An Italian Journey
Drawings from the Tobey Collection

Correggio to Tiepolo

The Metropolitan Museum of Art




An Italian Journey



i i
- '-‘
s VR
il

| o eI R g ', ¥ T BT

i
oy &

f

TG

=1{1

.
——

ST Y

L Sl

LAY

-

i dl
4

'
o e
~Th?)

@i
-‘-‘"---\




An Italian Journey

Drawings from the Tobey Collection: Correggio to Tiepolo

Linpa WoLKk-SiMON AND CARMEN C. BAMBACH

With contributions by Stijn Alsteens, George R. Goldner,

Perrin Stein, and Mary Vaccaro

The Metropolitan Museum of Art, New York

Yale University Press, New Haven and London



This catalogue is published in conjunction with the exhibition
“An Italian Journey: Drawings from the Tobey Collection, Correggio to Tiepolo,”

on view at The Metropolitan Museum of Art, New York, May 12—August 15, 2010.

Published by The Metropolitan Museum of Art, New York

Gwen Roginsky, General Manager of Publications
Margaret Rennolds Chace, Managing Editor
Peter Antony, Chief Production Manager
Elizabeth L. Block, Editor

Bruce Campbell, Designer

Robert Weisberg, Assistant Managing Editor
Salvatore Destro, Production Manager

Penny Jones, Bibliographer

Separations by Professional Graphics, Inc., Rockford, Illinois
Printed and bound by Mondadori Printing, S.p.A.,Verona, Italy
Printed on 135gsm Gardapat Kiara

Typeset in Bembo Std

Jacket illustration: Andrea del Sarto, Study for the Head of Julius Caesar,

ca. 1520-21 (cat. no. 3, recto)

Frontispiece: Guercino, Detail of A Wooded Landscape with Figures outside the
Gate of a Castle (cat. no. 45)

Copyright © 2010 by The Metropolitan Museum of Art, New York

All rights reserved. No part of this publication may be reproduced or transmitted
in any form or by any means, electronic or mechanical, including photocopying,
recording, or any information storage and retrieval system, without permission in

writing from the publishers.

Cataloging-in-Publication Data is available from the Library of Congress.
1SBN 978-1-58839-379-1 (hc: The Metropolitan Museum of Art)

ISBN 978-0-300-15524-2 (hc:Yale University Press)



CONTENTS

DiIreCTOR’S FOREWORD
ACKNOWLEDGMENTS
CONTRIBUTORS TO THE CATALOGUE
PREFACE by George R. Goldner

NOTE TO THE READER
CATALOGUE

Bibliography

Index of Artists

Photograph Credits

vii

Viii

1x

Xi1

230

252

255






DIRECTOR’S

It has been said that the sixteenth-century Tuscan painter,
architect, and biographer Giorgio Vasari invented the con-
cept of Renaissance art when he composed his incomparable
Lives of the Most Eminent Painters, Sculptors, and Architects, first
published in 1550. It may also be said that he invented the
practice of collecting Italian drawings—or was at least one of
its first and most enthusiastic adherents—when he assembled
his Libro dei disegni, a volume comprising examples by many
of the artists about whom he wrote. From Vasari’s time until
the present, Italian old master drawings have continued to
exercise a seductive aesthetic allure and intellectual appeal
for collectors.

The storied days of happening upon two drawings by the
likes of the brilliant sixteenth-century draftsman Polidoro da
Caravaggio for £ 10 are long gone (the great British scholar and
connoisseur John Gere liked to recount having scored such a
coup in the early 1960s), but for a discerning eye opportunities
to alight on exceedingly fine examples by historically impor-
tant draftsmen still abound. Ample testimony exists in the mar-
velous and richly varied collection of old master drawings,
principally by Italian masters but also by artists whose careers
brought them south of the Alps, assembled over the last quarter
century by David M. and Julie Tobey. We are honored to have
the opportunity to present the wonderful and diverse array of

figure and composition studies, landscapes, portraits, copies after

FOREWORD

the antique, botanical specimens, and other types of drawings—
works by the likes of Andrea del Sarto, Parmigianino, Bernini,
Poussin, Guercino, Tiepolo, and their contemporaries—that
they have so assiduously and intelligently acquired and forged
into one of the premier private collections of its kind.

The exhibition catalogue is a collaborative effort on the
part of a number of authors. I thank Linda Wolk-Simon, cura-
tor in the Department of Drawings and Prints and the exhibi-
tion’s organizer; George R. Goldner, Drue Heinz Chairman;
Carmen C. Bambach and Perrin Stein, curators; and Stijn
Alsteens, associate curator, all of the Department of Drawings
and Prints; as well as Mary Vaccaro, professor of Art History at
the University of Texas at Arlington. The exhibition and its
catalogue also provide a fitting occasion to acknowledge with
deep gratitude the generosity of David M. and Julie Tobey as
benefactors of the Metropolitan Museum: David Tobey’s role
as Honorary Trustee and Co-Chairman of the Visiting Com-
mittee of the Department of Paper Conservation; his and Julie
Tobey’s dedicated support of the Department of Drawings and
Prints in myriad ways, including as members of that Visiting
Committee; and their past and promised gifts of drawings that
have greatly enriched the holdings of this institution.

Thomas P. Campbell
Director, The Metropolitan Museum of Art
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PREFACE

ach collector is brought to pursue the challenging activi-
Eties of selection and acquisition through a different set of
experiences. David M. Tobey grew up with parents who were
both prominent graphic artists, thereby gaining an instinctive
appreciation of the special qualities that pertain to the drawn
line and the image rendered on paper. His father, Barney
Tobey (1906—1989), was a well-known cartoonist for the New
Yorker, while his mother, Beatrice Szanton Tobey (1907-1993),
designed covers for the same magazine. Barney Tobey’s car-
toons include a delightful example showing a pair of children
walking toward the Metropolitan Museum.

After beginning a successful business career, David M. Tobey
lived for several years in Singapore, where he acquired Asian
art, with objects of Japanese, Philippine, and Thai origin. From
about 1970 he also started a collection of Precolumbian art,
which was later donated to a university museum. The collect-
ing of drawings commenced after David married Julie Tobey,
and it has remained a joint enterprise. Though they both had
some grounding in art history, their initial interest was in find-
ing works that would be suitable in the context of antique fur-
niture, and they began with a decorative drawing by Clérisseau.
However, they soon focused their collecting almost entirely on
Italian drawings dating from the beginning of the sixteenth to
the end of the eighteenth century. This was in part due to their
friendship with Julien Stock, then head of the Drawings
Department at Sotheby’s, London. The first work acquired is a
lively and expressive sheet of studies of a horse’s head by Perino
del Vaga (cat. no. 10).

The Tobeys have always shown a wide-ranging taste within
the specialty of Italian drawings. Further early purchases include
a splendid Guercino landscape from Holkham Hall and a richly
executed allegory by Giovanni David (cat. nos. 45, 72), which
differ from one another in subject, as well as medium and
expressive character.

By the early 1990s the Tobeys became more closely associ-
ated with The Metropolitan Museum of Art through their
friendship with William M. Griswold, then assistant curator at

the Museum and now director of the Morgan Library and
Museum. By the time I arrived at the Metropolitan in 1993, they
were already members of our Visiting Committee and actively
involved with the Department of Drawings and Prints. Since
then they have expanded their interests in Italian drawings and
their dedication to forming a collection of real distinction. The
result is one of the finest such private holdings, with examples

“You mean they et you g0 straight fo the caFeferig and then come
right ot without 'ooLin-j at any pietures at all =

Barney Tobey. “ You mean they let you go straight to the cafeteria and then come
right out without looking at any pictures at all?” December 12, 1964.
© The New Yorker



T+ must be pouring cutside 2?

Barney Tobey. “It must be pouring outside.” February 27, 1954.
© The New Yorker

by Correggio and Andrea del Sarto, as well as outstanding
works by less famous figures like Salimbeni and the aforemen-
tioned Giovanni David. The main focus has been on figure
drawings, but there are also landscapes and views, animals, and
even an important study for a ceremonial ship by Algardi.

All of us who collect have different approaches to the
moment of decision. The Tobeys’ has been one of growing
meticulousness, with careful consultation and due consider-
ation of attribution, condition, aesthetic merit, and art historical
importance. No drawing has been bought without much
reflection, and there have been some that involved spirited
debate, as this is a collection formed by two individuals with
similar but not identical taste. Having been a party to many of

these discussions, I can testify to the thoughtfulness and integ-
rity with which these choices have been made.

This brief preface to the catalogue celebrating their collec-
tion is a fitting place to recognize the great contributions that
the Tobeys have made to the Department of Drawings and
Prints, and to the Metropolitan Museum in general. They have
been among the most loyal and devoted supporters of our
program, for which we are deeply grateful.

George R. Goldner
Drue Heinz Chairman, Department of Drawings and Prints
The Metropolitan Museum of Art

Barney Tobey. Artist in His Studio
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NOTE TO THE READER

Drawings in the catalogue are reproduced as close as possible to actual size. Height
precedes width in dimensions. Exact or approximate dates are given when known.
Information on watermarks is included in instances where it is significant for the
dating or attribution of the work in question. The provenance of each drawing
concludes with the date acquired by David M. and Julie Tobey. References are
cited in abbreviated form in each entry. The corresponding full citations are pro-
vided in the Bibliography. In cases where the sources are numerous, the authors
have provided selected references.
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ATTRIBUTED TO LORENZO COSTA

Ferrara, 1460—Mantua, 1535

Lorenzo Costa began his career in Ferrara, where he trained with Ercole de’ Roberti. He moved to Bologna,

working for the ruling Bentivoglio family and other prominent patrons for whom he painted frescoes, altarpieces,
and portraits. Costa succeeded Andrea Mantegna as court artist to the Gonzaga in Mantua; in keeping with the

sophisticated taste and antiquarian culture that prevailed there, he produced a number of mythological scenes.

Drawings by Costa are rare.

1. Recto: A Meeting of Notable Personages and Their Courts: A Cleric and Noblemen, ca. 152035
Verso: Fragmentary Head of a Man in Profile; Incidental Sketches

Recto: Pen and brown ink; verso: black chalk; pen and brown ink, 4% x 8% in.

(10.3 x 22.3 cm)

Provenance: Giuseppe Vallardi (Milan, 1784—1863) (Lugt 1223); Schwarz
Collection; sale, Sotheby’s, New York, January 16, 1986, lot 33; acquired in 1986

Reference: Sotheby’s, New York 1986, no. 33

he vigorous composition sketch on the recto of the Tobey

double-sided sheet was attributed to Lorenzo Costa at the
time of its sale in 1986, a proposal of authorship that is cau-
tiously endorsed by the present author, in view of the state of
research on the still-undefined corpus of works that can be
connected to the artist. Evident here and in the painted oeuvre
of Costa after 1500 in general are the expressive and highly
inflected outlines of forms from Ercole de’ Roberti (ca.
1455/56—1496) and the Ferrarese tradition of drawing and
painting in which Costa was trained, but they are much soft-
ened by an attention to naturalistic detail and an expansive
conception of space, together with an elegant daintiness of the
figure that are typical of the Bolognese masters at the end of

2 Lorenzo CosTa
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the century, particularly Francesco Francia (ca. 1450—-1517),
with whom Costa became an artistic partner in Bologna.

A probable stylistic companion for the recto of the Tobey
sheet is a quick sketch in pen and brown ink without wash at
Christ Church, Oxford, depicting the Raising of the Cross
{fig. 1.1), which was tentatively attributed to Costa, and dated
after the artist’s arrival in Mantua in 1506, by James Byam Shaw
in 1976." The manners of composition, drawing, and figural
anatomy in the Tobey sheet also resemble those of two other
pen-and-ink drawings attributed to the artist, both of which
were formerly in the Carl Robert Rudolf Collection, London,
A Procession of Soldiers and Other Figures by the Seaside and
A Procession of Soldiers on Horseback with a Chariot (figs. 1.2, 1.3).2
According to Giorgio Vasari’s biography of Costa in the 1568
edition of Le vite de’ pit eccellenti pittori, scultori e architettori (The
Lives of the Most Eminent Painters, Sculptors, and Architects), the
Ferrarese artist produced various paintings for Francesco II
Gonzaga (1466—1519), marquess of Mantua, including a cycle
dedicated to the glorification of the Gonzaga family for the

Fig. 1.1. Attributed to Lorenzo
Costa. Raising of the Cross, after
1506. Pen and brown ink, §%s x
11 in. (14.2 x 28 cm). Christ
Church, Oxford (0281; JBS 862)
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Fig. 1.2. Attributed to Lorenzo Costa. A Procession of Soldiers and Other Figures by the Seaside, after 1506 (ca. 1515—257). Pen and brown ink, 3%s x 11% in.
(8.4 x 29.6 cm). Formerly Carl Robert Rudolf Collection, London

4 LoreNzo CosTa



Fig. 1.3. Lorenzo Costa. A Procession of Soldiers on Horseback with a Chariot,
1515~25. Pen and brown ink, 7% x 11% in. (19.5 x 28.3 cm). Formerly
Carl Robert Rudolf Collection, London

Fig. 1.4. Lorenzo Costa. Detail of The Investiture of Federico Gonzaga as
Captain of the Church, 1522. Oil on canvas, 105% in. x 21 ft. (267 x 639
cm). Nirodni Galerie v Praze (O 8274)

great hall (sala grande) of the Palazzo San Sebastiano, Mantua.?
Of this project, the detail of the extant painting at the Narodni
Galerie in Prague, dated 1522 (fig. 1.4), exhibits figures of simi-
lar proportions and nearly toylike horses, as in the Tobey sheet.*
Given Costa’s long employment at the Gonzaga court in
Mantua—between 1509 and 1535, he drew an annual salary of
669 lire, 10 soldi®~—it is likely that he produced more secular
decorations connected with his princely patrons than were
recorded by his somewhat unsympathetic Tuscan biographer,
Vasari, and one possibly to which the Tobey sheet may have
been preparatory. Among the family honors, Pope Leo X de’
Medici named Francesco’s son, Federico Gonzaga, Gonfaloniere
(Standard-Bearer) and Captain General of the Church in 1521.

Drawn with bold summary strokes, the scene of a triumphal
entry on the recto of the Tobey sheet is yet to be precisely
identified, although the long poles for standards are seen on the
left and right sides. The commanding figure of a princely ruler
on horseback is portrayed at extreme left, and next to him in
an oblique perspective rises a triumphal arch adorned with
heraldic devices and trophies, none drawn distinctly enough to
provide a clue as to the protagonist family or event. Nearby,
almost at the center, an enthroned cleric (a pope or bishop)
and his court receive a kneeling dignitary. This momentous
encounter takes place by the landing of a monumental staircase
that spreads commandingly within the space of the composi-
tion to occupy much of the foreground and middle ground. At
extreme right, a cortege of noblemen—some on foot, others
on horseback—arrives upon the scene, among them a gestur-
ing rider wearing a plumed hat. In the foreground near the
center, a soldier stands watch as a witness to the event, and by
his side the reclining figures of a mother and father with their
child allude to tranquility and plenty; their poses are unmistak-
ably meant to evoke those of a Holy Family at the Rest on
the Flight into Egypt. The possibility may not be discounted
that the scene alludes to the meeting of Emperor CharlesV and
Pope ClementVII de’ Medici at Bologna in 1533.°

The large fragmentary sketch of a man’s profile on the verso
seems portraitlike, although not easily connected to a project
by Costa. CCB

1. Byam Shaw 1976, vol. 1, pp. 231—32, no. 862.

2. Ibid., under no. 862.

3. Vasari ed. 1966—87, vol. 3 (text), pp. 416—17.

4. Berenson ed. 1968, vol. 3, no. 1636.

5. The document was published by Gaetano Milanesi in Vasari—Milanesi ed. 1906,
vol. 3,p. 134 n. 2.

6. On the historical details of this event, see especially Francesco Guicciardini’s
Historia d’ Italia written in the 1530s and 1540s but published posthumously in
Florence in 1561 (Guicciardini ed. 1984, pp. 438—39).

Lorenzo Costa  §



AMICO ASPERTINI
Bologna, 1474/75—Bologna, 1552

Painter, sculptor, draftsman, illuminator, printmaker, and antiquarian, Amico Aspertini developed an eccentric,

expressive style that prompted the biographer Giorgio Vasari to portray him, unsympathetically, as mentally

disturbed. His manner was indebted, on the one hand, to contemporary Emilian artists such as Ercole de’ Roberti

and Francesco Francia and, on the other, to the works of Michelangelo and Raphael that he had seen during his

two trips to Rome. Aspertini’s profound interest in antiquity is reflected in his sketchbooks, in which he recorded

details of many of the city’s most celebrated ancient monuments. The stocky, inflated, often overwrought figures

seen in works of his maturity frequently echo the classical sources he assiduously studied, but are transformed by

his idiosyncratic and highly personal idiom.

2. The Mourning of a Classical Warrior, ca. 1503—10

Pen and brown ink, brush with gray, brown, and white gouache, on light brown
paper, 10% X 14%s in. (25.7 X 37 cm)
The Metropolitan Museum of Art, New York, Promised Gift of David M. Tobey

Provenance: Carl Robert Rudolf (London, ca. 1884—1974); sale, Sotheby’s,
London, July 4, 1977, lot 62; P. & D. Colnaghi, London, June 19—August 3, 1979,
no. 43; sale, Christie’s, London, July 7, 1981, lot 6; Private Collection, London;
acquired in 2006

References: London 1962, no. 9; Scaglietti 1963—64, p. 330; Cosmo 1984, p. 36;
Daniela Scaglietti in Bologna 1988, pp. 284—85, no. 79; Angelelli and De Marchi
1991, p. 79, no. 136; Kiigelgen 1992, p. 443; Faietti and Scaglietti Kelescian 1995,
Pp. 250—51, no. 35 (discussed from a photograph when in the Rudolf collection,
London); Elena Rossoni in Bologna 2008—9, p. 274, fig. 3 (as whereabouts

unknown)

his finished composition of an enigmatic subject is among

the finest early Italian drawings in the Tobey Collection.
Although it has been known as a major autograph work by
Amico Aspertini since at least 1962, it has rarely been exhibited,
or studied by scholars in the original. The muted lighting,
relieflike composition, delicately proportioned figures, and
refined modeling are all typical of the artist’s drawings from the
first decade of the sixteenth century. The painterly style in a
monochrome palette of warm, brown hues (en brunaille) with
white gouache highlights, and some passages of fine ink-hatch-
ing in the shadows, together with the overall specificity of line
and detail, indicate that it may have been intended as a study
for a fresco decoration on a palace facade or courtyard. The
technique of facade fresco painting in monochrome was a
specialty of Aspertini, but few such decorations by him have
survived the ravages of time and climate. In the Vite, his
biographer Giorgio Vasari mentioned in the Vita of
Bartolomeo Bagnacavallo (in both the 1550 and 1568 editions)
that Aspertini painted numerous front exteriors of buildings in
Bologna." The decorations on the Casa Cortelli in the Via San
Donato, Casa Schiappa, Scuderie dei Marsili, the houses near

6 AMICO ASPERTINI

the Porta San Mamolo and on the Via San Pratello, as well as
others, have all disappeared. It is also possible that the present
sheet served another, entirely different purpose, as a preparatory
design for a small-scale decorative ensemble of a much more
intimate nature—a scene for a panel on a chest, or a frieze. A
pair of such small, painted panels en brunaille by Aspertini, dat-
able to the same period in his career, passed through the art
market in 1993, one an Amazonomachia, and the other a Battle of
Romans against Barbarians.® The figures are of similar scale,
while the mood and classical themes are also comparable.
Although the precise subject remains to be identified, visual
clues in the Tobey composition suggest that it combines com-
plex and imaginative levels of allegorical content, undoubtedly
inspired by antique literary sources. An ingenious use of
iconography is typical of the erudite Aspertini’s work, but it
was often misunderstood by some of his contemporaries,
and especially by Vasari, who, as a good Tuscan, felt no fondness
for Bolognese artists and disparagingly called Aspertini “a
capricious man of bizarre mindset,” who “produced figures, all

over Italy, that can even be called crazy””® While Giulia Cosmo

Fig. 2.1. Endymion Sarcophagus, early 3rd century A.p. Roman. Marble,
H. 28% in. (72.4 cm).The Metropolitan Museum of Art, New York,
Rogers Fund, 1947 (47.100.4a, b)
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has read the composition as the mourning of Achilles over the
dead corpse of his friend Patroclus, an episode of the Trojan
War narrated in book XVIII of Homer’s Iliad, several details

do not agree with such an interpretation.* The mysterious
scene is set amid trees suggesting a forest, and at upper right,
two men bear sheep on their shoulders, much like shepherds
who provide a sacrificial offering. In the foreground, the seated
man at lower right is perched upon the head of a bearded cap-
tive and shrouds his face in a classical gesture of mourning. On
the ground before him lies a dead, partly nude boy of placid
countenance, contemplated by numerous attendants. The seated
youth covering his head at extreme right has been said to
derive from the grieving young matron in the Roman relief of
the Nova Nupta (The New Bride), which is itself based on a
late Hellenistic prototype, but the similarity is that of a generic
pose.® Likewise, the deceased figure in the foreground has
been thought to be based on a sculpture of the dying Niobid,
once in the Maffei Collection in Rome, and which Aspertini

8 AMICO ASPERTINI

Fig. 2.2. Amico Aspertini. Wolfegg Codex,
fols. 40v and 411, ca. 1500—1503. Pen and
brown ink, 87 x 6'%s in. (22.5 x 17 cm)
(approx.). Collection of Count Max Willibald
von Waldburg, Schioss Wolfegg, Wiirttemberg

himself copied in a line drawing about 1500—1503 (Wolfegg
Codex, fol. 33v),° but the resemblance of motifs in the Tobey
drawing and the Wolfegg copy after the antique, again, is not
especially satisfying.

Rather, the composition with the dead boy generally
recalls portrayals in Roman sarcophagi of Endymion (fig. 2.1),
the beautiful youth who fell into eternal sleep, as told in
Lucian’s Dialogues of the Gods, even though this is not the actual
subject of the Tobey drawing. The motif closely relates to that
of another outline-drawing in Aspertini’s Wolfegg Codex
(fols. 40v and 41r1; fig. 2.2), but which renders the mourning
figures in agitated movement.” In any case, the cautiously
drawn Wolfegg model book, which belongs in Aspertini’s
Roman years, about 1500 to 1503 (his return to Bologna in
March 1503 is documented),® scrupulously adheres to the
ancient originals’ and markedly contrasts in technique and
figural vocabulary.

The array of military paraphernalia immediately to the

Fig. 2.3. Andrea Mantegna. The
Calumny of Apelles, ca. 1504—6. Pen
and brown ink, highlighted with
white gouache, 8% x 14'%s in. (20.6 x
37.9 cm). British Museum, London
(1860-6-16-~85)



Fig. 2.4. Amico Aspertini. Bacchanalian Scene, ca. 1525—35. Black chalk,
highlighted with white gouache on brown-washed paper, 10% x 16% in.
(27.6 x 42.5 cm). The Metropolitan Museum of Art, New York, Rogers
Fund, 1908 (08.227.27)

left of center in the Tobey sheet is reminiscent of the Trophies
of Marius in the Piazza del Campidoglio, R ome, another
ancient monument that Aspertini freely reprised in his Wolfegg
Codex (fol. 18r),'® a relationship that identifies the scene in
the present drawing as the death of a classical warrior. Adding
a moralizing tone, at center, the bust of a balding man is
prominently placed high atop a column with his breast draped
by a tuniclike apron. His head exhibits large protrusions, but
the details seem somewhat indistinct.!* While these could be
wings, possibly alluding to Inspiration or the furor poetico (as
described in some early iconographic dictionaries),'? they
more likely are pointy animal ears, like those of King Midas,
who was bestowed the ears of an ass for offending Apollo

in a musical contest, according to Ovid’s Metamorphoses
(XI:146—93).” The figures on the left in Aspertini’s composi-
tion are more puzzling. Seated there, in the foreground, a
man wearing a turban and shroud holds an ax and tablet to
his breast, while behind him a bearded, bareheaded man looks
down attentively at a thread stretched between his hands,
possibly the “thread of life””"* In the extreme left foreground,
a veiled woman crowned in laurels (perhaps a personification
of Poetry) sits clutching a shield, and behind her, one of

the two turbaned half-figures on the upper left may or may
not be blindfolded, as he or she appears to be writing on

a shield.

The symbolic qualities of the figures and abstruse references
to historical literary sources recall those in the late allegories
by Andrea Mantegna (1430/31—1506) and his followers. Indeed,
the present work has often been compared to Mantegna’s
pen-and-ink drawing The Calumny of Apelles. A late work
dating to about 1504—6, and now in the British Museum
(fig. 2.3), it is based on the description by Lucian of a painting

by Apelles.”® But the similarities are not precisely iconographic,
beyond the fact that Mantegna’s seated Midas and the present
central figure on a column both display long ears. Aspertini’s
close study of Mantegna, however, is evident in his work
throughout more than three decades, from about 1500 until
1535.'¢ A late example is his Bacchanalian Scene in The
Metropolitan Museum of Art, New York (fig. 2.4), from about
1525—35, in which the composition more or less paraphrases
Mantegna’s engraving of the Bacchanal with a Wine Press.'” The
Tobey drawing is, in contrast, minutely executed and consider-
ably less monumental in its conception of the figure than the
Metropolitan Bacchanalian Scene, in keeping with its much ear-
lier date, but it already represents the full command of antique
sources seen in the artist’s maturity and a creative ownership
with respect to the ancient past. CCB

1. See references to Aspertini’s facade decorations in Vasari ed. 1966—87, vol. 4
(text), p. 497: “Fece costui, una facciata in chiaro scuro in sulla piazza de’
Marsigli . . . un’altra facciata dipinse alla Porta di San Mammolo; . . . insomma
non ¢ chiesa né strada in Bologna che non abbia qualche imbratto di mano di
costui” (He made a facade in monochrome [on a building] facing the Piazza
de’ Marsigli . . . he painted another on the gate of San Mammolo; . . . In sum,
there is no church or street in Bologna that has not something by his hand.)

2. This relationship has gone previously unnoticed. See sale, Sotheby’s, London
1993, lots 6 and 7 (color ills.), said to be from the Galleria Colonna, Rome,
according to an old inscription on the reverse of both panels. The height
dimension of each of the two panels is extremely close to those of the Tobey
drawing (both panels measure 9% x 26 in. [25 x 66 cm]).

3. See the Vita of Bagnacavallo in Vasari ed. 1966—87, vol. 4 (text), pp. 496—99
(p. 496:“Uomo capriccioso e di bizzarro cervello, come sono anco pazze, per
dir cosi, e capricciose le figure da lui fatte per tutta Italia e particolarmente in
Bologna™).

4. Cosmo 1984, p. 36.

. As suggested by Daniela Scaglietti in Bologna 1988, pp. 284—85. On the Nova

Nipta relief, see Bober and Rubinstein 1986, pp. 231—32, no. 198 (ill.}. This
sculpture, however, does not appear to be recorded in any of Aspertini’s draw-

v

ings and consequently may not have been known to him.

f=

. As suggested by Daniela Scaglietti in Bologna 1988, p. 284.The motif in the
Wolfegg Codex, fol. 33v, is discussed and illustrated in Schweikhart 1986,
pp- 84-8s, fig. 17.

7. The scene in the Wolfegg Codex, fol. 40v, is discussed and illustrated in
Schweikhart 1986, pp. 93-95, fig. 24.

. See the document of March 4, 1503, regarding the division of property of
Aspertini’s father-in-law, transcribed by Manuela Iodici in Faietti and Scaglietti
Kelescian 1995, p. 344.

9. On the issues of authorship and dating of the Wolfegg Codex, see Schweikhart
1986, pp. 24—28.
10. Discussed and illustrated in Schweikhart 1986, pp. 58—59, fig. 3.

o0

11. The condition of the drawing surface here and elsewhere in the composition is
generally very good, although there are some small losses of support, stains,
craquelure of thickly applied medium, and darkening of the paper.

12. For example, see Ripa ed. 1976, pp. 191-92.

13. See the passages from Ovid’s Metamorphoses in Ovid ed. 1916, vol. 2, pp. 130-33.

14. The tentative proposal that this is the “thread of life” is from Scaglietti in
Bologna 1988, p. 285.

15. This point was most recently discussed in Faietti and Scaglietti Kelescian 1995,
pp- 284-8s, no. 79. On Mantegna's drawing at the British Museum, see David
Ekserdjian in London and New York 1992, pp. 467—-68, no. 1s4.

16. Michele Danieli emphasizes this point in Bologna 2008—9, p. 311.

17. Aspertini’s drawing in The Metropolitan Museum of Art has been variously
dated, from 1520 to 1535. Compare Bean and Turci¢ 1982, p. 27, no. 13; Danieli
in Bologna 20089, pp. 310—11, no. 125.
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ANDREA DEL SARTO

Florence, 1486—Florence, 1530

Andrea del Sarto was the leading painter in Florence in the early decades of the sixteenth century until his death
in 1530. With the exception of an early trip to Rome and an unhappy stint in France at the behest of King
Francis I, he spent his entire career in his native city. He became an independent master in 1508 following a
period in the workshop of Piero di Cosimo. His most important early works were painted for Santissima
Annunziata, the Servite conventual church in Florence that continued to patronize him throughout his
career; he also had an enduring association with the Compagnia dello Scalzo, in whose cloister he executed an
impressive cycle of monochrome frescoes illustrating the life of Saint John the Baptist. In addition to frescoes,
Sarto also painted serenely balanced altarpieces, touching images of the Madonna and Child and the Holy
Family, and the occasional portrait, receiving commissions from Florentine patricians such as the Borgherini and
the Panciatichi, and from Cardinal Giulio de’ Medici, de facto ruler of Florence during the pontificate of his
cousin Pope Leo X. Mythological subject matter seldom figured into his repertoire. Andrea del Sarto worked
closely with the painter Franciabigio and the sculptor Jacopo Sansovino, and was an influential teacher and
mentor to a younger generation of Florentine Mannerists, notably Jacopo Pontormo, Rosso Fiorentino, Francesco
Salviati, and Giorgio Vasari.

3. Recto: Study for the Head of Julius Caesar, ca. 1520—21
Verso: Profile Sketch of a Man’s Head

Red chalk, 876 x 7% in. (21. § x 18.4 cm)
Annotated at upper left, in red chalk: 64

Verso not reproduced

The Metropolitan Museum of Art, New York, Partial and Promised Gift of
Mr. and Mrs. David M. Tobey, 2008 (2008.367)

Provenance: Sale, Galerie Koller, Zurich, March 23, 2007, lot 3413 (as Florentine
School); acquired by The Metropolitan Museum of Art, 2008

Reference: New York 2008—9 (entry by Carmen C. Bambach), http://www.
metmuseum.org/special/philippe_de_montebello_years/exhibition/view.

aspx?vt=lv&pg=15&an=2008.367 (February 12, 2010)

he Tribute Presented to Julius Caesar in Egypt is the largest

and most complex composition of Andrea del Sarto’s
career (figs. 3.1, 3.2). It is part of the decoration of the salone in
the Medici villa at Poggio a Caiano, near Florence, devised by
Paolo Giovio, and commissioned by Pope Leo X and Cardinal
Giulio de’ Medici about 1520, shortly after the artist’s return
from France.The scene is a historical allegory, aiming to liken
the giving of gifts by the Egyptian sultan to Lorenzo the
Magnificent in 1487 to an ancient Roman precedent.' The
elaborate composition and grandeur of setting and expression
are due not only to the nature of the subject but also to the
artist’s experience of contemporary Roman painting, especially
Raphael’s frescoes in the Vatican.Vasari relates that Sarto visited

Rome at this time; the impact of Raphael’s work is evident in
The Tribute Presented to Julius Caesar in Egypt, as is well explained

Fig. 3.1. Andrea del Sarto. The Tribute Presented to Julius Caesar in Egypt,
by John Shearman.? 1521. Fresco. Medici villa at Poggio a Caiano

IO ANDREA DEL SARTO
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Fig. 3.2. Andrea del Sarto. Head of Caesar. Detail of
fig. 3.1

The recto of this drawing is a study for the head of Julius
Caesar. It is close to the final work in most respects, though the
painted version departs from it in the angle at which the head
is set and in the absence of the laurel in the drawing. As would
be expected, the rendering of details such as the hair is looser
in the preparatory sketch. The execution is characteristic of
Sarto, with a firm outline, subtle interior modeling, and a number
of flourishes of free draftsmanship in the hair and other areas.

The portrayal of Caesar may well have been based on a por-
trait sculpture or coin (figs. 3.3, 3.4), given that it bears some
resemblance to his actual appearance—for example, in the long,
aquiline nose that shows a break at the bridge. This recourse to
an ancient source is in keeping with Sarto’s response to his
Roman experience, as one of the other figures in the fresco
was based on a bust of Homer. Lastly, it is most telling that the
dimensions of the drawn head are almost precisely those of the
painted image. This fact and the closeness of the two works
suggest that the drawing was made as an auxiliary cartoon. The
creation of such drawings was central to Raphael’s practice, as
Andrea del Sarto, newly returned from Rome, would have
been keenly aware.

The verso consists of a summary outline sketch of a man in
profile. It has been plausibly suggested by Philippe Costamagna
that it represents a preliminary study for the man seen promi-
nently walking up the steps toward Caesar in the fresco.® It,
too, is imbued with the classicism and gravitas of the recto.

GRG

I2 ANDREA DEL SARTO

Fig. 3.3.Andrea di Pietro di Marco Ferrucci. Julius Caesar,
ca. 1512—14. Marble, H. 27 in. (68.6 cm). The Metropolitan
Museum of Art, New York, Bequest of Benjamin Altman,
1913 (14.40.676)

Fig. 3.4. Draped Bust of Julius Caesar Crowned with Laurel
Wreath. Florence, 15th century. Plaquette. Bronze, Diam.
1% in. (4.1 cm). British Museum, London
(1915,1216.165)

1. For an excellent discussion of the project and its iconography, see Shearman
1965, vol. 1, pp. 78—89.

2. Ibid.

3. In discussion with the present author.



GIOVANNI DA UDINE
Udine, 1487-Rome, 1564

If Giorgio Vasari’s vague account of his artistic beginnings is to be believed, Giovanni da Udine trained with
Giorgione in Venice before removing to Rome and entering Raphael’s workshop about 1515. A brilliant specialist
in still life and archaeologically accurate, highly sophisticated re-creations of ancient Roman stucco and wall
painting, he collaborated with Raphael on a number of important commissions, including the designs for the Acts
of the Apostles tapestries for the Sistine Chapel, the Vatican Logge, the fresco decorations of the Villa Farnesina,
and the interior and gardens of the Villa Madama. After Raphael’s death he carried out various decorative proj-
ects for Pope Clement VII (r. 1523—34), before eventually returning to his native Udine, where he was active as
a painter and architect, with an intermezzo in Venice working for the Grimani in 1539—40. He traveled back to
Rome at the end of his life and was once again engaged in carrying out decorations in one of the Logge of the
Vatican Palace. Relatively few drawings by Giovanni da Udine survive; among the most notable are a group of
highly naturalistic watercolor studies of birds, which may well be fragments of a sketchbook of such drawings by

the artist mentioned by Vasari.

4. Recto: Designs for Saint Jerome in His Study, Landscapes, and the

Decoration of an Interior Wall, ca. 1527—30

Verso: Studies for Grotteschi Decoration: Naturalistic and Fantastic Animals, Birds,

and a Sphinx

Recto and verso: Pen and brown ink, 10% x 8 in. (26.7 x 20.3 c¢m)
Annotated on recto in pen and brown ink at lower left by a sixteenth-century
hand: Giouanni da Udine; annotated on verso in pen and brown ink at lower left

by a sixteenth-century hand: Giouannj da Udine

Provenance: R. E. A. Wilson, London, 1934; Richard and Trude Krautheimer,
New York; sale, Christie’s, New York, January 10, 1996, lot s; acquired in 1996

References: Poughkeepsie 1963, no. 1; Nesselrath 1989, pp. 270—71, nos. 24 and 25

he author of this double-sided sheet with important com-

positional sketches on the recto and more meditated dec-
orative motifs on the verso can be securely identified on the
basis of iconography, style, and technique as Giovanni da Udine,
the gifted specialist of nature studies from the eponymous
town in the Friuli region, who received various artistic training
in northern Italy before his arrival in Raphael’s workshop in
Rome about 1515.' Few firmly attributable drawings by this
painter from Udine have survived, and figural sketches of the
type seen on the recto of the Tobey sheet are rarer still. Shown
here are three small initial ideas for a composition of Saint
Jerome seated in his study, a painting that was meant to be part
of a larger decoration of a wall punctuated by a tall arched
niche or window, if not in the interior of a chapel (possibly as
an altarpiece), then in the private space of an ecclesiastical
building. Three different solutions are depicted, with that at
upper left being the most schematic. The design at left center

portrays the scene of Saint Jerome flanked by rectangular fields
of antique-style grotteschi motifs, in a program that is especially
reminiscent of the Stufetta of Pope ClementVII at the Castel
Sant’Angelo, Rome, frescoed about 1525—27 and 1530—32 by
Polidoro da Caravaggio, Giovanni da Udine,” and the assistants
of Giulio Romano, whereas the design at right center presents
the intended figural scene (although here it is left blank) as set
within a luscious vista, at either side, containing ancient build-
ings in the background. The style of decoration with a verdant
landscape generally evokes that of the frescoes in the Chapel
of San Mariano by Polidoro at San Silvestro al Quirinale, Rome,
of about 1524—27.> Of the two further sketches on the lower
part of the Tobey recto, the most advanced in design is that at
lower right, in which the detailed architectural interior also
includes the crouching lion (one of the attributes of Saint
Jerome), but no known painting of this subject by our artist
seems to have survived.

As is true of almost all of Giovanni da Udine’s drawings, the
task of dating the Tobey sheet is not straightforward. An archi-
val note on an early photograph of this work—when it was in
the Krautheimer Collection—indicates that according to Nicole
Dacos (who published a monographic study of our artist’s
drawings in 1987), the recto sketches were done in the artist’s
native town of Udine, after he was forced to leave Rome in
1522.The owners of the sheet, Richard and Trude Krautheimer,
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4 verso
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Fig. 4.1. Giovanni da Udine. Visitation, 1520s—30s. Pen and brown ink,
6% x 4% in. (16.5 x 12.1 cm). Crocker Art Museum, E. B. Crocker Art
Collection, Sacramento (1871.226)

Fig. 4.2. Polidoro da Caravaggio. Studies for an Altarpiece with the Virgin
Enthroned, Attended by Four Saints (recto), early 1530s. Pen and brown ink,
some brush and brown wash, 7'%e x 11% in. (20.2 x 29.8 cm).The
Metropolitan Museum of Art, New York, Bequest of Walter C. Baker,

1971 (1972.118.270)

16 Giovanni pa UDINE

however, considered the recto to date late in the artist’s first
Roman period (ca. 1516/17—1522),* a positing that was more
or less endorsed in Arnold Nesselrath’s essay of 1989.° Both the
drawing technique and figural vocabulary on the recto appear
to the present author to postdate Raphael’s death in 1520,
perhaps almost by a decade (hence, in greater agreement with
Dacos). The verso of the sheet offers antique-style motifs
of grotteschi that our artist began developing about 1516—18,
but which he continued to reprise for some time afterward,
inspired by the fresco and stucco decorations of ancient
Roman buildings. The classical restraint and choices of icono-
graphic motifs on both the recto and verso of the Tobey sheet
almost certainly indicate one of Giovanni da Udine’s various
Roman periods (when away from the Eternal City, his decora-
tive designs seem much more exuberantly naturalistic), prob-
ably in the late 1520s, or even about 1531—34. He was in Rome
from about 1515 until 1521/22, in late 1522 until the Sack of
Rome in 1527, then on and off in 1531—34, and again in 1560.

To this author’s eye, and not noticed before, Giovanni da
Udine’s sketchy drawing style on the recto of the Tobey sheet
1s particularly reminiscent of Polidoro da Caravaggio’s inven-
tive, nervous, delightfully free pen-and-~ink technique of the
mid- to late 1520s,° a time in which the two artists, having
come out from under the shadow of their master Raphael,
closely collaborated. Their formative pen-and-ink styles con-
tinued to exhibit similarity later in their careers even when
they no longer worked in the same city. One may compare
the Visitation of the 1520s—30s by Giovanni da Udine (fig. 4.1)
and a sheet of figural sketches by Polidoro of the early 15308
(fig. 4.2).” In the typical style of Giovanni da Udine’s drawings
of the first and second Roman periods, the motifs on both
sides of the Tobey sheet are all drawn with the same scratchily
thin, reinforced outlines full of energy, together with a sparing
use of diagonal parallel-hatching to deepen some shadows, in
which the short diagonal strokes exhibit hook returns. To the
present author’s eye, the different modes of execution of his
drawings on the recto with respect to those on the verso are
solely due to the speed of execution. Closely comparable to
the Tobey sheet for their style and technique are our artist’s
two securely attributed drawings in the Staatliche Graphische
Sammlung, Munich.® Of these, the double-sided Munich sheet
depicting architectural studies, a putto driving two deer, and
various sketches for grotteschi designs, is inscribed on the verso
with the word, “Ricamator” (embroiderer), alluding to the
early alternative name of our artist, given to him after his
father’s profession—Giovanni da Udine himself at times signed
“io Zuan Ricamador pitor” (see figs. 4.3, 4.4).°

Although the verso of the Tobey sheet depicts motifs that
typically recur in Giovanni da Udine’s first Roman fresco and



Fig. 4.3. Giovanni da Udine. A Cupid Driving a Chariot and Other Motifs,
1520s. Pen and brown ink, 7%1s x 10%s in. (18 x 26.2 cm). Staatliche
Graphische Sammlung, Munich (2520r)

stucco decorations, it is worth emphasizing that they also
became types in his later works, continuing to appear in his
fresco decorations, for instance, into the 1530s. As has been pre-
viously observed, the sphinx at left center served for a detail in
the Stufetta of Cardinal Bibbiena (Vatican Palace) of about
1516, and the griffin at right center and the springing goat at
upper left appear in the Loggetta of Cardinal Bibbiena also in
the Vatican; the winged swan appears twice, as a mirroring pair,
on the cupola of the first Vatican Loggia of about 1517-19.%°
The winged swan on the Tobey verso is also drawn in reverse
design orientation on another sheet by the artist in the
Ashmolean Museum of Art and Archaeology, Oxford,'" and
a closely similar detail of this bird was frescoed in the 1520s
by Perino del Vaga’s workshop on the vault of the Sala dei
Pontefici (Vatican Palace). An exact reprise of the lioness at
lower left exists in a drawing of unknown date by Giovanni da
Udine (Staatliche Graphische Sammlung, Munich)."? Similar
versions of the sphinx, griffin, and grotesque winged creature
at lower right also occur on the walls and vault of the Stufetta
of Pope Clement VI, frescoed about 1525—27 and 1530—32."
CCB
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Fig. 4.4. Giovanni da Udine. Studies of Figures, Animals, and Ornaments,
1520s. Pen and brown ink, 746 x 10%s in. (18 x 26.2 cm). Staatliche
Graphische Sammlung, Munich (2520v)

~

. On Giovanni da Udine’s various apprenticeships in northern Italy, see Bartolini
1987, pp. 19—34.

2. This project is discussed and illustrated with different points of view on the
questions of attribution in Dacos and Furlan 1987, pp. 138—48; Leone de Castris
2001, pp. 190—96.

. This project is discussed and illustrated in Leone de Castris 2001, pp. 212—47.

4. According to their annotation on the back of a photograph (L34223), Archive
of the Department of Drawings and Prints, The Metropolitan Museum of Art,
New York.

. Nesselrath 1989, pp. 267-69.

. See, for example, the drawings by Polidoro da Caravaggio (Musée du Louvre,
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Paris, inv. no. 4339; Gabinetto 