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WHY DID MICHAEL WILLMANN STUDY

PROPORTIONS OF CHILDREN’S BODIES?

SOME REMARKS ON THE ARTIST’S

NOTES IN THE STRAHOV LIBRARY,

PRAGUE

Andrzej KOZZ'Ei) Instytut Historii Sztuki Uniwersytetu Wroclawskiego,

Wroctaw

PROC MICHAEL LEOPOLD WILLMANN STUDOVAL PROPORCE
DETSKYCH TEL? UVAHA O UMELCOVYCH POZNAMKACH VE
STRAHOVSKE KNIHOVNE V PRAZE. Mezi Willmannovymi vlastnimi
pozndmkami, pripojenymi k vytisku tieti ¢dsti Riviova dila Der furnembsten
notwendigsten der gantzen Architektur angehirigen mathematischen und
mechanischen Kiinst eygentlicher Bericht und verstendliche Unterrichtung, se
nachdzeji cetné tabulky, podrobné zachycujici proporce détskych tél. Vanikly nepochybné
na zdkladé maliova systematického studia télesnych proporci déti riizného véku. Vysledky
priizkumu, uskutecnéného kolem roku 1677, zaznamenal Willmann v jedendcti tabulkdch,
obsahujicich méveni déti ve véku jednobo dne, t#i mésici, jednoho roku (dvakrdt), dvou

a t7i let, péti a pal voku, sedmi let, sedmi let a dvou mésici, tFindcti a patndcti let.
Willmannovo pozorovdni podnitila tieti Cdst Riviova traktdtu, kterd je kompilaci ti
italskych rané renesancnich pojedndni, prelozenych do némciny (druby dil Albertiho prdce
O malifstvi, spis O sochaftstvi od Pomponia Gaurica a Albertiho schéma idedlnich
proporci lidského téla). Na rozdil od Albrechta Diirera, kterého Gauricus inspiroval

k sestaveni obecné tabulky détskych proporci, se Willmann vybnul jakémukoli shrnuti
ziskanych vidaji; ponechal je naopak v oddélenych tabulkdch, jejichZ soubor nazorné
ukazuje, Ze détské proporce se pribézné méni, a proto nelze stanovit jednotny juvenilni
kdnon, nezdvisly na véku. Willmannovy malivské postupy i antropometricky charakter
jebo mévent vyvoldvaji domnénku, Ze pravdépodobné nemél v simyslu shromazdéené
informace prakticky vyuZzit jako ndvod k malovani lidské postavy. Ucelem jeho
systematického méreni bylo spis ziskani védomosti; povazovanych tebdy za nepostradatelné
pro ,,pravé“ umélecké vzdélani. U sedmactyFicetiletého Willmanna, ktery do té doby
absolvoval jen Cdstecné umélecké skolens, mobl byt tento zdjem reakci na proni
Rlasicistni® pojedndni v némeckych zemich — knibu Joachima von Sandrarta Teutsche
Academie der Bau-, Bild und Mahlerey-Kiinste, kterd vysla roku 1675 v Norimberku.

ALTHOUGH MORE THAN 10 YEARS have elapsed
since the notes written by Michael Willmann (1630-
1706) were discovered in the library of the Premon-
stratensian monastery in Strahov (Prague), these
notes still remain one of the least known documents
connected with the Silesian painter. Of the few dozen
pages included by Willmann with his copy of the
third volume of a popular treatise by Gualterus
Hermenius Rivius titled, Der furnembsten, notwendigsten,
der gantzen Architektur angehirigen mathematischen und
mechanischen Kiinst |...], the attention of researchers
thus far has been attracted solely by the final page.
That document contains a so-called family chroni-
cle, consisting of the dates of eleven occurrences in
the lives of the painter and his family.! The remain-
der of Willmann’s notes, comprising sets of painterly
and graphic formulae, as well as eleven charts of

measurements of children’s bodily proportions, has
hitherto passed unremarked. Although a working set
of technical recipes might well seem irrelevant for art
historians, these charts actually appear to represent
one of the painter’s more intriguing activities, reach-
ing beyond Hubertus Lossow’s claim that the artist
took an extreme interest in his own children.?

The measurements found in these charts are
undoubrtedly the result of systematic studies con-
ducted by the artist on the proportions of children’s
bodies as they changed over time. Willmann’s stud-
ies presumably were conducted around 1677, as the
first entry is dated January of that year. This entry
records the measurements of a boy aged 7 years and
two months, and was made, according to the title of
the chart, “nach meinem Sobn Michil Leopoldt.” The
chart heads a separate part of the artist’s notes de-
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voted solely to the studies of proportions. The study
includes eleven charts altogether, consisting of the
measurements of children aged one day, 3 months,
one year (twice), 3 years, 5 %2 years, 7 years, 7 years
and 2 months, 13 years, and 15 years. The mensura-
tion was conducted in a system wherein the basic unit
of measurement was the foot of the child being meas-
ured, divided into 10 degrees that in turn were subdi-
vided into 10 minutes. A straight line with a scale
corresponding to the actual length of the child’s foot
usually preceded the chart with the figures. In two
cases only did Willmann adoprt a different unit: the
measurement of a seven-year-old child was based on
the foot of an adult man belonging, according to the
chart, to Willmann himself. Similarly, the results of
proportion studies of a 15-year-old child were re-
corded in ells and inches, most probably by mistake,
which might explain Willmann’s eventual decision
to cross out these particular specifications.

umeniti XLVII / 1999

The crucial data recorded by Willmann in his
charts are the children’s height measurements. The
first measure to be included in a chart was usually
the measurement of the height of the body, “von Fuss
biff auff den Wirbel des Haunbtes,” followed by numerous
partial distances: from the foot to selected parts of
the body (the knee, the “parts of shame” or navel)
and in between chosen points such as the gluteal fold
and the head, or the navel and hollow of the throat,
or “freely” hanging arms and hands. The data con-
cerning bodily height were supplemented by only
a few measurements of width or depth of the chosen
body parts, such as the head, the hand or hips. In
only three of eleven charts — those concerning chil-
dren aged three months, 2 years and 3 years — are the
depth and width measurements comparable in their
scope and quantity to the height measurements. In
those cases, special attention was paid to the head of
the child. Not only was its total height measured
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(“vom Kin biff zum Her wackf”), along with partial dis-
tances between chin and mouth line, the tip of the
nose and “cornus” of the eye, but the width of the
nose and mouth, as well as the distance between the
ear and the eye or nose, were meticulously checked as
well.

Willmann’s immediate inspiration for such sys-
tematic studies on the proportions of children in dif-
ferent age groups must have been his acquaintance
with the third part of a treatise that he owned by
Rivius. This book, comprising chapters on painting
(“Vom rechten grund und fiirnembsten puncten recht
kiinstlichs Malens...”) and sculpture (“Von der Sculptur
oder kunstlicher bildung...”), together with a vast physio-
logus (“Der gantzen Phisiognomia kurzer aufizug...”), was
in fact a compilation of various early Renaissance Ital-
ian treatises translated in their entirety by Rivius into
German: the second volume of Leone Battista
Alberti’s work De pictura (1435); Pomponicus Gauri-

cus’ tractate De statua, published in Padua in 1504;
and fragments of an eatlier work of the same title by
Alberti distributed in the form of hand-written cop-
ies. Willmann’s interest seems to have been drawn by
Rivius’ considerations concerning the ideal propor-
tions of the human body: excerpts of the chapter on
sculpture about “rechte Simmetria in Menschliche Cor-
per,” as well as the chart Rivius included showing ideal
proportions of an adult person.* The artist’s interest
in this subject is evident on certain pages of the trea-
tise, profusely annotated on the margin with his own
hand, as well as by corrections made to the chart of
ideal proportions provided by Rivius: for example,
corrections to the measurement of the width of the
chest, and the addition of missing measurements such
as the measure of the distance between the nipples.®
The theory of human proportions by Gauricus
reported in Rivius’ text, as well as the chart of ideal
proportions given by Alberti, dealt exclusively with
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measurements presented by an ideal adult body. Both
systems disregarded the proportions of children,
which diverged greatly from such an ideal canon.
Rivius himself admitted this omission when he
stated: “Aber hie reden wir von erwachsnen gesunden
personen unnd nit von jungen Kindern, welcher gantze lenge
allein fier angesichter haltet. Dann wir dises orts nit willens
sind [...] was verendrung oder differentz gefunden wirt der
rechten Simmetria in Kindern, halb gewachsen, betagten
unnd gar alten personen, nach verendrung von anfang zu
endt yedes alters.” The following sentence seems aimed
directly to appeal to the reader: “So wir aber diese
herliche wolgeordnete Simmetria Menschlicher proportion
mercken unnd warnemen halten wir die nit unbillich fur
vorsicht und unweise so mit solcher grosser miihe und bichster
geferligkeit alle land aus lauffen etwas newes unnd frembde
ding zuerforschen die hohe des Himmels und tieffe des Meers
unterstehen zu messen und aber ires eygenen leibs rechte
mafS und Simmetria nit wissen oder mercken.”®

The above-quoted fragment of the treatise De
Sculptura by Gauricus, much distorted here in its Ger-
man translation by Rivius,” might have (according to
Robert Klein) inspired Albrecht Diirer to undertake
his own empirical studies on the proportion of chil-
dren.® In his theory of human bodily proportions
(1528), Diirer presented for the first time, along
with 13 ideal types of men’s and women’s bodies,
a complete chart featuring the body proportions of
a small child [1, 2].° Following in Direr’s steps, the
problem of children’s physical proportions was dis-
cussed in turn by the majority of eatly modern au-
thors who took up the issue of human proportions.
Among those who tackled the subject were writers of
teatises on sculpture and painting such as Giovan
Paolo Lomazzo and Samuel van Hoogstraeten, au-
thors of drawing primers such as Jean Cousin,
Crispijn van de Passe and Willem Goeree, and even
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some authors of the “Kunstbuchlein’s” then popular
in the German lands, such as Erhard Schén and
Heinrich Lautensack [3]." In general, those authors
confined themselves to reproducing Diirer’s canon
of children’s proportions or else referred to the more
simplified version published by Schon."

Willmann was most probably not acquainted
with the canon of children’s proportions published
by Diirer, nor with any of its later imitations or modi-
fications. In all likelihood, Willmann took as his sole
inspiration and starting point the above-quoted frag-
ment of Rivius’ (Gauricus’) text. The deliberate selec-
tion of the age of the children to be measured, start-
ing from the day of birth and finishing at adulthood
(15 years of age), in the rhythm of gradually increas-
ing age groups, seems to stem directly from a crucial
remark by Rivius (Gauricus) that the canon of hu-
man body proportions might fluctuate depending
on the particular age of a person. The means adopted
by Willmann for taking specific readings, as well as
his units of measurement, are directly patterned af-
ter the Albertian chart of ideal human proportions
published in Rivius’ tract.

Willmann’s decision to adopt the compilatory
work by Rivius as the basis for his own studies on
human proportions was not one of the most felici-
tous he could have made. Rivius, by adding to
Gauricus’ considerations on proportions the chart
of human measurements worked out by Alberti, com-
bined (in all probability unwittingly) two decidedly
contrasting theories of proportion. In Gauricus’ sys-
tem, based on a so-called pseudo-Varron’s canon, the
head figured as the basic module of measurement
and was understood to correspond to one-ninth of
the overall body length. The Albertian canon of propor-
tions, on the other hand, derived from an “exempeda”
formula, that is, from the division of the body longi-
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tudinally into six equal parts conventionally called -

feet. Moreover, Rivius published Alberti’s chart of
ideal proportions without repeating the description
of the “exempeda” method Alberti had originally pro-
vided in the preface to his treatise De statua. Owing to
that omission, readers not acquainted with Alberti’s
work in extenso were unclear as to the precise inter-
pretation of the unit “Fuf” as it appeared in the ac-
companying charts. Willmann used the unit in his
own studies in two ways: the measurements of one of
the children were made adopting as a unit of meas-
ure an adult man’s foot, but in the remaining cases
measurements wete based consistently on the foot of
the individual child being measured, which in effect
allowed Willmann to minimise a possible difference
of results gained by mensuration with the length of
an actual foor and an “Albertian” foot.

The claim that the length of a foot corresponds
to one-sixth of the length of an entire human body
dates back to Vitruvius, and it was corroborated by
Alberti. Rivius himself suggested adopting an actual
foot as a unit of measurement. In the former part of
his work, on painting, he provided information on
the module used in a “Vitruvian” canon of human
proportions: “Vitruuius der hochgelert un vast berumbt
Architectus Mensurieret die lenge Menschliches Corpers mit
schuben oder der fiifs lenge.”"?

4/ The canon of proportion of an (
adult man in motion
Reproduction: Albrecht Diirer, Vier Biicher
von menschlicher Proportion, )

Niirnberg 1528
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Availing himself of the measurement corre-
sponding to a real adult foot (most probably his own),
Willmann undertook to reconcile the two systems of
human proportions included in Rivius’ magnum
opus. Chosen points of Gauricus’ theory of propor-
tion were calculated by the painter into feet, degrees
and minutes, and the results of those measurements
were annotated in the margins of Rivius’ text.”® The
resulting chart of concordance encompassed 13
measurements altogether, related mainly to distances
on the head. These began with the overall length of
the head, a fundamental measurement for Gauricus’
canon of proportions (noted in margine “7 gr: 1 M”),
plus a measurement of one-third that distance (“2 gr
31/2 M”), and continued through such detailed
points as the length of the nose (“2 g”) and the height
of the forehead (“2 gr 2 M”). These data, together
with the Albertian chart of ideal human dimensions,
presumably constituted for Willmann a satisfactory
repository of basic knowledge about the proportions
of an adult, one upon which he could then build
with the results of his investigations into the body
measurements of children.

The final outcome of Diirer’s studies — initi-
ated, as it is generally thought, by his reading of the
treatise by Gauricus — was one general chart of child’s
measurements, which in fact constituted yet another
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typology of the human body. Willmann, though he
began from the same premise as Diirer, left the re-
sults of his empirical studies on children’s propor-
tions in the form of 11 separate charts showing meas-
urements at different ages. At the same time, he
refrained from commenting on this research. In fact,
his empirical descriptive studies, which had been en-
couraged by Rivius (Guaricus) as a means to modify
the ideal canon of adult body proportions, yielded
results unequivocally precluding the creation of any
single canon of body proportions for children that
could stand independently of age. The comparative
results included in the charts clearly indicate that
children’s physical proportions undergo continuous
change, gradually approaching an ideal canon as the
child reaches adulthood.

This correlation of proportions to maturity is
most clearly evidenced by the data collected by
Willmann on the ratio of head length to body length,
aratio fundamental to Gauricus’ theories. On the
day of birth the ratio is equal to 0,270; at three
months, 0,255; at one year, 0,247; at three years, 0,210;
at § 1/2 years, 0,181; at 7 years two months, 0,170; at
13 years, 0,137. It thus inexorably approaches the
figure of 0,117 (1:9) given by both Gauricus and
Alberti. The ratio of 1:4, or 0,250, indicated by Rivius
(Gauricus), which was supposed to describe as dif-
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5/Michael Willmann, Selfportrait
1682

Warsaw, Muzeum Narodowe

Reproduction: Michael Willmann 1630-1706

(exh. cat.), Salzburg 1994

ferentia specifica the canon of children’s proportions
and which Diirer himself repeated in his canon of chil-
dren’s proportions, was in fact shown by Willmann’s
data to correspond only to the proportions of a child
aged about eight months. The elaboration of a general
canon of children’s proportions would then be possi-
ble only by establishing an arbitrarily chosen period
of growth as normative for all of childhood. Willmann,
who had begun simply by putting into effect Rivius’
(Gauricus’) stipulation to verify an ideal canon of hu-
man proportions though descriptive studies, most
likely abandoned such an attempt.™

Willmann probably did not gather this relatively
vast store of knowledge about human proportions
with the objective of applying it directly in the con-
struction of human figures in his painting. Such
a conjecture is supported by our knowledge of
Willmann’s methods of pictorial composition,
based upon the technique of graphic “prototypes”
he learned during his studies in Amsterdam,” and
by the purely anthropometric character of the art-
ist’s studies. The compilation of Gauricus’ and Alberti’s
remarks on human proportions that Willmann had
read in Rivius’ book, as well as the results of his per-
sonal research, referred exclusively to the measures of
the objective structure of a human body viewed as
a static, three-dimensional, solid mass. Among the

BODIES?
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notes for Willmann’s studies, and among the extant -

drawings, there is no evidence of any attempt to ap-
ply those data about human proportions to the art-
ist’s needs as a painter. The only drawing found
among his notes on human proportions is a chalk
sketch of a boy resting his head on his arms while
leaning against a table top. This work bears no con-
nection whatsoever to the charts directly after it,
which contain the measurements of a seven-year-old
child.

It may be assumed accordingly that Willmann’s
creation of subsequent charts of human body meas-
urements was not accompanied by work on a cor-
responding planimetric system. Such a system would
have encompassed the drawings of side and back
“views” of a human body into a network of bodily
proportions, as well as a scheme for the planar con-
struction of a human figure in motion and in per-
spective, while at the same time respecting the em-
pirically determined canon of proportions [4].
Following the publication of Diirer’s treatise on
proportions, planimetric systems had become a de-
sirable element of any work devoted to the subject of
human proportions and intended for practical use
by painters or draftsmen.” The conversion of ana-
lytical knowledge about human proportions into
a coherent system of planar views remains even to-
day the basis for rules in contructing a human fig-
ure, as exemplified by lessons contained in early
modern drawing coursebooks on how to sketch the

WHY DID MICHAEL WILLMANN

STUDY PROPORTIONS OF CHILDREN’S

silhouette of a man.” Such a rational elaboration of
a human figure in concordance with the canon of
proportions was obviously foreign to Willmann. He
seemed to cherish the traditional workshop practice
of employing principally pre-existing graphic mod-
els showing specific views, which did not require the
painter to possess any additional knowledge about
mensuration. Why then did the Leubus artist so con-
scientiously study the issue of human proportions?
For lack of further supporting evidence in con-
nection with this unusual activity, we are left only
with conjectures. It is our contention that Willmann
undertook such systematic investigations simply to
further his acquaintance with a kind of knowledge
assumed in his day to be an indispensable element of
any “real” artist’s education. Following that reason-
ing, Willmann’s studies on human body proportions
might be seen as an attempt to enrich his incomplete
artistic education which, following a short stay in
Amsterdam about 1650, had never been crowned
with the intended trip to Italy. Reading Rivius’ com-
pilation of Italian Renaissance treatises, Willmann
must have come across those fragments of the text
which advised artists to learn thoroughly the pro-
portions of the human body. In the section devoted
to painting, Rivius (Alberti) strongly encouraged nov-
ice painters to study proportions from nature, assut-
ing them that “die Natur selber sich des befleisset das sie
alle solche mafi und Commensuration selber erzeiget und
berfur bringet..”* In those parts of the text dealing

BODIES?
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with sculpture, knowledge of human proportions was
presented, along with perspective, not only as the
basis of all the fine arts, but as an almost mystical
means of understanding the divine harmony govern-
ing the universe: “So wir nun diese wolgeordnete ver-
gleichung der proportz mit fleif§ betrachten wer wirt sich
solchs wunderbarlichen wercks nit hochlichen werwundern?
und gentzlichen fur ein sonderliche Gotliche schopffung
halten? aus welcher fleissiger betrachtung ein yeder wol
erachten kan was fleiff und grosse miihe jm von niten sein
wirt der solches wunderwerck von keinem Kiinstler sonder
von der ewigen weifSheit selber gebildet unterstehet nach zu
machen und das selbig leblich zu bilden das er in solcher
Simmetria und eygentilcher proportz nit feble oder yrre.”*
Besides stressing the intellectual merits of the study
of proportion, Rivius (Gauricus) made sure to turn
attention to its vital social aspect, continually em-
phasizing knowledge of the “proper symmetry” of
a human body: “..nit allein der Maler unnd Bildner,
sonder aller andren so sich in diesen kiinsten dben und
bearbeiten wollen ein gewisser grundt und trewer wegzeiger
ist [...] boch lob unnd hochberdmbten Namen souil nam-
haffter kinstreicher Maler, Bildner und Architecti erlangt
und so lang biff auch zu unsern zeiten und on zweiffel auff
lang Jar binfur erhalten und weiter anffbringen werden.”

The need for artists to gain adequate knowledge
of human proportions was also discussed by Karel
van Mander in a work written for beginning painters
in 1604, Der grondt der edel vry schilderkonst. Although
Mander gave relatively little space in his treatise to

the problem of proportions, and even warned future.

painters against excessive attention to measuring the
human body (“zu viel Messen niitzt den Malern wenig
oder nichts, da ibr Ziel gutes Malen ist...”), he neverthe-
less shared Rivius’ convictions concerning the need
to familiarize oneself with the proper symmetry of
a human body. Proportion, according to van Mander,
signified not only “ein schiner herrlicher Zierrat der
Natur” but also a law responsible for the existence of
“eine gewisse Uebereinstimmung der Glieder oder der
Eigenschaften entsprechend den Ordnungen der Gebinde,
so wie in der Kunst aufgestellt werden.”?* The role of
knowledge about proportions in painterly work was
discussed along similar lines in an anonymous opus
titled ”Discourse on noble painting”, which was an-
nexed by the translator to the German edition of
a work by Abraham Bosse, Der Radier- und Etzkunst...
(1652). In this essay, which Willmann also read, “die
Proportion oder Ebenmafs der Bilder” was listed as one
of the five elements which “zu einem vollkommenen
Kunstgemahl werden v. Stiicke erfordet.” Painters were
accordingly requested, “den Zirkel in den Augen [zu]
haben und alle Risse in gleichrichtigem EbenmafS mit kithner
Feder oder Pinsel zuvollfibren wissen.”*

One may logically ask, in relation to the hypoth-
esis presented above, why Willmann waited until
around 1677 to try to “complete” his education in
this manner. What made the artist who had for over
20 years been using the method of graphic proto-
types suddenly commit himself to systematic empiri-
cal studies of human bodily proportions? It is possi-
ble that Willmann felt spurred to undertake this
unusual activity by the appearance in Nuremberg in
1675 of the first volume of Joachim von Sandrart’s work,

umeéni xXLvil/ 1999

WHY DID MICHAEL WILLMANN STUDY PROPORTIONS OF CHILDREN’S

Teutsche Academie der Bau-, Bild und Mablerey-Kiinste. We
have pointed out elsewhere that Sandrart’s exclusion
of Willmann from his list of contemporary German
artists, whose biographies were included next to those
of “aller beriihmten Kiinstler” from antiquity to Sandrart’s
own time, diverged considerably from the opinion
Willmann held about his own artistic status.?* In spite
of the fact that the accessible sources do not com-
ment upon the aspirations Willman cherished at the
time, there are two traces which might help us detect
his long-term intention to have his biography and
effigy figure among the lives and portraits of “all the
famous artists”.

The first such trace is Willmann’s self-portrait
from 1682 [5], which stunningly resembles a portrait
of della Bella Stefano della Bella reproduced in
Sandrart’s book [6].° The similarities between
Willmann’s self-likeness and the portrait of the
Florentian engraver run so deep and entail elements
so crucial to the image itself that we may speak of
a conscious identification with the image of “a famous
artist”?® In the same year, Willmann set about the
realisation of his ambition, most probably upon hear-
ing that work had begun on the Latin edition of the
Teutsche Academie.... This inference is furthered by
a second piece of evidence: a congratulatory letter
Willmann sent at this time to Joachim von Sandrart.
The letter, written in an extremely flattering and ob-
sequious tone, arrived together with an ingenious
drawing depicting an Apotheosis of Joachim von Sandrart.
This deftly planned communication seems to have
produced the intended result, for Willmann’s biog-
raphy and likeness found their way one year later into
the Latin edition of the Teutsche Academie””

Willmann’s desire to see his own biography and
portrait among the lives and effigies of famous art-
ists of all times must have been accompanied by ap-
prehensions concerning insufficiencies in his artistic
education. Reading the current state of knowledge
about painting, sculpture and architecture as sum-
marized in Sandrart’s book — especially the connect-
ing idea given there of “Arte del disegno” — must have
made Willmann painfully aware of the limited extent
of his artistic education. His own knowledge, gained
in workshop circles of Amsterdam and Koénigsberg,
diverged from the accepted educational standards of
his times. Willmann may well have taken personally
the sharp critique Sandrart gave of Rembrandt: “[er]
bliebe [...] bestindig bey seinem angenommenen Brauch
und scheute sich nicht wieder unsere Kunst-Reglen als die
Anatomia und Maas der menschlichen Gliedmafen wider
die Perspectiva und den Nutzen der antichen Statuen wider
Raphaels Zeichenkunst und verniinftige Ausbildungen auch
wider die unserer Profession hochst-nohtigen Academien zu
streiten...”, given that his own art had been shaped in
the workshop of the Amsterdam master.?® This aware-
ness of the shortcomings in his artistic education
accompanied Willmann until the end of this life. For
instance, in a late letter addressed to Heinrich Snopek,
the abbot of Sedlec monastery, the master of Leubus
praised the skills of his step-son Johann Christoph
Liska, who had spent his apprenticeship in Italy, while
expressing regret at his own less than comprehensive
education in Holland.?
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7/Leonhard Heckenauer 11, Portrait
of Michael Willmann

Reproduction: Joachim de Sandrart,

Academia nobilissimae Artis Pictoriae...,

Niirnberg 1683

While criticizing Rembrandr for not being pro-
ficient in “Maas der menschlichen Gliedmaflen,” Sandrart
at the same time whole-heartedly recommended to
all artists the study of human proportions. Although
he included few practical clues in his short chapter,
“Von des Menschlichen Leibes Maf und Proportion”
— Rivius’ treatise, with its detailed Albertian chart,
was in this respect a decidedly better example —
Sandrart left no doubt as to the indispensability of
such an underraking. Proporrion studies supposedly
led to an understanding of the build of the person to
be depicted, as Sandrart phrased it, because “hat der
grofe bimmlische Werkmeister in Erschaffung des Menschen
die allergriste Vollkommenbeit bewisen und dessen Leib mit
verwunderlich-schoner Gestaltung an Gliedern Maff und
Form unvergleichlichzierlich und vollkommen ansgebildet.”
Therefore, Sandrart concluded, “Diese des Menschen
Gestalt und Proportion recht zu verstehen ist eines der
vornebmsten und nitigsten Studien von unserer Acade-
mie...”%0

The systematic studies conducted by Willmann
around 1677, encompassing the verification of the
ideal proportions of a human body as well as meas-
urements of children at different ages, could there-
fore be perceived as an attempt to supplement his
education with a certain knowledge (knowledge to
be furthered by his own studies) considered by
Sandrart as fundamental for a “German Academy
of Fine Arts”. At the same time, it bears repeating
that Willmann’s research seems to have been in-

tended not so much to gain useful information to
be incorporated into his own art, but rather to comply
with the standards for “genuine” artistic education set
forth by the author of Teutsche Academie. Willmann’s
knowledge, which neglected the achievements of
Diirer fundamental to the artistic study of propor-
tions, and which in all likelihood would have proven
unusable in actual pictorial practice, could not have
been for Willmann anything but an attribute of
pictor doctus. Although Willmann included his charts
with a set of several paintings and engraving for-
mulae — knowledge of paramount importance for
the funcrioning of his own workshop — their role
may be supposed to relate mainly to the artist’s
sense of self-confidence.

The knowledge about proportions that Michael
Willmann had achieved through self-taught disci-
pline, together with his own assurance of his great
talent and proofs of recognition garnered from
wealthy founders, undoubtedly contributed to Will-
mann’s high artistic self-esteem. This sense of self-
-worth must have been lofty enough for Willmann,
working as a provincial Silesian “Dorff-mahler” ' not
only to strive to have his biography and effigy printed
in the Latin edition of Sandrart’s Teutsche Academie,
but to amend his biography in crucial ways in the
notes sent to Sandrart in Nuremberg. As a result of
Willmann’s changes, the artist known to us from ex-
tant archival sources and works as an artist at the
Cistercian abbey in Leubus is transformed on the
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pages of the new Latin edition of Teutsche Academie
into a broadly educated court painter of Great Kur-
furst, Friedrich Wilhelm of Brandenburg.?? Could
the artist in Sandrart’s work image [7], with his
decorative wig, his jabot and a coat 4 Uantique, pos-
sibly allow himself to be ignorant in an area of un-
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Annex

Charts of measurements of the proportions of children’s bodies, made up by Michael Willmann on cards,
which were added to the copy of the third part of G. H. Rivius’ work “Der furnembsten notwendigsten der gantzen
Architektur angehdrigen mathematischen und mechanischen Kiinst eygentlicher Bericht und verstendliche Unterrichtung”,
Niirnberg 1547 (Strahovskd knihovna, Prague, Czech Republic, sign. AY XII 15). I would like to express my
sincere thanks to Anita Frank (Wroctaw), for verification of my transcription of Michael Willmann’s notes.

fol. 8r

Einer Theylung, nach dem fufl des Knaben von 7. Jhr undt 2. Monadt aldt, nach meinen Sohn Michil
Leopoldt abgemeRen, undt Halt diese maR, nach rechter Mannef grof des Handtes von 20 grh. lang, 8 grh. 2. m.

[a straight line about 18 cm long, divided into 10 equal parts, from which the first part from the left is
subdivided into 10 equal parts]

fuf  gr M.

Die gar gantze Hohe von fuss bifl auff den wirbel des Haubtes 6 4. -
Der Kopff von unter den Kin biff auff den wirbell 1 - 9
Von fuf auff bif in den Nabel 3 7 =
von fufd auff bifl Zur schamb 3

von fufl auff bifl unter dafl Knie 1 S 2
von der biff uber dem Knie - 3 3
Der fufl bil unten ein Knichell Hoch - 3 7
Auf dem Nabell, gleich den Zitzlin 1 - 4
Aufl dem Nabell bif§ inf HalBgriibell 1 4 ~
von fufd auff bifl unter die arschbacken ) 8 9
vom Haubt bif unter die arschbacken 3 5 7.
Der Hangende arrmen, biff Zur Handt 2 2.

von der Handt, dem glencke, bi in Ellenbogen - 9. 6.
oberhalb der Handr langk - 7.

Die Handt breit - 3 6

fol.9r
Fufl Eines 5 V2 Jihrig Knaben

[a straight line about 16,5 cm long, divided into 10 equal parts, from which the first part from the
right is subdivided into 10 equal parts]

fuf  gr M.

Die gantze Hochte, von fuf8 auff biff auff die scheitel 6 1 7
Der Kopff von unter den Kin biff auff den wirbel il 1 2
Von fuff auff, bifl Zum réhr, auch So viel bif} unter die nahfle 2 6 7
von fufl auff bifl inf8 Kniehe 1 6 3
gleiche lange Hilbe der Arm, ohn die Handt, bif an die brustan.
die Handt Haldt 7. gr. undt alfo lanck ist des fuf bladt
von unter dem Kinn, biff auff den Nabel, v. aufR Knie 7 3

2 5

von nabel inR halfgriiblein. 1 f. 6 gr. 4 M: / der HalR -
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Fuf§ Eines 7. Jahrigen Kindef.
[a straight line about 16,8 cm long, divided into 10 equal parts]

Auch ist folgnde auftheilung nach Meinem, al Erwakfien 3 Ehligen Mannes Hohe, Nach dem fuf grof
getheillet *....* sonsten *....*

fuf gr M.
Die gantze Hohe des Kindes Halt 4 - 8+
Der Kopft, von unter dem Kin, bif§ auff den wib. - 7,5
des fufles lang halt 6 5.
breite des fufles 2 6
Hoéhe von d. Erden, bif unteren inf8 Knie 1 = 6,5
Hoéhe von d. Erde bifl Zur scham 1 9,
Hoéhe von d. Erde bif§ in den Nabel 2 2 8
Hohe von d. Erde biff inf halfgriibel 3 1 7
DaR Armelin Zum d. Apel bif Zur hadt Hanged 1 2 4
DafR ober theil das 4rmli*..*, bif Zum Ellenbogen. gr. - 8
auch so lang biff den die finger an d. hand
D. unter theil des drmlies, von Ellenbogen Zur hadt - 5 5.
Die Handt lang 4. gr. 2 M: halb so vil ist die breit
ohne des *..*unen, undt so vil der finger lang - 2 1
Vom Kin bif8 Zur Naf}, auch so vil die ober 2 theil iedes = 2
Das Haubt Zu beiden schliffen breidt - 4 2
breite oben die Apel von so*..*en 11
Zur den henden - 7 4.

<+ nach des Kindes fuf§ aber, Halt die gantze lange von fuf
auff die Scheitel - 6. fuf}, undt 3. grad. >

fol. 10 r

4. Kindef fuf eines Tages alt

[a straight line about 7,8 cm long, divided into 10 equal parts, from which the first part from the right
is subdivided into 10 equal parts]

fufR gr M.

Die gantze lingte vom Haubt biff zum fuflen soll sein
Das Haubt von unter dem Kin bif8 auf den wirbel

von fuf auff bil Zur scham

von fufl auf biff Zum nabel

von fufd bifk inf§ Knie

vom Nabel an bif inf8 hal8griiblin

das gantze drmlein biff zur Spitze des Finger

von dem Ellenbogen bif zum glenck d. Handt

N =N == W=
NN A~
w

Die Handt ist langk 7- 4
Daf fifllein breit, gleich der Handt 4 3
Die dicke im Knie, die breit 5 4
Die breite in der Hiifte, d. lenden 1 4 7
Die dickste breite im Leibe 6 -
Die wirtz. d. Zitzlin von einand. i - -

4 7

DaR drml: dick, die der Elen bogen

[from one side of the chart a perpendicular line running the whole page]
<Diese Linii ist der Mutters haubts lingte>
[beside a perpendicular line about 23,1 cm long, divided into 10 equal parts]
<DiR andere ist die lingt der Fu8.>
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fol. 10 r
4. FuB einef virteljihrige Kindef§

[a straight line about 8,3 cm long, divided into 10 equal parts, from which the first part from the left
is subdivided into 10 equal parts]

fufl

b
=

Dafl Haubt von der Scheitel bif unters Kin

Die gantze langte vom Haubt bif§ Zur solen

von fufl auff bifd in der Nabel

vom Nabel bi8 auff die Scheytel

von Fufl auff bif zur Scham

von fufl auff bif} inf Knie

von der fersch bif§ auffs fubladt hohe

Hochte auff dem Nabel bif8 gleich den brustlin

des Armlin Von des Handt bif in den Ellenbogengriib. =

Von den bif auf die acRel

der gantze hangende armen ohne die handt 1

die langte der Handr

folget die breite, von d. rechten Zur lincken

Daf Haubt in den schliffen 1

unter den drmlin, die bruf bredt 1

Zu beyden schultren ad. achfelen 1
1

— N W W oy =
A A
NN

AN 0O 0 W N
WL AN sk

N

w

in den Hufften

oben da d. bein am dicksten
in dem knie =
in dem waden . =
unten in den knichtlen -
der breite fuf voren -
die sohlen hinten =
Daf irmlin ober der handt =
in mitel des armlin auch oben

zu unterste an der handt

Daf Haubt dick 1 f: 4 gr 3 M:/ Nacken u. Kinlin

der rucken und brust 1 f: 1 gr. 8 M: daf drmlin oben

vom Nabel zu Heu*...* 1 f: 3 gr: den bein zum arschbacken
im Kine. 4 gr 8 M: in der wade zum schinbein

zu untersten armfufllin

v W

b= =
Al BAPWAWONOKNOEAOWONRM

AR N o

<Dafl angesicht biff Zu dem harwachf, 1 f. 1 gr. 4 M.
Von unteren Kin bif§ mittel inf§ aug 6 gr. 8 M.
biff unter die Nafle 4 gr. 4 M:
bif in den Mundt von der Naflen 1 gr. 6 M:
Dafl Ohr gleich dem Naf§ v. augbrauen
die augbraen stehen in Mittel da Haubtef 8 gr 2,5 M:>
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fol. 11 r
Fuf Eines Jihrigen Kindes,

[a straight line about 10,5 cm long, divided into 10 equal parts, from which the first part from the left
is subdivided into 10 equal parts]

fufl

3
S

Dafl Haubt, von d. scheitel biR unters Kin

Die gantze langte, von Haubt biff Zum fiiflen

Von fuff auff bifl in d. Nabel: u. so hoch bif Zur scheitel
Von fuf auff biff Zur scham, auch so weit von oben scham
Von fufl auff bif} inf Knie

sitzend bif unter d. Knie, von den fulsohlen

auch so lang von hinten den arschbicken biff zum von Knihen
nach diese *...* auf der scham in den Nabel

aufl dem Nabel in8 half grublin

von fuf} auff bif uber die Hufften

von d. schulter in den Ellenbogen

von Ellenbogen biff zum Handt - - auch so weit

aufl dem Mittelen drmlin, biff unter die drmlin

die Lingte der Handt

die breit unter den Ermlin

die breite in der Huffte

von fornen def bauchs, biff hindten def riicken

=N O =
AN h = O n
E S I & T B [

[ S I |
NN WA N | L»n oo
Nl 0o s W I o

— |
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fol. 11 v
Fufl auf Zwey Jihriges Kindefl

[a straight line about 11,5 cm long, divided into 10 equal parts, from which the first part from the left
is subdivided into 10 equal parts]

fufl

%
=

\S]

Die gantze lengte, Von fuff biff auf die schiitel
Dafl Haubt, von d. scheitel biff unter Kin
Hohte von fufd auf biff in den Nabel +

Von fufd auf bif} inf HalBgriibel

Von fuf auf biff Zur scham

Von fufl auf bif inf} Knie

bif auf den fufl

Der hangende arm von d. Astel biff Zur Handt
Von der Handt bif8 in Mittel des drmlin glanck =
die langte der Handt, - die Halft deren Zur finger -
folget die breit von der rechten
zur linken,

breite ober die AchRelen

die breite der brust

die Zitzlein von samen

breit in der Hufften

oben da d. bein am dicksten
im Knie

Zu unterst dafl bein

die breite def fufles ‘ =
breit in miten defl irmlin =
ober der Handt -
die Handt breit ist gleich der fuf -
breite d. Haubt in den schliffen .
folget von hinten, biff zu fornen,

Dafl Haubt in d. sti*..*ren, bifl zu hindersten 1
der Half -
der Schulter v. d. riicken bif zur brust =
im bauch vom Nabel biff zu hinten

von irschbicken biff d. ober bein =
d. bein oben Diichs unter den billen —~
in dem Knie =
in der wade bif inf8 schin bein =
zu unterst d. beinlen ober dem fuf} =
Daf irmlin oben bey den achsselen -
dafl unter drmlein =
Dauht an der Handt =

*
*
*

WG ST G RN
LGN R0 K
(93] w

N W W NN

| B e
N

PRNREREWNANNTN N
T

ISISSIEN [ I

MO AWAPRANRRLOONN
N = A g0 WR W W

<+ von den Nabel zu gleich den bristlin hoch 1 1gr:
Daf angesicht vom Kin bifl zum Her wackf 1 f1 gr
vom Kin bif§ inf8 Auge 5 gr 7. M: d. aug lang 1 gr S M:
vom unter Kin biff unter die Naf: 3 gr 7 M:
vom unteren Kin bif an die unter leffts 2 gr
der Mundt sambt den ober leffts 1 gr
von dan biff zur nafle auch 1 gr
die Nafe breidt 1 gr 7. M: hoch 1 gr - 1 M:
der Mundt weite 2 gr 5 M:
daE ohr ist gleich den augbraen von d. Nafe 3 gr 7 M;
7 gr hinten die ohren *.....* me*.* F
F d. ohr vom auge 4 gr.>
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Andrzej

Koziet - WHY DID MICHAEL WILLMANN STUDY PROPORTIONS OF CHILDREN’S BODIES?

fol. 12

Auf Theilung Einer 15. “Jihrige™ Jung f, Nach

der Ellen Undt Zoll geweichtet.

Ell gr Zol
Die gantze Hohe od. Lingde sol sein 2 2 3
Daf} Haubt, von oben dem wirbel bif§ unters Kin - 1 3,5
Dafl Haubts von oben zu beiden schliffen - 1
Die breite oben der Apel - 2 1,5
die den Hufften v.d. lenden =
die hangende arm von d. apel, biff zum Ellenbogen 2 1
Dafl ander Theil biff zur Handt - 1 35
sitzende von hinten, biff auffs Knie 3 2
sitzende, von ober Knie biff zum sohlen 3
der fufl langke - 7 3.
der Handt breit 3 1/4 Zollen, langk - 6 s
- S s

sitzende, bif$ auff d. Haubt

[the chart is crossed out]
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Andrzej Koziet - WHY DID MICHAEL WILLMANN STUDY PROPORTIONS OF CHILDREN’S BODIES?

fol. 12 v
Fuf Einer 3 Jihriges Kindes
[a straight line about 13,8 cm long, left half is divided into 5 equal parts]
fuf  gr M.
Das Haubt, vom oben bif Mitl: d. Kin 1 2 3.
vom Kin bif in die aug winckell = 5
vom Kin biff unter die Naf3 - 3 5
vom Kin biff inf8 Maul, undt wider umb gleich so
lang die Naf, undt disser Zweytheill ist die
stirnen von d. naff hoch. den maul lang Ein Theil - 2 2
Daf Niflin breit - 1 8
die gantze linge od. héhe ist 5 8 4.
von d. Erdt biff unter die schamb 2 3
Undt bif in den Nabell 3 = 7
vom Nabell inf HalRgriibell 1 5. :
Vom Halfgriiblin bif zu Zitzlin - 5 6.
Von Zitzlin unter die arm héch = 1 2
den HalB8gen lang von Halfgrubel - 3
von fufl bil mitte infl Knie 4,
des fiiflleis hohe o 3
daR gesicht gleich d. schléffen breit - 7 5
Undt von d. stirnen bi. hinten zu, ein fuff. 8 gr R N 8
d. HilBgen dick 5. gr die breit aber wE 5 s.
in d. beifl breit unter d. armlin 1: 1.
die Zitzlin von samen - 6 S
die dicke brust und riick - 8 2
in den Huffte am brusten 1 2 5
aufl dem Nabell bif hinten zu 1 = 5
Oben d. bein dick von foren - 6 7.
- mitten den Knie .4,5 gr in d. wade, auch d.
fuflin breit. 4 gr. uber d. Knihelln - 2 8
von arschbacken biff vorren auffs dicke bein 7 4
daf bein unter den arschbacken von hinten bif foren - 5. 5.
Der Knie Ellen bif§ forn dem Knie = 4 3
von d. wade zum schinbein 4 gr, uber d. fersch - 3 3
von der fersch bifl aufs fufl bladt - S
Der rucken breit unter d. armen 1 2 S,
in den schultern breit 1 S 9.

in den weiche 1 f. 1 gr, 3 M:
d. unter theill des 4rm ist von d. Handt lang
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Andrzej Koziet - WHY DID MICHAEL WILLMANN STUDY PROPORTIONS OF CHILDREN'S BODIES?
fol. 13 r
Zwey Jihres Kindes fuf, daff 3 Haubt leng

[a straight line about 11,7 cm long, divided into 10 equal parts]

fuf  gr M.

vom fufl bif} in Nabel

Sitzendt biff auf die Achsel

Von hinten bif forn aufl End def Knief
Vom fuf bif auff Knie

Von der Achsel bif§ unter den Elnbogen.
Von Elnbogen biff an die Hand.

Die breiten unter den armen

B = b= = = DN W
Qo
*
*

Vom fufl biiff unter d. gesif} 1 N
NB. d. Haubt Ein Halben grad weiger von d. stirnen bif§ b
hinten, alf die lenge ist, zwischen beiden schliffen
die breidt. hat des fusses leng 10 gr

[the column “M” is illegible because of the damage of the page]

13. Jihrig, daf Haubte Lange v. 10 gr
[a straight line about 14,8 cm long, divided into 8 equal parts]
fu  gr M.

von die stirnen bif§ zu hinten d. Haubt - 8 o
Die gantze Hohe von fuf auff biff in wirbell 74 3 *
Von fuf auff bif} in d. Nabel 4 S ¥
Von fufl auff bif in inten des Knie 2 L5
Die lenge des fufles il 1 ¥
Die sohle am breitest - 3 ity
Von d. Achsell bif in Ellenbogen 1 4 ®
auch so lang biff an die finger Handt.
sitzendt v. hinter biff dem Knie 2 2 hE
sitzendt biff auffs Haubt 3 4 L
sitzendt biff auf die Achssell 2 4 g

[the column “M” is illegible because of the damage of the page]
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