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FOREWORD

O V E R T H E L A S T F O U R Y E A R S t h e

close partnership between the J. Paul Getty Trust and the

Courtauld Institute of Art has flourished. It has brought to

the Los Angeles public outstanding works of art from the

Courtauld and yielded a superb exhibition of oil sketches

by Giambattista Tiepolo, which was shown at the Getty

Museum and, in a modified format, at the Courtauld in

London. In extending this collaboration, the present proj-

ect aims to illuminate the draftsmanship of the painter

Giovanni Francesco Barbieri, il Guercino, called "the

Rembrandt of the South," and probably the greatest Italian

draftsman of the seventeenth century.

The appeal of Guercinos draftsmanship is appar-

ent from even the briefest look through this catalogue. One

sees drawings so spontaneous that one senses the artist s

pen scratching the paper and an extraordinary aptitude

with effects of light and shade. The Courtauld possesses an

important group of drawings by Guercino, thanks to Sir

Robert Witt s 1952 bequest, and twenty-six are presented

here. The four Guercino drawings from the Getty collection

in the exhibition—though few in number—also make a

significant contribution, since they show aspects of

Guercinos work not otherwise represented. The Getty has

an early "academy" study, a stunning landscape, a large,

highly finished compositional drawing, and a caricature,

none of which categories feature in the Courtauld collection.

The neat dovetailing of the Courtauld and Getty

Guercino drawings has been supplemented by a few choice

loans—for which we are immensely grateful—from the Los

Angeles County Museum of Art and from two West Coast

collectors. These include a superb red-chalk "close-up"

study of Saints John the Baptist and John the Evangelist; a

profile view of Dante, which makes a wonderful parallel

with the Getty profile caricature; and a drawing of

Bathsheba that shows better than almost any other sheet

both Guercinos grasp of texture and his use of the blank

page. Using this selection of drawings, the exhibition and

catalogue seek both to provide an introduction to the

defining characteristics of Guercinos draftsmanship and to

investigate why his work is so highly esteemed. The draw-

ings span the range of Guercinos lengthy and successful

career and illustrate the many facets of his work.

For putting the exhibition and catalogue together,

our thanks are due to Julian Brooks, assistant curator of

drawings, working under the direction of curator Lee

Hendrix. We would also like to thank William M. Griswold,

former acting director of the Getty Museum, for his support

of the project from the outset. The result is a testament to

the ongoing warm and productive collaboration between

our two institutions.

M I C H A E L B R A N D D E B O R A H S W A L L O W

Director Marit Rausing Director

The J. Paul Getty Museum The Courtauld Institute of Art
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nator, guided the project with supreme efficiency and

sense. Sally Hibbard, chief registrar, and Amy Linker,
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In addition, I would like to thank the following
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J U L I A N B R O O K S

Assistant Curator of Drawings

The J. Paul Getty Museum
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INTRODUCTION

F I G U R E A

Ottavio Leoni (Italian, 1578—1630). Portrait of Giovanni

Francesco Barbieri, called Guercino, 1623. Engraving,

14.6 x 11.6 cm (53/4 x 49/i6 in.). Los Angeles County

Museum of Art, AC1994.138.2. Gift of Bruce Davis

WHY IS A C R O S S - E Y E D MAN from the small town of Cento (between

Bologna and Ferrara) in north Italy now regarded as one of the greatest Italian draftsmen

of the seventeenth century? What makes his drawings so special? Why are they among

the most distinctive and sought-after creations of graphic art? To explore the answers to

these questions, this book examines the draftsmanship of Giovanni Francesco Barbieri

(1591—1666), nicknamed Guercino ("squinter").

In studying Guercino and the nature of his drawings, we are fortunate for two

reasons. First, Guercinos life is exceptionally well documented. In addition to two biogra-

phies by contemporaries who were close to the artist—Count Carlo Cesare Malvasia

(1616—1693) and Francesco Scannelli (1613—1663)—there survives a well-maintained

account book that details Guercinos commissions from 1629 until his death in 1666.

These sources make it possible to reconstruct the chronology of Guercinos paintings with

unusual precision, to learn details about his patrons, and to glean biographical notes

about the artist and his lifestyle.1

Second, an extraordinarily large proportion of Guercinos drawings survive, allow-

ing us to assess and appreciate his draftsmanship fully. Despite repeated requests from

patrons, the artist was reluctant to part with his drawings and kept the majority in his

studio (see pp. 5-7 for their history). We can estimate that about 40 percent of them still

survive today, a remarkably high percentage that is perhaps unparalleled among other

sixteenth- or seventeenth-century artists.2 For example, Paul Joannides calculates that only

around i percent of Michelangelo's graphic production survives, an extreme figure reflect-

ing the fact that the artist deliberately burned a large number of his drawings.3 Many of

Guercinos surviving drawings were created as studies for painted works, and these offer

an insight into his creative process; they help us understand how and why he drew. Any

artist's drawings provide, to some extent, a glimpse into their maker's mind, and we can

see ideas evolving on the page. Given the large number of his surviving sheets, we feel

this process even more keenly with Guercino and consequently can develop a great sym-

pathy for him. D

1



GUERCINO'SLIFE

A L T H O U G H H E W A S G I V E N t h e name Giovanni Francesco (Barbieri)

when he was born in early February 1591, the artist became better known by the nickname

Guercino ("squinter"). His distinctive squint came about in early childhood: while in the

care of a nurse, he was suddenly awakened by a loud noise, which left one of his eyes per-

manently fixed at an angle in its socket.4 Despite being cross-eyed, the boy showed a talent

for drawing even at the age of six; by age nine, he was apprenticed to a local painter. Other

apprenticeships followed, including to a quadraturista based in Bologna and, most

profitably, in 1607 to the Centese artist Benedetto Gennari the Elder (1563-1658);

Guercino remained close to the Gennari family throughout his life.

Despite his apprenticeships and training, Guercino felt that he was largely self-

taught. Early on, he studied the work of Lodovico Carracci (1555—1619), who had painted

an altarpiece in 1591 for the church of the Cappuccini in Cento, the town where Guercino

lived. Guercino also traveled to Bologna to look at works by Lodovico and his cousins

Annibale (1560-1609) and Agostino Carracci (1557-1602), and it was no doubt at that

time that he learned about the Carraccis' working methods, saw the way they used prep-

aratory drawings, and perhaps visited their academy.5 Guercino's early work also shows

the stylistic influences of the Ferrarese artists Ippolito Scarsella, called il Scarsellino

(ca. 1550-1620), and Carlo Bonone (1569-1632).

Like many artists at the time, the youthful Guercino honed his skills by drawing

from posed nude figures. His biographer Malvasia reported that he was in such high

demand as a teacher that he set up znAccademia del nudo in two rooms lent by a Centese

patron, Bartolomeo Fabri. There, Guercino taught drawing from the live nude model,

especially using black chalk (see cat. no. 2 for an example).6 In setting up his academy, the

artist was no doubt inspired by the Carracci academy in Bologna, which included a rigor-

ous program of drawing from life and ran parallel to such activities in the studios of

Florence.7 By 1617, Guercino'sAccademia del nudo had grown to twenty-three students, but

it fell victim to the artist s growing popularity as a painter, and soon Guercino was too busy

with commissions to run it.

2



























































































































F I G U R E 1 8 . 3

Guercino. The Martyrdom of Saint Bartholomew, 1635.

Pen and brown ink, brush with brown wash, 29.6 x 20.4 cm

(ii5/s x 8 in.). The Art Institute of Chicago, Gift of Marie

Louise Pritchard, 1960.832

F I G U R E 1 8 . 4

Giacinto Campana (Italian, ca. 1600-1650) (after Guercino).

The Martyrdom of Saint Bartholomew, 1635. Oil on canvas.

Marino Laziale, church of San Barnaba

N O T E S
7 Stone 1991, 83. The sheet is not similar enough to

Guercinos early figure studies to relate to comparable

figures in The Martyrdom of Saint Peter or Raising

of Lazarus of ca. 1619 (Salerno 1988,129,133,

nos. 152,156).

8 Turner and Plazzotta 1991,254-55, no. 34.

the more traditional horizontal pose, and Guercino refrains from showing skin pulled away

from flesh.

A sheet in red chalk of a seated, struggling saint has been convincingly identified

by David Stone as a figure study for Saint Bartholomew made during an early stage of the

process, and it fits well with a dating in the i63Os.7 Another drawing of a bearded saint in

pen and ink has been tentatively related by Nicholas Turner and Carol Plazzotta to the

Saint Bartholomew altarpiece, but it represents an older man than the one featured in the

drawings studied here. It seems sensible to revert to an earlier idea that it relates to a proj-

ect for a Saint Jerome.8 D
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19-
DANTE STANDING IN PROFILE TO THE RIGHT

ca. 1635

Pen and brown ink, brush with brown wash

27.5 x 20.5 cm (io7/s x SVs in.)

Los Angeles, Collection of Gifford Combs

P R O V E N A N C E Sotheby's, New York, January 28,1998, lot 132; Christies, London, July 6,2004, lot 46.

E X H I B I T I O N S Not previously exhibited.

B I B L I O G R A P H Y Unpublished.

T H I S S T A N D I N G F I G U R E holding up a poem in his left hand probably

represents the Florentine poet Dante Aligheri (1265—1321). Although Guercino does not

show him with the prominent nose and chin found in many representations, the profile

view, robes, and laurel wreath echo Raphael's famous depiction of the poet in his fresco of

the Parnassus (Vatican, Stanza della Segnatura). The drawing is a classic example of

Guercino s use of wash with the point of the brush: several different shades are subtly

employed to mimic the flowing folds of the poet's robes, to set the figure in a three-

dimensional space, and to bathe the scene in strong sunlight. While brown wash defines

the scene, many traces of the penwork that Guercino used to quickly map out the com-

position still remain.

The poet is shown in a profile view, a classical format revived in the Renaissance

and rich in historic association. The drawing does not relate to any painted composition or

subject by Guercino now known to us, and this makes it difficult to guess its purpose. The

broad use of wash makes it likely that the drawing dates from the 16305, and it can be

compared to a number of drawings from that period, including Joseph with the Flowering

Staff at Princeton, and drawings relating to the canvas of Sisyphus (see cat. no. 23).1 D

N O T E S

i Princeton University Art Museum, inv. 49-40 (Stone

1991, 94-95, no. 39). The StandingMan in Profile in the

Seattle Art Museum is also similar (Stone 1991,221,

no. 158, pi. 0158).
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2O.

CARICATURE OF TWO MEN SEEN IN PROFILE

ca. 1635

Pen and brown ink, brush with brown wash

20.4 x 17.3 cm (8 Vie x 613/i6 in.)

Los Angeles, J. Paul Getty Museum, 94.GA.75

P R O V E N A N C E Private collection, Germany; art market, Hamburg, 1990; art market, London.

E X H I B I T I O N S Los Angeles 1998, no number; Los Angeles 2002, no number; Los Angeles 2003, no number.

B I B L I O G R A P H Y Turner2001,60-61,no.21,ill.

N O T E S

1 The 1719 inventory of the Casa Gennari lists a note-

book of 24 sheets with studies said to be by Leonardo;

the subjects are not given (Mahon and Turner 1989,

xx). Guercino also owned a copy of Leonardo's Trattato

della Pittura; see Gozzi in Adam et al. 2005,38-47.

2 Other examples are cited by Nicholas Turner in Turner

2001, 60, including Windsor Castle, Royal Library,

inv. RL 2748 (M&T 321; Mahon and Turner 1989,119,

no. 321, pi. 288).

3 Mahon and Turner 1989, xxi.

4 Not noted in the literature; inv. 80-3-453; pen and

brown ink, brush with brown wash, over traces of black

chalk, on cream paper, 21.4 x 17.3 cm; Gift of Cornelius

Vanderbilt, 1880.

W H I L E A P R O F I L E V I E W was normally chosen fo r i t s historic associations

and to convey nobility, as in Guercinos depiction of Dante (see cat. no. 19), here the artist

subverts the format to lampoon his subjects. Instead of evoking the dignified, "classical"

portraits of the sitters, the view here accentuates the very different shapes of each charac-

ters nose and chin. Guercino no doubt was aware of Leonardo da Vinci's famous profile

caricatures; like Leonardo, Guercino was an avid observer of human temperament and

physiognomy, and he produced numerous caricatures.1

Here, Guercino started with the foreground figure, swiftly drawing ink lines that

emphasize the mans abundant robes, thin moustache, and wispy beard. He gave the sec-

ond figure—who seems more of an ecclesiastical type—a protruding lower lip and a large

nose; its convex outline contrasts with the "ski-jump" nose of his companion. Guercino

seems to have placed his caricatures in pairs on the sheet when this would provide a subtle

emphasis of the exaggerated forms.2 Many of Guercinos other sheets of caricatures show

only single figures.

In the case of catalogue number 20, a line drawn by the artist freehand along the

lower edge suggests that he "framed" his composition with ink lines on the page, as one

would a finished work. This reflects the fact that Guercino seems to have made his carica-

tures as independent works of art, which he would keep in albums for his own delight and

that of his friends. In fact, the 1719 inventory of Guercino drawings in the house of his

heirs lists an album of 298 sheets "raprasentanti tutti delle Caricature diverse."3

A free copy of catalogue number 20 exists in the Metropolitan Museum of Art,

New York. Apparently made by an anonymous seventeenth-century draftsman and with a

more heavily applied wash, it reproduces the drawing faithfully, with a few small differ-

ences (for example, the copyist has added whiskers to the chin of the man on the left).4 D
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21.

TWO SEATED WOMEN DRYING THEIR HAIR
IN FRONT OF A FIRE

ca. 1635

Pen and brown ink, brush with brown wash

18.9 x 26.6 cm (7^16 x iol/2 in.)

London, Courtauld Institute of Art Gallery, D.1952.RW.1359

P R O V E N A N C E Casa Gennari / Bouverie family/ Sir Robert Witt, 1.22286, verso (see p. 16).

E X H I B I T I O N S Auckland 1960, no. 35; Bologna 1968, no. 217; London 1971, no. 15; Wellington 1973, no. 34;

London 1977, no. 48; London 1991, no. 191; London 19913, no. 42; Sydney 1999, no. 174.

B I B L I O G R A P H Y Blunt 1956,76; Troutman 1960,15; Mahon Disegni 1969,201,205,208; Courtauld 1971,4;

Troutman 1973,20; Hammer et al. 1977,21; Bradford and Braham 1991,41,182, ill.; Turner and Plazzotta 1991,3in92,

32nio8,205,212, fig. 191; Maloon and Raissis 1999,182,226,239.

T H I S S C E N E IS SO U N U S U A L as to be difficult to "read" at first

glance. Two women sit on chairs, leaning forward to expose their wet hair to a drying fire.

It is an extreme example of Guercinos acute observation of everyday life and of his willing-

ness to record it as an exercise in draftsmanship. Most of all, the drawing is a testament to

the squint-eyed artist's extraordinary ability to convey texture using ink lines and wash. In

particular, the roundness of the women's scalps and the softness and density of their

falling, sodden hair are spectacularly drawn. In fact, Guercino applied the wash in those

areas so thickly that it soaked through the sheet of paper to the other side. In contrast, the

drying ends of the women's tresses consist of strokes of the brush "starved" of wash. The

artist used arching lines and expansive brown wash to show the voluminous drapery of the

figures' skirts and a series of short strokes to represent one hand of the woman on the left.

The two chair backs and thin wash at left provide the only clues of setting, and the

fire is simply conveyed by a few scratchy quill-pen lines that curl back on themselves. A

drawing identified by Sir Denis Mahon in the collection of Signora Valentina Latini at Jesi

shows the same scene, with one woman sitting slightly behind the other; this makes it

unlikely that catalogue number 21 represents two studies of the same woman.1 Yet,

William Bradford has insisted that this is the case, citing the overlapping of the foreground

forms by those of the background and the fact that the figure on the right does not angle

her head toward the fire's warmth.2 However, the setting of the two figures seems entirely

convincing, and the placement of the fire is clearly only schematic. Furthermore, two differ-

ent shapes of upper chair back are also apparent.

In 1969, Mahon dated the drawing to before 1621, when Guercino departed for

Rome, but Nicholas Turner and Carol Plazzotta suggest a more likely date in the 163os.3 D

N O T E S

1 Mahon Disegni 1969,206.

2 Bradford in Bradford and Braham 1991, 90.

3 Turner and Plazzotta 1991,212.
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22.

LANDSCAPE WITH A VIEW OF A FORTIFIED PORT

ca. 1635

Pen and brown ink

29 x 43.2 cm (u7/i6 x 17 in.)

Los Angeles, J. Paul Getty Museum, 85.GA.4o8

P R O V E N A N C E Art market, Amsterdam; sale, Sotheby's, London, March 23,1972, lot 121; art market, New York.

E X H I B I T I O N S Cambridge 1991, no. 70; Bologna 1991, no. 176; Los Angeles 1998, no number; Los Angeles

i998a, no number.

B I B L I O G R A P H Y Bagni 1985,36, no. 18; Getty 1986,236, no. 175; Goldner, Hendrix, and Williams 1988,54,

no. 17; Griswold 1991, 643; Mahon 1991,46; Stone 1991, xxi, 162-63,213> %• 7°-

THE P A L P A B L E S E N S E OF L I G H T and space in this airy landscape

impresses the viewer immediately. Large areas of blank paper evoke a scene in bright sun-

light, while careful ranks of pen hatching create the numerous types and shapes of surface

with uncanny sensitivity. A round tower dominates the scene, surrounded by other coastal

fortifications, and with a view out to sea beyond. Yet on close examination, the sense that

this is an actual place yields slowly to the realization that it is a creation of the artists imagi-

nation. Faint pentimenti reveal that Guercino considered various placements for his build-

ings, choreographing them like the characters in his figure compositions. For example, a

long diagonal line to the right of the towers base at the waterline and a parallel line near the

top of the wall indicate that he considered extending the blocklike wall in the center of the

composition further into the foreground. On the right, a barely visible dotted line follows

the top of the curving, S-shaped wall but then deviates at the apex to delineate an alterna-

tive configuration. It becomes apparent that the horizon has been deliberately aligned with

the architectural molding on the tower and that the figures have been carefully placed.

Guercino made many landscape drawings, yet none are preparatory to the country

scenes that he occasionally used as backgrounds in his paintings. Making drawings of land-

scapes seems to have been principally a pleasurable activity for him, and he was no doubt

proud to show large and impressive sheets like this one to his friends and acquaintances.1

On many of the landscapes, including this one, Guercino made carefully lined borders that

preserve the extent of the blank sky. Clearly, his drawings were informed by a close observa-

tion of nature, but only a small number of his many landscapes are known to have been

drawn on the spot or to represent local landmarks.2

It is striking that Guercino, who applied wash so adeptly to create effects of light

and space, used only pen for most of his landscape drawings. A single sheet, at Windsor

Castle, is made with brush and wash as well as pen, and the attributions of a small group

of landscapes are not universally accepted.3 Perhaps the artist intended for his landscape

drawings to be engraved at some stage, and his nephews' later efforts in that direction

(see pp. 5-6) were a natural conclusion of this thought. D

N O T E S

1 The 1719 inventory of the Casa Gennari (see p. 16)

lists a large album with 92 landscapes and a small one

containing 69; Mahon and Turner 1989, xxi.

2 For an overview of Guercinos activity in this area

and the influences on him, see Mahon and Turner

1989,101-3. F°r a discussion of the large number

of eighteenth-century forgeries of Guercinos land-

scape drawings (a testament to their popularity), see

Bagni 1985.

3 Windsor Castle, Royal Library, inv. RL 2765 (M&T 263;

Mahon and Turner 1989,109, no. 263, pi. 246). For

examples of the small group of dramatic wash land-

scapes (in the manner of Claude Lorrain), see Stone

1991,168-71, nos. 73 and 74.
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23-
SISYPHUS

1636
Pen and brown ink, brush with brown wash

23.2 x 19.2 cm ($Vs x jl/2 in.)

Numbered in graphite at lower left: 2 8

London, Courtauld Institute of Art Gallery, D.1952.RW.1366

P R O V E N A N C E Casa Gennari / Bouverie family/ Sir Robert Witt, L.22286, verso (see p. 16).

E X H I B I T I O N S London 1977, no. 33; Bologna 1991, no. 86; London 1991, no. 107.

B I B L I O G R A P H Y Blunt 1956,76; Hammer et al. 1977,17; Marion and Turner 1989,49; Stone 1991, 92;

Mahon 1991,28; Turner and Plazzotta 1991,18,19,3in92,32nio8,43,134-35, fig- 1O7

F I G U R E 2 3 . 1

Guercino. Sisyphus, ca. 1636. Pen and brown ink, brush with

light gray wash, 26.6 x 19.8 cm (lo1/! x j3A in.). Windsor

Castle, Royal Library, RL 2882

N O T E S

1 Mahon and Turner 1989,49.

2 Discussed in Mahon and Turner 1989,49; Turner and

Plazzotta 1991,134-35; Stone 1991, 92.

3 Haarlem, Teylers Museum, inv. H.29 (van Tuyll 1991,

102-3, no. 37).

4 For example, compare Sisyphus in the drawing sold

Christies, London (Stone 1991, 92, fig. 38a), and Atlas

in Windsor Castle, Royal Library, inv. RL 2815 (Mahon

and Turner 1989, 67, no. 118, pi. 123).

A C C O R D I N G TO G R E E K M Y T H 0 L 0 G Y, Sisyphus was the founder

of Corinth. Although cunning, he was also deceitful and double-dealing. When he reached

the Underworld, he was condemned to push a boulder perpetually to the top of a hill; each

time the stone reached the summit, it would roll down again. In Sisyphus, the former king

struggles with the weight of a block of stone held precariously in front of him. Pentimenti

show that the artist toyed with the idea of Sisyphus supporting the rock on his left knee:

abandoned lines show his left knee raised and his left hand closer to his body. Different

strengths of wash are used effectively to create a variety of shadows.

As can clearly be seen, Sisyphus has been drawn on the back of a draft of a letter

turned upside down. This is unusual for the artist, who almost always seemed to have a

supply of clean paper at hand. The letter was written by Guercinos brother, Paolo Antonio

Barbieri, about a canvas painted by the artist in 1636, Abigail Appeasing the Wrath of David.1

This fact provides additional evidence for the suggestion that catalogue number 23 was

made as a study for a painting of Sisyphus commissioned by Conte Girolamo Ranuzzi of

Bologna, and delivered by Guercino in 1636; the painting does not survive today.

In a number of studies, Guercino explored a range of ideas for how Sisyphus was

to move the boulder up the hill.2 They are particularly intriguing because we do not know

which solution Guercino finally adopted. Catalogue number 23 is the only drawing in the

series where Sisyphus carries his burden in front of him. Three drawings, including figure

23.1, show him carrying the boulder on his back. Notably, in figure 23.1 Guercino altered

the position of the load, making it look like Sisyphus is carrying two stones. Three other

drawings record compositional solutions with Sisyphus pushing the rock uphill rather

than carrying it, including an interesting double-sided sheet in the Teylers Museum, the

only one drawn in black chalk.3 It is unique in featuring youthful characters in the role of

Sisyphus and—as van Tuyll has suggested—probably records early ideas for the composi-

tion; it may even have been drawn quickly from life.

Guercino seems to have reused some of his ideas in these drawings when, ten years

later, he dealt with the subject of Atlas struggling under the weight of the world.4 D
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24.
STUDY OF A STANDING NUDE MAN,

THREE-QUARTER LENGTH, IN PROFILE TO THE LEFT , R E C T O ,
TRUNCATED STUDY OF A STANDING FIGURE , V E R S O ,

ca. 1637

Pen and brown ink

29 x 17.5 cm (n3/8 x 67/s in.)

London, Courtauld Institute of Art Gallery, D.1952.RW.1364

P R O V E N A N C E Casa Gennari / Bouverie family/Sir Robert Witt, L.22286, verso (see p. 16).

E X H I B I T I O N S Not previously exhibited.

B I B L I O G R A P H Y Blunt 1956,76.

Verso

N O T E S
i Salerno 1988,256, no. 169, fig. 169.

D R A W N ON C O A R S E PA P E R , this brief study shows a nude man in

profile, reaching out with his right arm. Guercino has taken care to characterize the figure,

and most of the focus is on the face and hair. The rounding and profile of the head are well

captured, and numerous dots populate an unshaven chin. Sequences of lines of different

lengths give a curling sense of space and spikiness to the mans hair; tidy parallel lines form

the shadow on his forehead. The torso is represented schematically, and sections of its out-

line have been gone over several times. A pentimento on the front of the mans neck reveals

that Guercino initially thought about placing it lower.

Although the figure is of a fairly generic type, the drawing may be an early study for

the executioner who gives Salome the head of Saint John the Baptist in a painting of 1637

in Rennes.1 That figure is in a broadly similar pose and naked to the waist, although seen

from the back. A dating in the late 16305 would certainly fit with the drawing.

On the verso of the sheet, Guercino quickly sketched a man in breeches. A penti-

mento for the right arm explores the possibility of positioning it down at the figures

side or up to his neck; likewise, the left arm is shown both raised and placed on the hip.

The figure's head was "cut off" at a later date, when the edge of the sheet was trimmed.

Although Guercino abandoned this sketch rather than working it up, the drawing demon-

strates well the sort of preliminary lines from which he brings forth his characters. A few

squiggles at the right edge show the artist testing his pen. D
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25.

THE ANNUNCIATION

1638-39
Pen and brown ink, brush with brown wash

30.3 x 21.2 cm (11% x 83/s in.)

London, Courtauld Institute of Art Gallery, D.1952.RW.1339

P R O V E N A N C E Casa Gennari / Bouverie family / Sir Robert Witt, L.22286, verso (see p. 16).

E X H I B I T I O N S London 1977, no. 19; Bologna 1991, no. 103; London 1991, no. 121.

B I B L I O G R A P H Y Blunt 1956,75; Hammer et al. 1977,3,13; Czere 1989, 90; Mahon and Turner 1989,57;

Mahon 1991,32; Turner 1991,120; Turner and Plazzotta 1991,3in92,32nio8,146, fig. 121.

F I G U R E 2 5 . 1

Guercino. The Annunciation, 1638—39. Oil on canvas,

305 x 211 cm (120 x 83 in.). Milan, Ospedale Maggiore,

SS. Annunziata

N O T E S

1 Salerno 1988,262, no. 177.

2 Budapest, Museum of Fine Arts, inv. 2315; Czere 1989,

90-91, no. 41, fig. 41.

3 Windsor Castle, Royal Library, invs. RL 2856 (M&T

96); RL 2794 (M&T 94); RL 2801 (M&T 95); RL 2711

(M&T 97; Mahon and Turner 1989,57; Turner and

Plazzotta 1991,146—51); Washington, D.C., National

Gallery of Art, inv. 1984.3.10 (Milkovich 1970, no. 125).

T H I S E X T R A O R D I N A R I L Y vibrant sheet is a compositional study for

Guercinos painting made for the high altar of the church of SS. Annunziata in the

Ospedale Maggiore (called the Ca'Granda), Milan (fig. 25.1).1 The sketch is built on a base

of swirling pen lines applied with maniacal enthusiasm. The figure of God the Father, of

whom we see only a head with wiry beard and hair, is given majesty and importance by a

series of extended looping lines to the left, which also serve to push him forward on the

page. At lower right, the artist has studied the Virgin Annunciate, and he experiments with

different positions for her hands, including a set clasped over her heart. In the center is

the archangel Gabriel, with numerous suggestions of billowing drapery as he flies down.

An ink line remains from an earlier idea to have Gabriel's right arm reaching upward, above

his head.

The most compelling aspect of this sheet is the subtlety of the artists application

of brown washes. These are not only used in the drapery to bring the figures into relief but

also create a sense of light, air, and space within the composition. Different "layers" of

wash give an impression of foreground, middle ground, and distance. Close examination

reveals other elements delineated with wash rather than ink lines: the putto at top right is

drawn with lines made with the tip of the brush, and in Gabriel s left wing the "starved

brush" technique renders a flurry of movement in the feathers.

As often (for example, see cat. nos. 16 and 18), Guercino decided on a less dramatic

composition for the final painting. In this case, he may have felt that the Virgin Annunciate

was not prominent enough. Instead of placing Gabriel as if arriving from behind the

kneeling Virgin and surprising her, as in the drawing, the painting follows a time-honored

convention and shows them kneeling—facing each other—on the left and right. An inter-

mediate compositional drawing in the Museum of Fine Arts, Budapest, shows them both

kneeling but with the Virgin looking up at God the Father and the dove, rather than at

Gabriel.2 Other drawings are individual studies of God the Father, the archangel Gabriel,

and one of the putti.3 D
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26.

CUPID RESTRAINING MARS

ca. 1640

Pen and brown ink

22.7 x 18.8 cm (9 x j7/i6 in.)

Numbered in graphite at lower left: 11

London, Courtauld Institute of Art Gallery, D. 1952. RW. 1349

P R O V E N A N C E Casa Gennari / Bouverie family/ Sir Robert Witt, L.2228B, verso (see p. 16).

E X H I B I T I O N S London 1977, no. 36; Bologna 1991, no. 114; London 1991, no. 132.

B I B L I O G R A P H Y Blunt 1956,76; Horton 1960,7,10,13, i6n2i, fig. 5; Hammer et al. 1977, no. 36; Mahon a

Turner 1989,30,194; Mahon 1991,34; Turner and Plazzotta 1991,26,3in92,32nio8,43,79,158-61,165,171,

253-54,262,2.64, fig. 132; Stone i99ia, 633, 634, fig. 77.

T H I S D R A W I N G WAS M A D E as a preparatory study for a painting that

Guercinos biographer, Malvasia, recorded as remaining in the artist s house when he

died. Although the painting is not now known, an engraving by Giacomo Giovannini

(1667—1717) preserves the composition.1 In the drawing, the enraged god of war is

restrained by peace-loving Cupid, who—in a comic touch—desperately seeks leverage

from a cloud. The drawing is notable for its energy and speed of execution, two attribute

that go hand in hand. Rapid penwork excavates the figures from the page, and the forcef

repeated lines of the god s unyielding armor contrast with the seemingly random, mean-

dering lines of his billowing drapery. The beard is created from dozens of tiny swirls,

echoed by the larger whorls of the helmet plume. Three lines at the right, left, and botto

of the page plot the borders of the composition, anticipating the canvas.

The sense of speed in the drawing also derives from numerous pentimenti, inclu

ing several trials for Mars s left leg, two placements for the shield, and even an alternate

position for Cupids head. Apparently, Guercino considered having Cupid look directly a

Mars instead of averting his eyes to the left; the lines below Cupid s left cheek would hav

been his mouth, and those going boldly through his forehead would have been the top o

his head. By far the most dramatic and appealing pentimenti are the numerous lines rad

ing from Mars s right hand, where the artist explored alternative ideas for his sword.

With its brainstorm of ideas, catalogue number 26 seems to have been made as 

early preparatory study.2 In the series of less spontaneous drawings that followed,

Guercino explored the possibility of twisting the god s body dramatically and showing h

from the side; he also drew two half-length studies, with Mars s left arm variously raised

and resting on his hip.3 This latter configuration appears in the final painting, where the

artist showed the god from the front, but in a more static pose than the one in catalogue

number 26.

It is not known when Guercino executed the painting, but Nicholas Turner and

Carol Plazzotta situate it around 1640. Such a dating is convincing given the swirling

calligraphy on both catalogue numbers 26 and 25. D

nd

N O T E S

1 Malvasia ed. 1841,2:273; print repr. Salerno 1988,415,

no. 3 64.

2 A drawing at Allen Memorial Art Museum, Oberlin

College, Oberlin, Ohio (inv. 58.154), was probably

drawn shortly after cat. no. 26 (Stone 1991,221,

no. 148, fig. 6148).

3 (i) Composition, London, British Museum, inv. Ff.-2-

135 (Turner and Plazzotta 1991,161, no. 133, fig. 133);

(2) composition, Paris, Louvre, inv. 6893 (Turner and

Plazzotta 1991,165, fig. 21); (3)Mars, red chalk,

Frankfurt, Stadelsches Kunstinstitut, inv. 6895

(Mahon and Turner 1989,193-94, fig. 35) (retouched

offset at Windsor, inv. RL 3022; Mahon and Turner

1989,193—94, no. 661, pi. 367); (£)Mars, full-length,

pen and ink, private collection (sold Christies, New

York, January 13,1993, lot 33); (5) Mars, half-length, red

chalk, lost but known through retouched offset at

Windsor, inv. RL 3065 (Mahon and Turner 1989,194,

no. 662); (6) Mars, half-length, pen and ink; private

collection (Turner and Plazzotta 1991,161—65, no. 134,

fig. 134; convincingly linked); (7) Mars, pen and ink,

wash, Switzerland, David Koetser; (8) Cupid, Boston,

Museum of Fine Arts, inv. 1891.161; Macandrew 1983,

no. 133 (retouched offset at Windsor, inv. RL 2990;

Mahon and Turner 1989,201, no. 716).
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2y.

CLEOPATRA AND AUGUSTUS

1640
Pen and brown ink, brush

26 x 21.3 cm (iolA x 83/s in.)

Numbered in graphite at lower left: i

London, Courtauld Institute of Art Gallery, D. 1952. RW. 1348

P R O V E N A N C E Casa Gennari / Bouverie family / Sir Robert Witt, 1.22286, verso (see p. 16).

E X H I B I T I O N S London 1943, no number.

L I T E R A T U R E V. and A. 1943,24; Blunt 1956,76; Mahon and Turner 1989,59.

F I G U R E 2 7 . 1

Guercino. Cleopatra before Augustus, 1640. Oil on canvas,

250 x 277 cm (983/8 x 109 in.). Rome, Pinacoteca Capitolina

N O T E S

1 Ghelfi 1997,102 (July 25,1640), listed as a

"Cleopatra." The painting entered the Pinacoteca

Capitolina, Rome, in 1748 directly from the Sacchetti

Collection (Salerno 1988,268, no. 184, fig. 184).

2 Windsor Castle, Royal Library, inv. RL 2594 (M&T 99

Mahon and Turner 1989,59, no. 99, pi. 104, where the

Diisseldorf drawing [inv. 25/190] is first noted.)

;

T H I S D R A W I N G IS A S T U D Y for Cleopatra before Augustus, a painting

now in the Pinacoteca Capitolina in Rome, which Cardinal Giulio Sacchetti commissioned

from Guercino and paid for in 1640 (fig. 27.1)}- The subject illustrates a meeting between

the Roman emperor Octavian (Caesar Augustus) and Cleopatra, queen of Egypt. In the first

century B.C., Augustus had defeated the fleet of Mark Antony and Cleopatra at the Battle of

Actium. Augustus then invaded Egypt, where Antony committed suicide. According to the

ancient Roman biographer Plutarch (44.83), Augustus then visited Cleopatra to comfort her.

In this drawing, Guercino captures the psychological intensity of the moment: the

queen, perhaps concerned for her own safety, is supplicant before the victorious general,

who tries to reassure her. The artist has given no indication of background, but he has taken

care to study details of clothing and hair that bring the characters to life. Planes of parallel

hatching show the reflective nature of Augustus's armor; the light shimmers off it. The

hatching contrasts with the long, flowing lines used for the figures' drapery, some of which

have been gone over with the tip of the brush to provide density. Very soft, delicate lines

model Cleopatra's neck and collarbone. Here, as in so many of his drawings, Guercino played

with hair texture: Cleopatra's is formed by a multitude of spidery curls, while that of

Augustus consists of many short strokes, contrasting well with the spiky, light-filled (and

less dense) laurel wreath.

Perhaps concerned that the drawing made Cleopatra appear too humble, in the

final painting Guercino dressed the queen in a turban and long robe. He also reversed the

positions of the two figures, placing Cleopatra on the right. Another preparatory study at

Dusseldorf shows both figures as in catalogue number 27, but Cleopatra is kneeling; it was

presumably made afterward. An oiled-charcoal drawing at Windsor Castle focuses on the

head of Augustus; as in the painting, he is seen in profile to the right, but his shoulders are

in a different position and he has the suggestion of a beard.2

The Roman commander in the painting has been variously identified as Mark

Antony, Julius Caesar, and Augustus; modern scholarship has settled on Augustus, given

Cleopatra's supplicant nature. D
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28.

BATHSHEBA ATTENDED BY HER MAID

1640
Pen and brown ink

25.5 x 17.9 cm (10 x 7 in.)

Mr. and Mrs. Edward D. Baker

P R O V E N A N C E Christie's, London, July 8,2003, lot 37.

E X H I B I T I O N S Not previously exhibited.

B I B L I O G R A P H Y Unpublished.

N O T E S

1 Ghelfi 1997,102 (August 23,1640); Grimaldi 1968,

pi. 185; Mahon and Turner 1989,143.

2 Hazlitt, Gooden & Fox 1988, no. 28, fig. 28; Mahon

and Turner 1989,143, no. 430, pi. 334; Brooke 1998,

75-76, no. 32. Another drawing of a seated female

nude made in the same session as the Hazlitt sheet is

in the collection of Jean Bonna (Brugerolles and

Strasser 2006,38-40, no. 19, pi. 19).

3 New York, The Metropolitan Museum of Art, inv.

63.75.2; Bean 1979,187, no. 245 (also repr. Turner and

Plazzotta 1991,26, fig. 5, as a study for the figure of

Ganymede).

4 Brunswick, Maine, Bowdoin College Museum of Art,

1956.24.221 (Stone 1991,214,24, pi. F24).

G U E R C I N O P A I N T E D the Old Testament subject of Bathsheba only once in

his career—according to the artists detailed account book—and that was in 1640 for the

Conte Astorre Ercolani. Although that painting apparently does not survive, its price, 375

scudi, suggests that the composition contained about three figures (given Guercinos practice

of charging a set price per figure; see p. 4). A painting in Pesaro that has been identified as

an old copy of Guercinos painting features a naked Bathsheba sitting just to the right of

center, facing the viewer; two attendants are on the right, and on the left is a view into a

courtyard with King David on a balcony.1

Although catalogue number 28 reflects a very different approach to the subject, it

was probably made by Guercino as an early study for the 1640 painting. The drawing con-

centrates on the form of Bathsheba, which is conveyed through scintillating sequences of

parallel hatching, especially in the small of her back. Focused details, such as the tiny curl-

ing lines of her cascading hair, give the drawing a realism and efficiency, making the human

visual brain forget that the figures lower body is incomplete and accept that a blank section

of paper topped by a single line represents a shoulder. The figure of the maid is less inten-

sively studied, and the focus of the drawing seems to be the characterization of the two

figures and the relationship between them.

Sir Denis Mahon and Nicholas Turner identified a number of drawings relating to

the painted composition, none of which provides such a sensuous solution as cat. no. 28.

A pen-and-ink study of Bathsheba formerly on the London art market, showing her seated

with drapery and looking to the left, comes closest. A drawing in the Weld-Blundell

Collection at the Walker Art Gallery studies the horizontal composition as a whole, with

Bathsheba looking to the left, while a School drawing at Windsor Castle reflects a design

closer to the final painted version.2

Guercino seems to have appreciated the challenge of studying the three-quarter pro-

file from behind. A red-chalk drawing in the Metropolitan Museum of Art of a boy holding

a bowl shows the youth in an almost identical pose to Bathsheba in cat. no. 28.3 A study at

Bowdoin College Museum of Art, possibly of Ceres, also reflects a similar profile.4 D
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29.
SAINT FRANCIS RECEIVING THE STIGMATA

ca. 1642

Pen and brown ink, brush with brown wash

25.6 x 18.4 cm (loVs x 71/4 in.)

Numbered in graphite at lower left:31

London, Courtauld Institute of Art Gallery, 0.1952.RW.1369

P R O V E N A N C E Casa Gennari / Bouverie family/ Sir Robert Witt, L.22286, verso (see p. 16).

E X H I B I T I O N S London 1977, no. 38; London 1991, no. 96.

B I B L I O G R A P H Y Blunt 1956,76; Hammer et al. 1977,18; Mahon and Turner 1989,42; Mahon 1991,34;

Turner and Plazzotta 1991,3in92,3in97,32nio8,126, fig. 96; Turner et al. 1995, 98.

A C C O R D I N G TO T R A D I T I O N , Francis of Assisi beheld a vision in 1224

while praying on Mount Alverna: he saw a seraphlike figure whose arms were outstretched

to form the shape of the Cross. While contemplating the vision, Francis found that the

marks of Christ's wounds appeared on his hands, feet, and body. Popular in Christian art,

this subject was treated by Guercino on a number of occasions.

In this swiftly executed drawing, Saint Francis kneels with arms raised, looking up

at the vision. The urgency of the calligraphic penwork is apparent in the seemingly random

but well-judged lines that make up the figure of the saint and in the lower swirls of drap-

ery. That sense of urgency is emphasized by the robust application of wash.

Guercino started to draw Saint Francis on a larger scale higher up the page—a

partially obscured face is apparent at the sheets upper center—but he must have realized

that this would leave no space to draw the vision, and he repositioned the saint lower

down. Guercino then drew over his initial marks, mutating the face and raised right arm

into verdant foliage and clouds.

Given the number of times Guercino treated the subject of Saint Francis through-

out his career and the relative similarity of his solutions, it is extremely difficult to identify

the painted work that catalogue number 29 might relate to. It seems most likely to be a

study for a canvas (now in the Mittelrheinisches Landesmuseum, Mainz) that Guercino

made for Padre Giovan Battista d'Este; two other sheets have also been related to that

painting.1 In a drawing that is nearly the same size as catalogue number 29, a somewhat

larger-scale Saint Francis strikes a very similar pose but looks to the right instead of

upward. The location of his head corresponds to the initial placement on catalogue num-

ber 29, and it is tempting to think of that drawing as directly preceding the Courtauld

sheet.2 D

N O T E S

1 Nicholas Turner in Turner et al. 1995, 98, when dis-

cussing a related drawing then in the collection of

Jak Katalan; Sir Denis Mahon, opinion noted in the

auction catalogue when that same drawing was sold,

Sotheby's, London, July 10,2002, lot 63. Both author-

ities also relate Louvre inv. 6881 to the composition

(repr. Loire 1990,103, no. 41).

2 Sold Christies, New York, January 10,1996, lot 315,

24.2 x 17.8 cm (recto and verso; only recto illustrated).
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30.
SAINT SEBASTIAN

ca. 1642

Pen and brown ink, brush with brown wash

19.4 x 22.9 cm (yVs x 9 in.)

Inscribed in brown ink at lower right: cas.Hj

London, Courtauld Institute of Art Gallery, D. 1952.RW. 1377

P R O V E N A N C E Casa Gennari / Bouverie family / Sir Robert Witt, 1.22286, verso (see p. 16).

E X H I B I T I O N S London 1925, no. 43; London i953a, no. 52; London 1977, no. 37.

B I B L I O G R A P H Y Arts Council 1953,20; Blunt 1956,76; Marangoni 1959,13, pi. 15; Hammer et al. 1977,18.

A C C O R D I N G TO C H R I S T I A N T R A D I T I 0 N, in the fourth

century A. D. the Roman soldier Sebastian was sentenced to die for having converted to

Christianity. His executioners shot him repeatedly with arrows and left him for dead, but

he survived and was nursed back to health, only to be clubbed to death some time later.

Here, Guercino emphasizes the drama of the scene as the saint, pierced by two

arrows, slumps against the tree to which he is bound. A third arrow in midair creates a

sense of immediate danger. Guercino used a number of other devices to heighten the feel-

ing of instability and tension: strong compositional diagonals; a scene cropped at the bot-

tom, like a "close-up"; multiple planes of insistent parallel hatching; and angled tufts of

grass on a nearby knoll that enclose the space. The dark, dense lines of the tree contrast

with the light, meandering pen strokes used for the bindings of the left wrist and the blood

trickling from the wounds. Only a single pentimento occurs, in the saints right knee.

Guercino employed wash sparingly and in an unusually restrained manner on this

sheet. The predominant use of pen hatching makes it likely that the drawing dates to later

in the artists career, even though the drama and robustness of the figure recall the bold

compositions Guercino produced as a young man, during his prima maniera. It is not pos-

sible to link the sheet definitively to a particular commission or painted work; the artist

treated the subject a number of times, often showing a half-length, inactive figure. In spir-

it, the drawing comes closest to Guercinos full-length Saint Sebastian in the Palazzo Pitti,

Florence, datable to 1652, which shows the saint tied to a tree with a putto hovering

above.1 Yet the clean lines and confident draftsmanship of catalogue number 30 do not fit

well with the late date of that painting. It perhaps compares best with the drawings

Primavera (1642) and Semiramis (1645), at Windsor Castle.2

The inscription in the lower right corner seems likely to be an eighteenth-century

storage note for the drawing and was added after the corner had been torn. DN O T E S

1 Salerno 1988,359, no. 289, fig. 289.

2 Windsor Castle, Royal Library, invs. RL 2526 and

RL 2575, respectively (M&T 106,114; Mahon and

Turner 1989, 61, 65, nos. 106,114, pis. 111,119).
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31-
A WARRIOR

1645
Pen and brown ink, brush with brown wash

26.5 x 19.4 cm (io3/8 x yVs in.)

Numbered in brown ink at top right of verso: 11

London, Courtauld Institute of Art Gallery, 0.1952.RW.1368

P R O V E N A N C E Casa Gennari/John Bouverie, 1.325, and Bouverie family/Sir Robert Witt, L.2228B, verso

(see p. 16).

E X H I B I T I O N S London 1977, no. 31; London 1991, no. 141.

L I T E R A T U R E Blunt 1956,76; Horton 1960,7, 9,13,19, fig. 6; Mahon 1967,14n37; Hammer et al. 1977, no. 3

Brejon and Voile 1988,247; Czere 1989, 86; Mahon and Turner 1989, 66,77; Loire 1990,55; Turner and Plazzott

1991,3in92,3in94,3in97,32nio8,165,171,172,262, fig. 141.

1;

a

F I G U R E 3 1 . 1

Guercino. Hersilia Separating Romulus and Tatius, 1645.

Oil on canvas, 253 x 267 cm (99^2 x 105 in.). Paris, Musee

du Louvre, 85. Photo: Erich Lessing/Art Resource, New York

N O T E S

1 Salerno 1988,300, no. 226. As observed by Mahon

and Turner 1989, 66, no. 115,166, no. 574; and Turner

and Plazzotta 1991,171-72. The drawing for the princi-

pal warrior, formerly in the Rudolf Collection, was sold

at Sotheby's, New York, January 12,1994, lot 23.

I N D R A W I N G T H I S H E L M E T E D S O L D I E R , Guercino clearly

reveled in the dramatic effects of contrasting textures. Fluid applications of a thin wash

represent the hard and smooth surfaces of the armor. Ruffled brush lines evoke an extrane-

ous piece of flying drapery at right. The artist particularly enjoyed juxtaposing that fluid

softness with both the short pen strokes of the warriors unshaven chin and the longer,

twisting lines of his bristly moustache. The lower parts of the drawing consist almost

entirely of wash, applied in many cases with the tip of the brush. In fact, Guercino was

able to create details with brush and wash so effectively that pen lines were unnecessary.

By its nature, the extensive use of wash in the drawing provides strong effects of light and

shade; darker inks make deep shadows, including an almost black area on the warrior s

right shoulder.

The distinctive pose held by the warrior—with his right arm bent so that he holds

his sword across his body—makes it likely that the drawing is a study for the soldier on

the right (Tatius) in Guercinos painting Hersilia Separating Romulus and Tatius (fig. 31.1).1

The painting was made in 1645 for a French patron, Louis Phelypeaux de La Vrilliere, secre-

tary of state to King Louis XIII; it was one of three canvases Guercino sent to decorate the

gallery of Phelypeauxs grand residence in Paris. In Hersilia Separating Romulus and Tatius,

the artist has raised Tatius s shield-bearing left arm as well as his right elbow and lowered

his right hand. In fact, in catalogue number 31 a few pen lines under the warrior s sword-

bearing hand indicate that Guercino considered a lower placement on the drawing too. As

Nicholas Turner and Carol Plazzotta point out, the artist had considerable difficulty with

the foreshortening of that arm in the painting, in contrast with the adept handling of space

in the drawing. D
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32.

JUPITER THROWING A THUNDERBOLT

ca. 1645

Pen and brown ink

20 x 18.7 cm (7% x 73/s in.)

London, Courtauld Institute of Art Gallery, D. 1952.RW. 1361

P R O V E N A N C E Casa Gennari / Bouverie family / Sir Robert Witt, 1.22286, verso (see p. 16).

E X H I B I T I O N S Not previously exhibited.

B I B L I O G R A P H Y Blunti956,76.

N O T E S

1 Mahon and Turner 1989,20, no. 36, pi. 37.

2 Turner and Plazzotta 1991,172-73, no. 143; 176, no. 146.

W H I L E T H I S D R A W I N G does not relate to a known painting, it is a good

example of the energy inherent in Guercinos draftsmanship. The pose of the vengeful god

is active: he raises his thunderbolt-wielding hand high and swings his left arm vigorously

across his body. Guercinos penwork contributes to the sense of motion. In both right

and left forearms, the artist drew the outlines several times, producing a blurring, kinetic

effect, and in the god's wildly flying drapery, meandering calligraphic lines aptly convey the

turbulence. The shadows consist mostly of varied sequences of parallel hatching, which

give the impression of light moving across the figure (and, in places, echo the tidy undulat-

ing lines of an engravers burin). These straight lines contrast with the rounded ones form-

ing the god s wiry and unkempt hair.

In 1626, Guercino made studies of Jupiter and Semele for an engraving by the

Centese printmaker G. B. Pasqualini (1595—1631),1 but cat. no. 32 does not seem to relate

to those studies: here Jupiter is clearly more wrathful than seductive. The style of the draw-

ing fits better with a much later dating of about 1645, and the areas of dense hatching

compare with the penwork in other drawings dating to that time, including one of Samson

and Delilah, and studies for Atlas.2 D
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33-
DAVID WITH THE HEAD OF GOLIATH

ca. 1650

Pen and brown ink, brush with brown wash

18.8 x 18.8 cm (y3/8 x yVs in.)

London, Courtauld Institute of Art Gallery, 0.1952.RW.1363

P R O V E N A N C E Casa Gennari / Bouverie family / Sir Robert Witt, 1.22286, verso (see p. 16).

E X H I B I T I O N S Not previously exhibited.

B I B L I O G R A P H Y Blunt 1956,76.

F I G U R E 3 3 . 1

Guercino. David with the Head of Goliath, 1650. Oil on canvas,

120.5 x 1O2 cm (471/2 x 4O1/s in.). Private collection

N O T E S

1 Ghelfi 1997,149, no. 430 (October 12,1650); Salerno

1988,342, no.272 (location as "London, Trafalgar

Galleries").

2 Cambridge, Mass., Fogg Art Museum, inv. 1965.385

(Stone 1991,214, no. 28, pi. D28). An early copy

of this drawing was sold at Jean-Marc Delvaux, Paris,

March 28,2001, lot 15; Windsor Castle, Royal Library,

inv. RL 2944 (M&T 358; Mahon and Turner 1989,

126,358 [not ill.]), called "Ascribed to," but not there

related to the 1650 picture.

W H I L E G U E R C I N O seems to have been more willing than many artists to

reach for a new piece of paper when he grew dissatisfied with a composition on which he

was working, he would sometimes make radical changes to a design on the same sheet. In

catalogue number 33, he significantly altered the position of David's head. At first,

Guercino placed it just above the figures left shoulder, looking down and away from the

head of Goliath. But then the artist scored through these features with a series of horizon-

tal lines and drew the head in a more upright pose, with the youthful David, future king of

the Israelites, looking confidently over the head of his defeated adversary, the Philistine

giant Goliath. A number of wavy lines across the hero's left cheek are the remains of the

hair as originally drawn.

The rest of the composition has been hurriedly mapped out. Rapid draftsmanship

suggests a left arm partly covered with drapery, while two strong lines show the wrist

placed against the body in a way that is readable only when viewing the drawing from a

distance. A tangled junction of lines represents drapery around the waist, and a clever mix

of long and short strokes conveys the bending of the right arm and shadow upon it.

Goliath's head, resting on a block of stone, is noted in a series of faint lines, the

artist presumably keen to concentrate on the head and expression of the hero instead.

Goliath's facial features and traditional curly beard are supplemented by two small sets of

short horizontal lines on his forehead, indicating his wound.

Catalogue number 33 was probably a preparatory drawing for David with the Head of

Goliath (fig. 33.1), for which Guercino was paid by Lodovico Fermi of Piacenza on October

12,165O.1 Like the drawing, the painting shows a half-length David, but the young hero

looks skyward to thank God for his victory. Two drawings, one at the Fogg Art Museum

and another at Windsor Castle, probably reflect earlier stages of Guercino's thoughts for

the project. Both show David half length and wearing a plumed hat; the Fogg sheet has

him leaning on a ledge contemplating Goliath's head, and in the Windsor sheet he stands

in front of a wall holding the head, which rests on a slab in the lower right corner.2 D
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34-
STUDY OF A FLYING PUTTO

ca. 1650

Red chalk

20.5 x 28.9 cm (j&Vs x ii3/s in.)

London, Courtauld Institute of Art Gallery, D. 1952.RW. 1861

P R O V E N A N C E Casa Gennari / John Bouverie, 1-325, and Bouverie family/ "Oriolo, Florence," Sir Robert Witt,

1.22286, verso (see p. 16).

E X H I B I T I O N S London 1977, no 41; London 1991, no. 154.

B I B L I O G R A P H Y Blunt 1956,76; Hammer et al. 1977,19; Turner and Plazzotta 1991,3in92,32n97,182, fig. 154.

L A T E R IN HIS C A R E E R , Guercino increasingly used red chalk, a medium

he had employed sporadically—although with great effect—throughout his life. Whereas

in many of his later drawings he uses chalk in a linear, penlike fashion, in catalogue num-

ber 34 he creates a highly finished effect by carefully rounding and shaping the body. The

putto is lit strongly from above left, and subtle gradations of red chalk demark shadows on

the white of the paper. Vigorous, dense hatching carves out a space for the flying child, and

carefully worked curling tendrils of drapery suggest motion. In only a few areas does

Guercino release control, and rapid draftsmanship is evident in the drapery on the left arm

and in the shadows defining the fingers of the left hand.

As Nicholas Turner and Carol Plazzotta have observed, this drawing resembles a

number of putti in paintings from the 16405 and 16503, but it does not seem to relate

directly to any of them.1 It may have served, no doubt along with other similar drawings, as

a model from which putti in paintings could be derived. In fact, the noticeably smudged

lines of the drawing indicate that a counterproof was taken from the sheet, which would

have provided an additional—reversed—pose. D

N O T E S

i Turner and Plazzotta 1991,182.
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