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Renaissance to Baroque Master Drawings from the Nationalmuseum, Stockholm
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What is drawing?

A drawing is defined as a planar artwork consisting primarily of linework.
Artists have used a wide range of materials and techniques in different
periods and regions, choosing those which suited their particular
expressive needs or the depicted subjects. Since drawings were often part
of an artist's creative process, 16th and 17th century writers revered
drawing as the basis for artistic production.

A drawing directly conveys the traces of an artist's hand movements
and their thoughts, providing a sense of immediacy, as if we are
witnessing artistic production. This immediacy is the true charm of
viewing drawings. Highly finished drawings are also produced as artworks
in their own right. The finesse and delicacy possible in drawing is
particularly fascinating.

Because they are drawn on paper, drawings are especially susceptible
to light and temperature/humidity changes. Particular care must be taken
when they are displayed. The overall gallery lighting in this exhibition has
been set at a very low level. The setting is carefully calibrated so that we
can view the drawings, as well as preserve them for the future.
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Why Drawings are Made

Use in the artwork production process has long been the most important
reason drawings were made. Such drawings can show just a section of a
proposed artwork, the entire proposed composition, quick sketches of a
specific idea, or a detailed rendering of section of the artwork.

Drawings also serve as records of completed artworks. Artists make other
kinds of drawings on a regular basis, whether sketches of things that catch
their attention, or to copy artworks made by others, with all these drawing
forms useful in their later artistic production.

Drawing production is also an important part of artist training.
Renaissance to Baroque period books on art indicate how young painters who
wanted to become artists were trained in drawing methods. This training
process began with copying easily accessible extant artworks, and as the
student advanced, ended with drawing from complicated living subjects.

There are also extant drawings which were made as independent artworks
for visual appreciation. Many of these finished work drawings were either
portraits or landscapes. Some of these drawings were made as affectionate
gifts, while others were intended as items for sale to collectors. Some
drawings made for other purposes then later became works for visual
appreciation.
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Charcoal

Charcoal is made by steaming and then burning
small tree sticks. The tip of the stick can then be
whittled down to a point and used to draw sharp
lines. The side of the stick can be used to apply
broader areas of black to the drawing surface. A
finger or cloth can be used to smudge the drawn
lines to create a softened effect, and is also an
effective way to create shading. Charcoal's ability
to create various different effects, and its easy
erasure, made it popular for study drawings.
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Chalk

Like charcoal, chalk can be sharpened into a
point and used to draw thin lines, while the side
of a piece of chalk can be used to fill in broad
areas. There are two kinds of chalk, natural chalk
and artificial chalk made of powdered pigment
which is mixed with medium and then hardened.
In general, natural chalk - primarily black, red,
and white - was used in the Renaissance to
Baroque period.

Black chalk : Made from shale or schist, minerals
that contain carbon.Widely used from around the
16th century onwards.

Red chalk : Made from red clay containing iron
oxide. Red chalk ranges in color from orange red
to a purplish red. Red chalk's soft line quality and
warm tones make it suitable for drawing human
bodies. This characteristic was particularly noted
during the Renaissance, which led to its broad use
for figural studies.

White chalk : Made from calcite or soapstone.
White chalk was often used to create highlights,
areas on a subject touched by light.

*kSamples created by Miho Takashima (The National Museum of
Western Art) and Mamiko Asakawa (art.u).
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Metalpoint

A pointed, rod-shaped drawing tool made of lead,
silver, or other metal. A thin ground is applied to the
paper on which the drawing is to be made. Powdered
bone and animal glue are mixed into that ground and
sometimes a small amount of pigment is added to give
an overall tonal effect. By rubbing the end of the tool
against paper coated with a ground, the metal particles

attach to the paper and create a faint color.

*kSamples created by Miho Takashima (The National Museum of

Western Art) and Mamiko Asakawa (art.u).




KK « DEWIKKE (7 v > a) « Bk

IKFS D K P WRBERIZ 7 287 T AR EKEDD
REMTHOEGOETREZED, KTHEOVTH
T, BWigEBERORMED & REH L@ L,
HEBHROD 2 LD 2 b 76T, Z0kD.E
HHAKF ) & PRI 5,

RBEHKE (F7 v a)  KEDIREIC, AOOER %
72 F a— R KRMAZHWTEMELZMZA SN S, s
MEN7=HI2 X » T, MEMHD & DK EE % B
BT 2D T 50, BEBREDIR W<y MawT 4
T—rEAHEINS,

R IKTHED TR E OKED TN DDIRFE)
A7 BTG RE, WL ROT R, HIED =2
TUVARDT DR REDNEDOTMA B TDICHW LR
%o

XY INVRE  RIRSERE (ENLPUTEEMED) . RINEFE T (art.w)

Watercolor, Gouache, Wash

Watercolor : Finely ground colorants are mixed
with gum arabic to make color pigments, which
are thinned with water and used to paint. Light
reflects from the support paper through thinly
applied watercolor pigment layers, giving the
work an overall translucent finish.

Gouache (opaque water-based pigment) :
Watercolor pigments are mixed with a white
colorant, chalk, or granite powder. The added
white element means that light cannot reflect
from the underlying paper surface through the
pigment, creating an opaque, matte effect.

Wash : A pale color method whereby watercolor
pigments or ink are thinned with water, then
brushed onto the support medium. These
pigments are used to create nuanced shading
effects and to add very slight coloration.

*kSamples created by Miho Takashima (The National Museum of

Western Art) and Mamiko Asakawa (art.u).
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Pen

Quill : Quills were primarily used during the
Renaissance to Baroque period. The quills
were made from goose, swan, crow, and other
bird feathers. Quills are made by removing all
moisture or fat from the tip of the feather
shaft and then trimming that shaft end at an
angle. By dipping the quill tip in ink, you can
freely control the length and type of line you
draw, pressing harder or lighter on the
surface, varying the lightness or darkness of
the ink line.

Reed Pen : The use of reed plant stems as
writing tools dates back to antiquity. It is hard
to shape a narrow tip on a reed, and they also
don't absorb ink well. The resulting tendency
towards thick lines meant quill pen use
became more common during the medieval
period, and reed use lessened. Conversely,
their ability to produce powerful, thick lines
meant that artists sometimes continued to use
reed pens.
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Ink

A brush or pen is dipped in ink to use as drawing
medium. There were four types of ink commonly
used from the Renaissance to Baroque period,
namely iron-gall ink, bistre, carbon-based ink,
and sepia.

Iron-gall ink : The most widely used ink.
Combination of tannates derived from oak
galls and ferrous sulfate. At first iron-gall ink is
either blue or black in color, but over time it
gradually turns to a brownish tone.

Bistre : Made with wood soot. The resulting ink is
dark brown in color, and depending on the type of
wood used, the color can range from a saffron
yellow to black.

Carbon-based ink : Made by burning oils or tree
resin. While European-made carbon-based ink
was available, from the 17th century onwards
Chinese-made ink was brought to Europe by the
Dutch East India Company ships. Thanks to its
high quality, this ink type known as India ink or
Chinese ink became popular.

Sepia : Sepia is made from squid ink. Sepia ink
can range in color from a pale purplish-brown
color to a blackish dark brown color.

*)kSamples created by Miho Takashima (The National Museum of
Western Art, Tokyo) and Mamiko Asakawa (art.u)




AV 2 —7 YENLERROFEMaL 7> a >y

17924, A by Z RV LICHZINEZAY = —F VENEMEEX, HRATED
HOWRNEMFAD—DOTT, EEONERTaL 7> a v OHMEE L, Filt)r
5EHICW 3 EM, TE, T4 Y 2RIAIUEL TOWE T, 25T HhTHE
EADETHS00,000/ICDIX5FEMaLryavid, H & b ITHAEED
bz 5,

COEWMaAL 7 ayOREBIE AV —FUEFEMNEZOBRERTH 2=
AT LA T vy (1654—17284F) b, HORFTRED EEDOERETH -7
H—b e ZTAERT « 79 (1695—1770F) I2 Lk > THEREXNFE L2 RFOD
PED S H2,0000F A= FTRART « To P75y AR LT
VICHEL TCOWEHIBICATLEZD DT, ZOHE R TIEMENT. R
WEHAL A —, Po—)L - Z7a¥OHBMTLE, £ Z07ad -
ALy ayOEnE T L HIC. Ty P VIERBAOMEREZ -
DI, REHarLrr— LT&EVWEIZ—L=UyY < ITy FTF, Z
DEI, AV z—FTVEVEMBOR L 7> a3 ViE, BEREOELIZEL
THIEFICHREND D o TVWE T,

The Drawing Collection of the Swedish Nationalmuseum

The Swedish Nationalmuseum was founded in 1792, making it one of the
oldest public art museums in the world. Begun on the basis of the
Swedish royal collection, today the collection includes a wide array of
fine art, decorative art, and design dating from the medieval period to the
present. The museum's prints and drawings collection, which numbers
more than 500,000 works in total, is considered one of the world's finest
collections both quantitatively and qualitatively.

The Nationalmuseum's drawing collection was begun by Nicodemus
Tessin (1654-1728), architect to the Swedish royal court, and his son Carl
Gustaf Tessin (1695-1770), a court official. Among the drawings acquired
by the father and son team were 2,000 works collected while Carl Gustaf
lived in Paris as Sweden's ambassador to France. The core group of these
Paris acquisitions were formerly owned by legendary French collector
Pierre Crozat. In turn, Pierre-Jean Mariette, another renowned collector,
was the organizer of the Crozat collection auction and also served as
Tessin's advisor for the acquisition at that sale. In addition to the works
themselves, the history of the Swedish Nationalmuseum's drawing
collection acquisition process is a fascinating topic in its own right.
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[taly

In 15th century Renaissance Italy, the spread of paper usage led to a dramatic increase in the
number of drawings produced. This increased drawing production was further underscored
by an artist's need to fully examine and construct their desired image during the production
process since this period sought more complex and highly-defined expression in artworks.
Changes also occurred in the content of drawings. The majority of medieval period drawings
were copies of other artists' works for use by an artist in the production of their own works.
During the Renaissance, artists began to create drawings based on their observation of nature,
or as a way to record their own imagined images and thoughts.

In the 16th century, Italian art entered its Mannerist period, which considered the
artworks created by the great Renaissance masters to be their most important models. As
these artists explored how best to imitate the standards set by their predecessors, they
produced extremely refined drawings, at times to the degree that their excessive refinement
seemed unnatural(nos. 6, 8). The 16th century also saw Venice become an artistic center
rivaling that of the traditional centers of Florence and Rome. Venetian drawing was less
interested in detailed depiction, seeking instead a broad grasp of form, and is particularly
characterized by its abundant sensitivity to the effects of light and shade (nos. 14-16).

The end of the 16th century saw Italian art enter a period of reform. This period saw a
renewed interest in observing nature, a practice that had temporarily fallen out of favor with
Mannerist artists. The Caracci family originally from Bologna (nos. 17-20) played a central role
in this change. They established a painting school ca. 1582, and there taught students by
emphasizing sketching from the human nude. Landscape drawing then spread during the
succeeding flowering of Baroque art (no. 19).
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France

At the beginning of the 16th century, the French king Francois I began rebuilding and
expanding Fontainebleau Palace, a project which led to increased artist activity in France.
Artists from various countries were invited to the palace located to the southeast of Paris and
there worked on the project's architecture and interior design elements, as well as designs for
the costumed pageants held at the palace. Italian artists such as Francesco Primaticcio and
Nicolo dell’Abate played advisory roles in that process (nos. 26-28). They mixed Mannerism
with a courtly taste and helped form Fontainebleau's unique style.

Sixteenth century France also saw the development of portrait drawings, mainly black and
red chalk drawings showing the model in three-quarter off-center pose (no. 29). Many
drawings of this type were produced, primarily as collectibles, or to convey news among
family members, like today's sharing of family snapshots.

In the late 16th to early 17th centuries, artists such as Jacques Bellange and Jacques Callot
appeared in the Duchy of Lorrain, part of present-day northeastern France. They took up
Mannerism and other current art trends as they developed richly individualistic styles. This
section introduces their print preparatory drawings alongside the prints created from those
drawings (nos. 31-32, 34-37).

Paris once again emerged as an artistic center at the beginning of the 17th century. This
was set off by Cardinal Richelieu, chief minister to Louis XIII, and his considerable art
promotion policies, and, in 1627, the return of Simon Vouet from Italy. Vouet not only actively
took up numerous commissions; he also trained important painters of the succeeding
generation, including Eustache Le Sueur and Charles Le Brun. This is how he handed on the
Baroque styles he had learned in Italy.

This chapter ends with the ceiling decoration design drawn by René Chauveau (no. 44).
This ceiling decoration was intended for the Stockholm home of Nicodemus Tessin, architect
to the court who worked with his son Carl Gustaf to lay the groundwork for the
Nationalmuseum's drawing collection.
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Germany

This chapter presents artists who were active in German-speaking areas, including Austria,
Switzerland, and Strasbourg, which today is part of France.

Up until around the mid 15th century, International Gothic style dominated the various
German-speaking regions, but by around 1470, Renaissance trends spread to this area. Among
those developments, the various cities on the upper reaches of the Rhine, including Colmar,
Strasbourg, and Basel, as well as Nuremberg, Augsburg, and Wittenberg grew as artistic
centers. Most of the artists included in this chapter either trained or worked in these cities.

Extant Renaissance drawings from German-speaking regions were primarily produced as
preparatory drawings for paintings, sculptures, or decorative arts. There are also some extant
works, such as Diirer's portrait (no. 48), that were made as independent artworks. Quite a few
of the artists of this region were both painter and print artist. As a result, they used linework
in their drawings to convey shading and volume, probably reflecting their experience of the
printmaking process.

In terms of subject matter, the German speaking region saw an earlier adoption of secular
subjects, such lovers, peasants, or soldiers, than in other regions (no. 50). In the first half of
the 16th century, Danube region painters began to paint "pure" landscapes that did not include
Christian or mythological themes. Landscape depiction is an important element in no. 52, a
drawing by Wolf Huber, one of these Danube school painters.

While the majority of the works displayed in this chapter date to the 15th to 16th centuries,
here we close with a single work by Phillip Peter Roos, who was active from the latter half of
the 17th century through the beginning of the 18th century (no. 57). Roos' group of drawings
primarily of sheep, cattle, and other animals are one of the core groups of the

Nationalmuseum's German drawing collection.
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Netherlands

At the beginning of the 15th century, the Netherlands (approximately present-day Netherlands
and Belgium) saw the rapid development of oil painting techniques and the formation of a
beautiful painting tradition. This region was, however, about half a century behind in the
spread of paper usage, a factor which contributed to the fewer extant drawings produced prior
to the early 16th century. Thus, no. 58, a portrait drawing by Lucas van Leyden, is particularly
precious.

After that period, an increased number of extant drawings remain from the Netherlands.
Prior to about the middle of that century, it was the custom for artists to travel to Italy to
complete their artistic studies. As a result, Italian drawing production methods were conveyed
to the Netherlands. Most of the works introduced in this chapter were created along this
trajectory and date up until the end of the 16th century.

By the end of the 16th century, political and religious upheaval in the Netherlands led to a
geographic split, with the Protestant Dutch Republic to the north, and the Catholic South
under the rule of the Spanish Habsbourg. With the return of political and economic stability,
the arts began to revive in Habsbourg Netherlands, with Antwerp as its core. Peter Paul
Rubens, Anthony van Dyck, and Jan Brueghel the Elder played central roles in this
development (nos. 59, 61, 62).

In Holland, economic prosperity supported an unprecedented amount of painting
production in the 17th century. This Protestant country forbid the worship of religious
paintings, and the ordinary people who bought paintings enjoyed familiar, close-to-home
painting themes. Thus, during this period Holland saw the development of various genres,
such as genre scenes, landscapes, still-lifes, architectural interiors, and paintings of animals.
Conversely, there were painters such as Abraham Bloemaert and Rembrandt van Rijn and his
students, who continued to paint Biblical subjects (nos. 63-66). This meant that a diverse array

of drawings was produced in 17th century Holland.
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Berto di Giovanni

(Perugia, c. 1475-Perugia, c. 1529)
Studies for the Evangelist Mathew, a Bishop and Other Figures
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This drawing seems to be a figural study, with several
different people drawn on the single page. Metalpoint
was used on this page’s prepared ground to create
the underdrawings for the images, followed by soft,
intricately rendered hatching and cross-hatching
brushstrokes in brown ink to create shading. The
style of this drawing is close to Raphael's early period
style, which was strongly influenced by Perugino.
Here the characteristic elegantly refined facial
depiction is striking. For example, the face of the old
man wearing a triangular bishop’s hat and the shape
of the hand holding a book resemble those aspects
of Saint Nicholas seen in Raphael's 1505 The Amidei
Madonna (National Gallery, London).
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Domenico Beccafumi

(Montaperti, 1486-Siena, 1551)
Head of Old Man and Other Faces
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Sinuous lines form the images of various figural
heads in this work. More so than having been drawn
from actual live models, these images seem to reveal
the artist’'s imagination which sent his pen racing
across the paper surface. This work was first
assigned to Michelangelo's hand, then to Baccio
Bandinelli, but is now attributed to Domenico
Beccafumi. There is no specific evidence for this
Beccafumi attribution, but various of his figural
works, such as the full-size preparatory drawing
(Pinacoteca Nazionale di Siena) for the Aaron Making
the Golden Calf pavement mosaic in Siena
Cathedral, resemble the old man with long hair and
other figures seen here.
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Parmigianino (Francesco Mazzola)
(Parma, 1503-Casalmaggiore, 1540)
Study for the "Madonna dal collo lungo” with the Infant St. John
and a Male Saint; a Man Walking to the Left

ANMERIITZIVILDORAREGEZR., /LI
v /P BREICF N REDERELHE
ZE(RVWEDER) (ZEH) DEETHS,
INVID Y Z— /3 X DmFEZHIET B2 7
V). 2B IR EZRUAFIBORDHREE
EZZLID AREE ST ZNSDIEmEF ILE
KDAITIRIRDIEFZEEDHDHDELE STV
%, BMIFEEEIO=ZLREEETSF XD
TEACEFN EFEEOERFEW IR/
KBEIPEEIN TV EHDD XPH TEE AT
SR =ICHLOON, EERFEXRFENBED
ZIFEEELEDDSIN LGS AERHTH/I VL
v/ EEAICHVNTERTFELIRE
(LEEINK KRFEEVOANDBFDIERZZR -
TWS . BEAZDEMEEZRIIHFZE BTN
LZIRDI=HDE[FRIE TH D,

This is a study for the Madonna dal collo lungo
(Madonna with the Long Neck), an unfinished late
period work by the major Mannerist painter
Parmigianino. His creative trial and error process can
be seen in the approximately 30 extant study
drawings, including this work, which are both full
composition and detail images. At first, he envisioned
a traditional composition, with the Madonna and Child
seated on a throne between St. Jerome and St.
Francis. Then, he moved the two saints to the
background, leaving the Madonna and Child and angel
filling most of the composition. The right side of this
drawing shows Parmigianino refining the composition
of the Madonna and Child, infant St. John the Baptist,
and angel figural group, while the male figure seen on
the left is probably a study for the St. Jerome image.
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Federico Barocci

(Urbino, 1528-Urbino, 1612)

Head of a Man Seen from Behind
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The painter Federico Barocci both personified the art
theory sought by the Catholic Reformation of the
latter half of the 16th century and was a pioneering
figure in Baroque art. As a draftsman, he was
particularly adept at using pastels to create delicate
color and shading tonal changes. This work depicting
the back of a man's head is one such demonstration
of Barocci's prowess and is a study work for his The
Circumcision (1590, Musee du Louvre) commissioned
by the Brotherhood of the Name of Jesus in Pesaro in
central Italy.
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Domenico Tintoretto (Domenico Robusti)

(Venice, 1560-Venice, 1635)

The Death of Virginia
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Domenico Tintoretto was the son of the major
Venetian painter Jacopo Tintoretto and many of
Domenico's oil on paper preparatory drawings, as
here, remain extant. The subject of this drawing, The
Death of Virginia, is based on the story recorded by
Livy in The History of Rome (book lll, 44-58). During
the Roman Republic, one of the ruling decemvirate,
Appius Claudius Sabinus, fell in love with a centurion’s
daughter, Virginia. He conspired with his family and
held an illicit trial to make her his own. The court sided
with Appius Claudius in spite of her fiancé’s appeals,
and in despair, her father killed her so that she would
not be taken. The action-filled pose of father killing his
daughter as well as the swiftly-drawn background
figures and architecture all fully reveal the
characteristics of Domenico's drawing style.
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Annibale Carracci

(Bologna, 1560-Rome, 1609)

Standing Young Man
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The Carracci family established a private painting
school in Bologna in 1582. Three of this family,
Ludovico, and his cousins Agostino and Annibale, all
revered observation of nature as they transformed
Mannerist art. In particular, Annibale moved to Rome
in 1595 and his involvement in the decoration of the
Farnese Palace and other projects helped lay the
groundwork for Baroque art. The Carracci family's art
school in Bologha was renowned for its unique
curriculum, in which the students copied paintings by
other artists and drew images of ancient sculpture,
and sketched human figures from live models. At
times they even pursued dissection opportunities in
order to further their understanding of the human
body construct. This work is a superb example of
such figural drawing. Here red chalk was used to
depict the form of an apprentice told to hold a
certain pose. And yet, given that three members of
the Carracci family worked together from the 1580s
through the first half of the 1590s, it is often difficult
to assign a drawing to a specific hand. This work is no
exception to that rule.
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Francesco Primaticcio (Bologna, 1504-Paris, 1570)
Alexander and Thalestris
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Circle of Francesco Primaticcio
The Knight of Swan
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Attributed to Nicolo dell’Abate (Modena, 1509/12-Fontainebleau ?, 1571)

The Frog Man
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nos. 26-28 are likely costume design sketches for
pageants held at Fontainebleau Palace. no. 26 shows
the ancient Macedonian king Alexander the Great
and Queen Thalestris of the Amazons. This costume
design may have been related to a wedding-theme
show. no. 27 shows a "knight riding a swan" costume.
The rider's legs shown on the wings are part of the
costume, with the sturdy costume wearer's actual
legs seen beneath. This motif is said to be related to
the Kleve family. The "knight of swan" who appears in
Wagner's opera Lohengrin (first performed 1850) was
said to be an ancestor of this Kleve family. no. 28
depicts a creepy frog man. The costume’s scale-like
frills add to his spooky appearance. The story behind

this subject is unknown.
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Jacques Callot
(Nancy, 1592-Nancy, 1635)
The Temptation of St. Anthony
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nos. 36 and 37 depict the legend of the St. Anthony.
Demons appeared to St. Anthony as he meditated in
the wilderness, assaulting him physically and
mentally in their attempt to sway him from his beliefs.
no. 36 is a preparatory drawing, and no. 37 is a print
thought to have been made on the basis of no. 36.
The printing process means that the original imagery
is reversed right to left. A comparison of the two
works reveals various subtle differences. The major
difference is how St. Anthony is depicted. In the
drawing, he is shown thrown back on his rear, beset
by the demons. In the print, he is shown thrusting a
cross at the boss of the demons seen in the sky
above him.
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Nicolas Poussin
(Les Andelys, 1594-Rome, 1665)
The Finding of Queen Zenobia
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Poussin was renowned for his quiet, intellectual style,
which came to be known as classicism. Extremely
well-read, Poussin was particularly adept at
translating that literary knowledge into painting form.
This drawing depicts a scene from the ancient
Roman writer Tacitus' Annals. The Armenian king
Rhadamanthus faced rebellions in various cities and
fled to his father's kingdom. His pregnant wife Queen
Zenobia begged to be killed rather than endure the
painful ride on a galloping horse. So he killed her and
threw her body in ariver, fearing that it would fall into
enemy hands. The drawing shows shepherds lifting
Zenobia's slaughtered body from the river and caring
for it. Poussin re-drew the outlines of the shepherds
surrounding Zenobia several times, revealing his
careful consideration as he decided how to depict his
subject.
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René Chauveau
(Paris, 1663-Paris, 1722)
Design for the Ceiling of the Hall at the Tessinska Palace

Z)1—T OEEMEEER=-_OTLX T
b ANy RIVLDOBERD - ZHIES B 7=
RHREDT A AFEDI I TA—3T7F7>
ZHEDOHEKNFR T N2 —F U EEIC
AT FRICIE BEEE T RMOMT R
O &3 L—Y -bh Ehh. ZOREE. =
MDBAEXERZLEEINRDOEPBUY)ET
(72&2EE EICIE AGBEIDBE AR HLUVT>
Z—N\L-ATZyFEZTFIO)EH AT
CENLEMEEDFHIAL 73> DERT =
AT LR Ty EBFDH—IV-TAZT Ty
IANCEHSTEINS,

This drawing presents the design of a ceiling
decoration for the Stockholm home of Nicodemus
Tessin, architect to the Swedish royal court. The artist
Chauveau was a French sculptor, then in service to
the Swedish king. The god of art Apollo is shown in the
center, playing his harp, accompanied by the Muses.
The group is further surrounded by personifications of
the various arts and figures of famous artists. For
example, the personification of painting, Annibale
Carracci and Raphael are shown in the upper left.
Nicodemus Tessin and his son Carl Gustaf Tessin
assembled the works that would become the basis for
the Swedish Nationalmuseum'’s drawing collection.
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Matthias Grinewald (Mathis Gothart Neithart)

(?,c. 1470-?, c. 1530)
Head of a Beardless Old Man
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This black chalk drawing - thought to be by Mattias
Grunewald, a major German Renaissance artist along
with Albrecht DUrer — depicts a male head looking
up to the left. A different hand added an "AD"
monogram on the upper left of the paper, and a later
hand wrote out "albert Durer” on the lower left edge.
These inscriptions show how this work was
previously attributed to Durer. The drawing was
finally attributed to Grunewald in the 20th century. In
fact, this work displays a technical affinity for
Grunewald's ca. 1520 drawing, Head of a Screaming
Child (Kupferstichkabinett, Berlin). The man wears a
clerical style hat, and his posture can be seen as
typical of donor figures. Therefore, questions remain.
Was this a preparatory sketch of a donor figure for
which painting? Or, does it relate to a now-lost work?
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Albrecht Diirer
(Nuremberg, 147 1-Nuremberg, 1528)
Portrait of a Young Woman with Braided Hair
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In 1528, Erasmus of Rotterdam praised Albrecht
DUrer with the words,"what does he not express in
monochromes, that is, in black lines?”, and indeed
there was no other artist who accomplished as much
with just "black lines."” Prints lay at the core of Durer's
arts, and yet, he also equally valued drawing, which in
his hands could make things visible solely through
the repetition of lines. This drawing shows a
three-quarter angle, bust length view of a woman
turned toward the left. Here he has concentrated
most of his attention on his subject’s face and used
an accumulation of intricate yet concise lines to
render a young woman's face, its contours, skin tone,
and individual features. Conversely, he has drawn her
hair, ribbons, and garments in bundles of thicker,
darker lines, thus using different degrees of density
and clarity to create a three-dimensional form. Thus,
we can say that he has created an independent,
monumental portrait in drawing form.
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Hans Baldung Grien

(Gmund, 1484/85-Strasbourg, 1545)

Head of a Young Man, Seen from Below
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Hans Baldung Grien was a noteworthy German
Renaissance artist, whose drawings and paintings
were at times filled with richly inventive, grotesquely
compelling figures. This work in black chalk depicts a
person's head, looking up diagonally to the left, with
hair long and straggling behind. Previous art
historians have asserted that this drawing is related
to Baldung's 1516 painting The Flood (Staatsgalerie
Bamberg), which contains numerous figures looking
up to the sky in various postures. And yet, here
Baldung's interest lay in the foreshortened face
gazing up with mouth open and eyes narrowed, and
half-shut. This interest is clearly rooted in the
1505-1507 period he spent in Albrecht Durer's studio,
in other words, around a decade before he created
The Flood. Thus, it seems premature to firmly link
this drawing with that painting.
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Georg Lemberger

(?,c. 1495-?, ¢. 1540)

Eight Male Heads

FAIVT L LNIVA—DIESRIE EEFET R
LO2ErHEMEIBEHATBERBICEICEND
EEEHS. ZORISIIRF TR EVDIFT7IL
TLER T IRV T 7—hoD e B4 iR E
TADCEN TEDIESELAEDSIRASN-8
DHBMDBEEHI RINAAKEICIE. EBEDE
ERXEL . 2 EDFEE R HARAICHEEZ /U
BB ANO—U D BAL D, E it Em N =%
SUIRIRIE L LANILA—DZ DD F/HE
mD—EBICHAEND . ARIEIED DT RF TR
DI HIVT - T—IN—|ZLDBDEE 2SN T-AEER
HHo1=o lTNEH. ZORICERMDIEREDLE
BE DI T CDREELLNIVA-IZIFET
B ENEYMEFH O -ED IRESh -,

Lemberger's works are primarily characterized by
landscapes filled with a wealth of decorative and
formal detail, and stylistically they were heavily
influenced by the Donau school, namely Albrecht
Altdorfer. This work showing eight male heads seen
from different angles is a striking example of his
characteristic curvilinear strokes detailing hair and
various elements. This decorative line quality can also
be seen in some of Lemberger's other drawings. This
work was previously attributed to the Donau school
artist Wolf Huber. However, later studies comparing
this work with various others have accurately
attributed the drawing to Lemberger.
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Hans Holbein the Younger
(Augsburg, 1497/98-London, 1543)
Design for Stained Glass with the Coat of Arms of the
Lachner Family of Basle

ROVEEND/N R RILINA L (F) 1. 1536
FETICALTZREEA)-8HDO Z 1T E
REm) N GHEACENRTIHFRBERDVLENE
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DEIEIHICHEELTHY 1530FEIADHNDE
ALY (I

The German-born Hans Holbein the Younger
became a court painter in service to the English king
Henry VIII by 1536 and was one of the 16th century's
leading portrait painters. This work is the design for a
stained-glass work and was probably commissioned
by the Basel apothecary Ludwig Lachner. Holbein
the Younger produced designs for various stained
glass works early in his career, but the more

elaborately rendered classical formal elements of
this drawing suggest that it was created ca. 1530.
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Jost Amman

(Zurich, 1539-Nuremberg, 1591)

A Guard at the Tomb of Christ, Asleep on His Halberd

A—ApTIUNF AL ADF 2-elCEFNG
H5H, 1561 FICRYDZ 2V NXILTIZFE)
FAEEMERILESTZTDEXICIZTTTICTK
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Jost Amman was an artist born in Zurich, Switzerland,
who then moved to Nuremberg, Germany in 1561.
While Durer had died prior to Amman's arrival,
Nuremberg is renowned as his hometown and was a
center for the arts and publishing industry. This work
depicts a soldier sleeping as he sits on a stepped
construct. This figure is thought to be one of the
guards at Christ's tomb. Here the artist has created
his forms by using essentially the same thickness
and strength of line in different densities. This
method often uses hatching and cross-hatching to
create forms, and is characteristic of Amman, who
was particularly skilled at carving copperplate print
plates.
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Philip Peter Roos

(Lower Rhine, 1657-Rome, 1706)

Herdsman Resting and Cattle

T4)y T e R—a—-O— T BIFRDI/N /N
A )e-A—AOREICLTEFLEST=AYT
HB.XIF AZVTRER R TN =ATZD
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ROEH G EERU MM G BEEFH T,
18HH#CICIE[ BB DT 77 IO EBHFFIN
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B 7o RMEICIT BIARDESTHRETS5FE
WERBDED HD, TNOHIERREVERTH
B3N TWaD  JBELIROERRICEI-TE
MeRTYF§TBEN Zh >N DHDEITE
B52714)y 7 - R—2— B DREFRAD—
TRERLTWBEWR D,

Philip Peter Roos was the oldest son and student of
the painter Johan Heindrich Roos. Johan created
pastoral paintings influenced by the styles of Dutch
painters of ltalianate landscapes, including images of
shepherds, livestock, and ancient ruins. In the 18th
century, he was dubbed the "Raphael of animal
painters.” Johan's son Philip Peter was also quite
interested in animal paintings and made a name for
himself in that genre. This work depicts a shepherd
resting next to a tree and his herd. Drawn in swift
strokes, this work reveals Philip Peter's distinctive
drawing style that differs from his father's works, with
their frequent use of densely-grouped lines to depict
animals.
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Lucas van Leyden

(Leiden, c. 1494-Leiden, 1533)

Portrait of a Young Man

EFIVE BB ERULA T HREAIEHT
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The model for this drawing, like van Leyden himself, is
probably a citizen of Leyden. The distinctive hat
design, with raised earflaps secured with a band, was
popular at the time. Van Leyden carefully depicted the
face and hair of his subject, with the light-reflecting
eyes particularly intricately rendered. He drew the
shading areas in parallel lines and crossing lines,
reflecting the use of printing techniques. Lucas van
Leyden met Albrecht Durer in Antwerp in 1521, and
they drew each other's portraits. That interaction may
have inspired him to produce portraits like this image.
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Jan Brueghel the Elder

(Brussels, 1568-Antwerp, 1625)

A Woodland Road with Travellers, Herdsmen and Cattle

HBEEPFORENEENTHMADPTELOFR
DINEE ATy ToaybDEINIES A Fe— =,
HEZXEZXELEBZO/BEL. BEICEDIHD
7259 7V a—7 Vs RIEDFED R =% HF
R TERE N TWB,ZOOEFHICDOL
T B EDOBE. BEEND—RFEEX
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A snapshot-like drawing of travelers in a horse cart, a
herd of cattle, and their herdsmen on a woodland
path. The vivid, dynamic depiction of their forms
suggests he based the drawing on an actual scene.
Jan Brueghel the Elder created numerous woodland
landscapes in both oil painting and drawing form. Of
those, the drawings seem to have been created to
serve many, and often multiple, roles, from studies as
part of the oil painting production process, gifts to
patrons he hoped would commission oil paintings,
and simply as works for visual appreciation. This
work is linked to an oil on copper painting formerly in
a private Stockholm collection.




No. 61

NR—=TI < INT)V « JU—XV A

(=", 15TTHE-T7 2 b7 2 )b, 16404F)
(7 TIVHEDZKE, aer)

Peter Paul Rubens

(Siegen, 1577-Antwerp, 1640)

Robin, the Dwarf of the Earl of Arundel

7T IVBEBRATLYT - ZILRYMNEEE
SEEBICHEWVEEKRE (BERX) DE R,
1620F 7. K ASH T URTTIL R EEANT-
BIITHIESh /-2 ep' HEFDOFE LSS5I
B NERMDETINERANDIEEAELT. A
FICERFVADOIO-TED3TWB. FAIC
I I—ZBEICLREDERFRMICD
WTEZIAADLEEINTWSFEEDIEE S
SHEBRITHZD . Zhid AERD IRED
EEZRREL THITESNHD LIS THAD,

Rubens created this study drawing of an attendant to
Alesia to use in a group portrait including Alesia
Talbot, Duchess of Arundel. A letter written at the
time indicates that this drawing was produced when
the Duchess and her party were visiting Antwerp in
July 1620. Here Robin, an attendant to the Duchess,
Is shown wearing a hawking glove on his right hand.
Rubens wrote notes about garment colors and
materials in the blank areas. Given the simplified
depiction of Robin's head, this drawing was likely
created as a preparatory drawing for the garments to
be depicted in the painting.

CIRES]
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Rembrandt van Rijn
(Leiden, 1606-Amsterdam, 1669)
The Arrest of Christ
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When Christ was arrested in the Garden of
Gethsemane, his disciple Peter lashed out at one of
the captors, cutting off the captor's ear with his
sword. Christ admonished Peter, “Put down your
sword; all is as ordained by God.” This drawing might
show that single moment of admonishment, as
Christ quells his captors. The figure drawn solely in
silhouette in the back right is likely the youth who had
arrived with Christ but who is said to have stripped
down to the nude and fled, in fear of being arrested.
Rembrandt used a reed pen to draw the sharply
angled lines in this work.
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Hendrik Goltzius

(?, 1558-Haarlem, 1617)
Selfportrait
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ERDEIE, Fa—TeEICHW-BIGRRRHE
ZEFRNT TS, BZEKUE ARV T iRITHIC
BiCUN\OyFXe 7 7))y A)SDERD
5. RFHEZT7-EE 25N,

Goltzius drew this self-portrait sometime in his early
30s. The careful depiction of face and hair, as well as
the intricately differentiated pupil and iris of his eye are
truly fascinating. This drawing is thought to have been
made either as a gift for a friend or as a preparatory
drawing for a print, but the actual circumstances of its
production remain unknown. After traveling to Italy in
1590-1591, Goltzius created a number of portraits
drawn mainly in chalk, as here. It is thought that during
his time in Italy he was influenced by the works he saw
by artists such as Federico Barocci and Federico
Zuccari.
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Caspar Netscher
(?, 1639-The Hague, 1684)
Young Lady Leaning on a Chair

BFICHINZ T EDLDANWER B ENZED
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The woman's relaxed seated posture and somewhat
plain clothing suggest that this drawing was related
to a genre scene, not a portrait. Netscher was a
major genre scene painter in Holland during the latter
half of the 17th century. He painted numerous scenes
set in middle- and upper-class homes and brothels,
all centered around images of elegantly-garbed
women. There is no known specific oil painting
related to this drawing. The use here of blue paper is
also unusual for Netscher's drawings.
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Jan Josefz. van Goyen

(Leiden, 1596-The Hague, 1656)

Ship Being Repaired on Beach

B {ERL=Z Ty F T 7ICHETIHND,
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This drawing was originally part of the painter’'s
sketchbook and is surmised to have been produced
during his purported travel around Holland in 1651.
The central motif, a close-up rendering of a wooden
ship, lies on its side at the water's edge during
repairs. The ship is shown as a black form, drawn in
layered, parallel chalk lines, with the mast thrusting
up into the sky adding a dynamic axis to the
composition. This ordinary scene somehow struck a
chord in the painter's mind.
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Jan Asselijn
(Dieppe, c. 1610-Amsterdam, 1652)
The Church of San Teodoro in Rome
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Some Dutch 17th century painters specialized in
Italian landscapes. While not all of these specialists
had been to Italy, Asselijn spent around 10 years in
Rome. This drawing depicts San Teodoro al Palatino,
a church built from an ancient temple dedicated to
Marcus Curtius, and the slope of the adjoining
Palatine Hill. The outlines drawn solely in extremely
simplified, pale black chalk lines and the broadly
applied wash convey a sense of Rome's humid
atmosphere and dazzling sunlight.
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Circle of Willem van de Velde the Elder/

Willem van de Velde the Younger

A Warship and a Dutch Fishing Boat
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Father and son van de Velde who both bore the
same first name were major 17th century Dutch
seascape painters. Their intricately detailed
depictions of ships were particularly popular. This
work was created by one of their circle. Here a
warship and accompanying small tugboat are drawn
on the right side, while a Dutch fishing boat is shown
on the left side. The size imbalance between the two
ships -the fishing boat is clearly drawn as too large in
comparison to the warship - indicate that the images
of the two ships were copied from other drawings.
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1 HOEOREATS7ZDD A TA)E—=/ Yy N WA, FEOBIICEB N TA b RS VAL VT
Tiwo Heavily Draped Figures Filippino Lippi DOVF?, FRADD T ITHE B SN A

Pen and brown ink, heightened with white paint, possible
underdrawing in metalpoint, on reddish prepared paper.

2 ANWhEEfe Fyh=L ISy F g 1510—114E <2, B2, KEOYR.

Figure Studies Vittore Carpaccio c. 1510-11 Pen and brown ink, gray wash, on paper.

3 WEHERESIA. AL Z2olo ANEoEE R E P R BA LT RS VAL VN EBDHTN OV, A SN
Studies for the Evange/i:t Mathew. a Bis/?op and Other Berto di Giovanni Pen and brown ink, underdrawing in metalpoint, on prepared paper.
Figures

4 EREE DEVASEIT AU AR E KB T a—2\2kBb )N,

Fl}/ii’lg Sparmw Giovanni da Udine Watercolor and underdrawing in red chalk, on paper.

5 AFI OO DAV TYRLT - AR BFa—2, Wl EONMTA N, P,

Cartoonfor the Head 0f[mac Andrea del Sarto Black chalk, wash, heightened with white, framing line, on paper.

6 EANEZOMDEHOEME FAZZ- Ry 7—3 SN CIGR ST (N S
Head ng[d Man and Other Faces Domenico Beccafumi Pen and brown ink, framing line, on paper.

7 KYEOHBOLDDOFEE RYMVE (REY 2K V0T ) BFa—y, BAVIEBHRL H
Studly for a Portrait of a Lady Pontormo (Jacopo Carucci) Black chalk, framing line in black ink, on paper.

8 MIANKLBMERMAZE) [ROHORE | 7D /W3Vr=—) N WA Yy, KABORR. T a—, B,

e, o TP (R TTYF 2 ATV —T) Pen and brown ink, gray wash and traces of red chalk, framing line,
Parmigiani F 1 .

Study for the “Madonna dal collo lungo” with the Infant St. armigianino (Francesco Mazzola) on paper

John and a Male Saint; a Man Walking to the Left

9 BAPLRIGEOTEHE PESDEIVA T BEgOFa—2, RLrzFa—r, RO, Holk
Head afﬂ Man Seenﬁam Behind Federico Barocci Black and red chalk, mixed chalks, black framing line, on blue paper.

10 KoOEME 7x7) 3280y F B B EoFa—s,

St%d}/ ofzz Tree Federico Barocci Black, red, yellow and brown chalk, on paper.

11 ABEToRE AV 2N=F & EVASS a0 s A IR A Y
Studly of a Right Arm and Hand Bartolomeo Passaroud Pen and brown ink, on paper.

12 VoL WA HLET = N WAy BEOER. BFa—2Ilkabh ) DT
Adoration of the Shepherds Luca Cambiaso T BRHIRENOUS, AR

Pen and brown ink, brown wash, underdrawing in black chalk,
squared and partially incised for transfer, on paper.

13 BRSER RESWEID D) Ry WALy DY, BT a—2I2EbB7) O, K
The Assumption 0ft/7€ Virein Federico Zuccari Pen and brown ink, brown wash, underdrawing in black chalk, on

& paper.
14 WTRRYEDE LR H L R X AR AN Va—T 7R WFa—y, (1Fa—22E% M FA B Heifh, Tk
Woman with Cla.vped Hands, Semi—proﬁlf Rioht (RBY IR ATLT1) Black chalk heightened with white chalk, framing line, on blue paper.
’ & Jacopo Palma il Giovane
(Jacopo Negretti)
15 Aotz itkizb VAR A RAN=ER e P A WAV, BEORY. K

Two Richly Dressed Women

Alessandro Maganza

Pen and brown ink, brown wash, on paper.




16 TAVF=T D Fx::r'%>4‘/b1/~yl~(zls%l~°x::~ A7 W BIDU A
i a7 ATA Ink and oil, traces of an underdrawing, on paper.
The Death oszrgmzﬂ Domenico Tintoretto (Domenico
Robusti)
17 BESLEZBLMIET of BB AR 1E TY=—NL ATy F HFa—z, [Fa—27 #
Nude Stua')/ 0f Young Man Lying on His Back, His Head Annibale Carracci Red chalk, possible traces of white chalk, on paper.
Thrown Back, His Eyes Closed
18 HoBovbE TYm=NLATYF N AV, BFa—2\CEHh )
Standz'ng Young Moan Annibale Carracci Pen and brown ink, underdrawing in black chalk, on paper.
19 Jals TIAFA—=) ATIF A @Ay, R R
Lzmdsmpe Agostino Carracci Pen and brown ink, framing line, on paper.
20 WFNVITA—T AT S, BT T OHER TYZ—L AT S 1604—094FH  FiFa—r, BOAT/IIHHERR, BA/IZEDHHL #
Portrait of[/” Artist Ludovico Cardi, called Clgﬂli Annibale Carracci c. 1604-09 Red chalk, inscriptions in brown ink, framing line in black ink, on
paper.
21 B KA FAR L—= BFa—2, [Fa—21285 4 FA N, RO
Angel with Crossed Arms Guido Reni Black chalk and traces of heightening with white chalk, on gray paper.
22 BBt TINF—) (R varry=-77 Ry, WA, BEORE. K
Virein and Child YF AT NVEL-)) Pen and brown ink, brown wash, on paper.
& Guercino (Giovanni Francesco
Barbieri)
23 “HoORBEOEE Frya T T (4):%75‘/—}1 FFa—s, #
AT’ TT=TAT Red chalk, on paper.
Stud}/ fg r Tuwo Angel; Cecco Bravo (Francesco Montelatici)
24 W—EZERTEA AT T4 WFa—s, BFa—2, i
Time. Old Man Hiding His Face Carlo Maratti Black chalk and traces of white chalk, on paper.
25 FHANZ3AD N2 )il 5t HFT 7 =)L - a—H Ny, g oo, R, K
A Landscape with Three Figures on the Right Salvator Rosa Pen and brown ink, brown wash, on paper.
I 77X France
26 TLZHURaREF VAN A T F ATV TAYF = Ryt o, Bt R EORE, BFa—sL)— PR Vb
Alexander and Thalestris Francesco Primaticcio 12&BH72000F, #
Pen and brown ink, brown, red and yellow wash, underdrawing in
black chalk and leadpoint, on paper.
27 HAROEL: 752 F 2 A2 T) T A F a0 Ao BEAYY, R L BROBE. &
The ng/]t ofSwzm Circle of Francesco Primaticcio Pen and brown ink, red, yellow and brown wash, on paper.
28 —ag-FuIN—FI g AU AGHA V7 IRABLDIRF, BRI LI PN THIHKIS
The Frog Man Attributed to Nicolo dell’Abate Iv-olr)
Pen and brown ink, wash in light brown color, on paper (the drawing
is cut out in its contours and pasted on to a secondary paper).
29 MAI—FRKAWZIATFA—F - F1-uLb—FONgR? 7500773l 1582476 Bk R EOFa—s, i
Portrait Said to Be Christine of Lorraine, Grand Duchess of Francois Quesnel c. 1582 Black, red and yellow-brownish chalk, on paper.
Toscany
30 HET LAYV D AR PN Ny ATy G BROUE, BRI I TR
Couple Promenading Jacques Bellange Wino13)
Pen and brown ink, tip of the brush and brown wash, on paper (the
drawing has been cut out and pasted on to another paper).
31 KREl A7 AL Ao AT HOWR, FTTTAN RF a2 SR
Hortulana Jacques Bellange DU AL CRARED B TR D D)
Pen and brown ink, blue wash and graphite, traces of red chalk,
partially incised with a stylus, on paper (the drawing is cut out in its
contours and pasted on to a secondary paper).
32% FELR—FEFROLENM ., A (ERM) XD DACZAMNAES T
Gardener with Urn and Reticule from the series Jacdues Bellange Etching, on paper
“Hortulana”
33 BLohyTv Ju—F- 72 Ny Bt vy, Bt K, Ol BFa—210kbb7)
Couple on a Horse Claude Déruct DU, ok
Pen and brown ink, brown, gray and yellow wash, underdrawing in
black chalk, on brown paper.
34 HEY—) DIODRNE Jyvs-hm Nyt L s BEFROFa—s, F 4
Stud for the Etchine Le Cﬂpitﬂn Jacques Callot Pen and brown ink, black chalk and traces of red chalk, framing line,
4 g on paper.
35%  AEF— ) (HAVIIEBAK). Bl GAD/Svya— Vxvr-dn IoFVT I TL—TA VT
ESR Y] Jacques Callot Etching and engraving, on paper.
1l Capitano or Llnnamorato from the series “Three Italian
Comedians”
36 W7 b= ADF K P Zar At e, WA o7, MR, BFa—27, AONLTAM B,
The Tempration of St. Anthony Jacques Calloc HEA OISV,
Brush and brown ink, brown wash, black chalk, heightened with
white, framing line, partially incised, on paper.
37% WMPUN I ADFER B AE) Jyvr-ha 16354E 6 IoF o7, #K
The Temptation of St. Anthony (Second Version) Jacques Calloc c. 1635 Etching, on paper.
38 W)X EVT—T BFa—2r, AONAFAN, RO
St. Elizabeth Simon Vouet Black chalk, heightened with white, on gray paper.
39 FEEIETO%RNE —a- 7y I IR ]

The Finding of Queen Zenobia

Nicolas Poussin

Pen and brown ink, on paper.




40  IF/OTVTUVIADENIKER TN I IAE T4)T R v =2 & IRDA 27, IREOWF., K
mray A Philippe de Champaigne Tip of the brush and gray ink, gray wash, on paper.
St. Gervais and St. Protais Reveal Themselves to Ambrose of Milan
41 AL RNATAT Y TIEY HFa—r, ROWH, AONFAb,
The Crossing the Red Sea Sébastien Bourdon Red chalk and red wash heightened with white, on paper.
42 OTEFEMO IARFY A= BFa—r, AFa—22EBN 1140 Bk
Knee/ing Shep/?em' Eustache Le Sueur Black chalk, heightened with white chalk, on brown paper.
43 TV HA IEBROEKDTDDTFHAL Y TRV TG LR N A s, EEREOUE, K. 77774 N&bd 1
Proposal for a Fountain at Versailles School of Charles Le Brun DO, V=F—, HDNAFAE,
Pen and brown ink, brown and gray wash, watercolor, underdrawing
in graphite, ruler, heightened with white, on paper.
44 TYVVEBRIEMORIFDI2DDTHAL ¥ WA AT — Ny, BAVy G REWAH. BV, . 4

Design for the Ceiling of the Hall at the Tessinska Palace

René Chauveau

Pen and black ink, brush and opaque and transparent watercolors,
shellgold, on paper.

I FAY Germany

45 ARIKEOHHE BRAY N @t s, REWKF. BRAR. #

Head ofﬂ Horse Turning Rl’ght Southern Germany Pen and brown ink, opaque and transparent watercolor, on paper.

46  —MoWL7b N—hF Ak Ya—Ir T = LN IR
A Group of Warriors Circle of Ludwig Schongauer Pen and brown ink, on paper.

47 EORCENOE NTATA 7Y A= AT TR (RS, AT
Head of a Beardless Old Man RTAR-TYINVE-F ARV Charcoal, on paper.

Matthias Griinewald
(Mathis Gothart Neithart)

48 ZMRADLE KOV TIVT e Fa—F— 15154 Ba—u. Apk, B 4
Portrait 0fﬂ Young Woman with Braided Hair Albrecht Diirer 1515 Black chalk and charcoal, framing line, on paper.

49 FbRIZECBIEOHE NIRRT )= K, 4
Head of a Young Man, Seen from Below Hans Baldung Grien Charcoal, on paper.

50 iR REEFORK NIR Al Tz Ty o BAYYL R
Mercenary and Armed Peasant Hans Schiufelein Pen and black ink, on paper.

51 8OO RPEOFEEREE FENYT LANVA — N BEAY s,

Eig/]t Male Heads Georg Lemberger Pen and brown ink, on paper.

52 PALFHEINAOHTH AT - T =N Ny, BERBOL s, REOHEY. K
The Decapitation of St. John the Baptist Wolf Huber Pen and black and brown ink, gray wash, on paper.

55 ALAZEWIEET 578 A =PI LTI~ Ny Bt vy, BT a2, 4
Paris RunningAwa)l with Helen LUdWig Reﬁnger Pen and brown ink, traces of black chalk, on paper.

54 EMOTHAL L A UFoEE A AxV7 714 () Ny, A o, Pl
Design for an Epitaph. The Fourteen Auxiliary Saints Jorg Breu the Elder Pen and brown ink, framing line, on paper.

55 N—=¥NDINF—ROMEBEIFERHIATVRIIFTA  NIAFWA Y (F) Ry BA VY IREDYT RAD o7 KACL DA,
DTFHAL Y Hans Holbein the Younger Pen and black ink, gray wash, reddish watercolor added by later hand,
Design for Stained Glass with the Coat of Arms of the on paper.

Lachner Family of Basle

56 FHERATIRYALFIRAIOZEOR L I—AR TV Ny AV
A Guard ar the Tomb of Christ, Asleep on His Halberd Jost Amman Pen and black ink, on paper.

57 RET AN TA)yT - R—F— T2 WFa—v,

Herdsman Resting and Cattle Philip Peter Roos Black chalk, on paper.

IV A—7NV7YF Netherlands

58 HWHEOWR VaH A T7 LAFY 15214 Rt BFa—r, AFa—r?  BA S BHML KO-
Portrait of a Young Man Lucas van Leyden 1521 72

Charcoal and black chalk, possible traces of white chalk, framing line
in black ink, on grayish paper.

59 BRALFE GOV AT X TNa—r N (R) 1608—114EE <, BEREBOA 27, FORH. Feft, 1
A Woodland Road with Travellers, Herdsmen and Cattle Jan Brueghel the Elder c. 1608-11 Pen and black and brown ink, blue wash, framing line, on paper.

60 ABA I e I VaNA g7y =Ty N BEAYY W RBORE. TORENAR. P
Landscape with a Distant View of a Country Estate Lucas van Uden i

Pen and brown ink, tip of the brush, blue, yellow and gray wash and
opaque blue watercolor, framing line, on paper.

61  TIVFMAROZRKE., ner NR=F 287 =RV A 16204 ARy, @tas v, BEROFa—o, UFa—22ko 1940 B
Robin, the Dwarf of the Earl of Arundel Peter Paul Rubens 1620 A 7S B, A

Pen and brown ink, black and red chalk, heightened with touches of
white chalk, framing line in black ink, on paper.

62 TIVARYRT7Y T N—A DR T DT TAY BFa—s, 4
Portrait of Cornelis van der Geest Anthony van Dyck Black chalk, on paper.

63 8DDHE VIO EE TTINLTIN—7—Lb HFa—s, FFa—2I LB AT, i
Eigbt Studies gfﬂ Ygung Moans Head Abraham Bloemaert Red chalk, heightened with touches of white chalk, on paper.

64 FYAMIM Ly TGUNTr LAY N8ty BILIKEOPRH, FIHICEBISIE, Hfi, 5
The Arrest ofC/)ri:t Rembrandt van Rijn Pen and brown ink, brown and gray wash, corrections in white,

framing line, on paper.

65  EANHITNMLFYALOEME NVT G T 7Y T2 T= NI D Ry BT IRBOWH, 7T TN

Christs Body Carried to the Tomb

Gerbrandt van den Eeckhout

Pen and brown ink, gray wash and graphite, on paper.




66 T ORE AL L FEANIR R S IR DA N LI
Manoah’s Sacrifice Attributed to Willem Drost Pen and brown ink, tip of the brush and brown wash, on paper.
67  HHiR AR AT AT A 1590—91VEH] I R BOFa—r, HEROWH., [1Fa—2, ROV, &
; Hendrik Goltzius c. 1590-91 Black, red and yellow chalk, blue and green wash, traces of white
Sdﬁmrtrﬂl[ chalk, black framing line, on paper.
68  FATAT - T77 - TALYT LT DN LyTGU Ty LAY 16394 ~oL Ay, BOOWE. &
Portrait (IfTitiﬂ van Uylmburfh Rembrandt van Rijn 1639 Pen and brown ink, brown wash, on paper.
69 SRRy TILOHE IVRIRAT AT T T NVAR WFa—s, [F -2k I #
Portrait of 'Paulus Potter Bartholomeus van der Helst Black chalk and heightening with touches of white chalk, on paper.
70 DEOHE Y7794 166041 Bk A0Fa—2, i
Portrait of a Boy Jan de Bray c. 1660 Black and red chalk, traces of white chalk, on paper.
71 BOMR UG—R X YRS = T4 16114¢.4 A BEAY s BROWH, BT a-2IcXbh) T, H
Harbour Scene Claes Jansz. Visscher e 1611 W RS e
Pen and brown ink, brown wash, underdrawing in black chalk,
framing line, partially incised, on paper.
72 HRONE TR)T =2 T7 v H ARG —F 164044 Ry Bt s BEOWH, 77774 e 4
Interior ofﬂ Tavern Adriaen van Ostade 1640s Pen and brown ink, brown wash and graphite, framing line, on paper.
73 Wbl na vt HAIN) Ry F v BFa—r, BERKBOER. ADNTAM, Bafit, H ok
Youne Lady Leanine on a Chair Caspar Netscher Black chalk, black and gray wash, heightened with white, framing
g Laay s line, on blue paper.
74 FISHEODHH OE Y—F - ELAY BFa—0, KEOYH. Hi, &
Village Street with Cart Pieter Molijn Black chalk and gray wash, framing line, on paper.
75 TSN X GETAS =V Tr ATy 1650—S1EE MFa—2, IREOHEE. &
Ship Being Repaired on Beach Jan Josefz. van Goyen c. 1650 -51 Black chalk and gray wash, on paper.
76 A OBELE (T VA L) Y )b 7 g oh R ISV NPS NS N
Landﬂupe with a View ofa Cily (Arnhem.}) Pieter de With Pen and brown ink, watercolor, framing line, on paper.
77 1RDORDD B TUrE— =T — BF -, KEOWH. K0
Landscape with a Tree Anthonie Waterloo Black chalk and gray wash, on paper.
78  W—wOH Y FAN—ORG Y-7RLAY 4, Bt 2y, BLOWY. 7I77AN LB,
The Church of San Teodoro in Rome Jan Asselijn Tip of the brush and brown ink, brown wash, underdrawing in
graphite, on paper.
79 KDDL TN T7Y LT 2 VTS i, Ny, BaA Yo WEOUH, 7 TT7ANIE BB,
Northern Landscape with a Water Mill Allaert van Everdingen Heiit, 4L
Tip of the brush and pen and brown ink, brown wash, underdrawing
in graphite, framing line, on paper.
80  HiffikA 7Yy DA AL LT 7T T2 VT LTI MFa—2, i
. .y Circle of Willem van de Velde the Elder/ Black chalk, on paper.
A Warship and a Dutch Fishing Boat Willem van de Velde the Younger
81 1645 EDRIMBE DT AAT VT AOF P TAVL AN VIR WFa—y ATy ROOYH., HFMRIO, 5
Interior of the Niewwe Kerk in Amsterdam after the Fire of Willem Schellinks Black chalk, ink and tip of the brush, gray wash, partly incised, on
1645 paper.
82 Lok TTINLT =< =)k 160304481 fiFa—2, ~v Bty 7, DN TAb, Heid, #
Studies of a Cow Abraham Bloemaert c. 1603/04 Red chalk, pen and brown ink, heightened with white, framing line, on
paper.
83 Mok AVVEVSE S0 2 164747 HFa—2,
Study Sheet with Foxes Paulus Potter c. 1647 Black chalk, on paper.
84  MRBK TR A T4k HEROFa—7, BOWH. BORH. 5K
Sleeping Dog Cornelis Visscher Black and red chalk, black wash, black framing line, on paper.

# B DI B, [E LG FEFEM AT Dnos. 32, 35, 37UIMET R TRV 2 — 7 WL SEMAAFT TS o 774
PEIAMTAPORAE GRS, I Z 12T AYIRZ 2L C0ET

The works are housed in the Nationalmuseum, Stockholm, except nos. 32, 35 and 37, which are housed in The
National Museum of Western Art. The works owned by The National Museum of Western Art are marked with an

asterisk in the number.
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CBORRYOUEE, TREE. NG, Vb PREEIZ B 5 2 B AL e LA, B XU B O BN S fHIC L7275
THFHIFHEINTOET . DREEOTT AL THBMLELONR VS AbH DAL ET DT EHRECE T
- BEO AR O RESRBER LD/ Y 7L R OBEIR)RA ZIEL 72720, AR AN RO H 452

EBTEVETOTIERLLES v,
-+ MUy AREFNE BT e SHERO) SRS W,

- AT BAFICRY, BEHGEARETT . 77y 2R =W B2 W CoOHcEIE T E7Es

Vo FELUIERE ATDOFENE ZE 7280,

* Temperature, humidity and lighting in the galleries are strictly controlled for the conservation of works under the
provisions of international standards and the lenders’ conditions of loan. Your understanding of this matter would be

appreciated

* The size of works and their balance on the gallery walls were considered in our creation of a visually effective display
for this exhibition. As a result, the order in the list of works and the order of display may differ.
* Restrooms and a visitor rest area are located on the underground level. Please see the map for their specific locations.

+ Photography for private use only is permitted. Do not use flash, tripod, or selfie stick. For further information, please

see the Photography Policy panel located at the entrance to the exhibition.

Il

Ry
™

/P

N2

Germany

11

TIVR
France

9

™ 1V NE

F=7IVZV b
Netherlands

IZXAL—5—
Escalator





