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attempt has been mdde to select only examples
that will fascinate{and please the general reader.”
See Foreword, \B; Pzul J. Sachs.
Asa brllllam: -author, teacher, and ddministrator,
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\shat period ‘he acquired one of the finest collec-
“ tions of drawings. m,.r.he “wgrld. As Professor of
Fmg,? nﬁ? Umvél‘s;fyﬁ Dr Sachs pro-
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.:_HIS 3001:, _ IN 50 FAR As THE ALy IM
iportant matter of the chome of Great Drawings for- Te- '
“production is concerned, is baged 6n-the expetience
Jof a lifetimé devoted to the Stady of drawings with
passmnate enthumasm, and i caﬂectmg several hundred
-examples for the Fogg Miseum of Art, Harvard Uni--
{versity: In so.vast a field the attempt has been made” to.
Iselect only ¢xampleg shat will fascinate and please the -
general readet. Mbs\t of the books listed under Recom
mended Readmg; as ‘well ag-the Portfolios cxted _con:
{tain many mere instructive reproducuons A
The text)is based on lectures delivered at the Lowe]l A
nsti e\Boston, at the Sorbonne, Paris; at the Cour-
'tauld stitute, London, and at the Umversmes of Berlin
addh Bonn; as well as. at Harvard -Umvemty- durmg:'-;
ﬂllrty-51x happy years, L : "
A number of dcscrlptlve sentences -are” taken from
{the - Catalogue of Drawings -in -the Fogg Mmeum: of
#g?‘t (Harvard:- ;University - Press) ﬁrst




-__For e 'speclahst a: book hke thlS can: have only
limited intérest. It is interided, primarily, for the nowcé
vho' has curiosity about* -drawings and for the gener
éader as a brief intfoduction to 4 fascinating . field, in
‘the ‘hope ‘that. he: may .be stimulated to look at #he
g xpandmg collections of Master Diawings in Améfidan
rhuseums, for o reproducuon ‘can ‘ever do mmplete
ustice ta #n onglnal The bookis intended A give the
obéervant reader-a helpful basis for under'}tandmg the
-language ‘of the draughtsman through the scrutiny .of
irie’ examples This then is little -moze, shall-we say,
than ‘a- spnngboard 1 have ymlde@ to the temptation
oW and again,to enliven thesparrative ‘with. the kind
f. story that any collector xrught te]l about drawing;
hit ke has loved. . AN
‘As'the’ niimber of reproducuons had 1o be hrmtcd E
lgorous selccﬂon wis, mandatory ‘So limited a choice
nevitably’ revea.ls\t:he taste “of the author Specific ex-
lanatory :corinents are- inttoduced in the- hope tha
‘their: cumula}x}e effect will make it clear why the titl
-Great Drawmgs—was ddopted. ‘There’ has been nc
“attempt o write'a survey of the history of art in term:
f: Dramncrs ‘Such' surveys may -be found in'many EX
ggenr manuals. A few of the more recent are hsted it
Recommended Reading. .. .

LAny’ experlenced stadent of- drawmgs Wlll apprec.latn
“the fact,that "this' book should not be looked upon 4
af1- Anthology of - reproducuons ‘of . drawings from .
¢chnical or historical point of view. For such an exact
ng task,; many. more réproductions would be require
nd- in"that case’ there would have been included, t
__ mention only“a_ _’_few Itahan rnasters, addmonal Gre‘




Drawings' by such"artists as:—Fra’ Arigelico, Benozzo
~Gozzoli,” Uecello, Ghislandaio,"Andrea. del Sarto, the
" Bellini;- Carpar':cm ‘Guardi,: Canaletto, ‘and-:a " dozen
- others; ini -the;: Netherlands: “Bouts, . Mémling, . Hugo
“van der Goes; Boscm and the Dutch landscape attists of
- the seventeenth’.century; in. England LBlake, Gains-
* borough, Constable and Turner; in: Germany, Alrdord
" fer.and.Cranach; in France and among artists identified
_'_.-._Wlth France: -Dawd Chassétian; Rousseau, Da,ub1gny,
- Guys, Renon‘, Manet, -Cézanne, -Seurat,. Yan Gogh
"'-__.Toulouse-Lautrec ‘and Plcasso a3 well _as a;certal
; 'number -of. Amencans.-"r N

" the” encouragement of'my friend: and- former: pupﬂ
- Herman ‘Wechsler, “whose, attractive :Pocket Book: of
-"'_Old ‘Masters sérved as.a" mode_l and prompted me 10
Cary sometlung slmllag, n thi 'hmlted fashlon, m'the
. field of drawings
My mdebtqd s s VEry ‘redl to- my ' connois
“friends W.&5.” Russell - Allen and Carl E: “Pickhard,
~Jr., for dl’séussmg ~with’ interest and- patmnce the' ﬁnal
selecmon\ of - drawmgs ‘Grateful - ~acknowledgment :
alsg: ‘made for.help . réceived from's -Kojiro - Tomiita
atd W. G, Constable, both of the Museum of Fme Arts,
Boston; Professor ‘C:'A,. Robinson of Brown Univer-
ity; and to-my foriner- colleagues at the Fogg Museum
—Agnes Mongan, ‘Arthur Pope, Chandler R. Post, and
akob -Rosenberg--who -have- genemusly.f;‘a]lowed .me
0 quote passages: from thelr books. The sa e is.trie:of
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T express sincere thanks and appreciation for- bibli-
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- and Helen Styles, as well as to Helen Willard, Elaing®
" Evans and Rath Magurn of the Departments of Draw— K
. ing and of Prints; to James Ufford, photographe:, and
. to Mary, Wadsworth, my former devoted seéretary '
. These friends are ali on the staff of the Fogg Museum. .
7. -Mrs. Anne’ Blake. Freedberg, Mrs. Anselm Beal, and-.
Mrs Robert Bogart have been patlem;m typmg the
- manuscrlpt : R
. To: others who have given me “kind suggesnons, I
‘express sincere thanks and appreclatmn -
T owe'my deepest gratitudé to my ever panent wife,
" .t Grateful acknowledgment for-. pemnss:on to use
. copynghted material is.fnade to the various publishers, -
2 and appéars under fAcknowledgments.” : '
.-+ Indebtedness. fpr\photographs is acknowledgéd in
. the “Llst of I]b@tranons S

. O -'_P_aul']_‘ Sacks
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- there IS nothmg 50 thnlhng as a g\od drawmg
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MY STUDENTS OFTEN ASKED ME AT A -
first meeting: —What is a drawmg’ How are drawmgs o
made? What is a great dmwxng,

The word “draw” means:Sto drag a pen or other
instrument over a surface.hich leaves 2 mark behind -
it. To draw is to outlide; to delineate; to represent a
form or shape by lines'or by means of light and shade
alone or within a\nrnple outline:—in short, to make a
picture by suclPmeans. An artist’s line has fundamental o
significance . when it reveals form or design. T

Everybody* has made drawings of sorts, cither at
school, making white lines with chalk on a blackboard,
or, as\grownups, making dark lines on paper while
“doodhng” at desk or telephone. Such drawings are, of
Course, at the very opposite pole from great drawings,
even if there is the enchanting legend that an Italian
shepherd boy, in maturity the genius Giotto (12667~
1337), was discovered by the great artist, Cimabue
(1240-1302), sketching his sheep while tending them,

A]most everyone can learn to speak correctly, to

. R | . N PR
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write passably. Since writing is, after all, a kind of
drawing, it follows that most people do draw. Bug
merely to write simple messages or to speak sentences’
does not make you a poet or an orator-a Shakespeare
or a Churchill. ' : \

To draw lines or outlines is a way to express ideas=
the grammar of art. Drawing is, indeed, the funda-

_ mental element in all great picture making, justas gram-
mmar is at the root of all good writing, /™ 7o
‘Good drawings have been producedgb)f’ many men
| and women of talent, but, as in the cagelof author, poe

- musician or orator, only 2 genius caw produce a gres!
work of art of any kind, a great drawing which, in
addition to skillful handling; :ihstﬁntl_y brings to us the
thought, the emotion of the,artist at the time of crea-

tion. R .

T hope that the pictukes and comments in these pages
will help to supply“the answers to the three questions,
in greater detail;yand chat this basic language of great

- dranghtsmenfcwill become comprehensible, for it is in

his drawings,that the artist makes his most spontaneous

~. . ‘statements; and enables us to follow his thought in the

_ veryzaet of creation. Long before Ingres, one of the

: rgn}’szable draughtsmen of the nineteenth century, in-

~ &isted that drawing is the probity of art, Vasari had

\ “said in the ._§ixteer1th century;— “‘drawing . . . is the

) ‘necessary beginning of everything [in arc}, and not
/ ° having it one has nothing.” C

.~ My per slogan is what it has always been:— the eye

. is.best trained- through an intimate knowledge of the

" best. Understanding and- discrimination, that is, “con’

*-poisseurship,” can only-be developed by repeated con-
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tact with the best visual images produced in'.the -
-~ draughtsman’s own language. How, if we continue to R
~rely chiefly on those who would lull us with fine =~
‘woids, can we hope to see, . IR

* The instinct for quality has made for the success of "

the greav collectors. They have, as a rule, relied upon ("

their direct reaction to the isolated object. Often thep\» -

have preceded, indeed formed, the critics. The draw-

Ings selected for reproduction in this book are notchos- -

en because of their rarity, but becanse, whether slight,
'}quick sketches or finished designs, they give\evidence, -
“through their technical excellence, of thg reanslation of

the vision of the artist into graphic_lafiguage. For the

beginner it is the training of the eyexwhich counts. The .

€ye is best trained through an iptithate knowledge of

the best. A brief account of How drawings are made

should prove helpful. £ ~

\" . .

. . \'\ New

 In Prebistorig, Times, 2 sharpened stone was probably
employed to’elit a design on a bone, The result:— a
drawing. Fhe earliest types of distingunished drawings
known to<as are prehistoric, spirited drawings discov-
ered gh\the walls of rock shelters or caves. These pre-
historic caves contain vivid representations of animals
Samong others, wild horses, stags, bison, and reindeer, -
"Plate 1),~as well as hunters. Such caves were deco-
tited from seventeen thousand to thirty thousand or
Wore years ago. The caves at Lascaux, in the Valley of
the Dordogne, in Southern France, were discovered by

. 3 :
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- _'This one example from China should serve as a re-
" minder that in certain fields we of the West have every-
- thing to learn from the East. To get such an apparently :
" simple but miraculous result as this there must be no
- retouching. Brush technique demands the kind of
. rigorons training that Chinese artists knew and(to’
* .which few in the West have ever been subjected:

. e N P
. ‘&
N\

l

L ,.Retuming' now to Europe and g,oﬁﬁhg down to the

fifteenth and early sixteenth cedtuties, we find that
dravghtsmen wsed sharp instriunents to record their

. idess. A\
- Silver point, the favorite\tool used by artists in Italy,
~in the Netherlands, and\sometimes in Germany, yields
* delightful delicate yesults. The aitist coated his parch-
- ment or paper witih\a thin colored ground of powdered
" bone, mixed with gum water, drawing upon it as the in-
- .genious and’graceful Florentine, Filippino Lippi (Plate
_-13), didyjthe fifteenth century. The result is a pale
. gray limewhich is attractive by virtue of its crispness
:m&;iﬁnty Unity is here achieved because of the har-
~mfosty between the sharp, sensitive stroke of Lippi's
Mdrawing and the delicately colored paper on which he
carried out this subtle masterpiece. In Flanders, in the
fifteenth century, in the peried from Van Eyck to
Memling, we find that silver point, the most common
of the metal points used for drawing, was the favorite
ool - Lo o _,
~,In the fascinating, instructive detail, from an early




copy of a painting by the famous Fleming, Rogier van

. der Weyden, we see St. Luke (Plate 4), the patron -

§ saint of artists, actually at work with a silver point,
- drawing the head of the Virgin.

Pen and ink was a mude widely used by the old mas- .

ters. The sharp point of pen or quill results in precise, ¢

. clarity, as in the crisp and moving sixteenth century,
. masterpiece by Albreche Diirer (Plate 33). Suble
. gradations are rarely feasible with pen alone andawhen
. such gradations are desired, the artist tends t0.supple-
wement his line with brush-strokes of the sazhe color, il-
wmstrated with dezzling clarity by the last of the nota-
X - . . y

: ble Venetian artists, the eighteenth céritury decorator
. of ceilings, G. B. Tiepolo (Plate 209 ~Another variation
in pen drawing, illustrating the power that can be
achieved by this mode, we ohsérve in the timeless work
of Rembrandt (Plate 46), where the greatest draughts-

2 mood, with subtletyand force. ,
Drawings wit Q’Ja’rcoal, black and red .chalk, and

these, sharpness\and delicate gradations of tone can be
achieved. After the fifteenth century, when artists like
Michelangelo (Plate 20) developed bolder effects of
expresdion, attitude and gesture, they turned to black

e, = 1t

With the metal point.

In the seventeenth century, in Flanders, Peter Paul
Rubens (Plate 43) made some of his most significant
drawings in red or black chalk or in a combination of
T‘hoth. Influenced by the eminent example of Rubens,

i\;h@ir’ideas more broadly than had their predecessors

man of seventeenth centiry Holland fuses reality and

N
N

Various Types of Drawing- A BACKGROUND . -

N 3

pencil offer an dmpressive variety of work, since with

and ;}:E‘ chalk, for with these they were able to present
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Watteau (see covers), the foremost artist and
draughtsman of the eighteenth century in France, -
carried on the same lovely tradition in countless studies, -
achieving a delicate amalgam of vivacity and sensitive-
.ness. OQur contemporary artists use pencil for rapid
“notation and for sketching, but only rarely do ghey,
use the hard chalk with which Raphael, Michelanp¢lo,
Holbein, Rubens and Watteau enchant us. o~
~ Since with Paszel an artist is enabled to emiploy a full |
range of colors it is perhaps stretching\@\point to in-

"

~clude it here among the processes of\drawing rather
_than of painting. Pastel is includedhowever, because ,‘
- (Plate 49) is one of the earliest known pastels, done in
" 1455 by Fouquet, and also bécatise it is akin to soft i
chalk. In the eighteenth century distinguished works
in pastel were always classed as drawings. Starting with
. -the Trench Impressionists, in the nineteenth century, |
- both pastel and chageoal came to be favored materials. |
~._ With this mugh\by way of background, we should |
- be ready now,imnthe following chapters, to consider in
" further detail* the Great Drawings selected for this
" Pocket Boak.- S :

\

#Limitations of space make an adequate exposition of the warious ways in which |
drawings are made, the varicus pigments aad toels empleyed, and a full account !
of the terms used in describing the materials -of drawings, quite impessible., The
serious” student is, therefore, urged to consult the two authoritative books in English
- -listed in the Recommended Reading:—(1} A. E. Fopham's Handbook and (z) the

Short Encyclopedia by Gewens and Stone. ‘

8
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IN THE PAGES THAT FOLLOW, THETERMS

> “Middle  Ages” and “Mediaeval Art”_vefer to the

period from the official recognition ,o'f\\Christianity-- .

that is, the time of the Emperor Cefistantine (324-3137
A.D.)—to about 1400, the beginnifgrof the Renaissance
in Italy. The Renaissance, as wetshall see in due course,

does not appear in Germangtuntil considerably later.

The term “Romanesquél®™is not used in describing
drawings, because on tlte. whole, the use of that word

had best be limited o a description of architecture,

sculpture, and illuminated manuscripts. We do; how-

ever, speak of (“Gothic” art which grew out of the

Romanesque, §tyle in the twelfth century. Gothic is 2
proper desigration, prior to the Renaissance, for all
manifestations in the arts, whether in cathedrals and
theiradornment, domestic architecture, sculpture, tap-

esttyweaving, manuscript Hlumination or drawing. The’

«bx?eak with the Gothic tradition came in the fifteenth
scentury in Italy. S

- The term “Renaissance” does not -mean “rebirth”—

but rather a renewed interest in antiquity, in learning
and in science, Professor Chandler R. Post of Harvard

9 ... :
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University has, more clearly than most scholars, de-
scribed the diversity between the two ages, Gothic and
Renaissance. “The latter,” he says, “manifested itself in
" two principal channels:—in humanism, the more eager
and intelligent comprehension of antiquity, and in in-
dividualism, the greater emphasis upon personality (.,
- The spirit of the age was revealed in art by the eﬁb‘rt’
after 2 more truthful representation of actualitys, .*One
of the most interesting manifestations of thé phcnom-
enon was the evolution of universally talefited geniuses
such as Alberti, Leonardo da Vinci, and\Michelangelo,
who sought to realize to the fullest  every possibility of
man’s personality. If humanism w4s the motive prin-
ciple, individualism was the mo.tlve power of the Italian
Renaissance. Helped by a passionate longing to vie with
the ancients, it supplied theforce for a period which, in
artistic and intellecrual achlevement of every sort, can
be paralleled only by the Periclean age . . . The whole
Italian people haddecome a nation um'ted, if not polit-
ically, at least'\h)‘? the craving for the beautiful in
everything, X N
Let us pow proceed and see how splendidly all this
is reﬁectea in some of the great drawings of the Renais-
sance.in Europe.
' PISANELLO
- C. 1305 * 1455

We start our consideration of examples by supreme
draughtsmen of the Iealian Renaissance with Tawe
 Studies of a Horse (Plate 5) by Antonio Pisanello,

10

|



Imly"' e IR PISANELLO

whose activity in the service of pnnces was not ¢on-
fined to North Italy, the region ‘of his birth.- His. " -
- few surviving, delicate, courtly: paintings, with their -

profusion of Aowers, animals and elegantly dressed fig-
ures, lack the compact, solid compositional qualities of

‘his far-famed Florentine contemporaries:—Masaccio ) ( N
and Fra Angehco His paintings betray his proximieyy -
to Teutonic lands. Pisanello is one of the most enchant— N

ing painters of the first half of the fifteenth- cehtury
We are, however, concerned here with the charm of

his rich sketch books, as well as with the high signifi-

'~ cance of his world famous medals marked by classic
restraint, These were factors of unpogtance in the crea-
tion of the Renaissance style, in conitrast with his paint-
ings which hark back to the earlier ‘Gothic period- Wlth
their festive, delightful, realistie ‘derails. - '

In his drawings, as in his jmcdais an expressive outline
is constant, combined mth'beauty of surface. Charac-

teristic of the charmdéand sensitiveness of almost all of .

Pisanello’s drawings.of animals is the fact that the strik-
ingly velvety surface and texture as well as the con-
tours are realized through parallel shading with a mul-

titnde of fine’ lines, which do not detract from the =~

essential, {brm Indeed. the form, the structure, is ac--
tually\supported by this charactenstlc surface treat-
mcnt Pisanello’s drawings of horses emphasize his
mgturalistic curiosity. In our drawing we see his skill
\and veracity in the rendering of anmimals, The curious
slitting of the nostrils of horses, shown in this and in
other drawings by Pisanello, was apparently practised
in eatlier days by the Byzantines- with the object of
allowing their horses to breathe more freely The prac- .
: 11 .
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 tice is still prevalent among certain Mongol tribes. Such
precise drawings of animals foreshadow the work of

" Leonardo.

POLLAIUOLO A
c. 1432 - 1498 4

It may seem strange that such world fafnous artists
as Masolino, Donatello, Masaccio, Brunelleschl Ue-
cello or Castagno, the founders of fifteenth century
Florentine art, are omitted in a sci}ctlon even as re-
stricted as this. The fact is that ﬁe authentic drawings
of the first three have survived ‘and only four or five

* by Uccello, Indeed, few dmwmgs of the early fifteenth
century in Florence havereome down to us. Hence any
- one of the twelve suryiving drawings by Antonio Pol-
laiuolo, the most pgwerful and gifted of the Florentine
- naturalists, is of jmportance. Most of them illustrate his
\ preoccupatlof\with problems of anatomy and w1th the
representation of the nude.
_ Antonigythe elder and by far the more gifted of the
~two argist sons of Jacopo Pollaiuolo (or the poulterer),
bem in Florence, in 1432, if his father’s declara-
don be correct. Legend says that he was apprenticed
Searly with Bartoluccio di Michele, to learn the trade of

O the goldsmith. Like many another artist of thar talented

 and versatile age, he was a master in many crafts be-

* sides the one in which he served his apprenticeship.

A pupil of Castagno in painting, he was strongly origi-

nal and amazingly powerful both on panel and in fresco

painting. A pupil of Donatello in sculpture, he devel-
C 12
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oped 2 rare command over bronze. Like Verrocchio,
he was important both as g sculptor and as 2 painter.
He was, also, a skilled designer in embroidery and an
incomparable engraver. : . :
Yet, master as he was in all these arts, it was as

draughtsman that he stood out among his fellow artists, ),

and it has been as draughtsman that he has since coma
manded the constant admiration of those who Jhave
known his work, Vasari speaks of his drawing\cén-
tinuously. In a short time he came to be consi@éred the
leader in the art of making designs, Cellinieells us that
he was so great a draughtsman that ne dyrall the gold-
smiths made use of his beautiful dedigns which were -
' of so great an excellence that mangxseulptors and paint-
ers used them and thereby gained”the greatest honor.
The truth of Cellini’s statemgfitils borne out by count~
-~ less examples. Even Raphagl™himself did not hesitate to
- borrow figures from Pollainolo. Thus his influence over
' the art of his time beéame as incalculablé as it was far-
. reaching. Durin; t@: second half of the fifteenth cen-
© tury he was theikﬂst most interested in the study that
 more than any,ether marked the Florentine:—the study’
of the human'figure. It is in him that we find concen-
, trated thatsearchingly scientific and powerfully mascu-
line spidie which makes him the connecting link be-
- tween, the commanding masters of forin of the early .
{ﬁﬁ.tee'nth century—Uccello, Castagno and Donatello—
afd the giants of the coming age—Leonardo and
" Michelangelo.
Few of Pollaiuolo’s highly prized drawings have sur-
; vived, The number has been further reduced by pres-
| ent day criticism which, from the group once attributed

| | 13
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to him, credits to the master’s own hand scarcely more
than a dozen drawings. One of these, the Fighting

Nudes, of about 1460-1465, is now much discussed and

with needless passion. For that reason, in spite-of the
“temptation to reproduce the drawing, it is not included.

It ‘was the first rare and significant fifteenth century
Tralian drawing added, with delight and conviction{\fo./

the Fogg Museum collection almost forty years ago.
Some of my keen-eyed juniors have used hagsh “words
about it, but the majority of experienced cofnoisseurs

continue to have faith in it, even though<we admit that |

its quality has been impaired by restoration, like many *
an authentic painting or sculpturg.'\T\his little story is

" told because only drawings abaut,which there is com-
* plete agreement will be foundhinr this book and because
~ the incident illustrates Bergnson’s wise and well-known
© remark:—“Yet, when allds said and done, the ultimate
~-appeal is to our feeling. From that responsibility no
“ mechanical test, no{material consideration, no peering
* inlooking glass egq’nagical or not, can save us.” Of the
_few pure drawirigs by Pollaiuolo, of undoubted authen-
 ticity, nonels’more famous than the Adam (Plate 6) .
- The suﬁ?:ﬁ quality of the supple modelling places it
. among the great drawings of the Western World.
W, Qbserve in this outline type of Florentine drawing,
- _dn’'pen and brown wash, of Adam leaning on his hoe,
"y produced with such economy of means, those qualities
" that are almost constant in Pollaiuole’s work:—a wiry,
. functional line, full of energy, which defines the form
.. "and suggests muscular effort. The modelling, you will
. “mnote, is brought out by a discreet use of awash. It
7., represents the kind of outline drawing which inspired
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Botticelli. There are here also many of the national

characteristics of style of the best of Italian Renais-
sance drawings:—a sculptural conception of form and
the szbordination of details in the interest of the har-
monious rhythm of the whole design. :

In his analysis of the expression of three-dimensional ¢

form, Professor Arthur Pope of Harvard says:~"“Many,
superb examples of the use of line to express salid
form are to be found among the drawings by the great

N
3

N/ 3

masters of the Renaissance, . . .” In Pollaiuglgs“Adam .

(Plate 6) we have “. .. an amazingly cofyancing ren- _

~dering of solid form.” AN ) _
In speaking about the Adam and{about the com-
panion drawing of Eve, Berensondsays: —*. . . the line
caresses as it models, makes you*follow with keen
pleasure every enveloping curve, every boss; every
turn, makes you realize with*the vividness of positive

contact the texture of .the skin, the elasticity of the -

flesh and the resistapéesof the Jmuscles,” Such words
help us to see. \\ :

\¢/ SIGNORELLI

\ C. 14417 * 1523
AN

. 4 \ - " - - B
- Litea Signorelli, born in Cortona, was a pupil of the

gren painter, Piero della Francesca, and reached ma-
yurity under Pollainolo ar Florence. Note at once in
the black chalk drawing of a Nude Man and Kneeling
Nude Woman (Plate 4) that his figures are more
heroic and robust than those of Pollzinolo; also, that
they are more animated in movement. Signorelli is a

15
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transitional artist who in his masterly chalk drawings
revealed his genius. He was the first artist in Iraly to
~ exploit the use of black chalk, In all such studies
" ‘Signorelli gives us ample proof that he was one of the
early masters to use the nude as a vehicle of expression,
increasing the solidity of the forms through his skillful
use of shading. o N\
In commenting on a similar drawing, also & Study
for the Cathedral of Orvieto frescoes, Berepson says:—
“ .. And we, too, follow with pleasure.these strokes
that outline and model, light up, unit¢ and harmonize.
Few sketches have produced 2 more completely plastic-
pictorial effect.” He adds:—“Ous, artst was perhaps
the only one who as a draughtsman travelled on his
own legs the whole long wap\from Pollaiuolo (Plate 6}
and the crystalline naturalism of the mid-quattrocento
" . [the Italian term which\feans the ‘four hundreds’] to
~ the heroic proportions of Michelangelo (Plate zo), the
- almost too ‘poignafit accents of Andrea del Sarto, and
' the supple rhythims (Plate 27) of Tintoretto.”
- “Signorelli blazes the way for the achievements of the
© _High Remgigsance and particularly for the powerful
‘work _oQMjchelangelo. o :

6




BOTTICELLE

14447 - 1510

ABUNDANCE
British Museum, London .

Plate 9




MANTEGNA

14
H WITH THE HEAD OF HOLOFERNES

51 + 1500

JuDI

Ufﬁ_zi, F.Iorence

. Plate 10



BONSIGNORI
c1453 + 1519
PORTRAIT OF A VENETIAN SENATOR
Albertina, Vienna

Plata 11



ANTONELLO DA MESSINA
' _c‘.143d . 14707
: o ' PORTRAIT OF A BOY
e _ Albertina, Vienna




FILIPPINO LIPPI
| 61457 + 1504
STUDIES FOR A ST. SEBASTIAN AND A SEATED FIGURE
Metropolitan Museum of Art, New York

Plata 13



Plata 14

L.EONARDO -
1452 * 1510
STUDY FOR A HORSE AND RIDER

John Nicholas Brown, Providence

LEONARDO
1452 1519

-ASTUDIES OF

HANDS

Royulr Library,
. Windsor
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LEONARDO

1452 *
HEAD OF A YOUNG WOMAN

1510
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Royal L

Plate 16



LEONARDO
- 1452 * 1519

° SELF PORTRAIT
. Royal Library, Turin
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v MICHELANGELQ

1475 - 1564
HEAD OF A LOST SOUL .
Royal Library, Windsor

Plate 20



PERUGINO _
" 1446 - 1523
_. FOUR STANDING APOSTLES
: . Fogg Museum of Art, Harvard Universify




RAPHAEL

1485 « 1520
, - SELF PORTRAIT
Ashmolean Museum, Oxford

Plate 22
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1483 « 1520
ST. GEORGE AND THE DRAGON
Ufﬁ'zi, Florence

P.l‘.ﬂe 23
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1485 - 1520

( detail )
Oxford

PLACIDUS

STUDY OF ST.
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Plate 24
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| VERROCCHIO -
1435 * 1488

Andrea del Verrocchio, an eminent teacher, with

A

¢\

N\

N

manifold and varied interests which included anatqm}{:f R
music, mathematics and perspective, is best kngwn, .
perhaps, as the last great sculptor of the Earl}g.‘Rénais—, .
sance in Italy. He has to his credit one of themost satis-
%:’_factory of all equestrian statues, the statue.fo the mili- .

Jof fifteenth cengury draughtsmanship. This beautiful

ception’of form; great stability; an engaging mood and

[ Nl
\

g2 rare combination of grace and solidity. -
\ _ o

q

tary leader, Colleoni, in Venice, What'is less well -
-known is his profound influence o his followers:—on
Perugino, Lorenzo di Credi and r;'jroét of all on his great- -
est-pupil, Leonardo, who, while he derived from his
master types and motifs, soaréd far above him in genius.

-~ The life-sized, monumental, spirited drawing of the - T
Head of 2 Woman (Pldte B) lacks Pollainolo’s violence.-

It is one of the boldest’and most inspiring: masterpieces -

drawing, one of whe glories of the superb collection at- -
Christ Church,“Oxford, is today, by general consent, =
given to.y;c\'rocchio. We find in it a sculptural con-

real clarity of structure. There is about this calm draw- -
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BOTTICELLIL

14447 * 1510
Masaccio, Uccello, Domenico Veneziano and
Filippe Lippi were the four outstanding argists of
~ first half of the fifteenth century who deeply in
-enced Florentine painting. As there are few dr:
ings by them that have come down\te us, we pas!
once to the very personal art of Sandro Bottdcelli,
most distinguished pupil of FraXilippo Lippi, to ¢
sider his exquisite, poetic ¢ ﬂrawmg of Abunda
(Plate 9}, long looked upai, as perhaps the most be
tiful Florentine drawing.in’the world. It is not 2 st
for a painting, but a. dramng done for its own ¢
and highly finished, It is 2 supreme, faultless mas
- plece, strongly, Lfsrmmscent of his lyrical painting
- The Al!egorg&;f’Spﬁng and T'be Birth of Venus,
commissiofted by Lorenzo de’ Medici.
Theyallegorical figure of Abundance, 2 treasure
. the Britsh Museum, London, is 2 fine pen draw
o xﬁhﬁ.brown wash on a light reddish ground heighte
_ &vwith white, done immediately after Botticelli’s ret
¥from Rome in 1482. The horn of plenty and the
. dren on the left are done in black chalk. Note part
larly this mixed technique because jt is orig
sensitive,  and refined in its subtle combination
- graphic material, and because it illustrates the orig
. ity with which a true master is able to handle var
media. While as a rule we speak of Bomcelh
i . 18 .
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added a tonal effect which is the resnlt of a skillful -
* combination in the use of brush and pen. =~ -

i

of the whimsical, the same drearny grace, the samg
I subtlety of refinement, that we learned to lovedn his
pictures, meet us once more in his sketches,and there
. is always present the line which envelops, hiedels and

Taly = LT L BOTTIGELLY LT

linearist, it"is -clear that in-this masterpiece there is -

- ‘Berenson has described ' the drawing in words of . 1

3 haunting beauty:~-“A great mastér of line, like Botti-
celli,” he says, “does not need the help of the pencil to &\ |
emphasize the revelation of his brush. The same touch )"

Yrealizes. with ‘such a vivacity and speed>i’ communi- R
. cating itself, that, if you do not frighten”zway its shy - T
influence by too coldly testing the @natomical correct- BRI

‘ness of its creations, you quickly find yourself not

looking gt the form, but caressifig it with.your eyes,

ot contemplating, but living the action. After ‘the
Spring, and his Venus rising from the Sea, and on a

level certainly, with hig Villa Lemmi frescoes, the most - L

beautiful and theifnost intimately characteristic of

Sandro Botticelli%, achievements is .. . (this drawing) "= . -
a nymph, the Flora of the Spring, but grown older;
with the high ecstasy of the months spent between = -
sowing and in gachering, older, but none the less 2~ .-

maenad, \With her hair streaming wildly to the wind,.
haspf:ns joyously through the land, followed by 2 train .
of Yoguish children, The soft meshes 'of her lambent

draperies cling to her slender, firm-fleshed figure, re-
vealing her form as if it were nude, and conveying the
action zll the better for their fluttering away from the
limbs, drawn in the opposite direction by the breeze.
 Ler arm, it is erue, is much longer than arms vsually

A - ® T

E
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- are, but here the composition required this length, and
" Sandro did not disdain to make it reach down from her -}
- shonlder to the hand of the little child who runs spor- Z
 _ tively beside her. You might easily find other faults.in.
~ this sheet, if yon chose, and would doubtless dwell up=«
. - on them until its splendour disappeared; but in manyof4
" the world’s great masterpieces it is wiser to discountial’
 a glance such failings as all may discern and “devote
" ourselves if we are able, to0 wooing the indwelling soul |
- of the beauty.” = . A
7+ Observe this drawing closely in order fto see how 3
the body appears to move with:en Kanfing Lightness a3
.- if wafted, in-its translucent drapeiies, over the groupgfy

- A géntle breeze seems to envelapthe figures and catry
- them forward, = - N '

R
R

C . H.;'MANI"EGNA. R

‘Andrea .Ma;:egna' of Padus, the founder of human
istic painting in North Jtaly; spent much of his lifé in
Mantag;-on being: called to be court painter. of Fed:
¢iigd Gonzaga, Marquis of Maontua. ‘He gave form
His® ﬁﬁsc‘efe_. and lofry .conceptions with equal force inf
color, moaochronie or with the graver. Handling with

V143 1 1506

meticulous mastery the pen- or fine brush, he achieved
an unsurpassed - plastic force and firmmess which make
his' figures as strong and hard as cast bronze. Their
draperiesare both crisp and immovable. No other artist
‘can equal his high seriousness or his direct, stern, tons
‘tained ‘and majestic. grandeur. His influence -on subse-




quent art. was. profound no v in; Italy but north of
the Alps as well. Diirer wis his‘admirer and Rembrandt
as-Jite as-the seventeenth century’ studxed his engrav:
ings with . reai understandlng :Charles - I of Englan
acqun‘ed a group of .his pzuntl.ngs—The Triumphy of -+
C'desa'r—snll extant in. Hampton Court Palace. - .

. The picture of ]ud:rb with the Head of Ho!ofe?
(PIate 10)-is one of the limited: ‘group. of . authent!(;z__
Irawirigs by Mantegna, the commandmg leader ofehi
Paduan school, who'i in his youth was inspired; by‘Dona
ello. It reveals his power as a.draughtsmanddnd th
righ quahty of his: work, ~which, in renstenng forrn
‘ombiries linear ‘charm with scuipmrﬁl sohdlty ‘Hi
nsplrauon was . Greco=Roman art’riet nature: Man
egita,’ in’ comblrung the style ofi Donatello w1th hi
Wi, mﬁue:nced markedly G,mvanm Bellini and. th
Venetxans, as.. We].[ as the later Florennnes Therf: ar
“opies “of "this splendid’ pett 4and ink drawing-in ‘the"
_ouvre, at Munich and(in the British Museum. Indeed,’
he:subject. was treated. frequently’ by. Mantegna anid -
s followers. - Qneof - the. mose gem-like pictutes -in:
he. Wldel'ler Bequest at. the Nauonal Ga]lery, Wash—.-"
ngton is of his/same . sub]ect. : :
_-.-_..-Glorglo Vasarl of - Arezzo, 1 pamter of the ng
Renai nc}e-an \a.rchltect 4, busmessman, " devote
riend of Mlchelangelq, nd a collector - of - drawmgs _'
$ toc[ay valued . prm1ar1[y for . his - p]easantly written
,Dsmpy ‘but important series"of artists’ biographies, his "
amous”Lives-of .the Most Excellent Arcbztecrs, Paint.
rs - and: Sculpton of. Italy, dedicated 1o ‘Cosimo ‘de
MEdlCl It'isan: 1nvaluable and 4. fasomatmg source\_bno_ -
for students: of -Ttalian art ‘even :
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s __'much that he records with = gram of salt. In his b
S _oo‘raphy of Mantegna, he refers, in all prObablllty,
- 'this very drawing when he says: —*There is In g
=% portfolio . . . a drawing by Andrea of a Judith placi
" the head of Holofernes in 2 wallet held by 2 Neg
o\ slaves It is in black: and white but the manner,
-+ handling the whites is no longer used. The artfst le
- - the white paper to serve for the high light- Jt+is dong
“with-so -much- delicacy that hairs are diStinguishabl
~ - and one might regard this as a painting~ lfmonochrome]
" rather than as 2 drawing.” Her
~ We can trace in the work of Erencesco Bonsignori
(c.” 1453-1519) (Plate 11) thq strong influence. of
. Montegna in portraiture. "This’is a black chalk study
" “for the signed picture of a”Venetian Senator, dated
. 1487, in the ‘National Gallery, London. With all if
w __'Z___ammatcd charm of gyes and mouth, with all its grand
“solidity, it lacks by™a little the full impressiveness of 4
_WOrk by Mantegna, to be found, shall we say, in- pﬂr
" - traits of the &&onzagas at’ Mantua
- The superb; appealing, sculptural head of the Portmi
__._of 2 Bo¥>(Plate 12), at one time attributed tothe
_. -Schooi\of Mantegna, at another time to Bellini, is it
* factelte only known drawing by Antonello da Messin
\(c 1430—14973 ), who, though he came from Sicily, ani
. j\Vas educated in Naples by Colantonio, was, one of th
¥ founders of Venetian portrait drawing, who instead
. .the North Italian’ device of profile drawing, Clﬁ}:ﬂte
* the..subject ‘in thrce~quarters profile. Antdglo.
"Messina had come to know the technigue of oX: of th
_school-of Van Eyck and was one of the first to masteW
hat: procedure I—Ie was in Venice about 1475 and as
o g3 _




ly . - - FILIPPINO LippI '_
inovator of great influence introduced this more Yami- -
ous and richer method and gave it wide currency. He

nd Mantegna were Bellini’s most distinguished pred-
cessors. Note in the drawing the masterly,- vigorous,
ital presentation; the forthright monumentality, the

reas of light and dark that .define the humanistic,
cometric idea of form. It is in portraits of this realistic /¢

. . . . \/
'pe, whether in painting or in drawing, that Antonelly
2 Messina excels. ‘ A

R
FILIPPFINO LIPPI °

.ot ) 9.\
C..1457 * 1504 (¢
To round out our picture of the second half of the
teenth century we ought to censider two very dif--
ent contemporaries: — the cundervalued, versatile,.

rhstrung; sensitive Filipping Lippi and the calmer, .

S emotional anticipator(of the monumental, classical
le of the early” sizteenth century, Ghirlandaio,
cher of Michelangelo. These two popular mural .
nters were mote,distinguished as dranghtsmen than -
paint. rs. Weillustrate, however, only Filippino
pi, the sem~of Fra Filippo Lippi, and the pupil of
ticelli, dn 'the studies for a St Sebastian and g Seated .
ure Reading (Plate 13), one of the treasures of the
tapolitan Museum of Art, New York. Like so
¥ of the drawings by Filippino this is an exquisite
er point and brush drawing on a lovely pink pre-
ed surface, heightened with whire. :
\gnes Mongan in her book on One Hundred
ter Drawings, says:—“Filippino was a Florentine
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“-in ‘his concentration on the human figure, but his wis
not the scientific interest of the masters of the earlier |

_ Quattrocento, such-as Masaccio and Uccello, or thelr
.. .artistic descendants in the second half of the cenmry,
- such as Pollainolo, Leonardo and Michelangelo. By‘ |
-7 nature he was a sensitive spirit, whose drawings. ha\fe v

- a-rather pervasive melancholy but he was, reithiér
.. searching' nor’ profound. The folds and moterent of
- 'drapery.engaged his attention as much as(or Sometimes
. miore than the figures beneath. For that reason: his
" direct studies from the model, suc as these, are often
- fresher and more lively than th{sp}mtmgs made from?j_

-+ them, He drew the nude rargly, eldom with the suc-
. ¢, .cess he has achieved in this sudy for a Saint Sebastian
<. ... Looking at the finely.{ gutlined contours of the mude
ﬁgure, and the play eff kght over the drapery. of -the|.
 -other ﬁgure we can.dgree with Berenson that ‘Flhppmc
< Wwas no unworthy pupil of Botticelli and no desplcable
s _-'contemporary of Leonardo.”” °
Flhppmo*s\\p()snmn in Florence durmg h.ls hfetlme
T was a. high, one, and. Vasari records that when he d1e
. a.man §tilfunder ﬁfty, he was mourned with honours
e usuagy“ granted. only to princes. In addidon {3 his tall-
. enwas an artist, his always courteous, affable and gentie
nner had won him a host of friends.
Y The testimony of his ‘work bears out the tesmmony
" of ‘his friends. It reveals a character neither robust nor
ténacious, but tender, gracious with a love “of ‘both
. movement . and ‘calm, with real religious intensity,
- winning sentiment and gentle melancholy. In taste, he
tands a little -apart. from his contemporaries of ‘mort;
owerful - staturc and more SCIGI’ItiﬁC interests but like
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Italy hs

them he was - 1ndefat1gable in hIS interest in. solvmg-
prohlems conriected with his aft. Hs¢ filled page upon .-
page with ﬁgure sketches drawn in ‘silver:point on. "
prepared papers, of rose, violet, griy and beige, and -in
pen and ink on white paper. Benvenuto Cellini, who
was for.a’ time the inseparable companion of oné of. ;€
Filippino’s sons, writes that “the house was still full -of )
the beantiful studies made by his gifted father. » Later « -
he remarks: ~“There were several books of drawings.” . .
Vasari in his life of Filippino boasts possessmn&of ofie’ "
of these sketch books L . A
AU L] . \’ T
The ear!y 51xteenth century, the Canuecento (the'
‘five hundreds”), i the most notable, penod in Iealian
art and indeed, one of .the most inmyportant in-Europe, .-
covering' as it does the: ‘time of T.eonardo da Vinck,
Mlc;helangelo, Raphael Tltwn 45 well 25 Dnrer and'
Holbein in Germany. - h
It-was 'a period of @tense Tivalry among rlch and
princely  patrons., Thit' was true also of the leadmg-_"
artists who eonscﬁ\sly strove ‘to broaden their out= -
ook through séhplarly and scientific as well 2s artistic : -
bursuits, thus €hanging their age old status and moving & .
rom thesworld of mere ‘craftsmanship to the com- -~ -
mand}K ¢ position of creative artists competed for and,.
t'ESpe.cted by t:hese sime pnncely par.rons S

LEONARDO

: 1452 L 1519 o
' The oldest of the renowned artists of the epoch——the :
deeply indebted and most glfted pupﬂ of. Verrocchm— '
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- Leonardo .da- Vinci—was born in Tuscany, the illegit-
" mate son of.a successful notary and a peasant mother. ¢

" Vasari-tells the familiar story of how Leonardo as ah
‘boy painted a dragon on the shield of one of his father’s;
‘pedsants: “And.for this purpose carried into a room of:
‘his own, lizards great and small, erickets, serpent;h
busterflies, grasshoppers, bats and such like animals;Qut
-of which he formed a great ugly creature.” oM i
By 1469 Leonardo” was living in Florenee and-in
1472 at the age of rwenty, he had become.a,member of
“the guild of St. Luke, though still Nim¥Verrocchio’s
._Wo;-k!;hdp_‘_'a's late as 1476. .Problenjls\\of form and -vol3
“ume, of perspective; of thé mass, and. tnOvement of the
“human bédy,. of balance and\ harmony, _preoccupié_d\_(
“Leonardo as they did all of th¢-experimental Florentine
artists "and these-.'preoécypa:t:i_oris.\ are revealed in theif

* drawings. -

- Leonardo studied e anatomy of horses, worked ot
:he:ory_bfjthei;gproport:ions anid drew them througit

it ‘his caregr with close observation as'is. clearly 1é-
--__v';aléd-;i:i-l-ﬂj"&?orfe «and Rider (Plite 14), an ‘exquisite
+drawing from the collection .of ;John Nicholas Brown,
. Providedee, Rhiode Tsland. It is a-stall“early drawinig
£ aboiit 1480 done in silver point on a paper prepared
\Qt}i ‘a‘light-gray ground. “Surely,” says Agnes M

gan,*no words.could possibly give the effect of move:
mént-of this ‘horse’and rider ‘coming forward with a
“powerfil easy.rhythm -out of the background. With
his-dcute -instantaneous, vision, Leonardo has seen. thi
ider with his head - up-and “with- it lowered and ‘ha
evealed-both. If .one ‘reads’.the drawing looking: firs
at the rider as he looks to the left and then as he look
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iown., it adds to the sense of movemenr., usmg ‘the same
rinciple as movmg picture film'. . , In no other hand -
125 the silver-point been used to gwe such marvellously .~
recise piastlc forms or such a sense of surface texture. -
Jeonardo a ]efthanded artise, almost mewtably shades,-‘_ :

s here, from left to right”, .
The beautiful silver point. Studzes of Hmzds (Plate:"
5) at Wmdsor Castle - may have. been preparatoky ¥

fudies for- one of his early portraits of - 1474, HOW

lamaged. In this drawing, Leonardo makes ys aware -

f the long ]omted fingérs. He does much mere, how- -

ver, than to tell us the mere facts about’shese hands_'--

ot in this msplred drawing he emphasm}s their beauty
nd-does so' through the dehcatc rendering of hght_
nd.shade. =~ ™

- Oné of the most superb of I‘ta.han drawmgs w1th 1ts'.:“- o
aint suggestion of a ql:uzzlcal smile i§ a study from |
fe for the Head of 4 Yazmg Worun (Plate 16),* in*
he Virgin of the Roeks in ‘the Louvre, a commission, |

vhich Léonardo m{&lved in 1483. It is not-an overstate- .

nent to speak of she drawing as oné of the most beauti-

ul'in the worl\d ‘in which Leonardo aims at the fullest .

lastic statefnent and in’ which - Sir Kenneth Clark -

ates tha,t‘thc balance between natural and ideal beauty

5 perf{sﬁy held.. Berenson asks us to observe the qual- -
‘of the contours, the exquisite firmness of the model-

n'.g, the. enigmatic ‘beauty ‘of the conception and the :

pparent effortlessness of the execution, - SRR
“Here ‘we see also Leonardo’s leadershlp ina ccrtam_:
lassic tendency coupled. with a-marked mystic note,”

Tlus mysnc, emgmatxc expressmn he reahzes chleﬂy__';
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- corners of the two totally different, strange eyes. It s l

in the way he draws the corners of the mouth and the

these that give the haunting expression to the face. O

The only guthentic Self Portrait-of Leonardo, in hv?‘
last years (Plate 17), is done in a firm, clear style. Sit’
Kenneth Clark has characterized this red challe selfs4q
portrait in the Royal Library, Turin, in part in these"
words: —. . . This great forrowed mountain of @ fate
with its noble brow, commanding cavernous, éyes and
undulating foothills of beard is like the faecs of al
the great men of the nineteenth century.as the camers
has perceived them for us—Darwin,) Tolstoi, Walt,
Whitman. Time, with its spectacleof human suffering,
has reduced them all to a gommon level of ven

' e;abi].i:y.” R
MIEHELANGELO
_ L iars o 1554
Let us leok how at three superb drawings {Plates

18, 19 agieiinz‘o), by the titanic sculptor, the towering
gemus\. n”painting, poewry and architecture—Michel
angelo Buonarroti, who was a generation younger thar

prardo and outlived him by almost half a century

VAt the age of chirteen Michelangelo was apprentice
to the narrative painter Ghirlandaio, in whose work

shop he was well grounded in all methods of paintin
and drawing. On thart early foundation he buile solidl
through an intensive study of the works of earlit

" Florentine giants, reinforced by his deep devotion t

and passionate, enthusiastic study of classical scalptu
: . 28 ; .
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in the Medici Collection of antiques—supplemented and

modified by his study of anatomy.: _
His thoughtful passionate force of character was
reflected in his work, with its love for contorted nudes
to'express emotion through the device of turning one
part of the body in a different direction from another,
and yet balancing the parts of the body, called con-{
trapposto, in Italian, This and all other aspects of /hig
grandiose production made a profound impressigp,on
his contemporaries, comparable only to that of his.com-
petitor and rival, the genius, Leonardo da Vinci
. Born in Tuscany, Michelangelo first reached Rome
n 1496 and there spent much of hm\hfe, sta.rnng in
1505 in the service of Pope Juliug(l¥'In 1508, in his
early thirties, he was already at\work on the ceiling
of the famous Sistine Chapel—sbacalled because it had
been built by Pope Sixtus I'ViFor the decoration of this
ceiling, an- achievement, of unbelievable power and
grandeur, and full of {decpest human content, he re-
vealed magnificently.the Renaissance ideal of heroic
beauty, through, the ‘skillful use of the human hody in
every conceivablé posture. For that ceiling he studied
‘and worked" gut all the details in careful drawings of
“high signifieance, and in them are revealed his power
as a sm(lptor, as a draughtsman and above all as a com-
.manth}lg personality.
~Michelangelo looked upon his drawings not as an
Qefu{. in themselves, but as necessary study material, 2s
~first steps, as means to 2n end. They are, however par- -
ticularly fascinating because in them we feel the im-
wpact of his creative, his deeply hurnan spirit.
. Since you may have the opportunity to look at the
29 :



. The figure has been“thought of ‘in the round,’ from

?

£y

. powers of observation to follow, with patierice, the

. given to the anatomical structhre of the figure, and the

- appearance of;the model from one position only, the
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exciting original drawing at the Metropolitan Muscnm, |

New York, we select the convincing study for the !

 Libyan Sibyl (Plate 18) for the ceiling of the Sistine,

Chapel. This sheet of studies was well described by
Bryson Burroughs, a gifted painter and the Curator of
‘Paintings, at the time that the drawing entered the},
Metropolitan Museum collection. Te will increase~our

details of the drawing as he does. Among other things
he says that it is:—*. . . a superb, carefulty finished
nude study in red chalk for the upper part of the body
of the Sibyl, drawn from a masculi figure. The chalky
lines . . . model with great force ¢he’forms of the head
and the mighty back and arm§.\/. Great care has been

muscles show with more distinctness and salience than
they would even in themost highly trained athlete ...

“all sides, as a sculptor would conceive it, and not as an

usual practice.'of painters. The structure and forms,|

directly suggested by the actual figure in front of him.i
were tieartist’s preoccupation in the making of this|
sketéhy Nothing would have been gained by drawing’

théhair of this model in a study which was to serve

:.ffsr a female figure, and so the hair is slurred over. The
“hands, though convincing in mass and action, lack

distinctness in details of form. A large scale drawing

_of the left hand with artention to these particulas

.occupies the lower center of the sheet. Alongside of it

" is a second study of the face, drawn with great deli

cacy, which approaches in expression the face of the
. 30
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Sibyl in the fresco. Above the head and impinging
upon it, the left side of the torso has again been
sketched in loose, rapid lines with a more upright
action than in the finished drawing and with the atm
in more violent perspective. On the lower right of the
page are three large-scale studies having to do with .\
the left foot. It is shown completely with the'ankle ig)
one drawing and the great toe alone in the third, pach
sketch differing from the others in the degree of che
push of the toes against the floor.” o
Berenson describes the black chalk Jdrawing of
:Christ’s Resurrection (Plate 19), in theBritish Mu-
‘seum, in part, in these words:—*Tlife ‘most carefully
thought-out and noblest of designs’for this subject.
Here Christ floats away as in a.dream, like a rising
mist, and even the soldiers have less agitated atttudes.
The greatest merit of thig\composition is, perhaps, its
spaciousness; and the pictorial intention is, for Michel-
angelo, singularly cléar.” :
The black chalk ‘dfawing of the Head of a Lost Soul
(Plate 20), Royal Library, Windsor, roaring with
rage or paincand reminiscent in feeling of Leonardo da
Vinci, wasymade about twenty-two years after the
' Libyan.Sibyl. In concentrating on this drawing we
- realizerthat verbal description can not possibly do jus-
. ticevto this raging, roaring, tortured dynamic head,
~swhich though not identical with any particular head .
- in the famous fresco, is nonetheless connected with the
. overpowering grandeur of the Last Judgment in the’
. Sistine Chapel. There is here revealed the majesty of the
. Renaissance combined with an unforgettable tragic
¢ ‘Tote. . .

3I
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™

figures but from life . . . His own,@;rsonality W5 S0

In concluding our brief consideration of only three
of Michelangelo’s characteristic drawings let us re-
member that he was the most important sculptor of |
Europe in the sixteenth century. Post says of him:-’
“is influence was paramount during the epoch and
has continued to be a vital factor in art down to our*
own day . .. He was, by nature, essentially a scul;xto‘r’\
and he conceived and execured his paintings J(and |
drawings) from the sculptor’s standpoint .. “Though
he derived his love .of the nude from the, antique, be
did not acquire his anatomy from Greck’ and Romen

powerful that it permeated all ¢his” productions and
saved them from the prevalent'danger of vacuity ...
The most vital influences that-played upon him were
the writings of Dante~idnd. the personality of
Savonarola.” N

™

\ PERUGINO ‘

721

‘\\~ 1446 * 1523

“Penigitio, during his later years, was one of the most
¥y

docuffierited of Renaissance artists, but there are only

@{@ﬁon and the explanation which the work jrself

}F’EEIS, to tell of his early training. Vasari says that he
Sworked with Luca Signorelli under Piero della Fran-

cesca at Arezzo. In 1472 he was in Florence, where

- he was enrolled in the Guild of the Painters, and
. «where, it is said, Verrocchio was his master. It was not

' l?ng before his work was winning wondering admira-
--tion and praise. His fame spread with phenomenal

32



quickness. Orders poured in upon him, and we firid him
‘hurrying from -place’to place to’ éxecute them. In the
same year he is recorded at work in Perigia, ‘Orvieto
- Rome and Florence. QOther documents- speak of hi
- work in Lucca; Sienia and Bologna. Orvieto begged-him
- to return from Rome, where he had gone on a summons

from ‘the Pope to" paint-in the Sistine ‘Chapel. Venicé.

sent for him. "The Duke of Milan wrote to his ambgssa-

dors telling them to use their influence to entice fim to
- Milan: Tsabella Gonzaga. dispatched beseechifig Vletters

over a span-of ‘years, trying to’ make theunwilling
sartist paint an‘allegorical picture for theyfamons serjes
Lin herstudy, We wonder now at_siel’sudden deep
“enthusiasm. At that time, however, his infinitely peace
ful landscapes; peopled’by- saints ¢dt’ off from every-
‘thing but' the cantemplation of gheir own visions, were
strikingly new. It is recorded-that the people in Perugia
Tan to see his paintings. His\fresco in the Sistine Chapel,
Christ Giving the Kgyg o St. Peter, was epochal in 3_
its'new order. and_ §ymmetry, -its noble ‘sweep -of dis--
tance, its calm and grandeur. In such light and air and.
order; however\the -figures soon carme to be -of sec-
ondary imnpdrtance. -Since he was by nature uninter
ested in variety and. was- always pressed for -ordérs,

ceruginetar the turn' of the centuiy took the sasier
Way-tiat, of: répetition. The - same figires, -and-‘even :
the Sagie compositions, he and. his assistants used ‘again
and- again, " His - never-changin g rhythms became’mo
Totonous, the pretry faces insipid, the undulating Hills
and feathery trees tedious: One hoped for 4 stirring’ 6
the i or 4 siadden: vigorous movement, but it never
fame. Criticism- began to replace praise, criticism " that
R
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" became a storm of censure. Michelangelo openly called !
- Perugino a dolt. Florence, where he had planned to live |
“out his last days, became hostile. Tn a few brief years |
* his most gifted pupil, Raphael, won a name that sur+’
" -passed Perugino’s at its heighe. : o
" Selling bis possessions in Florence, he returncd s

. provincial Perugia, where his fame waned witl"his
" years, Old, scorned, and almost forgotten, he died of
- the plague in 1523, : AN
. ‘Perugino at the hcight of his powers l;eét"a bustling
*. shop of assistants. Some of the latter praved such pro-
" ficient draughtsmen that their drawipgs occasionally:
" pass-today ‘as Perugino, but the difference is striking
> berween the copies and varig€ions of assistants and
. 'Perugino’s own draughtsmanship. Note in the brash
- drawing of -Four Standing Apostles (Plate 21)—a study
- for the large altarpiece:gf*the Ascension, in the Lyons
. Museum~—that his lin€¥s pliant and sensitive, his touch
- -light, sure’ and eas$ his contours firm but delicate, his
shading in quigk decisive strokes. The hands and feet

" have a tenselliveliness, as though caught in a second of
" ‘suspendedaction. The eyes and mouths, even in -the
. . slightesg’8k€tches, have the same sense of introspection
- “and contemplation as have the paintings. The majority
- ‘ofathe. drawings done before 1500 Were produced if
dilver point. Until recently this drawing has been callec
\silver point, but in its purest passages it is a brush draw

. .
ng” #

_ *Pogy Muse.u.m:. ) CAre) Drareings by dgnes Maa;!g.m and Paul j’.: Sachs. Harvas
‘University Fress, 1948, 3v. (Tost and plates.} ST A B
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RAPHAEL

. :148'3 e 1520

draughtsmen is secure. His drawings of exquisite feel
ing have always been valued by connoisseurs. Hgyhas

. RAPHAEL ‘>

A

2\,

Raphael’s place among the greatest of European{) -

been one of the very few to survive reversals-of taste

and changes of fashion, remaining from his)ddy until
our own one of the best known and sest loved of -
artists. A precocious youth, he more.than fulfilled his

early radiant promise, He learned\»eadily, absorbed -

quickly, and developed rapidly his.own personal style.
His drawings, whether of Jis* provincial Umbrian
youth, his Florentine periad; swhen he first knew the
work of Leonardo and Michelangelo; or the last Roman
years, when he becanies one of the glories and orna-
ments of the full¢Renaissance, are all marked by a
rounded incomp:}n\ble grace more often subtly sug-
gested than deseribed, rhythms which have a measured
swing even™iy violent action, and a dominating per-
vasive sgAtiment, as refined and delicate as it is strong.
In shork, Ave find in his appealing work a perfect com-

bipgtién of Florentine knowledge, Umbrian sweetness, -

and his own engaging personal ideal of beauty, already
‘revealed, as early as 1499, in his gracious, boyish Self
_Portrait (Plate 22), a treasure of the Ashmolean Mu-
seum, which houses so many of the master’s finest
drawings. -
Pope Julius Il (1503-1513) and Pope Leo X (1513~
35
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1521) were the powerful patrons of Raphacl. As court
painter of Pope Julius 11, and art dictator of Rome,
Raphael decorated the most famous of the apartments
in the Vatican—"*The Stanze”—just as Michelangelo had
been entrusted with the decoration of the ceiling of thé
Sistine Chapel. About that time Leonardo arrived(is,
Rome so that for a limited period the three giants of
the Renaissance were in Rome together. . N

In his work in the Vatican as in thissearly Self
Portrait and in every other picturc apd\dfawing, we
are made aware of Raphacl’s scarch fo¢ perfection; his
ideal of beauty; his well-trained hahd always at the
command of his astonishingly_keerl eye.

One of his masterly drawiags representing a scene
of action is the pen and brown ink drawing done about
1500-1502, of St. George and the Dragon (Plate 23).
a cartoon for the paidting in the Louvre in which the
beauty and grace.of the finished picrure already per

_meate this rapid.sketch. Another version of the sam

subject is tréated in onc of the most wonderful an
most perfectly preserved of Raphacl's paintings, noy
in the ].'.\\Tationnl Gallery, Washington.
I_n \spite of the apparent easc and dash of the silve
oint’drawing from Oxford, a study for the head «

- (SuPlacidus (Plate 24) in 3 fresco of the Trinity 2n
.+ Baints in Perugia, there is evident, as always, clarit
. e

and harmony.

“No medizeval draughtsman,” says Middeldor
“could have been more scrupulous in his work. And y
none of Raphael's picrures have become pedestri:
through the lengthy efforts spent on them. To the la:
Raphael kept alive the fire of his first inspiration. He fi

~ 36
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it with hard tcuI Therefore hjs drawmgs are_ as much a

part of his accomplishment as his pictures.”

In the chalk drawing of the Madonna with Pomes

gmmte (Plate 25), of about 1504, from the Albertina, ™

. Vienna, we find fully realized the ideal of the Madonua ~
of the Renaissance. It is one of the finest drawings of -

-2

one. of the loveliest Madonnas by Raphael. We ard))

captivated by the perfect rhythms, the serenity ,and

the unity of this masterpiece, as our eyes travel from - - e
the head of the Madonna to the Pomegranatg~lield by =~

: both Mother and Child, and then 1o the bavk.

* It is helpful to compare drawings in ordérto appreéi- Lo
ate more fully the qualities of the.particular work =~
.under consideration. Looking back\(Plate ¢) at Botti- - -

celli's Abundance, what are thg contrasts that strike .
us in comparing that drawing with this one? In the .

Botticelli, observe a fusion ¥ the real and the ideal,

N

N
S )

with the emphasis on the“ideal—a subtle other-world =

spiritual quality. In tl{e Raphael (Plate 2¢), in spite

of tenderness, we gre)more aware of the weight and - -

structure of theﬁgcurcs In short, in the Raphael there
is 2 balanced.eombination of physical and spiritual

beanty. Alsa“characteristic of the style of Italian
Renmssanc‘s ‘drawings in the Raphael is the clear, firm,

Scuipl\g‘al conception of form; the significance of the

conmhm and the sensitive subordination of details im =~ -
the Interest of the over-all design, It will be helpful, at o

‘this point also, to contrast Raphael’s Madonna and
‘Child with a characteristic drawing of the same subject
by Schonganer (Plate 30),.in which the form, you will
‘note, is part and parcel of the garment; in which the

-,omamen:ai lnes emphasize details rather than thc.:

37
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sculptural character of the figures. In short, as in all |
the more calligraphic work of Northern artists, we §
feel in the Schongauer that the decorative line is an }‘
end in itself. That certainly is not true of the Raphael. |
Middeldorf's comment will help us still furthers— |
“It is a commonplace to refer to Raphael's madonnas )
" as the perfect representation of Mother and CHI3-
But it is worthwhile to examine them carefully one
by one to discover how many variations Raphae! could
develop from the traditional theme. Theneans which
he employed were not new. Every_conceit that he |
used seems to have been coined in, the preceding cen- <
tary; his Virgins recall those of Donatello, Desiderio
da Settignano, Rossellino and(the other Florentines.
Leonarde and Michelangelo\inspired him. And yet
the spirit of his Virgins i§ new; though grown in dig- |
nity, they are more Human than those of the older |
masters, they are ot as precious as Desiderio’s ma-
donnas, they do~pot have the sadness of those by
Donatello and& Michelangelo. And Leonardo attained
only in a few drawings the easy grace which distin-
guished évery single one of Raphael's madonnas . . .
beautyy truth, expression . . . receive their peculiar
quality’ through his grace: his beauty never chills or
@verawes; his truth is never injudicious or indiscreet,
,\3 “his expression never forced or strained. Everything is
. atits perfect ease.”
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TITIAN

<. 1477 + 1576 N

“The- mere mention of the name of the fqmous, the( \_
mcomparablc painter, Titian, born in Pieve di Cadore, et
in the Southern Alps, serves to remind us thar/with -
Florence, the most important center of Itali‘m art
in the sixteenth century was Venice, city of oriental
splendor, still in contact with the Easg ,through her
luzury-loving merchant princes. ’\‘

Why, then, do we reproduce only’ three drawmgs
of that brilliant Venetian epoch—one’by Titian, one by -
Tintoretto, and one by chnese—as -against fifteen
drawings by the sixreenth century Florentines. '

In a book on painting this' would not be so, for the
Venetians, following the* early example of Giovanni
Bellini and then that{ 0} Giorgione and Titian, thought
primarily in terrhsh of sensuous color and brilliant
pageantry, whilé)the intellectual Florentines were ac-
‘tually morévintérested in drawing as the basis of design,.
and thoug‘ht of color, often static .and ascetic, as. an
-exqmitue yaddition. :

If"wo sense a scholar like Leonardo and as 4 per—
sopality less striking than Michelangelo, with his in-
Jellectual curiosity, and less versatile then Rephael, it
‘istrue beyond question that Titian, che father of lyrical,
"poetical painting, was pre-eminent in the language of -

;ibrating color, just as Michelangelo excelled as sculp-
ftur and draughtsman. C

1
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In spite of his long life of almost one hundred years,
there are only some fifty drawings by Titian that have .|
survived, perhaps because the great painter made few b
drawings, since he so frequently drew in oil directly
on the canvas. )

Not one of his extant drawings can even vaguely),
suggest the daring and the brilliance of such respledd:"
ent, grandiose, dramatic compositions as, for instance,
his painting of the Assumption of the Virgiay Church
of the Frari, Venice. LV

We have chosen the drawing that €omes nearest to k
his paintings of princely patrons: —the)famous, appat-}
ently simple, black chalk Portrar';'\bf a Wonman (Plate{
26), Uffizi, Florence, puzzling jtss subtlety, in its life-
like quality, in its melting edges, in its muted contour
lines, and revealing the finést aspects of Titian's por-
traits in oil, which so_greitly enhanced his fame and’
which the Venetians ‘of his day acclaimed. _

‘To penetrate the Unique distinction of our drawing !
let us comparelit with a masterpiece by Leonardo’
(Plate 16). What do we see? Obviously, the modelling
of the Tiran’ portrait is less detailed and yet, by some
strange/miagic, there is no loss of vitality,

I’t,isjséculiarly difficult to put into words the fascina-
til{Qiﬁat this very vital drawing by Titian exerts upon
5.

)

Jhstls it a certain subdued intensity which transcends
S mere technical excellence; is it the poetic, slightly

melancholy aspect of the sitter; is it the pensive look
in ‘her smouldering eyes that compels attention; or is
it the vague Arcadian note that reminds us of
- Giorgione?

40
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TINTORETTO
1518 ¢ 1594

Almost all of Jacopo Robusti I Tintoretto’s many,.&
surviving drawings are, like the one from the Uffizi,~
of the Archer (Plate 27) done in charcoal on blug or
gray-brown paper squared for enlargement, A dight-
ning performer with the chalk as well agthe paint-

~ brush, his hand seems scarcely ever to haqe been idle.
" His drawings are always figure studiég) never land- -
scapes—figures distinguished in theéi€ fall proportions, -
their rhythmic grace. Tintoretto sketched them from
every angle and in every position but especially fore-
shortened from below or frdm above. Rarely are the .
figures in repose. They arg‘drawn, as here, in the act
of shooting an arrow,{or pulling an oar, bending or
crouching. Even wlen their pose is one of prayer, so
filled are they with'the significance of their action that
their bodies seeth,to possess 2 vibrant movement within
the quiet of {their pose.
- “The rapid, free sure brushstrokes,” says Agnes
- Mongafi)y*““that give to Tintoretto’s canvases their
. maryellous light, life and color might lezd one to as-
-sutie that the great Venetian painted directly as his
fideas came to him. Exactly the opposite was true. From
. youth to age he composed with care and studied cease-
*lessly, even sketching from casts at night by candle-
| light after a day of painting. His method of procedure,
! as described by Ridolfi, seems -to have been this: his

41 -
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subject established, Tintoretto constructed a miniature f
stage, placed lirtle model figures as he wanted themand
arranged the light. He next made a sketch of the whole 1
composition, then, for every figure in his vast and . |
peopled canvases, he seems to have made a separalp,
study from the living modcl, using a wire screen a5 3
aid; in each, the figure alone, without accessories, and
nude. The separate poses determined, the master made
a color sketch of the whaole composmon @ whlch his
" shop could refer in helping prepare theganvas”
Tintoretto was, like Michelangelo,JWhom he admired
deeply, a2 man of profound religions feeling, and like
the great Florentine, he used human figures to express
dramatically his emotional Jand spiritual sentiments,
but Tintoretto’s figures arg.of lesser weight and greater
elegance. The rippling @ecents ave in contrast to the
. firm, clear contours and the plastic values of Michel-
-angelo’s solid, muscn{ar figures,

S
\'\‘ ~ - VERONESE
) 1528 * 1588
\¥/ :
Paglo Caliari of Verona, called Il Veronese, a superb
i};corator of amazing energy, a descnptwe painter of

ge scale sumptuous pageants, settled in Venice after

\ 3 “the middle of the century. He was entrusted with many

commissions by his private patrons and was also ab-

= sorbed on the large decorations in the Ducal Palace.

Veronese produced drawings which may be dividec
into three distinct categories:—The quick pen and ink
sketches,. which occasionally have touches of ligh
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wash; the chalk studies of heads or figures; and the -
highly finished pen and wash drawings heightened

with whire on colored blue-green paper. Of these the
Rest on the Flight into Egypt (Plate 28) resembles in -
effect the chiaroscuro woodcurs so popular in the

7

second half of the sixteenth century. Few drawings of ()

this highly finished type from Veronese’s hands survive, «

Many of his fascinating, rapid pen sketches ‘have
come to light in recent years. In them there 1sno fng-.
gestion, as here, of the rich materials and trappmgs of
Veronese’s paintings, in which the Vu'gm is repre-
sented as an aristocrat. \~

\ 3
AN

TIEPOLO, Y .
1696 L {4770
While it js in Frange that we reach the heights of
eighteenth century gaiety, it is to Italy and more par-
ticularly to Venigewand to the work of Gian Battista
Tiepolo, the agtistic descendant of the Venetians of the
Renaissance,.that we must look for the inspiration that
the Rococe, artists of France found in his brilliant per-
formances
\ epolo was the last of the inspired Veneuan deco--
ratd1s of vast ceilings and wall surfaces. He can be well
geen at Wiirzburg, at the Carmine in Venice and at the
‘Royal Palace in Madrid. In all of his prolific work we
delight in the illusion of Italian sunlight which suffused
his rapid sketches as it does his vast compositions. The
best prints and drawings by Tiepolo are the glistening
'performances of an ardist, who was the darling of a
43
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. sophisticated and marure society that was about to van-
jsh. In their inimitable, luminous drawings Tiepolo and
"his contemporaries—Guardi, Canaletto and Piranesi—
helped directly and indirectly to mould art in France [
. in the eighteenth century. |
- With Tiepolo’s passing went not only the most pro-\,
‘lific, scintillating and lighthearted of decorative paldt-
ers, but the last notable Venetian painter in the.great |
tradition. From youth to age his fancy did et faler
- nor his energy fail. Throughout a long Jifes his brush
- remained at the command of 2 vivid and inexhaustible
imagination. He seems to have dr;m&tfas easily as he
" breathed, and his drawings, whether preliminary
studies for altarpieces and ceilifigs; or sketches dashed
- off for his own pure pleasute; are all placed on the
page with a faultless knowledge of space, proportion
-~ and foreshortening. Thelight beloved of all Venetians
* shines on his pages with a brilliant whiteness. Note in
 the typical pen and\brown wash drawing of The Rest
. on the Flight s@fa Egypt (Plate 29) how through the
~magic of hig\technique the untouched highlights seem
_brighter thal realiry. A swift pen line of curves and
ﬁouriles;delineates the fleeting contours. A single
warmfransparent wash with sharp, dark accents makes
\\hadows, from which the figures emerge into a
dazzling light which drowns all small details and seems
) to absorb the very shadows themselves. Only Rem-
““prandt at ‘an earlier day produced drawings, though
»more moving and profound, in which light and dark
- played: with. such force. T
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IN GERMANY, AS IN OTHER COUNTRIES
north of the Alps, the Renaissance camglater than in
Italy, because during most of the, fifeeénth century
artists continued to be swayed by the vitality of the
Gothic spirit. With but few exceptions the true signif-
icance, the true distinction of\the work of German
artists, internationally viewed, is to be found not in
their paintings but in their engravings, woodcuts and
drawings. In every graphic medium they are supreme
for almost a2 hun e@ years—that is during the late fif-
teenth centurysand for about the first half of the
sixteenth century. After that the decline of German
art may beexplained by the disasters of the Thirty
Years' Wary which prevented any significant develop-
ment $evthe field of art for 2 hundred years. In other

Furopéan lands, during the fifteenth and sixteenth
centuries the graphic arts were far Jess practised for
their own sake as vehicles for the expression of ideas
and for the creation of visual images that could, on
fragile pieces of paper, be spread far and wide. Schon-
gauer's prints, for instance, travelled as far afield as

45



THE POCKET BOoK OF Great Drowings

Italy and Spain and in those countries influenced paint-
ers and sculptors. Even Raphael was inspired by them
and Michelangelo was impressed by Schongauer’s en-
graving of the Tempration of St. Anthony. Trained
as engravers or metalworkers, the drawings of German
artists are characterized by sharpness and clarity of
accent. South of the Alps when painters turned polen~
graving and drawing we find, by contrast, breadth
and harmony rather than the emotional, decorative
works of the North,

In Italy and in Flanders drawings wérgyas a rule, first
steps or studies, produced not as aestheric and decora-
‘tive ends in themselves bur rather s preparations for
fresco or panel paintings. In{Germany engravings,
woodcuts and drawings weresoften produced as quite
independent works of art..This does not mean that
- German art was uninflienced by Italian or more

especially by Flemish.gtt. In spite of those influences,
which at times were very marked, as we shall see,
gianes like Diirér and Holbein never sacrificed the
native flavor 6f\their work.

It has often been suggested that as in music so in the
graphicyarts the emotional quality in German work is
to besaceounted for by the fundamental characrer of
Teutoniic imagination. This emotional impulse, this
lapk of restraint, is not only inherent in the content of
their works but also in the free play of the expressive,
decorative, ornamental lines employed by them.

The Germans drew inspiration from their romantic
-love of nature, in its detailed as well as in its larger!
aspects. Inherent also in their art is 2 homely, emotional
_ religious feeling. ' [

i

46



] Lo e

Gemmy ST T SCHONGAUER el

-Let us now dook at a fcw sPec1ﬁc exa.mp!es to" 11—
lustrate the general observations just made,” .

. SCHONGAUER _
C. 1445 * 1491 : D

Martin Schongauer was the most captivating of¢the
German artists active in the last quarter of the fiftdenth -
century, in whose work technical skill, logisgly clarity
and harmony are notable. He based his prgeedure on
Flemish precedent without, however, a&actifice of his
national characteristics. He is peculigtly Gothic in his =~

 graceful language of form. The lovely, diguified Virgin -
and Child (Plate 30), like all of Jis superb prints, offers
proof that his early trannng was received in a gold-
smith’s workshop. It is finished with meticulous care. It o
is not only one of the fiflest black and white works by .
Schongauer but also & %Ienchd example of early North-
ern art; a mature kbﬂ{ by a Gothic genius. It is one of -
the most appealitig, most wonderfully delineated of all
of Schongauet’s madonnas, touched by something of -
-the Flemlshnob1hty inherent in the work of Rogier van _
der' Weyden, but with indigenous German modifica- .
tions, Many of the early Gothic elements are still in evi- -
.Qen(:e ~the angular, slender, pointed fingers: which .
,“bring out the expressive character of the hands; the
- sharp angular folds of opulent, agitated drapery of ex-
_\ -aggerated elegance and abstract decorative pattern,
. which serve as a vehicle of expression, All this is pro-
{ duced with crisp accents and fine gradations of pen
| o : 47 : o
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and ink from black to gray:—fhe ever present orni-
" mental play of lines. ' : ;

MASTER OF THE HOUSE BOOK

N

- (Last quarter of the Fifteenth Century)

The Master of the House Book, is so called;ﬁbr;{ the

- Hausbuch of Wolfegg Castle, 2 manusefipt which

*contains humorous data about all sorts of, curious ob- -
jects, Though totally different from.Schongaver, he
also was one of the greatest engrave of the late fif- -
teenth century. However, thegoots of his style, in his |
rapidly executed, exquisite (drawings (whether on
paper or on COpper) are torbe found in the illuminated
manuscripts of Holland.\He is sometimes known as the
Master of the Amstetdam Cabinet, since it is in Am-
sterdam that the greatest number of his prints are t0
be found. ¢

Observe (Plate 31) in the realistic, ingenious, very

_ Northern¢drawing by an anonymous Middle Rhenish
artist arfiénchanting, vivid picrure of a Pair of Lovers.

They ate captivating in their shyness, as they move

ﬁward with courtly ease. In the rendering of this

o

ident from daily life there is a subtle suggestion

23 of an over-ripe elegance. The exquisite drawing re-

flects the end of a wonderful, Northem éra, rather than
‘the prelude to a new epoch. You observe that the
drawing is, in character, quite different from Schon-

=+ gauer's work (Plate 30). In his work we rarely find

" the realism that is striking here, with its viral origi-
nality of observation.  ~
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1477 ¢+ 1570
PORTRAIT OF A WOMAN

c.

" Plate 26
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1518 - 1504
- ARCHER
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VERONESE

”
. 1528 - 1588
THE REST ON THE FLIGHT TO EGYPT
Fogg Museum of Art: Harvard University
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TIEPOLO
1606 - 1770
THE REST ON THE FLIGHT INTO EGYPT

Fogg Museum of Art, Harvard University
’ P{ate 20 : 3 '



SCHONGAUER
c.1445 * 1401
" VIRGIN AND CHILD
State Museum, Berlin

Plate 30
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Last quarter 15th century

T PAIR OF LOVERS
" Plate 31 State Museum, Berlin
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choice of such subject matter he is a precursor of the
ySpamard Goya, centuries later. o

HOLBEIN

1497 ¢ 1543

The third and last genius among the German armsts '
_of the sixteenth century, Hans Holbein the Younger
whose greatest achievements are to be found s his
analytical portraits, at seventeen years of\age ) moved
sfrom his native city of Aungsburg to Ba@l where he
"became a citizen in 1520. Basel was an important center
of the humanist schoo), and a centergr the printing .
of books. In Basel he came in touchAvith Erasmus who -
commissioned him to make designs for title pages, so
that the range of his activity3vas very wide, including
the painting of frescoes for the town hall in Basel, the
protluction of altarpiee€das well as designs for stained
glass and coats of affms. In such drawings he revealed
his genius in the ﬁ@’ld of decorative art and ornamental
- design. His gift,\in the early days, for reprcsentmg the
‘human figut€) in a rich architectural setting was
‘marked. e made a trip to France and there got in
tot:;:%\girh the Clouets and their technique of drawing
po! with colored chalk. However, he probably
leaened this techmquc from the Leonardo School dur-
ng his earlier trip to Milan in 1519, In 1526 in order to
escape the troubles of the Reformation he went to Eng-
lindy.recommended by Erasmus to Sir Thomas More
whe, as his new patron, secured commissions for him
and put him in touch with many people. In 1538 ona ~
; 59
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second trip to England he was appointed court pai

to Henry VIII. Without his portraits of the king,
wives and the entourage at the court we would ha
less authentic idea of the crafry king and the leac
English personalities of the day. e
The highly finished, black and colored Self Port

(sce covers), so akin to a painting, affordspr
that Holbein was one of the master portrait) paint
of the sixteenth century, as well as thedonly draugl
man in Germany who takes rank alangside of Dii:
This Self Portrait was cut alopg the contours :
colored with water color during” a restoration. T
face and hair were altered and gone over with colo)
chalk. Since Holbein tried this technique for the fi
time in 1523, in the Head of the Leper (a treasure
the Fogg Museum), but'only mastered that technic
fully in France, under the influence of Clouet, o
Self Portrait ma("datc from 1523 to 1524, when H
bein was 26 or(29 years old. : S

_ Holbein was'a cosmopolitan, untrammelled by
tional traditions. He is far more modem to our cy
than Diiver and, therefore, scems nearer to our o
world, Mér in his work there is no longer the lingeri;
suggestion of the work of his Gothic predecessors.
s ‘i‘ealist who absorbed completely the lessons and
A8pirit of the Renaissance. We bracket his name with ¢
) great artists of the High Renaissance—Leonard
Mlchc_langelo, Raphael, Titian and Diirer. Holbein
portraits are essentially outline drawings rendered wit

- amazing -objective accuracy. In each portraj there®
restraint coupled with intensity and penctradion, in rérj

~ dering the character that he piireror draws, - -
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Not even the Clouets at the court of Francis I have
-Jeft for the benefit of historians such extraordinarily
fvivid interpretations of famous characters, as for in-
4 stance the analytical drawing of Jobn Fisher, Bishop of
Y Rochester (Plate 37). In no single one of Holbein’s
lf'portraits is there a suggestion of a forced pose. In each

| instance we feel that the artist, by studied elimination {

- presents only, and underlines in so doing, the charaqtei:
of his sitter. Indeed no truer likenesses were ever made
2t any other time or in any other country exceps per-
haps in China. Most of these drawings are préparatory
sketches for paintings and were made jn)ohe sitting.

Subsequently Holbein produced the painting from the

drawing at his leisure and according o 2 definite for-
mula, as the Clouets did in Francey :

This noble portrait of John(¥isher is a marvel of
intuition. As we look at his féatures it is easy to believe
the story about this old English bishop of eighty years
who mounted the scaffold to go to his “wedding” as
he called it. Holbeifs)guide in this, as in every other
instance, was jugt'thie face of the sitter. Note the pale
face, the thin. fetermined lips, the nervous alert eye.
Holbein has\drawn for us an honest, determined old
bishop. /0 -

In er:"f)resence of such a masterpiece, we aré re-
minded of the words of Théophile Gautier, in which
helasks us to stand in any of the great galleries before
the portraits of Rembrandt and Holbein and look first
upon the painted images and then upon the sight-
seers who pause before them and say which are the.
most living in your mind as distinguished from your
eye, . .
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. IN.'CONTRAST TO ITALY, ME FIND THAT
- north.of the Alps in the fifteenth*and sixteenth cen-
turies the mediaeval spirit stilPcolots the appearance of
" -drawings, as it does other, works of art, even though
-+ the period is spoken of a§ the Renaissance.
“_In making a choieé of ‘drawings produced in the
= Netherlands, it seems best to go no further back than
sito Jan Van Eyd{, in whose work we are confronted
© - with a fullygm: gured art which had its roots in earlier
.* - mediaevaldminiature painting, produced at the courts
.7 'of the Qtikés of Berri and Burgundy. His art refiects
ca de’g@: wnterest in individuality and in the world of

VAN EYCK - \_'_'
. 1390 ¢ 1441

_]an.Van Eyck and his brother Hubert {about '137(3?
- .1426), painters of the impressive Ghent Altrpiece, i
which they used with striking effect the new oil tech
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nique, based their art on such illuminated mAanuscripts
.+ as the famous one produced by Pol de Limbourg for
A ; -
- the Duc de Berri. _

In the magnificent portrait of Cardingl Albergati
(Plate 38), obviously 2 drawing done from life {a A
preparatory study for a less intimate and harder paint= {4/

© ing in Vienna), Van Eyck vitalizes for us the Papals -

. Legate of great distinction who came to Flanders(asia
peace mediator between France and Burgundy. It
alone, if there were no other evidence, offers iérefutable

. proof of his astounding capacity as a pm{raitist. Note

> the barely perceptible, restrained smile"around the

~ mouth; the keen, wise eyes; the livelyend of the nose—
all characteristic of a cultured h@iman being of vast
experience. Unnecessary detailsvare subordinated. We

"~ have here a vital, unforgettable, tich personaliry,

Jan Van Eyck presents the Cardinal with subtle real-
ism, His round bulk is~monumental in its simplicity.
The modelling, the textiire, the surface of the face are
amazingly subtle.(Jfi ‘the linear method there is an ab-
sence of hard gutlines, The effect is achieved through
tonal values, /» ™ '

The mediseval tradition of silver point was tri-
umphantly earried forward jn Flemish drawings of the -
fifteeith-century. Such drawings are today almost un-
obtainable. A masterpiece of characterization such as
(it of Cardinal Albergati arrests our attention by a-

) Massiveness which we find in sculpture but which sue-
prises us in so subtle a drawing. There is, in addition,
asearching characterization of this particular man, who
by some magic seéms bathed in atmosphere,
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BRUEGEL

c. 15207 * 1569

I
}
'I

Peter Bruegel the Elder is a unique and originalfsj
artist in the humanistic setting of sixteenth cedfuty
. Antwerp. In Bruegel's work there is no hoctowing
from Italian art, so usual in the Netherland&in the first !
half of the century; no classic balaneei rone of the
formal beauty of the High Renaissanté; no suggestion
of Mannerism; no prelude to the ;:cﬁﬁng Baroque style
of Rubens in the next centurys Bruegel, the greatest
Flernish artist of his century,)is the exception to the
general rule. What he daes ‘anticipate is the realistic
rendering of peasant sdehes, the genre and landscape
art of seventeenth dentury Holland. On his trip to
Italy in 1552 his{personality and point of view were
uninfluenced hy}hc work of Michelangelo and Titian.

" Bruegel’s paintings are better known than his draw-

- ings. He isphowever, quite as much of 2 genius in his

unconventional, original, genuine draughtsmanship,

whi€hoften shows through the flat, transparent sur-

* faees of his paintings. The surprising thing sbout his

R\ arawings, as his paintings, is their fresh vitality, their

~3" genuine simplicity, in contrast to the conventional,
" elaborate Mannerism of the period.

The robustly realistic, acutely observed, deeply orig-
inal and witty drawing of the Artist and Art Patron
(Plate 40) is very close to life and yet in no sense
photographic. It is done with delight in the two in-
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dividuals 50 tellmgly depmted It is probably a Self -

Portrait by Bruegel, with a patron, Note the marvel- - .
lous combination of physu:al and spiritual values. Ob-- ~ .-
serve the penetrating eyes, the firm determined mouth-

‘of the artist, holding his brush, and then as a foil the. -
very different, narrow eyes behind glasses, the enquir- '\'_:_ )
ing nose, the thin, slightly parted lips of the close fisted
patron, How effectively these contrasts and graphm '
comments bring out the whole story, even befo.te we
notice the whimsical final touch—the patron’s, nght
hand clutching his money bags.

" The Team (Plate 41) is one of a gl:ou\p of ﬁgure
studies bearing an inscription in Bruege‘ixs own hand:—
“after life"—by which he means takenrom life as dis-
tinct from memory. This, again,is 2 vital drawing. So
far as is known it was not usedom tither a painting oran -
engraving. It is done with Bruegel’s usual accuracy of
observation. He delights\inthe two horses and in the
peasant—a national type. He draws this ongmal realis-
tic picture with su{p\hclty and with an expressive, sensi- -

tive outline. )\ _ .

In the seventecnth century the artists of the Nether—
lands are; p}e-exmnent in Europe in the field of drawing -
as in &dpraving and etching. Before we proceed to look * =

‘agafew examples of the work of the three giants of -

<ihe centu.ry—Rubens Van Dyck, and Rembrandt—I =
“ask you to keep in mind the difference in rehgmus be-<F
 lief of Holland and Flanders, for that fact is significant
inits effect on the arts. To a large extent religious and
political differences tend to explain the contrast be-
‘tween the exuberant art of Rubens and the aristocratic
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art of Van Dyck in Flanders, as against the more

plebeian and homely art of Rembrandt in Holland, The
* Low Countries had changed from Burgundian rule to’

the Hapsburg Dynasty. With the coming of Charles V \
they passed under the rule of Spain. With extraor-, |
dinary ability Charles V had controlled the unrest.)
resulting from the Reformation. Under Philip H, his [
successor, the Dutch and Flemish people rosego défend '
their liberties. A bloody war followed andgear its end |

very different roads were followed, cléarly reflected in l

art. The Flemish provinces sided with' the House of

Hapsburg and the Catholic Chuféh:—hence, in their

art a continuance of a marked\feligious and aristocratic

slant influenced by Italy, Of this Flemish-Catholic side,

Rubens and Van Dyck’a‘r?:’ the outstanding exponents.

The Dutch provinces'ef the North, establishing their

~ independence, became Protestant and Lutheran. Since
their churches were not decorated with religious pic-
tures as in the'south, Dutch art developed along lay,
domestic, Mintimate, plebeian lines. 1 stress this even
though ¥’am convinced that in many ways the scrip-
tural,works of Rembrandt (Plate 46) in their direct

Qd}intirnate appeal are perhaps more truly religious,
{in‘the mediaeval sense, than are the creations of such
S Baroque artists of the Counter Reformation as Bernini,
Ribera, and Rubens (Plate 42).

Rubens and Van Dyck stand revealed in their works
as the commanding, sumptuous, prosperous, aristocratic
artists of seventeenth century Flemish life; Rembrandt
(and the host of followers whom we must pass over in
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silence) reveal in their works the simplé, sober seven- - - .
teenth century Protestant life of Holland. -~ & ..~ .~

RU.BEN-S .
1577 * 1640

Perer Paul Rubens, prince of Baroque painters, wés_
2 skillful diplomat who at times was entrusted with deli-
cate peace missions between the Southern and"North-
ern Netherlands and also_berween Spain and ¥ngland.
During his trip to Italy in 1600, and prip_.r\}o‘his return
to Flanders in 1608, he made copies.af. the works of

o RUBENS

Titian and studied the sculptur€sgue painting of -
Michelangelo. In this period he also produced some of - -

his finest portraits at various pgincely Italian courts. He
was a versatile genius whovtivals in inventive facuity
the great minds of the dtalian Renaissance: He was 2

humanist and classicaligtchacologist, a sumptuous de- -

signer of religiousé}ﬁs‘torical -and allegorical canvases
and a supreme jmaster in pure landscape.: -

He has leftiis; in one of his finest drawings, a study .
for his faments religious canvas at Antwerp, the figure
of Christin the Raising of the Cross (Plate 42).

- Thesoft crayon has modelled with power and sub- - :

tlety and with a continuous rhythm a plastic figure of

‘More than human vigor, swinging upward with superb -

energy. Rubens’ concern for the perfection of details is

demonstrated at the upper right corner, where with

magic skill he has redrawn, in a separate study, the

, fleshy part of the tense thumb. In this typical and mag-

_nificent work, note the swelling lines that bound the
. : : 67 ) : :
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‘contour, a beauty of line not unlike Raphael, combine
“with 2 power that we associate with Michelangtlo.
. By way of contrast, look now at the exquisite Por
trait of a Child (Plate 43) by our master, Observe th
- way the hair, the eyes, the tip of the nose and thi
mouth are drawn, Through the sure handling of these
Rubens has characterized the individual features-of b
son, Nicholas, in a superb study for an Infggnt‘Chrim
~ _There is in the portrait an absence of thé\classic ¢
. straint of the Remaissance, The details of*the face ar
less sharply drawn than if done by an’Iralian Renai
sance master. We have, instead, sou}\ething WAIner, |
the brilliant rendering of the ‘Qh}ld’s mood.

VANADYCK
J:gt;;b' * 1641

Sir Anthony Man Dyck, the aristocrat, entered

busy studig of Rubens ar fifteen and became his pr

_ _cocious jo il. Widely travelled, he was intensely i

* dustriops, vain, wealthy and independent. He was
.~ gentléxpersonality and far less exuberant than Rube:
~ He'has to his credit many religious paintings, b
L --‘t@:bughout his short life, his best energy was devot
Qi,j}o the production of portraits, in large numbers,
53" which he has immortalized - the Flemish, Spani
~/* French, Italian and English nobility, as well as his a
ist. friends. He has left us in drawings and prints,
well as_in .paintings, a series of incisive, vivid, eleg
portraits, full of romantic verve, of which not one

- finer or more characteristic than the portrait of hisa
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_; than usual gusto,” S : Ny
' You will observe in this picture that Van Dyck has . -
rejected all that was not essential to his vivid interpreta-
tion of the sitter:—the total man as the world saw him. PN
Van Dyck’s artistic character is clearly revealed in pen ¢\
and brush drawings such as this, produced brilliantlg )"
and rapidly. Qur drawing is one of the studies forthe
famous Icomographia; a celebrated series of étched
and engraved portreits of distinguished megy ehiefly
~artists, completed prior to his visit to Londdn"in 1632
#when he became court painter to Charles o
I came to know this drawing well,fofty years ago,
- when under the friendly guidance of’Mr. Thompson,
- I spent happy mornings in the Jibfary at Chatsworth
and wonderful evenings in theViving room with the
Duke of Devonshire, poring“over boxes of drawings
~with him and his family, ™ :
N
LUCAS VAN LEYDEN

Q)% 14947 0 1533

st friend, Jan Snelling (Plate 44), 'renc'l\éfe'd wiih.more"'

" We coliplé the name of Lucas van Leyden, a prodigy -
“who at'sixteen was an accomplished engraver, with that

of Drer and Marcantonio, as one of the master en-
gravers of the sixteenth century in Euvrope. They are’ .
the preat triumvirate. Lucas lent distinction to the
‘School of Leyden in the early sixteenth century, and -
‘35 an engraver his work has at times been as popular as
rthat of Diirer and is today highly prized by connois-
seurs who value his exquisite technique. .
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ist: frlend Jan Sﬂeﬂmg (Plate 44), rendered w1th more_-
than usual gusto.

You will observe in this plcture that Van Dyck has_
rejected all that was not essential to his vivid interpreta-’
tion of the sitter:—the total man as the world saw him,
Van Dyck’s artistic character is clearly revealed in pen
and brush drawings such as this, produced brilliantly (™

and rapidly, Our drawing is one of the studies for thé <~ -
famous lconographbia; a celebrated series of etolied . -
and engraved portraats of distinguished men, .t‘.hieﬂyh;ﬁ-_._
artists, completed prior to his visit to London in i632" ey

when he became court painter to Charles. _
I'came to know this drawing well, rs{any yea:rs ago,
when under the fnendly guidance pf\Mr, Thompson,

I spent happy mornmgs in the libtaty at Chatsworth - i

and wonderful evenings in the living room with the.
Duke of Devonshire, ponng’ over boxes of drawmgs__
with him and his farmly

S _ .
1{5(‘::&3 VAN LEYDEN
{ c 1494 7~ * 1533

\

Y We couplc the name of Lucas van Leyden, a prodlgy-

who §ixtéen was an accomplished engraver, with that

of Diiver and Marcantonio, as one of the master en- -

ghravers of the sixteenth century in Europe. They are

the great triumvirate. Lucas lent distnction to the =

School of Leyden in the early sixteenth century, and -
‘as an engraver his work has at times been as popular as

that of Diirer and is today highly prized by connors-— L

-senrs Who value his exquisite technique.
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Thc background of the drawing of the Portrait of 1 .

'-'Y oung Woman (Plate 39) is restored, In its handling :
it already suggests the influence of Diirer; under Whose<
spell Lucas fell when Direr visited Antwerp. And
_ yet, it is important to note the striking difference be- |
- tween the two artists, by turning back to look at the( ¢

. drawing of Diirer’s Mother (Plate 34) done only afey :

years earlier than the Lucas portralt What doawe ob-

"serve? Obviously the Lucas is far more restramed and

" static. In the Ditrer there is much greater imaginative
~ freedom in the revelation of characterNin’ contrast to
~ the Lucas in’ which only ‘the ougside aspect of the

charming woman is effectively Jdéscribed. With his
power for deep penetration, Bister makes us realize

thie true nature, the true personahty aof his Mother. The

. static, rather sensitive butiless imaginative Lucas head
- is characteristic of Dutch drawmg of the early six-

- courage cnt:cmm :

,teenth century, in its" s:mphcn:y, in its passive, solid,

- thoughtful characqar

2

\\\

L REMBRANDT

- _,_".\’- ..""1606" * 1669

7. : _
& come now to the inimitable, timeless art of

~Re§nbrandt van Ri]n, master of mystery and charac-
“Sterization; a towering” versatile genius and one of the

\

_giant draughtsmen of the centuries. The more intimat
~ our knowledge of him, the deeper our conviction tha
~ in his drawings as-in his prints he is unapproached and
B unapproachable His drawmgs and his etclungs d:s




Al this is perfeefly illustrated in the masterpiece - -

The Ngi?ﬁéﬂaﬁdﬁ_' SRR PR -.'..-:“l}.l;:.l\«l::B'R ANDT

* Since no one has written of. Rembrandt’s art with = -
more profound. sympathy and - understanding than EE
Jakob Rosenberg, the sensitive connoisseur scholar, [~ -
am happy to quote a few telling sentences, in what -

follows, from his recent volumes on the master. Rosen-
berg is one of those rare teachers who can help us to.
“see”” “Rembrandr,” he says, “

o ‘. 1

. . was extremely /N

productive in drawing motifs from daily life, although .- -

he painted very few such subjects. The charm of these
sketches lies, in no small measure, in the artist’s fredand

spontaneous reactions to the varied impressions’he re-

ceived at home or on the streets. Pictur,eiqne figures,

characteristic gestures; all sorts of simiple incidents

caughe his interest, and he speedily)set'them down on o
paper in his suggestive shorthand. This group of ‘daily -

life’ drawings is an impressive proof of the breadth and
the vividness of Rembrandt’sirealism. It also reveals his

unusual ability to zbsorh @“wast amount of visual and

artistic experience.,”

from the Morgan \Library of Saskiz with her Child . .

(Plate 45). This)is a vivid, exquisite sketch revealing -

keen observition in every detail. Note, for instance, the
alert step’down the stairs, the swaying body of Saskia,
| the g{s;tu‘i‘e in her clasping arm and hand as she hugs .
-herehild, Rumbartus. And then note the marvélious re-

lation between the two heads, We are held spellbound -
Miy this downright sincerity, this undeniable magic of .~

draughtsmanship, :

" In presenting to you the very moving Return of the
«Prodigal Som (Plate 46), note these words of Rosen- .

berg:—“We are often inclined to put freedom and
- . . N . 71 . .
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-erful landscape through generous spacing and the sup-
pression of useless detail. The drawing illustrates beay-
tifully the master’s success in rendenng at;mosphenc ef- |
fects and aerial perspective.

“Landscape,” says Rosenberg, “was one of the most
popular subjects in Dutch art, The naiveté and wnpfe:)
tentiousness, the pictorial sensitiveness and fidelity to
nature of Holland's landscape painters have gained for

- - them many friends in the course of the cefimtrics; their
reputation has risen to new heights whenever pictoria

. realism has been the prevailing trénd. During the -
Baroque period in the Catholie) eountrics, reh'gious"
painting retained 2 dominant role!”The royal courts of
the day provided artists with*countless commissions for
the glorification of kmgs ahd princes. In Calvinistic and
democratic Holland, howcver, both Church and Court
- had ceased to be infldefttial patrons of the arts, and the
innate love of the.Ditch burghers for the intimate de-

' plcnon of theu\ surroundings gained free expression

. Landseape sub;ects became increasingly popular,
énd the Du&h painters and etchers revelled in a detailed
description’ of Holland’s countryside. . . . it is a sign |
of Rembrandr’s keenness and umversahty ‘that he par-
t1c1,p:?ted so actively in Dutch landscape art. But this |

edid in a very individual manner, for which no exact l
Parallel can be found among his conremporanes \
" He gained 2 conception of space in its most compre-
. hensive aspect and learned in landscape work how to 1
- - subordinate the individual form to a la.rger whole. . .
 this phenomenon of dayhght in the open air Rembrandt
o “expressed most fully in his drawings and etchings. .
. . Another impressive feature is the suggestion of air and l
o 74
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~ atmosphere, which gains added significance as an ele-

- ment of pictorial animation, This Rembrandt achieved =

by his vibrant lines and tones, and by a subtly graded

aerial perspective.” _ .
In his masterly landscape drawings he recalls to the

mind’s eye the work of the great Sung artists of China, \\

- by dispensing with all that is not essential, Tn the ex-)

pressiveness and delicate balance of a few magic strekes

- he creates a vibrant, yet quiet air and 2 sense Of\dis-

tance. The character of Rembrandt’s landscage draw-
ing is beautifully illustrated in this particularvexample.

Rembrandt’s studies of animals, like the famous Lion
(Plate 48) of the Bonnat Collection i the Louvre, are
astonishing. His amazing genius as 3 daughtsman is no-
where more strikingly manifested‘\than in his sketches
of animals, Many great masters\6f the past have been
attracted by animals and have'shown capacity in rep-
resenting them; Pisanello~{Plate 5), Leonardo (Plate
14}, Diirer, Rubens add\Delacroix (Plate 58). Rem-
brandt had no rival'it his capacity to put on paper
the essential chataeteristics of any living creature,
whether the thick-skinned, lumbering elephant or a

rapacious lionéss.
Note hosr~superbly the lion is here characterized.

Obscn'ﬁ'tﬁc rendering of the relaxed beast; note the \
ha

eyes that haunt and that tend to hypnotize us.
At )
\\' -

75



v

"FRANCE

N N
AR =~

Ny

0".
S D

LY
THE ART OF ITALY AND OF TH
Netherlands exerted a profoundiaflucnce on the arti
of France. This is accounted £0r, o a cerrain exeent, |
the geographical position ¢f,France.

Let us begin our consideration of French drawing
which the writer has gollected throughout his life wi
particular enthusiasm, by considering a brilliant exar
ple of the fiftecnth century.

~\
neY

R FOUQUET

" c. 1320 * . 1480
, -;\’]}nn Fouquet of Tours, one of the ourstanding ai
~3ts of Northern Europe in the fifteenth century, visit
«\" Traly and painted the Pope in Rome in 1447. Fouque
style is Franco-Flemish and International in his mar
-famous Illuminated Manuscripts, burt in his powerf
sober portraits of cqual renown, he is French, in 5p

of his debt to Jan Van Eyck.
One of the carlicst pastels by any artist, of which?
have a record, is the preparatory drawing (Plate 4
76
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for the Louvre painting of Guillaumie Juvenal des
Ursins, who was Chancellor of France from 1445 until
the death of Charles VII. He was a brother of the
Archbishop of Reims and author of the history of
Charles VI. -
The mere notation of these few historic facts sup-

gests that the sitter was a person of significance and()

capacity. How does Fouquet make him come to Jife"
in this serfous, thoughtful picture of 2 man of rich’end
vital personality? How, in producing so weighty and
so finely modelled a head, has he revealed\this ver-
satile, well-poised, intensely human personality of as-

sured position? We are struck immediately by the fact -

that Fouquet has rendered the charaeter of the world-
ly-wise historian and politician with.Sober realism. We
see hirn in absorbed yet slyly atténtive, observant mood.
We note his introspective (&ys, his thin upper and
fleshy lower lip, his heaxy fowls, his inquisitive nose
~all in all a self-assured, shrewd personality. Nothing
diverts us from quriinterest in this massive head.
Juvenal des Ursing 15 rendered with masterly skill and
simplicity. We-gre grateful that no decorative details
distract our attefition from this unforgettable head. We
carry awaythe lasting impression of a self-assured,
tranquil)impressive personality—very real and pulsating
with \life. If we compare the drawing with that of
Caifdinal Albergati (Plate 38), we see at once that
Fonquet is indeed indebted to Jan Van Eyck. In these
two vital heads of real persons there is 2 similar calm,
a similar monumental simplicity, a similar emphasis on
texture and, above all, deep insight.

) In the presence of this drawing, the astute general
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L x%n;h Clouet, her official painter, Very different in styla

“also employed at the court of Francis 1. The Iralians

THE POCKET BOOK OF Great Draving

observation of Théophile Gautier (page 6:) xs peru-
nent, once again. .

CLOUEY

before 1520 ¢ 1572 '.\' N
Black and red chalk drawings constirute thcglory of
French art in the sixteenth cenrury. They, fepresent one
of the two artistic currents of the timey'well illustrated
by the portrait of an Unknown Afar (Plate so) by
Frangois Clouet, acquired during World War I fro
the collection of the Marquis de-Bifon, then occopying
. the spacious house on the Rug.de Varennes, Paris, tha
is now the Rodin Muscum,\\The Marquis spent his ]
years in exile in GenevagWhere 1 visited him again after
the War, surroundediiy his superb collection of Ialian
eighteenth century, “drawings by Tiepolo, Canalert
and Guardi, magy of which today grace the importan
collection o{ rawmgs of the Metropolitan Museum,
New York,
The fashlon for the type of Clouct drawing here
- illustrated’ is due to Catherine de’ Medici who in the
_ sxxrs:a\th century patronized and kepe in close touck

and purpose were the works of the Italian decorators

” * brought to France the classical spirit which pervaded|
. all Europe. _ :
. The career of Frang:o:s Clouer shows inreresting
_ parallels and contrasts to thar of the Italian decoratory
anauccm, his' contemporary at the court of France,
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Both were of foreign blﬁ;)d, the former of Flemish o

‘parentage, the latter of Italian birth. Both won fame
and high position mder Francis I, Clouet as portrait
painter to the king, Primaticcio 2s director and de-
signer of the royal scheme of decoration. Both main-

N
£ )
7

tained their supremacy under Henry IT and Francis I, <\

and, untl they died, under Charles IX. Ao
Clouet amplified and refined the art of his father,

Jean, as Primaticcio, who belonged to the Raphaélésque

tradition, did the style of his predecessor,-Jl’Rosso.

After dominating the art of their time, hoth initiated .

powerful trends which persisted well ito the seven-
teenth century, It is striking to obsefve two such ut-

terly divergent artistic ideals as{those expressed in-

Franco-Flemish portraiture andvid Italian decoration

surviving side by side, fostered\by the same court, yet -

neither encroaching upon. the other for over one hun- -
dred years. The two traditions, however, may be said .
to have commeon chardeteristics which can be traced to
the presence of the“two artists at the French court. -
These are a subtle*quality of style and a certain fas-
idiousness of approach and of design.

Itis fasciq’g?:ing and instructive to rémember that the
ixteenth! g\entury portrait painter followed no such
rying\procedure as that of the present day with its -
nnumerable sittings and inevitable changes of mood.
francois Clouet at the court of Francis I, and Hans
Holbein the Younger at the court of Henry VIII, asked
he subject to give one sitting at which, with sure and
elling serokes, 2 black chalk drawing such as this was
nade. Subsequently the artist, at his leisure, produced
 painting according to a definite formula, -+ -
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An amazing number of portrait drawings of the six-:

-teenth century have survived as a result of the fashion
popularized by Catherine de’ Medici of forming por-
“trait albums of important men and women of the time,
Many of the drawings are copies, frequently of excel-)
lent quality, after such ongmals as the one that ‘ge\}e-

- produce.
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“ogg Museum of Art; Harvard University
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1577 + 1640
A STUDY FOR AN INFANT CHRIST

: Albertinga, Vienna
Plote 43



VAN DYCK
1500 + 1641
PORTRAIT OF JAN SNELLING
Chatsworth, England

Plate 44
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 FOUQUET
- 1420 c.1480

PORTRAIT DF JUVENJ\L DES URSIT
Staie Museum BerIm




FRANCOIS CLOUET

Before 15207 - 1572
PORTRAIT OF AN UNKNOWN MAN

. Fogg Museum of Art, Harvard University.
. _ ' Plate 50 .
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. e1504 + 1665
L 7' % -, MEDORO AND ANGELICA
.. PlaeSt - - .Museum of Stockholm, Sweden



CLAUDE LORRAIN
1600 - 1682
LANDSCAPE WITH TREE
Christ Church, Oxford Plate 52



WATTEAU

168.4 - 1721
THREE STUDIES OF A NEGRO.S HEAD

. o ~ Louvre, Paris
Plate 53 '
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FRAGONARD
1752 + 1806
- THE CONFIDENCE

Boymans Museum, Rotterdam
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: 1780 + 1867 -

- FORTRAIT-OF PAGANINI
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i 1780 -1 a6y

Fogg Museum of Art Haward Umvers:ty .
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POUSSIN
1665 -

| S 1594
We ca]l attentlon next to . a very ﬁne, apparentlY' \
srmple drawing by the restrained Nicolas Poussm,
scholar and outstanding master of the style of . SevE-

teenth: century’ French “classicism” in painting} who,
'with Claude, 'a more lyrical singer, was one.ef the two'

notsble French landscape painters patronizéd by Popes
and Cardinals, Poussin and. Claude exergéd a-profound:
mﬂuence ‘on the art of Francc, even,\:;hough both set:
tled in' Rome and spent a large past of their tives in
Ttaly where they were subject,_to the influence ‘of their
Roman' contemporaries. Thfoughout his . life . Poussin

fell under the spell of antiquie art as well as of its myths

also imder the spell of Titian and:other- Veretians. Both'

his- classic interests affd ‘his-love of hanire are reflecte

in the drawing of Uedoro and Angehm (Plate 51);se

itous landscape:
Medoro, albamble Moorish youth - of great eauty,

in a-typieal, lu
was wounded and- Angelica nursed him, fell in.love.
wn:h hlm ‘and married him. “They" lived. at. Cat;hay
e, m rLght of ‘his wife, Medoro ‘became: king. In
festo’s Orlando Fm-mso WE: leam tlus was the caus
de

of Orlando’s madness
Poussm strove throughout h:s hfe to capture
and ity in.even the slightest of his producnons Hi
mspxratmn for. these he found in the antigue,in ‘archi
tecture and_in sculprure, as in'the works of Rapha

and uthcr Renazlssance masters i Italy, adaptm ‘what
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. he studied to his own personal uses; by addirg chisros:
. “curo effects to give depth even to his sketches, st 3
" the rhythms of his more ambitious canvases, for which
~such sketches were preparations. Appreciation of Pous-
- sin’s controlled, calm paintings is impossible without
an understanding of his swift shorthand but c_ﬁrafully\';’
__‘planned drawings snffused with light. His peopled Jand-
_scape sketches are no longer conceived as merg back-
~ drops for his paintings, as earlier masters hadused land-
-scape. . - . Cl Ny
o -16o_b . _'..168}_" o

Pbﬁs§in’s friend, Clandethorrain, the companion of
_Northern landscape paigters resident in Ttaly, in'2 wash
- drawing like the admirable study of 2 Tree: (Plate 52},
expresses even mafe than in his paintings the very &
ence of his artyhong before the Venetians, the mediem
" of pen andwash had been mastered by him and by
Poussin .tg\render space, atmosphere, depth, distance
and effédsive contrasts of light and shade. Claude thus
antiejpated, by two centuries, miny of Corot’s ideas
Q:'Er'anf:e" and Turner’s in Epgland. - = .
“Although no landscape painting of Claude’s is known
which bears a date earlier than 1631, his fame was well
establishied before that date and the disting ished pat-
ronage of successive Popes and Cardinals thad already
begun. Today he is more widely known and praised for
his Jandscape: drawings than. for. his. paintings. 'T}}OSC
wha limhit themselves to a study of Claude’s paintings
are likely to fall Hito.the error of ‘believing him con-




vcnmonal, theatrical, and lacking. in-reality.. They tend:
to admire only his poetic sense of space compositios
and his-use of light as a"central 111um1nat1ng and stylis
‘tie monf Tn his sketches Claude is far less stilted. He:
reveals in all of themi a rare gift to create the 1llu510n 0
atmosphere, to represent nature realistically. For.yearsf
‘he spent ‘all the dayhght hours watching the changing -
éffects of light and air over the Roman Campagna Hls
drawmgs, which are usually in.warm, deep tones, 50m
times heightened with white, are often ditebt“stadies
from narure. “Their spaciousness, quiet and sunlit calm:
‘are éxpressive of the beauty and dlg'ruQﬂ of a lost Ar-
cadian world, envisioned with the do¥therner’s iongmg
for antique lands.” Technically they~dlsplay a‘power to.
commipose in. terms of grand. sfmphmty, a mastery: “of
wash which has- seldom if -ével been equalled, and o
‘poetic sensitivity to atmo‘sphenc ‘effects which is.ri-
valled only by the Chinese. An incomparable collectmn
of Claude’s drawing€ is' in the British' Musewm-and in
the Louvre. The Yﬁnous Liber. V eritatis, which it was
thrilling- 0. steidy years -ago . in the collectlon of ; the
Duke of Devenshire at ‘Chatsworth, contains over two
_hundred drawmgs kept by Claude.as a. record of the -
picturés he had painted, for even in Ius own hfetlrnc
hi&pémtmgs were nmtated and forged '

.{:. T

WATTEAU

1684 1721 :

- Let us turn now to thf: en;oymcnt of the preparatory
drawmgs for scenes- of festwe love-makmg swhic¢h: the
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French approprzatcly term “fétes galantes 2 desigha-
tion for the new and ‘refined arnisements -of Parision
society of the day..In. the’ elghteenth century. France
once again assumed leadershlp in 4rt'and culture, usher-
ingina gayer style in revolt against the formal elements
of the previous century—the :classicism of. Charles Le<
Brun and his Academy: "The eighteenth century, infer-
nationally v1ewed is, indeed, the French century; Irs
finest exponents were. Watteau, Bcuucher @nd Fragcv
nard, The spirit-of the early years of the'century is tri-
umphantly summed. up - in Jean.. tome Watteau's,
greatest painting, . The - Embiriation for Cythers,
(the island of Aphrodlte s blrth):,\about which Austm
Dobson wmte the fo]lowmg’ mndeau -

“Embarquons e :
Agamst}ny Wil ’Neath alleys low
I benﬂx\and hear across the alr—' WD
- Adross the ‘strearn—fame tiusic rare,—
Whose “comemuse 73 whoae ‘‘{:halumeau“”3 :

§ HarkI Wds not that 2 laugh I know= LR :

- Who Was-it,. hurrymg tufned to shcuw
The galley swmgmg by the, stalr"‘~



France
~ You, with the love knot in your hair,
. You will not? Press her, then, Pierrot,—

“Allons,! embarquons pour Cythere;”
i “Embarquens-nous!”

stem from Holland and Flanders and not from the ALk °
of the classicist Poussin or the Academy, but rf{ther
from Rubens and Titian. He spent most of hrs? brief
;creatwe years in Paris, where he died at the“age of
thlrty-seven. For a proper understandmgﬁf his. paint-
ings, 2 study of his drawings is mandatory Let us, then,
.cons1der together the work of this melancholy poet-
- painter in two of his astomshmgly sensitive drawings. -
A reasonable number of these\exquisite masterpieces

offer proof that he was mtemsted in Oriental and racial

types, as in the famous example of Three Studies of a
Negro's Head (Plate: 537 No later hand has retouched
this beautiful drawing-of great brilliance. 1 was under-
bidder on this deawing at the Max Bonn sale in London.

‘Unfortunately, Jlost it to the fabulous collector David-

Weill of Raris, having eartier in that sale acquired the
so-calledy Leper by. Holbein—to secure which I had

crossedsthe Atlandic, reaching Sotheby’s sale room in

the hick of time. Such are the fortunes of war among
céllecmrs

) In Three Studies of a Negms Head as in ali the o

drawings of Wattean, we are thrilled- by the magic of
the most distinguished dranghtsman of his century——

WATTEAU

N

¢\

Wattean was born in Belginm. The roots of his art ®)

one of the finest and most sensmve of any epoch Wat— _-

" et us go

. 85
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reau confessed that he delighted more in drawing ¢
in painting. He crowded his norebooks with studies
a1l kinds—copies from old masters, Nude Female F
yres {see COVETS), heads, hands and feet, ladics in tai
ta, soldiers, actors, gallants, children, animals and Ja
‘scapes. He sketched—with telling accents on CVeryy
mouth, tip of nose or chin—his servants and his fecter
the latter ofren dressed in fantastic castumes whicl
had collected and in which his friends gopd-humort
posed. Out of the scparate studics in_thedketch be
he chose and arranged the figures OTgroups of fig
that he wished for his painted compositions.

‘The melancholy consumptive, working somet
cagerly and cven feverishiyshrough the brief fif
years of his artistic maturity, never failed in the st
ness of his observatign:¥The cxquisiteness of his |
the sensitivity of hi§ temperament and the dexteri
his touch gave to His least crayon sketch 2 distin
and a grace which have caused cven his stight dray
to be tredsired by every collector of discernment
his owmntime. At once decisive and delicate, subt
firm, (#hey express the essence of the French col
the.dighteenth century. Like other pages of s
stadies, the sheet of Three Studics of 8 Negro's
served him in his painting.

I may possibly exaggerate the exceptional 1
and charm of the Nude Female Figure (see ¢
_because as a boy, on my first visit to the Louvre,
to copy the trapscendently delicate rendenng
half-length graceful nude, with its subtle comt
of c@amctcrisﬁcs—cmphat&c accents and 3 soft
ing line. I struggled in vain to capture the entici
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tour of her back through the use of that sensitive line - o
wwhich gives roundness to the form. AR

" In considering Diirer’s Lamentation (Plate 33), we

found that in understanding the subject matter of the.
drawing, our appreciation of its merits was definitely \
eithanced. In Watteau’s Nude Fermale Figure, the (%)
subject matter is so obvious that it requires no inter- (N
pretation to make its meaning clear. To appreciate,\ .~
however, what captivates the eye, is nonetheless pf“
importance in grasping its merits 25 a work of. art,
namely:—that the seductive figure is represented as
i-logically consistent whole. There is uni here and
masterly emphasis through the telling {placement of

every accent. The presence of thes¢\important ele- -
ments, which transcend the reporting of facts as the
¢amera might give them, is what makes Watteau’s

work of art 2 great master drawing. o

‘Jean Seznec, the brilliant Yiterary historian, said in a

recent address with somie. of these very drawings in

mind to illustrate l-{@obtic thought:—“Sometimes the
literary historiands 4% a loss to express, in a condensed -
formula, the deminant characteristic of a period, its
mood, its unique complexity; he feels that any succes-

sive deﬁniyihﬁ will be hopelessly inadequate; then he

rarns to\drawing—and there it is: the quintessence of 2
sociéty, of its moral physiognomy, of its temper, of its
aite, revealed at a glance in the profile of a Clouet
tfayon (Plate 50), in the curve of a woman’s arm in

2 sanguine by Watteau (see covers), in a few strokes
9of pen and brash by Tiepolo (Plate 20), in a frantic
Sifabesque by Delacroix (Plate 58)—the fragile epitome -
3’?f a civilization, the signature of a century.” '
L 7
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Drawings like the two by Watteau carry a messy
that no words can convey, Could feminine grace |
meore adroitly rendered or a momentary attitude caug
with greater perfection than in his Nude Fenale Figa
(see covers)? Observe how perfectly bust, am
hands and fingertips arc delineared. Watteau hasnpg
perior in grace. Who has ever better represented(Ph
53) the most appealing side of the black man? W
has more closely observed him? And yepsiie person
ty of Watteau lurks in every line, Thefe is in s
sketches of Negroes a certain subglevsadness, char
weristic of Watteau himself, altheugh he is known
the superficial observer as the Supreme painter of ¢ig
eenth century gaicty, the master of idyllic paintng

"
X

.;.';nduc:ma
. Y1703 * 1770

A\
ango%ﬁduchcr‘s Reelining Nude (sec cov
with its. carefrce, exuberant and yer dainty,
quantyelegance, is the perfect reflection of the tast
his fimés. He is the facile painter of voluptuous woi
i whose work Post sees “a subtle fusion of adolesc

~\With a fully developed feminine type.”

The favorite of Mme. dc Pompadour, and po]
with the entire court, Boucher was ceaselessly
ployed in painting for his sophisticated patrons 0
fashionable world countless decorative panels
mythological pictures such as the one for whict

- drawing is a study. His drawings, produced wit

tonishing ease, represent in their fantasy, grace
: ' 88
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fair coloting the best of the French Rococo. Boucher,’
“who also was occupied with designs for the’ tapestry -
‘weavers at the royal establishments at Beauvais and-
Gobelins, for porcelain manufacturers: at - Vincennes”
and Stvres, was the first to consider drawings as more
than studies to be put away in portfolios. The elegant:.
“ladies of Louis XV court were quick to accept his point.x.
of view and sought after his drawings as they did his” -
paintings and his illustrated books. His drawingsdeveal
an unfailing sense of composition, a rich fancy‘and a = -
rhythmical, graceful line. The drawing of acReclining =
Nude ought to be reproduced in its originaly beautifully - -
carved Louis XV frame. o -

There is no finer or more thor‘aug”kly characteristic:
extant example by the master, which, thanks to the =~
generosity of John Nicholas Brown, once more graces '
the Fogg Museum Collection. I say “once more” be-
cause I had acquired it with conviction and enthusiasm S
in my youth and cher;'on submitting my French draw- =
ings to the senior ghember of the department, the late
Dr. Denman Rossyan astute collector of his geperation, - .
whose words, were law in those far-off days, he gen- -~
erously appfoved of all the drawings except this, one -
of the flibst prized of my possessions, saying that the "
proportions of the graceful figure were incorrect, With -
lack of independence, but with 2 heavy heart, T let it

<go. In the years that followed, during which I secretly -

“Aonged for its return, Berenson’s words about Botti- -

 celli's Abundance seemed to apply in this instance as-
well:—*, . . In many of the world’s great masterpieces

it is wiser to discount at a glance such failings as all " -

_may discern and devote ourselves if we are able to-
89 . . -
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wooing the indwelling soul of the beautry." And
after more than a decade, my generous pupil, B
brought it back into the fold.

FRAGONARD

1732+ 1806 O

We close our consideration of the dfavings
Rococo period in the final ycars of sthe: reign of
XV with the work of Boucher's pupil, vital, friv
hot-blooded Jean Honoré Fmgoﬁn}d. an ardent
of fétes. He was born eleven-years after the de:

- Watteau in the perfumc-laden, brilliant sunlig
southern France, at Grasse. Of all the sophist
eighteenth century artists it was he who was the
painter and draughtsman. Precocious at 18, he a
helped Boucher on the cartoons for his tapestry
missions. The.trlte quality of Fragonard's geni
must look for'in his drawings. It is in them, infig
as they are by the example of Ticpolo far mor
. by Rembrandt, that he is most spontancous. Only
. teau surpassed Fragonard in recording with the ¢
opthe brush the momentary charm of pose or g
’\.‘Qcme in a broad, impressionistic manner. He stas
w1t were, midway between his two great predee
Watteau and Boucher, lacking the intangible pat
the one and the occasional vulgarity of the othe
. recording more fully than cither, with more 1
greater luminosity, and often with more licen:
temper of the Rococo period. In 7The Conjf
(Plate 54), he reveals a love of feminine clegans

00
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. grace akm to Watteau s, but it is an exterior comment,” -
. with no haunting expression in the eyes and no mobility
. in the mouth or fingertips.

We have, in these few drawings by Watteau,

" Boucher and Fragonard, had a glimpse of the charm of

thé Rococo period in France, Watteau, the brooding _ ¢
dreamer, initiated the movement early in the cenrury’\
Fragonard, the Provengal, returning to Paris in 1761'
with the Abbé de Saint-Non, with whom he hadrav-
elled in Italy, carried oft the developmenr of thh move- _ .
ment with gusto for years, in the service pf\financiers
and people of the stage, until the French/Revolution
and the authority of David’s neo-clasgc style—whlch
he had always abhorred—drove himysetrowing, back to
his cousin’s home in Grasse. He retirned to Paris once
more, however, under the oﬂic;ial protection of David,
and died, almost forgotten,yin 1806.

The many gifted amsts of the nineteenth century in
France were well @ware of the important achievements
of the past in’E pe, for they haunted the museums,
as has always been the habit of the best creative artists.

In a biilliant article written by Professor Meyer

| Schapifa of Columbia Umversny' for An Introduction

F
B

0, ﬁfntempamry Civilization in the West, he enlarges
dmvthe fact that “the development of modern painting

) Was not in a straight or single line,” and he proceeds

1o make clear that “no period in the history of art was
more conscious of its past than the XIX Century .

The absence of the older atelier system with its ngld
practices; the lack of religious enthusiasm the discredit
into- which an unproductive academic manner had

Q1
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fallen, the free facilities of travel, the easy access to
museums and books, all these were factors in the crea-
tion of a more personal style on the part of the artists
of the XIX Century. Thus the painting of the century
does not illustrate a gradual evolution of one style, but
shows a series of creative efforts by individuals, whese)
work diverges in different directions from .existing
forms and produces a medley of counter cuttents. Al-
though o a certain extent influenced by ‘die work of
men immediately preceding them, thé(painters of the
XIX Century depended even more eih'a remoter past,
The art of the century is an intc;n’sh\y personal art.”
The influence of David, art dietator and leader of the
neo-classic movement, pervaded the académic art
schools. Reactions were inevitable, and led, as we shall
see, in the time of the Romantics, to an emphasis on
Mediaeval and Renzissance models in literature as in art.

\ " INGRES
L\ 1780 * 1867

The, ofitStanding exponent of David’s teaching, par-
ticularly in the field of portraiture, was Jean Auguste
Dominique Ingres, in whom however, the effect of
Aeo=classic tyranny was modified by romantic longing
\and by a study of Raphael. Ingres wrote in his prime:—
" “My enthusiasms remain what they always have been,

Raphael and his century; the ancients, and above il

the divine Greeks; in music Gluck, Mozart and

Haydn.”

The late Bryson Burroughs once said; —“No modem
has approached Ingres in his ability to express sub-

02
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stance and character by a grandly synthesized line, un- *
Jess it be his own follower Degas. Ingres was never
ifwholly' successful in rendering emotion, nor did he
seem able to coordinate his more ambitions works into
2 unified whole. His less elaborate compositions with
their quieter poses, and his portrait drawings are, there-
fore, the most satisfactory.” : ;

The kind of immortality, which, as we have seed,™\
Holbein and Clouet achieved for the courtiers of Henty
VII 2nd Francis I, and Van Dyck for the artists and
aristocrats of Flanders, Ingres gave in the nifieteenth
century to & sober, bourgeois world. In hi’pencil por-
traits he united a fastidions line with exqhisitc charac-
terization. It is the rare combinatiofy of subtle intui-
tion, skilifully minute delineationpand fidelity to ap-
pearance which gives his drawjrgs their special charac-
ter and charm—a charm not.finlike that of the charac-
ters in the novels of Jang\Austen. His portraits, like
the one of the musician Pagenini (Plate 55),t are ac-
counts of the outér rather than the inner man. The
emphasis is upon'those assured aspects of life and for-
mne which aré’shown to the world. Through clarity,
precision, .and” batance these serene pencil portraits |
chieve distinction without, however, the penetration
of the'great sixteenth century masters. Paganini, in the
Lowwre, is presented calmly, clearly without 2 trace of
de kind of romantic passion that characterizes the
uperb ofl sketch of this same musician by Delacroix,
in the Du{man Phillips collection, Washington, D. C.

Th'e universal present day interest in the portrait
drawings by Ingres makes many collectors and stu-
fSee page 108, :
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- “dents. lose sight of the high sigTﬁﬁcanée of the large

. 1914), a true “amatedt? in the eyes of the French, who

- ly illustrated in one of the master’s studies for his paint-
- ing of the Golden Age (Plate 56), left to the Fogg

number of equally notable drawings of nudes, perfect
|

Museum by Grenville Winthrop, the greatest Amefis
can collector of nineteenth century drawings in OI]I‘

- time. Note how through a process of elimination and
“balance, the contours of the sides of the beautiful nudm
. are rendered in subtle correspondence. In dramngs uf‘

“this type we see the influence on Ingrg§ of his passion.
ate interest in Greek sculpture and Wase painting.

- My understanding of quality TeWe fully 25 muct
to Martin Mower, a gifted teacher, as to my fellow

collectors and to my colleagies in the scholarly world

* One of these, Carl Dreyfus, Curator at the Louvre.
took me to see his father, Gustave Dreyfus (:8;7

at 3§ years was the\owner of a veritable little museumj‘

His remarkable\:o]lection of Renaissance sculpture

and medals, ‘% équired in about 1870 to 1872 and now 4
. glory of the

ational Gallery, Washington, was in th

 old days” foused in overcrowded rooms. Some year

~later, @Jeyfus introduced me to his father's life-long
- friend{ the Director of the Ecole des Beanx Arts, th

¥ich painter, Leon Bonnat, whose fashionable por

;ralts brought him contemporary fame and riches, en
-abling him, from 1875 on, to become the most dis
.- criminating and. pnncely co]lector in Paris, of rnaste
drawmgs 7 |

- Every coﬂector is, I bclleve stimulated to adventur

--"'_'mto new fields by contact with an older, more ¢x
-penenced and enthuszastlc collector. My own deep in
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rerest in the work of Ingres is the outgrowth of a study
of some of his finest drawings in the Paris studio of Bon-
‘nat, I visited him frequently almost up to the time of
his death at over ninety years, In his spacious studio
in Paris, with 2 military cap of 1870 always on his
ead, he continued to paint until the end, converting
the funds that he received from the sale of his can-
vases into the permanent worth of Great Drawingsss
Most of the treasures which he gathered during a long
lifetime are now beautifully housed in the musegm of
Jis native'city, Bayonne; others, like the Paganini, he
%:e'queathed to the Louvre. Like the maipr}}y of real
connoisseurs, he put into the privacy of\higliving rooms
the drawings he cared for most of alhyEven his bed-
room was adorned with the works, of Ingres and on
dither side of his shaving mirret and on every wall
there were distinguished exatoples by Ingres.
) A\
¢ {GERICAULT
N\ '
AN\ 1791+ 1824

N\ ’
'l Theodqr(Gericault was an ardent, independent, in-
e.fati‘%;lble enthusiast of very catholic taste, whose ad-
ation Tor the masters of the past was as deep and
eauine as it was broad. Rubens, Rembrandt, the Ve-
tans and particularly Michelangelo were the heroes
of this first of the French Romantics. Gericault studied
ind understood the frescoes of Michelangelo in the
Ssqne Chapel, adapting the lessons he learned to his
Wi needs in depicting contemporary subject matter,
sich as horses in the Riderless Races at Romie and
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“in his enofmous canvas of the Raft of the Medm
.. 2 complicated report of a much publicized shlpwrec':
.+ Gericault and Delacroix, with their interests in cy
. rent happenings, both revolted against the neo-cly
" sicism of David. They were the outstanding exponen
" of the Romantic Movement, turning from Greekén
- Roman legends and history to contemporary egénb, s
“well as to subjects of mediacval literaturg-ox orient
life, They infused their pictures with 2 sense of grean
.- reality, with an enhanced liveliness, In‘thmr drawing
- the 'line employed by the Romanties appeared ma

_-!a_cadenta.l less wiry, and less cleatly defined. The pe

"son represented in our spirited “drawing of a Neg
- Soldier was probably (erigaplt’s model, Joseph (Pl
©"57), in an Egyptian costume. Gericault had many co
-tumes, collected on hig“travels in North Africa. I
** these he dressed his, models In the light of such ted
" nical mastery and sach ongmahty, for his time, int
-“choice of subjéct matter, one wonders what he mig

" have produe¢éd’ had he lived beyond his early thirts

* Even so she'drawings, like the paintings and lithogrsp

T Of thlS ﬁl’St of the ﬁery- spu‘lts of the romaﬂtlc I'e\fllh

. tionshow a vigor of execution which was new
: _FIerhﬂ'k art and pointed the way for succeedmg genet
'\tgons in France
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DELACROIX

1768+ 1863

companionship with Gericault. Highly intelligent, well
read, and inventive, he was to lead the Romantics,after
Gericault’s untimely death, in a further developtuent of
the new point of view. Literature, mediaevahhistory as
well as current happenings, offered ter%;ing subject
matter to Delacroix, Dante, Shakespeatey Goethe, Vic-
tor Hugo, Byron and Walter Scott,all simulated his
creative imagination. However, he-never slavishly fol-
lowed the text of his favorit€authors. In his brilliant
paintings his color is basedion a study of Rubens and
the Venetians. From the ‘Bnglish painter Constable he

also learned new posSibilities in landscape and in the
uwse of color. , ) ' '

In most of his\drawings, as in his paintings, Delacroix
thinks of the.éoposition as a whole rather than of the
various pars: This is perfectly fllustrated in the Arab
Rider Adtiacked by a Lion (Plate 58). Such drawings-
reflectJhis pictorial ideas expressed in a nervous

N

Fugene Delacroix, an individualist, benefited by his-\

@rﬁl}g tsmanship of rhythmic accents, broken contours .
sand dramatic emphasis. Delacroix depicts force and’

struggle, In his drawings there is hurried movement

and superhuman strength. His line, unlike the cool line .
of Ingres, betrays his' emotion as he attempts. to re- .
create the rich and changing visions of his imagination. .

The artistic forebears of his style were the Baroque:

.97
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. "painters of seventeenth century Flanders, but the splen-
~ .dor and noble sentiment of Rubens’s talent are not -
. equalled by Delacroix. More than that, he conld not
- rival Rubens either in the command of form or in his
" conception of space. o .
* " Inthe spirited drawing of the Arab Rider Attacked.)
- by a Lion, inspired by an incident witnessed_om his
- trip to Morocco, we are struck first of all by'the’con-
¢ stantly interweaving pattern of the design! by a com
. plete lack of formalism. The drawing(illustrates also
.. Delacroix’s taste for the strange anQ the exotic.
- _ OB

ae\
CORQT, W

17965 " 1875

- As elder statesmaf,bso to speak, Camille Corot, 3
- -lovable, simple péfsonality, has usually been associated
~-with the Ba:tﬁi&n School of landscape painters. His
- well .composed, quiet work delights us by its note of
- poetic distinction. We tend to forget his amazing gifts
- in paipting and in drawing the nude and his capacity
*in rendering a draped figure. Observe in the thought-

2 %tfﬁo_ber Portrait of “Flore” (Plate 59) how free it 1s
from: all calligraphic tricks. We are struck in this
figure,-reminiscent of Italy, by the pervasive mood of
tranquillity which. characterizes the sitrer and also by
the marked plasticity of form, whsual in an artist Wi
was tiot primarily sculptural in his work. It is one o
the very great drawings of its type in the pineteent]
century. Nothing is neglected that makes for a com
pletely__ ; s._atisfying ‘and convincing rendering. 1 wa
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France - o COROT

underbidder for the drawing at a sale~in London, but

lost it to the connoisseur-scholar, Arthur M, Hind, who

added it to the vast treasure of the British Museum.
Turning now to the other and very different Corot

drawing, of superlative quality, the View of Mt

N

7 '\ N

Soracte (Plate 60), which, if there were no other evi-("

dence, offers triumphant proof of the master’s astods
ishing capacity as an observer and as a draughtsman
of landscape; as sensitive as Claude to the effécts of
light and like Poussin, a master of design, i

“Mt. Soracte, a limestone ridge rising majestically out

~of the campagna north of Rome, has b'{en a source of

mspn'atmn to poets as well as pamters ‘Byron descnb—
ing the Apennines wrote:—

a0
N N

I've looked on Ida with, A T rojan’s eye;

. Athos, Olympus, Aetna, Atlas, made
These hills seern thifigs of lesser dignity,
AlL save the lo Soracte s height, displayed
Notzow in sn\o& ‘which asks the lyric Roman’s aid
For our remenmibrance, and from out the plain
Heaves likes long swept wave about to break,
And Dn\t‘he cur! hangs pausing.

“ﬁbte the depth and vibrancy of atmosphere in our

, Qmeg, a grandeur and sweep which stem from the
“Great Tradition’ of both poetry and painting—in its
breadch and organmatlon and in its emphasm on the_

noble aspects of nature.’

o9
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MiLLE'r '
_18.14; + 1875 I ©

°\

"/ It'is natural to think of Jean Frangois Millet s
. painter devoted solely to the life of the stolid\peasant
_in the scenes of his daily labor in the field "ot in the’
- homé. An intimate, highly- individualizéd"likeness such
" as that of Mme. Sensier (Plate 61)y probably done it §
" Barbizon in the early fifties, makes it clear that he was
-, also a nineteenth century porteaitist whose method is
* * based on the great French tradition of sixteenth century -
- peéncil and red chalk diawing, in a combination of -
. force and subtlety, sir plicity of technique and under- 1
:standing of characser. Mme. Sensier is here character-
© - ized with distir;pt{on in a drawing, that is impressive
LS bulk. Ndte ‘the dome-like forehead and the curi-:
. ously liveljn eyes, which give the face its special char-.
_“acter. Duping the years of his early struggle Millet did
-._'__a?se_ricg :oT portrait drawings, which he sold for o few
-frap¢s/Afrer 1848 he only occasionally did this type of,
f‘i’*“k- In the presence of our notable picture one re-
grets that Millet’s portrait drawings have largely dis-
appeared. Mme. Sensier was the wife of the critic,
andlord, biographer and devoted .admirer of Millet.
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We come" next 10. another one of the master armts.."
‘of the nineteenth century ‘one of the most personal of .
“Frénch- draughtsmen., the illustrator “and caustic® ca.r—*-"
toonist; Honoré- Daurmer, who studied- thé work cof.
-Michelangeélo “and-. Rembrandt. From’ ths\ former - e

’learned constructlon ‘of fassive form{ and- frorn the -
latter -dramatic mtenmty through the - pictorial and:
-emotional device of chlaroscuro All“thjs is murnphant-'_
Iy, ﬂlustrated in“.our- forceful, drawmg of The. -Soup
(Plate 62) Whlch tells its sr.ory 50 clearly that no com-
“ment in mere words is necessary ‘Where else, in the "
“nineteenth century*, Wﬂl you find such convincing hu- -
' man reahsm’ Noswhere €lse,- and indeed only, if we
‘look back to Remb andt in a picture like The Prodigal.
Som (Plate 46), or to Goya in a-drawing like the Two -
yFPrisoners_jig rons (Plate 65), do we find a’ similar -

dramatlc Jse of light and shade to render emotion.-
Da%nl

er -witnessed much of the activity of Ingres,

the. ﬁlﬂﬁSlC, and. that of Gericault, ‘Delacroix and the . £

(other Romantics. He was practically a contemporary = -
Jof the realist Courbet and of the lyncal singer, Corot. -

‘Manet passed from the scene only ‘a few years after
Daurnier’s death, The. Impressmmsts and the Individu- - .

alists—Degas and Cézanne—had already given the world_
some Qf thelr best work when Daumier dled
: - ©o10IL
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" During his full life, in spite of the artistic currents
. that.swirled around him, Daumier remained unper-
-+ turbed and created with marked independence and con- 4
 sistency well over three thousand lithographs for j
.. Caricature and the daily paper Charivari (most of
" ‘whicK T have collected in Paris since boyhood) as well
" as a thousand woodcuats and countless drawings.and -
" paintings. No other draughtsman has ever left-for the -
. student of human nature so many pricelessrecords of |
_a passing epoch; no novelist has ever miirrored for pos-
.+ terity a more throbbing, varied wosld. The mediumj_
. of lithography proved a perfect, vehicle for the nota®
- tion of his telling satire and wais 'more freely used by
him than even by his Spariish” predecessor, the first
- . romantic artist, Francised\Goya (1746-1828), (Plate
" 65). Observe the sharpcontrasts of light and shade
. which play over the-broken surfaces of the Goya. The
" pathetic figures af\the T'wo Prisoners in Irons stand.
... firmly and imm‘o}ahle in brilliant light. With apparent-
- ly simple means they are tellingly rendered and with:
" . a reality that is, says Agnes Mongan ® .. more vivid'
- than nafdre . . . It is man suffering, bewildered, and
" ‘abandowed, tortured and torturing. There are no, mere
o ';g!?ﬁsqtes or - felicitous contours in this grim. tale.
- {Bvery brief and brutal stroke expresses the maximum
wNof tragedy or hopeless yearning, with light and dark-
)" ness always playing an important role, one of double
. significance.” o -
v .- Goyas, famous as portrait painter of Spanish aristo-
~.crats, was also profoundly sensitive to the sufferings
" of ‘humanity, and particularly after a serious sickness
it 1792 expressed his biting satire in a style that while
N 102 - .
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based ont Remhrandt is quite his own. If he had never

.Lpamted but had left us only his drawings and his
f squatints, with their impassioned condemnation of war,
mspired by the attack instigated by Bonaparte against
Charles IV of Spain—they alone would afford proof
_that Goya, precursor of the Romantic movement in
France, was the greatest Spanish artist of the period,

It is a strange fact that he remained a court favorite\in
spite of his vitrialic satire in lampooning the yitds of
the court. We have digressed to speak of Goys, in
. order to call attention to the influence of such work
;‘? on Daumier,

- And now returning’ to Daumier™gr us stress the
point that no man was ever more “8f his time” than
Daumier. No man who everclived was more of a
translator of life into contempbrary, everyday terms
by means of masterly drawing. Although the themes
for his satire are frequefitly earthy and commonplace, '
as in The Soup (Plate62), all that he depicts is rendered -
in the grand style;everything is drawn;in an elemental

the swelling, Hines of varying width reveal, in maglc--‘-
‘Rfashmn, a Michelangelesque sohdlty of form."

~ Daydiler may be compared in the field of graph:c E
AT g0\the novelist, Dickens. "They are both city men

day man. Daumier possesses the astonishing ability of " -

Daumier, however, pushes his - ridicule -of bourgeois "
1saciety farther than Dickens. Daumier, the satirist, like -
chkens also ]ampoons contemporary abuses in poli-.
I - -.'_I__03_. .\-‘

way, worthy of Rembrandt. Note in this drawing how -

'who observe and record with rare insight the daily’ L
life, the varying emotions and activities of the every="

Dickens to make his individuals stand for types.




EI

+HE POGKET BOOK OF Great Drauing "

tics, in business, in the legal profession, and does 50 -
Awith vitriolic gusto. We need not read the captions _.
underneath his pictures to understand the story which ;
‘he tells so clearly and convincingly. Even though his |
caustic drawings may be of only passing or local itz
* terest, there is in each one something elemental, almost)
titanic in its style. His ability to depict through(Ficisl
- expression—punctuated ‘by the emphasis of “gesture—.
fleeting and conflicting human emotions,is uequalled.
In the whole field of art there are fi¢ Jiner examples
than those by Daumier of drawing ffom memory. “
- considered in what various wags,”™ he said, “and to
what different purposes the wemory might be applied
and fell upon one which I found suitable to my situz-
~ tion‘and idle dispositionstaying it down first as a0
- axiom that he who cguld, by any means, acquire and
. vetdin -in his memagy perfect ideas of the subjects he
meant to draw, sheuld have as clear a knowledge of the
figure as a mmap who can write freely hath, of the
_. _:Wenty—foﬁ(\l'ét-ters of the alphabet and their infinite
- :combinatiens. By repeating in my own mind the part
. of which objects were composed, I could by degrees
- .combine them and put them down swith my pencil
- Thos T formed the early habit of retaining in my mind’
o .‘;'_.\_C\yc,-'without coldly copying it on the spot, whateve
VT _intended to imirate.” With such a point of view, hel
- with such deep conviction, Daumier rebelled in hi
-youth against the academic restraints of the ordinar]
- .-art' school and sought his models in every part of Par
“including . the Louvre. Balzac said these true word
'_zlbout Daumier’s drawing: —“Here is a fellow who h?
Michelangelo under his slkein.™ - S
P . 1 04 .
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DEGAS
1834+ 1917
: . : N

My enthusiasm for Edgar Degas was shared by my *
friend, the late connoisseur-scholar, Henri Focillah, 3
French teacher of renown in Paris, as well as dt¥ale
University and at Harvard’s Dumbarton Oaks,/Wash-
ingron. O

- We agreed that if we could choose bif’one example

it would have to be the impeccable¥diawing of Mmae.
Hertel (Plate 63), a preparatory study for the painting. -
in the Havemeyer Bequest, actteasure of the Metro-
politan Museum, New York.We tried to analyze this .
preference and found thatiit was due to the fact that
this wistful drawing Scemed to wus to illustrate per-
fectly the superb cafm\city of Degas as a draughtsman;
the artist’s vital imagination and visualization of acrual~
ity; a triumphof French taste, a “sensibility” quite
absent in many of the finest drawings by Ingres. Here,
Degas has depicted gesture with keen observation. We
agreed that the master had always recorded 'gesture
and movements which were the result of and feflected

fixed habits, associated with particular professions and- -

Jthe exertions characteristic of his varied models—his
‘relatives and friends, ballet girls, shop girls, laundresses,

-jockeys or others. We were baffled by the ingenuity -of T
an - artist who, with such economy of ‘means, -cqqld .
crender Mme. Hertel with those qualities-of French: .

_charm and repose which set their stamp of
S - 10§ . '

time, place,

N

£ )
2\,



~ ¢HE POGCKET BOOK OF Great Drowings-

: . sration 'and nationality upon the sitver. If you will Jook-
" at the reproduction (Plate 63) a litte more closely. you:
o will observe that Degas merely indicated the pose of
" her body. His attention was concentrated upon the
- face, with its curious eyes and the ghost of a smile and
' * upon the, intensely personal gesture of the expressive
- 'and beautifully drawn hand. This drawing, made,id
1865, shows clearly Degas’ debt to Ingres, a master for
whoin he had during the whole course of, s life the

- .deepest admiration. Degas studied, Irigres' portrait
- drawings with concentration, and alsa collected them
- as he-did those of Delacroix, Corot and other masters
" In his hand, however, the pencilfas you observe, ha
 more freedom and moved xwith easier - rhythms tha
" “in the hand of Ingres. Morgover, the intelligence tha
.. guided it was more subtle, more probing and mor
.+ original, so that Degds! drawings show a greater vl
_..riety and suppleness* of pose, a more immediate an
' personal interpfetition of character. In comtrast t

o

-~ Ingres’ cor\m ¢d and solid people, Degss’ are Pre
~ . sented with informality which, because of the pe!
‘. fect balande of his taste and judgement, in no wa
'- detra_chs\ from their distinction but reveals charactel
of filre pulsating life. _ o
‘\_\Iﬁ the Ballet Dancer (Plate 64) Degas has again d
“picted gesture with remarkable skill. The drawing i3
¥ study for a figure in the background of the Rebears
" for Baller on the Stage, of which there are two versio
in-the ‘Metropolitan Museum, New York. Technical
‘the drawing is. doubly interesting, Degas had alread
by 1872, adopted the use of .colored papers, in th
particular case not dissimilar in tone and rexture to ce
B ’ 106. o S




 France DEGAS
' tzin prepared pink papers of the Florentine fifteenth
century, He has not yet abandoned the pencil, but he
' strengthens the contours with a rich black crayon. It
can be debated whether it was failing sight—caused by
the injury to his eyes from night sentry duty during (%,
the war of 1870 and the Commune—or whether it was-
the natural development of his style which led hirg

- gradually to sbandon pencil on white paper in.favor
of crayon and then pastel. With these he drew larger,
fuller forms, freer contours, and more diversé move-

y, Tments. ' ' AL

?" Royal Cortissoz, until his death a fe ’.}ears ago, was
the beloved art critic of the New ,Yb%( Herald Trib- -
une, 2 lifelong studenc of drawings and a passionate
collector of reproductions. He ¥epeatedly pointed out
that in his opinion Degas wasylike Ingres, 2 miraculous
craftsman, with 2 passion £6F rectitude of drawing. He
was right in thinking tiab this passion for “rectitude of
drawing” ‘was the tling above all others that explained_
Degas’ devotion to_the old masters. o o

Degas, as a Practising arrist, haunted the museums

, and in-his dédwings paid wibute to the great Floren- -

% tnes andyether masters of the past. He reverently ..

* copied/many of the old masters—Mantegna, Holbein;
the Elouers and many others—and thus emphasized his

- mespeet for good precedent. This accounts for the =

(dignity of his representations no matter how common--

) place or even vulgar his models happen to be in the
course of his career. We should learn from his ex- -
ample that great originality may go hand in hand with = -

ja profound respect for tradition.-We ought also to
ponder the fact that to the very end of his long and

. . 107 o R
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industriots life he continued, in the field of art, to be
a tolerant, open-minded and understanding collector
of works produced by those late nineteenth and
cwentieth century artists, a selection. of whose draw-
- ings,- did space permit, -ought to be included in any
group of Great Drawings. ‘ \J

~ Ishall never forget the scene when the heirs ofDegas
‘saw fit in the memorable summer of 1918, &year after
.the master’s death, to dispose of, at an aq:gion which 1
attended, all the paintings, drawings{and lithographs
-that were left in his studio. One session of the sale wa
held on a memorable night 'duriﬁ&”orld War 1. Th
~ Fogg drawings, here rcpro@u’éé , were among thos
- “that came up for sale. The afiction room was filled wit
" French officers, men oncJéave, and agents of the Gov

_ernment, who by theif\presence, at-such a time, test

fied to their passiongte interest in art. They bid o
pictures and drawings at a time when the fate of thel
- nation was, g Stake. During the sale one could hea
" the”Germah ‘guns- in Paris, when very few peopl
- realized ghat American troops had won their first 1
- successof the war at Chdteau-Thierry. '

. ‘Errbncously. credited -cm' Plate 16 -to B’.'!‘ruf;of. &h . ; .
=i h . Bhould read Twrin.
T{E;ron;ou_sly credited on Plate 55 10 Boseat Mn:.em::, Bc;:mhe. Should 1

sitre, Faris. - : . .
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