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Alison Wright

“hen the first, and last, exhibirion to take
the title ‘Nameless was held in London
in 1921 irwas écsignsd as a vehicle for
exhibiting the works of contemporary British artists
under the aegis of the painter, critic and art
historian Roger Fry. Initially hanging the picrures
withour reference ro their makers, che stated aim of
this anonymity was to ‘dispel prejudices” when
judging works from rival pictorial traditions. But for
those already familiar with the artists, the affect
would also have been to tease their powers of
identification or azrribution and try their
knowledge ~ whatis commonly referred to as
connoisscurship.! Towards the end of the
exhibition the contributors’ names were finally
unmasked to general satisfaction and, perhaps,
occasional surprise. The display of carly works of the
Renaissance, as in the present exhibition, where all
the names inscribed on the drawings are collectors’
surinises, tends to provoke a flurry of aceributions
behind Print Room doors or in the press. Bur the
current dispiay neither CXPECES NOT invites such
unmasking. Instead, the aim is to allow their
anonvinity to be, for the space of their exhibition at
least, a virtue in juself Identity, even authority ~ a
word that suggests anthorship is everything - does
not depend only on a name bur on the character,
purposefulness and quality of whar is being
communicated. The drawings chosen here, made in
an cra when, with few exception, painters, sculprors
and designers were unknown beyond their own
ciries, have been gathered precisely because they
have distiner, varied and cloguent ways cthspc;ﬂ«:ing
to present day viewers even in the absence of

recognized authors.

Drawings, as objects that preserve the movements of
aspecific hand and with it, as Leonardo da Vinai

- 4 - ¥ - & u
put it, the ‘movements of the mind) retain a kind of
personality and intendonalicy that is quire
distincrive to them as works of are. The pen or chalk
is capable of inscribing an authorial presence as
distincely as a signature, but o look ar drawings

simply for that signature’ can be to overlook or

undervalue all the other forms of engagement
drawings excite both through their own particular
lite and their witness to their age. With a name
preceding the act of viewing we are predisposed to
understand the drawings in a context thar alwavs-
already delimits it. Such presuppositions are not
always easy to L;Li&;ltiﬁ,-‘ bur might include an
awareness of a broader artistic pcrsoﬂality aircaéy
rated as great or micﬁ{ic:wmnl@:éng, dimiy remembered
anecdotes of an artist’s life, or simply the comlorting
sense of the work having a known place within a ser
of other works by the same person (an ceuvre).

The appreciation of ‘nameless’ drawings is nota
traditional feature of Renaissance scholarship.
Indeed in an essav on the connoisseurship of
drawings, the admired Print Room expert John
Gere described an unartributed sheer as 2 work
‘degraded ro the level ofan objet tronvd’> The
implications of the unactributed drawing as ‘found
object” are damning indeed: implicidy no longera
‘work’ at all, the drawing becomes a thing picked up
by chance, lacking any context and, therefore, the
greater part of its meaning. While Gere concedes
that unateribured drawings may still be beautiful
and thercfore give pleasure, the specificity of a place
of origin, namely an artist’s workshop and, with it,
the possibility of a place within an ardist’s career is,
for him, whar offers the real satisfaction. It is true
that assigning the pen and brush drawing of St.
Sebastian, cat. no. 8, to the grear Venetian painter
Giovanni Bellini - a name first proposed in the.
19205 bur often questioned - gives it a more specific
historical dimension and a new aura.” Bur the
drawing of the naked youth, arrested poignandy
between an ideal corporeal and spiricual state and
unutzered mental suffering is powerful and telling
even without this sceure authorship, More
importantly perhaps, dismissal of the nameless
effectively denies works wichour atcriburion a place
both in scholarship and in public view. The larter is
a particular risk in an era, such as our own, that
muakes a fetish of celebrivy, and in which the
nameless is not only assumed unworthy of




exhibition but prejudged to be unpopular.

In face drawings withour attribution are far from
free-floaring ‘found objects’; they bring with them
not only a personalicy but a context of time and
place. Indeed art historians may speal, in the case of
the St. Sebastian drawing for example, of a work of
the ‘Venetian school, late 15¢h ceneury’, by drawing
comparison wich other drawings and cross-
referencing to facrors both internal and exrernal to
the drawing itself: the particular treatment of the
subject, the handling of picrorial effects and
similarities to surviving Venetian paintings. While
the *Venerian School’ is neither a place nor an
institution, this convenient art historical raxonomy
{from zassein, to give order) has the distince
advantage of emphasizing regional differences in
seyle and approach and not simply personal ones,
The *School’is a
conventional
pigeon-hole or label
for a print room
box containing
unattributed
drawings, bur the
idea that it is based
on is historically
revealing; namely
chat arcists from
different Iralian, or
other European
cities adopred
distincrive ways of
drawing and
making thar are
linked to their place
of training and the
priorities of their
clientéle in those
centers. Thus, for
example, the
practice of making
highly finished
portraits at bust
lengch using black
chalk, of the type of
cat. no. 10 is

entirely

Anonymous, 8. Sebastian,
18.6 x 3.8cm, ©The Trustees of
the British Museum

characteristic of the
art of north castern

Iraly, and
especially
Venice, from the
later fifteenth-
century
onwards. The
existence of
many drawings
in this category
suggests both
the culeivation
of a distincrive
regional skill
and a specific
expectation on
the part of

Anonymous, Portrait c{mwiﬁg of.
miar, 39.9 x31.5 cm,
©The Trustees of the British Muscu

sitters who, on
occasion, would
be happy to have a drawn likeness rather ehan a
more expensive and timc-consuming painted one.

In a world in which both the power to name and
having a name are still ultimate assurances of
recognirion, as they were in the Renaissance, che
place of the person or work without a name is
always provisional, uncomforeable and awkward.
There is no positive word to describe noc havinga
name; anonymity is defined linguistically and
therefore conceprually, only in terms of a lack.
Importantly, beyond the poine of their production
most of the various custodians of drawings, whethe
collectors, curators or dealers are personally,
cconomically or institutionally invested in assignin
authors to drawings. For a whole variety of reasons
curatorial, professional, popular and commercial,
many art historians have continued ro do the work
of Renaissance writers on art, even while using an
expanded ser of critical and rechnical tools and
different methodological assumptions.

The urge co arrach personal names to works of art it
a fundamenral one in western culure: it stands at
the very beginnings of art hiseory in the fifteenth
and sixteenth centuries and remains siructural o
the worlds of collecting, the art market and che
gallery in the present, Finding a name is perhaps
especially irresistible in the field of drawings where
the paper seems to bear, misleadingly perhaps (sec
for example, cat. no. 15), such a direct, unmediated



and intimate trace of an individual mind. As John
Berger puts it ‘in froat of a painting or a statue he
[the spectaror, assumed to be male] tends to identify
himself with the subject, to interpret the images for
their own sake; in front of a dmwing he idenrifies
himself witch the artist, using the image to gain the
conscious experience of seeing as though through
the artist’s own eves.* Whereas a great many
Renaissance paintings and sculprures, even by
painters or all-rounders as revered as Raphael or
Leonardo, were produced over years and asually puc
rogether collaboratively in workshops, drawings of
the same period are hardly ever a team efforr.
Objects produced to commission or acquired from
workshops were generally designed to produce the
effect of a single author (more justifiably assumed to
be male than Berger’s spectator), making any
collaborators dclibcmtcly invisible. But dra\\'ings
have the quality of authorship by defaule.

For this reason Renaissance drawings, though

Giorgio Vasari, Le Vite de’ pite eccellenti pittori, scultors, ¢
architersori 1l 1, Frontispicce
&'The Trustees of the Bricish Muoseum

virtually never named by their makers, for whom
their value was provisional, have been - and are -
frequencly used to help construct and authenticare a
body of work attached to a named artist. For the
period addressed in this exhibition (c. 1400-1580),
a pcriod in which rclativcly few works of are were
recorded in documents, drawings may be one of the
few ways of accessing the appearance of lost or
planned works and of rounding our the careers of
artists by whom few works either survive or have
been identified. The Florentine arrise Giorgio Vasart,
who in his Lives of the Most Excellent Painters,
Sculptors and Archirects {1550, expanded 1 568)
wrote what can be truly described as a fiest history
of art, used drawings in just chis way. In his life of
the painter, sculptor and goldsmith Antonio del
Pollainolo he refers to a design he owned for an
equestrian statue showing the Duke of Milan ‘the
which design is in our Book in two forms?’ The two
sheets, which he then goes on to describe (and which
still survive, see ilfustration p. 7}, bore testimony to a
work that, for some reason, had never been carried
through.® More importanty Vasari also saw
drawings as testaments, or even memorials, to artises
and to artistic achievement. His collection was
therefore a close complement to his biographies of
artists.” Drawings had to come with names. Thus he
claims, unreliably as it turns ou, to own drawings by
the great Giotto, founder of modern Florentine
painting, sheets that he describes reverently as
‘relics’ of the master’s hand and superior to other
Contemporary drawings in his book. Some of his
IMost prizcd possessions were cvidcntly those
drawings that were found in Florence afeer the death
of his great hero Michelangelo and that he placed in
his book where they testified to the ‘greatness of his
inborn talent’®

Modern viewers might be surprised at how willing
Vasari was to trim, shape and otherwise tidy up his
drawing sheets, bur such interventions were at one
with his tendency to respond ro single drawings as
works of art. By providing claborate mounts for
single sheets and muldple drawings he gave the
works a new aeschetic coherence. Most importantly
for his new history of great painters, sculprors and
architects, Vasart also grouped them in terms of
stylistic handling or ‘maaniera” and aseribed cach
page a name. This was far from a neutral act of




identification but gave order and assigned value in a
way that allowed the collecrion to show how
drawings were themselves worehy objects of
atenrion or study. Good drawings were, like
finished works of art, the acts of great men and
revealed their innace talent (7ugegno) even when
they were preparatory to some more monumental
work. In the present exhibition, the most
spectacular example of a sixteench-century mount
given to a fifreenth-century drawing is that
surrounding catalogue no. 4. The falcon devices and
mottos in the lower corners reveal the idencity of
the early collecror, the Florentine antiquarian
Niccolo Gaddi who was Vasari’s contemporary. But
for Gaddi the mount also recognised the very
complete character of the drawing, which is made
on a durable vellum, as opposed to paper, support.
By providing a richly ornamental paper frame with a
(once empty) ‘cartouche’ on the lower border,
inviting an attribution, he gave the work the look of
a devorional painting,

While Vasari is in great part responsible for the
notion that understanding art involves assigning

names, he has much to tell us about the ways in
which drawings were used and valued in his rimes.
Drawings and prints were, for him, the purest
manifestations of good ‘disegna’, a word that, at its

Antonio Pollaiuolo, Design for as equesirian statue, Pen
and brown ink with brown wash, background datkened with
brown ink, 208 x 220 mm, Inv. N, 1908:168 7, Staatliche
Graphische Sammlung Minchen

broadest, encompassed the whole purposive act of
conceprualizing and carrying out a work (imagc,
object or building ), a work that would be both
inerinsically beautiful and subject to rarional
analysis. Drawings indced showed up good drsegno
in a way that paintings with their funcrional
requirements and other contingent or subjective
facrors such as colour, could not. They were also
means to ends and bore the marks of struggle,
experimentation and, perhaps, failure. A number of
carly sources record Michelangelo having burned
many of his drawings, sketches and large
Preparacory carroons for paintings, pcrhaps o
conceal the batde to achieve artistic perfection to
which they restified.® By this measure, drawings
were exposing. They mighe reveal an author, a trace
of the self, but they could also reveal weaknesses of
conception or vision. As the Florentine humanist
Leon Bactista Alberti argued already in his 1430s
vreatise On Painting, drawings and paintings should
be made large so that any flaws would be broughe o
light and not concealed as they might be in a small-
scale work where difficulties could be easily fudged.”
Seen as responses to particular, FCCUTTent areistic
tasks and as a place of problem solving, drawings
might ideally be preserved for many years in artists’
workshops. Indeed, contrary to Michelangelo’s
introverted, protective artitude, drawings were more
frequently seen as having collective value and they
were preserved and exchanged by fellow artists to
use as models, sometimes over generations. They
were also themselves copied and, of course, used to
make copies, close or free, of other artises” finished
works, functioning as aides-memoire and in
learning. I would argue that this was, in fact, the
function of the sheer with a bartle and a court scene
cat. no. 3. The dependence upon a model with its own
style and, in this case, apparently also imitaring an
carlier artist, obviously complicares the process of
atrriburing che drawing considerably. Given chat the
ability to draw like another, older and more marure
master was required ac che earlier stages of
Renaissance workshop training and could also be a
marketable asset, it can also be misleading to
connect the particular stylistic mannerisms of a
drawing with the intrinsic personaliey of the
draughtsman. The fascination of the northern
Izalian sheer wich two naked men in combar, car.
no. 7, rests partly on the fact that both subject and



trearment deliberately ape thar of another master,
the aforementioned Pollaiuolo. The Florenrine
artist’s work on battle themes in an antique seyle was
probably known to the designer only ar second
hand through a copy drawing. Thus the choice of
approach here came, 1o a large degree, with its
specialised subject. The idea of the object of study
being an important factor in considering how a
drawing might point beyond its maker is raised in
an acute way by portrait drawings, such as car. no.
10, where signs of style may be suppressed in order
berter to ‘reveal’ che physical or psychological
identiry of their subject.

The Adoration drawing (cat. no. 4) referred ro above
bears a larer identification in the right hand corner
and repeated in the frame, acrributing the work to
the later fifteenth-century painter Domenico
Ghirlandaio. This attribution is no longer sustained,
and in fact relatively few of the artributions ascribed
to Iralian fourceenth- and fifteenth-cencury
drawings by Vasari or his contemporaries have
remained unconeested. It is seriking that, because of
the practice of mounting and the use of a paper
support, Renaissance drawings frequently bear a
whole archacology of ateributions and counter-
atcribucions inscribed upon them by collecrors and
agents down the centuries. Over time, this naming
process may have become more refined in some
respects than Vasari’s, and may even respond to new
information, but it is more often based on,
inevitably subjective, responses to visual ‘evidence’
This evidence is hardly different in kind to thar used
by Vasari. Morcover, when addressing a period of
widespread and often accomplished copying such as
the Renaissance, ateributions of more highly
finished drawings like the Adoration can rarely be
set in stone,

But drawings in the anonymous category have a
turther instabiliey; they are porentially always in
search of a name, awaiting some kind of setclement,
promotion or relegation. They are a challenge or
even an ifritant to connoisseurship. In the process of
organizing this exhibition one of the drawings, cat.
no. 15 - a curious ‘anamorphic’ drawing showing a
leaping hybrid horse driven on by a frenzied rider -
found an attribution. The case has some typical
features of the connoisseurial process, as well as
some typical outcomes. As a category ofdmwing in
a ‘strecched’ perspective there is lictle with which che
mounted figure can be compared from this period,
so in order to think about the possible purposc of
the drawing che field had to be expanded to look at
other drawings of similar subject, especially chose
associated with battle (cf cat. no. 3) or other
equestrian heroics. It was in this comparative
process that a number of works of similar subject
emerged, one might even say leaped out, from the
illustrated published caralogues of drawings
collections, a remarkable resource not available to
carly connoisseurship. Not only were the subjects
similar, but the distinctively brash and furious
penmanship of the Courrauld Gallery drawing
looked unavoidably comparable to several large-
scale pen drawings by the Genoese sixteenth-
century painter Luca Cambiaso. Thac this
connection had not been made before probably
relares to the anamorphic form, the self-disguise as
it were, of the drawing: only when viewed from a
radically oblique angle does the representation
become properly legible and with ir, the ‘manner” if
not necessarily the hand, of Cambiaso,

Visitors to this exhibition can choose to ignore the
special viewpoint and, still more legitimately, the

general ateribution that is invited by it: the drawing

Derail of cat. no. 4, Adoration of the Christ Child, base of the paper mount©The Trustees of the Bricish Museum
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can remain ‘nameless. Nonetheless, once aceribured,
the drawing will doubtless have a different presence,
even simply as a work whose identification other are
historians may want to dispure. In Shakespeare’s late
Renaissance play, Remeo and fulier, Julict famously
protests in her innocent fruseration, ‘thar which we
call a rose, by any other name would smell as sweet’
Why should Romieo be debarred her simply because
he is &« Montague, from an enemy clan? We might
answer her that the rose by a different name mighr
indeed smell sweet bu, since given knowledge colours
perception, it would not smell exactly the same. Ina
period and society in which both a family name and a
gc(;d name {reputation) could be mareers of life and
death, the assignment of a name was enormously

significant. Ir also signified, with rather less Urgency,
the authority of cognoscensi such as Giorgio Vasari,
The ability to atoribure is also an important sign of the
authority of Jatterday collectors, curators and
connoisseurs, But names are not essential to the
enjoyment of drawings nor to the lessons they can
reach us. Indeed it may sometimes produce a short
circuit of comprehension, inhibiting the viewer’s own
judgement and closing further avenues of perception
and thought. It is the contention of this exhibition
that nameless drawings can smell, differenty, sweer,

Alison Wright is Reader it Italian Art ¢, 1300-1550
in the Department of History of Avt, University
College London






1. The Virgin Mary and two Holy
Women

British Muscum 1909,0109.1, Popham and Pouncey
cat. no. 282

Metalpoint with white highlighting, largely oxidized,
on lilac prepared paper (patched at top left).
16.2emx12.5cm

Select bibliography: Catalogne of Drawings
exhibited.. . Messis, Obach, Nov/Dec 1908, no, 29;
Suida, 1909/10, I, no. I; British Museum Greide,
1912, no.1; Stix and Frohlich-Bum, 1926, p. 1, under
cat, no. 1; Popham and Pouncey, 1950, 1, pp. 179-
180; Magagnato, 1958, p.51; Ragghianti, 1987, p.
113, fig. 220; Birke and Kertész, 1997, 1V, under
24022, p. 2308; Karer, 2002, p.155, illustrated p. 154

When this drawing was made, probably in the carly
fifreenth century, it would have been the huddle of
three holy women that would have been quickly
recognizable, racher than the hand of the artist.
Together the mourners appeared at the foot of the
cross in expanded narrative depictions of Christ’s
Crucifixion. At the centre the Virgin Mary, falling to
one side, still dominares the composidon by her
stature. She is buttressed by two sainted women,
sometimes identified with two other Marys
mentioned in the Gospels as followers of Christ. Asa
rrio they form a motif of compassion, intended to
show the ‘co-suffering” of the Virgin with her son, a
theme chat itself became a rich subject for devorion by
the later Middle Ages.! Mary, as mother of the
Crucified Christ, is so wracked with anguish that she
faints in a kind of death-like sympachy with him, The
flanking women, meanwhile, present another example
of sympathetic feeling by arrempring to sustain her In
this drawing, the appeal to the devour viewers own
fellow feeling is emphasized by the expression of
sorrow that the left hand woman tums tewards us,
with somewhat neckless discomfort, Her lament is
echoed back by the woman in profile, demonstrating
their pious assumption of the Virgin’s pain, The group
is highly orcheserated in formal terms, too. The three
ovoid heads, backed by extended haloes, are tucked in
next to one another at a variery of angles above the
larger unifying oval deseribed by their heavily draped
and clongared bodies. A pair of drooping hands is
aligned cenerally in an arrangement of mimetic
lifelessness. The figures appear welded rogether by a

in the borders of the drapery is a typical late Gothic

continuous curtain of drapery, so that the three bodies
may be read in terms of the sweeping and controlled
play of looping or cascading folds. Though the upper
bodies and arms give a diagonal emphasis, the effect
rermains stable, even graceful. These same visual
characreristics serve thematically to suggest heavy
weeping so that the whole becomes a kind of
meditation on grief. Seen in these terms, the group
provides a visual equivalent to the famously emotive
‘Lamentation of the Blessed Virgin, a medieval
devotional poem in which the Virgin gives instruction
on the heartfelt sorrow appropriate to Christ’s
suf{e:ring.

The drawing is executed with the sofiness and
precision of metalpoint - a stylus that leaves an
indelible line only on specially prepared paper -
producing a suitably mournful combination of subtle
grevs against a lilac ground. White highlighting,
which has mostly oxidized to black, would originally

have offered a stronger sense of projection, but its See s
faded pallor is retained only around the central hands. rextual

Neither the origins nor date of this drawing have
proved casy to pinpoint. Though the partern-making

cffect, and the fashion in the head gear of the right
hand figure would also suggest a date in the lare
fourreenth or carly fifteenth century, the distinctive
oval forms in che drapery over the shoulders, or where
it presses against the lower legs, is hard ro match in
any of the regions o which this drawing has been
relared — Umbria or the Marches, the north east of
ltaly and more recentdy Lombardy.” Curiously a pen
and ink drawing of the same group - more spacially
ambitious bur withour the same decorative logic -
survives in Vienna. Bueas thar hesitant drawing is
surely not an ‘original’ invention eicher, it leaves the
status of the British Muscum sheet just as uncertain.
Perhaps both are copies, in very different spirits, of a
lost model.

16
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2. Group of six figures in devotional
poses

Verso: [ The lower half of a seated, draped
figure |

British Museun: 1860,0616.52, Popham and
Pouncey cat. no. 271

Pen and brown ink on cream paper.

149x 17 cm

Select bibliography: Ottley, 1823, p. 8; Berenson,
1938, I1, no. 2736A, p. 353; Popham and Pouncey,
1950, I, pp. 171-2; Grassi, 1956, p. 60; Grassi, 1961,
no. 4, p. 127; Degenhart and Schmitr, 1968, 1-2, no.
193, I-4, pl. 215a-b; Wood, 2003, p. 111, fig. 7.29.

This lively double row of clegant figures in attitudes of
devotion was, like cat. no. 1, another set picce for
religious painters of the fate fourteenth or carly
fifteenth century, Even with the object of their gaze
missing from the sheet, it is obvious from the postures
of prayer, humility and self-dedication {(hands crossed
or held to the breast) that they stand in the presence
of the sacred. Ordered files of overlapping hgures like
chese, studies of variety wichin uniformity, are most
cormmon in paintings of the heavenly court and
especially in depictions of the Coronation of the
Virgin, which was usually shown taking place in the
presence of the saints in heaven, Though the figure to
the far right apparently holds a palm of martyrdom
before her right shoulder, none of the azrendants have
haloes. Unless these have been omitted by chanee, it
seems more likely thar we are looking at a selection of
the Christian Blessed, saved souls who are enjoying a
vision of che godhead at the end of time. In the early
nineteenth-century (when the sheer had already been
in England for two hundred years), William Young
Ovteley optimistically ascribed this drawing to the
great Florentine narrative painter Giotto and it may be
that he had in mind the famous Last Judgement fresco
painted by Giotto in Padua. In this, the Elect from all
walks of life are arrayed in grateful reverence at the
right hand of Christ. While our drawing is certainly
fater than this - perhaps by as much as a century o
judge by the drapery style with its beautiful, looping
folds - it is rypical of Giotto’s tradition and of
Florentine painting in general. This tradiden is
revealed above all in 1 keen sense for the bodily
volume of figures, brought to form by the use of

consistent pen shading so that they appear illuminated
from a single source. Interestingly here, thar light
source is not from the right - s we might expect given
the subject - but from above and behind so that the
figures gain in relief while their faces are underplaved.
The handling of the pen, like the figures it describes, is
notably controlled; icis also confident, reminiscent in
this respect of the rapid, simplified underdrawings
called sinopie that underlay Florentine fresco paintings
in the late medieval period and early Renaissance. The
draughtsman, practiced from a young age in the use of
pen and ink, which does not allow for changes of
mind, knows his medium and how to manipulare it.
The ink has been allowed to pool for the darkest
accents or, with the quill tifted to its narrowest,
produce long parallel fines thar fade into the areas of
highlight. The most finished figures are those in the
foreground while others, subsequently added in
behind, are in varying stages of completion. But there
was clearly no need to rake chem furcher, The
straightforward composition offers few difficulties
and it is likely that, subsequent to this rapid group
essay, the artist would have gone on to more derailed
studies of areas like the heads, which present more
complex problems. The anonymity of this drawing sits
fictingly wich that of the Blessed. While clearly
retaining their social identities L'hcy are now bcyond
individualiry, reduced to eype: two older women with
veiled heads, younger girls behind with [oose hair
uncovered, one with a diadem, and to the rear a crop-
headed figure, with jaunter drapery - surely a
nobleman rather than another woman as is usually

assumed. The devotional gaze, that reduces these holy
artendants to profiles, points beyond itself and was
intended as an invitation for a painting’s beholders to
follow suit by turning their eyes and minds to God. In
this small drawing we are [eft ro gaze, with a quite
different intentness, at these heavenly courtiers who
find their fulfillment in a state of crernal looking on.

18
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3. Barttle Scene, probably representing
the battle between Romans and the
troops of Emperor Barbarossa before
Rome

Verso: Scene of supplication, probably
Otto interceding for peace with Venice
before his father, the Emperor
Barbarossa

Brirish Museum SL,5226.57, Popham and Pouncey
cat. no. 299

Pen and brown ink over traces of black chalk on
paper tinted pink from the recto.

Watermark of a pair of pincers

27.1x 183 cm

Inscribed at botrom edge of recro in 16th-century
Flemish or German hand ‘Hiipsh Merte’ perhaps for
‘Hitbsch Martin’ (Martin Schongauer, a 15th-
century German artist)

Select bibliography: Colvin,1884(1} p. 338 . and
1884(2), p. 282; Miintz, 1897, pp. 69-72; Hill,
1905, pp. 32, 33-34, 241; van Marle, VIIL, 1927, pp.
68-70, 72 and fig. 38, Pudelko, 1934, pp. 254 and
256-7, fig. 22; Degenhart, 1945, pp. 26,27, 51 and
71 fand 51 figs. 23 and 22; Popham, 1945, p. 130;
Popham and Pouncey, 1950, no. 299, pp. 189-90;
Mellini, 1965, p. 80; Pignarti, 1971, pp. 91-217;
Paccagnini, 1973, p.138, p. 161; Degenhart and
Schmitt, 1980, II-1, pp. 117-24 and II-3, cats. G647 -
649; Wolters, 1983, 168-9; Fortini Brown, 1988, p.
41 Caralogue 1V.2; Humfrey, 1989, p. 301 and p.
336 note 16, p. 335, note 5; De Marchi, 1992, p. 64,
p.-94n.123 and p. 95 n. 151; Cordellier et al, 1996.
esp. cat. no. 3, pp. 35-40; Skerl Del Conte, 1998, pp.
47-71 at pp. 47-52; Richards 2000, pp. 41-2.

The lively study of chivalric combat on the recro of
this sheer is surprisingly neatly drawn fora bartle
scene, Despite the multicude and difficuley of the
figures, there are hardly any corrections in the pen
lines, which follow a barely visible underdrawing. This
strongly suggests the draughtsman was following an
existing composition with care, probably a painting,
rather than working in an exploratory way from
scratch. What he records is not only the complexity of
the horse and rider groups but also something of u
paincing’s ronal values with the various groups

standing out in reliefagainst a darker ground. Only to
the lower right has the drawing faded. Whar survives
on this slightly erimmed sheer arc four clear groups
rhar demonstrare how even a bartle can submit to an
intelligent compositional logic. The first - along the
rop edge, but seen slightdy from above - is 2 head- to-
head clash of ranked horsemen wielding lances, They
are led from the left by 2 helmered figure with an cagle
crest bearing a sword and ridinga caparisoned charger.
At the centre, a looser grouping of slightly larger
horsemen features a prancing lancer who has
overcome a fallen knighe, while another leaps away
from the viewer. These three establish the spatial
dynamics of the central field through a series of
viewpoints that produce an effect of depth. The two
smaller groups in close combat to the botrom lefr and
right include foot soldiers seen in birds-eye view. The
overal] effect of these groupings is to draw the eye
around the battleficld following the varicties of visual
interest, withour producing a strict sense of
continuous space or & comp(}sitionzti centre, The army
from the left appears to have brought the fight to the
enemy camp under the acgis of the eagle, symbol of
the Holy Roman Empire. The careering rider by the
upper tent, whose horse has collapsed, and the
dramatically contorted knight who falls backwards
rowards the viewer, ook like augurs of the
encampment’s defeat. With a flexible pen line, the
draughtsman admiringly records the lunging, hacking
and rumbling poses and the foreshortened and
beauriful curves of the great-necked warhorses.

The pictorial challenge of the composition on the
reverse of the sheet is alcogether different, representing
both a strongly centralized spatial and social order.
Here the draughtsman records just one halfofa
symmetrical architectural scructure, saving rime since
the right half would mirror whart is already drawn.
Taking place beneath its Gothic framingarchesisa
court scene with a ricual of submission and audience.
The elaborare sculprural decorarion of the skyline (so
like those used by the painter Pisanello in the
Veronese Brenzoni monument, 1426) recalls that of
the medieval palace of the Doge in Venice. But the
repeated motif of the impertal eagle in the finials sees
the story in a different time and place. The centralized
perspective construction of the pavement and
parapers of the foreground explicitly accommodare
the viewer as if, like the reverencing courtiers who
have bared their heads, he or she is a participant

in the ricual approach o the enthroned emperor. The



Recto



ruler raises his left hand in a gesture of speech or
acknowledgement while, to the right, a cowled deric
eurns back rowards two kaighrs, one holding a faleon.
Playfully undermining the solemnity of the scene,
while fully underwriting its chivalric message, a trio of
dogs (symbols of faithfulness) teasc one another in
the foreground.

For an anonymous drawing, this a very well known
and frequently cited work — it one thar has been
scarcely analysed. Such exposure las more to do with
what the double-sided sheet depicts than with who
made it, though these two questions are not fully
separable. Although there is no consensus as to who
authored the original scenes of battle and andience
that are shown on either side of the sheeg, it is
generally agreed thae these drawings are made after
two of the famous stories of the life of the twelfth-
century Doge of Venice Alexander I - shown in
some 22 ficlds ~ that were painted in che Hall of che
Grear Council in the Doge’s Palace in Venice. Their
subjecrs, recorded before their destruction by fire in
the late fifteenth century, included the Battde berween
the troops of the Holy Roman Emperor Frederick
Barbarossa and the Romans by Porta S. Angelo, and
Otro, son of Barbarossa, interceding for peace with
Venice before his father. The lost murals were painted
in ewo periods, the first in the 1360s, afrer which the
scenes were badly damaged by fire, and the second
from 1409. This second campaign, undertaken by the
young Pisanello {now best known for his surviving
batele scenes in Mantua) and another grear narrative

painter Genrile da Fabriano, was largely onc of
restoration and completion. It has been argued that
the costumes worn by the figures in combar and at
court belong to the carlier period, though in facr the
pointed helmets were worn into the early fiftcenth
century and the helmets with sweeping neck defenses
are not, presently, known before 1410." Cerrainly the
complexity of the poses assumed by both horses and
figures is far more sophisticated than even the most
ambitious fate Trecento murals, such as those of the
Veronese painter Alrichiero. I would argue {along
wich van Marle, Degenhart, Paccagnini and P%gna{ti)
thar the scenes copied by the draughesman, perhaps in
the carly to mid 1400s, represent the post 1409 re-
working of the damaged scenes that had first been
execured by Guarienzo and his workshop.” In this
reworking, the brilliant young Pisanello adoprs only
in pare the fashions of the revered works he was asked
to restore and complete, and took the opporrunity to
display his unmarched understanding of the drama of
the foreshortened figure. When the Paduan doctor
Michele Savonarofa of Padua, writing in the 1440s,
saw the still intacr paintings in Venice he recorded
that the “appearance of the figures and the
representations of so many painted barrles are so
much admired, that no one wishes ro feave”™ Our
draughtsman was surely among these caprivared
admirers. It is perhaps not fanciful to imagine him
seared with paper in hand before the murals, ensuring
that he would remember and learn from whar he had
seen. The survival of this impressive, if self-eflacing,
sheer allows us to do the same.
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4, Adoration of the Christ Child

British Museum 1860,0619.49, Popham and
Pouncey cat. no. 279

Pen and brown ink and brown wash, with
discoloured white highlighting of rays of light,
on vellum

29.7 x 22 cm (area of vellum), 46. x 37.4 cm
(including paper mount).

Inscribed: "Domen.co Ghirlandajo” and on mount:
"DOMEN.CO GHIRLAN/DAIQ" in a (19th-
century?) hand. On the mount, the italianised
French motto" TANCHE GIE VIV[R]AI"

Select bibliography: Metz, 1798 (expanded edition
of 1789); Berenson, 1938, 11, no. 2508, p. 328;
Wickhoff, 1899, p. 213; van Marle, X1, 1929, p. 396
and fig. 245; Pudelko 1934(2), p. 200; Popham and
Pouncey, 1950, 1, pp. 178-9 and p. 209; Degenhart
and Schmitt, I, 2, p. 557; Sutton, 1985, p. 136, fig. 1.

This large fifteenth-century composition was evidently
still valued by the later cighteenth century when,
ateributed to the great Florentine painter Fra Filippo
Lippi, it was engraved by Conrad Metz. Tellingly, the
engraving included the decorative paper mount,
probably chat of the sixteenth-century Florentine
collecror Niccold Gaddi, which trears the drawingas a
complete picture in its own right.! The fact that che
drawing was made on vellum, a smooth, expensive
type of hide from 2 young animal (usually a calf)
suggests that it was designed from the ourset to be
treasured and preserved. Alchough the drawing could
easily have been used as the basis of a devotional print,
there is no reason to assume it was made in
preparation for a painting. Indeed it scems more
plausible that this was an exercise in ‘devotional
drawing’ by a maestro di disegno or expert in drawing
and design for whom drawing was a form of picture-
making. This draughtsman, who apparendy knew the
much-admired small altarpieces by Fra Filippo Lippi
(illustrated, c. 1459) in which the Virgin is shown
kneeling in reverence before her Child, has picked up
on the popularity of the subjecr in Florence in order
to make his quite original varianc.® Daring, [ would
argue, to the 1460s, the sheer belongs in a similar
category to the selectively painted pen and wash
drawing on parchment of the .ddoration of the
Shepberds by the Florentine Pesellino now in the

Louvre? Lt the British Museum composition, St.
Joseph is consigned to the middleground where he
leans on his staff beside the thatched stable. At the
same time the boy St. John the Baptist, unnoticed by
the holy family (and by any carlier accounts of this
drawing), is approaching out of the wilderness,
signaled by an avenue of rall trees receding to the left.
What he will encounter is a scene of exceptional
reverence. A group of knecling angels has lifted che
naked Christ Child from the ground and is offering
him up, one of them devoutly touching his foor, to the
prayerful adoratien of the Virgin Mary. The space lefe
in the foreground encourages the devotee, like the
voung St. John, to imaginatively enter their enchanted
circle. The motif of assisting angels is more common
to norchern European painting and the gesture of
holding up the child is very rarc at this dace.” Implied
here is a double devortion: firstly to the Virgin Mary as
humble mother of God but also to the body of Chirist.
The mystery of God made flesh s also strongly
enhanced by the fact thae che Child has left his trace
on the ground where his body was lying, in the form
of a sunburst with a foreshortened face. This mark of
grace clearly mirrors the three bursts of light in the
sky that issue from a series of winged, cherubic
heads. What would once have been the most
dazzling of these, with tongues of flame, appears
above John the Baprist. As well as being the patron

Fra Filippo Lippi (1406 (?) ~ 1469)

Adoration of the Child with St. Bevnard and John the
Baptist, c. 1459, 1295 x 1185 em,

Sraatliche Museen zu Berlin, Gemildegalerie
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saint of Florence, John was the first to acknowledge
Christ in his ministry and thus appears as a young
witness to the Lamb of God in Filippo Lippi's
Medici palace alrarpiece (illustrated p. 24). A trio of
shining heads appears at the centre of the sky, while
the weakest apparition, to the right, is aligned with
the marginalized Joseph. These, then, are not
guiding stars of the Nativity bu, like the shell-gold
spiral rays used in Lippi’s painting, represent the
emanations of heavenly grace associated with the
Incarnation. The fanciful bur orchestrated landscape
setting, with its rhythmic row of shielding hills,
decorative Tusean trees and dotted sertlements is

©The Trustees of the Britisl Musenm

illuminated from the lefr and, with the darkening of
the vellum, has lost much of its original
luminescence. The drawing as a whole, however, has
maintained its poised charm. The all-important
drapery patterns of the kneeling figures, with
eubular folds decoratively pooling onto the ground,
have been precisely outlined in pen betore being
brought to life by controlled use of wash (the brush
dipped in diluted ink). The quality of the drawing is
particularly apparenc in the heads, especially that of
the demure Virgin and the four young angels with
foreshortened haloes. While one turns back to
Christ with eyes downcast, the angel nearest to the



beholder looks up to the Virgin in a gesture of
appeal, completing a circuit of adoring gazes that
inclades the baby’s own. This is an intimately
domestic treatment of the Nativiry, typical of the
middle decades of the Afteenth centuary, in which
the mediation of che angels and saints is designed to

©The Trustees of the British Musenm

encourage the devotion of lay (secular) viewers. It
closely compliments the producrion and
conswmprion ofcmpadw[ic, somerimes mystic;ﬂ,
devotional literature of a kind especially directed
rowards women and children: just those groups
who would find role models in this picrure.



5. Head of a Child

British Museum 1946,0713.1260

Pen and brown ink on paper, extensively rubbed,
stuck down.

14.9 x 12.6 cm (irregular),

Inscribed on mount: "And[real. Mantegna,”

Select bibliography: Popham, 1935, p. 2, no. 1.

Drawn slightly under life size, and now closely cropped
around the head, this fragile sheer offers an intriguingly
immediate encounter, In cat. no. 4 we have seen the
recumbent baby held up for adoracion; here we are led
to admire, rather, the difficule angle of the
foreshorrened head of a real child and to wonder at ies
status, He or she appears to be wearing swaddling
bands bur has a toddler’s head of hair. Is it sleeping, or
fifeless, as such a recumbent subject seen radically from
below so often is in Tralian Renaissance images? The
likelihood that this drawing was made with some well-
known pictorial task in mind - the Virgin adoring the
sleeping Christ Child or even the Massacre of the
Innocents — would not fully resolve this rension. W hile
the siccer’ is surely a living, sleeping child, it offersa
model adaptable both to death and thar disturbing
sleep that prefigures death encountered, for example, in
Giovanni Bellini's great Madonna of the Meadow
{National Gallery, London, ¢. 1500}, The artist has
used a flexible pen system thar urilizes a net of
harchings and cross-hatchings to build up shadow and
describe the form. Thus che curving lines around the
tip of the nose or down the near cheek produccan
impression of salient features emerging from an almost
smoky half-darkness, Light appears to fall from above
che forchead but there is also a prominent reflected
light under the chin. In all, the effect is powertfully
volumetric, almost sculprural, and seems o be the
product of intense looking. Such scrutiny is. not
surprisingly, rare in relation to a subject thar is
normally so unaccommodaringly mobile. This sense of
stillness draws the viewer to trace the gente curves of
rhe vet undefined facial landscape and, while such a
viewpoint looking up the nose is potentially ugly, the
effect here is highly contemplarive and delicare. Asan
ambitiously worked up head seudy the drawing is close
in type and funcrion to thac of the head of 4 'dead’
vouth drawn by Pisancllo around 1430, now in the
Louvre. The ascription on the mount of our drawing to
Andrea Mantegna responds rather to che later norchern
{ralian master’s famous skill in foreshorrening
(compare the child in his carly Adoration of the

Shepherds panel from the San Zeno altarpicce or the
Dead Christ in Milan). Mantegna, too, was able to
produce sculprural effects in his drawings by using
parallel harching, but these skills were well
disseminated in north-castern lIraly and che Marches by
the 1460s so this does not locate the origin of this
drawing very closely. Despite its luminous directness,
the drawing comes to us through a veil of age, with the
pen work heavily rubbed and the paper stained. 1
anything, this only adds to the pathos of our encounter
with this nameless and vulnerable chifd. Oblivious to
the gaze of the draughtsman, and now o our OWIL, it
seems to sleep in the shadow of mortality. Wharever
age the subject may have survived to, the visible age of
the drawing only affirms the ancient adage ‘artis long

and life short
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6. Man in a long mantle seen from

behind

British Museum 1952,0121.83

Metalpoint and white heightening on cream
prepared paper. Stuck down.

21.4 cm x 9.6 em {arca of original paper 19.7 cm high)

Select bibliography: Pouncey and Gere, 1962, cat.
no. 81 (for the Cavendish Album of drawings, of
which the present sheet formed parrt from the carly
cighteenth century. Probably collected by James
Cavendish, son of the second Duke of Devonshire).

Whercas in catalogue no. 2 the onlookers remain
namecless becanse we are not given enough
information to identify them as saints, the bystander
preserved in this much later drawing has a different
anonymity. Shown in Jost profile’ facing away from
the viewer, he is at once an example of a type and
tanralizingly related to a real individual, albeit one
whose name we will never know. Based on
observation of a live model it apparently belongs to a
common Renaissance type, the so-called garzone
study in which a member of the painter’s workshop is
shown posed in appropriate costume. It may have
been made in preparation fora particuiar conmymission
but such drawings, produced in large numbers usually
in meralpoint or pen and ink, were more often than
not inrended to train the draughtsman’s hand and eye
and to supply a figure type that could be used across a
whole range of painting or design casks. The identiry
of the person observed was quite unimportant and the
figure might gain different, and more specific, features
at the painting stage. In the present example we are
shown a iigure modelling the type of the dignified
voung patrician. He wears a variant of civic dress and a
close fitting cap over che luxuriant Jocks rypical of the
last decades of the hfteenth century in Florence. Whar
distinguishes the type as a man of worldly means is
above all his slightly swaggering, off-centre pose, a
pose that produces a wealth of drapery effects visible
from behind., With che weighe planted on his
foreshorrened right foot and left foor extended, his
head emerges above a grear column of drapery
marking the central axis of his elongared and
concealed body. Around the swathed left arm the
heavy mande breaks forward or dives into shadow,
forming a contrived fold paccern that contrasts o the
stable right side. The effect is not only formally
decorative but highly functional, providing a gracetul

reponssoir, of figure of closure, to the right hand side
of a larger composition. The profile of the face could
also lead the viewer back towards the centre of a
religious story, drawing them in as a kind of co-
witness. Good examples of this handy figure type in
action include the bystanders in Domenico
Ghirlandaio’s frescoed narratives of the 1480s and
14905 ~ a close relative of our figure appears to the
right of St. Francis Renouncing his Worldly Goods in
the Florentine Sasseeei Chapel, completed in 1485,
In the British Museum drawing, the contained
boldness of the pose is offser by the understatement of
the technique. Like a number of later fifteenth-
century Florentine painters, the draughesman has
reverted ro the use of metalpoint (used much earlier in
cat. no. 1) for figure and drapery study. A stylus,
probably of lead in chis case, provides a delicare bue
indelible line when used on roughened prepared
paper, and, drawn over the surface in controlied
parallel hatching strokes, it can produce subtle effects
of relief. To extend the poor tonal range of the stylus,
the artist has applied white lead pigment with a brush
along the drapery and profile on the side nearest the
light and added furcher hatching bevond ro make che
left arm stand ourt furcher. His efforcs are now
compromised by the oxidization of the lead whire,
which - following the same chemical process thar
allows the stylus line to become visible in the first
place - has rurned black.

3
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7. Two naked youths fighting

British Muscam 1854,0628.59, Popham and Pouncey
cat. no. 310

Pen and brown ink over black chalk on white paper
238cm x26.9cm

Sclect Bibliography: Waagen, 1854, 1, p. 224;
Whaagen, 1857, p. 30; Popham and Pouncey, 1950, I,
p- 194; Kristeller, 1901, p. 461.

The naked male figure began to be re-valued asa
fundamental ardistic challenge already by the third
decade of the fifieenth century. By the later fifecench
century, when the present drawing was made, the
vigorous male body had become a favourite subject for
the display of ardistic invention in draughrsnunship,
demonstraring anatomical cxpertise and, importandy,
knowledge of admired antique sculptures. As this
ambirious sheer shows, the naked figure in combac was
also a subject through which a range of conceprions
about ideal male conduct could be presented. One of
the most famous early essays in the genre took the form
of an engraving, signed by Antonio def Pollaiuolo,
showing a bacele of nude warriors whose vicious
engagement - in tight groups or pairs usinga varicty of
hand weapons - takes place in an unspecified, and
apparently uncivilized, past. Qur sheet owes something
to this model, as well as to ocher northern lralian
drawings in which naked soldiers appear in groups
simultancously putting the affecrive male body chrough
its paces and the abilities of the dranghtsman on display
(sce illustration, also from the Brirish Museum). A
particular feature of this graphic virtuosity is the

tcndcncy O COUNtErpose ﬁgurcs in compfimcn[ar}-‘ pairs

Antonio del Pollaivolo, A prisoner led before a vuler, pes and brown ink and wash on
paper; 36.9x 69.3 con, ©lhe Trustees of the British Museron 1893-5-29-1

so that, through viewing a figure seen from the front
against otie from behind, the viewer is encouraged to
imagine the corporeal uniry of a fully rhree-dimensional
figure occupying space. In the present pairing the
draughrsman also sets off the slighely enlarged heads
against on¢ another — one seen ambitiously turned in
three-quarter view from below, the other in ‘lost” profile.
First laving down the poses usinga black chatk
underdrawing (especially visible where the naval has
been shifted), the draughtsman has produced a suble
effect of relief and bodily softness using an extremely
refined system of paraliel harching in pen. The same
technique highlights how limbs project or recede in
space. Once aceribured to the Florentine Pollaivolo and
lacer connected, mose plausibly, with the style of the
Paduan painter Mantegna who knew Pollaiuolos
designs, our drawing reveals a quite differenc sensibility
from cither of these masters.! Despite following the
Fiorentine model of muscularity and dynamism,
emphasizing contours (racher too evenly here} and
lining up limbs, the effecrin this drawing is curiously
slow-moving, balletic and without conviction as
combat, What might have been a gesture of aggressive
intervention by the lef hand figure, to be swiftly
followed up by the brandished sword, has become
something more like an embrace. Similarly cthe club-
wiclder, while prepared o reraliate with his erect yet
unthreatening club, seems keener to lock gazes than
weapons. It is above all the characterization of these
cusly haired vouths and the heavily sensuous, idealised,
almost dreamy features of the former, 5o unlike
Pollaiuolu’s contorted physiognomies, that suggest the
instant of mutual admiragion. Offered a full frontal view
of their complementary nudity the viewer is drawn in as
an observer of, but also a third parey to, the implicit
croticism of the encounter.
Heroic or barbaric, antique
or timeless, aggressive or
sensual, the allure of the
drawing lies in the way it
holds cogether these
consradictory appraisals.
Regardless of whether - or
how - the viewer relishes the
men's actions and the
classicising model of male
beauty they propose, such
finished penmanship,
achieving effects both fleshy
and analytical, was meant ro
encourage the admiring gaze.
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8. St. Sebastian
Verso: Black chalk head of a man in
profile with eyes closed

British Muscum 1895,0915.800, Popham and Pouncey
cat. no. 18

Pen and brown ink with wash and white heighrening on
pink prepaced paper.

18.6x5.8cm

Select bibliography: von Hadeln, 1925, plate 54 and pp.
38 and 48; Tierze and Tietze-Conrat, 1944, no. 308, pp.
86-7; Popham and Pouncey, 1950, 1, p. 12
1968, p. 42; Geldner, 2004, p. 236.

: Roberrson,

The emotional impact of this compelling drawing reses on
a tension berween the composure of the male body
beautiful and the signs of a suffering soul, made eloquent
in the saing’s searching, hollow-eyed expression. Despire
the shift from pagan to Christian subject mareer, the
concerns of the drawing are closely related to chose of cat.

7 depicting batzimg nudes. Huc, again, is the inrerest
iz‘: c§;1sséc§siz%g proportions and the description of the body
in rerms of muscular articulation, emphatic contour and
the direcrional fall of light. And, while here the figure is
more decorously draped with a loincloth, the exposure of
the hip lip where the cloth has slipped to the top of the
thighs, gives the yourhful figure a conrained sexual charge.
This is not at all uncypical for the depiction of St.
Sebastizn in Venice or Florence in the later decades of the
ffeenth century — indeed a much racier version of the
subject by the engraver Jacopo de” Barbart around 1500
westifies o this appeal. The effect of our drawing is,
nonetheless, quite different to that of car. no, smcl
because of the staruesque character of the saine. His pose
relates to Graeco-Roman models of a contrapposto’ pose
found in ancient reliefs and also freestanding sculprure,
where a long vertical profile (here vo the rwha reinforeed
with dark mi\% s contrasted to that of the supporting leg.
[istinet, too, is the rreatment of the medium. Rather than
using an orderly graphic system wich a quill, the ink - in
rwo colours and at least three different tones - has been
applied with a brush alone. Across the skin, the tip of the
brush has been plied in shore vertical strokes to produce a
warmly armospheric and paincerly effect thar is serongly
enhanced by the choice of a pinkish ground.
Complementing the ‘sculprural” body, the saintis bound,

fcally, ro a half-bur tied cl

pilaster serewn around wich stones. This would have

BONe 130 L’ﬁ‘iphi‘if a%zga pu.r ar

reminded the viewer - as it does in Andrea Mantegna’s

contemporary essays in the isolated St Sebastian - of the
era of the soldier’s marvyrdom under the Emperor
Diocletian. The ruin of this old world order is anticipated
in the crumbling archirecrural farures dimly visible
behind him. St Sebastian’s body is displayed, then, asa
Chrise-like body thar suffers persecution in order to
forward Christianity’s eriumph over paganism. For
contemporaries, however, his body also played a more
immediate role, which gave his imagea further poignancy
and & porency that transcended the exemplary. Ie was
believed that by praying to the sainc the devoree would be
spared the ‘arrows’ of the plague: Sebastian’s intercession
with God for the faithful would absorb or deflect discase,
just as his body had absorbed the arrows of persecurion. It
is in this guise that the intercessory saint appeared with
great frequency in altarpieces and other panels of the
period. In our drawing not only does the saint appear
alone, as is typical for ‘devotional versions of the martyred
saint, but without the arrows of martyrdom, allowing the
viewer to appreciate the smooth planes of the broad-

shouldered and unblemished body. Teis fikely that arrows
would have been added only at the painting stage, and,
even then, only peripherally in order to downplay the
evidence of physical torture more common to cartier
represensacions of the saint. In this otherwise complere
preparacory study the pain is firmly focated in the psyche:
in the patheric head of the saint and in the mind of the
sympathetic viewer. Sebastian looks up ro heaven burt aiso
into the darkness with an open-mouthed cry of anguish
and, following his gaze, the viewer imaginarively
anticipates both his suffering and heavenly reward.
Sebastian’s body is transfgured by lighe bur iz is not
rransfsed. The horror is therefore displaced imaginatively
so that the devotee who knows the saint’s story may see, or
project, a kind of shudder running through the drapery of
the saint’s closely deseribed loincloth,

This captivating drawing is an interloper in the present
exhibition in as much as the tenrative category ‘arrribured
toy Giovanni Bellini’ atlored ro it in 1950 Iralian drawings
catalogue of the British Museun is probably over cautious.
The beaury and assurance of the sheer, even in {es present
stare, i5 such that for several arg hiscorians, including this
writer, the balance tips in favour of it as an autograph
work. Close in feeling vo Bellini's Blovd of the Redeciner
panel (National Gallery, London] it seens to have been
made ar 2 moment in the 1460s when the grear Venerian
painzer was learning from the work of Andrea Mantegna
though already offering a new colouristic and devotional
sensibiliey. In chis sheet, deawing too is reconhigured with

reference to a distinctly Venetian poetics of painting,
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9. Three heads

British Muscum1907,0717.31, Popham and
Pouncey cat, no.14

Black chalk on cream paper, stuck down.

13 % 19.8 cm to edge of original sheer

Select bibliography: Popham and Pouncey, 1950, 1,
p. 9; Scharf, 1952, p. 210; Robertson, 1968, p. 133;
Turner, 1994, no. 21; Goldner, 2004, p. 254.

The original appeal of this drawing probably lay in the
way it marches a series of ‘uncient’ and exotic types,
which look like Roman sculpred heads, with a
painterly immediacy of rrearmene, This immediacy
follows from black challds capaciey to Imitare the
rexture of skin as well as from the draughesman'’s
interese in evoling the inner lite of his subjeces, While
the central hgure has highly individualized fearures,
which suggest a contemporary model, he is wearing 2
form of ancient roga and the suppression of
background makes the remporal serring of the group
deliberately generalized. Such an ambiguity — is chis
prese, ancient or “timeless’? - allows for an allegorical
or moralized reading of the drawing, explored further
below. The draughrsman appears to have taken the
central man first, since he alone has any bodily
presence. The eurbaned hgure {now cropped) and the
vouthful, androgynous beaury to the right -
presumably a woman with ornamentally dressed hair
in an antique fashion - are added to frame him. The
viewer’s eye passes from one figure 1o another and
reads them relationally so that, taken rogether, they
sugaest not only a variery of types and sexes bur,
serikingly, a juxraposition of ages. The tallese Bgure ar
che centre, seen fractionally from below, becomes a
figire of experienced old age whaose penerrating gaze,
beneath beetling brows, is directed upwards and
beyond into the light, as though to some future goal,
While his mind may be wurning from worldly
concerns, his worn features testify to a past life
marked by adversity. In particular we arc invited to
read in the heavily distorted (badly broken?) nose and
scarred ear, the type of the old warrior, a subject
beloved of carlier artists like Verrocchio and Leonardo
da Vinet. Here, though, the warrior has rurned
philosopher and fooks for insight, apparently rowards
the nexe life. To the left is a man in middle life whose
pale gaze is even and controfled, giving lirdle wwvay. To
the right, the viewer's own gaze bs brought to reston

the full, passive face of vouth. Wich straying locks

framing her face, she [ooks down with lips slightly
parted in an expression thar is both earth-bound and
selfoabsorbed, the anvithesis of che active
eranscendence implied by the old man. Seen in these
terms, we may be looking at a plaronic meditation in
which the body - however its beauty may pointtea
lost ideal - is only ever a prison for the nind. The
philosopher looks for a lost heavenly perfection and
the hope that his immoral soul will ind release from
the body after death. Less specifically, and more
certainly, we are presented with the topic of the Ages
of Man. This theme, which was common only to
Venice, evokes meditation on different ages of life
(usually chree): vouth or adolescence, maruricy and
old age. The painter Titian ereared the theme in
pastoral form in his landscape wicha shepherd, a
hermit saint and sleeping children now in Edinburgh
(National Gallery of Scotland). The Venetian painting
knows as the Concert or Singing Lesson ins the Galleria
Palating, Elorence, with half-length figures againsta
dark ground, has alse been interpreced in this light.
Closest to our drawing in its elegiac mood, if notin
formal terms, is Giorgione’s Three Phifasophers in
Vienna, which also characterizes the middle-aged
figure as Bastern. In each case, art historical debates
abour the ‘true” subject of these paintdngs area
reminder that Venctian inventions of the early decades
of the sixceenth century, like our drawing, oben
worked on a deliberately open and contemplative
register, This alowed viewers the intellectual pleasure
of finding parallel and multiple readings as well as the
emogional satisfaction of indulging wistful sympachy.
One major pleasure afforded by the British Museum
drawing lies in rracing the work of the chalk irself in
the hands of a ‘painterly’ draughtsman. When
following the rugged landscape of old age, the challcis
sharpened to describe the rough folds of skin overa
bone structure rendered ever more visible by time. By
contrast, the fawless, swelling softness of thé plump
fearures of the gith are achicved by rubbing the parallel
serokes of the chalk laid over the cheeks and chin line.
What emerges, in the strengly directional lichtisa
revelation both of mood and of physiognomy. This
encourages the beholder to linger and give the
drawing the atrention normaily reserved to & paingng.
Indeed this sheer may well have been made asa
eraphic challenge on its own terms, rarher than as
PrEPALATOrY 1O specific painting, Ieis sevlistically
close o Giovanni Bellini and could, in this case, be by
1 member of his ralented workshop, anchologizing

some of his new figure types.
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10. Portrait drawing of a man

British Museum inv. no. 3218-47, Popham and
Pouncey cat. no, 330

Black chalk on pale brown (darkened?) paper.
39.9 x31.5cm

Select bibliogaphy: Colvin, 1908/9, 8; Tictze and
Ticrze-Conrat, 1944, no. 802, p. 190; Popham and
Pouncey, 1950, L, p. 199; Agosti, 2001, p. 155; Greer
in Renaissance Faces, 2008, no. 81, pp. 252-3

This compelling drawing of a man, shown life-size, has
an intriguing double anonymity, since we know
neither the artist nor ics subject. The relative
suppression of style contingent on producing a
likeness is intrinsic co the genre of the portrait, a genre
that becae independent of religious contexes in the
Renaissance. Nonetheless, the impulse to identify has
proved strong when confronted with such an
obviously individualized sec of features as those of the
Brirish Museum drawing. Despite the fact that both
the buse- length porerait type and the choice of
technique - black chalk - are common in late
fifteenth- and early sixteenth-century Venice, an carly
commencator was keen to recognize the work of the
grear German painter Albrecht Divrer. The ambiguous
identification ‘bust of man resembling A. Direr’
(1837) later became an identification of him as the
sitter, sporting a neatly wimmed ‘Germar! beard, bur
drawn by another, Venetian hand, during Direr’s
second stay in Venice (Colvin, 1908/9). Bug, whether
a self-portrait or not, the naming of Diirer was
certainly wishful thinking, His well-known features
are quire different and as a foreigner he is unlikely to
have been allowed ro adope the costume of a Venetian
citizen. Qur siteer, as Elena Greer recently reaffirmed,
wears a type of dark gown, cap and a stole (here racher
narrow, like a university doctor’s stole, and tucked into
the official toga’) thar mark him out as cicher a citizen,
or patrician gentdeman, in the Venetian Republic! It
is this public role that dominates the identiry
communicated by the poroait. The remarkably even
hatching of the gown, now truncated, serves as a rigid.
immutable and dignified support for the carefully
groomed head. Giving a sense of elevarion, the viewer
appears to look up slighely at the mouth while
meeting the sceady gaze seraight on. The framing curls
and distinceively crimmed beard further stabilize che
fearures while showing off the draughrsman’s skill ar
coaxing rexcural effects from che black chalk. Parallel

curling strokes deseribe locks of dark hair thar are
played off against the clear planes of taut Hesh.
Around the all-important eve area, creases of skin and
nuances of light are described wi th minuteness,
though the liquid eves themselves convey liele about
the personalicy. Thus the control of the drawing
rechnique seems well matched to the highly
controlled atritude of this sitter, who perhaps chose to
be recorded in the prime of his active life. Unlike
Antonello da Messing’s or Andrea Mantegna’s strongly
characterized male porrrait sicrers, the subject looks
guarded and uncommunicative, with all suggestion of
movement confined to the hairs thar escape from
under the cap or fringe our around the head. Yer the
effece of a moment caughr, as against a permanent
state, is subtly suggested by the direct gaze and by the
rather low and specific fall of light chat allows the end
of the cap band ro cast a shadow. Time will pass and
the shadow will move, Given itg seate of fnish, the
sheer was almost cerrainly made as a completed work
inn its own righe, like a number of other portrait
drawings in chalk chat survive by Mantegna and
northern ltalian contemporaries produced in the years
around 1500. Like catalogue no. 9, showing three
heads in the same medium, its closest relation is to
painting. Indeed che portrait’s large scale, and the
practiced handling of a dark chalk offer a sense of
inumediacy and atmospheric glow that is the absolute
graphic equivalent of Venetian oil painting at its most
refined. Though the drawing lacks colour and, with i,
the social signaling available to coloured cloth, the
advantages ro the siveer of a likeness on paper were
many: speed of execution, portabilivy and, relative ro a

sainting, fts minimal cost.
bol
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11. Chalice design

British Muscum1893,0731.20, Popham and
Pouncey cat. no. 327

Pen and brown ink on vellum.
48.4x265cm

Select bibliography: British Muscum, Gride, 1895,
no. 46; Hind, 1910, no. 29 at pp. 292-3; Popham
and Pouncey, 1950, 1, no, 327, p. 197; Penny in
Satronage and Cellectin, p. 46, cat. no. 50; Agosti,
2004, p. 148,

The piece of goldsmith work represented in this
magnificent drawing is a chalice for helding the wine
in the Christian sacrament of Holy Conumunion,
Since, in the Carchalic rite, the remembrance of the
sacrifice of Christ is believed ro enrail the
rransubstantiation of the bread (in the form of a
wafer) and wine into the actual body and blood of
Christ, the chalice is no mere vessel but a sacred
object. As such, it is considered worthy of the richest
and most honourable design: certainly the present
example would have been suitable for the high altar of
a great church. The broad, Gothic style base has an
impressive number of ogival facers and three steps
raised on pierced designs. The basker weave morif of
the central step recurs on the vase form below the
lacge, central knop. Supported on horns of plenty, this
rraditional element is shaped in an up-ro-date way o
resermble a renaissance temple or ocragonal tabernacle
with niches for freestanding figures. Finally, a ring of
putti in relief elevare the cup that, unusually, has ewo
Gelds of decoration. with late Gothic foliare ornament
below and a figured fricze in an antique style above.
The drawing offers not only ornament bura
theological programme; figures inscribed or caston
the various levels of the chalice deseribe a history of
salvation moving upwards from the base. Old
Testament prophers holding scrolls adorn the lowest
zone, Apostles of Christ inhabic the remple and the
cup itself culminates with six low refief (or sniclloed )
scenes of the Passion of Christ, beginning with whar
may be the Raising of Lazarus at the lefr ro the
Flagellation at the right. These scenes can be imagined
continuing on the far side to include the Crucifixion
irself and vleimarely che Resurrection. Despite its
slightly over fife-size scale, then, the drawing presents a
highly plausible objecr. In reality, we do not know
whether the chalice ever existed as 2 usable vessel

cither before or after this drawing was made, It is

conceivable that the design was intended to record a
particularly exquisite and costly work or that it was
produced in the hope of persuadinga wealthy patron
ro have one made. That it served as some kind of
presencation drawing is further suggested by the
support - a carefully scraped and smoothed vellum,
folded once down the middle to establish the central
axis of the design. Certainly the drawing was intended
to last and it has enjoyed 1 long history of admiration.
It was treasured ar an early date in the great collection
of the Earl of Arundel, where it was thought to be by
Andrea Mantegna, and was later owned by the painter
Sir Thomas Lawrence. An engraved copy by
Wenceslaus Follar (1640) was made while the
drawing was in Arundel’s collection and a far cruder
engraving (Hind, 1910, no. 29) was subsequently
produced, probably ar a much lacer dare. Sidney
Colvin whe, at the turn of the last century, was the
drawing’s keeper in the British Museum, thoughrt that
it may have been made by 2 goldsmich from Murano,
near Venice, where much beauriful plare was produced
by the late fifeeenth century. Although many drawings
for goldsmith work survive by big name
painter/designers such as Andrea Mantegna, Albrechs
Diirer or Hans Holbein, Renaissance goldsmiths,
maost of whose works are now nameless, also had a
reputation for graphic skill." Tr seems likely that che
combined minuteness of finish and large scale of chis
drawing testify to the extraordinary patience and hand
control that was as much a prerequisite of engraving
or casting designs on metal as of graphic art on paper.
The meticulously regular hurching to produce a sense
of relief, the foreshortening of igures on the base and
the use of an overall perspective to position the viewer
{the eye-level is just below the remple) also give the
object a sense of real presence. When referring ro the
Real Presence of Chirist however, such devices are,
tellingly, abandoned; the half cirele of the wafer in the
cup is totally abstracred, as though beyond v
representarion. The fact char the drawing refers not
just to the blood but to the Body of Christ may also
point o secondary devotional funecrion,
anticipating seventeenth-century prints that include
the eucharistic chalice. The band of narrative
orpament reminds the viewer of the last days and
dearh of Christ and the inclusion of a chalice-within-
the chalice (i mise-en-abyme} in the tiny scene of the

A

Agony in the Garden alludes ro the chalice’s symbolic

role in salvation. Christ is shown praying thar the

figurative ‘cup’ of his sacrificial death might pass
£ g
from him, before then submitting o God's will. Seen

40
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in this devotional light, the almost obsessive of love. As viewers, we are encouraged to value and

completeness of the drawing ~ its focus on the evaluate the work through artentive looking. Bur the
descriptive and explanatory work of drawing, rather act of drawing implicicly also hasa heavenly audience

than its inventive or inspirational role - takes on a new here, one that receives the artist’s ime and skill as a
significance, What is clearly a patient work of artisanal kind of sacrifice, nos fully explained within the terms of

labour becomes the anonvmous draughtsman's labour trade and civic recognition.
) £ g
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St. John the Evangelist,
after Jacopo Sansovino

National Gallery of Scotland, Edinburgh D. 1896
Red chalk and red wash over traces of black challc on
buff paper, squared in black chalk.

263x12.2em

Sclect bibliography: Andrews, 1968, p. 150; Scrase in
Genius of Venice, cat no, D32,p. 27% Boucher, 1991,
1, pp. 65-7, 1L, pp. 331- -2, p. 378, cat. no. 133;

Weston-Lewis in Age of Titian, cat. no. 94, pp. 232-3

This sheet records the process of a draughtsman
looking both backwards in time at an earlier model
and forwards to a furure rask. The arrist’s existing
model isa @caﬁptcd high relief figure of St. John the
Evangelist by the Florentine Jacopo Sansoving
dmxﬂxu,d, At about 30 cm rall, for the bronze doors of
the sacristy of St. Mark’s in Venice, The furure task
requires the squaring of che drawing, using a black
chalk grid, for expansion o a more monumenta ] scale.
In lao%sntr back, the artist absorbed still earlier
sculpted modr. s: the boldly trned head and heroic
fearures of the saint are dependent on antique
statuary. Sansovino himself seems also to have had in
pind rwo Florentine monumental sculprures in
marble, Donatello’s carly Renaissance statuce of St
Mark with its nataralistic drapery articulating an
antigue ‘contrapposto’ pose and Michclangelo’s
commanding, but uafinished, St. Matthew. The
advantages to a painter of a sculpred model rather
than a hw one are obvious, allowing time tor
exploration of the three- dnm,nsmmlzz:x of a difficuls
pose without tiring a w orkshop model who may also
have lacked the nﬂhz pi‘n sique. Here, the draughsman
seems to have begun at the head using black d alk to
deseribe the curls of hair and mark che ear (now v isible
on the near cheek) before moving the whole head
k.

further to the left and changing to red chal Perhaps
he did this in order te achieve a warmer lighting
effect; cerrainly this would have been an unusual
choice of medium if he was a Venetian draughtsman.
Using now a very dark red, rather friable. 1315% he firse
deseribed the contours of the Agure and drapery i
then rurned o parallel harching the areas of shadosw
down the right side of the body and across the
backgr mmd forming a surface against w hich the
figure conl td projectin relief, Taking up the brush he
EEwn applicd two Linds of red w g%h Orie is used to

strengthen or correct the dark accents all round the
igure, including the shadows cast by che feer, and to
raise t§ line of “che hem (ro our lefr) so thar it
pmefn wees a continuous curve, The second, lighter,
wash reinforces the paler shadows and softens the
background. The dark area to the right looks at first
like a stain bur must represent a deeper shadow since it
purposefully av oids the projecting book. In this richly
worked study, then, the draughtsman seems not to be
sitmply observing but adjusting and correcting a
model In facr he has omitred the book upon ’whxah
Sansovinos saint rests his bent leg and remov ed the
further reaches of the mantle so that it no longer falls
to the foor behind the figure, While the saint appears
to be standing on a ledge :mé is consistendy lir, there
is no evidence of the mdk that contains the bronze
starncere. Taken together with the meticulous
execurion and softness of finish it seems likely in face
that, as Aidan Weston-Lewis has sugge ested, the
drawing is based on some kind of hgure in wax or clay
rather t:i qan on the bronze iesell. fha fateer, standing
slightly above eye- Jdevel o the lefr of the relief of the
Resurrection of Christ, would not have been on view
before 1572, some two vears after Sansovino's death.
But the commission for the doors from the
Procurators of St. Mark’s was made already in 1546 so
i is quite pmszbin that a model for St John could have
been available before the “70s. What the drawing
seudies, and accentuares, is the heroic, manmmntﬁ

{

o

esture of the head, the commanding grasp of the

""G’

\ands and the careful articulation of the balance of
the body overlaid with sober folds of drapery, all
charactesistics of the grear Tuscan sculprural eradivion
from Donatello to I\'iuhclmgdﬁ_ Burin the
cranslation to Venice, both Sansovine’s sculprure and
these weighey precedents ase o ansformed. Canghrina
soft ﬂood of light, the model seems to have been
conjoured bagh into Hesh and blood, ready, perhaps,

for a new life in painting,
ks



dinburgh

of Scatland,

7

e

o Galle

=
iy
P
fa
=
]
-3

v



13. Studies of sculpture in 5. Agostino,
Rome

Verso: Red chalk study of a bent leg
and foot

Courtauld Gallery, London, D.1952.RW.2535

Pen and brown ink on greyish paper over some black
chalk.

Inscribed top centre: In Roma in Sto Augustino
bottom lefr: ..o di nel 1581, (in grey ink) dame
ritratio

top right: 1581 s{e}eem(bre) 14

1

17.7.x18.2 cm

Select bibliography: Bonito,1982 (for the Goricz
chapel of St.Anne, the Virgin and Christ);
Montevecchi, 1985, pp. 52-58 (Goritz chapel), and
pp- 91-92 (chapel of the Virgin).

The various Iralian inscriptions on this sheet - in
several different inks bur apparently by the same hand
- indicate it was the product of a lare sixteenth-century
study visit ro a particular Roman churchona
particular day: September 14th, 1581, That the
draughrsman himself was not a native o the ciey s
suggested by the note ‘In Roma’ before the location
Sant’ Agostino. Added ar the borrom left of the sheer
is the somewhar superfluous statement ‘portrayed by
me’ We will probably never know who ‘me” was, for
the drawing is stricely functional in characrer and
subordinares aesthetic effects o the purpose of record.
What gives the drawing its personal characeer is rather
the eyewitness aspect of the inscriptions. These both
register and order the experiences of the unknown
artist, while the drawings themselves clearly show
works viewed at first hand, /m sitee rather than in the
workshop. The sketches indicate something of the
architecrural secting and show the draughrsman’s
particular angle of vision. Drawing with chalk and
then quill in a church interior cannor have been very
comforrable and it is clear from the economical and
sometimes wobbly pen strokes that the artist has tried
to grasp the essentials as quickly as possible. Stopping
only to change viewpoint and ink berween the two
srudics, he abandons the use of black chalk for
underdrawing For the right-hand group, which has
been rendered quickly and incompletely. Bur the
record of both subjects, if mechanical, is accurare
enough for us to be able to identify them. The lefi-

hand sculprure was famous from irs very unveiling
SOIME SEVCNTY YEArs carlier, in 1512, It is the Firgin
and Child and 5t. Anne proudly signed by Andrea
Sansovine, master of Jacopo Sansovino whose
sculpture is represented in caralogue no. 12, The elder
Sansovine's ambitious group was carved ro adorn an
altar niche on the third nave pier on the lefron
entering Sant’ Agostino (and has now rerurned there
after 2 sojourn in another chapel} while above it was
Raphael’s monumental fresco of the seated prophet
Isaiah. These complementary works of painting and
sculprure had been commissioned in 1510 by the
humanist cleric and Apostolic Protonotary, Johann
Goritz for what was then intended ro be his burial
chapel. The subject of the sculprure {discussed further
at cat. no. 14}, which labelled the rriple dedication of
the chapel, was an ambitious one and awkward o
figure in three-dimensional terms. Andrea Sansovino
was erained in Tuscany and his solution to the group,
which is both Florentine in its feel for the body
revealed under gracefully drapery, and Roman in its
charactrerization of the Virgin, was seen as exemplary.
Contemporary poets praised it as rivalling che
sculpture of the ancient Greeks, while Giorgio Vasari
(1568} also spoke of the group as ‘excellent” amongst
modern works, Both sculprures shown are installed
relatively high and, as the depiction of the plinths
indicate, our draughtsman has looked up ar them
from slighely below. The study in darker ink o the
right also includes the projecting cornice above the
niche and notes the scroll of what must have been a
shell form behind the head of the Virgin and Child
group. This second much less well known sculprure,
impressive for its richly decorarive treatment of
drapery, was larterly wansferred ineo the vestibule of
the side entrance to Sant” Agostino and is now placed
there above a romb. An carlier written account
suggests, however, that it originally adorned an aloar
placed against a pier on the south aisle of the church,
dircetly opposite the Goritz chapel, and with a

U Indeed it scems likely that

Marian rondo above it
the latrer chapel was designed to complement this
slightly carlier, and somewhar unusual, ensemble. Our
drawing notes the dominant diagonal sweep of the
Virgin’s mantle in the sculprure, the distinerive
concertina of drapery descending from her rightvarm
and the pattern of v-shaped folds below her hand as
she lifts che Christ Child tenderly vo her face. Though
there is a more highly worked red challe drawing ofa
leg on the reverse of the Courtauld drawing, thar
could relate ro Raphael’s Luaiak, the dravghtsman of
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The Samuel Conrtauld Trust, The Courranld Gallery, Londos.




chis side of the sheet purposefully excludes the
paintings from his purview. Concentraring on the
statuary, he rurned from one pilaster ro the other
across the nave, noting how the lefe-hand group was
lit from the lefr and the other from che right, and
how both were brought into relief from the
windows of the facade. The church of
Sant’Agostino, which had been buile for the
Augustinian Order by the wealthy French cardinal
D'Estouteville (treasurer to the Pope, 1479 -
1483), was a Renaissance basilica ar the centre of

the city, It was also a grear repository of
frecsranding marble sculprure of the carlier
sistecnth century, inchuding Jacopo Sansovino’s

Madonna del Parie, around which a cule developed.

It was probably with these sculpruresin mind chat
our anonymous draughtsman visited the church in
1581. Forming a striking contrast to the richly
colouristic and picrorial take on sculpeure found in
catalogue no. 12, che rreatment of what he saw, and
the choice of what he looked ar, strongly suggests

that our artistic tourist was a sculpror himself.
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14, Virgin and Child and St. Anne

Courtauld Gallery, London, D932 RW. 1832
Red chalk on eream paper, stuck down.
93x6em

Selece bibliographv: Hand-list, p. 94.

The energy and conviction of this tiny drawing seem only
intensified by its small scale and the unresolved state of its
fignres. Formed rapidly from a welter of red chalk scrokes,
the slashing lines are rempered by the softness and
warmth of the medinm. Red chalk was lirele used before
the end of the fifteenth century and, with a few grand
exceptions, remained uncommon for sketching purposes,
as opposed to more worked up scudies like caralogue no.
12. Here the draughtsman has used it to lay down, and
extensively adjuse, his ‘first thoughts' on a composition of
seated figures, which he has then cropped with a frame,
indicating its use for painting. The idea would then have
required further refinement through farger, more
complere drawings. The intimare family grouping
developed here belongs to a devotional subject made
famous for Renaissance Iraly by Leonardo da Vined's
groundbreaking treatments, such as the ‘Buslingron
House” cartoon, now hung like 2 painting in the National
Gallery, London. The dominant higure to the right is St
Anne, whom legend described as the Virgin's mother. She
is seated close to her daughter and reaches across to
fondle the chin of the Christ Child as he straddles the
Virgin's lap. The Virgin's pose, with its multiple
alternatives for the legs, remains unresolved and itis not
clear whether it is her left arm thar we see reaching
rowards St. Anne’s lap, To the far left, parcofa fourth
figure has been added in over the Virgin, This is probably
St. Joseph, side-lined here by the chematie focus on the
maternal lineage of Christ. As in caralogue no. 13, the
notif of the Virgin and St. Anne seated side by side may
relate to more common northern European Holy
Kindred paintings where the Virgin and her mother sit to
lefr and right wich the Christ child berween them.
Leonardo da Vined's well-known and influential works on
the theme, all of chem unfinished, show instead the more
difficult balancing act in which the younger woman is
seated on her mother's lap. Pasticolarly suiking for
contemporaries was Leonardo’s emphasis on the physical
and emorional interaction berween members of the
group so that cach seemed to respond to the other. In this
way he was also able to introduce a secondary, prophetic
theme into the subject that referred to Christ’s coming
death and the three figures’ differing artitudes to iv. In the

Courtauld Institute skerch, a prophetic dimension is also
suggested by the ateributes of the Virgin who wears a
diadem on her head and supports a book under her right
hand. The generous posture of the Christ Child’s upper
body with the arms spread wide seems also o anticipare,
in a suitably understared way, his fater gesture of sacrifice
on the Cross. Like Leonardo, the dranghtsman cleverly
draws a furcher player into the emotional circuit around
rhe Chrise Child; in this case the viewer is addressed with
disarming directness by Jesus himself. At first glance the
child appears o be raising his right hand in blessing roo,
but a closer lock suggests thar he might rather be grasping
his mothet’s veil. In realicy the gesture is no more
complete than many of the other positions of arms, head
and legs explared in the skereh. According to Leonardo,
rough adjustments, reflecting changes of mind, were not
only permissible in the early stage of developing a visual
idea bur essential if cthe artist was to avoid resolving
arrangements of limbs that did not accord with the
‘movements of the mind’ of those depicted.) Here, for
example, the Virgin's head has been shifred to the righ,
her legs crossed and re-crossed and Christs proper lefrleg
has been moved back so the foot rests on St Anne’s knee.
It is rare for such a sligh sketch {schizzo) like this one,
evidently cut down from a larger sheet, to be preserved,
The slightness of a drawing can also make aceribution the
more difficule and this example has preserved s
anonymity even while it retains the divect effect of 4
distinet hand who was not following 2 model. One of the
few sixreenth-century artists to use red chalk frequendy
for composiional sketches was the prolific draughraman
Polidoro da Caravaggio {c. 1499 — . 1543}, who worked
in Rome from 1515 t01527, mainly on mural projects,
before fiecing for Naples and ultimarely Messina, He s,
incidentally, likely o have been familiar with Andrea
Sansovino’s seulprure of the Virgin and Child and S
Anne shown in catalogue no. 13, The messy confidence of
the chalk lines, the dos or comma accents used for the
eves and the demeanour of the Christ Child are all
characteristic for this painter who is also known for his
many lively drawings of women and children.”
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15. Anamorphic drawing of a rider on
a monstrous horse

Courtauld Gallery, London, D 1932 RW. 3843
Pen and ink over traces of black chalk on three
sheets of paper stuck together.

11.5 cm (lefr edge), 30 om, (right edge), 56.7 em
{upper edge), 53.6 em (lower edge)

Select bibliography: Hand-list, p. 95,

The exhibition closes with this large, oddly shaped
sheer that purposefully hides its idenzity, Though the
dr;m-'ing remains unknown o scholars of ;mz‘;nwrphéc
images (from the Greek, shaped anew”) it belongs to
this specialist genre of wick depiction, best known
from paintings and prints of the 1330s and 1540s. A
famous example is the large anamorphic skull in Hang
Holbein's dmbassadors double poreraic {Natonal
Gallery, London), which deliberately disrupts the
foreground like an unwelcome smear. The Courtauld
sheet is similarly disruptive of the viewer’s
expectazions, being difheulr ro read when seen straight
on. What is instead striking at first glance is che
penmanship, employing iron gall ink wich a large
flexible quill ro produce sweeping lines of great
variation in tone and widch, To the right they describe
billows of smoke or cloud and rongues of flame and so
encourage the search for clearer signs of
representation. What emerges by moving to an
obliquc angle of vision w the lef of the drawing (and,
ideally, closing one eve, cf. the digicially manipulated
iflustrarion) is a monstrous vision that simultaneousty
pulls in two directions. A hybrid animal gallops away
from the viesver in the same direction as the rapid
‘recession’ of the paper, with his hooves lost to vision
in the clouds, as che image blurs at ivs further reaches.
At the same time a muscular vider, in cloak and
felmet, tips back rowards the viewer, even as he
extends claw-like hands and feer before him. Is he
unleashing vengeance or trying ro avoid calamity? The
gesture, like the message of the sheer, is unclear, More
obvious is char, in keeping with the rider’s hall ancient,
half fantastic appearance, his mount is a hybrids a kind
of reverse hippogriff with a horse’s head and fiery
mang, and a scaly body, which morphs into leonine

[

legs ar che rear. The leg

whose front half was a grifhin and back quarters a

endary winged hippogriff,

horse, was ridden by the sorcerer Adante and the
knight Roger in Ludovico Ariosto’s famous epic
adventure poem Orlando Furioso {published 1516}

Burt rather than fifring this image direcely from the
poes, the draughtsman seems deliberately o have
forged his own “furious; alrmost bestial, invention in
order to demonstrate the poetic fantasia of the visual
artist. The initial disguising of the rider allows the
representation, like that of the poet, o unfold over
time and produce a meramorphosis char is analogous
tor the monstrous passage from lion to horse
represented in the drawing. The most common
subjects for anamorphoses in the Renaissance were
actually poreraics, including those of rulers whose
distinceive features were revealed only when the
image was tilted or viewed obliquely under conerolled
condirions.” But printmakers also produced hidden
images of foolish or raboo subjects chat could be
enjoyed for their surprise and entertainment value, It
is telling thar the earliest anamorphoses reporredly
represented horses as well as mythical bareles of
dragons and lions (Lomazzo, Trattaro della Pittura,
1584, 335-336). These experimental works were,
according to Gian Paolo Lomazzo, made by Leonardo
da Vingi in his late vears at the court of Francis Tin
France. Leonardo himsclf referred to anamorphoses
as ‘compound’ perspectives in which the figure
represented was foreshortened (seen from a
dramartically obligue angle) as well as the plane on
which it was represented.’ Wichin the milicu of the
French court, such designs as Leonardo’s may be
understood as an artistic sleight of hand, a witey
performance of visual artifice intended ro stimulate
pleasure and admiration in a limited circle ofinitiared
viewers: those who could discover the secret and
enter the game. The appeal of the Leonardesque
subject as it is taken up, consciously or not, in this
drawing, seems also to rest on the element of surprise.
The finding of the ‘correct’ angle {which is acrually
‘awry’) results in a violent encounter with a rervible
horseman, careering at speed into oblivion.” The
method of construcrion used here, indicated by the
wedge-shaped framing lines, mean that the most

L

effective viewpoint is from the narrow end of the

sheer, even though the awlkward foreshortening of the

rider’s muscular feg and the feeble suggestion of wings
[ . L
somewhar undermine the ¢ffect. The principal thar
underpins the anamorphic image, as deseribed in
sivreenth- and seventeenth-century sources, was that
the lines of sight from che eye o the image - the so-
called visual pyramid - had o be projected beyond it
onto a plane that was sec obliquely behind it as
though the image were casting a shadow. The image,
b - ' N u ¥ 5 &.
like che shadow of an obicct hit by low sunlighe, will
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appear broader at the end furthese from the eye.
When viewed from the same, oblique point of
projection the effect is to re-form the figure. A simple
aid to projecrion was to superimpose a squared grid
over the picture or figure that would distorvina
regular manner, but there is no trace of the grid
method having been adopted here? Instead, the
eftect is of an impassioned frechand wielding of the
pen over a design established in black chalk. Drawing
is thus presented as a dynamic activity as rapid and
bold as the subject it represents. Once resolved by the
viewer’s active participation, the drawing offers up it
secret. The equestrian image also offers a further,
unanticipared, recognition. Whar presenes ftself in
the penmanship, and the empry, goggle-tike eye
notations, is a distincrive graphic manner associared
with the sixeeenth-century Genoese painter Luca
Cambiaso. Cambiaso’s prolific drawing production
included many pen and ink compositons involving
frantic horse and rider groups to which the Courtauld
sheet can be compared in subject, rechnique and
degree of inish. Primarily acrive asa fresco painter, 5o
accustomed to working fast, Cambiaso and his
efficient workshop treated mythological and Roman
history subjects in highly chearrical ways. Many of his
Genoese ceiling paintings include both leaping
horsemen and strongly foreshortened figures, known
as scored, designed to produce an effect of drama when
seen from a steep angle from below. Such rasks clearly
encouraged Cambiaso’s later experiments with
designing figures in space according ro a graphic

method of simplified, cubic forms that were easy ro

foreshorren. While this inverest sivs well wich the
experinmental quality of the anamorphic system used
here, 2 systen in which the viewer foreshortens the
sheer him or herself, the Courrauld drawing is closer
stvlistically eo his earlier draughtsmanship of the larer
15505 and 1560s. In particular it recalls Cambiaso’s
drawings of the Conversion of St. Paul and, another
favourite subject, the legendary Roman hero Marcus
Curtius who sacrificed himself for his country by
driving his horse into the abyss.” The painterand
theorist Lomazzo commended Cambiase for his
visual ‘games’ his abilicy ro imagine battles and above
all for the ‘Dizzaria’ or bizarreness of his invented
compositions of which many never resuled in
paintings. Even though it subsequently fell from
grace, such strangeness could be viewed by the mid
sixreenth century as a source of pleasure, The furia’ of
the pen performance and the monstrosity of the
drawing is something of an acquired taste, bur this
taste certainly was acquired by sixeeenth-century and
seventeenth-century colfecrors and is furtcher
witnessed to on this drawing by the signs of frequent
handling. Paradoxically this instantly recognizable
and highly ‘personal’ graphic was, in fact,
systematically taughe to Cambiaso’s many pupils so
that they could assise him in his enormous workload.
Tt was also actively adopred, and his drawings freely
copied, by Genoese artists who recognized the marker
value of his idiosyneratic manner. Seen in this context
of widespread imitation, what looks [ike the authorial
hand of the master in our drawing is just as likely o
be the work of 1 ‘namelesy” artise after all,




T

(e

th

o, The Corrtanlid Gallesy, Londm

ot
-

=

=

-

Ll

=3

=

=y

=

a

)

-

=3

=

~ t
- <
fadd N
= fan
s N
& A
- =
- 7.1
= 3
= T
g 3
&
e i
~3 )
= e
= o
= ~
jrd o
o

= -
™~ ~—
ey =
== .
= i
2

Y]

3

=

£y

w

ey

=]

-

-

3

o]

L

A

.

jond

Q

E

=

=y

=

1=

J

=

—

B

o

=

<

=28}

=

=

=

[

= T

(SR~

=20

o

=

5 0w

2 X

=

=

23

I

< %

Tal:

—

iy
..\J




e

B. Degenhart and AL Schimige, Corprs dey italienischen Zeichnungen, 1300-1450, Teil | Siid-und Mittelitalion, 4
vole, Berlin 1968,

5- Degenhare and A, Schmier, Corpus der italienischen Zeichuungesn 1300-1450, Teil H, Veedig. Addeida zu
Stid- und Mintelitalion, 3 vols., Berlin 1980.

AL De Marchi, Gentile da Fubriano, Milan 1992,

D. Ff“‘vﬁﬂr‘”‘g’ Why (»caf“mmsscm‘siup Mareers, in ed. K. van Stighelen, Munusenla Discipulornme: Esays i
Honour of Hans Flieghe, Turnhour 2006, pp. 29-43.

3 el . LA \ .. L ] .

P. Fortini Brown, Foneting Noarsarive Painting in the Age of Cavpaccio, Yale 1988,

») NI T 4 oH Hh s . . . s - . . .

R. Fry, Editorial, The fﬁ’za;‘fz;ygsz;;z Magaziue for Connotssenrs, 38, no. 218, May 1921, p. 209.

L Gaskell, Drawn by Rembrande? Reflections on exhibitions and ateriburions’ Apolle, 136, 1992, pp. 55-56.

LA Gere, _5(}}}13 Observations on the Practical Utility of Connoisseurship’ i eds, W, Strauss and T. Felker,
Drawings Defined. New York 1987, pp. 291-305

The Genius of Venice, eds. Hope and J. Martineau, exhib. cat., Roval Academy, London 1983,

G. Goldner, “Bellini’sy Drawings in ed. P. Humfrey, The Cambridge Companion to Giovanni Belllini, Cambridge
2004, pp. 226-255.

L. Grasst, [ disegno italiang dad Trecento al Seicento, Rome 1936,

L. Grassi, I disegni italian; dol Trecento e Duaitrocento: scuple floventina, senese, mavehigiana, reanibira, Venice

1961.

0. von Hadeln, Fenezianio)e Zeichnungen des Suartrocenso, Beslin 1925,

Hand-list of the Drawings 137 the Witr Collection, London 1956,

G.F Fll, Prsanello, Londan 1905,

AM. Hind, (j‘..m..zgﬁg,,f{{f’[&_;gf;‘m Engravings in the British Musenn, London 1910, no. 29 at pp, 292-3.

3 o s gy y s fa - - - o - 4 .
AroRAge an f{ Collecting iy the Seventeenth Century: Thomas Howard, Earl of drundel, exhib. car., Ashmolean
Museum, Oxford 1985,

3 s SDirrser ) . ) ) } .
P. Humtrey, Vittura ¢ devogione: lo tradizione narrariva guattrocentescy in La pittiera el Feneto: §f
Duattrocento, |, Milan 1989, op. 295-342

., Karet, The Dranwings of Stefane da Verona and his Cirele and the Origins of Collecting isn Italy: a Catalogne
Raisanné, Philadelphia 2007,

M. Kemyp, Lare Leonardo: Problems and Implications, At Jorrnal, 46, no. 2, 1987, pp. 94- 102

SRR PTG | SNV, S | P
P. Kristeller, Andrea Manzegrna, London 1901,

A R F TR N - - o owogy 2 - i
G. P Lomazzo, Tiattais dollsrte detls pittiers sedtnya et avchitetinra, Milan 1584, ed. 3 vols, Romel844.



BIBLIOGRAPHY

The Age of Titian: Vonetian Renaisance Painting in Seottish Collections, ed P. Humfrey et al, exhib.car. National
G ﬂhu of Scotland, Edinburgh, 2004.

L.B. Albertd, On Painting, trans!, {of De Pictura) C. Grayson, ed. Oxford 1991

G. Agostl, Disegni del Rinascimento in 1 flpadane, Gabinerro disegni ¢ stampe degli Uthzi, Florence 2001,
G. Agosti, ‘Su Manregna, 7 (Nell' Europa del Seicento), Prospettiva, 115-116, 2004, pp. 135-158.

Andres Mantegna ed. ] Martinean, exhib. car., Royal Academy of Arts, London, Milan 1992,

K. Andrews, National Gallery of Scotland: Catalogue of ftalian Draoving, 2 vols., Cambridge 1968.

1. Balerudaisis, A}zm?m;'pfmsfg: on, Perspectives curicuses, Paris 1955,

P Barocchi and R, Ristort, I Carteggio di Michelangelo, 5 vols. Florence 1965-¢. 1983,

B. Berenson, The Diaotngs of the Florentine Painters, smplified edidon, 3 vols., Chicago 1938,

V. Birke and J. Kervész, Die ftalienischen Zeichnungen dev Albertina, 4 vols. Vienna 19927

I Bober, ‘Tdisegni di Luca Cambiase) in Luaa Cambiase: Un maestro del Cingiecento enrapes, Milan 2007, pp.
G3-83.

V.A. Boniro, "The St. Anne Altar in Sant’Agostino in Rome: a New Discovery, Brrlington Magazie, 950, 1982

pp. 269-272.
(. Bora, [ fff&t’g}zi foshardi ¢ genovesi el Cinguecento, Treviso 1980
B. Boucher, The Scudptire of Jacopo Sansowvino, 2 vols., New Haven and London 1991,

British Museunn, Greide to an Exhibition of Drawings and Sketches by Old Masters and by Artisis of the English
Sehaof principally acquived between 1904 and 1912, London 1912.

Bricish Muscum, Guide to an Exhilirion of Drawings and Engravings by the Old Masters principally frons the
Malcolm Collection in the Print and Drawing (:,--zf/ﬁ“;, London 1895

T Byam Shaw, Drawings by Old Masters ar Clirist Churely Oxford, Oxford 1976.
Catalogue of Dratwings exhibised ar Messrs. Obach, Nov/Dec 1908,
S. Colvinin The Academy, 27, 1884 pp. 338 {1
S. Colvin in Gazerre des Beasxc-fres, 30, 1884, p. 2
S. Colvin in The Fasari Socicry for the Reproduction of Dyawings by Ofd Moseers, Fivse Serices, 4, 190879

B. Degenhart, Pisanello, Turin 1945,

Ly

.



L. Magagnato ed, Da Altichiero & Pisanellp, exhib. car. Museo di Castelvecchio, Verona, Venice 1938,

s

L. Magnani and G, Rossini, La wranient di Luca Camibiaso: confronti, spaziv decorative, tecsichs, Art del
Convegne, Genova, 2007, Genoa 2008,

R. L. Manning ed., Drawings of Luea Cambiaso, exhib. car. New York 1967, Houston 1974

R. van Matle, The Development of the Italiasn Schools of Painting, The Hague 1923-1938, especially Vols VI,
1927 and X1, 1929,

D. McCarthy, review of the Nawreless exhibition, The Builington Magazine for Connolssenrs, 38, no. 219, June
1921, pp. 261-2

L. Melli. / disegni italiani del Quattrocento nel Kupferstich-Kabinett di Dresda, Florence 2006,
G.L. Mellini, Alvichiero ¢ Jacopo Avanzi, Milan 1965.

C.M. Merz, Initations of dncient and Modern Drawings from the Restoration of the Ares in Italy to the Present
Tisme, London 1798 {expanded edition of 1789).

C. Monbeig Goguel, ‘Vasar's Atcicude toward C ollecting” in . Jacks, Masaris Florence: Artists and Lirevari ar
the Medicean Conrt, Cambridge 1998, pp.111-136.

B. Monteveechi, SantHgosting, (Le chiese di Rowa illustrate, ns. 17}, Rome 1985,
E. Minez, ‘Vircore Pisanello), Revie de Ly, 1, 1897, pp. 6772

M. Newcome-Schieier, Disegni genovesi dal XVIEal XVIH secolo, exhib. cat. Gabinetro disegni ¢ stampe degli
Uthzi, Florence 1989,
Y. Oudey, The Italian School of Desion, London 1823,

G. Paccagnini, Pisanello ¢ il viclo cavallereso di Mantova, Milan 1973,

Patronage and Collecting in the Seventeenth Centiery: Thomas Howard, Earl of drundel, exhib. car,, Ashmolean
Muscum, Oxford, 19856,

T. Pignarei, ‘Cingue seeoli di pircura nel palazzo dei dogi), If palezco ducale di Fenezia, Flovence 1971, pp. 91-
2

Pig
-

17
Pisanello: Le Peintve anx Sept Vertus, eds. D, Cordellier ec al, exly. car. Musée du Louvre, Paris 1996.

AL Popham, Catalogue of Diatwings o the Collection formed by Siv Thomas Phillipps, Bart., FR.S., now in the
nossersion of bis Grandeon, T Firzroy Phillipps Fenick of Thivlestaine Fonse, Cheltesham, 1, London 1935,
2 ,} f i

AE. Popham, review of Degenhare, Preanello, 1945, in Burlington Magazine, 88, no. 518, 1946, p. 130,

AE. Popham and P. Pouncey, fralian Dyzwings in the Department of Prings and Drawings in the British
Musenin, The Fourteenth (zfz{{f'zfifc’ sty Centrries, 2 vols. London 1950,

. Pouncey and J. Gere, ffalian Dyawings in the Departnent of Prints and Drawings in the British Musewm:
Rapluel and Iiis Cirle, London 1962



LA

N

G. Pudelko, "The Early Works of Paclo Uccelle) Arr Bulletin, 16, no. 3. 1934, pp. 231-259.

G. Pudelko, ‘Studien itber Domenico Veneziano, Mitteilungen des Kinsthistorischen Institutes in Flovenz 4,
1934, pp. 144-200.

Renaissance Faces: Fan Eyck to Titian, eds. L. Campbell, M. Falomir, J. Fletcher and L. Syson, exhib. car,
National Gallery, London, London 2008,

L Rag

gghianti, Pittuna ira Glotto ¢ Pisanello: Trecento ¢ Duattrocento, Ferrara 1987

L. Ragghianti Collobi, #/ Libro de’ Disegni del Tasari, 2 vols. Florence 1974,
J. Richards, Altichiero: An Avtist and bis Patrons in the ltaliai Trecento, Cambridge 2000.
G. Roberwson, Gisoanni Bellini, Oxtord 1968

A Schart, review of Popham and Pouncey, Brvlington Magazine, 94,1952, p. 210,

G.Schwartz, ‘Connoisseurship: The Penalry of Ahistoricism Artibus et Historiae, 9, no. 18, 1988, pp. 201-206.

S, Skerl Del Conte, Pisanello et fa culture du X1Ve sitele), Pisanello, Acts of the Louvre colloguium, June 1996,
2 vols, [, Paris 1998, pp. 45-82.

A. Stix and L. Frohlich-Bum, Afbertina Katalog, 1, Die Zeichnnngen der Venezianischen Schule, Vienna 1926,
V. Suida in The Fasari Society for the Reproduction of Drawings by Old Masters, Firstseries, V, 1909/10, no. 1.
B. Suida Manning and W. Suida eds., L Cambiaso. La vita ¢ le opere, Milan 1958.

D. Sutron {ed.}, ‘T Letrers from Herbere Horne to Roger Fry), Apoflo, 122, July 1985, p. 136.

M. Tietze and E. Tierze-Conrar, The Drawings of the Venetian Painters in the Fifieenth and Sixteentl Centuries,
New York 1944,

N. Turner, The Strdy of Ttalian Drawings: the Contvilution of Phillip Porrcey, London 1994

G. Vasari, Le Fite dei pidh eccellenis piteori scultori ed architertori, ed. G, Milanesi, 9 vols,, Florence, 1878-1885,
(. Waagen, Treasures of Avt in Grear Britain, London 1854,

G. Whaagen, Treasuves of oArt in Great Britain, Supplement, London 1857

F Wickhoft, ‘Uber einige italienische Zeichnungen im British Muscuny Jabrbuch der Koniglich Prenssischen
Kunstsanonlungen, 20, 1899, pp. 202-215.

1. Wood, 'Nicholas Lanier (1588-1666) and the Origins of Drawing Collecting in Stuart England’in C. Baker, C,
Elam and G. Warwick {eds), Collecting Prints & Drawings in Europe r. 1500-1750, Aldershor 2003, pp. 85-121

S Wolrers, Der Bildercchnnck des Dagenpalastes, N iesbaden 1983,
B4

H. Zerner, “Whar gave Connolssearship its Bad Name? in eds. W, Strauss and T Felker, Draines Defined,
New York 1987, p. 289-290.






-
=

78-0-95452

1SBN

. ww%

s

».y.m“"

)




