denen dreyen GUttiu,," ge
sdmi Hen. 

180. Ein HdfIcnbeil1Clllll' Boehm' s!lml Full und Dckel mit 
gesd:Ulittmitm GeistlidH.~u Figuren. 

181. Ein grtl$Sc glane und gesdWH,fte F1ascllen von Helffcu
heiu. 

IR\!. Eine l{andel Voll Helffenbein mit gcsdmittenl'D Fign, 
rel1, aü.:h Silb"., uud vergoldlen RoHcn. IInd handhlih, 

(pag.55) 
NI) .35. Eill von B"rnharù StnlUJ30n von Helffenheill gesGhnit, 

WIl!)S St.nk zu ",iner Klllldd, aber obne Luk und Haud· 
hilb. 

t8.~. mn hodler Hdff"nheinenet: Herhet, der FuB und Dckel 
von gedrilheter arbeiL 

li15. Riu hodler flo('her ohm' Full mil <'Încm Dckel, alles 
YOn Hdflenbciu, l.eilirL 

186. Eiu gedriihete HelIfenbdncne Kandel samt Lnk und 
handhiib. 

t87. Eiu Udffenbcinener gedrllheter Hocher B.d,er aui 
einem Niederen Pull salUt cin.,." Deknl. 

(p·g·54) 
No 18S. Eiu fldffeJlbeinen Niedercs Schiilkl'l mît Hanùh.beu 1 

und g".clmitlenen Schiiffereyen, 
189. Eiu derglekhcn ScllülJerl mît Handhiiben und gesthttit, 

teneu Figmell VOn Was,er-Triumph. . 
190, ltin Niederc ova.!·Sehnllen samt dem ])"kd von Helffe)), 

hein. 
191. Ein Nieder" S"h.c,IJtd von HdffcnbùÎn. 
192. Eill nus Helffc.ubein gcdrahctcs S.h· VasseL 
195, Eill HoCher lIed,er vou HeJffellbdu, Ilm'ducsgadncr 

arbdt. 
194. Bin Galleeren von lIelffenbdn gesclJllÎtten. 
195. Eill Helffenheincner Schreih Z"üg und Zugchorde. 

KtlSst<m l.it. F. 
(pag.55) 
No 196. Ein Crucifix mit ,lenclI llildnisscll 1I1IBer Lichen Francn 

und Sancti Joanuis von Hdff"nhdn ill eiuem gcltiinB 
VQn Ehenho]z mil zwey Steinenen Saullen. 

197. Ein Figur Christi mit Zwey Jllden VOlt Helffenbeill aur 
dueu dreyCarhen sehwarzen Po,tan"m!. 

198, Ein aus Helffenbeiu gcsehllittcne BildlliB Suueti Seita
stianl. 

199. Kin auB Helffcnhein gellHlthte Fignf des Fliidüigen 
Cain mit <'Înem lmnd, laedirt. 

(pag,56) 
No QOO. Ein Statuen P"lI"dÎs 1 in cinem gehîiuB mit vier Saul

Jeu uud vielen l(indlen gezieret, ulles von Helffenbcin; 
Inedirt, 

201. Eiu aus HelffcnhcÎn gesdll1ittcllcr Hercules mit cillem 
Lliweu. Item 

~02, von HelfIeubeill ein Hercules mit einem Ceutauro. 
~05. Die Bildnill Lucreti"e aus Helffcnhein. 
204. Raptus Proserpinae vOll IIelffenheil1 gesclmÎtlen. 
z05. Eill nUs Hdffenheitl gesdlnÎltcnc Ariadne mit eincm 

Draeheu, Item 
206. Ein aus Hdffenhcill gcschllittonc Ariadne mlt eiuclU 

Dramen. Meh. 

(pag.37) 
No 207. Eiu vou Belffouh"in gcmaeht" 1 Ariad.m mît "Îllem 

Fliegenden band. 
MS. Ein gruBer von Helffellbein gell1achter Phoenix. 
(109. Figm eilles aus Holz gcschuittcn"u Chinesischcn Ab, 

gotts. 
210. Elu T"d aus Holz gesdmilt.m. 
~11. mu von Holz gesdmittencl' Baehus. 
212. Zwey von hol7. gesmnitt.enc Biltlnîssen S. Francisei et 

S. Theresiae. 
215. Eiu aus HelIfenbcîn ge.dlnlttcncs Vesper-llild. 
214. Ein aus HelHcnbein geschnittencr Christus. 
U 1:;. Ein and.ers Hdfftmhein gesdmit,!teller kleill"r Tempel 

Illit der M arter der Zwiilf Ap\lstelll, iu Schildkroten ge, 
fasset, laèdin,t, 

(pag.58) 
No ~16. Ein kleiMt aus I-Iclffcnbeîll geschnittcner Tempe! mil 

der B(>$dmeidung Christi, in .dlwl,,".en Samme! ge
fusBet; laedirt. 
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'l17. Ein Sllnduhr in einem gelb At,'steinenen gehiiull, voltig 
Zerhrodltm. 

218. Bill În holz gestodlene geburth Christi. 
~19. mn aus Stein gese/mitte""r Homi."her KayOer, laedüt. 



2~O. Elu "US Wuchs p" .. îerter Furien-1{opf. 
• ~J. Elu BildniB lhrcr Hoch-/fUrstl. Gnaden ete. in einem 

beinenum SchUchtcrl. 

(pag·39) 
No 222. l!:'n klcin aM hob gcscl:mlttcncs Stükel, so l'und und 

in Helffenbein gcrasset, laedirt. 
~25. El» Idchler ails Stein in aval gt\sdmittener Georgius, 

Inedit!. 
224, Der im Meer crtriinkcndc Pharao, auR wachs FosHirt, 

in ciner Zillt vCl'goldcn Rum. 
225. Ein in Holz gcsdmittencr Ama,o»en·slrelt. 
zzG. ZWlly in Holz gesdmittene Contrafait. 
'l27. Da. Boad Dîunac in Helffcnbcin mil einem Rîihmel. 

(pag·40 ) 

No 228. Adam und Eva au. Hdffcnhein gcschnîtten mit dnem 
derglekhen f\lHnnel. 

229. Ein RUlIdes in hoh gesçhnittenes Stükel in elnero vier
ekoten Riihmel. 

"50. gin klein". nus WUdiS PotlLlirtes Stükl in einem vier-
cketen nUme!. 

~5). Ein von Stein gesrhnltleue. Kopf. 
~52. Ehl nus Holz geschnittllnes Kopfe! ln elnem RnhmeJ. 
$55. Zwey in Holz geschnittene Kopfel. 
Z54. giu in Holz geschlllttetH.'S KindeL 
255. Ein aus Hoh gesdmittener. im grllb ligender Christ"'. 

(pag.41) 
No Z56. gin n.u f Kupfer von wachs Possiertes Stükl von Schiif

fereyen. 
257. Zwey von HelUenbein auf schwatzen Sameth gemuchte 

Figuren, laedlrt. 
258. Elu kny"nder Faunus VOn MellaU. 

Kassten Lit. G. 
(pag·42 ) 
No 259. Eiu auf Pergnmcllt «e.ehribenes goheth·Büchel mil 

dnent ganz Silhcr- uud vergodten Einbund. 

KaS$fen Lit. H. 
(pag·45) 
No 1340. Eill vergoldte Schallen mit I,l'èschroe1zter ame!t. Iluch un· 

terschiedlichen Stein en verBeZè!, aestimirt pro ) 000 1. 

Km/en Lit. 1. 
(pag.#) 
No !>.p •. Eln grosse Corallene Zenken. 

~4~. Ein in Sdlarlach "inger .... ter Magnet. 
:1+11· Drey untersdliedlidtc Sorten von CrocodHlen. 
2#. Riu lndianisch geharnl.Î.schte Maua. 
11.45. Ehl tlusgebalgter Meer-Fisch, Remora genalU\t. 
\l.~. Ein Stuk von Stein, eincm gro •• en Zahn gleichend. 
247 . .'\ unterschiedliche durcil wasser in Stein veriinderte Stuk. 
:>,yl. Unterschiedlich kl"i» und grosse Musehe! und Bchneken. 

KastclI Lit. K. 
(pag·45) 
NI) u+9. Eiu DnpeltCl< StrauBeu gy, illwendig mit vergoldtem 

Silb", gefiitl$ret, mit dent Erz Stifits Salzbuxg und Neu
haullischclI Wal'pen. 

250. Ein Hocher Augstt!r von GlaD, untel) und obeu mit 
vergoldten Reifcn. 

251. Kin Becher von clner Indimischen NuS mit eillCm Luk 
in Silher gl'fasset. 

25". gin Kand"l von ciuem Strau(3en.Ey in Silber und ver
goIder KIt,ydtmg und deygleichell Fütterullg . 

~5"i> mu doppeltes StrlluBen-Ey mit vergolden Silber go
fülteret. 

(pag.46) 
No 2::\4. Rin grosser Meer Schnek, mit einem Silber- und ver. 

goldeten Full. 
z5'i. Ein Kundcl von glall mit Silbcr besd>lagell, auf dcsBen 

FuB dn Lateillische Inscription. 
256. Elu Flader knopf mit clnelll Silber- und vcrgoldtem 

FuB und handhiiben, aueh Luk mit einer unbckannten 
wappen, lacdirt. 

257· Ein Greiffenklat! mit Silb",. und vergoldtcll besdl}jig 
"uf eînen Voga!. 

"58. Elu was klelnercs Grciffcnklau oder, wie gillublich, 
Indianisches Odlseuhom mit Silhe.· und vergoldtcr 
KleydulIg. 

259· Eift dappelter Fluder·knopf Illît Silber vel'goldt<llU FuB, 
1 darau! elll Wappen mit einem halhen Radl. 

(pag·47) 
No 2.60. Eill Fladerner knopf mit cinem Silber vergoldtem FuB 

und cinem Luk, RUch Silhcr vergolder Kleidung. 
261. Eln dopeltes Stl'lIuBen-Ey, inwendig mil vergoldtem 

Silher ausgcfütteret und einer unbeklUltlten Wappen. 
1<62. gin dopelt IndianÎsche NuB mit verg()ldem. Silber anO

gelUtteret, in de.Ben Oekel eill Pelican. 
263. Eill Floder Knopf mit eillem Silber vergoldlem Full und 

HandhlibclI, auf dam Luk das En Stifft und Rohr
bachisch" Wappcll. 

(peg. 48) 
No 264. Rin IndillnÎsch Dopelte NuE mit vergoldtcm Silber aus

gefütterot lIud mit vergoldter Kleydung gefasset. 
(>65. mil Hohernes Kopfcl mil einem. Luk, Silbemen Fua 

lIl1d Kleidllug, auch elnel H.audblih, d.rallE eine Kird,en. 
266. Eill Trilnk ge.dlier von eillem Schwarzeu Stein, .. Ilch 

.,inell Silber vergoldtem FuB und Klcidung. 
267. Ein MicroscopÎmn. 
268. Zwey vun 'Nach! gegosBelle Iigende Weibel. 
269. Bin aus Stein gcmachtcs Kind!. 
270. Rin alte Bildni13 ciner Fraucll-Pcrsolm. IH'S Stein ge

macht. 
!>71. Ein Mettullenc Kllh" in 1 eiltem Ramet. 

(pag-49) 
No ~7:>. Ein Uru.tbild von weiSSCll Martnor. 

275. Ein Reittcnder ZII Pferd mil einer Schueken-MlIscilCl 
von MUltaH, 1.U einer Lampen dienlich. 

274. Ein M"UalleneT Drach mit ciner Schlleken-Muschcl ZII 

eÎDer Lampcn. 
215. Elu Madona-Kopf von Mettal!. 
276. Biu Mettallener Leichter Illil ulltet:schiedlichell Kindlell 

und Ko!)flell. 
0.77. Ein Metlall.ner Kopf MI ciller Lnmpen. 
278. Eiu MNtallem'f Giims. 
279. Elu l..ow von Mettal!. 

(pag.50) 
No ~80. Zwey Mnnns.Figuren von Mllttall, cille davoll Inedirl. 

281. Zwcy Mettnllcno Kôprel auE Postnmenwn. 
~Jl:. Eln kleÎn Mettalleue l'1gur eÎuC$ Malll1$ aur eincm. 

Postament. 
:485. Eiu Weibs bild VQD Mettllll au! einem Postamcnt. 
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284, Zwcy MettaI1ene lh,ittcr auf Riidlon, 
<l8';), Ein Pferdkopf V01\ Mettail. 
286, Ein Pferdkopf \"Hl Messin;;, 
287, Zwcy M"Uallent> CoutraJaîts-Kôpf. 
~88, Zwey Lowen und cill AIf ouf SclJwcînkOpfeu von Metan 

zn eincm Brmmwcrk, 

(pag, 51) 
Nu 289. Ein Wasgcr-Nymphe Von Mettall, ZU'n Urunnwcrk go-

hOrig, 
~91l, Ein Ve~pcrhild auf einem Blatte' V(ln Metta!!. 
291. Eill Battaglia.uval vun Mel! aiL 
"9", Ein M ûttan~l1C" hHittcl von eÎnem Einflicdler. 
291\, Ein lndiallîseh gdlamtllS Messer ill einer hiilzemen 

SclJeid. 
29'~. Ein ovni· TuHer! VOn Metal! mît dner StierMze, 
z95. l~~ill Türklseher Schreib-Zellg vun Meslling. 

KaS$len Lit. L. 
(pug·52 ) 
No 296. Drey Cmcifj)( von A~tein mit elnge!egten kleincn 

runden Historien, dOl'7.n Zwey Leieh!.,r, auch von gel. 
hen Agstein, laediret. 

297, Ein Tlildmrl 'Von Agstein darinnen oin \lerhrochenc$ 
Creuz \Ion Agstcin und Zwey derglelchen LOUe!, lae
dirt. 
Nebenbey bdindet 3ich in eincm Kasten mit Tafie!
fenstern a]s 

\l.S8, Ein H"lffenbeinen~>s Crucifix o!tlle Stok. 
299, Ein Altitrl vuu Allubaster, in Bhermul", gefasset und 

mit Silher g~ziel'et. 

J(us$len Lit. M. 
(pag·55) 
No 5()U. Elu grosse Tnfel mit einer sclJwarzen n"m, daTauf die 

Malter S. Sebasliun! ln Hdffenhein geschnittcn. 
301. Ein kleines Hclffenheinene$ Crucifix lui! Creuz und 

S!ok. 
3()2. Ein von Belffenheln gesclmittencs Maria Hill-Eild uu! 

,,!nen mi! Hc1ffcnhein gezierten 'Pustament in einen 
wdU gefüttetten gehauU. 

503. Eln aus Wnchs gego$sener Christus an der Snullen. 

(pt\g.5<I) 
No 30+ Ein kleiues Cl'Ucifix nuE eiMm Pustalnent, dnrillllell 1 

cin uhrwcrk. 
5uS. Ei" klelnc$ Crucifix, desCeu Blok lUld Creuz g~'SchmOl· 

zN tlnd mit SteiUflll VCISczet. 
506. Bill Altarl, ,latinnen Sanctus Sebastian". an "in Coral· 

lell gebulld~n, darbey Zwey Thierl mi! Hlstorien, Zad 
geschni lieu, 

507. Bin Helffenbeinm,,,s Triihet! mit lllltersrniedlirllen An
tiquen 1ll1d falschen Steinem. 

Auf dertm j(ii.~sten bRfij'lden .<ici!, aÙl Rasslen Dit. A, 
(pag·55) 
Nu 50s' Die Bildnns der Griechisdlell V"IWriS VOIl Mettait 

509. mn klciue Figu! von Meual! mit ";ucm Horn lm Mund. 

In den lIienu gchorig ligelldel1 Kasten, ais 
510. Eiu Urett'pie! V<lU sthWat'l gebcistel1 Holz samt denen 

Steinen, 
5lt. Eln amlcres kleine.s delt<l in einem Futterall \lun gelbl'.Il 

Agstelu snml denen Steiuen mit Sîlhernlln / gk l",~ 
scl:tlageu, 

(pag·56) 
N051a. Eiu srhwan geveistes Apothekcr Kiistl mit mthen Atla$ 

.gefi.iltèret, ohl1e Einl'idltung. 

KaS$lcn Lit, B, 
515. Eill grosse Figllt He!culis V()11 MettaH. 
514, Ein klciuere Figut Mcrcmij V(ln Mcttall ulld vergoldet, 

laedit!. ' 

(pag·57) 
In <lem lIi",."u gehôrig lie-/gelldcll Nchen Kastcn. 
No :')15, Ein Portuge$isches Schrcihzm.tg-Trüd,erl von Sd'Wal"lCU 

holz mit Türkis versezet. 
510. mu NadJtzeüg mit Silher- ,,'ud ycrg"hltcr Einrichtullg, 
5'7' :1 Mettane"c Adler, so auf Sc.sdn gcbnmcltt werden. 

l(assten Lit, C. 
(pag, 58) 
No 318. 56 Stük unterscllÎeùlich Mettallene Kopf, WQVOU '0 Stük 

in h;;\"ern und verg<lldt.en Ramen, die libr;ge hiIlg~~/gclI 
ganz und halb rund Beyne!. 

5'9. Sichen Allahaster Bruststük, alte Rômische Kaiser vor
stenund. 

Kassten Ut, D. 

Kassten Lit. E. 
(pag.59) 
Nt) 520. Ein Figur Dianae VOI1 Mettnl!. 

321. Neptunus VOll Mettall auf ciner Mus(hel mit Zwey 
Pferden. 

KIl$$len Lit. F. 
(pag. (0) 
Krurten Lit. G. 
Kassten Lit. H. 

Kossten Lit. 1, 
(pag, (1) 
No 1\22. Ein (tull weisUcll Marmot gem.chtcs Urustbild Lucre

tiae. 

Kamen Lit. K. 
325. Eill Brusthild 'l'un wei.llen Ml1I:tI1or. 

Kuss/en Lit, l.. 
(pag. &1) 
No 524. Bin ans Laim Pussirt und gebrcnlltes Stllck un.cr 

Lichen Frane1t. 
3<l5. Drey Stuk grosse Einkiim-Horn. 

Kassten Lit. M. 
326. Die Grablcgung Christi vOn Alabnster in eiller Zier 

vergoldten Htilzemen l\ahm. 

AufJer denen [Uissten Befiinden sidl aIs 
(png. (5) 
No ~27. Eiu grosse:; von Roth und wei.sen Corallen und ktei

nen nlltersd,iedlidum li'jguren Gè'Ziettes Werdl, darin
nen cln orgelspîcl; laedir!. 

328. Eh\ Schwarz gebeisster Ka.tell, darinnen nnch ein 
orgelslliel; laedirt. 

529. Zwey \Ion Laim Possirl und gebrCllnte Brustbilder 
Del1l<lcûti et Heradlti, 

31\0. Elu grosses Helffellbcillcnes Crucifix, das Crouz und 
Stok sd"watt gebeist. 
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(pag, (1) 
Ne) 351, Bill Rhinoceros-Horn, 

332, Eill Stnk Ebenbolz, 
3?,3, Ein Stuk von cincm Elephanlen-Zalm, 
334. Eiu Christus an cin".,. Schwarzcll Saunen, cbrauf cin 

Pelican, lacdirt. 
3Y) . .Eill kldnes Steînhok·H"rtl oder gcweih. 
336. ji.in weisse fkhachtcl mit allerlcy gcsdmittcnen Stei

ncn und dergleichen Sadlen, in 66, dam\ nntersdlied· 
lidwn 55, FluG und gcmeinen $tclnen, in groB und 
kleÎnen Sliiklcn l",.tehend. 

(pog, fi:;) 
No 357. ZWCcy Stiik von wcissen Marlnor f Elnes die Bildnia 

Kaisers Joseph; und das andere die Marter des hoiligen 
LaurentH. 

338. gin Silber vergoldte Armkette mit Fiinf ulltersdlied. 
lichen Steiner,,". 

559. Zwcy Sîlber verglodt" PJuvinJ·Sdt!üssen mit verschi". 
den"n Flull.Steineren, wohey in eÎner etliclw Steiner 
abgiingig. 

340, gin Silbemlls Creuz mit Türkis-Steitlern. 
341. mn Schwarz gcbe •• t •• Apotheker·Kastel ohne Medica· 

mcnten. 
31<). Vie, Slük Menolleue Pretd. 

(pag.Ml 
No 545. Bit! Senr·Yiis.el von Serpentin·stdn, 

?>44. Ein <leto Milt:ser saml StoSSe!. 
345. Biu deto Viissel oder B"chcrl, olmc DekeJ. 
346, Ein Helffenbeinener Todt 
347, Eill Kupfetblnt lVIIlximi!illni Galldolphi. 
348. Diana von Helffenbein. 
319, Zwey Schwan hOlzcme M,XI cl. 
350. Zwey ChristaU"ue Scomî1.engliiBer. 
:;51. Eiu <leUn Muschd mit vcrgoldcu und gesdnneh:ten 

Rcifet 
?>52, Drey dello ChristaU"nc gcsundhcits-gWBcr olme de

ke!. 

(l'ng.67) 
No 555. Zwey Einsd,ichtig oval g~.sd:lliffelle Chtlstall.glliser, 

354. Eln Rhinoceros Horn<>llcr Becher. 
555. Eht Plllferhorn von Hclfenbeln und Hirschhom. 
556. Ein Einschichtig Christnllener Full von ciner MllSchel, 

untcnhcr mit gold gefasset, 
557. Ein Stllk Ilngnarbdtctes Christall von ll1ro Hoch

(ilrst!.·· Gn.den Eth Blschofen Sigt.mundo hergeben, 
558. Das Hei!. Grah zu Jerusalem von hoh mit He1ffen

bein \lnd llcrlmntter cingelegt. 

(pag, 69) 
Beschreihung Dm'en in dicl.ler Gallarie sîch .1ernwhlen beCin. 
denden Gemlihlen. 

(pag.85) 
Df>J;(}en allen 1.11 ",ahrer urknnd sind Z glekhlautende Inven
taria nufgeridllet, WOVOn dncs anf dic hochfürstL< Hofkam
mer, dann cines d~1lt hodlfilntl.<1l Guardarobba-Inspectotl 
ChrÎ$tophen KUnel, <lessen ànfmcllt Imd verantwonnng aH in
heschribn". anverlrnllel, abgegeben nnd sowohl Vllll <lem cin
gangs benamb.t gniidigst DelHltir!"" Commissario ais obbcsag· 
ten iibcmehmer ordentlîdl gefertigct und eigenhiindig unter
,c!trichen warden. Achun ut Supm. 
L. S. Fn\nz Xaver; vo" Andre;. m. l', Commîssarius, 
1" S. ]"hnlln Christoph Kille! m. p. Guardarohhn Inspector. 
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~INVENTAR DER DOMKUSTOREI 
1553 

Sa\1.bllrger KOllsistorialarchiv, t/54 Domkustodic. '555, 

(Vtmatzblatt): Inventar; der Custorey Hailthwnl,,' Klainat, 
Orna! nnd annders. so Herren Banmen von Kicnhcrg al. Cu
,I<)Tell und Homm Oeilrg"n Han Nach Custoren, and. d",. Mee. 
nem dn \lnd uber aunt WOTt ist worden IlIh:h Inti! ydes in 
sOllnderhait 1.uegesteltcn verfertigtem und unnder.chribcm ln· 
ventari. 

Custure)' hwen/ari l!fJ. 
(fol. 1) 
Anno domini 1555., den 7., !l. und 11. Apprili. sind aua 

bevelch uun.crs Gncdigsten Herm V()n Sah.bulg Nad} voll. 
getllld Gutter, Heyltln.mb nnnd Klalnnt Zue der Custorey 
du.rdl mich Adam Trost Notatl Inventir! und he,d'libcn 
worden in gegenwnrt der Erwirdigen Herm Johann, VOI1 

Khicnberg, SIal Ph. cret und Custor 7.1l Salzburg, and, Mai· 
ster Hannsen Man, prarrer zu Ainhering, Hen Gclirgn Han, 
Nad. Custor und Herr Erhart Satlperg,)r, becd Yicary am 
Chor, Andree Illllld Mutl",us dic Mesllcr llllnd HanDs Reu· 
enal"r Custo, Knecht. 

Gulden CI"ù'lCt. 
Item hnm Neuen Heylthumb Sagrer in :t;wayen schwarlzen 

unn'.1 ainer rotn Tr.then mit No 1 Ain gulden Khwutz von 
gdlem Gest"in mil Saphicr unnd Zwaicn Amatistell, Auch 
mil Zwaiell silbren vetguldten k:nngln, .las Kteil7- U1md der 
{ueB silbren ullnd vcrgnldt, mit des Stiffts Klticmhsee W"l'
pen, Nemlidl No)'s. 

Mer ain khlain gulden MOllstriintzl mit Acht Hubindl uund 
etlichen Perlen, oben Ain Kreitzl, der fueB silbren und vcr
gult, mil BisMorE Leonhardcll Wnppen, 

Ain khlnin Monstriinntzl, die Klàidllng verguldt unnd Christa
limon gIlle mit Bisdu"ff von Wolkenstorff Warpen. 

(fol.') 
Item ain Monstriinlltzl nùt Aillem ChtlstaHnen Fucll in silher 

eingefasst. 
Mer ahl Kreulzl mil dreien Fnelllcn ill Cristulin cingefas\. 
Ain Monstranntz"n mil Zwaicn Cristalinen Kreitzl und oben 

mit ainem vergulttm Crucifix unnd der fueB mit den vier 
Evangelisten. 

Ain Cristalillen glall, cingefast mil dreyen .chinen, dar !lInen 
hermetell Spindln oben Auf mit Ainem billet stain, 

Ain eingefasst glan Slllllld Sebastian Annffi. 
Zwen Christnllcn Leudtter. 
hem ain Hclffcn palneu TrUhel mit ZWIlicn Enngln, in tlOt 

milt aiu Salvator. 
Sannd Khunignnden l'rust Pildt, das hllubt silbren und ver

guldl, das Corpus Kup!e, ullnd verguldt, 
Sanllt lh",dhl'echt Pm.! Pildt silbren unnd vl:rguldt, mit glusi

sten versetzt. 

(foL 2) 
Sallnd Virgili Prust Pildt}!lit aiMm KupfrlJ11 vcrglllteu ftlell, da. 

Corpus silbrch und vèrgnldt, !I,it cttlid,en verselzten Glasl.le". 
Des Khaiser Hnînrich Prost Pildt silber IUmd ve~gltldt mit 

schled.tcn stainen. 
Ain Truchel mit .Ilber besddagcn, dao Inneu Heyltumb 

.ll""llthalben Zesamen klaltbt. 
Ain Tarel dar Inn ain Salvalor Pîldt silbrer. unnd verklaytt mil 

entichell eingcfasstcn Hcyltl1ng. 
Ain Monslrnnntzcn Coq>orÎs Josu Christi Illil Zwnyclt lümgl", 

mit d". Biscl:\of l'Hgrin W"l'p"n, 



Bibliography 

Appadurai, Arjun. 'Commodities and the Politics of Value." In The Social Life of 
Things: Commodities in Cultural Perspective, Arjun Appadurai, ed. London: 
Cambridge University Press, 1986,3-63. 

Aschengreen, Cristina Piacenti. Il Museo Degli Argenti a Firenze. Milan: Electa 
Instituto Editoriale, 1967. 

"Ivory Towers: The Ivories of Coburg." FMR 41 1989, 69-78. 

Balsiger, Barbara Jeanne. The Kunst- und Wunderkammern: A Catalogue Raisonné of 
Collecting in Germany, France and England, 1565-1750. Ph.D. dissertation, 
University of Pittsburgh, 1970. 

Bann, Stephen. "Shrines, Curiosities and the Rhetorics of Display." In Visual Display: 
Culture Beyond Appearances, Lynn Cooke and Peter Woolen eds. Seattle: Bay 
Press, 1995. 15-29. 

Barth-Scalmani, Gunda et. al. "National Identity or Regional Identity: Austria Versus 
TyroI/Salzburg." In Austrian Historical Memory and National Identity, Gunter 
Bischofand Anton Pelinka, eds. New Brunswick, NJ: Transaction Publishers, 
1997. 

Bolzoni, Lina. "The Art of Memory and Collecting." In The Gallery ofMemory: 
Literacy and Iconographie Models in the Age of the Printing Press, trans. Jeremy 
Parzen. Toronto: University of Toronto Press, 2001 

Bredekamp, Horst. The Lure of Antiquity and the Cult of the Machine: The 
Kunstkammer and the Evolution of Nature, Art, and Technology, trans. Alison 
Brown. Princeton: Markus Wiener, 1995. 

Brusati, Celeste. "Natural Artifice and Material Values in Dutch Still Life." In Looking 
At Seventeenth-Century Dutch Art: Realism Reconsidered, Wayne Franits ed. 
Cambridge: Cambridge University Press, 1997. 

Carey, Sorcha. Pliny's Catalogue of Culture: Art and Empire in the 'Natural History '. 
Oxford: Oxford University Press, 2003. 

Clark, Grahame. Symbals afExcellence. Cambridge: Cambridge University Press, 1986. 

Connors, Joseph. "Ars Tornandi: Baroque Architecture and the Lathe," Journal ofthe 
Warburg and Courtauld Institutes LIlI, 1990, pp.217-36. 

DaCosta Kaufinann, Thomas. The Mastery of Nature: Aspects of Art, Science and 
Humanism in the Renaissance. Princeton: Princeton University press, 1993. 

118 



"From Treasury to Museum: The Collections of the Austrian Habsburgs." In 
Cultures of Collecting, John Elsner and Roger Cardinal, eds. Cambridge: Harvard 
University Press, 1994. 

"Remarks on the collection of Rudolf II: the Kunstkammer as a form of 
Representatio," reprinted in Preziosi, Donald and Claire Farago, Grasping the 
World: the !dea of the Museum. Burlington, VT: Ashgate Publishing, 2004. 

Daston, Lorraine and Katharine Park. Wonders and the Order of Nature. New 
York: Zone Books, 2001. 

De Grazia, Margreta, Maureen Quilligan & Peter Stallybrass, eds. Subject and Object in 
Renaissance Culture. Cambridge: Cambridge University Press, 1996 

Ebhardt, Manfred. Die Salzburger Barockkirchen im 17. Jahrhundert: Beschreibung und 
Kunstgeschichtliche Einordnung. Baden Baden: Verlag Valentin Koerner, 1975. 

Ebner, Hemma, ed. Salburger Bergkristall: Die hochfürstliche Kristallmühle. Salzburg: 
Dommuseum zu Salzburg, 2002 

Evans, R.J.W. Rudolf!! and His World. Oxford: Clarendon Press, 1973 

Farr, James R. Artisans in Europe, 1300-1914. Cambridge: Cambridge University Press, 
2000. 

Findlen, Paula. Possessing Nature: Museums, Collecting and Scientific Culture in 
Early Modern !taly. Berkeley: University ofCalifornia Press, 1994. 

-"The Museum: Its Classical Etymology and Renaissance Genealogy." 
Journal ofthe History of Collections, 1 nO.1 1989, pp. 59-78. 

Foucault, Michel. Order of Things: An Archaeology of the Human Sciences, trans. 
Alan Sheridan. New York: Vintage Books, 1994. 

Fucikova, Eliska. "The Collection of Rudolf II at Prague: Cabinet of Curiosities or 
Scientific Museum?" In Oliver Impey and Arthur MacGregor, eds. The Origins 
of Museums: The Cabinet of Curiosities in Sixteenth and Seventeenth-Century 
Europe. North Yorkshire: House of Stratus, reprint 2001. 

Rudolf!! and Prague: The Court and the City. London: Thames and 
Hudson, 1997. 

Geary, Patrick. Sacred Commodities: The Circulation of Medieval Relies." In The Social 
Life ofThings: Commodities in Cultural Perspective, Arjun Appadurai, ed. 
London: Cambridge University Press, 1986, pp. 169-194. 

119 



Greenb1att, Stephen. Marvelous Possessions: The Wonder of the New World. Chicago: 
Chicago University Press, 1991. 

Maiorino, Giancarlo. The Cornucopian Mind and the Baroque Unity of the Arts. 
University Park: Pennsylvania State University Press, 1990. 

Hayward, J. F. Virtuoso Goldsmiths and the Triumph ofMannerism, 1540-1620. 
London: Sotheby Parke Bernet, 1976. 

He1ms, Mary. Crafl and the Kingly Ideal: Art, Trade and Power. Austin: University of 
Texas Press, 1993. 

Herbermann, Charles G. et. al. Catholic Encyclopedia, Volume XIII. New York: Robert 
Appleton and Company, 1912. 

Hiller, Stefan. Nobilitas et Re1igio: Zur Baugeschichte und Bedeutung der Domb6gen." 
ln Dommuseum und Alte Erzbischofliche Kunst- und 
Wunderkammer zu Salzburg: Katalog. Johannes Neuhardt, ed. Sa1zburg: 
Selbstverlag des Sa1zburger Domkapite1s, 1981. 

Holly, Michael Ann. "Rhetoric of Remembrance." ln Perspectives on Early Modern and 
Modern Intellectual History, Joseph Marino and Melinda Schlitt, eds. Rochester, 
NY: University of Rochester Press; 2001. 

Hooper-Greenhill, Ei1ean. Museums and the Shaping of Knowledge. London: 
Rout1edge, 1992. 

Impey, Oliver and Arthur Macgregor, eds. The Origins of Museums: The Cabinet of 
Curiosities in Sixteenth and Seventeenth-Century Europe. North Yorkshire: 
House of Stratus, reprint 2001. 

Juffinger, Roswitha. "Baroque cornes for the Archbishops: Wolf Dietrich von Raitenau, 
Johann Ernst Count Thun and Their Ideals of 'Modem' Art and Architecture." 
Unpublished paper presented at 'Embodiments of Power: Building Baroque Cities 
in Austria and Europe', University of Minnesota, September 18-20, 2003. 

Kemp, Martin. "Wrought by No Artist's Hand." ln Reframing the Renaissance: Visual 
Culture in Europe and Latin America 1450-1650, Claire Farago, ed. New Haven: 
Yale University Press, 1995. 

Kenseth, Joy, ed. Age of the Marvelous. Hanover, New Hampshire: Hood Museum of 
Art, Dartmouth College, 1991. 

Kopytoff, Igor. "Cultural Biography of Things: Commoditization as Process." ln The 

120 



Social Life ofThings: Commodities in Cultural Perspective, Arjun Appadurai, ed. 
London: Cambridge University Press, 1986, pp. 64-94. 

Kubler, George. The Shape ofTime: Remarks on the History ofThings. New Haven: 
Yale University Press, 1962. 

Ladis, Andrew & Carolyn Wood, eds. The Crafl of Art: Originality and Industry in the 
Italian Renaissance and Baroque Workshops. Athens: University of Georgia 
Press, 1995. 

Laurencich- Minelli, Laura. "Museographyand Ethnographical Collections in Bologna 
during the Sixteenth and Seventeenth centuries." In Oliver Impey and Arthur 
Mac Gregor, eds. The Origins of Museums: The Cabinet of Curiosities in 
Sixteenth and Seventeenth-Century Europe. North Yorkshire: House of Stratus, 
reprint 2001. 

Lugli, Adalgisa. Naturalia et Mirabilia: Les Cabinets de Curiosité en Europe. Paris: 
Adam Biro, 1998. 

"Inquiry as Collection: The Athanasius Kircher Museum in Rome." RES 12, 
1986, 109-124. 

Martin, Franz. Salzburgs Fürsten in der Barockzeit, 1557 bis 1812. Salzburg: Verlag 
'Das Bergland Buch,' 1949, 1966. 

Mauries, Patrick. Cabinets ofCuriosities. London: Thames and Hudson, 2002 

Meadows, Mark. "Merchants and Marvels: Hans Jacob Fugger and the Origins of the 
Wunderkammer." In Merchants and Marvels: Commerce, Science 
and Art in Early Modern Europe, Smith, Pamela and Paula Findlen, eds. London: 
Routledge, 2002. 

Menzhausen, Joachim. Elector Augustus' Kunstkammer: An Analysis ofthe Inventory 
of 1587." In Oliver Impey and Arthur MacGregor, eds. The Origins of Museums: 
The Cabinet of Curiosities in Sixteenth and Seventeenth-Century Europe. 
Reprinted North Yorkshire: House of Stratus, 2001. 

Murray, David. Museums Their History and Their Use, 3 Volumes. Glasgow: James 
Maclehose and Sons, 1904 

Neickel, Caspar Friedrich. Museographia: oder Anleitung zum rechten BegrifJund 
nützlicher Anlegung der Museorum, oder Raritaten- Kammern. Leipzig und 
Bresslau, bei Michael Hubert, 1727. reprint London: Routledge/Thoemmes Press 
1999. 

Neuhardt, Johannes. "Das neue Dommuseum zu Salzburg." Alte und Moderne Kunst, 

121 



133 1974, 1-12. 

Neuhardt, Johannes, ed. Dommuseum und Alte Erzbischofliche Kunst- und 
Wunderkammer zu Salzburg: Katalog. Salzburg: Selbstverlag des Salzburger 
Domkapitels, 1981. 

Gold + Si/ver: Kostbarkeiten aus Salzburg. Catalogue of an exhibition May 12-
October 14, 1984. Salzburg: Selbstverlag des Domkapitels, 1984. 

Olmi, Giuseppe. "Science-Honour-Metaphor: Italian Cabinets of the Sixteenth and 
Seventeenth Centuries." In Oliver Impey and Arthur MacGregor, eds. The 
Origins of Museums: The Cabinet ofCuriosities in Sixteenth and Seventeenth
Century Europe. Reprinted North Yorkshire: House of Stratus, 2001. 

Pomian, Krzysztof. Collectors and Curiosities: Paris and Venice 1500-1800, trans. 
Elizabeth Wiles-Portier. Cambridge: Polit y Press, 1990. 

Ramisch, Hans. "Drei Fürstbisch6fe aus dem Hause Thun-Hohenstein aIs Mazene 
barocker Kunst: Guidobald, Erzbischofvon Salzburg (1654-1668), Wenzeslaus, 
Bischofvon Passau (1664-1674) und Johann Ernst, Erzbischofvon Salzburg 
(1687-1709)." Salzburger Barockberichte 31 2001,30-41. 

Rieder, Heinz. Salzburg: Geschichte und Gegenwart. Wien: Bergland Verlag, 1962. 

Roberts, Lissa. "A World ofWonders, A World of One." In Merchants and Marvels: 
Commerce, Science and Art in Early Modern Europe, Pamela Smith and Paula 
Findlen, eds. London: Routledge, 2002. 

Rossacher, Kurt. Der Schatz des Erzstiftes Salzburg: Ein Jahrtausend deutscher 
Goldschmiedekunst. Salzburg, 1966. 

"Die Erzstiftlichen Schatzkammern um 1800 und ihre Geschichte." In Salzburgs 
alte Schatzkammer, catalogue of an exhibition June 11- September 15, 1967. 
Salzburg: Salzburger Domkapitel, 1967. 

Scheicher, Elisabeth. "Die Neuaufstellung der Sammlungen in SchloB Ambras." Alte 
und Moderne Kunst, 142/143 1975,22-28. 

"The Collection of Archduke Ferdinand II at SchloB Ambras: Its 
Purpose, Composition and Evolution." In Oliver Impey and Arthur MacGregor, 
eds. The Origins afMuseums: The Cabinet ofCuriosities in Sixteenth and 
Seventeenth-Century Europe. Reprinted North Yorkshire: House of Stratus, 2001. 

Schlosser, Julius von. Die Kunst- und Wunderkammern der Spiitrenaissance. Leipzig: 
Verlag von Klinkhardt & Biermann, 1908. 

122 



Objets de Curiosité, trans. Bénédicte Savoy. Editions Gallimard, 2002. 

Seelig, Lorenz. "The Munich Kunstkammer, 1565-1807." In Origins of Museums, Oliver 
Impey and Arthur McGregor eds. Reprint North Yorkshire: House of Stratus, 
2001. 

Smith, Jeffrey Chipps. Sensuous Worship: Jesuits and the Art of the Early Catholic 
Reformation in Germany. Princeton: Princeton University Press, 2002. 

Smith, Pamela and Paula Find1en, eds. Merchants and Marvels: Commerce, Science 
and Art in Early Modern Europe. London: Routledge, 2002. 

Stewart, Susan. On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, the 
Collection. Durham: Duke University Press, 1993. 

Syson, Luke and Dora Thornton. Objects of Virtue: Art in Renaissance Italy. Los 
Angeles:Getty Publications, 2001. 

Va1entini, Bernardo. Musaeum Museorum. Frankfurt: J.D. Zunner, 1704 

Wagner, F. "Artificiell und Curios. Die Kunst- und Wunderkammer der Sa1zburger 
Kirchenfürsten." Kunst und AntiquWiten 5 1983,42-48 

Walker, Mack. The Salzburg Transaction: Expulsion and Redemption in Eighteenth
Century Germany. Ithaca: Cornell University Press. 1992. 

Watteck, Nora. "Die Wiedergestaltung der Sa1zburger Kunst- und Wunderkammer." 
A1te und Moderne Kunst 139 1975,9-13 

Yates, Frances. Art of Memory. Reprint London: Pimlico Press, 1992. 

123 


