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Introduction

In the course of the early sixteenth century printed 
book decoration underwent a double metamorphosis. 
First stylistically, through the replacement of the pre-
vious medieval, mostly floral, embellishments by new 
motifs copied from Islamic or Byzantine sources, such 
as strapwork, interlacing, scrolls, intertwined denatu-
ralized leaves and stems (nowadays generally known 
as moresques or arabesques), or motifs borrowed from 
antiquity, such as atlantes, caryatids, grotesques, putti, 
terms, festoons, wreaths, columns, porticoes, cornuco-
pias, trophies of arms, medallions, and vine leaves. 
 Second, on the technical level, cast ornaments 
came gradually to be included in the printer’s bills-of-
fount, in the same way as contractions, accented letters, 
punctuation marks, paragraph signs, and figures. The 
ornaments measuring less than about 20 mm could be 
cast in a regular handmould on the size of their small-
est dimension, while the larger ones were cut in wood 
or had to be sand-cast. They increasingly replaced the 
prestigious, sumptuous and time-consuming hand-
painted illumination and decoration, or the less costly 
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and sometimes crude woodcut techniques, on which 
most early printers relied for their decorative initials, 
borders, or headpieces, and which they had borrowed 
from woodcutting techniques in use since the early 
fifteenth century for producing playing cards or devo-
tional representations. 
 Cast ornaments were to persist throughout the 
whole period of hot metal type up to the middle of the 
twentieth century; even today ‘dingbats’ are routinely 
included in a digitized font. Their general history has 
been dealt with by Meynell-Morison, 1923, and Lotz, 
1951. Both authors report the earliest occurrence of 
two cast ornaments, a simple quatrefoil together with a 
more fancy floriated pattern, in a for the moment lone 
experiment in the Arte del ben morire, printed in 1478 
at the Verona press of Alberto and Giovanni Alvise 
(Mardersteig, 1973, 261–2). Some thirty years later it 
was to be followed by the cast ornaments, no doubt 
of French origin, at the London presses of William 
Faques (1504; STC 16257) or Richard Pynson (1506; 
STC 6894.5), and the decorative line fillers both in the 
Quincuplex psalterium (1509, 1513) of Henri I Estienne 
in Paris (Moreau, 1: 308, no. 27; 2: 174, no. 506) and in 
the 1513 Hortulus animae of Peter II Schöffer in Mainz 
(VD16 H5088).
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 During the hand-press period a printer had an impres-
sive array of such cast ornaments available (Dreyfus, 1982). 
A comprehensive survey is lacking and it would have to 
deal with a host of different patterns, such as the acorn, 
asterisk, corbeil, cross, dagger, diamond, fist, vine leaf, 
leaf, lozenge, fleur-de-lys, rosette, rectangle, square, scroll, 
trefoil, and, from the mid-1550s onwards, the arabesque. 
 The present work focuses on one pattern of these 
Renaissance ornaments, namely the vine leaf, or as it 
is commonly known, the ‘Aldine’ leaf. The latter adjec-
tive may be a misnomer, as Aldus’s press does not seem 
to have used it, though it does occur on later bindings 
of Aldine imprints (Hobson, 1999, 99). The design 
is also known as an ivy leaf or, as palaeographers and 
some typographers call it, a hedera or floral heart. Its 
conventional form is a simple stem with a single sol-
id heart-shaped leaf, mostly pointing upwards [134]1 
or more rarely downwards [91]. In the hands of its 

1 Bold numerals between brackets refer to the catalogue de-
scriptions (p. 57 sqq.)

Gryphius’s vine  
leaf on BrevierA  
[Flsl 4] (1544) [154].

Colines’s vine  
leaf on Bourgeois  
[Flsl 3.5] (1535) [91].
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more gifted designers its stem gradually evolves into 
more complex and elaborated forms [184], sometimes 
very distant from any naturalistic semblance, while the 
single leaf tends towards multiplication [178], often 
blurring the distinction with medieval patterns such as 
a flower, rosette or trefoil. Cast trefoils seem to occur 
from 1513 onwards, among others at Peter II Schöffer’s 
press, but were not included in the catalogue of vine 
leaves, page 57 sqq. below.2 

Garamont’s vine  
leaf on Small Pica  
[Flsl 5.4] (1551) [184].

Granjon’s vine  
leaf on EnglishA  
[Flsl 5.5] (1548) [178].

Trefoil as used in Hortulus animae, Mainz, 
Peter II Schöffer, 1513 (VD16 H5088).

2 Occurrences of trefoils noted: 1513, Mainz, Peter II Schöffer 
(Hortulus animae; VD16 H5088); 1519, Basel, Johann Froben 
(Maximus Tyrius, Sermones; VD16 M1681); 1520, Wittenberg, 
Melchior I Lotter (Martin Luther, Assertio; VD16 L3875); 1522, 
Erfurt, Michael Buchfürer (Martin Luther, Ein Schon Sermonn 
tzu Erffurdt; VD16 L6625); 1522, Hamburg, Ketzerpresse 
(Martin Luther, Eyn Sermon vã der werdig Entfangynge des 
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 The vine leaf was introduced as a typecast sort in 
the early sixteenth-century. It rapidly became one of the 
most favoured decorative designs in Renaissance typog-
raphy and has remained a steadfast sort in a prin  ter’s 
case since then. The motif has mainly been studied from 
a designer’s point of view (Ryder, 1972; Offner, 1977; 
Caflisch, 1996), but a more bibliographically oriented 
survey has not yet been published. To fill this void the 
following catalogue aims to register all sixteenth-centu-
ry sorts known to me regardless of aesthetics or design. 

hyllygen lichammes christi; VD16 L6574); 1527, Ingolstadt, 
Peter & Georg Apianus (Martin Luther, Epistola ad Henricum 
VIII; VD16 L4622); 1528, Paris, Simon de Colines (Georgius 
Trapezuntius, Dialectica; Moreau, 3: 1484); 1529, Paris, Nicolas 
Savetier (Nicolas Bérault, Oratio de pace; Moreau, 3: 1646); 1529, 
Strasburg, Christian I Egenolff (Ludwig Fruck, Deutsch Formular; 
VD16 F3148); 1531, Louvain, Bartholomaeus Gravius & Rutgerus 
Rescius (Epistolae catholice; NK 323); 1531, Lyons, Benoit Bonyn 
for Jean Mareschal ( Jacobus de Voragine, Opus aureum; Baudrier, 
11: 440b); 1532, Lyons, Antoine Blanchard for Barthélemy Trot 
(Matteo Corti, Questio de pleuritide; Baudrier, 5: 109; 8: 441); 
1554, Lyons, Angelin Benoist (Marc Claude de Buttet, Apologie; 
Gültlingen, 11: 134, no. 3); 1556, Lyons, Guillaume Rouille 
(Guillaume Paradin, Continuation de l’histoire de nostre temps; 
Baudrier, 9: 226). Trefoil matrices or type preserved in the Plantin-
Moretus Museum, Antwerp: Pierre Haultin (MA 160); Hendrik 
van den Keere (LE-R39); Robert Granjon (MA 15; LE-IT4). 
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Admittedly the present list falls short of exhaustivity, but 
it is included here as a basis for a later, more comprehen-
sive treatment. 

As a glyph the leaf originates in imperial Greek and 
Roman inscriptions dated from the first or second 
century A.D., where it was used as a word divider, pe-
riod, or line filler (CIG, 2743; 2810; CIL, 6: 1348; 5197; 
Gordon, 1957, 183, n. 3; Wingo, 1972, 122; Ritti, 1981, 
32, 42, 152; Walser, 1988, 160–1). Mediaeval manu-
scripts continued this tradition, using it as a kind of 
‘fist’ or ‘manicule’ to mark the start of a new passage or 
paragraph (Parkes, 1992, 27, 181, 304; Sherman, 2008, 
32–33). 
 Quattrocento antiquaries, epigraphists and 
scribes, such as Flavio Biondo and his followers, 
Ciriaco d’Ancona, Fra Giocondo, Felice Feliciano, or 
Bartolomeo Sanvito rediscovered the leaf while copy-
ing antique inscriptions, which were valued not only as 
trustworthy sources for historical information, but also 
prized for the quality of their lettering (Porro, 1986, 
426, fig. 39; Hobson, 1989, 12). Occasionally the leaf 
occurs in early-Renaissance inscriptions (Kajanto, 1982, 
135, fig. 11; Bornschlegel, 1988, fig. 4) or in woodcut 
facsimile renderings of antique inscriptions, such as in 
Valerius Probus’s De interpretandis Romanorum litteris, 
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Brescia, Boninis, 1486 (Wood, 1998, 98) and Colonna’s 
Hypnerotomachia Poliphili, Venice, Aldus, 1499.
 North of the Alps the example of the north-Italian 
antiquaries was followed by south-German human-
ists, such as Hartmann Schedel (Munich, ms. Clm 451, 
f. 14–49; Hernad, 1990, 304) and Konrad Peutinger. 
The latter’s publication of twenty-two Roman in-
scriptions of Augsburg (1505) was the earliest of its 
kind to reproduce in print the inscriptions in a qua-
si-facsimile modus and to use cast vine leaf sorts. The 
preceding ones by Desiderio Spreti, 1489 (STCi, 638) 
and Nikolaus Marschalk, 1502 (VD16 E1747) simply 
reproduce the epigraphs in normal text types without 
using any leaves. 
 Peutinger entrusted the printing of his Romanae 
vetustatis fragmenta in Augusta Vindelicorum, a slen-
der booklet of merely eight leaves, to one of the most 
skilled printers of his time: the Augsburg typefound-
er and printer Erhard Ratdolt (1447–1528); he had it 
handsomely printed in two colours, red and black (add-
ing gold to the reissued dedication copies now kept in 
Vienna, Paris and Chicago). To simulate the lettering 
on the monuments in a quasi-facsimile mode, Ratdolt 
used a newly cut series of middle-sized 8 mm Roman 
titling capitals (Proctor, 1903, 203; Johnson, 1937, 57; 
Bornschlegel, 1999, 215; Wood, 2008, 292–4). 
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