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PREFACE.

MY object in this book is twofold: I wish to interest in the

knowledge and study of drawings by the old masters that

wider circle of those who care at all about Art, which at
present has known them only by public exhibitions, such as have
been made in the British Museum, in the Taylor Galleries at Oxford,
at Leeds in 1867, in the Louvre at Paris, and in other galleries of
the Continent. The excellence of drawings is not so readily perceived
as that of pictures and engravings, and therefore perhaps a detailed
exposition of some of superior quality and value may afford profitable
lessons in this branch of connoisseurship.

And I very greatly desire to make known to those who already
are interested in this study, that there exists in this country a collection
of such drawings, which as to numbers alone is surpassed by but two
or three others in Europe, whilst from the rare and peculiar character

of its contents it is entitled to take rank with the first.




-

PREFACE.

Although the Royal Collection, being a private one, cannot be thrown
open to the public, the access of Art-students to it has, by the express
desire of H.R.H. the Prince Consort, with the sanction of the Queen,
been as far as possible facilitated. Selections from its treasures have,
with Her Majesty’s permission, been exhibited at the conversaziones of
the Royal Society, of the Fine Arts Club, and of other learned and
artistic associations. And the publication of the choicest drawings it
contains, by the process employed in this book, and in such a manner
as to make them available for the library and the drawing-room, at the
same time that they will not be beyond the means of the humblest

student, will now not long be delaycd.

B. B. WOODWARD.

RoYAL LiBRARY, WINDSOR CASTLE,
15t September, 1869.
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INTRODUCTION.

held in very peculiar esteem by the decper students and

3

extravagant prices in public sales; but as works of Art they

lovers of Art. They have seldom, it is true, commanded

i are treasures to the true connoisseur.

The reasons for this high appreciation may be very easily discovered.
Whether they are mere sketches or carefully executed drawings, they
always bring us so close to the artist himself, that we know more of
him than any finished painting can tell us: to which indeed they stand
in a relation like that of familiar letters to a regular literary work.
The slightest croguzs, hastily thrown upon paper for the purpose of
recording some sudden thought, will reveal the conscious power and
trained understanding of the real master. The seeming carelessness
discloses the accomplished draughtsman, just as affected correctness will
betray the bungler. The lines and touches, which have fallen as if by
hazard, are just so many, and in precisely the places, as the purpose
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DRAWINGS OF TEN MASTERS.

required. Be it form, or drapery, or ordommance, what is wanted is
there; perhaps something beyond it, but certainly that.

In more highly-wrought drawings, yet more of the master is seen.
We learn his manner of working; we are admitted in silence to his studio,
and can watch the growth and development of his thought. At times
a succession of drawings of the same subject, more and more elaborated,
carries us with him, from a first germ to the completed work; and
by comparing them with each other, we can trace the progress of his
mind in the expansion and realization of his design. At times all this
may be seen in a single drawing, and the changes he has made may be
discovered beside and beneath his finished performance. Examples of
this will be met with afterwards, and will be noticed as they occur.

Nor do we learn less of the artists from observing their favourite
methods of manipulation. Some employ by preference pen and ink;
and some of these affect fine and hair-like lines, whilst others indulge
in coarse and bold strokes : this artist will produce his effects by straight
lines and cross-hatchings, whilst another will use delicately-curved model-
ling-lines, and another yet will resort to the brush, and attain his end by
the judicious application of washes. Some employ nothing but the
brush, both for outlines and effects; others, again, find in the varied
powers of the crayon the best means of expressing their thoughts; and
others attain the same end by the use of the exquisite and tender silver-
point. Many employ tinted grounds and several colours, and enhance
the effect of the high lights with white. Not a few combine several
processes in one drawing. And in fact the study of drawings, in this
aspect alone, is the study of the characters and moods of the masters.

Then, again, we meet not only with studies from Nature, and from
models, but studies from antique sculpture, studies from older masters
and copies of their drawings; and these are exceedingly numerous and

12




INTRODUCTION.

excessively perplexing to the connoisseur. Most perplexing of all,
however, are copies which have been circulated as authentic and original
works, and received as such in collections of high character; and
drawings which are simple forgeries, of which there are too many, and
some of a very early date. Yet careful study of the history of the
drawing, and of the manner of its execution, will in most instances
unmask the fraud. _ '

'Such are some of the causes for the interest which is taken by
genuine Art students in drawings. For in fact on one side Art is
thoroughly »ea/; and the closer we can approach the master, and the
more intimately we can become acquainted with him and with his ways,
the nearer can we get to that point of view from which alone his works
can be understood and correctly appreciated. But on the other hand Art
is no less truly zdea/, and the greatest charm of the noblest creations
of genius in this kind lies in their power of suggesting to our own
thoughts something. greater, something more beautiful, even than them-
selves. And it is this quality which shows itself in drawings and
incomplete works more fully than in the noblest pictures and sculptures
of the museum or gallery.

It was in the age of the great masters, when Art ceased to be the
mere vassal of Religion, and commenced its independent career, that the
true appreciation of drawings first showed itself, and that, as was natural,
chiefly amongst artists themselves. There is something very noble in
the interchange of courtesies between Raphael and Albert Durer by the
reciprocal gift of their- drawings; in the execution of special drawings
for his particular friends by Michelangelo; and in the bequest by
Leonardo da Vinci of all of his own drawings that he possessed to his
especial friend Francesco Melzi. Vasari, who has. recorded these facts
and others of a similar nature, was himself perhaps the first extensive
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DRAWINGS OF TEN MASTERS.

collector of drawings; being, as his immortal work demonstrates, more
a critic and connoisseur than an artist. He showed his estimation of his
treasures of this sort by enclosing them in borders, designed by himself
in the guasi-classical taste of his-time, which may be seen in many
collections of the present day; and his attributions, thus attested, are of
the greatest value to students in determining the authorship of the vast
numbers which have descended to us without any history of their own.

The taste thus exemplified soon led wealthy connoisseurs, and particu-
larly princes and high ecclesiastics in Italy, to form collections for them-
selves; and they in their turn were imitated there, and in other countries,
by all who possessed the means of indulging their love for the Fine Arts
in this manner. Some of the collections formed then and during the two
following centuries have attained historical celebrity. Such were those
which are still to be seen in the public galleries at Florence, Milan, and
Venice ; those of Cardinal Massimo at Rome, of the Palazzo Bonfiglioli at
Bologna, of the Cavalieri Luti and Giuseppe Cesare d’Arpino; that of the
Bishop of Arezzo, collected by the Padre Resta; that formed by Carlo
Maratti, which was afterwards in the possession of Cardinal Albani;
and finally the collection of the English Consul Smith at Venice.

In France the collection of the Louvre, the most extensive of all now
existing, was founded upon the Jabach Collection, with large additions
from those of Crozat and Mariette, which were amongst the most famous
of their day. One of the greatest losses to the world in this way, after
that of Michelangelo’s illustrations to Dante, was the destruction by
fire of the magnificent Boulle collection in 1720. There are several
private collections in Paris now of great excellence, such as those of
M. Thiers, of M. His de la Salle, M. Gatteaux, M. Galichon, and
others. The collection at Lille, bequeathed to the museum of his native
city by the Chevalier Wicar, formed in Italy during the occupation of

14




INTRODUCTION.

the French, contains drawings of great worth. In Germany in former
days there were collections like those of Sandrart and Praun, and there
are still the Albertine collection at Vienna, the collections at Berlin,
Dresden, Weimar, &c. The collection at St. Petersburg is quite recent;
Stockholm and Copenhagen are not without interesting and valuable
Art-treasures of this kind. Holland, as might be expected, has possessed
several museums of drawings, public and private; those of Tonnemann
at Amsterdam, earlier; and later, those of Ten Kate and Six in the same
city, and that of Flinck at Rotterdam, have been especially renowned.

But since the seventeenth century England has taken the lead in
collecting works of Art of this class, excited by the examples of
Charles I. and the Earl of Arundel. The names of Rubens, the Laniers,
and Lely, though they were foreigners, may most properly be mentioned
as those of distinguished collectors of drawings here. Their example
was followed in later times by Sir Joshua Reynolds and Sir Thomas
Lawrence. It would be impossible to give, within any reasonable limits, a
complete or satisfactory list even of English collectors; a few of the most
active and intelligent who have been devoted to this pursuit, must suffice
to indicate the activity which has prevailed here. The collections of the
Earl of Pembroke, Lord Somers, the Duke of Devonshire, the Earl of
Leicester, Sir Edward Astley, Sir Andrew Fountaine, Dr. Meade,
General Guise, the two Richardsons, Mr. Barnard, Mr. Reveley, and
in our own times, those of Woodburn, Dr. Wellesley, Mr. Robinson,
Mr. Malcolm, and others, have attained deserved celebrity. The fine
collection of the Duke d’Aumale must be spoken of as an English
one. The University of Oxford and Christ Church College rank high
amongst the museums of the present day. The British Museum, one
of the most recently founded collections, increases in the worth and
number of its drawings year by year.

IS
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DRAWINGS OF TEN MASTERS.

The Royal Collection at Windsor Castle, however, far exceeds in
extent and importance any other in England, and is surpassed probably
by two only in Europe, those in the Uffizj at Florence, and in the Louvre
at Paris. The number of drawings which it contains is above 20,000.
Those of the Italian schools predominate, and amongst them those of
the Caracci and their followers at Bologna and Rome. The masters of
the German, Flemish, Dutch, and Spanish schools are, with the exception
of Holbein and some of the landscape painters, least well represented.
There are about ffty of the works of the earlier masters, and some
of the very choicest works of Michelangelo and Raphael; Leonardo
da Vinci appears in greater force perhaps than in any other collection.
It is particularly strong in the school of Raphael, and in that offshoot
of it known as the school of Fontainebleau. There are but few of
Correggio, but Parmigiano can seldom be studied so thoroughly as here.
Fra Bartolomeo, Baccio Bandinelli, and the Florentine school are fairly
represented, and the drawings of the school of Venice are choice and
numerous. Of the French school there are fine examples of
Dumoustier and Claude, whilst the Poussins are unequalled by any
collection in number and excellence. Besides, there is a very great
quantity of architectural drawings and plans, and of designs for deco-
ration and ornament, most of which are Italian.

The history of this great collection is still but imperfectly made out.
It is certain that it contains none of the drawings which were

possessed by Charles I. It appears to have been commenced by the:

purchase of the Holbeins, the Leonardo da Vincis, the Parmigianos,

and many others, by Charles II. under the counsel of Sir Peter Lely,

at the first sale of Lord Arundel’s collection, which took place in about

1675, at his house, then called Tart Hall, now Stafford House, in

London. These drawings, partly in consequence of the death of Lely,
16




INTRODUCTION.

but still more on account of the well-known careless indifference of
Charles II., were completely lost sight of for about seventy years. The
Holbeins first were discovered by Caroline, Queen of George II., in an
old bureau in Kensington Palace, and shortly after the accession of
George III. the Leonardo da Vincis and the rest were found in the
same place. Meantime many choice drawings were procured from Dr.
Meade, as it seems, by Frederick, Prince of Wales. But the bulk of
the collection was purchased by George III. in Italy; Dalton, the first
keeper, having been commissioned for the purpose. The Albani
Collection, that of Consul Smith, including the Bonfiglioli Collection, and
others which cannot be specified, were then obtained. Other purchases
must have been made, for we find drawings here bearing Sir Peter
Lely’s mark, others which can be identified as having belonged to: the
Crozat and equally famous museums, the details of which are at present
wholly undiscoverable. Very few have been added in recent years.
The great mass of these drawings were laid down in large folio

volumes, without too nice a regard to the classification of the works of

masters or schools, excepting in the case of those procured from the
Albani Collection. No protection was afforded by “ mounts,” and each
drawing was surrounded by an astonishing framework of borders
generally matching the most conspicuous tint in the drawing itself. The
Holbein drawings, which Queen Caroline had kept framed and glazed
at Kensington, were once more mounted in books in the same fashion;
and the drawings of Leonardo, of the greatest artistic interest, were
taken out of the volume in which they had been inlaid by Pompeo
Leoni, and similarly treated. '
Recently, in conformity with the purpose of H.R.H. the Prince
Consort, a commencement has been made for the reconstruction of this
collection. And already a great part of the most valuable drawings have
17 c
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DRAWINGS OF TEN MASTERS.

been dismounted from the books, and laid down upon largé sheets of
paper specially made for this use, beneath sunk mounts, and in such a
manner as to show everything upon the back of each, whether made
by the artist himself or subsequently, which can contribute any atom of
evidence regarding its history. In this process mahy drawings of the
highest possible interest, and many memoranda of great historical value,
have been brought to light, and the drawings themselves are not only
preserved from the possibility of further injuries, but can at length be
seen in such a manner as to satisfy the student and connoisseur.

No adequate catalogue of this collection as yet exists: the old one
was a mere list, which did not describe the drawings in all the volumes,
and by some accident took no notice whatever of several of the volumes
themselves. A full descriptive catalogue is, however, in preparation,
though the extent of the collection and the necessity of accuracy of
description makes its progress slow.

For collectors of drawings, and still more for Art students, who
require memoranda at least of the works of the great masters, fac-similes
of important and characteristic drawings are of the first necessity. They
are scarcely less so for that large portion of the general public whose
education in matters of Art has been so greatly neglected, that they are
but beginning to perceive the value of these means towards it. To such
fac-similes as those by Metz, Mulinari, Bartolozzi, and Prestel, one can give
little praise in this respect. Young Ottley’s Italian school, Earlom’s and
F. C. Lewis’s Claudes, Ploos van Amstel's Dutch school, and especially
Leroy’s fac-similes of drawings in the Louvre, and Wacquez's and Leroy’s
Lille Raphaels, answer the ends proposed as far as is possible with
engravings. A new impulse was given to the preparation and apprecia-
tion of such fac-similes by the application of photography. This process
has been more and more extensively used ever since the commencement

18




INTRODUCTION.

of the collection of the works of Raphael by H.R.H. the Prince Consort,
which in so many other respects also has imparted fresh energy to the
study of Art. The strenuous efforts which were directed by the Prince
to the discovery of some means of rendering photographic prints per-
manent, stimulated the inquiries and guided the experiments of men
of practical science; and the ultimate result has been the invention of
a process by Mr. Ernest Edwards, which answers every purpose and
requirement, short of the direct reproduction of all the original colours.
This process has been employed in the present work, and the fac-similes
here given may be accepted as, so far, perfect representations of the
originals. In most cases some reduction in size was necessary, and then
the dimensions of the drawing itself have been given. A few other
merely technical remarks have been very sparingly introduced.

The brief biographical memoranda of the life of each master are
inserted solely to prevent the need of reference to other works.

19 C2
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MICHELANGELO BUONARROTL

BORN 1475; DIED 1564.

@ ICHELANGELO was the son of Leonardo Buonarroti, the
i podesta of Castella di Chiusi e Caprese, near Arezzo, and was
f<k¢ born on the 6th of March, 1475. He was apprenticed when
thirteen years old to Domenico Ghirlandajo, and in the following
year, 1489, he commenced the study and practice of sculpture under
the patronage of Lorenzo di Medici at Florence. After a visit to Venice

and some stay at Bologna he went to Rome, 1496. Returniﬁg to Florence
in 1501, he was commissioned to execute his great statue of David; which
was finished in 1504. He next executed his cartoon of the war with Pisa,
and finished it the following year. About this time he was engaged by
Pope Julius II. to prepare his tomb, and in 1506 occurred his quarrel
with the Pope and his flight from Rome. In the next three years he
painted the frescoes on the ceiling of the Sistine Chapel, but the great
fresco of the Last Judgment was not finished till 1541. During this
time he continued, with many changes of plan, to work at the tomb of
Julius II., which was completed in its existing form in 1550. The tombs
of the Medici had been finished in 1536. In 1547 he was made architect
of St. Peter’s at Rome, in which year Vittoria Colonna, to whom he had
first been presented in 1538, died. He himself died on the 18th of
February, 1564.
21




THE HOLY FAMILY.

ICHELANGELO, according to the common notion of him,

[ resembles nothing so strongly as his own statue of David. He

#® is colossal, solitary, cold. The works by which he is best known

‘e gigantesque, and, though the subjects are Christian, the treatment

of them is Pagan; yet it is not the Paganism of antiquity which is

seen in them, but the artificial imitation of it which forms the Italian

Renaissance. Lately, however, the means affording a truer judgment

have been made more widely known. Less has been thought of the

daring individuality of his manner, and more weight has been given to

those touches of nature which are seen in his works, and which claim

kindred with the world. Less has been thought of his lonely labours

in the Sistine Chapel and elsewhere; and his affection for his old Urbino,

his more than chivalric devotion to Vittoria Colonna, and even the weak-

nesses he displayed in his love for his friends, have made him better
understood.

The design before us, from which we do not know that any painting

by himself or his scholars was ever made, shows this human side of the

22
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MICHELANGELO BUONARROTI.

great Florentine master. The tenderness of the child’s embrace, its
cheek pressed against its mother’s neck, whilst her hand presses its body
to her bosom, and the inclination of her head slightly away from his,—
an after-thought, as the faint line above it shows,—bringing her cheek
against his brow; while her whole attitude shows that she has just
raised him in her arms;—all this, and the harmonious contrast of the
expression on their faces, tells a story of mutual love such as can be
rarely read in Raphael’s famous Madonnas, unless perhaps in that called
Della Sedia, or, still more, Mr. Rogers’ Madonna, and the one at Munich.
For Raphael had been trained in quite another school, and was too
much the elegant courtier and man of pleasure and the world to realize
the profound though simple natural emotions as Michelangelo has -
done here.

- The purely sculpturesque character of the group, so distinctive of
" Michelangelo’s genius, and the grand sweep and folds of the drapery,
are also worthy of attention. The type of the head and face of the
Virgin shows too that it belongs to his later period, when he drew those
noble heads known as the Cleopatra and the Zenobia, and that which
Mr. Harford engraved erroneously as Vittoria Colonna. There is also a
slight sketch from the same model representing a lady dressing her hair
by the aid of a mirror, on the back of the drawing of the Fall of Phaston,
in the Royal Collection. The type of the heads in his earlier works
of this nature may be seen in the Madonna at Bruges, in the Head
in South Kensington Museum, and in the drawing of a Head in the
Royal Collection. It is more severe, almost classical, in the outlines of
the features, more refined, more spiritue/. Perhaps this study was
made, as well as one in the British Museum—which greatly resembles
it in manner, though the figures are nude,—when he was contemplating
the Madonna now in the church of San Lorenzo at Florence. The

23




DRAWINGS OF TEN MASTERS.

figure of the Virgin, it may also be observed, in this drawing was first
sketched in the nude, and he has made several changes, especially in
the arrangement of the drapery, in the progress of his work, as our
fac-simile itself shows.

On the back of this drawing is a part of a highly interesting study
from the antique. The original was a bas-relief in terra-cotta, of which
two examples may be seen in the Musée Napoléon III.; one of them is
represented in Tavola LX. of the “ Museo Campana,” where it is called
Nozze di Peleo e Teti,—wrongly, however; for it is nothing more than
a representation of a Roman marriage. Michelangelo has drawn in
red chalk the figure of the bride alone, and ‘the head and feet of the
figure have been cut off by some after-possessor of the drawing, who
held it in small esteem, as compared with the one on the other side. It
can be identified not only by the arrangement of the drapery, and the
hand of the bridegroom which is seen clasping the bride’s right hand,
but also by a very slight outline in the nude of the figure of the brides-
maid behind. A careful inspection shows that the figure of the bride
itself was first sketched in the nude, in a similar manner. Such studies
by Michelangelo are very rare, and this one displays the too con-
scientious care with which he worked after the antique, for he has exactly
imitated the entirc want of modelling which the bride’s arm shows in
the original.

This drawing measures 124 in. by a little more than 8 in.
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PROMETHEUS VINCTUS.

Y ‘:j‘D
¥ ASARI, in his Life of Michelangelo, speaking of the great regard
which was entertained by that master for a young Roman gen-

tleman named Tommaso Cavalieri, tells us that ¢ for him, and
to promote his acquirement of drawing, he made superb cartoons,

5 beautiful heads in red and black chalks, with a Ganymede carried to
heaven by the Bird of Jove, a Tityus with the Vulture devouring his
heart, the Chariot of the Sun with Phaéton therein falling into the river
Po, and a Bacchanalia of Children, each and all of which are most
admirable.” One of these four drawings, the Ganymede, is said to have
gone into the possession of an Englishman named Bouverie, and to have
perished by accident subsequently. But there is a beautiful copy of it in
the Royal Collection by Giulio Clovio; which shows a very near approach
to the peculiar manipulation of Michelangelo, combined with a total
absence of his power; the value of this observation will be apparent
when we speak of the next drawing. The other three drawings have all
passed into the Royal Collection, but by what stages, excepting that they
25 D




DRAWINGS OF TEN MASTERS.

were once in the Farnese Collection, is not known.®* The one before us,
which Vasari calls Tityus, but which really is Prometheus Bound, is a
fine example of the simplicity as well as the grandeur of Michelangelo’s
conceptions; and is one of the comparatively few drawings by him which
are worked up in the principal figure to the very highest point of
perfection. At the same time, different parts of the drawing exhibit his
peculiar manner of working with the Pierre d’/talie, or natural black
crayon, in every stage up to that highest finish. The species of crayon
with which Giulio Clovio worked was not that employed by Michel-
angelo, as his copy of the Ganymede shows; and the different process
by which he attained a finish so closely resembling that of the original
is shown in two unfinished copies of this Prometheus, which are also in
the Royal Collection.

One peculiar characteristic of this drawing must not be overlooked,
and it is of the greatest importance at this time, when the claims of
two unfinished tempera pictures to be regarded as authentic productions
of Michelangelo’s pencil are so warmly discussed. It is a sufficiently
well-established fact that the principles of composition or ordonnance
of groups of figures adopted by the masters who flourished in the acme

* Another drawing of the Fall of Phaéton, formerly in the collection of Mariette, and now
belonging to M. Galichon, appears to have been Michelangelo’s first essay on this subject.
From the terms of the note in his handwriting on the back of it, and from the existence of
this more finished drawing in the Royal Collection in company with the two of the others
mentioned by Vasari, we conclude that Cavalieri did not keep it, but returned it to the master.
The fact that the Royal drawing as well as the other three were engraved by Beatrizet, whilst
M. Galichon’s drawing was not engraved, confirms this supposition. The inscription on the
back is as follows : — .

“ Ser Tommaso, se questo schizszo non vi piace, dite lo a Urbino, & cio ck' io abbi tempo da
averne facto un allro—come vi promessi, e se vi piace, e vogliate ¢k’ io lo finisca.”

“ Sir Thomas, if this sketch does not please you, say so to Urbino, so that I may have time

to get another made for you—as [ have promised you, if you like it and wish that I should
finish it.” '
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of modern Art, and whose genius and skill in fact brought it to
perfection, were derived from sculptures in dasso or alto rilievo; and
the Cartoons of Raphael are perhaps the most striking examples of it.
The copies of Leonardo da Vinci’s Last Supper, and Raphael’s School
of Athens in bas-relief, and other compositions, have at once illustrated
and demonstrated this. Michelangelo’s works, also, exhibit this pecu-
liarity : they are visibly the productions of a sculptor. Whether in fresco
or tempera, or in crayon, and even when executed as pictures after his
drawings by his scholars, they can scarcely be judged aright unless
they are regarded from this point of view. And the modelling of each
figure and of every part of it, including the very drapery, shows plainly
that the Ideal which he had before him, and up to which be worked,
was in fact that of sculpture. The drawing before us, for instance,
suggests at the first glance that it was after a work in the round, and
yet not completely “disengaged,” but only in very high relief.
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