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FOREWORD 
T H I S E X H I B I T I O N of old master drawings is drawn 
from the collection of 3,500 drawings collected by 
Sir Robert Witt, and bequeathed by him to the 
Courtauld Institute of Art, University of London. 

We are indebted to the Institute's Director, Sir 
Anthony Blunt, for the generous loan of these 
drawings and for his introduction. 

We are also very grateful to Mr Philip Troutman, 
Keeper of the Collection, for his notes on the 
drawings and for the trouble he has taken over their 
dispatch. 

P.A.T. 



INTRODUCTION 

DR A W I N G S DO N O T C A R R Y the same publicity value as paintings. They do not fetch the 
same colossal prices, and even the most celebrated of them do not hang in reproductions in 

every home like the great masterpieces of painting. But they can often tell us things about artists 
that we cannot learn from his finished paintings. They are a more intimate outpouring of his 
personality, and they may record some facet of his thought or feeling which reflection caused him 
to eliminate in the finished work of art. Drawings let us in not only to the studio of the artist, 
but in some ways to the workings of his mind. They let us see his first reaction to a subject, or 
they allow us to watch him in the process of creation. 

Drawings are of many types and are used for many purposes. They may embody the percep­
tion of an effect in nature which has to be seized almost instantaneously; they may be the result 
of a careful study of a deliberately posed model to be used in a big composition; or they may be 
finished drawings intended to be complete in themselves. 

All these types and most of the intermediate categories are represented in the present exhibi­
tion, but it is not always easv to say to which group a particular drawing belongs. The Constable 
sketches, for instance, were certainly done either in front of nature or from a precise memory of 
a particular moment, but the Turner, though based on an equally intimate knowledge of nature, 
was certainly executed in the studio, mainly from imagination. The drawings by Claude Lorraine 
seem to be an intermediate category. W e know that he drew from nature, but there is good reason 
to think that even drawings such as the two views of Rome were probably executed in the studio 
on the basis of more rapid sketches made on the spot. 

Portrait drawings, like those of Lawrence and Romney, again vary in their function. The 
Lawrence is a finished work, certainly not intended to be developed into an oil painting, whereas 
the Romney is a first jotting, probably made in the absence of the sitters, to establish a general 
grouping for the portrait. 

Most of the Italian drawings are studies for religious or allegorical compositions. A number of 
these are projects for the general design; others, like the Domenichino, are studies from the 
model, made as a preparation for a detail of a big picture. Guercino and other seventeenth cen­
tury artists certainly made figure studies, possibly from nature, possibly from imagination, for 
their own sake, and in fact many of Guercino's most brilliant and attractive works are of this 
kind. Castiglione and Piazzetta carried the idea still further, though in different ways. Casti-
glione invented a peculiar technique by which he could produce rapidly and cheaply a drawing 
which had the qualities of an oil sketch on wood or canvas. Piazzetta aimed at a much more 
finished effect, perhaps having in mind that his drawings might be engraved. 

T h e range of subjects to which drawings could be applied was even wider than this. Callot and 
Stefano della Bella used the technique to record groups of figures from the life which they saw 
around them either in Florence or in Nancy. A century later Canaletto shows us two Venetians 
seen no doubt in the Piazza, and about the same time Pier Leone Ghezzi exploits the technique 
for caricature, a favourite game in the seventeenth and eighteenth centuries. At the other extreme 
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Giulio Romano and Piranesi apply the medium to the problem of decorative design. 
It was one of the purposes of the late Sir Robert Witt , who formed the collection from which 

these drawings come, to illustrate the variety of ends to which the art of drawing could be ap­
plied and also to show how important they could be as documents for the art historian through 
being either signed or dated or connected with known works by the artists. It is our hope in lend­
ing these drawings that some part of the pleasure and the knowledge which he intended to spread 
will be conveyed to those who will see them in Auckland. 

]uly, I960 ANTHONY BLUNT 

HISTORICAL N O T E 

CHRONOLOGICALLY, the exhibition starts with Italian artists in the first half of the sixteenth cen­
tury who were associated with Raphael's studio in Rome, like Giulio Romano, Barrocci and da 
Carpi. The sculptor Bandinelli was their contemporary in Florence. 

In the latter half of the century while Venice maintained its position with artists like Tinto­
retto and Palma, Bologna became more and more the main centre of influence through the Car-
racci. However, Rome with its massive building and decorating programme implemented by suc­
cessive Popes, attracted both the Carracci and other Bolognese masters like Domenichino and 
Guercino. Then in the seventeenth century Rome became the greatest source of artistic activity. 
Not only did master designers like Pietro da Cortona work there, but also foreigners like the 
Frenchman Claude, the Flemish painter Bril and the German Elsheimer, all three being major 
influences in the development of landscape painting. During the same century and well into the 
eighteenth Venice regained some of its old reputation through the Tiepolos and Piazzetta. 

Nearly all the Dutch and Flemish artists worked in the Netherlands on its characteristic sub­
jects, genre, landscape and seascape. But artists like Heemskerck and Cort worked as engravers in 
Italy and their art was influential on the contemporary Italian printmakers. 

The seventeenth and eighteenth centuries witnessed an ever-growing traffic of artists through 
all the countries of Europe. Thus in England, Lely and Kneller arrived and stayed to paint por­
traits, Canaletto to paint views of London, and Willem van der Velde to paint seascapes. 

In France, during these centuries, under a powerful monarchy, building, decorating and com­
missions of all kinds provided endless employment for artists like Caron and Boucher, with de­
signs for tapestries and mural paintings, while Germany and Spain employed the Tiepolos for 
similar large schemes. 

During the eighteenth century the Rococo style hid under its decorative surface a real interest 
in nature, which later blossomed into the Romantic Movement — this romantic attitude in various 
ways caught up artists like Gainsborough, Blake, Fuseli, Constable, Delacroix and Turner. 

From Giulio Romano's arrival in Mantua in 1524 to Turner 's death in 1851, this exhibition 
describes the creative notes of artists in Europe. 

p. A. TOMORY 
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T H E CATALOGUE 
Note — All measurements are in millimetres, height before width. 

English School 

F R A N C I S BARLOW (1626-1702) 

1 A FIGHT BETWEEN A RHINOCEROS AND AN ELEPHANT 

Pen and bistre, Indian ink wash, on buff paper 243 x 338 

Bought Sotheby, 11/7/28 (38). 
Coll: A. G. B. Russell. 
Exh: V & A 1943. Witt Coll: National Gallery of Canada 1949/50 (3); Washington 1951 (3); 
Bristol 1952 (7). 
Lit: Sparrow, Apollo, Jan. 1934, p.25ff, and repr. p.29; Ritchie (ed.), English Drawings, repr. p.7; 
Woodward, Tudor and Stuart Drawings, 1951, repr. pl.31. 
Signed F Barlow 1684 

The rhinoceros is taken from Diirer's woodcut of 1515 (Bartsch 136). 

2 A FIGHT BETWEEN A COCKEREL AND TURKEY IN A POULTRY YARD 

Pen and brown ink, grey wash, on light buff paper 185 x 296 

Signed in ink bottom left F. Barlow 
Bought Sotheby, London (no date). 
Exh: Vienna 1927; Grosvenor Place, London, 1932; V & A 1943; Arts Council 1948 (3). 
Lit: Apollo, Vol. XIX, 1934, pp.25-29. 

W I L L I A M B L A K E (1757-1827) 

3 VISIONARY HEAD OF SOLOMON 

Pencil 255x215 

Bought Parsons. 
Coll: J. Linnell (from the artist). 
Lit: Gilchrist, Life of William Blake, 1863, Vol. II, p.244, No.43, in list No.2; Keynes (ed.), 
Pencil drawings by William Blake, 1927, repr. pi.43. 

The Linnell sale catalogue refers to three versions, of which this is one; the others are in the Huntington 
Library, California, and the Morris Wolf Collection, Philadelphia. Keynes (op. cit.) dates the drawing ' about 
1819.' One of the heads which Blake drew from images which he called up, pardy at the instigation of his 
friend John Varley, the water-colour painter, who was also interested in the occult. 
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