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1   Johannes Kepler, Galileo Galilei, Albrecht of Wallenstein, Giovanni Pieroni and others

The tempestuous progress of science in the dawn of the early modern times is interconnected with the economic development of society and the growing prestige of science.  Science, including astronomy, was seen as an inseparable part of culture.  The changing view of the world attracted the interest of contemporary artists and had an impact on their work.  Support for science – again including astronomy – on the part of those in power (eg. Rudolf II in Prague or Wilhelm IV of Hesse in Kassel) sometimes stemmed from their personal interest, but above all from their awareness of possible benefits from its direct and indirect results and often also from a need to create an impression.

Interesting evidence for the interconnection of important scientists, artists and political figures at the beginning of the seventeenth century is provided by the astronomical subject matter in the decoration of the Wallenstein Palace in Lesser Town (Malá Strana)  in Prague. The Commander-in-Chief of the imperial forces, Albrecht Wenceslas Eusebius of Wallenstein (1583-1634), who became the last employer of the imperial mathematician, Johannes Kepler (1571-1630), had this palace built in the 1620s.  Wallenstein built the palace in many respects following the model of the Rudolphine form of Prague Castle, showing his delusions of grandeur and desire to impress.

1.1  Astrology and the relationship of Johannes Kepler and Albrecht of Wallenstein  

During his longest stay in Prague (1600-1612), Johannes Kepler published inter alia two works dealing with astrology.  The first, entitled De fundamentis astrologiae certioribus (On the more certain foundations of astrology) and dedicated to Petr Vok of Rožmberk, was published in Prague in 1601.  In it Kepler rejected astrological practices based on the position of planets in the signs of the zodiac and astrological houses (which is the basis for birth horoscopes), but allowed for the possibility of physical cosmic influences (for example, of aspects, i.e. certain mutual planetary positions) on terrestrial events, particularly on meteorological phenomena.  As in his early work Mysterium cosmographicum, Tübingen 1596, and in many of his later works, he proceeded from his conviction of the harmony of the world, i.e. the profound significance of geometrical symmetries for the behaviour of matter.  Kepler then developed his ideas in his work Tertius interveniens, written in German in Prague in 1610, where he enters into the dispute between the advocates and opponents of astrology by his definition of a third way, a sort of ‘physical astrology’ (or astro-meteorology).  Other works of his show Kepler’s rationalist view of astrology, which on the one hand he did not take seriously in its mystical form or as a causal factor in terrestrial phenomena or as having prophetic meaning, but for which on the other hand he attempted to find a factual base and which he finally operated actively himself.
 

In his work Phaenomenon singulare seu Mercurius in Sole visus (Singular Phenomenon or Observation of Mercury in front of the Sun), Leipzig 1609, Kepler describes, for instance, how when a particularly fierce storm occurred in Prague on 18/28 May 1607 he reacted immediately by studying the aspects of the planets and forming a hypothesis that this phenomenon could relate to the transit of Mercury across the Sun, which he then proved by observations.
  From Kepler’s work Gründlicher Bericht von einem ungewöhnlichen Neuen Stern, welcher im October ... 1604 Jahrs. ... erstmahlen erschienen (Detailed Report on an Unusual New Star, which appeared for the first time in October 1604), Prague 1604,
 it is clear that he was well aware of possible psychological effects of astrological forecasts, which can lead to their fulfilment by their motivating or demotivating impact.

From this point of view, the case of the famous horoscope which the then not particularly influential Albrecht of Wallenstein ordered anonymously from Kepler in 1608 is especially interesting.  In it Kepler provided an accurate and unflattering picture of Wallenstein as a ruthless careerist.  In view of Kepler’s social contacts it is not surprising that he could identify his anonymous customer and Kepler made no secret of his abilities to play a magic theatre for one who was ready to believe him.  Taking a similar detached view, Kepler describes observing through a small camera obscura, which he arranged for the amusement of those around him: "I had an unconventional procedure for certain observations, which I ... used a good deal in Prague.  Whenever people came to watch me,  ... I restricted the approach to daylight, prepared a peephole from a very small aperture and hung a white material on the wall.  When I did this, I attracted onlookers.  These were my habits, my rituals.  Do you also want signs?  I wrote in capital letters on a black board in chalk what I thought was suitable for spectators.  The letters were arranged backwards (look, a magic rite!), as Hebrew is written.  I hung this board outside under the sky in the sun so that the letters were upside down, so, as I wrote before, the display on the white wall was correct, though the breeze outside made the board flutter and the letters swung to and fro on the wall inside with a light movement."

After the death of Rudolf II, Kepler’s and Wallenstein’s paths diverged, but the powerful impression of the horoscope produced by Kepler guided Wallenstein in his breathtaking rise and his final fall. From the extensive literature devoted to Albrecht of Wallenstein
 it is generally known that Wallenstein had a limitless belief in astrology, which is shown as a strange deviation in the behaviour of an otherwise rational and coldly calculating politician.  This of course does not have to be at variance with the consistency of his personality.  He thereby made a spectacular show of the interconnection of his person with the stars, and justified his atypical career to himself and those around him.  From a family of minor Czech Brethren aristocracy in a re-catholicising empire he managed to become the highest grandee after the emperor, from a deserter from the Estates army the commander-in-chief of the imperial forces and one of the most influential politicians of his time. This aroused a hatred and jealousy of which he was well aware; in fact his motto, which he had stamped on his coins, was the words invita invidia, i.e. `envy invited'. At a time of belief in astrology he had his support; he showed that he had his own lucky star, and that even though he had not been called by his birth to occupy a leading position in the empire a coincidence at the moment of his birth predestined him for this position.  This irrefutable given fact was to strengthen his supporters and frighten his enemies.

In his travels as a young man (1600-1602), Albrecht of Wallenstein got to know Italy and became an admirer of its culture.  Italian officers occupied leading positions in his army; the engineer and colonel Giovanni Pieroni held an important position at Wallenstein’s court.  Pieroni, as Wallenstein’s respected advisor in Prague, also played an important role together with many Italian artists in the construction of the Wallenstein Palace.  The astrological and astronomical subject matter in the decoration of Wallenstein’s impressive residence in Prague also comes from Pieroni and his circle.

At the end of 1627, Johannes Kepler
 came to Prague from Ulm and presented his newly published work Tabulae Rudolphinae (Rudolphine Tables), Ulm 1627, to Emperor Ferdinand II.
  Kepler got to know Pieroni in Prague, and Pieroni participated in Kepler’s astronomical observations performed in the Royal summerhouse garden
 with a sextant of Jost Bürgi (now kept in the National Technical Museum in Prague).  It is possible that it was Pieroni who led Kepler to the idea of entering the service of Wallenstein (which he did at the end of April 1628), or conversely gave Wallenstein the idea of employing Kepler.

Interest in astronomy linked Pieroni and Kepler later too; for example, in a letter of Kepler dated 2 March 1629 sent to Johannes Remus Quietanus, Kepler states that Pieroni told him the height of the pole in Rome (altitudinem poli), i.e. the latitude of this city, because Kepler needed to know the geographical coordinates of certain selected cities
 for his calculations at that time. 

In contrast to the tolerant climate of the rule of Rudolf II in Prague, when Kepler was able to form theories freely there in the first decade of the 17th century working with scholars of all confessions, in the 1620s pressures in Prague to re-catholicise and the personal difficulties arising from these which repeatedly dogged Kepler were already intensifying.  Prague lost its Protestant intelligentsia, who went into exile, and Catholics came in their place, mainly Jesuits.  Kepler, as a Protestant refusing to convert, felt insecure in Prague, as he also did elsewhere in the hereditary imperial lands.   Wallenstein’s position was partially able to shield him; the most secure option for him was to accept Wallenstein’s offer and withdraw to the seclusion of his estate in Sagan.
  Kepler spent the last three years of his life there.
 

The service of the renowned imperial mathematician lent a gloss to Wallenstein’s court.  Wallenstein, however, managed to use and appreciate only Kepler’s astrological calculations.
 The only request he made of him was to improve the horoscope written in 1608, which Kepler recalculated in accordance with the Tabulae Rudolphinae, and specified the time of Wallenstein’s birth.  Wallenstein also asked Kepler to calculate information for him from his horoscope on his opponents, which Kepler avoided, aware of possible consequences.  In contrast to Pieroni, Wallenstein did not appreciate and clearly did not understand the main significance of Kepler’s scientific abilities.
  Besides Kepler, Wallenstein also employed a court astronomer named Jan Křtitel Seni (Senno),
 who was also in the pay of conspirators against Wallenstein.

In the collected works of Kepler we find letters
 exchanged between Kepler and Albrecht of Wallenstein.  There are nine letters in all from this period.
  Kepler often mentions Pieroni in them, but unfortunately without a wider context.

1.2  Influence of Galileo on Pieroni and his collaborators 

Before dealing in greater detail with the astronomical motifs in the iconography of the decoration of the Wallenstein Palace let us acquaint ourselves with their originators.

1.2.1 Giovanni Pieroni

Giovanni de Galliano Pieroni (1586-1654) was born in Florence, where his father Alessandro (1550-1607) was an architect at the court of the Medici. Giovanni was a pupil of Bernardo Buontalenti (1531-1608).  He became friendly with the astronomer, mathematician and physicist of the Tuscan Grand Duke, Cosimo II di Medici, Galileo Galilei (1564-1642), with whom he continued a correspondence even after he left Florence.  In 1608 he obtained a doctorate in law in Pisa.  Like Galileo, Pieroni also wrote a work on constructing fortifications (Trattato delle fortificazioni moderne).  He was also an architect, mathematician and astronomer, and famous as an astrologer and author of horoscopes.

When in 1620 Emperor Ferdinand II (1578-1637, reigned from 1619) asked his sister, Maria Magdalena Habsburg (1589-1631), the wife of the Tuscan Grand Duke Cosimo II di Medici  (1590-1621), to send a specialist in constructing fortifications,  Pieroni was recommended to him.  Pieroni first went from Italy to Vienna.  His young assistant, Baccio del Bianco, also set out on the journey with him. Bianco was a versatile artist, painter and draughtsman.  In his autobiography, written in 1654, Bianco provides interesting evidence concerning Pieroni, whom he describes as an ‘astrological architect’, and concerning their work together in the service of Wallenstein.  The first record of Pieroni’s stay in Prague is from the autumn of 1622.  He soon met Albrecht of Wallenstein there. In Bohemia – as in Vienna (and Trieste, where he rebuilt the castle on the citadel) – Pieroni designed a set of fortifications (in Prague these were fortifications in the vineyard under the castle, fortification of Petřín and Vyšehrad and plans for fortifying Malá Strana, and in Brno he concentrated his activity on Spielburg, and also rebuilt the fortification system in Bezděz), but also took part in civil works: at the wish of Count Collalta he rebuilt the castle chapel in Brtnice. The foundation stone for the rebuilding was laid in 1629.  As J. Krčálová writes, on that occasion Pieroni calculated on parchment "for future mathematicians very exact positions of the seven planets", which became part of historic papers.
  He also transformed the palace of Count Collalta in Vienna, added a new part to Wallenstein’s castle in Jičín and the church of St. Jacob there, and designed the garden and Sala Terrena of the Wallenstein Palace in Prague, perhaps including the riding school.  At some time in the 1630s Pieroni moved from Prague to Vienna, where he devoted himself among other things to astronomy.

Pieroni also maintained a lively correspondence from Prague with the court of the Medicis and informed it about political, military and cultural events in Prague.
  He also acted as an intermediary between Johannes Kepler and Galileo Galilei; for instance, he sent Galileo Kepler’s Tabulae Rudolphinae
 and three years later promised to send him Kepler’s  Somnium seu De astronomia Lunari.

Galileo on the other hand asked Pieroni to have his work Dialoghi delle nuove scienze published in Central Europe and dedicated to the Emperor.
  The Czech Society of Jesus sympathised with Galileo to a significant extent,
 even at the time of his well known trial. Rodrigo de Arriaga shows this clearly in his work Cursus philosophicus in 1632; he did not have to change his standpoint even after Galileo’s trial ended (22 June 1633).
  A second example was the Italian, Valerian Magni,
 who succeeded in convincing the Archbishop of Olomouc, Cardinal Dietrichstein, to lend his authority to support publication of the manuscript of Galileo’s work Discorsi e dimostrazioni matematiche in the Czech Lands.
  There would certainly have been a courageous conclusion, especially in that Valerian would have done this shortly after Galileo’s conviction. Had it not been for the sudden death of the Cardinal (1636), it would clearly have been published.  So Galileo’s work did not come out until two years later in Leiden.

1.2.2 Baccio del Bianco

The Florentine, Baccio del Bianco (1604-1656), studied from his early childhood under Giovanni  Biliverti,
 but was also influenced by Vincenzio Bocaccio, who came to Florence from Rome as one of the best students of the painter and architect, Lodovico Cigoli.
 

Baccio del Bianco began to work in Wallenstein’s service some time in the autumn of 1623, and and he started his way back to Florence about a year later, in the autumn of 1624.  He spent some time in Milan and there is evidence that he was living in Florence already in February 1625.
  His work in the Wallenstein Palace did not last very long, a year at most.

It is assumed that a number of artists took part in decorating the palace.  Baccio del Bianco, whom the literature states as the author of the painting works in the palace (the ceiling fresco of the Main Hall, the figure paintings and the most important parts of the decoration of the St. Wenceslas Chapel, the Astrological Corridor – including personifications of the continents, the Audience Chamber, the Mythological Corridor etc.), was certainly one of the leading artists employed by Wallenstein. Analysis by art historians shows that the works in the less important places and the decorations were also entrusted to Baccio’s assistants  (perhaps including the signs of the zodiac in the Astrological Corridor, in which however it is difficult to recognise the author’s hand).

Decoration of the Sala Terrena was done by Baccio’s successors.  In contrast to Baccio del Bianco, Giovanni Pieroni remained in Prague up to the end of the 1620s, when the palace was completed.

2   Decoration of the Wallenstein Palace 

The remarks that follow relating to the astronomical/astrological decoration of the Wallenstein Palace, aim to summarise the findings contributed by research to date, to incorporate the ideas communicated orally by Z. Horský on this topic, which he was unable to work out in detail and publish, and finally to offer a number of new insights.  From the point of view of astrological symbolism what is called the Astrological Corridor of the palace is the most interesting.  For a full understanding in connection with ancient mythology, however, it is necessary to take into account other areas of the palace as well, particularly the Main Hall, the Audience Chamber, the Mythological Corridor, the Sala Terrena and others.

2.1  The Main Hall of the Wallenstein Palace 

The most impressive part of the palace is what is called the Main Hall, extending across two floors of the west entrance wing of the palace. Albrecht of Wallenstein is depicted, in the middle ceiling fresco as the god of war, Mars, riding in a war chariot drawn by a team of horses.  On his head shines an eight-pointed star,
 which not only emphasises the divine identity of the main figure, but also symbolises Wallenstein’s belief in his lucky star, which raises him to the status of a god.  We can see this succinctly expressed idea of Wallenstein’s star in many places in the palace.

2.2  The Astrological Corridor

The astrological and astronomical content is expressed most clearly in the decoration of the Astrological Corridor of the palace.

The mannerist to early baroque decoration of the Astrological Corridor
 was started in 1623 and probably was completed fairly quickly.  The corridor,
 linking the north and south wings of the palace to the east side, is 21m long and 3.5m wide.  Along the sides it always has seven alcoves.  The west alcoves lead to a courtyard and have windows; the first and last alcoves of the east side also have windows  (the last one leads to the garden).  The pillars between the alcoves and other areas are decorated with rich gilded decorative stucco (stylised faces and busts), and the partitions are formed by mouldings and pilasters.
  The front walls are 6m high and in the middle of them are entrances to the corridor; the third entrance is in the middle alcove of the east wall.  The original floor was of brick tiles measuring 16.5 x 16.5 x 3.5 cm.
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Fig.: The arrangement of the Astrological Corridor.

2.2.1 Planets

On the wooden barrel vault, made of stucco fixed to the panelling, are seven ceiling frescoes on the longitudinal axis of the ceiling showing the planets personified as ancient gods (from north to south): the Moon (Luna)-Diana, Mercury, Venus, the Sun-Helios, Mars, Jupiter and Saturn.  The figures have their heads facing to the west and their feet to the east wall and are either standing  (Helios) or sitting (the rest) on Roman chariots drawn towards the north face by their respective teams of animals, which we describe below.

The planets are depicted either in an oval cartouche (the Moon, Venus, Mars and Saturn), or in an octagonal cartouche  (the planets Mercury, the Sun and Jupiter), which alternate regularly.

Along the sides of the planets, i.e. under their feet and over their heads, are the signs of the zodiac in rather narrow oblong frescoes (depicted as zodiac constellations, in a form traditional from the most ancient times in manuscripts, in old prints and on globes).  The signs are again in oval or octagonal cartouches, always of the opposite form to the planet that belongs to it.

The Moon has the form of the goddess of hunting, Diana (Artemis), i.e. a female figure with a bow in her right hand.  She is riding in a chariot drawn by two stags (which is the usual attribute of Diana – huntress), and above her head has a crescent moon with the small horns turned upwards (like a small boat).

Mercury is depicted as the god Mercury (Hermes), i.e. with a winged helmet and a mace, in a chariot drawn by two grey doves.
  He has a white six-pointed star on his head.

Venus is sitting in a chariot drawn by two white swans, which are her customary attribute, and has a horn from a shell in her right hand (like some sea goddess from the decoration of the Sala Terrena).  Standing in front of her in the chariot is a small Cupid (Eros) with his eyes closed and stretching a bow with an arrow.  Above Venus’ head is a white eight-pointed star, through which leads a reverse crescent of a planet.

The Sun is depicted as the god Helios with shining rays around his head, standing in a chariot drawn by a team of four horses.

Mars is depicted as the god of war, Mars (like Mars in the Main Hall, in the Sala Terrena and elsewhere and he has Wallenstein’s features here too), in armour and a helmet with a crest, and is carrying a lance in his right hand and a shield in his left hand.  He is sitting in a chariot drawn by pair of bay horses.  Over his head he has an eight-pointed star of a reddish colour.

Jupiter, the god of thunder Zeus, is holding a thunderbolt in his right hand. He is riding in a chariot, to which two black eagles are harnessed.
  Above his head Jupiter has a white twelve-pointed star and above these are four smaller stars.

The planet Saturn is depicted in the form of the god Saturn (Kronos, Chronos), i.e. as an old man.
  In his right hand he is holding a blackbird, a symbol of death and the end, and in his other hand is cradling a small child, understood as a symbol of new life and the beginning of another cycle.
  He is sitting in a chariot drawn by two horses, to which a snake-dragon is harnessed, which is holding its tail in its mouth,
 and a lioness.
  Over his head Saturn has one large central eight-pointed white star, and along both sides is always one smaller star.

The interpretation is selfsuggesting that Mercury has the smallest number of points because it is the most difficult to observe, whereas prominent Jupiter has the largest number of points.  This does not of course represent the real situation, because the light from Venus can be seen more clearly than that of Jupiter.  The size of each planet and the number of its points may then rather express the position of the god in the pantheon and the divine hierarchy.   The more prominent planet was assigned to the more important divinity.

Order of the Planets
The order of the planets on the ceiling of the corridor follows the standard geocentric Ptolemaic model, where after the globe of the Earth at the centre of the system is first of all the globe of the Moon, then Mercury, Venus, the Sun, Mars, Jupiter and Saturn.
  So the globe of the Moon is placed first in the Ptolemaic model and Saturn is placed last.  The ceiling in the corridor was reserved for celestial bodies, representing the starry sky above our heads, whereas the Earth is represented by the four continents depicted in the wall alcoves, at ground level. The fact that so much space is devoted to the Earth in the form of four symbols – continents was doubtless conditioned by the development of geographical knowledge and discoveries and experiences of travellers and seafarers, represented for Italians in particular by the construction of the modern port of Livorno
 and expeditions to South America sent by Grand Duke Ferdinand di Medici I.
 So the Astrological Corridor, particularly in its depiction of the heavens and the Earth, acquires a wider cosmological significance, for it depicts the whole of the universe known at that time.

We can therefore conclude in summary that the order the planets are depicted in is the same as Ptolemy’s geocentric model.

Galileo’s Discoveries
In the depictions of the planets in the Astrological Corridor we do not of course find only astrological but also astronomical subject matter: the portrayal of Jupiter, Venus and Saturn reflects discoveries made by Galileo Galilei from 1610 in his first observations through a telescope.

● The four smaller stars above the star of Jupiter depict the four moons of Jupiter discovered by Galileo, named in honour of Galileo’s patron, Cosimo II di Medici, ‘Medici stars’ (sidera Medicea).  These are the moons Io, Europa, Kallisto and Ganymede.
  Galileo discovered them at the beginning of 1610 and described them in his work Sidereus nuncius (Sidereal Messenger),
 which was printed and published in May of that year in Florence.  Kepler gave a favourable response to the work in the same year with his Dissertacio cum Nuncio sidereo (Dissertation with the Sidereal Messenger).
 

● Venus has a crescent depicted above her head, i.e. this expresses the discovery of the phases of Venus, which cannot be discerned by the naked eye and were for this reason not known until the telescope was invented.  The discovery of the phases of Venus brought with it fundamental new knowledge: Venus shines only with reflected light and orbits the Sun; it thus reinforces the correctness of the Copernican system.  Galileo also distinguished the phases of Venus immediately at the start of his observation with a telescope and informed Kepler of his discovery in cryptic form: Haec immatura a me iam frustra leguntur o. y.  Kepler could not solve the anagram. Galileo informed Kepler of the correct solution only on the request of the Emperor Rudolf II; the resulting text (Cynthiae figuras aemulatur mater amorum) first of all needs to be freed of its metaphor and only then can the riddle be understood: "The mother of loves (= Venus) imitates the shapes of Cynthia (= Moon)".

● Galileo also saw the planet Saturn with his telescope for the first time in 1610, in July.   The poor differentiating capability of his telescope and the declination of the plane of Saturn’s ring made it impossible for him to discern the nature of the ring, which he therefore first described as two side stars.  On 30 July 1610 he wrote to his patron, Cosimo di Medici: "I discovered another very strange wonder ... the star of Saturn is not a single star, but is a composite of three, which almost touch each other ... the middle one being three times larger than the lateral ones and they are situated in this form: o O o".  This triple view of Saturn then – to preserve the priority of his discovery – Galileo described by the anagram smaismrmilmepoetaleumibunenugttauiras  = ‘altissimum planetam tergeminum observavi’ ("I have observed the highest planet three-bodied").
 And it is this assumed view of Saturn that is also portrayed in the Astrological Corridor with two subsidiary stars.  As a result of the changing declination of Saturn its rings could not be observed at the end of 1612, but in 1616 Galileo partially discerned their form too, and so described them in Latin as ansae, i.e. ‘ears, handles’, which are visible along both sides of the planet.  Saturn’s rings were finally described exactly by Christiaan Huyghens (1629-1695).

Models for the Planets Portrayed
Art historians tried in the past to discover the source from which the painter of the Ovidian subject matter of the Mythological Corridor (situated on the floor below, under the Astrological Corridor) worked.  In the literature,
 the Nuremberg mannerist artist, Virgil Solis, was first designated as the originator of the models for the drawings.  New research
 changed this opinion; a series of copper engravings by Antonio Tempesta (1555-1630) was found, which bears a very close likeness to the paintings in the corridor.  If we now look for a model for the planets in the Astrological Corridor, let us look at the work of both painters once again.  We find that Antonio Tempesta did not devote attention to the planets and did not produce allegories of celestial objects.  It is quite different with Virgil Solis: he not only produced engravings for Ovid’s Metamorphoses,
 but also a series of allegories of the planets.

His woodcuts of planets also show the ancient gods sitting in chariots and being drawn by various animals (Solis’ Luna-Diana is, for example, holding a crescent of the Moon in her left hand and her chariot is drawn by a dragon: an explanation is offered here relating to the fact that the intersections of the Moon’s orbit are shown as the head and tail of the dragon). Solis’ woodcuts are (in contrast to the paintings in the palace) always supplemented with portrayals of events taking place under clouds, with the Earth situated underneath.  In this and also in other details his pictures bear a close resemblance to, for instance, epic events in allegories of planets by Jan Sadeler (1550-1600)
 which were published in Antwerp in 1585,
 but are not at all like Baccio’s paintings in the Astrological Corridor.  Sadeler’s portrayals of the planets are furthermore accompanied by the same signs of the zodiac that we find in the corridor.  This method of depicting personified planets on chariots, accompanied by their domicile signs, was quite normal and in the established tradition handed down and we present both artists as a rather fortuitous example, of which we would find a whole range in art.

We do not, then, as yet know the direct model for Baccio’s paintings of the planets, although we assume one exists – in view of the confirmation of such a presupposition in the series of paintings in the Mythological Corridor and elsewhere in the palace.

2.2.2 Signs of the Zodiac 

Under the feet of the planets in the vault are (again arranged from north to south) depictions of signs of the zodiac: Cancer, Gemini, Taurus, Leo, Aries, Pisces and Aquarius.

Above the heads of the planets in the vault in the first area from the north is a detached blue area of sky with a number of white stars; this is followed by Virgo and Libra, again an area of starry sky, then Scorpio, Sagittarius and Capricorn.

Houses, diurnal and nocturnal signs 
The layout of the planets and the signs of the zodiac in the corridor correspond precisely to the description which is clearly formulated, for example, by the following words: "Zodiacal or ecliptical houses: breakdown into zodiacal houses comes from the idea that each of the seven planets is in the domain of some sign of the zodiac, that it is what is termed ‘domiciled’ in it.  Only the Sun and the Moon are domiciled in only one sign, the Sun in Leo and the Moon in Cancer.  The other planets are domiciled as follows: Mercury in Virgo and Gemini, Venus in Libra and Taurus, Mars in Scorpio and Aries, Jupiter in Sagittarius and Pisces, Saturn in Capricorn and Aquarius.  The presumed astrological power and sphere of activity of a planet is to be strengthened if the planet is in its domain or at home, i.e. if it is domiciled."
 

The doctrine of houses comes from an astrological work of Claudius Ptolemaeus, Tetrabiblos (in its Latinised form Quadripartitum), from the 2nd century AD, which was handed down over many centuries in practically unchanged form.  If we look at an astrological manual from the beginning of the 17th century, then, we find the same things in it. For example, at the time the influential Italian humanist, Tomasso Campanella (1568-1639), among other things the author of the famous work Città del sole (Civitas Solis), published the work Astrologicorum libri VII (Seven Books on Astrology), where he writes: De domibus planetarum. - Non modo experientia testatur Solem in Leone robustissimas adipisci vires ad nos esseque in eo tanquam in sua domo; ... sicuti Soli assignamus Leonem signum ..., sic Lunae Cancrum; ... domos duas habet Mercurius ...: sunt ergo eius signa Gemini et Virgo; ... Venus: ... sunt ... eius domus Taurus et Libra; sequuntur domus Martis, ... sunt enim Aries et Scorpius; sequitur Iupiter, cuius domus sunt Sagittarius et Pisces; Saturnus ... sunt autem eius Capricornus et Aquarius.
 – "On the houses of the planets. – Not only is it confirmed by experience that the Sun has the greatest influence on us in Leo and is also for this reason domiciled in it; ... as we assign the sign Leo to the Sun, so we assign Cancer to the Moon; Mercury has two houses: its signs are Gemini and Virgo; Venus has ... its domain in Taurus and Libra; the houses of Mars follow, ... these are Aries and Scorpio; Jupiter follows, and its houses are Sagittarius and Pisces; Saturn ... has Capricorn and Aquarius."

He goes on to state: Itaque unicuique planetae duplex est domus, quas non imperite Arabes in diurnas et nocturnas partiuntur. Luminaria vero unam tantum habent et succedentia signa, ut dictum est.
 – "And so each planet has two houses, which the Arabs very suitably divided into a diurnal and a nocturnal one.  The Sun and the Moon have only one sign, whereas the other planets have the signs we listed earlier."
 

Respecting the diurnal and nocturnal signs is also preserved in the Astrological Corridor; the planets have their diurnal signs (Cancer to Aquarius) under their feet (i.e. towards the east), and their nocturnal signs (Virgo to Capricorn) are situated above their heads (towards the west).
  The only exception is the sign Leo placed under the feet of the Sun, despite it is nocturnal (following the scheme by Campanella) and should be thus above the head of this planet.

We can therefore state in summary that the assignment of signs of the zodiac to the planets is not accidental but expresses the astrologically significant position of the planets in their houses, including the astrologically correct assignment of diurnal and nocturnal signs.  In art, including illumination of manuscripts, we find many examples from the Middle Ages to the Renaissance of this assignment of individual signs to planets.

Signs turned upside down 
The specific source according to which the signs of the zodiac (or constellations) were depicted is not the same as known hitherto for the planets.  We noticed one fact, however, which could be helpful in looking for an original model: all the signs of the zodiac are, in contrast to their portrayal in Bayer’s celestial atlas of 1603 which was influential at the time (we will discuss this later),
 turned upside down.
   This means that the direct model for the painter must have had constellations portrayed as they appear viewed from above, from outside the heavenly vault, from the point of view of the Creator, i.e. as is the case with celestial globes, not viewed bottom-up from the point of view of Man looking at the sky from the Earth, as is the case in some maps of the starry sky, in atlases and manuals or printed books.

Numbers of Stars
In individual signs, certain stars in a constellation are marked, in two colours, white and black.  This has a parallel in astronomical manuals, prints and maps of the time, where one colour indicated stars belonging to the illustration of the constellation according to the traditional description in Ptolemy’s catalogue of the stars in Almagest and the other colour indicated stars occurring only in the vicinity of the constellation (cf., for example, the portrayal of constellations in the manuscript of Al-Sufi’s catalogue of stars).
  In micro-sections and probes the academic painter, Jiří Blažej, found that all stars were originally portrayed in white, but perhaps during the course of the work, before they were finished, they were differentiated into black and white.
  The explanation is offered that this was most probably at the suggestion of one of Albrecht of Wallenstein’s astronomical advisers or influenced by an astronomically accurate model.

We attempted to compare both the number of stars and their location in constellations with the data in Ptolemy’s catalogue of stars,
 and sometimes also with data in other influential ancient sources (Pseudo-Eratosthenes, Hipparchos, Hyginus) on which the whole of the Middle Ages and the Renaissance were dependent.  We find that the numbers of stars in the signs in the corridor is always rather lower than those given in the sources, but this is evidently an attempt to place at least the principal stars of the particular constellation correctly.   So the paintings in the palace follow the usual style of portraying the signs of the zodiac normal in astronomical manuals and old prints over many centuries. In the Taurus constellation in the corridor, for instance, we can make out a group of stars which unmistakeably represents the Pleiades, and at the top of Taurus the Hyades with Aldebaran.  They are only roughly, schematically and imprecisely marked, but presumably this is only an unmistakable reflection of a certain source of astronomical information.

So it can be stated that individual stars marked in the signs come traditionally from Ptolemy’s catalogue of stars.  In contrast to the catalogue, the constellations have a lower number of stars, but this is clearly an attempt to place them correctly, so in some cases it is possible to determine stars.  These points indicate that the source for the paintings was an astronomically accurate model.

Ecliptic

Through every sign always leads a line, each at a different inclination. At first sight it seems that this is an ecliptic line.  By comparison with the ecliptic in contemporary sources, however, we found that for two signs, Pisces and Virgo, instead of an ecliptic a celestial equator was plotted by mistake.  The explanation is as follows: the ecliptical and equatorial circles in the imagined celestial sphere intersect at two opposite points.  These points lie directly in the constellations Pisces and Virgo. (The point of intersection of the ecliptic and the equator in Pisces is called the ‘spring point’ and the first spring sign, Aries, starts in it.  The point of intersection in Virgo is the sign Libra, which is the ‘autumn point’.)  The painter of the Astrological Corridor entwined both circles in his model.  This means that the painter must have used a model where the ecliptic could be confused with the equator, i.e. where it was plotted by a similar type of line.

The equator and the ecliptic in the signs in the vault of the corridor always move fairly accurately; so this means that they were painted acording to a good astronomical model.  At the same time the painter tried to align all the figures of the signs (they are placed on globes and maps so that they correspond to the position of the stars, and for this reason are at a different inclication to the ecliptic).  In such a situation it is not of course possible to maintain the same inclination to the ecliptic all the time: so the painter changed this regarding the angle by which this picture aligns the signs.

What the artists’ depiction of the signs portrayed tells us 
Those parts of individual signs which are usually overlaid by the preceding or following sign in the sequence of signs in the band of the ecliptic and for this reason are not to be seen are obviously handled worse artistically.  So, for example, the constellation of Taurus is traditionally portrayed only as the front half of the animal, whereas the rear part is shielded by the sign of Aries.  The back of Taurus in the corridor is painted unclearly.  The bull in the corridor also does not have a left ear: this is hidden by the shield of the constellation Orion, which is next to it.  Similarly, Capricorn does not have its front legs painted in the corridor; these are hidden behind the neighbouring sign Sagittarius.

The painter’s hand was still more uncertain concerning colouring of the sketched outline.  In places the painter was not sure which part of the body the sketch actually outlined and got the details of the area inside wrong.

From these observations it can be seen that the painter’s model most probably did not provide separate images of the signs of the zodiac, even if such sources existed.
  The artist perhaps had at his disposal only the whole of the band of the ecliptic, as it was plotted, for instance, on a globe. However, he needed to make individual signs independent and did not know fully how to do this.

2.2.3 The Continets and their Model

On the east wall allegories of Asia, Africa, Europe and America are depicted (from north to south) in four alcoves in which there are no windows or entrances, i.e. in the second, third, fifth and sixth alcoves.  The vaults of the alcoves with allegorical figures and the surrounding jambs round the opposite windows contain attributes of personified continents.  Asia is situated in the field of Mercury under the sign of Gemini, Africa with Venus under Taurus, Europe with Mars under Aries and America with Jupiter under the sign of Pisces. This assignment of continents to planets and signs of the zodiac does not correspond (with the exception of Europe) to the traditional assignment in Ptolemy’s Quadripartitum. 
 The disposition and distribution of the wall frescoes in the construction does not for that matter make better correspondence possible either.

Models of Continents 
Baccio del Bianco’s models for allegories of the continents were found in one of the many editions of a work by Cesare Ripa from Perugia, Iconologia (in the edition of 1625).
  The book features personifications and allegories, which represent a very great variety of concepts and human characteristics.  The book was very influential as a practical manual throughout the 17th century and came out in many editions (after the first Italian edition in 1593).  Later editions, however, began to show considerable differences in text and image from Ripa’s original edition. Also the number of personifications varied and was gradually enlarged.  We find models of personification of the continents in engravings nos. 185 (Europe), 209 (Africa), 210 (Asia) and 212 (America) in the edition of 1709, and they are accompanied by commentaries describing the appearance and attributes of the personified continents. (We did not, however, find background documentation for depiction of planets in this work either.)

It is interesting to compare the large size of the Medici Chapel which Europa is holding in her hand in the Astrological Corridor with the small model in Ripa’s drawing.   This may be evidence for patriotism on the part of Italian artists in Prague.
  The figure of Europa is furthermore adorned with the crown of Grand Duke Cosimo I.
  The inclusion of discoveries by Galileo in the pictures of planets could have a similar significance.  These are not directly related to the astrological subject matter of the decoration of the corridor but emphasise the cultural policy of the Medici court, which artists brought to us as envoys of the Medicis.  In addition, it emphasises the dedication of the creators of the decoration in celestial matters and the complexity of Italian culture, successful in the fields of art and science, which Wallenstein admired and encouraged, and the Italian artists tried to please and oblige Wallenstein in their expression.

2.2.4 The front walls of the corridor 

The decoration and symbolism of the front walls of the room have not yet in our opinion been explained satisfactorily.

It is usually stated that the figure which is on the north face of the corridor at the top in the middle is probably of the goddess Pallas Athene (Minerva), among other things also the goddess of victory in war.  Under Minerva is the goddess Fortuna
 or the goddess of the earth and the harvest, Demeter (Ceres).
 The south face of the corridor shows Hera (Juno) at the top in the middle, who is holding a peacock, her attribute, in her left hand.  Under Juno is Apollo, holding laurel in his hand,
 or Jupiter.
  

All four divine figures on the faces of the corridor again alternate in either an oval or an octagon and like the planets and the signs of the zodiac are carefully painted on a blue background, so represent a sort of continuation of the ceiling decoration.

Along the sides of the pictures with the gods either the traditional attributes of the divinities portrayed are depicted on the panels (Hera’s peacock is repeated, for instance), or crowns (of dukes or counts),
 maces, victory palm fronds and triumphant wreaths are added, namely attributes rather reminiscent of the general; in our opinion they are closer in concept to the war trophies of the stucco in the Main Hall and other rooms in the palace (influenced, as the information notice on the visitors’ route in the palace states, by illustrations from Leonhart Fronsperger’s Kriegsbuch)
  than to the classical attributes of ancient divinities.

In the past a number of hypotheses are expressed attempting to explain what the figures and attributes on the faces of the corridor represent.  An opinion, for instance, appears that they are an expression of the four characters, the four elements
 or the twenty horoscopic houses.
  The originator of the theory of horoscopic houses, M. Špůrek, clearly does not adduce particularly convincing arguments for it.  If we read his statement that "in twenty areas on the front walls" the astrological content of horoscopic houses is expressed, "in relation to the other decoration of the corridor in a very non-traditional and highly sophisticated allegorical form, in contrast, for example, to a number of woodcuts of the time in astrological literature, where the astrological content of the houses of the horoscope is depicted in a decidedly rustic and sometimes almost trivial manner",
 this stressed sophistication gives us rather the opposite opinion: if depiction of astrological houses had been the aim of the decoration of the front walls, then their layout and production simply does not fit.  For example, attributes along the sides of the four figures in the centre of the front walls are painted as a background to the corresponding vaults of the alcoves with windows, with a side entrance and four continents, and so on the formal artistic side they have in comparison with the motifs contained in the blue background in the much bigger octagons or ovals substantially less importance than would correspond to the difference between the secondary and principal horoscopic houses.  Similarly, the assertion that of the figures portrayed two are male and two female would presuppose much greater carelessness by the artist than can be explained by the haste that typified Wallenstein’s building.

Like the authors of a recent monograph on the palace
 we think that none of the theories advanced to date explaining the faces of the corridor is entirely satisfactory, and so at least for the time being it is best to stick to merely describing the figures as allegories of ancient divinities, which with the associated attributes – more contemporary than classical – symbolise Wallenstein’s certain ambition, approach, principles, interests, and significance and position in society.

2.2.5 Incompleteness of the corridor 

In lectures connected with a walk in an astronomical Prague, which he arranged around 1985, the historian of astronomy, Zdeněk Horský, who died prematurely, expressed the idea
 that  the Moon end of the corridor has a definitive form, whereas the Saturn end looks like a provisional dividing wall.  In comparison with the Mythological Corridor, where the last frescoes at both ends have been forcibly redivided by the front walls, which art historians explain either by the hurried and chaotic way the building work proceeded or as intentional support for the feeling of possible further major development of the space
 or as a possible result of reconstruction of the Audience Chamber,
 it is not like this in the Astrological Corridor; even so it is possible to contemplate an intention on the part of the creators to indicate a possible continuation of the sequence of planets after Saturn.

A feeling arose among astronomers at that time that the number of planets and the dimensions of the universe did not have to be terminated and exhausted by the seven known planets, but that it could be supplemented by further discoveries in the future.
  This may also be supported by the fact that Galileo very nearly discovered the planet Neptune.  When he observed Jupiter on 28 December 1612, he recorded a star with a size of the 8th magnitude, Neptune.  A year later, on 27 January 1613 and the following night, he observed the planets again, but still did not designate Neptune as a planet.

Z. Horský only expressed his idea of the non-termination and provisional nature of the corridor beyond Saturn but did not bring it to a conclusion.  We wish to repeat it here to preserve it.

2.3  The Audience Chamber

In the context of interpretation of the astrological and astronomical decoration of the Wallenstein Palace we should not omit to mention what is called the Audience Chamber (Audienzstuben): this is an oval area on the first floor, through which one enters the Mythological Corridor from the south, which is also decorated with stucco and paintings (Ovid’s ‘Four Ages’ 
 and a picture of Vulcan’s workshop in the middle of the ceiling are again the work of Baccio del Bianco, inspired by Tempesta’s illustrations, and then, for instance, four allegories most often interpreted as ‘the four periods of the day’).  The chamber adjoins a spiral staircase to the south-east room, which is hidden behind the richly inlaid doors from the original Trčkovský house originally standing – in addition to many other houses – on the site of the later Wallenstein Palace.  Important for us is the information that the staircase leads from a grotto accessible from the ground floor from the garden to the place where according to the traditional opinion Albrecht of Wallenstein had his observatory.  The literature,
 however, regards the possibility of an observatory in this part of the palace as unlikely for architectural reasons.

In renovation work an original undisturbed tile floor was uncovered on the ground, but was left hidden under the new floor so that it was not damaged by many visitors walking on it.  The tiles are laid in such a way that they create a set of progressively smaller and smaller squares inscribed in each other, and each next square laid is always turned 45 degrees.  There is no need to think that there is some hidden meaning in this way of laying tiles on the floor.

2.4  The Mythological Corridor

The Mythological Corridor is on the first floor of the extensive palace, directly under the  Astrological Corridor, which is on the second floor, and is also richly decorated artistically, this time with scenes from Greek mythology, following Antonio Tempesta’s illustrations for Ovid’s Metamorphoses.
  It is also sometimes called the Ovid Corridor.

Some of the mythological themes which were selected for the palace from many tens of illustrations for Ovid have links with the cosmological and astronomical ideas of the antiquity.  So the first fragment with flames and the second with the Sun and the Moon illustrate The Creation of the World (Ovid, Met. I, 1-84); the myth of Phaeton, commemorated in the fresco The Fall of Phaeton, depicts the voyage of the solar chariot around certain dangerous signs of the zodiac, the journey between the tropics etc. (Ovid, Met. II, 150-237); the myth of Perseus with the head of Medusa (Ovid, Met. IV, 765-786) belongs to the set of myths which explain the creation of various constellations (here specifically the constellations of Perseus and Pegasus, born from Medusa), just as the metamorphosis of Kallisto into a she-bear (Ovid, Met. II, 442-452) describes the origin of the constellations of the Great Bear and the Little Bear. Kallisto, partly metamorphosed into a she-bear and raising her head to the sky, is portrayed on the fresco.  In the upper plan of the fresco the contellation of the Great Bear can be seen already in the sky.
 

The myth of Hermes slaying Argos (Ovid, Met. I, 668-721) is linked in its context with the myth of the origin of the Pavo (Peacock) constellation.  The hundred-eyed giant Argos at Hera’s wish watched over her herd of cattle, in which was the metamorphosed Io, led by Zeus; Hermes killed Argos at Zeus’ wish and Hera then placed his hundred eyes in the peacock’s tail. In the upper right part of fresco with this myth the peacock accompanied by Hera ascends the sky, equally as the Great Bear on the fresco with Kallisto, despite Pavo was not a constellation recognized in the antiquity but it was defined at the beginning of the 17th century.
  

The Mythological Corridor thus includes two myths explicitely depicting  the origin of individual constellations – one classical in the northern sky and one new in the southern hemisphere. 

2.5  Sala Terrena

The successor of Baccio del Bianco depicted the pantheon of Greek gods on the ceiling of the vault of Sala Terrena in three areas; the central area belongs to Zeus and Hera (with their attributes the eagle and the peacock), and to Aphrodite and Eros, and both side areas to the gods favouring the Greeks in the Trojan War and the gods who were on the side of the Trojans.  They thus symbolise the sky, which forms a vault over the scenes from the Trojan War placed below.  The sequence of three main ceiling frescoes is interlaid with blue oval medallions, in which a peacock, an eagle, a swan and a dove are depicted from south to north.   In the literature to date on the decoration of the palace these symbols are described as depictions of attributes of Greek gods: Hera (Juno) – peacock, Zeus (Jupiter) – eagle, Apollo – swan, Aphrodite (Venus) – dove.
  From Zdeněk Horský’s already mentioned astronomical walks in Prague we remember his conjecture that these portray images of the four avian constellations  (Peacock – Pavo, Eagle –  Aquila, Swan – Cygnus, Dove – Columba).  As far as we know, Z. Horský never published this view and did not produce further evidence for it.  Let us now try, then, to move a step further on this matter.

It really seems that it may be a question of constellations: some support for this assertion is provided both by the blue of the sky in which birds are painted without any further illustrations added and by the fact that, in the central fresco with Zeus and Hera, their attributes (the eagle and the peacock) are portrayed: so it does not have to be so much a matter of repeated and abundant portrayal of this but rather another new significance of the symbols, i.e. the significance of the constellations.  The constellation of Cygnus, whose stars are arranged in the distinctive form of a cross, is in addition portrayed like the swan painted in the Sala Terrena, i.e. in a vertical position with outstretched wings.

At the same time it is important to be aware that the two constellations in the middle (Aquila and Cygnus) belong to the classical canon of Ptolemy’s forty-eight constellations, as stipulated in his Almagest.
  It was not until the end of the 16th and the beginning of the 17th  century that the remaining two constellations, the Peacock (Pavo)  and the Dove (Columba), were included in celestial atlases.  For the ancient world, the stars now forming the Columba constellation were less known, because they were on the periphery of the field of vision in the northern hemisphere, and the stars in the Pavo constellation were not known at all, because they were situated around the South Pole.  Let us briefly refer to their history.

It begins with the Dutch cartographer, Petrus Plancius (Pieter Platevoet, 1552-1622), who asked Pieter Dirksoon Keyser from Emden (Petrus Theodorus), captain of the ship Hollandia (and finally the ship Mauritius), sailing in a Dutch fleet round Madagascar to Western India, to observe the stars around the south pole and so fill in white spaces on the map of the starry sky.  He familiarised him with the procedures for astronomical observation and equipped him with the appropriate devices.  Keyser died a year after leaving harbour in Java (in 1596), but his carefully kept catalogue of 135 stars, divided into twelve new constellations, was delivered safely to Plancius in Holland the following year.
  The twelve new constellations observed by Keyser first appeared on Plancius’ globe in 1598, and then on a globe of the Dutch cartographer Jodocus Hondius.  Their acceptance was confirmed when all twelve constellations were incorporated in the most influential celestial atlas at the time, which was published in 1603 by the German astronomer, Johannes Bayer, and named Uranometria.  Coordinates of southern constellations were also taken by Bayer from measurements by the Portuguese, Fernando de Magalhaes, in 1519.
 (We shall return to Bayer in more detail.)

Keyser’s observations were published in tabular form by Johannes Kepler in 1627 in his Tabulae Rudolphinae.

In the crew of the Dutch fleet in which Keyser sailed was Frederick de Houtman from Gouda (1571-1627), who was evidently Keyser’s assistant in astronomical observations.  He was able to devote himself to observation even after Keyser’s death, when he spent two years as a captive in Sumatra.  After he returned to Holland, he also published his observations in 1603, in a somewhat unusual place: as a supplement to a dictionary of the Malayan and Madagascar languages, which he compiled on his travels.  De Houtman increased the number of stars which Keyser observed from 135 to 303 (some of them were, of course, already known to Ptolemy, as new research by E. B. Knobel has shown). De Houtman’s catalogue of southern stars also divides the newly observed stars into twelve constellations, which are applicable today.
  Astronomical observations on sea voyages at the end of the 16th  and the beginning of the 17th century led to the fact that the positions of certain stars already known from Ptolemy’s catalogue were specified more exactly and sometimes a new constellation was determined.   Petrus Plancius thus determined three new constellations, including Columba, which consists of nine stars described by Ptolemy vaguely as  "in the vicinity of Canis Maior".  Though the Columba constellation was not officially accepted until 1679, a picture of it appears on globes and in Bayer’s atlas at the same time as the Pavo constellation.  (A further two constellations determined by Plancius were Monoceros – the Unicorn and Camelopardalis – the Giraffe: this constellation appeared for the first time in a celestial atlas published in 1624 by Kepler’s son-in-law Jacob Bartsch (1600-1633), professor of mathematics at the university in Strasbourg.)  To give a full picture we add that another eleven constellations were introduced by the Polish astronomer Johannes Hevelius (1611-1678) in his work Firmamentum Sobiescianum.

De Houtman’s catalogue became background documentation for a celestial globe by the cartographer, Willem Janszoon Blaeu in 1603. (To whom we will return in more detail in a later section.)

2.5.1 Bayer’s "Uranometria"

The celestial atlas, Uranometria, of Johannes Bayer (1572-1625) in 1603 is therefore the first atlas which shows the stars around the South Pole, including the Pavo constellation, and is the first to include a picture of the more northerly located Columba in an atlas. (Here we need to note that Columba and Pavo do not occur in the works of Tycho Brahe or Jacob Bartsch.) Bayer’s atlas (for which the engravings were provided by Alexander Mair, c. 1562-1617) gives the positions of a larger number of stars than Brahe’s largest catalogue at that time, but mainly portrays the constellations in artistic form (in contrast to Brahe’s catalogue, which provides coordinates). What are called Bayer numbers are used today; Bayer introduced them, i.e. he began to designate stars with letters of the Greek alphabet according to their size (magnitude).  This means that the hitherto customary Ptolemaic description, for example "the brightest star in the Hyades, red in the northern eye [of Taurus]",
 was replaced by the designation "alpha Tauri".  Astronomers of the time knew the atlas and worked with it.  We know that  Johannes Kepler definitely used it in his work on a new star which appeared in 1604 in the constellation of the Serpent Bearer.
  We can also find a letter in Kepler’s correspondence which a certain Johann Georg Brengger from Kaufbeuren sent to him in Prague on 1 September 1607 and mention is made in it of the star Mira Ceti, which he cites using its Bayer number: this presupposes that Kepler clearly knew Bayer’s atlas.

The atlas contains 51 large celestial maps, of which 48 are maps of the traditional Ptolemaic constellations and the rest maps showing newly discovered constellations of the southern sky.  The literature usually emphasises the high artistic value of Bayer’s maps, and it can be said that an artistic model for the atlas is not yet known.
  It seems that most of the engravings are largely original in conception and both from the artistic and aesthetic point of view and in terms of astronomical accuracy are more successful than other material of the time.  The coordinates of the stars and constellations are recorded very exactly, and so the positions of stars can be calculated from the pictures accurate to a fraction of a degree.  The coordinates for the northern hemisphere were not taken from Ptolemy’s catalogue of stars, but from the more extensive of Tycho Brahe’s two catalogues of stars 
 (i.e. from the catalogue with data on 1,004 stars, not from the original catalogue with 777 stars), which circulated at the end of the 16th century in manuscripts, and as G. Truffa has now demonstrated, was first printed in 1604 thanks to the Italian mathematician, Francesco Pifferi, as an addition to the Italian translation of Clavius’ work In Sphaeram Ioannis de Sacro Bosco commentarius,
 where, however, it disappeared.  Brahe’s catalogue was of course also available in graphic form on celestial globes, for example Blaeu’s.  Tycho’s catalogue was reissued in Kepler’s Rudolphine Tables (Ulm 1627), together with Keyser’s catalogue of the stars of the southern sky, as we have already mentioned. (Brahe’s catalogue is of course a real catalogue, i.e. it gives the numerical values of coordinates of stars without illustrations of constellations as atlases of stars and globes provide, so understandably it could not have provided a direct model for the paintings in the palace.)

If we compare the portrayal in Bayer’s Uranometria with the constellations of the southern sky in the Sala Terrena and with the signs of the zodiac in the Astrological Corridor, we see that from the artistic point of view the atlas could have been only a conceptual model, indirectly.  Indirectly because – as has been stated above – the signs in the corridor are upside down compared with their portrayal in the atlas.  Some signs in the atlas and the corridor are very alike in their artistic conception (e.g. the sign of Leo), others clearly not at all (for instance the sign of Cancer is portrayed in the corridor in the form of a freshwater crab, but in Bayer in the form of a salt water crab).  There are not many artistic details in the decorative motifs studied that would lead to indication of an exact model, and nothing more can be said with any certainty at present.

The Dove (Columba)
 appears in visual form in Bayer’s atlas and on globes as part of the Canis maior constellation, which is also in the vicinity of the Argo constellation.  There are two myths connected with the dove: the first pagan, the later one Christian.  The ancient pagan myth links the dove with the myth of Jason’s expedition in the ship Argo to Colchis for the Golden Fleece.  Before passing through the dangerous Symplegades the sailors sent a dove to test out the route; when it flew through the cliffs without harm, they risked doing this themselves with their ship.  The second myth is Christian and is one of a series of myths which interpreted old myths and folk tales in a Christian manner and looked for Christian symbolism in them.  One of these concerns the biblical dove which announced to the crew of Noah’s ark that dry land was near
 by bringing an olive twig in its beak.  For this reason many of the protrayals of the Columba constellation also have a dove with an olive twig in its beak.
  This is so in the case of Bayer’s atlas or on Blaeu’s globes, but not in the Sala Terrena of the Wallenstein Palace; the constellations there rather present Classical Greek myth. (And so enhance the popularity of this myth in the decoration of the palace: a set of frescoes on the expedition of the Argonauts decorates what is called the ‘retirade’, i.e. the Relaxation Room adjoining the Sala Terrena on the south, and related it to the Habsburg Order of the Golden Fleece, which was also conferred on Albrecht of Wallenstein in 1628.)
 

We mentioned myth concerning the Pavo constellation above in connection with the fresco in the Mythological Corridor (cf. p. ...).

2.5.2 Globes of W. J. Blaeu

The publication date (1603) of Bayer’s Uranometria is shared by printed (and for this reason not completely unique) globes from the workshop of the famous Dutch cartographer, Willem Janszoon Blaeu.  On these too we find portrayals of the Pavo and Columba constellations, and other new constellations of the southern sky.  We have two of these globes in Prague.  One is in the library of the Nostitz Palace in Lesser Town in Prague, and the National Technical Museum (NTM) has the other in its collections in Prague.
  To complete the picture, let us add that the Dove on  Blaeu’s globe also has a twig in its beak and the inscription on it reads: Columba Noe, "Noah’s dove".  Nothing is known of the history of this globe and when it came to Bohemia;  however, as a printed globe it was easily available at the beginning of the 17th century.  Also, Blaeu’s globes were based on Tycho Brahe’s coordinates, whom Blaeu also knew personally, for between 1595 and 1596 he stayed with Tycho on the island of Hven as his assistant.  Additional more exact coordinates were taken from Fredericus Houtman.  For this reason there is a portrait of Tycho Brahe on the southern hemisphere of the globe in the NTM and the inscription in a cartouche: Habetis hic, astrorum studiosi, trecentas et plures Antarctico mundi vertici viciniores stellas ex observationibus secundum iam a Frederico Houtmanno maiori studio et accomodatoribus instrumentis ad stellas a Tychone positas factis depromptas, auctiori numero et accuratiori dispositione vestro commodo et delectationi depictas anno 1603 ("Here you have depicted  for your use and enjoyment, those of you who are interested in astronomy, more than three hundred stars around the South Pole which Fredericus Houtman observed very carefully with exact instruments based on the coordinates determined by Tycho. Date:1603").  Also other globes of Blaeu’s, kept in Linz,
 speak of the same sources of information on southern constellations: Habes hic, astrophile, stellarum inerrantium ex certissimis D. Ticho Brahe (mei quondam praeceptoris) observationibus numero et dispositione prae aliis anno 1600 accomodatarum sphaerarum accuratissime ecpolitam et australibus asterismis, quod novum a Federico Houtmano observatis exornatam. Auctore Guilielmo Jansonio Blaeu ("Here, lover of stars, you have very accurately portrayed fixed stars in their positions around 1600, according to observations by Tycho Brahe, my former teacher; southern constellations were observed by Fredericus Houtman. Maker of the globe Willem Janszoon Blaeu.")  We find similar globes in Vienna, Florence,
 and elsewhere.

The printed globe of Isaac Habrecht and Jacob Heyden from 1625, which again portrayed the stars of the northern hemisphere following the calculations of Tycho Brahe and those of the southern hemisphere according to the discoveries of  Petrus Theodorus (Keyser): australes insuper Petri Theodori archinautae celeberrimi ostentans was, for example, in equally wide circulation.
 (This globe was produced too late for Baccio del Bianco in Prague, but not for his successors.)

We do not yet know exactly which globe or source was used as the basis for the painters’ decoration of the astronomical motifs in the Wallenstein Palace, and for this reason we at least attempted by reading a number of sources of that date to define a direction for further research which could in our opinion lead in future to determining a more precise source.  Determination of the new constellations Pavo and Columba in the years when models were being sought for the mythological and astronomical/astrological decoration of the palace, however, justified our optimism that the assumption of Z. Horský that not only attributes of gods but also constellations are depicted in the vault of the Sala Terrena was correct.

2.6  Kepler’s part in the astronomical decoration of the palace?

The recent more precise information contributed by Czech art history on the brevity of Baccio del Bianco’s stay in Bohemia
 is in accordance with our conjecture that Kepler did not have a direct influence on the choice of subject matter for the decoration of the Astrological Corridor.  The traditional idea that he was behind the introduction of Galileo’s discoveries in the corridor is too superficial and there is no actual evidence for it.  Kepler was not in Prague when the corridor came into existence, nor do we find any traces of such influence in his correspondence or other written sources.  Naturally, Kepler was the first person Galileo informed about his discoveries in the 1610s in Prague, but at that time Wallenstein’s plans in the 1620s were still a long way off.  Incorporation of Galileo’s discoveries in artists’ decoration of the Astrological Corridor is probably only a matter of Italian artists operating at Wallenstein’s court in the 1620s.

The situation is less clear regarding incorporation of southern constellations in the later decoration of the Sala Terrena and we cannot rule out Kepler’s definite participation – perhaps personal consultation too – even though in this case we have no direct evidence for it.  Arguments are only indirect: Kepler’s contacts with Pieroni and his work in Wallenstein’s service at the end of the 1620s, the publication of Tabulae Rudolphinae with records of coordinates of southern constellations, the work of Kepler’s son-in-law, Jacob Bartsch etc.  We have no evidence for a direct relationship between all these facts, but they form part of the background, the threads of which could lead us in future to the real connection.

If on the other hand we look at the situation in Italian decorative art, we see that astrological and astronomical motifs traditionally appear in it over hundreds of years.  We can mention, for example, the wall or ceiling paintings portraying constellations, the signs of the zodiac, the planets, the four elements, calendar symbolism and so on in the following famous buildings: the Anatomical Museum in Bologna, the Villa Farnese in Caprarola and the Ambras Castle, the Palazzo Schifanoia in Ferrara, the ceilings of the churches of Santa Croce and San Lorenzo in Florence, the Ducal Palace in Mantua, the Camera di Griselda in Roccabianca, the Villa Farnesina in Rome, the Palazzo Besta in Teglio, the Castello del Buon Consiglio in Trento or the cupola of the Vatican Cathedral of St. Peter  and the Sala Bolognese in the Vatican. Astronomy is also featured in Italian churches in another form, cf., for instance, the gnomon in the Cathedral of Santa Maria del Fiore in Florence by Paolo dal PozzoToscanelli in 1475, the working armillary sphere and quadrant of the architect and astronomer, Egnazio Danti on the facade of the church of Santa Maria Novella in Florence from 1572 or the gnomon produced four years later by the same maker in the church of San Petronio in Bologna.
  Portrayal of the telescope in emblems of the 1620s also perhaps expresses a similar interest of art in dealing with scientific discoveries in its distinctive way.
  We could adduce more and more points like this. 

Though none of these sources has a direct connection with the Wallenstein Palace, they provide evidence of the clear and long-lasting tendency of Italian art to absorb motifs taken from the exact sciences.   So we infer that Italian artists were responsible for the selection of the astrological and astronomical subject matter of the palace, and brought us an element of the environment in which they had been trained.  In addition, they were helped by the policy of the Medici court (patron of Galileo and other natural scientists) to support a symbiosis of science and art.  The overall conception and interpretation of the decoration of the Astrological Corridor probably stem from Pieroni’s design, modified to a greater or lesser extent by Bianco, who implemented the general concept with his assistants.  Kepler forms only an indirect background in this case; though he was an important scientific figure at the time, he was probably not involved here and evidently was only an important influence on Wallenstein’s constantly growing interest in astrology over the years.  His role in incorporation of avian constellations in the decoration of the later Sala Terrena cannot be excluded at present, but cannot be proved either.


Photodocumentation of the above described iconography is available on our web-pages http://www.asu.cas.cz/~had/val/.

This work was supported by a grant from the GA ČR No. 405/03/0232, grant from the Ministry of Education LN00A041 and by the World View Network project. – We thank Guido Carrai, Eliška Fučíková, Zdeněk Hojda, Jan Horský, Lubomír Konečný, Antonín Švejda and Vít Vlnas for their advice, consultancy and help with adding to the literature.
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� Muchka – Křížová 1996, p. 74; Fučíková 2002b.


� Up to 800 of his horoscopes have been preserved, which he produced pragmatically to supplement his income and also for practice reasons. 


� In reality of course he observed a sunspot, which he wrongly assumed was Mercury.


� KGW I 1938.


� He explained in this way the historical record in one Czech chronicle concerning fulfilment of a special sign seen in a supposed new star in 1283. (Cf. Hadravová – Hadrava 1991.)


� Kepler 2004, p. 27.


� We have selected two of the most recent of these works, Polišenský – Kollmann 2001 and Kollmann 2001.


� Cf. Horský 1980, p. 230-233.


� Decembri Pragam veni, "Tabularum" exemplaria imperatori Ferdinando II., cui dedicaveram, exhibui. – "I came to Prague in December and brought Emperor Ferdinand II copies of Tabulae Rudolphinae, which I had already dedicated to him." (Frisch VII 1858-1871, p. 582.)


� Frisch VII 1858-1871, p. 565: Quid sit observatum in eclipsi Lunae prima huius anni. Pragae in arce caesaris, loco idoneo, erecto sextante Byrgiano affabre parato, praesentibus et iuvantibus artis peritis annotavimus signa horarum ex horologio turris ecclesiae cathedralis ad S. Vitum, minuta ex machina portatili ... Cum sonaret octavam, iam debilitabatur lumen Lunae ad sinistram ... paulo post D. Pieronius censuit semissem deficere. – "What we observed in the first eclipse of the Moon this year. We positioned an excellently made Bürgi sextant at a suitable place in the imperial castle in Prague, and in the presence and with the help of scientific specialists recorded the hours according to the clock on the tower of St. Vitus Cathedral and determined minutes using a portable device ... When it struck eight o’clock the light of the Moon began to weaken from the left ... a little later Mr Pieroni adjudged that half of the Moon was now darkened". Cf. Horský 1968, p. 297-298; Horský 1980, p. 232; Fučíková 2002a, p. 279; Fučíková 2002b, p. 250.


� KGW XVIII 1959, p. 387. 


� On 5 November 1929, Kepler writes to Bartsch that Albrecht of Wallenstein locum quietum Sagani clementissime concessit ("very kindly provided me a quiet place in Sagan"). Cf. Frisch VII 1858-1871, p. 582.


� In April 1630, Wallenstein summoned Kepler once again to Bohemia for three weeks, to his   home town of Jičín.  In the autumn of 1630, Kepler travelled via Leipzig and Nuremberg to the diet in Regensburg, where he died on 15 November 1630 after a short illness.  


� On the relationship between Johannes Kepler and Albrecht of Wallenstein cf.  Hanzal 1971, p. 78; Horský 1980, p. 227-240. – Kepler himself characterises Wallenstein in 1929 as "an uncommonly great admirer of mathematical sciences": qui sit ... scientiarum mathematicarum admirator eximius (Frisch VII 1858-1871, p. 582).


� Although on his estate Wallenstein also saw to the development of education as a condition of economic prosperity, only one book was found in the whole of his Prague palace after he was murdered, and that most probably belonged to Pieroni.


� Šperling 1977, p. 522; Kollmann 2001, p. 124; 161.


� KGW XVIII 1959.


� Three letters written in German went from Albrecht of Wallenstein  to Johannes Kepler in Sagan (12 August 1628; 3 January 1629; 1 February 1629) and Kepler sent Wallenstein six letters.  He wrote the first in German in Prague (13 May 1628); he sent another four letters from Sagan (10 February 1629, in Latin; 24 February 1629, in German; 6 March 1630, in German; April 1630, in German); Kepler sent the last letter, written in German, to Wallenstein from Leipzig on 18 October 1630.


� Krčálová 1988.


� Cf. for example Carrai 2004, Carrai – Schindler 2003.


� In a letter sent from Vienna on 29 December 1629 to Galileo in Florence, Pieroni wanted to make sure that Galileo had received Tabulae Rudolphinae, which he had sent him earlier. Cf. KGW XVIII 1959, p. 413.


� Krčálová 1988, p. 511. – Recently published first full Czech translation of this work of Kepler’s  (Somnium seu De astronomia Lunari), which was not published until after the author’s death, cf. Kepler 2004.


� Krčálová 1988, p. 511.


� Actually the harsh Jesuit recatholicisation did not bring a severe ban on heliocentrism to Prague until after Kepler’s death and this lasted up to the middle of the 18th century.  Riccioli’s system, a compromise between Ptolemy’s and Tycho’s systems, which was published in Bologna in 1651, became a new support for faith (Almagestum novum – New Almagest).


� Sousedík 1983, p. 56-57.


� Valerian Magni (1586-1661), who became a Capuchin in Prague at the beginning of the 17th century,  learned about astronomy there at the time of Johannes Kepler’s first stay in Prague.  He was of an anti-Aristotelian bent, which has been attributed to the influence of the ideas fostered by the Rudolphine environment in Prague, in which Magni remained up to 1609 (cf. Sousedík 1983, p. 29).  After stays in Vienna, Warsaw and other places, he was sent to Linz in 1619, i.e. at the time when Kepler was also working there (however, there is no evidence for personal contact between the two men; Sousedík 1983, p. 31).  In 1623 he was transferred back to Prague.  He became a supporter of the recatholicisation of Bohemia and entered the service the Archbishop and later Cardinal Arnošt of Harrach.  In the autumn of 1623, Valerian Magni met Wallenstein personally whose wife Isabella Kateřina of Harrach was the Archbishop’s sister (Sousedík1983, p. 47-48), and received his patronage to a considerable degree.  Over the years, however, Valerian’s relationship with Wallenstein changed and in the end Valerian produced a report against Wallenstein, which he gave to his opponents in 1628.


� Sousedík 1983, p. 57.


� Galluzzi 1991, p. 58.


� Preiss 1986, p. 235.


� It is not without interest that Lodovico Cardi, named Cigoli (1559-1613) also struck up a friendship with Galileo Galilei.  Concerning the Galileo’s interests in arts and his relation with Cigoli cf. Panofsky 1956, Konečný 1996 (and the references therein) and Daniel 2003. For example, a letter dated 1 October 1610 has been preserved, in which Cigoli informs Galileo from Rome of the views of Clavius on observation of ‘Medici stars’ (cf. Drake 1984, p. 199).  Bianco also knew Galileo well; Galileo even gave him the possibility of using his telescope for a drawing of the Moon  (cf. Preiss 1986, p. 244), though this of course was after Bianco’s return from Prague to Florence. 


� Konečný 2002a, p. 28; Konečný 2002b, p. 102-103.


� One signature is also preserved on the wall; it can be found on the left of the Pisces constellation and reads as Cozen (or  Coren).  The horizontal line above the o means that this is an abbreviation, but it has not been possible as yet to decipher the name and identify the artist.  One hypothesis adjudges that it could be, for instance, a Dutch painter, a number of whom were working in Prague at that time. (Blažej 1976.)


� A proposal that Baccio del Bianco should paint General Albrecht of Wallenstein in the form of the god Mars in the Main Hall was made to Wallenstein by Pieroni according to Bianco’s own autobiography.


� We do not know the original name of the corridor, because it is not given in the confiscation record produced after Wallenstein’s death.  In more recent literature we find the corridor designated as Hvězdářská (Astronomical), but most often as Astrologická (Astrological Corridor) or Astronomická (Astronomical Corridor), and sometimes Astrologicko-astronomická (Astrological/Astronomical Corridor).  This name is too long and impractical.  In the corridor astrological motifs predominate, but on the other hand revolutionary astronomical discoveries of the time are of course given there.  The basic fact, however, is that in view of the period in which the decoration of the corridor was created there is no need to differentiate the two terms from each other, for astrology and astronomy were were closely interlinked at that time.  For practical reasons it makes no difference which of the names we choose.  (The wider designation Kosmologická (Cosmological) could in fact have been justified, for giving the continents along the east side of the corridor was surely intended to represent in symbolic form the whole of the known universe at that time, cf. p. ...)  Certainly recognition of Galileo’s discoveries in the decoration of the corridor and perhaps also a subsconscious linking of the corridor with the scientist,  Johannes Kepler, contributed to naming it Astronomical; it is, however, unlikely that Kepler played a part in selecting the subject matter in the corridor, as we will show later.  Let us stick with the name Astrological Corridor, which fits the person of the customer and owner, Albrecht of Wallenstein,  who had a strong belief in astrology.


� The ground plan of the Astrological Corridor and also the Mythological Corridor on the floor below is according to E. Fučíková exactly like what is called the Corridor Construction used in Prague Castle for Rudolf’s art room and gallery (cf. Fučíková 2002b, p. 247); their decoration also shows definite similarity: the ceiling of the gallery, i.e. the second floor of the Corridor Construction, was decorated by the Vredemans from The Netherlands with a figure of Jupiter and allegories of the elements and the twelve months, which was a possible inspiration for the Astrological Corridor of the Wallenstein Palace (Fučíková 2002b, p. 250).


� Ornamental stucco is dealt with, for example, by Šperling 1977, Kropáček 2002, p. 216-219, as well as in other works, particularly by restorers, cited in our bibliography.


� Blažej 1977.


� A dove was traditionally an attribute exclusively of female divinities, especially the goddess Venus (Aphrodite).  Linkage with Mercury is much less common and occurs up to the 16th century rather in, for instance, alchemy or hermetic texts.  The dove was associated with Mercury for its similar significance to his, namely for its significance as a messenger, a bearer of messages. (Cf. the task of the dove in the Argonauts legend and Noah’s dove, p. ...)


� The red colour of the planet Mars, visible to the naked eye, has been emphasised as characteristic for this planet from time immemorial; for this reason it was Mars, the god of war, that was allocated to this planet.  Compare for instance: "It remains for us to give a star to Mars, which is referred to by the name Pyrios ( i.e. The Incandescent One).  Its body is not large, but it is like a fire." (Hyginus IV, 19.1.)


� The Aquila (Eagle) constellation is connected with Jupiter in mythology: "Eagle: this is the one traditionally reputed to have abducted Ganymede and delivered him to Jupiter, who loved him.  Jupiter apparently regarded the eagle as his favourite species of bird". (Hyginus II, 16.1.) – Only in Prague do we immediately find a number of representations of Jupiter with an eagle, for example in a relief in the Hvězda (Star) summerhouse (the work of A. M. Avostalis del Pambio and Jan Campion, 1555-1560) and in a ceiling painting in the Rožmberk Palace in Hradčany (unknown painter around 1580), and there is a later fresco in the Clam-Gallas Palace (Carlo Carlone, 1727-1730).


� The Greek god Kronos dethroned his father Uranus.  Fearing that his own children might prepare the same fate for him, he devoured them one by one immediately after they were born.  His wife Rheia saved only Zeus.  In the end Kronos was thrown into Tartarus by the Titans.  In Rome he was identified with the ancient god Saturn, and at the time of the Roman Empire – evidently for the phonetic similarity of the words – with the god of time Chronos.  For this reason Saturn too was given the attribute of time in art.


� Saturn is holding the child depicted in analogous engravings of the time, for example those of Virgil Solis and Jan Sadeler, on his lap head down.  The traditional idea of Saturn devouring his own children is thus expressed better.


� The god Chronos has been depicted as a snake from Hellenistic times.  A snake with its tail in its mouth symbolically represents the cyclical and actual repetition of time.  We find this symbol both in the art of the Middle Ages and the Renaissance, and it is also described in literature preserved in manuscript form.  For example, in the only extant manuscript of the encyclopaedia of Master Pavel Žídek (Paulerinus, about 1413-1471) Liber viginti arcium (Book of Twenty Arts), compiled by order of King Jiří of Poděbrady in the 1560s and now kept in Krakow, we find in the section on astronomy the following description: Annus est revolucio aliqua secundum magis aut minus considerata, donec girando revertatur in id, unde sumpsit exordium. ... Antiqui quemlibet annum depinxerunt in forma serpentis caudam in ore tenentis, per hoc ostendentes cuiuslibet anni perpetuacionem. (Krakow, BJ 257, fol. 138ra.) "A year is a sort of revolution which is regarded more or less as until the time it returns in its orbit to where it started. ... The ancients depicted the year in the form of a snake holding its tail in its mouth and so wanted to show the perpetuation of each year." (From the translation prepared for printing.)  Žídek’s encyclopaedia is a compilation of medieval  book learning, a work that is entirely a product of the Middle Ages, though in the time of the rule of Jiří of Poděbrady in Bohemia significant features of proto-humanism can clearly be seen.


� Besides Chronos, Aion, which in Greek means one cycle of human age,  was also regarded as a god of time.  It was thought that events in the universe proceed in cycles. Aion was depicted with a lion head and a snake nearby, a symbol of infinity. – Cf. Encyklopedie antiky 1973, s. v.


� In a recently published monograph on the Wallenstein Palace, Muchka – Křížová 1996, p. 61, it is stated erroneously that the planets are arranged on the ceiling in a solarcentric manner. (The authors of the publication were led to this by a superficial view of the Sun placed in the middle of the planets in the centre of the room.)  The latest article by Jiří Kropáček in an extensive and from the graphical point of view very impressively conceived publication on the palace takes over this error and develops it in detail (Kropáček 2002, p. 225.)  The Earth, the centre of the universe, is not depicted on the ceiling, because it is not counted as one of the planets.  The Sun and the Moon on the other hand were traditionally counted among the planets as what are called luminaria, i.e. ‘lights’.  The seven planets known from the Middle Ages up to the early part of the new era correspond to the number of seven windows of the room.  The authors of both papers were evidently not familiar with the literature already published on this topic, particularly the work of Z. Horský or the work of M. Špůrek published several times with only minor modifications, which give this basic information.


� Miniati 1991, p. 22.


� Daniel 2002a, p. 11 and 18.


� This is not an isolated instance of Galileo’s scientific results being carried over into art; for this cf. Konečný 1996, Daniel 2002b.


� Cf. Drake 1957; Drake 1976.


� Galilei 1992.


� KGW IV 1941; Kepler 1993. 


� Horský 1980, p. 207; Drake 1984, p. 201.


� Van Helden 1974a.  Cf. also Van Helden 1974b; Drake 1957, p. 101 et alia; Drake 1984, p. 200; Hadravová – Hadrava 1998b, p. 24-25; Kepler 2004, p. 130-136.


� We do not think it is possible to agree with the assessment which is repeated in the works of  M. Špůrek that presenting Saturn in the form of two stars displaying a ring records a mistake by Galileo.  The process of specifying scientific knowledge precisely is protracted and in this case all its complexity is well described in the literature, and the matter cannot be qualified as an error or an omission, for it was not a question of some ‘step on the side’ but of the first information leading to gradual specification of the discovery as a whole, a step that was correct and also understandable in view of the fact that Galileo’s telescope magnified only twenty times. 


� Lejsková-Matyášová 1956.


� Konečný 2002a, Konečný 2002b.


� Virgil Solis (1514-1562) was a prolific printer (he printed more than 2,000 books and engravings), painter and engraver, one who continued the tradition of  Albrecht Dürer and other German and Italian Masters, and designer (his designs for furniture and jewellery have been preserved). In 1563 and again in 1569 a collection of quatrains inspired by Ovid’s Metamorphoses was published in Frankfurt. Their author was Johannes Posthius from Germersheim (1537-1597).  It was Virgil Solis who provided this adaptation of an ancient work with a total of 178 woodcuts.  The first printed edition of Ovid’s Metamorphoses came out in 1484 and Colard Mansion in Bruges decorated it with woodcuts; it is estimated that in the 16th century, which valued Ovid’s work very highly and drew on it heavily, about a hundred versions with a variety of illustrations of the myths were published.  Studies of illustrations of Ovid which are older than Solis’ work showed that his pictures are based on woodcuts by the Lyon painter, Bernard Salomon, which were acquired for publishing in Lyon in 1557 (printed by Jean de Tournes). Solis’ work achieved wide circulation, so by 1652 it had been published twenty-five times in all, together with an accompanying text in various languages (Latin, German, Spanish, Dutch, Flemish ...).


� The copper engraver and draughtsman Aegidius Sadeler (ca 1570 -1629), well-known in Bohemia, was his nephew, and studied under his uncle, Jan Sadeler, in Antwerp.  He operated at the court of Rudolf II and worked with Hans von Aachen and J. Hoefnagel.


� Sadeler 1585.


� Hvězdy, hvězdáři, hvězdopravci 1986, p. 88. 


� Campanella 1630, p. 33-34.


� Campanella 1630, p. 34.


� We find a different system for dividing signs into diurnal and nocturnal ones in Manilius’ work Astronomica (II, 203-217) from the 1st century AD, but this is not mentioned in Ptolemy’s Quadripartitum.  However, we will abandon interpretation of the history of dividing the zodiac into diurnal and noctural signs, as it is outside the scope of our work. 


� Let us add that Solis depicts the ‘nocturnal’ signs of the zodiac for the planets in the circular panel of the wheel of the chariot in which the personified planet is riding; this method of portrayal is very common.  Sadeler’s planets have all the signs in which they are domiciled shown above their heads. 


� Cf. p. ...


� Two scenes from the Mythological Corridor, ‘Mercury and Argos’ and ‘The Apotheosis of Aeneas’, are also upside down compared with Tempesta’s model  (cf. Konečný 2002a, p. 30; Konečný 2002b, p. 105).  The reasons for this will certainly, however, be different in the Mythological Corridor and the Astrological Corridor.


� Cf. al-Sufi.


� Blažej 1976.


� Ptolemaios 1984.


� It is interesting to note that the same type of line for the equator and the ecliptic is used on Blaeu globe in 1603, one of which is in possession  of the National Technical Museum in Prague (cf. p. … and passim).


� Full-page drawings in an old Italian print Theatrum mundi et temporis (Gallucio 1588) are perhaps a good example of separate portrayals at the time of the signs with the position of the ecliptic marked.


� According to Ptolemy the features of peoples are influenced by the local climate and the stars they belong to. Jupiter rules the north, Venus the south, Saturn the east and Mars the west.  So Europe, in the north-west of the then known world, belongs to Jupiter and Mars and the trigon of Aries, Leo and Sagittarius, Africa in the south-west to Venus and Mars and the trigon of Cancer, Scorpio and Pisces, Asia in the south-east to Venus and Saturn and  the trigon of Taurus, Virgo and Capricorn and finally Scythia in the north-east to Jupiter and Saturn and the trigon of Gemini, Libra and Aquarius. (Cf. Hvězdy, hvězdáři, hvězdopravci 1986, p. 24.)  Campanella similarly also divided the western hemisphere between the rule of Jupiter in the north, Venus in the south etc. (Cf. Campanella 1630, p. 56-60.)


� Ripa 1625; cf. Šperling 1977, p. 526; Blažej 1977 (refers to the source of this information, Eliška Fučíková).


� In the text accompanying the emblem of Europe in Ripa’s Iconologia, the Medici Chapel is not expressly mentioned, and the model is described in general only as a ‘cathedral’: "Europe. – A lady ... holding a temple in her right hand" (cf. Ripa 1709, fig. 185, p. 47).  Incidentally, construction of the chapel did not begin until 1604, so it could not be included in the first edition of Ripa’s work (1593).


� Daniel 2002a, p. 11.


� Blažej 1976.


� Kropáček 2002, p. 229.


� Blažej 1976.


� Kropáček 2002, p. 229. 


� Blažej 1976.


� The first illustrator of Leonhart Fronsperger’s (c. 1510-1575) Kriegsbuch was Virgil Solis, and the book was published in 1573.  For further editions the work was expanded and amended, until it acquired the form given to it by another illustrator, Jost Amman.  Amman was born in Zurich in 1539, and worked as a painter and engraver mainly in Nuremberg, where he also died in 1591.  The final version of Kriegsbuch contains a total of 334 of his woodcuts, particularly of military scenes, military equipment, weapons, costumes and ornaments.  This is an encyclopaedia of the military and the wider life of society as a whole in the 16th century, in which war was a part of people’s everyday life and culture.


� Šperling 1977.


� Špůrek 1990, Špůrek 1997a, Špůrek 2002.


� Špůrek 1997b, p. 165.


� Muchka – Křížová 1996, p. 64.


� Horský 1985, unpublished; Špůrek 1997a, p. 16.


� Cf. for example Muchka – Křížová 1996, p. 56.


� Konečný 2002a, p. 30; Konečný 2002b, p. 105.


�Nicolaus Copernicus explained the fact that the parallaxes of stars could not be observed in his heliocentric model by the enormous dimension of the traditionally conceived small spheres of fixed stars.  Because of the ‘purposelessness’ of empty space between Saturn and the stars this opinion was rejected by, for instance, Tycho Brahe, but Thomas Digges on the other hand extended the space of the stars into infinity and Giordano Bruno speculated on a multiplicity of worlds. Johannes Kepler, who in his first work, Mysterium  cosmographicum (Mystery of the Universe), gave reasons for the number of the planets from the geometry of regular bodies, drew attention in Dissertatio cum Nuncio sidereo to the fact that Galileo’s observations of the Milky Way could support the theory of a multiplicity of worlds (with which he did not agree).  In general, however, the fall of Aristotle’s immutability of fixed stars at least opened up the possibility of contemplating a continuation of the world beyond Saturn. (Cf. Hadrava – Hadravová 2003.)


� This topic was identified by Ivan Šperling, cf. Konečný 2002a, p. 31; Konečný 2002b, p. 108.


� Muchka – Křížová 1996, p. 48.


� In the text which has been produced for visitors to the palace in the chamber it is written that the floor provides another symbol of the palace, the symbol of infinity, which is expressed by squaring the circle. This assertion is of course incorrect, and the circle is not squared.  Also comparison of the method of laying the tiles on the floor with the usual method of recording horoscopes and drawing conclusions on the dependence of the floor pattern on Kepler’s horoscope produced for Wallenstein (see Šefců – Vojta 2002, p. 312, 321), is completely unfounded. 


� Konečný 2002a; Konečný 2002b.


� As is stated in Konečný 2002a, p. 30 and 31, and Konečný 2002b, p. 105 and 106, this is the only portrayal conceived differently from Tempesta.


� Cf. the several times repeated motif of the peacock as an attribute of Hera (Astrological Corridor, Sala Terrena) and the Pavo (Peacock) constellation, which came into existence from this attribute at the beginning of the 17th century (Mythological Corridor, Sala Terrena – p. ..., ... et seq.).  


� Eg. Kropáček 2002, p. 230.


� Ptolemy 1984, p. 350 (Cygnus is the 9th constellation in Ptolemy’s catalogue); p. 357 (Aquila is the 16th constellation). – The myth of the creation of both constellations is recorded by Aratus of Soli in the 3rd century BC in his Greek work Phaenomena, and in Latin by Hyginus in the 1st century AD in his work De astronomia and others.


�Cf. Truffa 2003b, p.145-146.


� Bialas 1998, p. 284.


� These are the constellations of Apus (Apus), Chamaeleon (Chameleon), Dorado (Swordfish), Grus (Crane), Hydrus (Hydrus), Indus (Indian), Musca (Fly), Pavo (Peacock), Phoenix (Phoenix), Triangulum australe (Triangulum australe), Tucana (Toucan) and Volans (Flying Fish).


� Hevelius 1970.


� Ptolemaios 1984, p. 362.


� Cf. KGW I 1938.


� KGW XVI 1954, p. 41.


� Sometimes a certain and not particularly marked dependence on illustrations by Jacob de Gheyn for Grotius’ edition of Aratus’ Phaenomena, Leiden 1600, is claimed.


� Cf. Swerdlow 1986.


� Cf. Truffa 2002; Truffa 2003b, p. 146-147.


� Let us remember that doves are also harnessed to the chariot of the personified Mercury in the Astrological Corridor, cf. p. ...


� Gen. 6,9-9,17.


� This can be seen, for instance, in all the globes of the 17th and 18th centuries, which are in the Baroque Hall of the Clementinum in Prague.


� Cf. article by P. Preiss on a report concerning the last comprehensive renovation of the palace to date between 1996 and 2001, � HYPERLINK "http://restauro.senat.orlice.cz/rozbory.htm" ��http://restauro.senat.orlice.cz/rozbory.htm�; Kropáček 2002, p. 232; Fučíková 2002b, p. 252 aj. 


� For a description of this cf. Horský – Škopová 1968, p. 144-145.


� Seipel II, 1990, p. 184-185.


�  Franco 1991, p. 96-100.


� Cf. Horský – Škopová 1968, p. 145-146.


�Konečný 2002a, p. 28; Konečný 2002b, p. 102-103. (Cf. p. ...)


� For inspiration in the building and decoration of Prague Castle, particularly the parts built after Rudolf II, cf. Fučíková 2002b (and note ... on page ...). 


� Truffa 2003a, p. 14-18; Truffa 2003b 160-162. – Gnomons began to be acquired in greater numbers after Pope Gregory XIII’s reform of the calendar in 1582.


� Konečný 2002c.





