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THIS BOOK, IN SO FAR AS THE ALL (AL~
portant mateer of the chowe of Great Drawings for re.
production 15 concerned, 15 based on the experience
af 2 fenme devoted to the swdy of drawings with

h and m collecting several hundred
examples for the Fogg Museam of Ar, Harvard Ung.
versity 1n 50 vast 2 field the attempe has been made to
select only examples that wll fascinate and please the
general reader Most of the books listed under Recom.
mended Reading, a5 well as the Portfolios aned, cone
N many More Instructive reproductons.

The tent 1s based on fectures delivered at the Lowelt
Instirute, Boston, at the Sorbonne, Paris;, at the Cony-
tauld Insnrure, London, and at the Univeruties of Berlin
and Boun, as well a5 at Harvard University during
hurry-six happy vears

A aumber of descriptive sentences ar
W Catalogue of Drawmgs in the I"u‘gge /‘\?‘l‘t::wfr:ngf‘

Art (Hosvard Universiy Press) firge produced b
Agnes Mongan and by me in 1940, 4
e
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FOREWORD
Drawings by such arusts asi~Fra Angefico, Benazzo
Gozzoli, Uccello, Ghirlandaio, Andrea del Sarto, the
Rellisi, Carpaccws, Guacdi, Canaletto, and a dozen
others, in the Nethertands:~Bouts, Memling, Hugo
van det Goes, Basch, and the Dutch landscape ardsts of
the h century; in England:~Blake, Gains-
borough, Constable and Turner; in Germany, Altdor-
fer and Cranach, 1n France and among artists identified
with France:~David, Chasseriau, Rousseau, Daubigny,
Guys, Renoir, Maner, Céaanne, Seurat, Van Gogh,
Toulouse-Lantrec and Picasso, a5 well a5 2 cerain
number of Americans.

To cover the modern and contemporary field, a2
separate volume is needed.

Thus book would never have been written bur for
the encoursgement of my friend and former pupil,
‘Herman Wechsler, whose attyactive Pocket Book of
Old Masters served 2s a model and prompted me 1o

try something sinular, m this limited fashion, in the
field of drawings.

My indebtedness 1s very real to my connoissenr
friends W. G. Russell Allen and Carl E. Pickhardy,
Jr., for discussing with interest and patience the final
stlection of drawings. Gratefwl acknowledgment is
also made for help recewed from Kojiro Tomita
and W, G. Constable, both of the Museum of Fine A,
Boston, Professor C. A. Robinson of Beawn. Univer-
sity, and to my former colleagues at the Fogg Museum
—Agues Mongan, Asthur Pope, Chandler R, Post, and
Jakob Rosenberg—who have generously allowed

o quote passages from their books, The same i g
Rernard Berenson, S Ke; o tre of

xmnneth Clark, Professors



FOREWORD

For the specialist a book like this can have only 2
linured interest. It is intended, primarily, for the novice
who has curiosity about drawings and for the generat
reader, as 2 brief introducnon to a fascinating field, in
the hope that he may be stimulated to look at the
expanding collections of Master Drawings in American
museums, for no reproduction can ever do complete
justice £o an original. The book is intended to give the
observant reader a helpful basis for understanding the
fanguage of the draughtsman through the serutiny of
fine cxamples. This then is hrtle more, shall we $2y,
than 1 springboard. 1 have yielded to the remptation,
now and again, to enliven the narrative with the kind
of story that any collectar might tell about drawings
that he has loved.

As the number of reproductions had to be limited, 2
rigorous selection was mandatory. So hruted a choice
inevitably reveals the taste of the author. Specific ex-
planatory comments are mtroduced in the hope that
their cumulative effect wialf make st clear why the tide
~Great Drawings—was adopted. There has been no
attempt £0 write a survey of the history of art in terms
of Drawings. Such surveys may be found in many ex-
cellent snanuals, A few of the more recent are listed in
the Recommended Reading.

Any experienced student of drawings will sppreciate
the fact that this book should not be looked wpon as
an Antholegyr of reproductions of drawings from 2
rechrical or historical point of view, For such an cxact-
ing task, many more reproductions would be required
:r;d in thar case there would have bcen.:‘ncludcd, ta
mention only 2 few Tralian masters, additional Great
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“The world is divided, for me, inte two groups,
{formed respecuvely of those who care for draw-
mngs and thase who do nat. For those who do care
thete 15 nothing so thodling s a good drawing.
T have ndden thus hiobby ot my e and § know"
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Ulrich Middeldorf, Meyer Schapiro and Jean Seznec.

I express sincere thanks and appreciation for bibli-
ographical and other assistance to such dear friends 25
Louise Lucas, Librarian, and her assistants Mary Ward
and Helen Styles, as well as to Helen Willard, Elaine
Evans and Ruth Magurm of the Departments of Draw=
ing and of Prints; to James Ufford, photographer, and
to Mary Wadsworth, my former devoted secretary.
These friends are all on the staff of the Fogg Muscum.

Mzs. Aane Blake Freedberg, Mrs. Anselm Beal, and
Mss. Robert Bogart have been patient in typing the
manuscript.

To others who have given me kind suggestions, |
express sincere thanks and appreciation.

1 owe my deepest graurude to my ever patient wife.

Grateful acknowledgment for permission to us®
copyrighted material is made to the various publishers,
and appears under “Acknowledgments.”

Indebtedness for photographs is acknowledged in
the “List of Ilustrations,”

Paul ], Sachs

CANBRIDGE, MASS.
FEDRUARY 1, 1951
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“The world 15 divided, for me, into twa groups,
formed respecnively of those who care for draw-
ngs and those who do not. For those who do care
there 1s nothing so thrilling 15 2 good drawing,
1have ndden this hobby 2ll my fe and 1 know.”
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These friends are alf on the staff of the Fogg Museum:

Mrs. Annc Biake Freedberg, Mrs. Anselm Beal, sad
Mrs. Robert Bogart have been patiest in typing the
manuseript.

‘To others who have given me kind suggestions 1
express sincere thanks and appreciatnon.

1 owe sy deepest gratitude to my ever patient wife.

Grateful scknowledgmens for permission fo use
copyrighted material is made to the varous publishers,
and appears under “Acknowledgments.”

Indebted for photographs is acknowledged in
the “List of IHustrations.”

Paul J. Sachs

CAMBRIDGE, MASS.
FEBRUARY 1, 1951
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“The world 15 dunded, for me, into two groups,
formed respecrively of those who care for draw-
1ngs and those who do not. For those whe do care
there 15 nothing sa thnlling as 2 good drawing.
1 have ndden thus hobby all my life and L know.”
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VARIQUS TYPES of DRAWING
A Background

Pt
R

MY STUODENTS OFTEN ASKED ME AT A
first meering -What is 2 drawing® How are drawings
made® What 15 2 great drawang?

The word “draw” means ~to drag a pea of other
instrument over a surface which leaves 2 mark behind
it To draw 15 to outbne, to delineate, 1o ropresent a
form or shape by lmes or by means of light and shade
alone or within a sumple ovtime-~m shor, 1o make 2
pistute by such means, An arists e has fundamental
significance when 1t reveals form ot design.

Everybody has made drawangs of sorts, either at
schoof, matung white bines with chalk on 2 blackboara,
or, a5 grownups, making dark lines on paper while

“dauodhng” at desk or telephone Such drawings are, of
course, at the very opposite

pole {rom preat Qrawings,
even of there 55 the enchanting tegend that an Traian
shepherd bov, m matonty the geniug Glotta (1266~
1137}, was discovered by the BT ardst, Cimahue
1240-1302), sherchung bis sheep whale tending them,
Almost estryone can feamn o speak correetly, ro
“ A
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VARIOUS TYPES of DRAWING
A Background

AL
#R

MY STUDENTS OFTEN ASKED ME AT A
first meenng ~What 15 2 dravang® How are drawings
made? What 15 2 great drawing?
The word “draw” means:—to drag 3 pen ar other
instroment over a surface winch leaves 2 mark behind
it. To draw 15 to outhne, 1o debneate, to represent 2
{orm or shape by lines or by means of hight and shade
alone or withun a sumple ovthne —in short, w make 2
picture by such means, An artst’s ling has fundamental
sigmficance when it reveals form or design.
Frerybody has made drawings of sorts, cither at
school, making white hines with chalk on 2 blackboard,
or, s grownups, makmg duk hnes on paper while
“doodlng” st desk or telephone. Suck drawings are, of
course, at the very opposite pole fiom great drawngs,
even if there is the enchanting legend that an Tralian
shepherd boy, m marenty the genius Giotto {12663~
1337), wa discovered by the greas amsr, Cimabue
Q1zgo-1301), sketctung bis sheep while tending them,
Almost everyone can Xc:m 10 speske correctly, to






Vanous Types of Drawing A BACKGROUND

ot with the best visual images produced in the
draughssman’s oum language. How, if we continue to
rely chiefly on those who would lull us with fine
words, can we hope to see.

The instinet for qualsty has made for the success of
the grest collectors, They have, as a rule, relied upon
their durect reaction to the isolated object. Often they
fave preceded, indeed formed, the critics. “The draw-
ings sclected for reproduction in this book are not chos-
0 becanse of therr rarity, but because, whether shighe,
quick sketches or finushed designs, they give evidence,
through their technical excell of the jon of
the wision of the artist into graphic language. For the *
beginner it is the training of the eye which counts The
eye is best trained through an intumate knowledge of

the best. A brief account of how drawmgs are made
should prove helpful.

In Prebistoric Times, a sharpened stone was prohably
employed to cut 2 design on a bone. The resglt— a
drawing. The earliest types of distinguished drawings
known to us are prehistoric, spirited drawings discov-
cftd on the walls of rock shelters or caves, These pre-
histotic caves contain vivid representations of animals
—among others, wild horses, stags, bison, and yeindeer,
(Plate 1),—2s well as hunters, Such caves were d "
rated from seventeen thousand 1o thirty ﬁmn ;m.
more years ’Sﬂ;The caves at Lascaux, in the \‘}s:ﬁ]: o;
the Dordogne, in Southern France, were d;scm,cj' :y

3



THE POCKET BooE oF Great Drawings

write passably. Since writing is, after all, 2 kind of
drawing, it follows that most people da draw. But,
merely to write simple messages-or to speak sentences
does not make yon a poet or an orator—a Shakespeare
or a Charchill

To draw lines or outlines is 2 way to express ideas~
the grammar of art. Drawing is, indeed, the funda-
mental clement in 2l great picture making, just as gram-
mar is at the root of all good writing.

Good drawings have been produced by many men
and women of talent, but, as in the case of author, poet,
musician or orator, only a genius can produce a great
work of art of any kind, a grest drawing which, in
‘addition to skillful handling, instantly brings to us the
thought, the emotion of the artist at the tme of cres-
tion. .
1 hope that the pictures and comments in these pages
will help to supply the answers to the three questons,
in greater deral, and thar this basic language of great
deaughtsmen will become comprehensible, for it is in
his drawings that the artist makes his most spontaneous
stagements, and enables us to follow his thought in the
very act of creation. Long before Ingres, one of the
remarkable draugh of the ni h century, in-
sisted that drawing is the probity of art, Vasari had
said in the sixteenth century:~ “drawing . . . is the
necessary beginning of everything [in ace], and not
having it one has nothing.”

My pet slogan is what it has always been:~ the eye
is best trained through an intimate knowledge of the
best. U ding and discriminarion, that is, “con-
noisseurship,” can only be developed by repeated con-
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Yt with the pegy visual images produced jn ¢he
drzughtsmm‘s oun hinguage, How, if we contmue o
ely chefly on these who would T With fine
Words, can we hope ta see,

¢ instinee for gtality has made for the success of
the grear collectors, They have, a5 2 rulé, relied Upon
eir direcy reaction to the jsolay, j

KGrRouNp

N imtimare lmuwlcdge of
the best, A brief accouny of how draw;, S are made
should Prove helpfy),

Tn Prebmonc Trmes, o sh

employed 1o cut a
rawing Tk,
known to s are prehistoys i i
ered on the Walls of ro, k h‘elgp ;r dr:\\‘mgs o
istone cayes contain yipig re, it
~among others, wild ho, s:;&e;uuons of nals
{(Plate 1) well g5 j, 9 ’
rated from, Seventeen !hcus:md o th;, “oere deco-
n}:ur: years o 0. Caves gp Lﬂmux, in the v“-:lnd or
the Dcrdngne, in Souzhtrn ante. Were diseg, et
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THE POCKET BOOK OF Great Drawings

two Freach schoolboys, during World War 11, These
caves are believed to have been sanctuaries and the pic-
tures that decorate them, though probably older, are
comparable in importance only to those at Altamira in
Northern Spain. The Altamira pictres were made
known to the world years ago by careful copies. The
reproductions of the Lascaux pictures were made from
beautiful photographs taken by Fernand Windels, to
whom we are grateful for a thoroughly trustworthy
record of this amazing paleolithic art. We surmjse that
these cave pictures were preduced not so much with
decoration in mind, but rather that they stlustrate pre-
historic man’s belief in the magic power of picture
making; a help in dominating his prey. While a5 a rule
these prehistotic, symbolic cave pictures represent more
or less isolated animals or figures; the one that we il-
fustrate has an added interest in that the animals are
relared ro each other, m sequence, in a frieze fifteen
feet in length.

Many readers will recall the color phorographs of
these pictures that appeared in Life shortly after thewr
discovery and which are now beautifully published by
the Viking Press.

Since almost all traces of wal} painting have pesished,
our knowledge of Greek pamting is derived chiefly
from vases which were produced in large numbers at
Corinth, Athens and other city-states dunng classical
times and were used most frequemtly as muung bowls,

"



' Vanous Types of Drawing

flasks, or rec
ing cups,

We are fascinated by the clean outhne, the happy
decorative effect in the exquisite example from the
Greek islang of Rhodes, d;

of Aplrodite gy 2 Goose
(Plate 2), anbuted o the Workshop

A BACKGRDUND

eptacles for water, wine, oi, or 2s drink.

S o ap.
Y find nothing mope

In the Bomboo in the 1y, nd, 3 Chinege work (Plare
3), both the picture angd the fine calj;

¢t the \
kindly translaced phe delighefy 'nsAm
Words

“The bambaog i aot nn'gimlly eadoneg g
Yeties thoughe g ta s
Quietly Standing i

the Janes,
Dignified, PIYing the wip o MoUntzin
Mex Tao—[iy, g

0% a gemyl,
* Chén] plygyp, Pained gt
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two French schoolboys, during World War II. These
caves are believed to have been sanctuaries and the pic-
tures that decorate them, though probably older, are
comparable in importance only to those at Altamira in
Northern Spain. The Altamira pictures were made
known to the world years ago by careful copies. The
reproductions of the Lascaux pictures were made from
beautiful photographs taken by Fernand Windels, to
whom we are grateful for a thoroughly trustworthy
record of this amazing paleolithic art, We surmise that
these cave pictures were produced not so much with
decoration in mind, but rather that they illustrate pre-
historic man’s belief in the magic power of picture
making; a help in dominatng his prey. While 25 a rule
these prehistoric, symbolic cave pictures represent more
or less isolated animals or figures; the one that we il-
lustrate has an added interest in that the animals are
related to each other, in sequence, in 2 frieze fifteen
feet in length.

Many readers will recall the color photographs of
these pictures that appeared in Life shortly after their
discovery and which are now beautifully published by
the Viking Press.

. . .

Since almost all traces of wall painting have penshed,
our knowledge of Greek painting is derived chicfly
from vases which were produced in large numbers at
Corinth, Athens and other city-states dux:ing classical
times and were used most frequently as mixing bowls,

a
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flasks, or receptacles for water, wine, oil, or as drink-
ing cups.

We are fascinated by the clean outline, the happy
decorative effect in the exquisite evample from the
Greek ihnd of Rhodes, of Aphrodite on a Goase
{Plate 1), sttobuted 1o the workshop of the Pistoxenos
painrer, active abaut 430-460 B C. The figure is per-
fectly adapted to the carcular space. One does not have
10 be a specalist in the hustory of Greek vases to ap-
preciate its distinction. We shall find nothing maore
exquisite 1n the pages that follow.

In the Bamboo m the Wind, a Chinese work (Plare
3), both the preture and the fine calligraphy were pro-
duced by Wu Chin, 2 celebrated fourteeh century
arust. Qbserve that the Bamboo is superbly Tepreseated
with one man statk and several branches strred in the
wind. In China such masterly wash drawings were
made with ink and brush with magic dexterity apd

exquisite restraint. Mr. Kojiro Tomi
Osienral Art at the M, s pmator of

useum of Fine Arrs, Bosty
hndz rranslated the  dehghetul inscription i:n;hkf:e
words —

“The bsmboo is not origi Ve g

Yer s thought seems ms::xl li};n;n;‘hne“c?:u\;:m nd

Quietly standing in the lonesome mountain

Dignified, typitying the will of 4 gtntkmzn“

Mer Tao~[Wau Chén] Playfully painteq nm; wrote,”
" 3
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Wattean (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. Qur contemporary artists use pencil for rapid
notation and for sketching, but only rarely do they
use the hard chalk with which Raphael, Michelangelo,
Holbein, Rubens and Wacteau enchant us.

Since with Pastel an artist is enabled to employ a full
range of colors it is perhaps stretching a point to in-
clude it here among the processes of drawing rather
than of painting. Pastel is included, however, because
(Plate 49) is one of the earliest known pastels, done in
1455 by Fouguet, and also because it is akin to soft
chalk. In the eighteenth century distingnished works
in pastel were always classed as drawings. Starting with
the Freach Impressionists, in the ni h century,
both pastel and charecal came to be favored materials.

With this much by way of background, we should
be ready now, in the following chapters, to consider in
further detail® the Great Drawings selected for this
Pocket Book.

k¢ v adequate expostion of the vinous ways in which
e e a1 ety T bt v o s
S BT Al A
o "'d - dm‘:“ u;; :'; :m two anhoriauve \m{“:n xn.mn
Tuted da the lmmmdrd lnmnx—(x) A, E. Poptam’s Hindbook sad (;
Short Encyclopedia by Gettens and Stout.
-
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ITALY

badtal
AR

IN THE PAGES THAT FOLLOW, THE TERMS
“Middle Ages” and “Medueval Art” refer to the
petiod from the official recognition of Christianity—~
thi s, the ume of the Emperor Constantine (324-337
AD.)~ta about 1400, the beginning of the Rensissance
in Italy. The Renasssance, 35 we shall see in due course,
does not appear in Germany untl considerably later.
The term “Romanesque™ is not used in describing
drawings, because on the whole, the use of that werd
had best be hmited to a description of architecture,
ip and ilt 4 ipts, We do, how-
ever, speak of “Gothie”

art which grew out of the
Romanesque style 1 the ewelfth ceatury, Gothic is 2

proper designsnion, prior to the Renaissance, for alt
manfestations in the arts, whether in cathedrals and
thetr adornment, domestie architecrure, seulpture, tap-
estry weaving, manuscript ilomination or drawing, The

break with the Gothic tradinon came 1n the ffteenth
cenrury in Italy

The term “Remaissance” does not mezn “rebirth”—

but rather 2 renewed interest in antiquiry. § i
quity, in learnin;

snd i sesence. Professor Chandler R, Post of Hmarﬁ
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Watteau  (see covers), the foremost artist sad

ghtsman of the eigh h century in France,
carried on the same lovely tradition in countless studies,
achieving a delicate amalgam of vivacity and sensitive-
ness. Qur contemparary artists use pencil for rapid
notation and for sketching, but only rarely do they
use the hard chalk with which Raphael, Michelangelo,
Holbein, Rubens and Wattean enchant us.

Since with Pastel an actist is enabled to employ a full
range of colors 1t is perhaps stretching a point to in-
clude it bere among the processes of drawing rather
than of painting. Paste! is included, however, because
(Plate 49) is one of the earliest known pastels, done in
1455 by Fouquet, and also because 1 is akin to sofc
chalk. In the cighteenth century distingushed works
in pastel were always classed as drawings. Starting with
the French Impressionists, in the nuneteenth century,
bath pastel and charcoal came to be favored materials.

With this much by way of background, we shonld
be ready now, in the following chapters, to consider in
fusther detail* the Great Drawings selected for this
Pocket Boak.

N
T tc expontion of the vanom way in whkh
“Llsyadons of space maks 45, LT ools emplayed, and % full sccount

drawiags are made, tbé vanous pimels nd 0 Foll st
boola i Tnetah
& and (1) the

bing the materials of drawings quite
of the Loy bed 1 Qo bo comtls (b bwo authoraive
o mmended Reatag(1} & E. Fopbams }
Eaeyclopedia by Ctiseas aad Stool.
O o



Ttaly PISANELLO
whose activity in the service of princes was not con-
fined to North Italy, the region of his birth. His
few surviving, dehicate, courdy paintings, with their
profusion of flowers, anmals and elegandy dressed fig-
ures, lack the compact, solid compositonal qualities of
his § d i fese—A{asaCCi

Tl

P
and Fra Angelico, His paintings betray his proximity
to Teutonic lands. Pisanello is one of the most enchant-
ing painters of the frst half of the fifteenth cenvury.
We are, however, concerned here With the charm of
his rich sketch books, 2s well as with the high signifi-
cance of his world famous medals marked by classic
testraing. These were factors of importance in the crea-
tion of the Renaissance style, in contrast with his paint-
ings which hark back to the eatlicr Gothic period with
their festive, delightful, reabstic detals. i

Tn his drawings, as 1n his medals, 2n expressive outline
is constant, combined with beauty of surface. Charac-
tetistic of the charm and sensitiveness of almast all of
Pisanelln’s druwings of anumnals is the fact that the strik-
wngly velvery surface and texture as well as the con~
tours are reatized through parallel shading with a mul
drude of fine fines, which do not detract from the
essenval form, Indeed the form, the structure, 1s ac-
tually supported by this characteristic surfact treat-
ment P\fnnc\\o s Adnw'mgs of hu.rs:s emphasize his
naturabstic cunesity. In our drawing we see his skil}
and veracity in the rendening of animals. The curogs
shitting of the nosuils of horses, shown in this and §
other drawings by Pisanello, was 2 b
m cather days by . PParently practised

') ys by the Byzanuaes with the obj

allowing their horses ta bre. chiect of

athe more freely, The prac-
11
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University has, more clearly than mast scholars, de-
scribed the diversity between the twa ages, Gothic and
Renaissance. “The latter,” he says, “manifested jtself in
two principal channels:—in humanism, the more eages
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 effort
after a more truthful representation of acruality .., One
of the most interesting ifestations of the ph
enon was the evolution of universally talented geniuses
such as Alberti, Leonardo da Vinei, and Michelangele,
who sought to realize to the fullest every possibility of
man’s personality, If humanism was the motive prin-
ciple, individualism was the motive power of the Jratian
Remai Helped by a passi longing to vie with
the ancients, it supplied the force for 2 period which, in
artistic and intellectual achieverent of every sort, can
be paralleled only by the Periclean age . . . The whole
Italian people had become a nation united, if not polit-
ically, at least by the craving for the beautiful in
everything,”

Let us now p d and see how splendidly alt this
is reflected in same of the grear drawings of the Renais-
sance in Eurape,

PISANELLO
€. 1395 ¢ 1455

We start our consideration of ples by sup
dranghtsmen of the Iralian Rensissance with Two

Studies of a Horse (Plate 5) by Antonio Pisanello,
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tice is still prevalent among certain Mongol tribes. Such
precise drawings of animals foreshadow the work of
Leonardo.

POLLAIUOLO
C. 1432 ¢ 1498

It may seem strange that such world famous artists
as Masoli D Ho. M- io, Br lleschi, Uc-
cello or Castagno, the founders of fifteenth century
Florentine art, are omitted in a selection even as re-
stricted as this. The fact is that no authentic drawings
of the first three have survived and only four or five
by Uccello, Indeed, few drawings of the early fifteenth
century in Florence have come down to us. Hence any
one of the nwelve surviving drawings by Antonio Pol-
laivolo, the most powerful and gifted of the Florentine
naturalists, is of importance, Most of them illustrate his
preoccupation with problems of anatomy and with the
representation of the nude.

Antonio, the elder and by far the more gifted of the
Two artist sons of Jacopo Poflaivolo (or the poutterer),
was born in Florence, in 1432, if his father’s declara-
tion be correct. Legend says thar he was apprenticed
easly with Bartoluccio di Michele, to learn the trade of
the goldsmith. Like many another artist of that talented
and versatile age, he was 2 master in many crafts be-
sides the one in which he served his apprenticeship.
A pupil of Castagno in painting, he was strong}y ongi-
nal and amazingly powerful boﬂz on panel and in fresco
painting. A pupil of Danatello in sculpture, he devel-

52




;5_,.;7 POLLAIVOLOD
oped a rare command over bronze. Like Verrocchio,
ke was impocrant hoth as 4 sculptor and o a painter,
He was, 1ls0, 2 skilled designer in embroidery and an
incomparable engraver.

Yet, master as he was in all these arts, it was a5
draughtsman that he stood out among his fellow arcists,
and it has been a5 draughtsman that he has since com-
manded the constant admiration of those who have
¥nown his work, Vasari speaks of his deawing con-
finvousty. In 2 short Sme be came to be contidered the
leader in the art of malang designs. Celling tells us that
Tt was 50 great a draughtsman that nearly 21l the gold-
smiths made use of his beantityl designs which were
of 50 great an excellence that many sculptors sad paint-
ers used them and thereby gained the greatest honor,
‘The truth of Cellini’s statement is borne out by count-
less examples Even Raphacl umself did not hesitate to
borrow figures from Poltaiuoto. Thus his influence over
the art of his time became as incaleulsble 2s it was far~
reaching. During the second half of the fifreenth cen-
tury he was the artst most interesred in the study that
more than any other marked the Florentine:~the study
of the human figure. It is in him that we fiad concen-
trated that searchingly scientific and powerfy ally mascu-
ne spurit which makes lum the tonnecdng link be-
tween the commanding roasters of form of the early
ﬁi:en}t’h ccnmn‘-{l}cce\le, Castagno and Donaelio—
and the gants of the i ]
Mucheingdio, coming age—Leonardo snd

Tew of Pollaiuclo’s highly prized draws,
vived. The number h:s bc:};\;;\mhcr Zmih;;e::;
<ne &3y enneism which, !m,T the £7oup once atceibuted
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tice Is still prevalent amang certain Mongol tribes. Such
precise drawings of animals foreshadow the work of
Leonardo.

POLLAIUOLO
C. 1432 * 1498

It may seem strange that such warld famous artists
s Aasolino, D Mo M. i, Brunelleschi, Uc-
cello or Castagno, the founders of fifteenth century
Florentine art, are omitted in 2 selection even as re
stricted as this. The fact is thar no authentic drawings
of the first three have survived and only four or five
by Uccello. Indeed, few drawings of the early fifteenth
century in Florence have come down to us. Hence any
ane of the twelve surviving drawings by Antonio Pol-
Laiuolo, the most powerful and gifted of the Florentine
naturalists, is of importance. Most of them illustrate his
preoccupation with problems of anatomy and with the
representation of the nude.

Antonjo, the elder and by far the more gifted of the
two artist sons of Jacopo Pollainolo (or the poulterer),
was born in Florence, in 1432, if his fathes’s declara-
tion be correct. Legend says that he was apprenticed
early with Bartoluccio di Michele, to learn the trade of
the goldsmith. Like many another artist of that 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, be was strong.ly arigi-
pat and amazingly powerful bot}r on panel and in fresco
painting. -A pupil of Donasello in sculprure, he devel-
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Ity POLLAIUOLO
oped 2 rare command over bronze. Like Verrocchio,
he was important both s a sculptor 2nd 25 a painter.
He was, alio, 2 skilled designer in embroidery and an
wncomparsble engraver,

Yet, muaster o3 he was in all these arts, it was as
dranghrsman that be stood out among his fetlow artists,
and it has been 25 draughtsman thst he has since com-
manded the constant sdmiration of those who have

* known his work. Vasari speaks of his drawing con-
tnmously, In a short time he came to be considered the
Yeader in the art of making destgns Cellini rells us that
he was so great a draughtsman that nearly all the gold-
smiths made use of his beaunful designs which were
of 5o great an excellence that many sculptors 2nd paine-
ers used them and thereby gained the gresrest honor,
The truth of Cellini's statemnent is borne out by count-
fess examples. Fven Raphael himself did not hesitate to
borrow figures from Pollziualo. Thus his influence over
the art of his time becarne as inceleulable as it was far.
reaching, During the secand half of the fifteenth cen-
tury he was the artist most interested in the study that
more than any other marked the Florentine: —the'smdy
of the human figure. It 15 in him thar we find concen-
rrated that searchingly scientific aad powerfully mascu-
line spurst which makes him the connecting link be-
tween the commanding masters of form of the eacly
ﬁhdumh century—~tceello, Castagno and Donatello-
and the giants of the coming ]

Mychchngi\o, g sge-Leonardo and

Few of Pollawole’s highly prize, i
vived The number has %,c(?;unlges mﬁi“ﬁ?pﬁ
ent day cocism which, {rv.:r:\ the growp once ateribyred
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to him, credits to the master's own hand scarcely more
than a dozen drawings. One of these, the Fighting
N.uder, of about 1460-1465, is now much discussed and
with n:‘cdlcss passion. For that reasen, in spite of the
temptation to reproduce the drawing, it is not included.
Ic was the first mare and significant fifteenth century
Italian drawing added, with delight and conviction, to
the Fogg Museum collection almost forty years ago.
Some of my keen-eyed juniors have used harsh words
abou't it, but the majority of experienced connoisseurs
continue to have faith in it, even though we admit that
its quality has been impaired by restoration, like many
an suthentic painting or sculpture. This Lttle story is
told because only drawings about which there is com-
p]ctS: agreement will be found in this book and because
the incident fllustrates Berenson’s wise and well-known
remark:~"“Yet, when all is s3id and done, the uvitimate
appeal is to our feehng From that responsibility no
mechanical test, no material consideration, no peering
in looking glasses, magical or not, can save us." Of the
few pure drawings by Pollaiuolo, of undoubted authen-
ticity, none is more famous than the Ada» (Plate 6).
The superd quality of the supple modelling places it
among the great drawings of the Western World.
Observe in this cutline type of Flarentine drawmg,
in pen and brown wash, of Adam leaning on his hoe,
produced with such economy of means, chose qualities
that are almost constant in Pollaiuclo’s wark:~a wiry,
functional line, full of energy, which defines the form
and suggests muscular effart. The modelling, you will
note, is brought eut*by 2 discrec.t use ?f \.!-‘!Sh. I
represents the kind of outline drawing which inspired
14



Tty SICNORETLLS
Botneelli. There are here also many of the national
characteristics of style of the best of Tralizn Renais-
sanee drawings:—a sculptural conception of form and
the subordinanion of details in the interest of the har-
monious rhythm of the whole design.

1n 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 solid
form are to be found 2mong the drawings by the great
masters of the Renaissance. . .. In Pollaiuolo’s Adam
{Plate 6) we have *. . . 20 amaringly connncing ren-
dering of solid form.

In speaking abour the Adam and abonr the com-
panion drawing of Eve, Berenson says:~" . , the line
caresses 2s it models, makes you fallow with keen
pleasure every enveloping curve, every boss, every
Yarn, makes you redlize with the vividness of posidve
contact the texture of the skin, the elasticicy of the

flesh 2nd the resistance of the muscles” Sach words
help us o see.

SIGNORELLY

©oagu? o 523
Luca Signorelli, barn in Cortona, was 2 pupil of the

geeat painter, Piero dells Franceses, and
tunty under Pollaivolo ar Florcnit. R

. f

the black chali drawing of 2 Nude A;::t:n;t}g:::l .

Nud'z Woman (Blate 7) tha his figures are m: ‘

heroic and robust than thase of Poltsigola: allso, tb;

they sre more animated i movement, Sig;\ordii is
It
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transitional artist who in his mastesly chalk drawings *
revealed his genius. He was the first anist in Jaly to
exploit the use of blaick chalk. In all such studies
Signorelli gives us ample proof that he was one of the
early masters to nse the nude as 2 vehicle of expression,
increasing the solidity of the forms through his skillful
use of shading.

In commenting on a similar drawing, also a study
for the Cathedral of Orvieto frescoes, Berenson says:—
“ .. And we, too, follow with pleasure these strokes
that outline and model, light up, unite and harmonize.
Few sketches have produced a more completely plasdc-
pictorial effect.” He adds:~“Qur artist was perhaps
the only one who as a draughtsman travelled on his
own legs the whole long way from Pollaiuolo (Plate 6)
and the crystalline naturalism of the mid-quattrocento
[the Jtalian rerm which means the “four hundreds'} o
the heroic proportions of Michelangelo (Plate z0), the
almost too poignant accents of Andrea del Sarto, and
the supple rhythms (Plate 27) of Tintoretto.”

Signorelli blazes the way for the schievements of the
High Renaissance and particularly for the powerful
work of Michelangelo.
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transitional artist who in his masterly chalk drawings °
revealed his genius, He was the first artist in Inly 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,

In commenting on 2 similar drawing, also a study
for the Cathedral of Orvieto frescoes, Berenson says:—
“. .. And we, too, follow with pleasure these strokes
that outline and medel, light up, unite and harmonize.
Few sketches have produced a more completely plastic-
pictorial effect.” He adds:—“Our artist was perhaps
the only one who as a draughtsman travelled on his
own legs the whole long way from Pollajuclo (Plate 6)
and the crystalline naturalism of the mid-quattrocento
[the Italian term which means the ‘four hundreds’] to
the heroic proportions of Michelangelo (Plate z0), the
almost too poignant accents of Andrea del Sarto, and
the supple rhythms (Plate 27) of Tintoretro.”

Signorelli blazes the way for the achievements of the
High Renaissance and particularly for the powerful
work of Michelangelo.



BOTTICE
412 - 150
A
Bl

IIUND\NCE

Muspym, Londo,






nnvsln\om






PP PINO L5PPL

€437+ 1501
NS TOR AR SERASTIAN AND A STATED $HOURT
Metropolitan Mussom of Ast Naar York



NLCLLO DA MISSINA

ANTO!

797

1430 = tg
H»APTRAIT O A BOY

Ay



LEONARDO

1432 * 1319
TLAD OF A YOUNG WOMAN

Roval Library, Windsor



Plate [4

LEONARDO
! 1452 - 1519
i | sTUDY FOR A HORSE AND RIDER

John Nicholas Brown. Providence

LEONARDO
1452 * 1519

STUDIES OF
TIANDS
Royal Library.
WVindsor




MICHLLANGTLO
1473 7 1364
MUDITS HOR THE LIRYAN SIBYL.

Metrapolitan Museum of Art, New York
Pl



1452 © 1519

SELF PORTRAIT
Royal Library, Turin






INKe]

MICHELANG,
1475 * 1564
CHRIST'S RESURRECTION
Bretish Museum, London



AT ARGTLO
s i0d

Japon A TOsT <ouL

indsor

ol Librory W



MICHELANGELO

1475 - 1564
CHRIST'S RESURRECTION

Museum, London

British



AICHLLANGELO

1475 ° 1504
NFAD OF A LOST SOUL
Roys! Library, Windsor



PERUGING

1446 - 1333
R STM\'DL\'O APOSTY s

you'
Art, Harvard Unwersity

Fogg Museum of



RAPUAEL

1487 ¢+ 1520
S11E PORIRAIT

\<hmalran Museum Oxlord
ot Y]



RAPHAEL

1483
$T, GEORGE AND THE NDRAGON

- 1520

Uffizi, Florence















ltaly YERROGCH1D

VERROCCHIO
1435+ 1488 :

Andres del Verrocchio, an cminent teacher, with
manifold and varied interests which included anatomy,
music, mathematics and perspective, is best known,
pethaps, as the last great sculptor of the Early Renais-
sance in Ttaly. He has to his credit one of the most satis-
factory of 2l equestrian statues, the statnt to the mili-
tary leader, Collconi,

in Venice. What is less well
known is his profound infl on his fol —on
Perugine, Lorenzo di Creds and most of all on his great-

est pupil, Leonardo, who, while he derived from his
master types and motifs, soated far above him in genius.

“The Mde-sized, monumental, spirited drawing of the
Head of a W oman (Plate 8) Yacks Pollainolo’s violence.
Tt is one of the boldest and most inspiring masterpieces
of fifteenth century draughtsmanship. This beantiful
drawing, one of the glories of the superb collection at
Christ Church, Oxford, is today, by peneral consent,
given to Verrocchio. We find in it a sculptaral con-
ception of form; great stability; an engaging mood and
real clarity of structure, There is about this calm draw-
ing a rare combination of grace and solidity,
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BOTTICELLY
1444° ¢ 1510

Masaccio, Uccello, D ico Veneziano and Fra
Filippo Lippi were the four cutstanding artists of the
first half of the fifteenth century who deeply influ-
enced Florentine painting. As there are few draw-
ings by them that have come down to us, we pass at
once to the very personal art of Sandro Botticelli, the
most distinguished pupil of Fra Filippo Lippi, to con-
sider his exquisite, poetic drawing of Abundance
(Plate 9), long looked upon as perhaps the most beau-
tiful Florentine drawing in the world. It is not a study
for a painting, but a drawing done for its own sake
and highly finished. It is a supreme, faultless master-
picce, strongly reminiscent of his lyrica) paintings:~
The Allegory of Spring and The Birth of Venus, both
commissioned by Lorenzo de” Medici.

The allegorical figure of Abundance, a treasure of
the British Museum, London, is 2 fine pen drawing
with brown wash on a light reddish ground heightencd
with white, done immediately after Bortticelli's rerurn
from Rome in 1482, The horn of plenty and the chil-
dren on the lefr are done in black chalk. Note particu-
lacly this mixed technique because it is original,
sensitive, and refined in its subtle combinar}fn? of
graphic material, and becanse x'.t illustrates the ongx'mt-
jty with which g true master is able to handle various
mediz, While as a rule we speak of Botticelli as a

-0
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Yinearist, it is clear thar mn this masterpiece there is
sdded 2 tomal effect which is the result of a skllful
combination in the use of brush and pen.

Berenson has described the drawing in words of
hannting heauty.—"A great master of bne, like Boeti-
celli” he says, “docs not need the help of the pencil to
emphasize the revelation of his brush. The same touch
of the whimsical, the ssme dreamy grace, the same
subtlety of refinement, that we learned to love in his
pictures, meet us once more in his skesches, and there
is always present the bne which envelops, models and
realizes with such a vivacity and speed in communi-
cating itself, thar, if you do not frighten away its shy
influence by too coldly testing the anatomical correct-
ness of s creamons, you quickly find yourself not
lpoking at the form, but caresstng it with your eyes,
not contemplating, but living the action. After the
Spning, and hus Venus rising from the Sea, and on a
Jevel cerrunly, with fus Villa Lemmi frescoes, the most
beautiful and the most nvimately characteristic of
Sandro Borticell's achieverments is . . . {this drawiug)
3 nymph, the Flora of the Spring, but grown older,
with the hugh ecstasy of the months spent bctwm:.
sowing and in gathering, alder, but none the less o
maenad, with her bair seaming wildly to the wing,
hastens joyously through the band, foltowed by o train
of roguish children. The soft meshes of her lambemy
draperies cling to her slender, firm-fleshed figure, re.

wvealing her form as if it were nude, and !
action all the better for theic ﬁum'ﬁng :wn:\l;ci)::ri ?hw
himbs, dm'm‘ in the opposite direction by the br-:eze
Her arm, it is troe, &s much fonger than arms um:ﬂe.
19 v
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BOTTICELLY
14447 ¢ 1510

Masaccio, Uccello, Domenica Veneziano and Fr2
Filippo Lippi were the four outstanding artists of the
first half of the fifreenth century who deeply infle-
enced Florentine painting. As there are few draw-
ings by them that have come down to us, we pass at
once to the very personal art of Sandro Botticelli, the
most disanguished pupil of Fra Filippo Lippi, to con-
sider his exquisite, poctic drawing of Abundance
(Plate 9), Jong looked upon as perhaps the most beau-
tiful Flozentine drawing in the world. It is not a study
for a painting, but a drawing done for its own szke
and highly finished. It is 2 supreme, faultless master-
piece, strongly reminiscent of his lyrical paintngs:~
The Allegory of Spring and The Birth of Venus, both
commissioned by Lorenzo de' Medici.

The allegorical figure of Abundance, a treasure of
the British AMuseum, London, is a fine pen drawmng
with brown wash on a light reddish ground heightened
with white, done immediately after Botticellt’s return
from Rome in 148z2. The homn of plenty and the chil-
dren on the left are done in black chalk, Note particu~
larly this mixed technique because it s original,
sensitive, and refined in its subtle combination of
graphic material, and becavse it Hustrates the original-
ity with which a true master is able ta handle vatious
mediz. While as a rule we speak of Botticelli as 2
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are, but here the composition required this length, and
Sandro did nox disdain ro make it reach down from her
shoulder to the hand of the lirtle child who runs sper-
tively beside her. You might easily find other faults in
this sheet, if you chose, and would doubtless dwell up-
on them until ifs splendour disappeared, but in many of
the world's greac masterpieces it is wiser to discount at
a glance such failings as all may discem and devote
ourselves if we are able, to wooing the indwelling soul
of the beauty."”

Observe this drawing closely in order to see how
the body appears to move with enchanting lightness s
if wafted, in its transhuceny draperies, over the grovnd.
A pentle breeze scems to envelop the figures and carry
them forward.

MANTEGNA
1431 ¢ 1506

Andrea Mantegna of Padua, the founder of human-
istic painting in Nerth Iraly, spent much of his life in
Mantus, on being called to be court painter of Fed-
erigo Gonzags, Marquis of Mantua. He gave form to
his austere and Jofty conceptions with equal force in
color, menochrome or with the graver. Handling with
meticulous mastery the pen or fine brush, he achieved
an unsurpassed plastic force and firmness which make
fhis figures as swong and hard as cast bronze, Their
draperics are both crisp and immovsble. No other artist
high seriousnsss or his direct, stern, con-
jestic grandeur. His influence on subse-

20
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lualy MANTEGNA
quent ezt was profound not only in Traly but north of
the Alps as well. Durer was his admirer and Rembrandt
25 Jate a5 the seventeenth cencury studied his engrave
ings with 1eal wndesstandiog, Chazles ¥ of Foglend
acquired 2 group of his puatings—The Triumph of
Caesar~sull exsant in Hamptan Court Palace,

“The pieture of Judith with the Head of Ho\ojm?x
(Plate 10) is one of the Inmted group of authentic
drawings by Mantegna, the commanding Jeader of the
Paduan school, who m his youth was inspired by Dona-
telle. Tt reveals his power as 2 draughtsman and the
bigh quality of bis wark, which, 1 rendering form,
combines linear charm with sculptural sobdity. His
inspiration was Greco-Roman art, pot natare. Man-
tegna, in combining the tryle of Donatello with his
own, influenced markedly Giovanni Bellini and the
Venetians, 35 well as the later Flotentines, There are
copies of this splendid pen and ink drawing in the
Touvre, at Munich and in the British Muscum, Indeed,
the subject was treated frequently by Mantegna and
fus followers. One of the mowt gem-Dike pictures in
the Widener Bequest at the Nanonal Gallery, Wash-
ingron i of this same subject,

Giorgio Vasari of Arezzo, 2 painter of the High
Rensissance~an architece, a businessman, a devored
{ﬁmd of hhchelmgeto, and x collector of drawings~
is todsy v:l}xed primarily for his pleasantly writren,
gossipy but important series of artisty' biographies, his
tamous Lives of the Most Exzellent Archirecys Fainz-
;'!’ ;"‘f ‘Sf"'P“,’" Tf S")’, dedicated to Cosima de'

edics. 121 an invalual inati;
for studenty of Jralizn :r:nd 3 fascinating saure book

zem if we had bewer tke
14






ey MANTEGNA
quent art was profound not only in Italy but noxth of
the Alps as well. Dures was his admirer and Rembrandt
2 late 25 the seventeenth cenrury studied his engrav-
ings with real understanding. Chacles T of England
acquired 2 group of his pamtings—The Trumph of
Caesgr—sull extant in Hampton Court Palace.

“The prcture of Judith with tbe Head of Ho(nfeme.s
(Plate 10) is one of the humited group of suthentic
drawings by Mantegna, the commanding Yeader of the
Paduan school, who sn his youth was inspired by Dona-
tello. It reveals his power as 2 draughtsman and the
igh quality of his wark, which, in rendering form,
combines linear charm with sculprural solidity. His
wmspiration was Greco-Roman art, not nature. Man-
tegna, in combimng the style of Denatello with his
own, influenced marckedly Giovanni Bellind and the
Venetians, as well as the later Florentines There are
copies of this splendid pen and ink drawing in the
Louvre, 2t Munich and in the British Museum, Indeed,
the subject was rreated frequently by Aantegna and
his followers. Qne of the most gem-like pictares in
}h: \V'A‘dcner Bequest at 'the National Gallery, Wash-
ington is of this same subject,

Grorgio Vasari of Arezzo, a painter of the High
Renaissance~an architect, & businessman, 2 devoted
fsiend of Michclangele, and a collector of drawings—
is today valycd primmly. for his pleasantly written,
gossipy but important series of sruss® biographies, i
famous Lives of the Most Excellens Arehisects Pa‘im.
ers and Sculptors of Ialy, dedicated 1o Cqsi;no de’
Medici. Tt is an invaluable and 2 fzscin:zing saurce hook
for stadents of fralian =m1:ven if we had better rake






haly FILIPPING LIPPI
innovator of great influence introduced this more lumi-
nous and richer method and gave it wide currency. He
and Mantegma were Belini's most disunguishcfi pred-
ecessors. Note in the drawing the masterly, vigorous,
vital presencation; the farthright monumcnulity,. :!1:
areas of light and dark thar define the humanistic,
geometric idea of formn. It is in porteaits of this realisic

type, whether in painting or in drawing, that Antonello
da Messina excels.

FILIPPING LIPPI
o 1457 * 1504

To round out our picture of the second half of the
fifteenth century we oughe to consider two very dif-
ferent contemporaries: ~the undervalved, versatile,
highstrung, sensirive Filipptno Lippt and the calmer,
Jess jonal anticip of the l, classical
style of the early sixteenth century, Ghirlandaio,
ttacher of Mochelangelo. Thest two popular mural
puinters were more distinguished 2s draughtsmen than
as painters. We illustrate, however, only Filippino
Lippi, the son of Fra Filippo Lippi. and the pupil of
Bonticelli, 1n the studies for a §t. Sebastion and a Seated
Figure Reading (Plate 13), one of the treasures of the
Merropolian Museum of Art, New York. Like so
many of the drawings by Filippino this is an exquisite
siver point and brush drawing on a Jovely pink pre-
xmxd surf;‘ce. herghtened with white,

gnes Mongan in her book on Ope X

Alagter Draurings, says-~“Filppino—ms 2 Fli:::é::

1
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Italy LEONARDO

down, it adds to the sense of movement, using the same
principle 25 moving picture film . . . Tn no other hand
bas the silver point been used to give such marvellousty
precise plastic forms or such a sense of surface texture.
Leonardo, 2 lefthanded arnst, almost inevitably shades,
15 here, from left to right”,

The beautiful siver point Studies of Hands (Plate
15) 2t Windsor Castle may have been preparatory
studies for one of lus early pormaits of 1474, now
damaged. In this drawing, Leonardo makes us aware
of the long jointed fingers. He does much more, how-
exer, than to tell us the mere facts about these hands
{or in this inspired drawing he emphasizes their beauty
and does so through the delicate rendenng of light
and shade.

One of the most superb of Italian drawings with its
faint suggesuon of 2 quizzical smule is 2 study from
tife for the Head of a Young Woman (Plate 16),* in
the Virgm of the Rocks n the Louvre, 2 commission
which Leonardo received in 1483. It is not an overstate-
hent 1o speak of the drawing as one of the most beand-
ful in the world, 1 which Leonardo aims at the fullest
plastic statement and m which Sir Kenneth Clark
notes that the balance berween natural and jdeal beanty
is perfectly held. Berenson asks us to observe the qual-
ity of the contours, the exquisite firmness of the model-

fing, the enigmatic beauty of the conception and the
spparent effoniesiness of the execution,
Here we see also Leonardo’s Jeadership in i
d“fﬁc xenqency'coup\:d with a mukcdpmy:ﬁ?x:;l:
This mysde, enigmatic expression he realizes chieﬂ;;

1y






ltdy LEONARDO
down, it 243s to the sense of movement, ustng the same
principle as moving picture film . . . In no other hand
has the silvee point beert used to give such marvellously
precsse plastic forms or such a sense of susface texture.
Leonardo, a lefthanded artist, almost inevitably shades,
as here, from Jeft to right™.

The beautiful silver point Studies of Handr (Plate
15) at Windsor Castle muy have been preparatory
studies for one of his carly porraits of 1474, naw
damaged. tn this drawing, Leonardo makes us aware
of the long jomnted fingers. He does much more, how-
ever, than to tell us the mere facts about these hands
for in this inspired drawing he emphasizes their beaury
and daes so through the delicate rendering of light
25 shade,

One of the most superb of Tralian drawings with irs
faint suggestion of a quezical smile is a svdy §rom
1fe for the Head of a Young Woman (Plate 16),* in
the Virgm of the Rocks in the Louvre, 2 commission
which Leonardo recewved in 1483, Y is not an overstare-
ment to spesk of the drawng as one of the most beauti«
ful in the world, in which Leonarda aims at the fullest
plstic statement and 1 which Sir Kennech Clark
notes thae the balance between natueal and ideal besuty
Is petfectly held, Berenson asks us to observe the qual-
ity of the contours, the exquisite firmness of the model-

ling, the enigmatic beauty of the conception and the
apparent effortlessness of the execution,
Here we see also Leonardo’s leadership j i
classic tendency coupled with a muk:dpmr;;i;(::tlg
This mystic, enigmatic evpression he realizes chieﬂ);
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laly MICHELANGELO
in the Medici Collection of antiques—supplemented and
modified by his study of 2natomy,

His thooghefi, p force of <t wis
reflected in his work, with its love for contorted nudes
1o espress emotion through the device of turning one
part of the body  a different direction from snother,
and yee balancing the parts of the body, called con-
trapposto, 1 Ttdhan. ‘This and 2l other aspects of his
grandiose production made a2 profound impression on
his contemporartes, camparable only ta that of his conr
petitor and rtval, the gentus, Leonardo da Vinel,

Born in Toscany, Michelangelo first reached Rome
in 1496 2nd there spent much of his life, starting in
1505 in the service of Pope Julws [L In 1508, in his
¢arly thirties, he was already at work on the cefling
of the famous Sistine Chapel—so-called because it had
been bt by Pope Sistus IV, For the decoratian of this
ceding, an achievement of unbelievable power and
grandeur, and full of deepest human content, he re-
vedled magnificently the Remaissance ideal of heroic
bezuty, through the skiliful use of the human body in
every conceivable posture. For that ceding he studied
and worked ont all the details in carefal drawings of
high significance, and in them are revealed hi e

ed his pawer
a5 a sculpror, as a dranghtsman and sbove all 25 2 come
mandmglpem!)m:xqt 4

Michelangelo looked upon his i
end in themselves, but zspncczssar:r:::‘;fs mT;‘::ﬁa:Lnn
firse steps, a5 means 1o an end. They are, howeve x
ticularly fascinating because i them we feel Lht pac
pact of hus creative, his deeply human spirit, ©

Since you may have the

19‘7PP°m1nifY o look at the




THE POCKET BOok oOF Grent Drocingt

exciting original drawng at the Metropolitan Museum,
New York, we select the convincing study for the
Libyan Sibyl (Plate 18) for the cesling of the Sistine
Chapel, This sheet of studies was well descabed by
Bryso_n Butroughs, 3 gifted painter and the Curator of
Paintings, at the time that the drawing entered the
Metzopolitan Musewm collection. It will increase our
powers of observation to follow, with patience, the
deails of the drawing as he does. Among other things
he says chat st fsi. ., 4 superh, carefully finished
nude study in red chalk for the upper pert of the body
of the Sibyl, drawn from a masculine figure, The chalk
tines . . , model with great force the forms of the head
and the mighty back and arms . . . Grear care has been
given to the snatomical structure of the figure, and the
muscles show with more distinctness and salience than
they would even in the most highly truned athlece ..
The figure has been thought of ‘in the round,” from
all sides, as a sculptor would conceive it, and not a5 an
appearance of the model from one position only, the
usual practice of pamnters. The structure and forms,
directly suggested by the actual figure m front of him,
were the artist’s preoccupation 1 the malung of this
sketch. Nothing would have been pamned by drawing
the hair of this model in a study swhch was to serve
for a female figure, and so the hawr 15 sturred over The
hands, though convincing in mass and action, lack
distinctness in derails of form A large scale drawing
of the Jeft hand with attention to these parnenlars
occupics the Jower center of the sheet. Alongside of 1t
is 1 second study of the face, deasen with grear dels-
cacy, which approsches in crpression the face of the
30



f1ay MICHELANGELO
Sibyl in the fresco. Above the head and impinging
wpon ir, the Yefe side of the tomo has again b.een
skerched in loose, repid lines with a more upright
action than in the finished drawing and with the 2rm
In more vialent perspective. Og the lower right of the
page are three large-scale studies having to do with
the left foot. It ts shawn completely with the ankle in
ont drswing and the great toe alone in the third, each
skerch differing from the others in the degree of the
push of the toes against the foor”

Berenson describes the black chalk drawing of
Chrise’s Resurrection (Plate 19), 1 the Brifich Mu.
scum, m part, in these words:~*The most casefully
thought-out and moblest of designs for this subject,
Here Christ floats gway as in 2 dream, ke 2 rising
mist, and even the soldiers have Jesy agitated attitudes.
The greatest merir of thys composition is, pechaps, its
spaciousness; 2nd the metonal intention is, for Michel-
angelo, singulacly clear.”

‘The black chalk drawing of the Hesd of a Lot Sout
(Plate z0), Royal Library, Windsor, roaring with
Tage or pain and reounsscent in feeling of Leonarda da
Vinci, was made 2bout twenty-two years after the

Labyan Sibyl In concentrating on this drawing we
realize that vesbal desery

: 2 ption can not possibly do jos-
tice to this raging, rossing, tortured dypamic head,
?v}uch though no¢ identical with any pardcular hcad'
in the famous fresct;. I nonetheless connected with the
everpowering grandeur of the Last Jud b7

SBﬁng Chapel. There is here vevealed tjhc ri:‘;:::yl:( i::
R bined with an unf ble tragic

note.

3
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THE POCKET BOOE oF Greu Droving

In concluding our brief consideration of only thret
of Michelangelo’s characteristic drawings fet us 1¢-
member that he was the most important sculpror of
‘E‘luropc in the sixteenth century. Post says of him:~

His m.ﬂ'umcc was paramount during the epoch and
has continued to be 2 vital facter in art down 1o 0UC
own day . .. He was, by nature, essentially a sculptor
2nd {:c conceived and executed his paintings (and
drawings) from the sculptor’s standpoint . . . Though
he derived his Jove of the nude from the antigue, be
did not acquire his anstomy from Greek and Roman
figures but from Iife . . . His own personality was 50
powerful that it permeared all his productions and
saved them from the prevalent danger of vacuity » v -
The most vital influences that played upon hum were
the writings of Dante and the personality of
Savonarola.”

PERUGINO
1446 ¢ 1523

“Perngino, during his later years, was one of the most
documented of Renaissance artists, but there are only
tradition and the explanation which the work itself
offers, to tell of his carly training. Vasari says that he
worked with Luca Signorelli under Piero deliz 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 maseer. It was not
Jong before his work was winaing waondering admira~
tion and praise. His fame spread with phenomenal

2z — B



Iy PERUGINO
quckness, Orders poured in upon him, and we ﬁﬂld h‘l‘;“
harrying from place to place to execute d}em. “-l e
same year he is recorded at work in Perugia, Orvicto,
Rome and Florence. Other documents speak of his
work in Luccs, Siena and Bologna. Orvieto begged him
toreturn from Rome, where he had gone on 2 surr:mqm
from the Pope to pamnt 1 the Sistine Chapel. Venice
sent for him, The Duke of Milan wrote to his :mtzma-
dors telhng them to use their influence to entice him to
Milan, Ysabella Gonzaga dispatched beseeching letters
over g span of years, trying to make the nn\vmn.\g
anist paint an allegorical picrure for the famous series
m her study. We wonder now at such sgdden deep
enthustasm. At that time, however, his infinitely peace-

fal landscapes, peopled by sunts cut off from every-
thing bue the contemplaon of their own visions, we{e
strikungly new Tris recorded that the people'm Perugia

Tan 1o see hes paintings. His fresco in the Sistine Cha, pe'\,
Christ Greing the Keys to St. Peter, was epochal in
s new order and symmetry, its noble sweep uf dis-
tance, its calm and grandeur. In such light and air and
order, however, the figures soon came to be of scc-
ondary importance. Since he was by nature uninter-
ested in vanery and was elways pressed for orders,

Perugino at the turn of the century took the easier

way—that of repeduon. The same figures, and even
the same compositons, he and his assistants used again

and again, His never-changing rhythms became mo-
notonous, the pretty faces insipid, the undulating hills
and feathery trees tedious. One hoped for a stirring of
the 2ir or 3 sudden vigorous movement, but jt never
came. Cridieism began to replace praise, criticism that






fraly

RAPHAREL

RAPHAEL

1483 * 150

Raphael's place smong the greatest of l.’.x.nupcan
draughtsmen is secare. His drawings of exquisite fecl-
ing have always been valued by connoisseurs. He has
been one of the very few to survive reversals of taste
and changes of fashion, remaining from his day until
our own one of the best known and most loved of
artsts. A precocious youth, he mare thaa fulfilled his
early radune promuse. He learned readily, absorbed
quicKly, and developed rapidly his own personal style.
His drawings, whether of his provincisl Umbran
youth, his Florentine penod, when he first knew the
work of Leonardo and Michelangelo, or the last Roman
years, when he became one of the glories and oma-
ments of the full Renzissance, are all marked by a
rounded incomparable grace more often subtly sug~
gested than described, rhythms which have a measured
swing even m violent action, and 2 dominating per-
vaswve senniment, 45 refined and dehicate as it is strong,
1In short, we find in. his appeating work a perfect com-
tanation of Flotentine hnowledge, Umbrian sweetness,
and hus own engaging personal ideal of
revealed, as early as 1499,

beauty, aleeady
Portrait (Plate 22},

in his graciaus, boysh Self
P 2 teasure of the Ashmolean Mg.
seun, which houses s0 many of the master's fin

drawings. =

Pape Jalius I {1503-1513) 2nd Pope Leg X (1513~
33






Iy RAVUALL
it with hard toil, Therefore his drawings are 2s mruch 2
part of hus accomplishment s his pictures.”

Tn the chalk drawing of the Aladoyns azith Pome-
gramate (Plate 25), of about 1504, from the Alberting,
Viennz, we find fully resbzed the ideal of the Madonna
of the Remissance. It is one of the finest drawings of
ane of the lovelisst Aadonnss by Raphael We are
capuvated by the perfect rhythms, the serenity and
the uaty of this masterpicce, 35 our eyes travel from
the head of the Madonna to the Pomegranate held by
bath Mother and Child, 2ud then to the book.

1t is hefpful to compare drawings in order 0 appreci-
ate more fully the qualities of the particalar work
upder consideration, Looking back {Plate ¢) at Botd-
celld's Abundance, what are the conwasts thar strike
us in comparing that drawing with vhis one? In the
Botticelli, observe a fason of the real 2nd the idesd,
with the emphass on the idesl-a subtle other-workd
spineual quabiy. To the Raphael (Plate 25}, in spive
of tendermess, we are mose sware of the weight und
suuerure of the figures. Ta shary, in the Raphat] there
is 2 balanced combinstion of physical and spititual
beanty. Also charscterione of the style of lalian
Rensissance drawings in the Raphael is the clear, firm,
sculptural conception of form, the significance ,nﬁ the
contours ard the sensitive subordination of details in
the interese of the over-al] design, It will be helpfy Ll
this point also, to contrast Raphael's Mminn‘;;\“ ‘;
Child with 2 chagseteristic Brawing of the same suh:““
by Schongauer (Plate 30), in shich the form, iy
notr, is part and parcel of o, you will
enamental Ym:sp - h;;, the gaoment; in which the

emp) 1:; deralls rather thag the
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TINTORETTO

518 ¢ 1504

Almost all of Jacopo Robusti 11 Tintorerto's many
sarviving drawings are, jfke the one fromr the Ufhz,
of the Areher (Plate 29) done in charcoal on hlu'c ar
grag-brown paper squased for enlargement. A hg:nz-
ning performer with the chalk as well as the paint-
brush, hus hand seems scarcely ever to have been idle,
His drawmngs are always figure studies, never land-
scapes~figures distinguished in their rall proportions,
therr rhythmic grace. Tintoretto sketched them from
every angle and 1n every position but especially fore-
shorrened from below or from above. Rarely are the
figures 1n repose They are drawn, as here, in the act
of shooting an arrow, or pulling 2a ozr, bending or
crouchmg. Even when their pose is one of prayer, sa
filled are they with the significance of their zction that
theit bodses seern to possess a vibtant movement within
the quet of their pose,

“*The r?id. ir?e sure brushstrokes,” saps Agnes
Mongan, “that give to Tintoretto’s canvases their
marvellous Yight, e and color might lead one to 45

sume that the gresy Venetian naj -
jdeas came to hum, Bzl an painted directly s his

y the opposite was
youth to age he composed with !;1:“ and smfi!n‘::l f:;’:
lessly, even skerching from cases at night by candl ‘
hghr after 2 day of painting. Fis method of Pproced: .
as described by Ridolf, seems to have been this'u;;
f






Laly TIEPOLO
wash; the chalk studies of heads or figures; and the
hghly finished pen and wash drawings heightened
with white on colored blue-green paper. Of these the
Rest on the Flight into Egypt (Plate 28) resembles in
effect the chuaroscuro woodeuts so popular in the
second half of the sixteenth century. Few drawings of
this bughly finsshed type from Veropeses hands survive,

Many of s fascinatng, 2pid pen sketches have
come to light m recent years. In them there is no sug-
gestion, as here, of the rich materials and trappings of

Veronese's paiauags, in which the Virgin is sepre-
sented as an aristocrat,

TIEPOLO
1606 * 1770

While it is i France that we reach the heights of
exghteenth century gaety, 1t 13 to Italy and more par-
ticntarly to Vemce and to the work of Gian Batista
Tiepolo, the artistic descendant of the Venetians of the
Renatssance, that we must look for the inspiration that
the Rococo arnss of France found m his brilliant per-
formances B
Tiepolo was the last of the wnspi 3
rators of vast ceilings and wall 3::35\},;: z:nmb:};c:l-]
seen at Wurzburg, at the Carmune jn Vece and at th
Royal Palace in Madrid, In all of s probfic work .
delight in the illasion of Ttalian sunbighe which o;f -
fus rapid sketches as 1t does his vasy compo;itios:s. "!Is'\:md
::‘:{:::S:;d ‘:““'“‘3‘, by Tiepolo are the glistenin;
of ag amsx;;vhu was the darling of ;






n

GERMANY

M
AR

IN GERMANY, AS IN OTHER COUNTRIES
north of the Alps, the Renaissance came later than in
Traly, because dunng most of the fifteenth century
arusts continued 1o be swayed by the vieality of the
Gothiic spisie. With but few exceptions the true signif-
icance, the true disunchon of the work of German
anists, intermationolly wiewed, is to be found not in
their pamungs but 1n their engravings, woodeats and
dravangs In every graphic medium they are supreme
for almost 2 hundred years—that is during the fate fif-
teenth century and for sbout the first half of the
sixteenth centory. After that the decline of German
ast may be exphined by the disasrers of the Thirty
Years' War, which prevented any significant develop-
ment in the field of art for 2 hundred years, In other
European lands, during the fifteesth and sixteenth
cenruries the graphic arts were far less practised for

cheir awn sake 25 vehicles for the expression of jdeas
and for the ereation of visual images that could, on
(mg\\e‘ preces of paper, be spread far and wide. Schon-
gaver's prints, for jostance, travelled as far afield as

45
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IN GERMANY, AS IN OTHER COUNTRIES
north of the Alps, the Renaissance came later than in
Taaly, beeause dusing most of the f\(te:nﬂ} century
artists continued ta be swayed by the vitality of x?e
Gothic spint. With but few exceptons the true signif-
jeance, the trae dustncuon of the work of German
artists, internationally vieweg, is to be found not in
their painnngs but in their engravings, woodeuts and
drawings In every graphic medium they are supreme
for almost 2 bundred years—that is during the fate fif-
teenth century 2nd for about the first half of the
sixecenth century After that the decline of German
art may be explsined by the disasters of the Thirty
Years' War, which preveated any significant develop-
ment i the field of art for a hupdred years. In ather
European lands, during the fifreenth and sixteenth
cenrunes the graphic arts were far less practised for
therr own sake 25 vehicles for the expression of idess
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






Gernny SCHONGAUER
Let us now look at a few specific examples to il
Justrate the general observations just made.

SCHONGAUER
coages e

Martin Schongauer was the mast captivating of the
Gernuan artists active in the last quarter of the fifteenth
century, m whose work technical skitl, logical claity
and harmony are notable. He based his procedure on
Flemish precedent without, however, a sacnifice of his
navonal characteristics. He 15 peculiarly Gothic in his
graceful language of fora The lovely, dignified Virgin
and Child (Plate 30), Iike 2ll of his superb prints, offers
proof that hus early traiming was received in a gold-
smuth’s workshop. It 1s finished with meticulous care. It
is nat only ane of the finest black and white works by
Schongauer but also a splendid example of carly Nosth-
¢ art, a marure work by 2 Gothic genios. It is one of
the most appealing, most wonderfully delineated of all
of Schongauer’s madonnas, touched by something of
the Flemish nobitey inherent in the work of Ragics van
der Weyden, but with indigenous German modifica-
tions Many of the early Gothic elements are still in evi-
d:g\ce—:l\e angular, slender, pointed fingers which
bring out the expressive character of the hands; the
sharp angutar folds of opulent, agitated drapery ,;f -
sggerated elegance and abstract decorative patte
which sexve 33 a vehicle of expression, Al th‘:;’?s p:::
dnced with cnsp accents and fine gradations of pen
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Albreche Duser is g1y 0 Leonardy i, his restless
x'm:llccmxl Ctriosity, Fye is the most Universs), the
Mose bahnced. and the Breatest of 4 CIMan artigry
Of any perjpg His Jife js colored by his broad sym-
Pathyes, deep religions fcclmg, his l.ove of Rature,

s sci T . As d

ed on 5 Series of
8. On the first
0pe of Meeting
3 famoug

er h; edin 1400 1 1404 Diirey tumeg
his SIEPS ta [pg) ere of ¢ arr]

artisye Personalities
of the day, Mange, & the deepesy imprem'on

[ 1505 he Undertogl, seco; eventful oy
to Ital, Venjce for abey, Years, Hy¢
are wag Widely and f; orably Ly, that pe
W35 looked 2 Master, 1y, Was profoundly itn-
Pressed by o, tillianee of the eng
of twg loath ¢ leave Venice for hig Native
lang, after Profiezbye an CXperience in
Sf)ur . Laver fore;, vel hag a f °r effecy Upon
hisare p, 1510 he ay Much of Tealistic pai ting in g,
Nuh:rlznda Al these g, g ingy, Couy
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Gennany sirer

The picrure is siill Gothic in the mode of presenta-
tion, although foreshadowing works of the Renai:
Observe the absorption of the sitter, the snimated hand
with its pointing finger, the cast in the eyg:—~a portrait,
in shart, of 2 specific individual rather than of a type.
And yet, in spite of these highly individuahzed ele-
ments, the total effect of the drawing, in s over-all
aspect, is not yet of the Renaissance period. Because of
its transitonal elements on the one hand snd because
of ity over-all Gothic exterior, on the other, there is
fitle more than the premonition of 2 completely hu-
man, indiridual appeal which, whes Didrer has become
1 fully developed and 2 more exp d arust, we
shall find implicir in his Renaissance wark,

The Lamentanon (Plate 33), an impeccable master-
Picce, once inctaded 1n the splendid collection of the
Tnglsh pamter, S Thornas Lawrence, is one of 2
group of deawings of Scenes from the Passion. [ ace
Quared 1t on 3 memorable night during World War 1,
while on teave in Paris, when, strange 1o record, most
of those who arended the sdle hesitated to bid on

German are, even thongh produced four centusies
earhier.

Yo its characteristic use of line, The Lamentation, so
akin to woodcut in ity total viswal effect, seems 10 sug-
gest that Direr was,

in the years 1521-23, contemplac-
ing another series of the Passion tn bg’ o

execate:

wood. As 3 deeply religious person and g dc\’u(eg X

herent nf Luther, Durer Tepeatedly treated Scenes of

the Pm.mn-anc of his favorin subjects. Such relip

feelne i nae only an individyal but 3 national chﬁ:‘:
oy






Germany pURER
pacticular waits of each specific ‘Yu{k of art, yvhnh:r a
minting or a drawing. So, in this instance, mstud. of
merely painting out the splendid rhythmic organiza-
tion of the compasidion of The Lamentation, 1 prefes
to push our inquisy further, for 1 remember the day,
long ago, when a panent tescher said to me.~"Take
your ume 20d tell me exactly what you see.” I thoughs,
then, that to do so was a waste of time. Long practice
fn my own work, as in my teaching, has convinced me
that the exercise is valuable and rewarding,

‘What then do we see in The Lamentation? At the
foot of the cross a large graep of ten figures. Below in
the centes Mary is seated at the side of Christ, em-
bracing Him. We observe the crouching Magdalen
to the right and to the left another holy woman.
Among the standing figures Joseph of Arimathes, in
the center, holds the winding sheer on which Christ
hes. To the feft we see a grief stricken woman, to the
nght St. Nicodemus carrying the jar of spices, and
betund him 2n old man with 2 pointed hat. Farther to
the sight one of the Marys and St. Joha are repre-
sented, both with folded hands, and i the foreground
the panel with }he fetters INRY, the crawn of thorns,
and the four nails,

M we are at all conous, we ask ourselves what & the
souree on which Durer relied and from which he drew

) n, for the 1 fon scene s not ot
 the Bible. The origin of this scene dates from the
sediaeval period and is first represented in B o
m:‘;‘"d in h’i"‘m paintings of the thirreenth cc’t;unum

ere 3re Lite: 501 , p
mention in the ;‘Lu:&"i\'{‘ as well. We find an early

) editations of St. Bonaven-
3







Germany pURER
particular trairs of each specific work of art, whether 2
painting ot 2 drawing. So, in this insrauce, instead of
tmerely poiating out the splendid rhythm‘m organiza-
ten of the composicion of The Lamenzation, 1 prefer
to push our inquiry farther, for 1 remember the day,
long ago, when 2 patient teacher said fo mes—"Take
your time and tell me exactly what you see.” I thought,
then, that to do 5o was a waste of time. Long pracuce
in my own work, as in my tezching, has convinced me
that the exercise is valuable and rewarding.

What then do we see in The Lamentation? At the
faot of the cross 2 large group of ten figures, Below in
the center Maty is seated at the side of Chrisy, em-
bracing Him, We observe the crouching Magdalen
@0 the nght 20d o the left another holy woman.
Among the standing figures Joseph of Arimathes, in
the center, holds the winding sheer on which Christ
lies. To the Jeft we see a grief stricken woman, to the
right St Nicodemus earrying the jar of spices, and
behind hum #n old man with 2 pointed har. Facther to
the xight ont of the Marys and Sc John are repre-
sented, both with folded hands, 2nd in the foregronnd
the panel with the Jeteers INRI, the crown of therns,
and the four nails,

Hugare at all curious, we ask ourselves what is the
source on which Ditrer celied 20d from which he dreve
o v, for the 1 don seene is not joned
in the Bible. The origin of this scene dates from the
medieval perind and is fisst represented in Byzantine
art, and in Italian paintings of the thirteem ce atury.

Th-‘ Te are Yrerary sources as well. We find an :a;ly
mentian in the so-called Z;kdimdons of St. Bonaven~

3
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yermany pURER
vou will observe in the Raphacl a greater structurat
clarity, a harger rhythm of composition, 2 smoother,
impler flow of line, while in the Durer Lamentation,
wuth its lingering Gathic inheritance, we note 2 more
twisted 20d crowded arrangement, 3 line that is more
nervous, more restless, more prnamental, and an inner
design and surface treatment that are riches but st the
expense of the simplicity, the clatity 2nd the monu-
mentality of the Raphael,

This particutar religious subject occupied Diwrer's
mind throughout his hfe. He varied the representations
of it with great ingenuity. He does not accept the
classic manner as a slavish follower, but develops that
manner in his own way, avoiding sextings that are too
cold and too formal, by combining the monumental
with the expressive quality of the German Schaol.

This drawing which we have now looked at sa
closely, represents one of the most balanced composi-
tions of its type in all af Durer’s work. It reveals, as we
have seen, a strong emphasis on the religious and emo-
tonal content in a lively and clear serting. We have
found inherent in it a beaotiful graphic and ornamental
q;:zhxy. achieved through an unserpassed masery of

sheer hip whueh, in its § diacy, is free and
sensteive,

In the impeccable charcoal deawi: i i
Mother (Plate 343, ing of tis dying

done in 1514, w
Darer's most candid, most imprsts‘i,v: ;:::;0 ?ne :(
most unforgertable works:—an overpow ering dsf-‘mt‘
of an aged, suflering woman, We are suek, first g{
all by the severe snd deep tagic gualicy, by the down
right uncompromising defiaitions, b}"zhc cam(;;:;






Germany DURER
you will cbserve in the Raphacl a greater steuctural
tlatiry, 2 larger shythm of composition, 2 smoother,
simplee flaw of tine, whie in the Durer Lamentation,
wath its lingering Gothic iheritance, we hote & more
twisted and crowded arrangement, 2 line that is more
netvows, more restless, more ormamental, and an inner
design and surface treatmen that are xicher but at the
expense of the simplicity, the clanty and the monu-
mentabty of the Raphael.

This parncular religions sabject occupied Direr's
mind throvghout his life, He vatied the representations
af 1t with great ingenmty, He does not accept the
classic manner 35 a slavish follower, but develops that
manner in his own way, avoiding sertings thar are too
cold and too formal, by combining the monumental
with the expressive quality of the German School,

This drawing which we have now looked at so
closely, represents one of the mast balanced composi-
tsons of 1s type 1n all of Ditrer's work. It revesls, as we
‘ave seew, 2 srong emphasis on the rebigions and emo-
tional content in 2 lively and clear setting, We have
found taherent in (¢ 2 beaunful graphic and ormamental
quality, achieved through an wnsurpussed mastery of
xh:r}'.pvnmzns)up which, ia its immedizey, is free and
sensiuve,

In the impeecable charcasl drawing of his dying
I‘J(::‘:’: ,,(,‘;g‘;,’,}:é de::t x:n lSlq:vWE have one of
most unforgettable t:mrks »::f ?i;;z“ﬁ ngm."!‘

. - g drawing
of 10 3ged, suffering w

omat. We are struck, firse of
:!L by the severs zr}q deep tragic quality, by the down-
tight g definitions, by the \

e






Germany BURER

You vl obgerye i the Raphael o BTeater structypy)
clatity, 2 larger rhythm of compasition, 4 Smoother,
simpler flgw, of line, while in the Durer entation,
With jes Iingcnng Gathic mheritance, we note a more
twisted and crowded ATangement, 4 lne thae is more
ervoas, more restless, more Omamental, 4ng an inner
design angd surface treatmens that are pehe, but at the
EXpense of the simphclty, the clanty ang the mony.
mentality of the Raphag],

This Pparticular religions subject occupied Direy'y
ind throughoue his bfe, He varied the

mamner in pyg OWn wWay, gy,
cold and 150 formal, <ombinip,

in
with the €XPressive quality of ¢he German School,
rawing which We have poy, looked 4 so
: st balanced Compos;.
tions of jg e in al] of Durer’ work, It Teveals, a5 we
have S€€0, 2 strong ey hasis on the relig;

< N unsurpageaq Mastery of
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Mothey (Plate 34), done in o e 4
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Gﬂm.?ﬂ] GRUNEWALD

teenth cencury. I select 20 example of his unique work
Yecause we have not the space to consider exther Lucas
Cranach, or the hindseapits Abdorfer and Woll
Hober, . .

Ve must remember thav expressionism and chssx‘-
ciem are often meeged n German art. In Grunewald's

astthe ! content, the expressionist quality pre-
dominates.

By expressionism U mean 2n intense emotional stxiv:
ing by the artist to seader his inner reactions to his
subject with uninhubited emphasis, Grunewald’s draw-
wngs (oaly thuty-sit in number) are individual in style.
“They age 1 no way akin to an engraver’s drawings. It
s often been pointed out that Grunewald was one of
the very few Germans who thought in rerms of paine-
g and alt of hus extant drawings ate studies related to
spearfic puntings. He never made drawings as prepara-
twns for engravings or woodcuts, or as works of arg in
their own imdependent nght.

o the Woman Benearh the Cross (Plate 35), a5 in his
farge, agiared and highly colored Isenheim Alar gt
Cobmar, we are impressed by the artist’s dramatie,
passionate intensity, by fus characteristic vehemence,
Lrought zbout in past by the nervous acnon of the
hands. There 18 bde regard for format beauty or for
ordeshy arrangement, n the Remaisance sense, Even
w the small ceproducdion of this large, anienated,
monumeneal drawing of sbout 1510 Wwe seem 1o
the fRickenng, tremutous phay of Ii s

8 Y of light over the entire
surface, \‘z hich adds to the effect of tension and excite~
ment, Observe the yse Of;ml!cl lnes to give form






Germamy GRUNEWALD
teenth cenrury. [ select an example of his unigue work
bectuse w e have not the space to consider either Lucas
Coanuch, or the lndscapists Altdorfer and Wolf
Huber,

We musc remember thar expressionism and classi-
cism are often merged 1 German art. In Grunewald's
art the emotional content, the expressionist quality pre-
domtnates.

By expressionism 1 mean an intense emotional striv-
ing by the artst to render his mner reactions to his
subject with uninhubited emphasis. Grunewald’s draw-
ings (only thirty-six in number) ate individual in style.
They are in no way akin to an engraver’s drawings. It
has often been pointed oot that Grunewald was one of
the very few Germans who thought in terms of paint-
ing and all of his extant drawings are studies related to
specific pamaings. He never made drawings as prepara-
tions for engravings or woodcuts, or as works of art in
their own independent right,

In the VWonan Beneath the Cross (Plate 35), 2s in his
large, 2gutated and highly colored Tsenfeim Altar st
Colmar, we gre impressed by the artist’s dramavic,
f inteasity; by hus ch: istic veh
brought nbm::. in part by the nervous action of the
hands. There is bttle regard for formal beauty ar for
orderly armangement, in the Rensissance sense. Even
e dspieion, of s s, s,
‘h:. flickering, m;:ﬁaz, ;!b;;u :f‘{;:\ e e fo see
surface, which 2dds ta the effect nfg xc‘nz;‘n::;‘:e;?i::
mest. Otserve the use "fs ;’lﬂuﬂ lines to give form







Germany GRUNEWALD
teenth century, | select an example of his m}ique work
because we have not the space to consider either Lucs
Cranach, or the landscapists Altdorfer and Wolf
Huber. . .

We must remember that espressionism and classx:
clism ase ofsen mesged in Germoan art. In Grunewald’s

st the } content, the expressionist quality pre-
dominates,

By expressionssm | mean an intense emotional scriv:
ing by the artist to render his inner reactions to his
subject with unintubited emphasis. Grunewald’s draw-
ings (only tharty-six i namber) ate individual in style.
"They 2re 13 no way akun to an engraver’s drawings, fc
has often been patated out that Grunewald was one of
the very few Germans who thought in terms of paim-
g and all of his evtant drawings are studies related to
specsfic pantings, He never made drawings s prepama-
tians for engravings or woodcuts, or 2s works of art in
thar own independent right.

10 the Woman Beneath the Cross (Plate 353, 35w his
hirge, agitated and hughly colored Isenheim Altar at
Calmar, we are impressed by the

ntensity; by his ch
Yrought sbout in part by the nervous acoon of the
hands. There is litle tegasd for formal beauty or for
orderly arrangement, in Yhe Rendissance sense. Even
m the small reproduction of this large, animared,

monumenta! deawing of about 1310 We seem to see
the fhickering, tremulous play of Light over the entire
surface, which adds to the effect of tension and excite-
ment. Qbserve the use of parallel

lines ta give form
57

artist’s dramatic,
istic veh







HOLBEIN
Germamy
choice of such subject matter he is a preg

ursor of the
Spaniard, Goya, centurtes Jater,

HOLBE[NY
1497 ¢ 1533

The third ang last genrus among the German artists

Holbein the Younger,

well a5 designs for Stained
of armg [p such dmwings he Tevealed
hus ey 10 the field of decorative art angd Ormament,]

L1 the ealy days, for represenn'ng the
human ¢

T€ 1 2 oy architectyrg) setting
marked. fjo made 5 trip 1o Franee

and the;y technique of drawip,
TS w gy colored chall, gy, ever, b, Probabty,
learned hi, technique from the Leonarg School dur-
g bis exrlier 7P to Myly , 19-In 3536 n order o
£3€3pe the troyb| he Ref, 200R he wwen, t0 Eng.
hing, recom; d ™S to Sir omas AMore
“ho. 26 hyg e Patron, ¢, COMmissigns for
3 pur by, N toueh yiep, 3Ny pean),






Germany HOLBEIN
Not even the Clouers at the court of Francis 1 tave
feft for the benshit of fustorians such exsraordinarily
vivid interpretations of famous characters, 25 for in-
stasce the analytical drawing of Jobn Fisher, Bishop of
Rochester (Plate 37). In no single one of Holbein's
portraits is there 2 suggestion of g forced pose. In each
instance we feel that the astise, by studied ehimination
presents only, and underlines in so doing, the ch
of his eter. indeed na truer bikenesses were ever made
1T any other ime Or 1n 9ny other country except per-
haps in China. Most of these drawings are preparatory
sketches for panungs and were made in one sitnng
Subsequently Holbeln produced the painting from the
drawing at his leisure and according to 3 definite for-
mulz, 25 the Clouers did in Franee,

‘This noble porurait of John Fisher 15 2 marvel of
wowtsan, As we look at bis fearures st is essy to beheve
the story about this old English bishop of eighty years
who mounted the scafiold to go to his “wedding” as
he called it. Hotber's gide 1n thus, 25 in evesy other
smavanee, was yost the face of the sier. Wote the pale
face, the thin derermined hips, the nervous alery eye,
Holben has drawn for us an honest, determined old
bishop

o the peasence of such o masterpiece, We are re-
minded of the » on}ﬁ of Théophite Qautier, in which
e asks us to stand In any of the grese galleties before

the portrains of Rembrande and Holbes
upon the painted images and lho g

0 vpon the sight

um‘ ;xho pase before them and say which ;regthe
" - i

m-)g, ng in your mind as distinguished Srom your






Germamy HOLREIN

Not even the Clouets at the court of Francis T have
Iefi for the benefit of historians such :xmordm:rz)y
vivid interpretations of famons ch as‘for in-
stance the analytical drawing of Jobn Fisher, Bxshnp'o’f
Rochester (Plate 37). In no single one of Holbein’s
portraits is there 2 suggestion of a forced pose. I'n ea'ch
instance we feel that the armst, by studied eliminarion
preseats only, and underlines 1n so doing, the character
of hus szer, Indeed no trues likenesses were ever made
at 20y other time or in any other country except per-
haps tn China. Most of these drawings src preparatosy
shetches for painangs and were made in one siwing.
Subsequently Holbein produced the panung front the
drawing ar hus leisure and according to a definite for-
mul, 23 the Clovets 81 m France.

Thi noble portrait of John Fisher is a marvel of
inruition. As we jook at tus feacures it is casy to helicve
the story sbout this o)d English bishop of eighty years
who mounted the scaffold to go to his “wedding” as
he called 1. Holbein's guide in this, 15 in esery other
instance, was just the face of the sitter. Note the pale
face, the thin deteemined lips, che nervous alert eye.
Holbein has drawn for us an hotest, determined old
Yishap,

In the presence of such a masterpicce, we are te-
mnded of the wards of Thésphile Gautier, in which
he asks us 10 grand in any of the great galleriss befare
the portraies of Rembeands and Holbein and look first
upon the punted images and then upan the sight.
seers wha pause belore them and say which ate the
:mxr Bving in your mind as distinguished from your

ye.
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The Netherlends | REMBRANDY
Son . ., . 15 the last, and perhaps the most profound
munifestation of Rembrande’s seligious attitade, sym-
bolizing the forgiveness of God the Father toward
weary 2 repentant man. Thus in choice as well a5
interprersnon Rembrandt's biblical subjects reflect
thronghout his Hife his own experience and spiritual
growth . , . Rembeandt interprets the Christian idea of
mezcy with the deepest solemnity, as though this were
his spintual testameat to the world. The parable is
Jesus's answer to the Pharisees who said: ‘This man
steeiveth Soners and cateth with shes’ (Luake 153 2);
itis summed up in the words: ‘1 say vato you, that like-
wise joy shall bt m heaven over one sinner that re-
penteth, more than over ninety-and-nine just persons,
which need no repentance?” . . " Our drawing, like the
late great painung of the same subject in Leningrad,
“, . coneentrates upon the act of forgiveness by the old
father, his parentsl love and compassion dominate
everythung . ., What 1s meant and represented here is
the divine Jove and mercy in 1t power to transform
Death into Life. 'For this, my son, was desd and it
alive again, he was lost and is found.” . . . The profound-
1y religions character of this Jate master work, and it
great solemniry, seem to requee 2 medizeval cathedsal
rather than 2 baroque building as a proper setting.”
The Yuminous drawing of a View of London with
St. Paul's Cathedral, before the great London fire of
3666 (Plate 47), was probably an adsprion by Rem-
brandt from some print or drawing 2nd was made }
Yds broad seyle about 1640 2t the ume thar the mﬂs(m
qsa cw'\«} pr'm_s of o‘th:r ‘English tovms, Observe :h::z
characeer is achieved in th;; ;impie yetuoble and pow.






' The Netherlands REMBRANDY
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The Netherlands REMBRANDT
amasphere, which gains added significance as 2n ele~
ment of pictorial anzwation. This Rembrande achieved
by His vibrant lines and tones, and by 2 subtly graded
atrial perspective.”
1a his masterly landscape drawings he recalls to the
mind's eye the work of the grear Sung axtists of Ching,
by dispensing with all thas 1s not essentral. In the ex-
pressiveness and delicate balance of a few magic strokes
he creates 3 vibrany, yer quer air and a sense of dis-
tanee. The character of Rembrandt's landscape draw-
ing is beautifully ! 4 in this pardeular example.
Rembrandr's studies of animals, like the famous Lion
{Plate 48) of the Bonaat Collection in the Louvre, are
astonishing, His smozing genus as a draughtsman is no-
wheze morse suikingly mansfested than in his skesches
of animals, Many great masters of the past have been
attracred by ammals and have shown capacity 1n rep-
resenting them, Prsanello (Plate s), Leonardo (Plate
14}, Direr, Rubens and Delacroix (Plate §8), Reme
brande had no nival  hus capacity ta put on paper
the essentid characreristies of apy hwing creatues,

whether the thick-skinned, lumbering elephant of a
rapaciaus lioness.

Note how superbly the bon is here charactesiyed,
Obstrve the rendenng of the relaxed beast; note the
eves thar baune and that tend o hypnoize us,






: France FOUQUET
"for the Louvre peinting of Guilfaume Juvenal des
Urzins, who was Chancellor of France from 1445 until
the death of Chattes VIL He was 2 brother of the
Archbishop of Reuts 2nd author of the lustory af
Charles V1.

The mere notation of these few historic facts sug-
gests that the sitter was 3 pesson of siguificance and
capacity, How does Fouques make Tum come to life
In (s serious, thoughtful pictore of 2 man of sich and
it pessomality> How, in producimng so weighty and
50 finely modelled a head, hos he sevealed thus ver-
sitde, well-poised, intensely human personalicy of as-
suted position® We are struck immediately by the fact
that Fouquet tos rendered the character of the world-
Ty-wise historian apd pohricran with sober realism. We
3t¢ him 1n ahsorbed yer styly sttentive, abservant mond
We note lus introspectize eyes, his thin upper and
feshy Tower lip, bis heavy jowls, his inguisitive nose
=l 10 a¥ 2 self-assured, shrewd personality. Nothing
diverts w from our interest in this massive head.
Juvensl des Ursins 15 rendered wich masterly sKill and
simplictty, We are grateful that no decorstive details
distract our sttention from thus unforgettable head, We
carry away the lastng ympression of 4 self-assured,
tranquil, imgpressive personality-very real snd ‘plsating
with bfe If we compare the drawing with thae of
Cardinst Atbergan (Plae 38), we see 3t once that

Fouquet is indeed indebted to Jan Van Eyck, In these

™wo. n;ml heads of real persons theee is 2 similar calm,

3 similar monumentst simplicity, 2 simitar i

wvrure and, above i, deep im‘x,ghn Fmpha aa
In the presence of s Qrawing,

the astute gen,
7 general
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THE POCKET BOOK OF Greg Dravingt

An amazing number of portrait drawings of the si-
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, frequendy of excel-
fent quality, after such originals as the one that we e
produce.
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POUSSIN

1595 v 1665

We c2l} anention next o a very fine, apparently
simple drawing by the restramed Nicolus Pousun,
stholar 208 outstanding master of the style of seven-
teetth century Freach “classicsm” in painting, who,
with Claude, 2 more lyrieal singer, was one of the two
notable French hindseape painters patronized by Popes
a3 Cardinals. Poussin and Claude exerted 3 profound
influence on the are of France, cven though both set-
tied in Rome and spent 2 farge pare of their lives in
Taly where they were subject to the influence of their
Romman conemporasies. Throughout his life Poussin
felt under the spell of antique ast as wel as of its myths;
o under the spell of Titian and other Venetians Bath
Yis clasic nterests and s love of patere are 1efecred
ia the dravang of Medoro and Angelica (Place 51}, set

i 2 vypical, Yuminons landscape.

Medoro, 3 bumble Moorsh youth of grest beaucy,
Wi wounded and Angelica nursed um, fell in love
with bem, and mamed home They ved at Cathay
whtre, m night of fus wife, Medoro became lung, In
Anosta’s Orlindo Furioso we Jeasm this was the cause
of Othindo’s madness.

Pausa strove throughout his bie to caprure order
3ad unry m even the shightest of tus producnons. His
tepiration for tiese he found o the antique, in archi-
tecture and W wulptate, 23 in the works of Raphat!
3 uther Renasance m:ims n Italy, adapting whar






France WATTEAU
seasiond, theatnieal, and facking in reality. They tend
to admure only his pocoe sense of space composion
and his use of light as 3 central tluminasing and stylis-
e mowd, Tn hus shetches Claude 15 far less salted. He
reveals in all of them a rare gift to create the Wusion of
atmosphere, to represent nature reabstcally. For years
be speat alf the dayhght hours watchng the changing
eifccts of bght and wr over the Roman Campagna. His
drawings, which are wsually i wanm, deep tones, some-
umes heightened with white, ate often direct studies
fram tature “Their spaciousness, quiet and sunlie calm
are exprossive of the brauty and digmty of a lost Ar-
cudun world, envisioned with the northemer's longing
{or anuque lands” Techmcally they display a power to
compose 0 tenms of grand sumpboity, a mastery of
wath which has seidom if ever been equalled, and a
Poue senumity to atmosphenic effects which 15 13-
valled coly By the Chumze. An incompanile coliecdon
of Clapdes drawings 1s ta the Bricish Moseum and in
the Lowste The famous Liber Vertans, which it was
thniling to studv years ago in the collection of the
Dk of Devonshure at Chatsworth, contains over two
hundred drawings bept by Clasde a3 1 tecord of the

murures he had patted, for cven i tus own lifetime
ty panungs were tmirated and forged.

WATTEAU

LIAT IR ¢ 2TY
1t us turm naw to the enoyment of the preparatory
dezwingy {or senes of festve \nv.c—mxking which the
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THE POCKET BOOoK oF Great Drawings

he studied to his own personal uses, by adding chiaros-
curo effects to give depth even to his sketches, as to
the rhythms of his more ambitious canvases, far which
such sketches were preparations. Appreciation of Pous-
sin’s controlled, calm paintings is impossible without
an understanding of his swift shorthand but carefully
planned drawings suffused with light. His peopled land-
scape sketches are no longer concewved as mere back-
drops for his paintings, as earlier masters had used land-
scape.
CLAUDE

1600 ¢ 1682

Poussin's friend, Claude Lorrain, the companion of
Northern landscape painters resident in Italy, in a wash
drawing like the admirable study of a Tree (Plate 52),
€Xpresses even more than in his pamntings the very es-
sence of his art. Long before the Venedans, the medium
of pen and wash had been mastered by him and by
Poussin to render space, atmosphere, depth, distance
and effective contrasts of hght and shade. Claude thus
anticipated, by two centuries, many of Corot’s ideas
in France and Tumer's in England.

Although no landscape painung of Claude’s 1s known
which bears a date earlier than 1631, his fame was well
established before that date and the distnguished pat-
ronage of successive Popes and Cardinals had already
begun. Today he is more widely known and praised for
his landscape drawings than for his paintings. Those
who limit themselves to a study of Claude’s painungs
are likely to fall into the error of believing him con-

82
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France WATTEAU

You, with the love knot in yoor har,
You will not? Press her, then, Bierzor,~

“Allons embasquions pous Cythere]”
“Embarquons-noust®

Wartean wis born 1 Belgmos, The roots of s art
stem from Holland and Flanders and not from the are
of the cdaseeist Pousss or the Academy, bur rather
from Rubens and Tisan. He spent most of fus brief
restive years w Pans, where he died at the age of
thusty-seven, For a proper understanding of Sus pant-
mgs, a study of hus drawings is mandatary. Let us, then,
constder together the work of this melancholy poet-
panter i two of tus asromshingly sensitive dratvings.
A reasonable pumber of these exquisite masterpicces
offer proof that he was interested i Oriental and racial
types, 45 10 the famous example of Three Suudies of 2
Negro's Head (Plate 53) No later hand has serouched
this beaunful drawiag of great brihance 1 was under-
bidder on ths drawing at the Max Bona sale i London.
Unfortunately, 1 lost 1t vo the fabulous collector David-
Wedl of Parts, having earhier in that sabe acquired the
so-called Leper by Holhen~to secure whieh 1 hod
crased the Adastie, reachung Sotheby's sale room in
the mek of ume Such are the fortunes of war asnong
vollectars.

n Three Studwes of ¢ Negre's Head, a5 in all the
ds3wngs of Wanesw, we are thnlled by the magic of
the most disungeshed dtaughisman of hus ctntury—~

ane of the finest and mosk sepsative of sy epoch. Wat~
Vot v






France WATTEAY
taur of her back through the use of that sensitive line
which gives roundness to the form.

1a considering Duter's Lamentation (Plate 33}, We
found that in understanding the subject matter of the
drawing, ot appreciation of its merits was definitely
ehanced. In Watteaw's Nude Female Figure, the
subject marter 15 50 obwious that 1t requires no inter-
prttanon 1o make its meaning clear. Yo appreciate,
however, what captivawes the eye, is sonethelesy of
imporanes m grasping fis memts as 2 “work of am,
camely —that the seducnve figure 15 represented as

a togcally consistent whole, There is unity here and
mastely tmphasss through the telling placement of
every sccent. The presence of these important ele~
meats, which transcend the teporung of facts us the
camera might give them, is whar makes Watteau's
work of art a great master drawing.

ean Seznee, the onlbant Frerary tusvoran, said in s
recent address with some of these very drawings in
wind to Mustrate Yus poenc thought —Somenmes the
literary historian 1 4t 2 loss to express, i a condensed
formula, the domnant charactenstc of a perind, its
mond, its wrigue complexity, he feels that any sucees-
st defi will be hopelesst then he

Turns to drawing-and there it 15 the quintessence of 2
society, of wis moral physiognomy, of its temper, of its
nge, revealed at 3 glance in the profile of a Clouet
crayon {Plate 50), 1 the curve of 2 woman's arm in
a singwine by Wattean (see covers), in a few strokes

of pen and brush by Tiepolo (Plate 29), in 2 franu
anabesyue by Delacroix (Plate §8)-the fragi} .

A e epitome
of 2 cvilization, the signature of 5 cexnt
8




THE POCEET 200K or Grea Droing

tean confessed that he delighted more in drawing thi
in painting. He crowded his notebooks with studices of
all kinds—copies from old masters, Nude Female Fig-
ures {see covers), heads, hands and feer, ladies in taffe-
ta, soldiers, actors, gallants, children, animals and land-
scapes. He sketched—with teling accents on every et
mouth, tip of nose or chin—his servants and his frieads,
the latter often dressed in fantastic costumes which he
bad collected and in which his friends good-bumoredly
posed. Qut of the separate studies m the sketch books
he chose and arranged the figures or groups of figures
that he wished for hus panted composinogs,

The lanchol prive, working
eagerly and even fevenshly through the bnef ifteca
years of his artistic marunty, never faled in the sharp-
ness of his observation The exquisiteness of fus taste,
the sensitiviey of his temperament und the dexterity of
his touch gave to his Jeast crayon skewch 2 dstnction
and a grace which have caused even his shght drawings
to be treasured by every collector of discernment since
his own time At once decisive and delicate, subtle yet
firm, they express the essence of the French court of
the eighteenth century. Like other pages of similar
studies, the sheet of Three Studies of @ Negro's Head
served him in his pamuny

1 may possibly evaggerate the exceptional mastery
and charm of the Nude Female Figure (see covers)
because as 2 boy, on my first visit to the Lonvre, I tried
to copy the vranscendendy dehcate rendenng of the
half-length gracefal aude, with 15 subtle combinaton
of characteristics—emphatic accents and a so(!; caress-
ing line, T stggled in vainﬂr‘o capture the enticing con-




Frmee BOUCHER
farr coloring the best of the French Rococo. Boucher,
who 2l was occaped wirh designs for the tapestty
weavess at the royat esablishments ar Beawvass and
Gobelins, for porcelun manufacturers at Vincennes
and Sévres, was the firse to cansider drawings as more
than svudies 1o be put away 1n pordatios The elegant
$adyes of Lowss XV court were quick to accept his pont
of view and sought after hus drawings as they &d hus
punungs and tus Muserared books Fis drawngs reveal
an uafaing sense of composinon, 2 nich fancy and 2
thythmueal, gracefud bne. The drawing of 2 Rechning
Nude ought to be reproduced m sts ongraal, b fald

carved Lows XV frame.

There 15 no finer or more thoronghly charactenistic
sxunt example by the master, which, thanks 1o the
generosity of John Nicholas Brown, once more graces
the Fogg Museum Coliscnon. 1 say “gnee more” be-
cause 1 had zcquired ¢ with conviction and enthusiasm
I my vouth atd then, on submiting my French draw-
0gs to the sensor membier of the depactmend, the Yate
Dr. Denman Ross, an astute callector of tus generation,
whose watds were law wn chose far-off days, he gen-
erausly approved of il the drawings except thus, one
of the most prized of my possessions, saymng that the
proportians of the graceful figure were mcorreet, With
Yick of independence, but with 4 heavy heart, { et it
g0 In the yoars that followed, dunng which 1 secretly
fonged for us return, Berenson's words about Bow-
celli's Abundance scemed to apply 1 this mstance ag

well =" o cany of the warld's grear masterpieces
it 15 wier to discount at a glance such fallings ag all
may d:\sc::}\ and devore ounslves if we are able to
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Drawings like the two by Watteau carry 3 message
that no words can convey. Could feminine grace be
morse adrostly rendered or a momentary attitude caught
with greater perfection than in s Nude Fenndle Figure
(see covers)? Observe how perfectly bust, amms,
bands and fingerups are debinested. Wartean has no s~
perior in grace, Wha has eves better represented (Plate
§3) the most appeahing side of the black man? Who
has more closely observed him> And yet the personali-
ty of Watteau lurks in every line, There is in such |
skerches of Nepgroes a cerzan subtle sadness, charac-
reristic of Warreau humself, although he 1s known 0
the superficial observer as the supreme pamter of eight- |
eenth cenrury gaiety, the master of idylhic punting.

BOUCHER

1703 * 1770

Frangois Boucher's Rechmng Nude (see covers), |
with its carefree, ewberane and yer damey, pr-
quant elegance, s the perfect refiecnion of the taste of
his times. He is the facile panter of voluptusus women,
in-whase work Post sees “a subtle fusion of adalescence
with a fully developed feaunine eype ™

The faverite of Alme de Pompadour, and popular
with the entire courr, Boucher was ceaselessly em-
ployed in painting for hus sophisucared patrons of the
fashionable world countless decorative pauels 2nd
mythological pictures such as the one for which thus
drawing s a study. His dm\rings. produced with as-
tonishing ¢ase, represent 'x‘r: their fantasy, grace ari



Frauce BOUGHER
f3ir coforing the best of che French Rococe. Bouchery
who aisn was occupied with designs for the taprstr¥
wewsens @ e toyel esablshments at Beauvais and
Gabelus, foc porcehin manufacturers at Vineeants
and Stares, was the first to consider drawings a5 maze
than ssudes 1o be put away in potsfolios. The dtgant
Tades of Lows KV tourtwese gk o aocept bis paint
of view 2 sought after bis drawings as they did fus
pannngs and hus iosersted books. His drawings reveal
0 uafabng sense of composion, 2 Aich fancy 2nd 3
shythumicat, pracefol e, The deasnng of 2 Rechming
Nude ought o be reproduced m 1s origmal, beaudifully
carved Lows XV frame.

There 1 no fioer ar more thorooghly characteristic
exuac wamplt by the mastey, which, thatks 1o the
stoeronty of John Nicholas Brown, otce more graces
the Fogg Museum Collection, 1 53y “once more™ be-
tanse  had acquired 1t with conwiction and enthustasmn
nmy youtk 24d then, on submucting wy Freach draw-
ings to the servor member of the department, the fate
Dr Densman Ross, a0 asrute collector of his generation,
whost words wete aw in vhose far-off days, he gen-
troudy approved of all the drawings excent s, oot
of the most prized of my possessions, saying that the
Proportians of the graceful figure were mcorrect. With
ach, of independence, Bot with  beavy hear, § fex
g0 In the years that followed, dunng which 1 secredy
longed for i tevurn, Berensot's words aboue Botti
selits dbundaner scemed ta apply in this inssance a5
. :}\ ~*. 1o mny of the world's et maserpiecey
1K 1s wiser

to discount at a glance such fadings as alf

o way discern and davete ourstlves i Wt are able to
%o






France FRAGONARD
grace shu to Warteaw's, but it is an exterior comment,
~ath o hauniung sxpression in the cyes 2ad we mobiliey
 the mouth ar fingertips,

We hase, in these few drawings by Wattean
Boucher 358 Fragonard, had a glmpse of the charm of
the Rogoco penod i France. Wartesy, the brooding
dreamer, ininated the movement carly in the cenrury.
Fragonard, the Provengal, reruming 1o Parls in vy6t
with the Abbt de Sane-Non, with whom he had trave
elied in Ttaly, carned on the development of the maves
meat wickt gusto for years, in the service of financiers
and peoge of the stage, und) the French Revolnton
and the authonry of Dand's neo-classic style—which
he tiad always sbhorred—drove bim, sorrowing, back to
¥ig cousin’s home 0 Grasse. He returned ta Pans once
more, how ever, under the official protection of Dand,
and died, atmost forgoten, 1 1806.

“The many pited arnsix of the ninetzenth century in
France were well aware of the important achievements
of the pase in Eutope, for they haunted the museums,
s has always been the hatit of the best Creative artists.

In 2 bnftam artcle wngep by Professor Meyer
Schapito of Cotumbia Unuversity for An Ingroduction
t0 Consemporary Crudmanon 1 the Werr, e enlarges
on the facr that “the development of moder painting
WIS 608 w 3 strasght or swghe Tne)” and he proveeds
0 mabe clear that “no penod in the Wstory of ary was
wore conscious of ws past than the XIX Centusy . , .
The sbsence of the older gtelier system with it xigid
?ﬂ:ﬂ't:&. the tack of religions enthusiasm; the discredit
inte which ar uhproducave academic manner had
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France FRAGONARD
grace akin to Witreau's, but it is 2n exetior comment,
with no hauating expression in the syes 20d no mobidicy
13 the mouth or fingenips
We have, 1 these few Grawings by Wanean,
Bouches and Fragonard, bad 2 ghmpse of the charm of
the Rococo penod 1 France. Watican, the brooding
dreamer, iminated the mavement carly in the centurys
ki 3, the Provengal, g to Paris in 1788
with the Abbé de Smpr-Non, with whom he had v~
elled 1 taly, carned on the decclopment of the move-
meat with gusto for yeass, n the service of fnanclers
nd people of the stage, unnl the French Revolugion
and the authonty of David's neo-classic style—which
he had abways abhorred—~drove him, sorrowing, hack 1o
Tus cousi'’s home i Grasse, He rerumed to Paris once

mott, however, under the official protecnon of David,
and died, dhmost forgoren, in 18os.
A

The many pited arosts of the runetzenth centty it
France wese well sware of the unportsnt achievements
of the past in Fuyopt, {or they baunted the mustuss,
2t has Always been the habt of the best creative axtists,

n 3 bolam 2oscle wntten by Professor Meyer
Schapiro of Columina Umsversity for dn Inroduction
0 Contemporary Crvrinatton w the West, he enlarges
on the fact that “the development of moder painting
%33 not 1 2 sraght or single kine” and he pracesds
o make clear thar “no penad in the history of art was
more eonscrons of s past than the XIX Century . . .
The absence of the older ateher system wath its nigid
practices, the lack of rebigious enthusissm; the duseredit
nte \:.hnc'h an unproductive academic manner had

ot



THE POCKET BOOK OF Great Drauings

fallen, the free facilities of travel, the €asy access to
muscums and books, all these were factors in the cres.
tion of a more personal style on the part of the artiss
of the XIX Century. Thus the painting of the century
does not illustrate 2 gradual evolution of one style, but
shows a series of creanve efforts by mdrnduals, whose
work diverges in different directions from existing
forms and produces a medley of counter currents, A-
though to a certain extenr mnfluenced by the work of
men immediately preceding them, the painrers of the
XIX Century depended even more on 3 Temoter past
The art of the century is an intensely persopg] are”
The influence of David, art dictator and leader of e
neo-classic movement, pervaded the academie gt
schools. Reactions were mevitable, and led, 5 we shat
see, in the time of the Romantics, to an CMphasis ey
Mediaeval and Renaissance models in literarure 5 10 anh

INGRES
1780+ 1867

The outstanding exponent of David’s ‘“Chmg‘ o
ticularly in the field of portratture, was Jean Augps
Dominique Ingres, in whom however, the offeqy i
neo-classic tyranny was modified by romanuic ’°”L'm
and by a study of Raphael. Ingres wrote 1n h“p’"ne._
“My enthusiasms remain what they ahvays by e e¢:1
Raphael and his century; the ancients, “"‘5:&,‘6 7
the divine Greeks, 1n music Gluck, Mey il
HJ'fY::Llatc Bryson Burroughs once said-—\, .
has approached Ingres in hic ahibew o . &



< tHnge

suance and character by a grandly synthesized line, un-
Yess it be s own follower Degas Ingres was aever
wholly suceessful in rendeting emotion, nor 8 he
e ble to coordinate bis more ambitious works fnto
2 undfied whole, s Jess elaborate coruposidons with
their quietec poses, and ks portent drawiags are, there-
fore, the most satisfactary.”

The kind of immortality, which, 2s we have seen,
‘Holbein and Clover achieved for the courners of Henry
Vil and Francss 1, and Van Dyck for the artsts and
aristacrats of Flanders, Ingres gave in the nineteenth
Qeanury 1o 3 sober, bowrgeors wotld. 1n Yis pencl por-
traats he united a fasndious hine with exquisite charac~
tenzation. 1t 15 the rare combmanon of subtle wwai-
o, shilfully mnute defincation, 3ud fidety to ap-
pearance which gwves tus drawrags thewr special charac-
27 3ad charm--e charm nor wohie that of the charac~
ers 1 she sovels of Jane Austen. Fhs poruraits, Bke
the ane of the musician Paganine (Plate 5534 are s~
counts of the outer rather than the inner man. The
tmphasis 13 upon those ssyared aspeets of hfe and for-
tane which are shown to the world. Theough clarity,
precision, and balatice these serene pencil portras
achigye disunction without, Rowever, the penetration
of the great ssteenth century mastess. Paganing, i1 the
Louvre, is presented calmly, clearly withous a trace of
the Bind of romanue passion that characterizes the
superh o sheeeh of dus same musicsan by Delacror,
in the Duncan Phllps eoflecrion, Washingtan, D, C.

The universal present day inrerest i the portait
drawings by Jagres makes many callectars and sty.
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THE POCKET BOOK oOF Grea Drauing

fallen, the free facilities of travel, the easy access ©
museums and books, all these were factors in the cres-
tion of 2 more personal style on the pare of the artists
of the XIX Century. Thus the painting of the cenrury
does not jllustrate a gradual evolution of one style, but
shows 2 series of creative efforts by indiwiduals, whose
work diverges in different directions from existing
forms and produces a medley of counter currents, Al-
though to a certain extent influenced by the work of
men immediately preceding them, the painters of the
XIX Century depended even mare on a remoter past.
The are of the century is an intensely personal art.”
The influence of Dawid, art dictator and leader of the
neo-classic movement, pervaded the academic art
schools. Reactions were mevitable, and led, as we shall
see, in the time of the Romantics, to an emphasis on
Mediaeval and Renaissance models in literature as in a1t

INGRES
1780 ¢ 1867

‘The outstanding exponent of David’s teaching, par-
ticularly in the field of portraiture, was Jean Auguste
Dominigque Ingres, in whom however, the effect of
neo-classic tyransy 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 all
the divine Greeks; m music Gluck, Mozart and
Haydn."

The late Bryson Bnrro\lgh.i once‘said:—-“Na modermn
has approached Ingres in his ability to express sub-



Framce GERICAVLY
terest i the work of Ingres is the outgrowth of 2 sudy
of some of his finest drawings in the Paris studio of Bon-
ot T visied him frequently almaost up to the ume of
¥is death 3t over nunety years. 1o Wis spacious stdio
in Paris, with 2 muliary eap of 1870 abways on his
bead, be continued to pams wond the end, converting
the funds thar he Teceived from the sale of tus can-
vases mta the permasent worth of Grest Drawings.
Most of the treasures whach he gathered duzing 2 long
Ifenme are now beaunfully housed 1n the museum of
His native aity, Bayonne; others, bke the Paganini, he
bequeathed to the Louvre, Like the majonty of real
£01n0155¢3s, hie put min the privacy of s inng rooms
the drawings he cared for most of all. Even hus bed-
foom was adarmed with the works of Ingres and on
either side of iy shaving murror and o every wall
there were disunguished exsmples by Ingres.

GERICAULT
gt * 1824

Theodore Gericault was an ardent, mdependent, in-
defangable enthussast of very cathohic taste, whose ad-
manon for the masters of the past was as deep and
genwne 2y 1t was broad Rubens, Rembrandy, the Ve
nemans and parneularly Michelangelo were the heroes
of this first of the French Romanncs. Geneaglt studied
and understood the frescoes of Michelangelo 1 the
Susnne Chaptl, adspting the Yessons he teamed to his
own needs i depicting contemporary subject matter,
such as horses i the Riderless Races Rome md’
- ne






France GERICAULT
restin the work of Ingres is the outgrowth ?f astudy
\:f some of his finest drawings in the Paris stadio of Bnn;
mat. 1 visited him frequently almost up ta ('hc time o
tus deaths ¢ over ninety yzars. In his spacious smudio
in Paris, with a military cap of 1870 aways on his
b3, he copunged to paint unul the end, converting
the funds that he recewved from the sale of his can-
12425 snto the permanent worth of Great prawmgs.
Most of the treasures which he gathered during a long
cume are now beaunfully housed in the museum of
his matwe city, Bayonne; others, ke the Paganu, he
bequeathed 0 the Louvre Lilke the majny of real
connussenrs, he put nto the privacy of his hving rooms
the drawings he cared for most of all. Even his bed-
room was adorned With the works of Ingres and on
other ude of Jus shaving muror and on every wall
thest were disungushed examples by Ingres.

GERICAULY
9L ¢ 1823

Theodore Gencault was an ardent, independent, m-
defatgable enthusiast of very catholie taste, whose ad-
miration for the masters of the past was 25 deep and
geatine 35 1w was broad Rubens, Rembrandt, the Ve
vetians and paruenlarly Michelingela weee the hetoes

of this fisst of the French Romantcs, Gencault studied
ind undertond the

frescoes of Michefangelo 1 the
Sismine Chapel, adap:

ting the lessons he {earned to his
own needs i depicung contemp

orary subject matter,
such 25 horses 1 the Riderless Races at Romte ynd
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THE POCEET BOOK OF Great Drowings

in his enormous canvas of the Raft of the Meduss,
a complicated report of a much publicized shipwreck.

Gericaalt and Delacroix, with their interests in cus-
rent happenings, both revolted against the neo-clas-
sicism of David, They were the outstanding exponents
of the Romantic Movement, turning from Greek and
Renan legends and hustory to contemporary events, a8
well a5 to subjects of mediaeval lirerature or oriental
{ife. They infused their pictures with a sense of greater
reality, with an enhanced Hvelness, In their drawings,
the line employed by the Romannes appeared more
accidental, less wiry, and less clearly defined. The per-
son represented 1n our spisited drawing of 3 Negro
Seldier was probably Geneault's model, Joseph (Plate
57), in an Egyptian costume. Gericaulr had many cos-
rumes, collected on his travels in North Africa. In
these he dressed his models. In the hghe of such rech-
nicat mastery and such originality, for his time, in the
choice of subject matter, one wonders what he might
have produced had he lived beyond his early thrties.
Even so the drawings, ltke the painongs and hithographs
of this first of the fiery spirits of the remantic revelu~
tion, show 2 vigor of execunon which was new in
French are and poinred the way for succeeding genera-
tions in France.



DELACROD,

TOY - Roy
AN ARy Ruwrg ATTACKY D Y A LioN

2 Museum of An Hanard Unireragy
w






B¥ 2 ATROIL

7GR - kg

ALIoN

AN ARAR R R ATIACKI &y

Aet Hanard Ung ety

fusenm of

o



THE POCKET BOOK OF Grexx Drawings

in his enormous canvas of the Raft of the Meduss,
a complicated report of 3 much publicized shipwreck

Gericault and Delacroix, with their interests in cur-
rent happenings, both revolted against the neo-clas-
sicism of David. They were the outstanding exponents
of the Romantic Movement, turning from Greek and
Roman legends and history to contemporary events, s
well as to subjects of mediseval literature or oriental
life. They infused their pictures with a sense of greater
reality, with an enhanced liveliness, In their drawings,
the line employed by the Romantics appeared more
accidental, less wiry, and less clearly defined. The per-
son represented in our spirited drawing of a Negro
Soldier was probably Gericanlt’s model, Joseph (Plate
37), in an Egypnan costume. Gericavlt had many cos-
tumes, collected on his travels in North Africa. In
these he dressed his models. In the ight of such rech-
nicat mastery and such originality, for his time, in the
choice of subject matter, one wonders what he might
have produced had he lived beyond his early thirties.
Even sa the drawings, like the paintings and lithographs
of this first of the fiery spirits of the romantic revolu-
tion, show a vigor of execution which was new in
French art and pointed the way for succeeding genera-
tions in France.
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France COROGT
underbidder for the drawing 4t 4 ssle 1n London, bue
s it to the connnisseus-sehotar, Arthur M, Hind, who
added 1t to the vast treasure of the British Musewn.

Tuming now to the other and very dufferent Corot
dnawing, of superlative quality, the View of M{.
Soraste (Plate 60), which, if there were na other evi-
dence, offers triumphant proof of the master's aston-
hing capacity as an observer and a8 a draughtsman
of Tandscape; a5 sensinve as Claude to the effects of
Lght and bike Poussin, 2 master of design.

“Mr. Soracte, 2 imestone ridge rising majestically out
of the campagna north of Rome, has been 2 source of

inspitation to poets as well as painters. Byron describ~
g the Apennines wrote:—

Tse fooked on tda with 2 Tropn's eye,

Athos, Olympus, Aema, Atas, nade

These tills seem thungs of lesser digniey,

AL save the fone Soracte’s height, duplayed

Not now in snow, whuch asks the lyric Roman’s 2id
For our remembrance, and {rom out the phin
feaves Bihe 2 tong swept wWave about to break,
And on the curt hangs pausing

“Note the depth and vibrancy of stmosphere in our
draviag, o grandenr and sweep which wem from the
‘Great Traduton' of Woth poctry 3nd paintng-in its

breadth and organization and i s emphasis an the
noble 2spects of tature”






Framee COROT
underbidder for the drawng at a sale in Lonsion. but
lost it 1o the connoisseur-schalar, Arthur M. Hind, who
added 1t to the vast treasure of the Batish Museum,

Tuming 20w to the other and very dxﬁ‘ercnc Corot
dnawing, of superative quality, the View of Mf'
Soracte (Plate o), which, i there were 1o other evi-
dence, offers tumphant proof of the master’s aston-
ishing espacity as an observer and as a draughtsman
of Landscape; a5 sensitive as Claude to the effects of
Yghe and Like Pousain, 3 master of design. .

Mt Saracts, 2 lmestone ridge rising magestically out
of the campagna north of Rome, has been a source of

WMSpRanon to poets as well as pancers, Byros describ-
g the Apenmines wrote:~

Tre fooled on 1da with 3 Trojn's eye,

Athos, Olympus, Acma, Atlas, mude

These fulls seem things of {esser dignity,

Al save the Jone Soracte’s height, displayed

Not 102 10 snow, w hich atks the lync Roman’s 2id
For our remembrance, and from out the plain

Heaves bike 2 fong swept wave ahaut to break,
And on the curt bangs pausing

“Note the depth and vibrancy of atmosphere in our
drawing, 2 grandeur and swecp which stem from the
‘Geeat Tradudan' of both poetry and painting-in its

breadth and organization and in its emphasis on the
aubile aspects of nawure”
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DAUMIER

1808+ 1879

\We come next to another one of the master aruss
of the sincteenth century, one of the most personal of
French draughtsmen, the Alustrator and causae car-
toonist, Honort Daumicr, who srudied the work of
Michelangelo and Rembrandt. F

tom the former he
Yeamed construction of massve form, and from the
faer dramanc wtensity through the pictorial and
cmononat device of churoscuro. All this is triumphant
1y Mostrated m our forceful drawing of The Soup
(Plare 62), which tells its story so cleatly that no com-
mnt in mere words 15 necessary  Where else, i the
rincteenth century, will you find such convincing hu-
man realism? Nowhere else, and wndeed only, if we
100k back 10 Rembrandt 1n 3 pcture ke The Prodigal
Son (Plate 46), ot to Goya 1 2 drawing bke the Treo
Prisomers s lroms (Plate 65), do we find 2 similar
dramatic use of hight and shade to render emonon.
Daumier witnessed much of the acowiry of Ingres,
the clisic, 2nd that of Geneault, Delacrow and the
ather R He was p ity 2 porary
of the realist Courber and of the lynical unger, Coror,
Mancs passed from whe scene only 3 few years after
Daumicr's death. The tmpressionusts, and the Indwidu-
dnws-3egas and Cézanne—had drcady given the world
some of thar bot work when Daumier died,







France DAUMIER

DAUMIER

1808 ¢ 1879

We come next to another one of the master arusts
of the unereenth century, one of the most p:rs&}ml of
French dravghtsmen, the Mlustrator and caustic car~
toonist, Honoré Daumuer, who stadied the wark of
Michelangelo and Rembrandt. From the former he
teamed construcnion of massive form, and from the
laner dramatic nteasity through the pictorad aad
emononal device of chuaroscura. Al this is tiumphant-
Yy Mustrated n our forceful drawang of The Soup
(Plare 62), whuch tells 1s story so clearly that no com-
meos in mere words 1s necessaty. Where else, in the
nineteenth cenrury, »il you find such convineing -
man reahsm? Nowhere ¢lse, and wdeed oaly, if we
took back to Rembrandt in a pcrure ke The Prodigat

. Son {Plate 46), or to Goya m 3 drawing ke the Taso
Prisoners 1 lrons (Plate 65), do we find a similas
dramanc use of light and shade to render emotion.

Daumier witnessed much of the actwvity of Ingres,
the classic, and thas of Gencault, Delacroix and the
other R He deally 2

Wwas p P >4
of the realise Courber and of the lyrcal singer, Corot.
Manet passed from the scene only 2 few years after
Dsurmer’s death. The Impressionsts, and the Individa-
Aists-Degas and Cizanne—had already given the world
some of their best work when Davmuer died.
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THE POCKET BoOK oF Grest Drawings

MILLET
By« 3873

It is natural to tunk of Jean Frangass Aliller o5 2
painter devoted solely to the life of the stolid peasant
m the scenes of fus daily fabor 1n the field or in the
home An mumare, lughly mdwidualized Likeness such
as that of Mme. Sensier (Plate 61), probably done at
Barbizon in the early fifnes, makes it clear that he wis
also 2 nineteenth century pertraust whese method is
based on the great French tradition of sixteenth century
pencil and red chalk drawing, m @ combination of
force and subtlety, simphaty of techmaque and under-
standing of character, Mme. Senster 1s here character-
ized with dsunction in a drawing, that s impressive
in sts bulk. Note the dome-bike forehead and the curi
ously lively eyes, which give the face its special char~
acter. Duning the years of hus carly struggle Miller did
a series of postrait deawings, which he sold for a few
franes. After 1848 he only occasionally did this type of
work. In the presence of our notable picture one re~
grets that Millet's portranr drawings have largely dis-
appeared. Mme. Sensier was the wafe of the cntic,
tandlord, biographer and devoted admurer of Aller,



France DAUMIER
based on Rembrandt 15 quite his awn. 1 he had never
pusted, but had left us only his drawings and his
aquatints, with theie impassioned condemnauon of was,
ispired by the artack insogated by Bonaparte aganst
Clarles 1V of Spaw~they alone would afford prm_:f
that Goya, precussor of the Romannc movement int
France, was the greatest Spanish arust of the P‘}""{L
1t s 2 strange fact that he semained 3 court favorite in
spite of bis vitnobe sanre m lsmpoonag the vices qi
the court. We have digressed to speak of Goya, in
order to call atreation ro the nfivence of such wark
on Dawmer,

And now returming to Doumer Jet us stress the
pomt that no man was ever more “of his ume” than
Daumier. No man who ever hved was more of 2
transtator of We mto coowemporary, everyday terms
by means of mastetly drawing. Although the themes
for tus sanse are ly earthy and o
2518 The Soup {Plate 62, all that he depicts is rendered
in the grand sryle, everything 15 drawn, i an elemental
way, worthy of Rembrandt. Note w this drawing how
the swelling lines of varying width reveal, in magic
fashion, a Alichelangelesque sohdiry of form.

Daummier may be compared w the field of graphic
art to the novehst, Dickens They are both cuty men
who observe and record with rare nsight the daly
hfe, the varying emonons and acuvines of the every
dav man Daumer possesses the ascorushing ahiicy of
Dickers @0 wmake tos wdwiduals stand for vypes.
Daumier, however, pushes s ndicule of ‘bourgeois
saciets farther than Dickens Daurmier, the sanmst, ke
Dichens alen tampoons. contemporary sbuses in poli

10y
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DEGAS
1834 ¢ W9ty

My enthusiasm far Edgar Degas was shaved by my
friend, the fate connosseur-scholar, Henn Focitlon, 2
French wacher of renown in Pans, as well as at Vale
Unersity and 2t Harvard's Dumbarton Oaks, Wash-
mgron,

We agreed that f we could choose but ane example
3t would have o be the nopeccable drawing of Awzes
Hertel (Plate 63), 2 preparatory study for the pamtng
in the Havemeyer Bequest, a tressure of the Metro-
politan Museumn, New York, We tned to analyze ths
preference and found that & was due to the fact that
tus wistful drawing scemed 1o us to wlustrate per-
fectly the superb capaciry of Degas as a draughtsman;
the arbse’s viea imaginadon and viswalizanen of acraal-
ity; a wiumph of French taste, a “sensittabry” quite
absent 1n many of the finest drawings by Ingres. Here
Degas has depicted gesture with keen observanon, We
agreed that the master had always recorded gestuse
and movements which were the result of and reflected
fixed habus, d with p i and
the excruons charactemsne of tus vaned models—his
relauves and friends, ballet girls, shop gitls, laundesses,
jockeys or others We were baffied by the sngenwty of
an artst who, with such economy of means, could
veader AMute Hertel vath those qualies of Freach
<harm and repose which s:: thir sump of time, place,
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France DEGAS
win prepared pink papers of the Florentine fifteenth
centory. He hus not yet abandoned the pencil, but he
stzengthens the contowrs with 2 rich black crayon. It
can be debated whether 1t was falng sight~caused ‘by
the injury to B cyes from night sentry duty during
the war of 1870 and the Commune~or whether it Was
the narural development of his style which led him
gradually to sbandon pencil on white paper in favor
of crayon and then pastel. With these he drew larger,
fuller forms, freer contours, 2nd more diverse move~
e,

Royal Castissoz, unnt his death 3 few years ago, was

the beloved art crtic of the New York Herald Trib-
une, 3 bfelong student of drawings and 4 passionate
callector of reproductions. He repeatedly painted out
that in tus opinion Degas was, ke Ingres, 2 mirsculous
craftsman, with a passion for tectitade of drawing, He
was Tight 1 thinfang that this passion for “rectitude of
drawing” was the thing above all others that explained
Degas' devorion to the old masters.

Degas, 25 4 pracusing artst, haunted the museurms
and i tus dsavnngs pad tobute to the grese Plotene
tnes and other masters of the past. He reverendy
capied wany of the old masters—Mantegaa, Holbeia,
the Clouets and many others—and thus emphasized his
respect for good precedent, This accounts for the
dignicy of his representations no matter how common.
place or tven vulgar tus moddls happen to be in the
course of tus carecr. We should learn from his ex-
ample that great onginality may go tand in hand wirh
2 profound respect for tradidon, We ought also 1o
ponder the_fact that vo ‘k‘\:?vcry end of 1S Yong and



THE POCKET BOOK 0F Great Drawings

station and nattonality upon the siteer, If you will Jook
at the reproduction (Plate 63) a littde more closely you
will observe that Degas merely mdicated the pose of
her body. His anention 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 drawan hand. This drawing, made in
1865, shows clearly Degas’ debt to Ingres, a master for
whom he had during the whole course of his life the
deepest admuration. Degas studied Ingres' portrait
drawings with concentration, and also collected thenh
as he did those of Delacrowx, Coror and other masters. *
In his hand, however, the pencil, as you ebserve, had
more freedom and moved with easier rhythms than
in the hand of Ingres. Moreover, the intelligence that
guided it was more subtle, more probing and more
original, 50 that Degas® drawings show a greater vas
tiety and suppleness of pose, 2 more immediate and
personal interpretation of character. In contrast to
Ingres' contained and solid people, Degas’ are pre-
sented with an informality which, because of the per-
fece balance of his taste and judgement, in no way
detracts from their distinction bur reveals characters
of more pulsating Lfe.

In the Ballet Dancer (Plate 63) Degas has again de-
picted gesture with remarkable skill. The drawing is 2
study for 3 figuse in the background of the Rebearsdl
for Balles on the Stage, of which there are two versions
in the Metropolitan Museums, New York. Technically
the drawing is doubly interesting. Degas had already,
by 1872, adopted the use of colared papers, in this
particular case not dissxmxhr‘m tone and teafure 1o c%



France DEGAS
tain prepared pink papers of the Florentine fifteenth
cmn?ry.pﬂa h‘;s not y‘:: abandoned the pencal, but he
strengthens the contows with 2 gich Black ecrayon. It
£an be debated whether it was failing sight—caused by
the mjury to tus eyes from wight sentry doty dynng
the war of 1870 and the Commune—or whethes it was
the natural development of his style which }er} him
gradually to shandon pencit e white paper in favor
of crayon and then pastel. Wich these he drew larger,
fuller forms, freer contours, and smore diverse move-
mens.

Royal Cartissaz, uant tus death a few years ago, was
che beloved art enne of the New York Herald :l‘nbv
e, 3 bfelong student of drawings and 2 passionate
collestor of reproductions. He repeatedly poi.nted out
that In Jus opinian Degas was, hke Ingres, a miraculous
crafsman, with 2 passion for rectitude of drawing. He
s tight n thurking that fis passion for “recrimede of
drawing” was the thung sbave 4l orhers that explained
Degas' devonon to the old masters.

Degas, a5 2 practising artist, haunted the museams
and in Wus drawings paid wbute to the great Florens
tines and other masters of the past. He reverentdy
copied many of the old masters—Alaategna, Holbem,
the Clouers and maay others—and thus emphasized hs
respect for good precedent. This agceuats for the
digrucy of tus representanons no matter how commone
place or even vulgar his models happen 1o be in the
course of tus career. We should learn from his ex-
ample that great originality may go hand in hand with
2 profound tespect for tsadition, We ought alsa to
vonder the fact that o the very end of his long and
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THE Pocgpq Book 4, Grear Drayy

indu.mious life he continueq, i, the field of art, to |
3 tolerang, OPen-mindeq and undcrsmnding collectc
of works Produceg by those late Mineteentt, an
twentiesh Century, artises, selection of whose draw.
i id space Permip, ought 1o p, includeq in any
8roup of Grear Drawings.

Ishay Hever forger the scene When the heirs of Degas

Saw fir jn Orable 5 OF 1918, 2 yegr after

the Master's g th, to dispoge f, at an 2uction which I

attended, 85, drawingg and lithograpps

that yere left in his € session of the sale a5
n,

n b
Fogg drawings, here Teprodyce, W Were among those
thar Came yp for saJe, The auctron Toom g filled with
French ofEcers, men op !eave. and ageneg of the Gov-
suc )

Stment, by their Presence, 5, h 3 tme, testi-
fied o their Passionape interes in ey bid op
Pictures apq Tawings 4, e whey the fare of their
nation ypae at stake, g the one could hear

e 8uns in p, Whe, few People

aris, ry
t Americap troops haq Won their firgy real
Success of ¢he war ap Ch.itcau-Tiucrry.
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