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PERLIN, Firmin
French School

1747 - 1783

FOUNTAIN IN AN INTERIOR COURTYARD,
1769

Watercolor and ink on medium-weight laid paper. No watermark. 18” x 24 1/2” (25.7 x 62.2 cm) Signed and dated in black
ink at lower left: Perlin inv. et fec. 1769.

Note: The present drawing is one of the rare large
architectural views by Perlin, who excelled in doublefocused perspective, enlivened by spectacular waterworks.
Born in Versailles, the son of a royal coachman,
Firmin Perlin enrolled in 1761 at the École des arts
d’Amiens, where he distinguished himself in mathematics. At age twenty-five he travelled to Rome. The
remaining eleven years of his short life were very productive. He created drawings of bifocal construction,
using two vanishing points, and designed, decorated,
or restored numerous mansions in and around Paris.

Among his architectural works are the courtyard of
the Hôtel du duc de Montmorency and the Pavillon Colombe,
once inhabited by the singer Adeline Colombe, then
by the duc de Talleyrand, and much later by the writer
Edith Wharton.
The Cooper Union Museum in New York owns
the brilliant drawing Invocation of a Hero; a Monumental
Fountain was in the collection of Joseph Bardac (Sale
Dec. 9, 1927), and The Grand Waterworks, together with
Gathering in Front of a Castle were sold at Palais Galliera
on Dec. 5, 1961.
Reference:
Michael Gallet, Les architectes Parisiens du XVIIIe siècle,
Paris, 1995, pp. 402-03.
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circle of
CHATELET (CHASTELET), Claude-Louis
circa 1750 - 1795
French School

THE DEVIL’S BRIDGE ON MOUNT ST.
GOTHARD, circa 1775-85

Oil on canvas. 30 1/2” x 22 3/8” (77.5 x 57 cm). On verso of
stretcher bar old blue bordered label, inscribed in ink: MNR
847/(anc. 14 S)/Ecole Suisse XIXe s/Gorge montagneuse.

Note: Claude-Louis Chatelet contributed seven drawings of mount St. Gothard alone to a large-size volume
of over two-hundred Views… of Switzerland (see below).
Waterfalls seem to have been his specialty. All of his
St. Gothard drawings include bridges and/or cascading
water. One of the etchings (engraved by Masquelier) in
the Views…of Switzerland depicts the same view as the
present painting - not identical in detail, but in composition and scale. Two paintings by Chatelet (Sotheby’s,
London, July 6, 2000) also show elements similar to
the present painting: the same heavy rocks in the foreground, a waterfall, fishermen in the foreground, and
feathery trees at top.
Chatelet paintings tend to appear as “attributed” or
“follower of”, since there is very little documentary
evidence on this painter. He does not show up in the
lists of the Academy in Paris, there are no known
exhibition records. We do know, however, that he
travelled to Switzerland in the mid-1770’s, accompa-

nying Jean-Benjamin de Laborde, twenty years his
elder, also a draughtsman, but also a writer and publisher. De Laborde is the author of the first two encyclopedic volumes of Views…of Switzerland, describing
its population, topography, government etc. Volume
no. 3 contains the engravings after Chatelet’s drawings.
The two travel companions, upon their return to
Paris, did not only cooperate in this publication, but
also as active members in the Revolutionary Tribunal,
which was responsible for the Terror. After the fall of
Robespierre, both Laborde and Chatelet were guillotined.
Reference:
Jean-Benjamin de Laborde, Tableaux topographiques, pittoresques, physiques, historiques, moreaux, politiques, littéraires de
la Suisse, Paris, Impr. de Clousier [etc], 1780-86.
British Museum, French Landscape Drawings and Sketches
of the Eighteenth Century, London 1977, p. 98 (biography).
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FUSELI, Johann Heinrich
Swiss School

1741 - 1825

ORPHEUS AND EURIDICE, circa 1778-1785

Chalk, pencil, and gouache on the verso of a printed map. 25
5/8” x 22 1/2” (65 x 57.2). Signed at lower right: Fuseli. Collector’s mark above the signature: encircled W surmounted by
a crown (Lugt no. 2600).

Ex-collection: Earl of Warwick (1818-1893)

Note: Throughout his work, Henry Fuseli was
inspired by literary and classical sources. The subject
of Orpheus and Euridice was of great interest in the late
18th century: Christoph Willibald Gluck’s opera
Orpheus and Euridice, was staged in London at the
King’s Theatre in 1770, and Jean Dauberval’s ballet
Orfeo was performed at the same location in 1784. A
Fuseli painting, Euridice, Leaving the Kingdom of Hades, is
Snatched From Orpheus was recorded in a sale catalogue
of Christie’s, London (May 28, 1827) of works
remaining in Fuseli’s studio two years after his death.
A notation in the catalogue in Christie’s archive identifies the purchaser as Strutt, but the painting has since
disappeared. There are no known descriptions of it or
recorded dimensions, and no engravings of the composition are known to have been executed.
A drawing by Fuseli of Orpheus and Euridice (Oskar
Reinhart Collection, Winterthur, Switzerland) was
published by Gert Schiff in 1973. Schiff considered it
to be the only surviving depiction of the subject. The
Winterthur sheet has a recto and verso, both rapidly
executed linear drawings, concerned more with con-

veying a general scheme of the composition than with
filling out the setting.
The highly finished execution and large size of the
present drawing indicate that it most likely served as a
final preliminary study for the oil painting. It is drawn
on the verso of a British map dated 1772 and bears
the collection mark of the Earl of Warwick. In the
double-sided Winterthur sheet Fuseli used ink and
wash, in the present larger version he more laboriously
employed chalk and pencil after establishing the overall composition. The less resolved composition and
schematic representation of the figures on the
Winterthur sheet suggest that they are earlier studies.
The dimensions of Fuseli’s studies tended to increase
as he approached the undertaking of an oil painting.
The composition of the drawing is sufficiently
resolved to suggest it is unlikely that Fuseli attempted
yet a larger drawing with a comparable degree of finish.
Reference:
A detailed discussion of the drawing, with illustrations
and footnotes, was published in 1998: George Baker,
“Fuseli’s Orpheus. A Drawing Found”, in On Paper,
July-August 1998, pp. 15-17, ill.
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DAVID, Jacques-Louis
French School

1748 - 1825

HORSE AND RIDER, circa 1775-80
after Pier Francesco Mola

Black chalk on off-white laid paper. 5 1/4” x 6 1/4” (13.4 x
15.9 cm). Signed at lower right in brown ink with the paraph
of David’s sons Eugène (Lugt no. 839) and Jules David (Lugt
no. 1437).

Ex-collection: M. Chassagnolles (David’s grandson);
Marquise de Ludre; Jacques Seligman & Co.; J.
Canaday.

Note: From 1775-1880 David, after winning the prix
de Rome, lived in Rome as a student of the French
Academy. He dutifully copied sculptures from the
Antique, but declared that “it lacks animation, it does
not move.” His preferred models were paintings from

the 17th century, including Pier Francesco Mola
(1612-1666).
The present drawing is a rendering of a figure in
Mola’s painting The Conversion of St. Paul in the church
of Gesú in Rome.
The drawing was sheet no. 9 in David’s Album no.
10, which was intact until 1958. The album was photographed and then broken up by Germain Seligman.
The drawing is recorded in Rosenberg-Prat’s catalogue
raisonné of David’s drawings.

Reference:
Pierre Rosenberg, Louis-Antoine Prat, Jacques-Louis
David, 1748-1825, Catalogue raisonné des dessins, vol. 1,
cat. no. 1054, ill.
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GRANET, François-Marius
French School

1775 - 1849

STAIRCASE IN THE ENTRANCE TO THE
VILLA OF MAECENAS IN TIVOLI, 1804

Brown ink, wash, watercolor and white body paint on medium-weight laid paper. No discernible watermark. 7 1/2” x 6
3/16” (19 x 15.7 cm). Dated in brown ink at lower right: 1804.
Inscribed in brown ink on old mat: Granet.

Note: Granet went to Tivoli in 1802, at age twentyseven, and stayed there, except for short visits to
Paris, until 1824. At that time, a position as curator at
the Louvre had become available, and Granet spent
the rest of his life respected, secure, and terribly
homesick for Rome.
In 1804 Granet payed his first of many visits to
Tivoli, which resulted in numerous drawings and paintings. The present drawing depicts the Villa of Maecenas
in Tivoli in 1804. A painting by Corot of 1826, depicting
the very same view from a slightly different angle, is so
similar, that it was tentatively attributed to Granet.
Corot’s painting and Granet’s present drawing have
been illustrated in Brush with Nature (see below).
Granet was so taken by the light on the stairway
leading to the next floor, that he painted the wall

with white body paint, creating a radiant structural
shape to complement the grey arch and the bluish
low wall. A procession of monks, bearing lit tapers,
walking up the stairs in pairs behind a banner,
evokes the ecclesiastical aura that Granet always felt
drawn to. The sharp edges of the columns, framing
the watercolor in the foreground, provide an almost
stage-like entrance.

Reference:
Christopher Riopelle, Xavier Bray, Denis Contagne, A
Brush with Nature. The Gere Collection of Landscape Oil
Sketches, London, 1999, p. 64 ill.
Isabelle Néto-Daguerre, Denis Contagne, Granet
Peintre de Rome, Aix-en-Provence, 1992, p. 298 (dates
for Granet’s visits to Tivoli).
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ENDER, Thomas
Austrian School

1793 - 1875

EUROPE PASSGATE AT GIBRALTAR,
circa 1817-18

Watercolor on heavy-weight watercolor paper. No watermark. 8 3/4” x 13 3/4” (22.2 x 35 cm). On verso inscribed
(signed?) in old hand at lower right: Ender Wien; inscribed in
modern hand: GIBRALTOR.

Note: Thomas Ender, twin brother of the genre and
portrait painter Johann Nepomuk Ender, was a court
painter (Kammermaler) to Archduke Johann and a protégé of Count Metternich. He was appointed to accompany Leopoldine, the Emperor’s daughter, to meet her
future husband, Dom Pedro, crown prince of Portugal.
In the wake of the French Revolution and Napoleon’s
occupation of Spain, the Portuguese court fled to its
colony, Brazil, where it set up a government in exile. A
union of a Habsburg princess with the Portuguese successor to the crown seemed politically desirable. It
shored up monarchies and opened new markets. An
expedition was organized to accompany the princess
and was sent ahead on two boats, carrying botanists,
biologists, geologists, mining experts, cartographers and two artists, one of them Thomas Ender.
In the Spring of 1817, Thomas Ender spent three
weeks in Gibraltar, waiting for good winds for the
Austria to sail. A remarkable change happened to
Ender’s watercolor technique during these weeks. Was
it the Mediterranean light? Did he use new supplies of
British paper and watercolors? Or - the most persuasive assumption - did he meet fellow artists from
England? Walter Koschatzky, author of Thomas Ender,
notices a new way of layering unmixed watercolors,

which results in a more sparkling, less linear impression. The present two watercolors have indeed been
previously offered as “English School.” “There is no
doubt”, wrote Koschatzky, “that with these sheets he
became a master of painting in watercolors.”
On June 1, 1818, the Austria returned to Europe.
Thomas Ender spent the next months sorting, indexing
and listing his drawings. Eventually he delivered 782
sheets of watercolors and drawings to the Emperor,
and 71 watercolors and 244 sketches to Count
Metternich. For some time they were exhibited in a
Brazilian Museum in twenty-three rooms of the Palais
Harrach. In 1837, the Emperor ordered all drawings to
be deposited in the Academy. This convolute includes
two drawings in ink and watercolor, depicting nearly
identical views of the present two watercolors. We
adopted the titles inscribed on the Academy drawings
for the present watercolors.
In 1951, wrote Koschatzky rather cryptically,
Metternich’s group of drawings “reached Brazil.”

Reference:
Walter Koschatzky, Thomas Ender, 1783 - 1875,
Kammermaler Erzherzog Johanns, Graz, 1982, p. 27.
Robert Wagner, Viagem ao Brasil nas aquarelas de Thomas
Ender 1817-18, Petrópolis, 2000, p. 102, no. 69, ill. (of
the drawing).
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ENDER, Thomas
Austrian School

1793 - 1875

NORTH VIEW OF GIBRALTAR, circa 1817-18

Watercolor on heavy-weight watercolor paper. No watermark. 10 1/4” x 14 7/8” (26 x 37.8 cm). On verso at lower
right inscribed (signed?) in old hand: Ender Wien; inscribed in
modern hand: GIBRALTOR.

Note: See entry for previous catalogue number.

Reference:
Robert Wagner, Viagem ao Brasil nas aquarelas de Thomas
Ender 1817-18, Petrópolis, 2000, p. 91, no. 58, ill.(of
the drawing).

AMSLER, Samuel 1791 - 1849
Swiss School

A GROUP OF FOUR PORTRAIT DRAWINGS, ROME 1819
Born in Switzerland, Samuel Amsler studied engravThe authorship of Samuel Amsler for the drawings of
cat. nos. 8 through 11 has been confirmed by Colin J. ing in Zürich (1810), and later at the Academy of
Bailey, expert on early 19th century art. Colin J. Bailey Munich (1813-16) under Carl Hess, whom he succeeded
published a fully illustrated essay about Samuel Amsler’s as professor of engraving in 1829.
While a student in Munich, Amsler became close
Portrait Album in The Burlington Magazine (Sep. 1991, pp.
647-677) at the time when the album was acquired by friends with J. A. Ramboux. Together the young men
the Ashmolean Museum, Oxford. This album contains hiked through Switzerland and on to Rome. They
twenty-nine portrait drawings by Amsler, most of them arrived in 1817, and Amsler stayed until 1819; he
inscribed and dated, and all but one from the same peri- returned one more time from 1821 to 1825. For some
od between 1817 and 1819. Colin J. Bailey’s essay about time, Ramboux and Amsler roomed together at the
this large collection of drawings made us ask for his help Palazzo l’Arco on the Pincio, not far from the casa Buti,
with our four portraits. We are grateful for the generosity where Thorvaldsen lived, as well as Vogel von
and kindness with which Mr. Bailey shared his knowl- Vogelstein, Rudolf Schadow and other artists from the
large international community of artists in Rome. The
edge.
The authorship of Samuel Amsler for the present German contingency developed a communal style of
group of four portraits rests on a comparison of paper, working in groups, drawing or painting the same sights,
sizes, style, the handwriting on two of our sheets, and and often each other. These portraits became almost a
the dates (1819 for three of our sheets). The fact that the genre by itself. The heads are depicted in strong outlines,
present group of four drawings stayed together for such without background or accessories. The facial expresa long time fits also in the history of Amsler’s work. sions combine individual character and an idealistic outHighly successful as an engraver, he kept his drawings to look. Amsler seems to have regarded his portrait
drawings as personal treasures which he preferred to
himself, and they stayed mostly in his family to this day.
The drawings in the Ashmolean album were fixed keep for himself. Contemporary artists knew about them
with gum on all four corners onto the album leaves. and admired them, but most of them disappeared from
There are gum remnants visible on the corners of the public view after his death. An obituary pays tribute to
present four drawings. Colin J. Bailey does not rule out Amsler as a draftsman:
“His sketchbooks are full of portraits of interesting
that one (or more?) of them was originally included in the
album. There is a drawing missing in the album. It mea- people, a few of them set down almost casually but all
sured approximately 23 x 18.5 cm (taken from traces of recorded with characteristic precision. Even when occagum), which is the approximate size of each of the pre- sionally he made pencil portraits on a larger scale, he still
sent four drawings. Further examinations might tie our retained an admirable economy of line and such total
drawings even closer to the Ashmolean album than we confidence in his manner of expression that this invested
his drawings with an immediacy and truth to life” (Bailey
originally thought.
p. 651).
A comprehensive biography of Samuel Amsler has
been published by Colin J. Bailey in his essay in The
Burlington Magazine. We limit the following remarks to the
artist’s time in Rome.
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AMSLER, Samuel
Swiss School

1791 - 1849

PORTRAIT OF GEORG MÜTTRICH, 1819

Graphite on medium-weight white wove paper. Watermark
as read from recto, vertical: DOBBS 1816; blind stamp at lower right corner: Dobbs & Co. London, with coronet and plume.
9” x 7 1/8” (22.9 x 18 cm). On verso inscribed: Georg Müttrich
aus Wien / aet. 22. fec. 1819 / Roma.

Note: All we know at this time about Georg Müttrich
is his age, twenty-two years, and that he came from
Vienna.
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AMSLER, Samuel
Swiss School

1791 - 1849

PORTRAIT OF JOHANN HEINRICH
FRIEDRICH CARL WITTE (1800-1883), 1819

Graphite on medium-weight white wove paper. No watermark.
8 7/8” x 7 1/8” (22.6 x 18 cm). Inscribed in graphite at lower left: Rom den 25sten Febr. 1819, and at lower right: Carl Witte
von Lochau bei Halle. 18 1/2 J. alt. On verso modern inscription: 9 x 12 MATT / 7 1/4 x 9.

Note: The present portrait of Carl Witte is dated
February 25, 1819. Another portrait of the young man
is dated February 8, 1819 and was included by the artist
in his personal album, now in the Ashmolean Museum
(see introduction). A photo of a third portrait, almost
identical with the one in the Ashmolean album, is in
the estate of Carl Witte in the Archive of the
University of Halle.
It is significant that the inscription records the age
of the sitter: 18 1/2 years old. The inscription on the
portrait of Witte in the Ashmolean album includes his
title: Dr. Carl Witte aus Berlin. The eighteen-and-a-half
year old doctor from Berlin was indeed something of
a Wunderkind.

Born in 1800, Witte was enrolled at the Leipzig
University at age ten. He received his degree as Dr. phil.
at age fourteen. When he visited in Rome, at eighteenand-a-half, he had earned his credentials as professor at
the Berlin University. His subject was Roman law, but
his passion was art and the writings of Dante. He lectured law for the rest of his life, but earned lasting fame
with his publications on Dante.
Carl Witte, as Amsler drew him, was no studious
recluse, but an attractive, charming young man, donning a “Rembrandt hat”, the emblem of young
Nazarene artists in Rome. The company he kept in
Rome caused his father considerable concern. After his
return to North Germany he was safely installed as a
lecturer at the University of Breslau, but still an active
member in the Breslauer Künstlerverein.
Reference:
Colin J. Bailey, “Samuel Amsler’s Portrait Album” in
Burlington Magazine, Sep. 1991, p. 658.
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AMSLER, Samuel
Swiss School

1791 - 1849

PORTRAIT OF THE SCULPTOR ALOYS
RAUFER (1794-1856), 1819

Graphite on medium-weight white wove paper. No watermark.
Blind stamp at upper left corner: Dobbs & Co. London with
coronet and plume. 8 7/8” x 7 1/8” (22.6 x 18 cm). Inscribed
at lower right in the artist’s hand: Raufer aus Freyburg / Rom den
30. May 1819.

Note: In 1819, Aloys Raufer worked as a student in one
of Bertel Thorvaldsen’s studios in Rome. He was twenty-five years old when Amsler drew him, wearing an
artist’s hat, a toga-like cloth thrown over his shoulder,
and a touch of an ironic smile around his mouth. After
he returned to Germany, he settled in Karlsruhe, not far
from his birthplace in the Black Forest. Amsler’s
assumption that he came from Freyburg, as noted in the

inscription, is not surprising since these towns are situated close together. A Psyche, which Raufer had begun in
Rome, was much admired when he exhibited it at the
local Kunstverein. He subsequently created a number of
public sculptures for the town, including several fountains, perhaps in memory of his happy days in Rome.
From 1832 Raufer was professor for modeling at the
Polytechnical Institute of Karlsruhe.
Reference:
Stadt Karlsruhe, Stadtarchiv (ed.), Denkmäler, Brunnen
und Freiplastiken in Karlsruhe, Karlsruhe, circa 1987.
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AMSLER, Samuel
Swiss School

1791 - 1849

PORTRAIT OF POSSIBLY ERNST CHRISTIAN
HINGSTEDT (1795 or 99 - 1821), circa 1819

Graphite on medium-weight white wove paper. No watermark.
Blind stamp at upper left corner: Dobbs & Co. London with coronet and plume. 8 7/8” x 7 1/4” (22.6 x 18.4 cm).

Note: A strong likeness exists between the sitter in the
present drawing and a portrait of Ernst Christian Hingstedt
by Philipp Stöhr, published in Hans Geller’s Bildnisse (see
below). The sitter in Stöhr’s drawing is a boyish looking
young man, wearing the same tight fitting coat, with the
top button open and a straight standing collar as in the
present drawing. This is an unusually cut garment, not to
be found on any of the hundreds of portraits illustrated in
Geller’s book.
Ernst Christian Hingstedt, born in 1795 (perhaps
in 1799) in Hamburg, came as a painter to Rome and

died there in 1821. He is buried in the Protestant
Cemetery in Rome where numerous foreign artists
were laid to rest, including John Keats in the same
year and Percy B. Shelley one year later.

Reference:
Hans Geller, Die Bildnisse der Deutschen Künstler in Rom
1800-1830, Berlin 1952, ill. no. 172 (portrait of
Hingstedt).
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HILDEBRAND, Ferdinand Theodor
1804 - 1874
German School

PORTRAIT OF THE MODEL FOR
GRETCHEN, 1839

Oil on canvas. 6 3/16” x 6 3/16” (15.8 x 15.8 cm). Initialled
and dated at lower left: April(?) 1839 Th. H. On verso inscribed
on upper stretcher bar in ink in an old hand: Prof. Hildebrand
/ Düsseldorf; on lower stretcher bar: Das Gretchen-Model von prof.
Hildebrand. (The model for Gretchen of Professor Hildebrand).

Note: Theodor Hildebrand, famous for his historical
genre paintings (The Murder of Edward’s Sons, 1835),
was a professor at the Academy in Düsseldorf from
1836 to 1854. Together with Karl Sohn, he was the
driving force behind a movement away from classical
subjects and the Nazarene’s stylistic restraint towards
historical subjects and a poetic realism. The School of
Düsseldorf was in mid-century the most modern and
thriving art school, attracting students from all over
the world. A Düsseldorf Gallery opened in New York in
1849, and American artists from Eastman Johnson to
Albert Bierstadt flocked to Düsseldorf.
Hildebrand came to Düsseldorf under the wings of
Wilhelm von Schadow, who was his teacher at the
Berlin Academy. Schadow followed a call to Düsseldorf
in 1826, bringing along six of his students. In the same
year, Hildebrand made his debut at the Berlin Academy
Exhibition in 1826, showing a painting based on
Goethe’s Faust: Moment of the Last Scene of ‘Faust’: Faust
and Gretchen in Prison. No visual record of the painting
could be found, however the inscription on the present

painting makes it quite clear, that it is a portrait “of the
model for Gretchen”. The date of 1839 on the present
painting is difficult to interpret without knowing the
Faust and Gretchen painting of 1826. The present painting could be a souvenir painting; it could be a portrait
of the model thirteen years after her first sitting as
Gretchen; it could be a different Gretchen-model altogether (although no other paintings by Hildebrand with
a Faust subject are known). In any case, the warm glow
of the face in candle-light befits Hildebrand’s devotion
to poetic expression as the all powerful force behind
painting.
Goethe’s Faust I was published in 1808, inspiring
artists, including Eugène Delacroix and Ary Scheffer,
to numerous illustrations. In Germany, Peter
Cornelius created a set of sixteen drawings and had
them engraved by Ruscheweyh in 1816. They became
the most popular and influential images of this subject
and were certainly known to Theodor Hildebrand.
Reference:
Berlin, Royal Academy of Art, Die Kataloge der Berliner
Akademie-Ausstellungen 1786-1850, (ed. Bösch-Supan),
Berlin 1971, vol. 2, p. 26, cat. no. 218 (listing of Faust
und Gretchen).
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KOBELL, Wilhelm von
German School

1766 - 1853

TREE STUDY

Graphite on tan wove paper. No watermark. 6 5/8” x 3 1/4”
(17 x 8.2 cm).

Ex-collection: Waldemar Lessing, 1923.

Formerly: Galerie Jahn, Munich.

Note: Wilhelm von Kobell was born in Mannheim into
a family of artists: his father, Ferdinand, and his uncle,
Franz, were etchers and landscape painters in
Mannheim and Munich. When Wilhelm Kobell
received a purse from the Palatine Duke Karl Theodor
to fulfill his dream of going to Italy, he had to spend
the money re-settling his parents and himself in
Munich, after the Napoleonic army had crossed the
Rhine. The Bavarian landscape became the central subject of Kobell’s minutely painted and magically still
landscapes.

The present drawing echoes the compositions of
his landscapes with their strong vertical and horizontal
lines. The symbolism of the tree in the foreground,
old but flourishing, and the delicate wide landscape
beyond, are reminiscent of Caspar David Friedrich.
The drawing was once in the collection of
Waldemar Lessing, author of a 1923 monograph of
Wilhelm von Kobell. It is illustrated in Lessing’s publication as well as in the more recent catalogue raisonné
by Siegfried Wichmann.

Reference:
Waldemar Lessing, Wilhelm von Kobell, Munich 1923, p.
76 ill.
Siegfried Wichmann, Wilhelm von Kobell. Monographie
und kritisches Verzeichnis der Werke, Munich, 1970, cat.
no. 1268, p. 429, ill.
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OEHME, Ernst Ferdinand Friedrich
1797 - 1855
German School

IN THE WOODS, circa 1840

Oil on paper. 9 5/8” x 5 1/8” (24..4 x 13.2 cm). On verso
signed E. Oehme fec.

Note: Ernst Ferdinand Oehme, a student of Caspar
David Friedrich, was court painter in Dresden from
1825 to 1855. His large majestic depictions of Alpine
mountains made him one of the foremost masters of
German Romantic landscape painting. His smaller
nature studies, such as the present one, show why his
friend and fellow-artist Ludwig Richter called him
“the poet among painters.”
Oehme was devoted to plein-air painting. The present study was most likely conceived in the Rabenauer
Grund, a valley near the small village of Rabenau (near
Dresden), where other artists from Dresden, such as
Caspar David Friedrich, Adrian Zingg, Ludwig

Richter, and Heinrich Dreber found inspiration for
their work. Around 1840 Oehme painted The Chapel of
St. Barbara in the Valley of Rabenau (now lost), and a
year later a replique, Gothic Church Ruins in the Woods.
This painting’s composition is defined by two vertical
bare tree trunks, and light entering from the top right
corner. The present painting could very well have
been a preparatory study for the lost painting.

Reference:
Ulrich Bischoff (ed.), Joachim Neidhardt (catalogue),
Ernst Ferdinand Oehme 1797-1855. Ein Landschaftsmaler
der Romantik, Dresden 1997, p. 23 and cat. no. 142
(Gothic Church Ruins, ill.)

15

DELACROIX, Eugène
French School

1798 - 1863

JEWISH MUSICIANS AT MOGADOR,
circa 1832

Graphite on medium-weight off-white wove paper. No discernible watermark. A line drawn by the artist around the image.
4 13/16” x 7 9/16” (12.3 x 19.2 cm). Estate stamp in red at
lower right: ED (Lugt no. 838). Old backing inscribed in
graphite: 1011 du Robaut / Musiciens Juifs de Mogador. La peinture fut au Salon 1847. Et il est lithographié par Lautrel / Cat par
Moreau p. 126-147. 188?

Note: In March of 1832, during his trip to North
Africa, Delacroix noted in his journal: “On the 30th,
the Emperor sent us Jewish musicians from Mogador.
They are the finest in the empire.”

Back in Paris, Delacroix painted Jewish Musicians from
Mogador, possibly as early as 1840 (for the debate about
the painting’s date see Johnson, vol. 3, p. 185). The
painting was exhibited in the Salon of 1847. It varies in
some details from the present drawing: the figure on the
left is a man in the painting, the pouch in the background is in the center, and a niche is depicted in the
wall at the upper right.
Reference:
Lee Johnson, The Paintings of Eugène Delacroix, Oxford
1986, vol. 3, p. 185 f., vol. 4, pl. 186.
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DURET, Francisque-Joseph
French School

1804 - 1865

PAIR OF STATUETTES

(A) YOUNG FISHERMAN DANCING THE
TARANTELLA, 1833 or after

Bronze with medium brown patina on bronze base decorated with shell fish. Height from bottom of base to top of head:
21” (53.3 cm); width, from curve of wrist to edge of drapery:
7 5/8” (19.5 cm); depth, from curve of elbow at left to curve
of knee in front: 7 1/4” (18.5 cm). Foundry name incised on
rear top of base: Delafontaine. Foundry mark stamped at left
rim of base: AD *.

(B) NEAPOLITAN DANCER, 1838 or after

Bronze with medium brown patina on bronze base, decorated with fish and shellfish. Height, from bottom of base to
curve of wrist on top: 21” (53.3 cm); width from curve of torso at left to edge of finger at right: 8 1/4” (21 cm); depth: from
curve of back at rear to curve of knee in front: 6 1/4” (16 cm).
Signature incised on top of base: Duret. Foundry mark stamped
at right rim of base: AD *, the mark of the foundry Delafontaine.

Note: It speaks for Duret’s amazing talent that he created the Young Fisherman while he was still a prix-deRome student in Rome. He conceived the subject
during a three months stay in Naples; in the same spirit he created the Neapolitan Dancer five years later, to
make a pair.
Duret received numerous commissions from the
State (statues of Molière, Richelieu, Philippe d’Orléans,
Chateaubriand), the Church (works for Nôtre Dame de

la Lorette, la Madeleine, Saint-Vincent-de-Paul) and
the Louvre, the Palace of Justice, les Invalides, the
Théâtre-Français and other institutions. He also created the group for the fountain at place Saint-Michel.
Highly decorated, Duret became professor at the
Academy in 1852. One of his addresses to his students, quoted by Charles Blanc in the Gazette des
Beaux-Arts (1866, v. I) is worth repeating:
“Your eyes have to be sharp and quick to grab the
pose, the movement and what’s special. You have to
pay close attention to the line and balance; measure
the model…and check the profiles ever so often,
because the planes of the chest are almost always contrasting those of the pelvis in the various poses. Study
carefully the curves and bends of the limbs; pay attention to the contours, because in nature one contour
evokes another. Think about the whole; build a structure before you pick up the clay. Be sure of the overall
plan, the details will follow soon enough.”
The fine quality of the present cast reflects Duret’s
love of good workmanship. He loved bronze over marble and always finished his models himself with great
care before he handed them over to the foundry.
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SCHNORR VON CAROLSFELD, Julius
Veit Hans 1794 - 1872
German School

THE SACRIFICE OF ISAAC, after 1823

Black ink on medium-weight tan wove paper. No watermark.
A line drawn by the artist around image. 5 5/8” x 4 5/8” (14.4
x 11.8 cm). Signed with initials in ink at lower left: JS. Overlay attached at the bottom.

Note: The present drawing is a preparatory drawing for
a woodcut in the same dimensions, an illustration for
Die Bibel oder Heilige Schrift des Alten und Neuen Testaments,
published in 1850 by J. G. Cotta. The woodcut is reproduced on p. 38, illustrating the first Book of Moses, chapter 22, verse 11-12.
Julius Schnorr von Carolsfeld wrote as early as
1825 to his father that he had begun a cycle of illustrations to the Old Testament “more than a year ago.”
One year later, in 1826, he had a concept worked out
that foresaw fifty images for the five Books of Moses. In
1828 Schnorr collaborated with an etcher, but nothing
came of it. Then he considered publishing his drawings as lithographs, but several plans for publication of
the cycle were postponed or cancelled, mostly because
Schnorr hesitated about the form it should take.
Finally, in 1848, Schnorr agreed to contribute
forty-two drawings to a Bible edition to be published
by J. G. Cotta, including also illustrations by
Overbeck, Rethel, L. Richter, Steinle, and by Schnorr’s
students Jäger and Strähuber. This so-called Cotta Bible
is rare and little known, as it was eclipsed by Schnorr’s
very popular Bibel in Bildern, which appeared a few
years later (1852-60) at Wiegand’s in Munich.
In some instances, Schnorr re-used drawings from
the earlier Cotta Bible for his later Bibel in Bildern, however not in the case of the present drawing. The pre-

sent drawing is typical of Schnorr’s earlier style, which
was more poetic and gentle, as opposed to the heroic
gestures he developed when painting the Nibelungen
Cycle al fresco for King Ludwig I in Munich.
The nearly invisible overlay at the bottom of the
sheet is typical of Schnorr’s almost pedantic work
habits. Unlike other artists, wrote Ludwig Richter in
his Memoires, Schnorr did not scatter his studio with
unfinished sketches, but returned to them, time permitting, finished them, drew a line around the image,
trimmed the sheet neatly and often mounted it on a
backing. Richter was quite impressed of this “love of
order and good care of things”, which, he says, put
him at ease and made the visit pleasant.

Reference:
Die Bibel oder Heilige Schrift des Alten und Neuen Testaments
nach der deutschen Übersetzung von Dr. Martin Luther. Mit
Holzschnitten und Zeichnungen der ersten Künstler
Deutschlands, Stuttgart and Munich, Bibelanstalt der J.
G. Cotta’schen Buchhandlung, 1850, p. 38 (ill. of the
woodcut).
Ludwig Richter, Lebenserinnerungen eines deutschen Malers,
quoted after Deutsche Romantik, Handzeichnungen, ed.
Marianne Bernhard, Rogner & Bernhard, 1973, v. 2, p.
1684.
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ETTY, William
English School

1787 - 1849

recto: STANDING FEMALE NUDE
verso: SEATED MALE NUDE

Oil on prepared artist’s board. 16 3/4” x 20 5/8” (42.5 x 52.4
cm).

Note: How William Etty could devote a lifetime to
painting delicious male and female nudes, without
being persecuted by Victorian guardians of moral values, remains a mystery, explicable only by the double
standards of the period. Naturally, there was criticism
(“no decent family can hang such sights against their
walls”), but the Royal Academy made Etty a member
and he taught at the venerable institution. His colleagues shook their heads when he sat with the students
in the life classes, painting along with them. The present painting may well have been created on such an

occasion. It has a recto and verso, male and female,
another indication that it was created in a life class,
when the artist for lack of a new board turned an older
one around. “Like the great French painters”, wrote
Hans Hess at the occasion of Etty’s centenary, “he was
in love with his metier. He loved painting as such, and
in this respect he was more modern than his time.”

Reference:
Exposed. The Victorian Nude. Alison Smith, ed., Tate
Britain and other locations, 2001-2, p. 57.
William Etty’s Centenary Exhibition, introduction by
Hans Hess, City of York Art Gallery, 1949.
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KISS, August 1802 - 1865
German School

AMAZON FIGHTING A PANTHER, after 1843

Bronze with black patina, mounted to black Belgian marble
base. Height, from bottom of bronze base to top of horse’s
head: 15” (38 cm); width, from tip of tail at left to curve of
rock at right: 18 3/4” (47.5cm); depth, from curve of hand at
left to edge of rock at right: 10” (25.5 cm).

Note: The Altes Museum in Berlin, built by Karl
Friedrich Schinkel in 1830, was situated in formerly
East Berlin. It is now beautifully restored, including its
flight of steps leading up to a row of fluted columns to
the entrance of a neo-classical temple of art. When
Schinkel wished sculptures to decorate the flanks of
the stairs, he did not anticipate the image of a furious,
half-naked Amazon on a rearing horse, aiming her
spear at a panther. He thought the model, finished in
1839, was “brazen and reckless.” However, eventually
he concurred with contemporary voices welcoming the
intense drama and power of the group, and the monu-

mental sculpture was cast in 1842 and installed in 1843.
Almost twenty years later, Albert Wolff created as a
pendant a Lion Hunter after sketches by Kiss.
The Amazon Fighting was a huge success and was
edited in various sizes and materials (zinc, bronze,
iron). Some examples were enhanced with silver inlay
and a decorative plinth. Casts of the pair in the original size were ordered by the Philadelphia Museum of
Art, where the pair is in situ at the foot of a stairway
similar to the installation in Berlin. One copy in marble went to the King of Bavaria, a second one is today
in the Royal Museum of Antwerp.
Reference:
Ethos und Pathos: Die Berliner Bildhauerschule 1786-1914,
Berlin 1990, pp. 143-145, ill.
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circle of
KLAGMANN, Jean-Baptiste
French School

1810 - 1867

PAIR OF CANDELABRA

Bronze with dark brown patina. Height: 21” (53.3 cm).

Note: The present candlesticks, a tour de force of casting
and chasing, conjures up the spirit of Jean-Baptiste
Klagmann, one of the most refined and productive
artist-craftsmen of the 1830’s to 1860’s. Decorative
arts were in high demand, delighting royalty and popular crowds at the great universal exhibitions. Objects
like the present candlesticks were shown as produits de
l’industrie, an honorable venue when industry was seen
as a blessing to mankind. Pride in the ability to craft
such an object was more important than an artist’s
claim to originality. Klagmann prepared models for the
ateliers of Froment-Meurice, he worked along with

Antoine-Louis Barye on the famous surtout de table for
the duc d’Orléan, he also executed other artist’s models, designed for gold- and silver-smiths, created monumental sculpture, stucco and wood ornaments. He
emulated Renaissance elements in most of his works,
covering every inch with floral or geometric patterns,
medallions and grotesque masks. Several works identified as Klagmann’s, show similar groups of children,
circular terraces decorated on their underside, dropping finials. The marabous and the owls of the present
pieces might derive from different sources, combined
by a foundry, versed in creating and marketing stunning objects.
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PRADIER, Jean-Jacques, called James
1790 - 1852
French School

PANDORA, after 1856

Bronze with dark brown patina, mounted to circular black marble base. Height, from bottom of base to top of tiara: 17” (43.2
cm). Signature incised on left side of bronze base: Pradier scpt.

Note: Pradier conceived Pandora at the same time as
the sculptures La Sagesse and Anacréon. The three figures in classical draperies reflect the mid-century fervor for authentic classical details. Typically, Pandora’s
jar is decorated with Greek motifs. A semi-life-size
sculpture Pandora was exhibited at the Salon of 1850.
One year later, it was shown at the Universal
Exhibition in London. At the artist’s estate sale in
1852, a plaster model for a statuette was sold, together
with reproduction rights, to the founder Labrouë, who
began editing Pandora in 1856.
The story of Pandora was first told by Hesiod.
After Prometheus had stolen the heavenly fire, Zeus
looked for revenge. He had Hephaestus create a
woman endowed with beauty and gifts given by the
gods, wherefore she was called “all-gifted”. She

became the wife of Epimetheus, the brother of
Prometheus. Zeus had given her a mysterious box,
and when she opened it, all the woes of the world flew
out. Although she hastily closed the lid, only Hope
remained in the bottom.
Later, the story was told in many variations.
Pradier chose to depict the ambiguity of Pandora by
modeling one half of her body veiled, hiding the
unfortunate mysteries, the other part unveiled, showing her alluring beauty. Thus Pradier’s Pandora stands
for the duplicity of beauty and fatal attraction, a subject favored by Symbolists later in the century.

Reference:
Lami, vol. 8, p. 110.
Jacques de Caso, Statues de Cher, Sculptures de James
Pradier, Geneva, 1985-86, p. 162-163, ill.
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CLÉSINGER, Jean-Baptiste, called Auguste
1814 - 1883
French School

BUST OF CHARLOTTE CORDAY, after 1859

Terra cotta on circular terra cotta base. Height: 24 1/2” (62
cm); width: 13” (33 cm); depth: 14” (35.5 cm). Signature incised
on rim of left shoulder truncation: J. CLESINGER.

Note: In 1856 Clésinger experienced a crushing defeat
with his colossal equestrian statue of François Ier. It
was commissioned by the State at huge expense for
the cour du Louvre, where the plaster model was
installed. Heavily criticized, even ridiculed, it disappeared within a year.
Clésinger moved to Rome, but not in contrition.
He quickly assimilated to Roman society, kept company with cardinals and Pope Pius IX, and drove around

in a carriage drawn by four horses. His entries at the
Salon of 1859 speak of his undiminished energy and
versatility. In addition to three paintings, he exhibited
six marbles and one plaster sculpture: one statue
(Zingara), one statuette (Sappho), three busts (Christ;
Woman of Trastevere; Charlotte Corday), the Roman Bull,
and a plaster statue of Suzanna in the Bath.
His representation of Charlotte Corday is similar in
its defiant expression of Charlotte Corday in a painting of 1860 by Paul Baudry. The woman, guillotined
in 1793 for the murder of Marat, became a tragic hero
of the Revolution.
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MOULIN, Hippolyte-Alexandre-Julien
1832 - 1884
French School

THE ABDUCTION OF GANYMEDE

Bronze with medium brown and dark brown patina on circular bronze base. Height, from bottom of base to tip of wing:
32 1/4” (82 cm); width, from tip of finger at left to curve of
wing at right: 19” (48.2 cm); depth, from curve of eagle’s head
in front to curve of wing in back: 14 1/2” (37 cm).

Note: Nothing in Moulin’s joyous and graceful sculptures (Treasure Found in Pompeii, 1864, Secret From Above,
1873) betrays that they were created by a life-long
struggler. Too poor to remain in the Academy, he
sought bread-and-butter work, and continued sculpting under the watchful eye of Antoine-Louis Barye. In
1876 he made a bust of Barye. He had success at the
Salon, won medals, state commissions and showed at
the Universal Exhibition in Vienna (1873), but he
never found mental and financial stability and eventu-

ally succumbed to insanity. He died at the asylum of
Charenton, age fifty-two.
A plaster of the present sculpture was exhibited at
the Salon of 1867; the marble was entered at the Salon
of 1870 and bought by the State, just in time before
the Franco-Prussian war brought all artistic activities
in Paris to a stand-still.
René Menard wrote in the Gazette des Beaux-Arts
about Ganymède as a “superior work”. He praised the
simple pose and the rounded forms, being especially
happy that Ganymede is depicted as a boy, not as a
skinny adolescent, as one is wont to see in most treatments of the subject.
Reference:
Gazette des Beaux-Arts, 1870, pt. II, p. 63.
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NIELSEN, Christian Vilhelm
Danish School

1833 - 1910

THE MARMORBRO BRIDGE IN
COPENHAGEN

Watercolor on heavy off-white wove paper. Watermark as read
from recto across center: F…HEINR. Sc. 13 1/4” x 8 7/8”
(33.6 x 22.5 cm). Signed with initials at lower right: C.N. Old
backing paper inscribed: 48/Marmorbroen a /Köbenhavn/27.

Note: The Marmorbro Bridge in Copenhagen is one of
the few remains of the Christiansborg Palace, which was
destroyed by fire twice (1794, 1884), and clumsily
rebuilt in 1918. The old bridge over the Fredriksholms
Kanal is now protected as a landmark. The bridge and
two pavilions at its end were built between 1733 and
1745 by Nicolai Eigtved, a champion of French
Rococo. Christian Vilhelm Nielsen was a student of

Gustav Friedrich Hetsch at the Copenhagen Academy.
Gustav Friedrich Hetsch, son of the Stuttgart court
painter Philipp Friedrich Hetsch, was a brilliant mathematician and architect. Under his influence, Nielsen
became an expert in perspective, which he eventually
taught at the Academy. Most of his watercolors, which
were exhibited throughout his life, depict city views.
Reference:
Olaf Lind, Copenhagen Architecture Guide, Copenhagen,
2001, p. 160.
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PRELLER, Friedrich the Elder 1804 - 1878
German School

LANDSCAPE IN THE CAMPAGNA WITH TWO
PEOPLE RESTING, circa 1875

Black ink and some graphite on heavy-weight off-white wove
paper. No watermark. Image: 13 1/4” x 19” (33.6 x 48.2 cm);
sheet: 17” x 23” (43.2 x 58.5 cm). Inscribed on verso: Preller.

Note: A protégé of Johann Wolfgang von Goethe and
the Grand Duke of Saxe-Weimar Carl August, Preller
was trained in Weimar, Antwerp, and Rome. In 1832-4
he established his reputation with a series of frescoes
based on the Odyssey (Leipzig, destroyed in WW II).
About thirty years later, the Grand Duke Carl
Alexander commissioned a series of Odyssey Frescoes for
a newly created Preller Gallery in Weimar. Late in life,
after further trips to Italy, Preller produced a third
cycle of Odyssey landscapes, a series of thirty woodcuts
for an edition of the epos published by Alphons Dürr.
In this time, we believe, belongs the present drawing.
Honored and respected throughout the country,
Preller lived in his own house in Weimar, declined
offers to teach in Dresden, and accepted commissions
only if they appealed to him. Confident of his accomplishments, he raised the stakes: “Everybody can draw
with a pencil”, he said, “because you can erase it - in
an ink drawing, every line has to stand.” (Gensel, p.

128). In the last decade of his life he produced a large
number of ink drawings, from which he selected two
series to be published as woodcuts: the above mentioned Odyssey illustrations of 1872, and a group of
Italian landscapes under the title Italienisches
Landschaftsbuch. The latter includes a woodcut On the
Way to Olevano which in composition and scenery very
closely resembles the present drawing.
Two sketchbooks, containing ink drawings of
herding and country scenes in the Campagna, preserved in the Kurpfälzische Museum Heidelberg, might
shed more light on the drawing.

Reference:
Julius Gensel, Friedrich Preller d. Ä., Bielefeld and
Leipzig, 1904.
Italienisches Landschaftsbuch. Zehn Original Zeichnungen von
Friedrich Preller. In Holzschnitt ausgeführt von H. Kaesberg und
K. Oertel. Mit erläuterndem Text von Max Jordan. Leipzig, A.
Dürr, n.d.
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MILLET, Jean-Baptiste
French School

1831 - 1906

SHEEP IN A FIELD ON THE COAST OF
NORMANDY

Black chalk on medium weight tan wove paper. No watermark. 9 3/8” x 14 3/8” (23.8 x 36.5 cm). Signed at lower left:
Millet / J.-Bapt.

Note: Jean-Baptiste Millet was seventeen years
younger than his famous brother François. He studied
with his older brother and at times shared his quarters
at Barbizon. Jean-Baptiste steadfastly resisted suggestions that he sign his work only with his last name,
and the present drawing documents that he needed
not stand in his brother’s shadow.

The Millet brothers (a third one, Pierre, was a
sculptor) were born in a small village near Cherbourg,
on the Channel coast. Grown up near the sea, the
brothers drew and painted mostly farmers in the
fields rather than the drama of seafaring life. The present drawing is a rare exception, combining the farming scene with the vastness of the ocean. Sky and
water are blending in a hazy atmosphere, contrasting
with the texture of the foreground.
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COROT, Jean-Baptiste-Camille 1796 - 1875
French School

recto: TREES, FIGURE, CASTLE
verso: LANDSCAPE WITH CLOUDS AND
SETTING SUN

Graphite on thin white wove paper, mounted in a mat to serve
as a strainer. No watermark. 3 15/16” x 6 5/16” (10 x 16 cm).
On recto at lower right red oval stamp: COROT.

Note: The present drawing was sold by Paul Prouté in
1991 together with another Corot drawing of a similar
subject. Both sheets are stamped with an oval red
stamp COROT, which is rare, but not unknown.The
stamp appears on nine sheets of an album now in the
Louvre (RF 8707). The album was exhibited in:
Bibliothèque Nationale de France, Corot le genie du trait,
Paris, 1996, p. 94, no. 144, ill. Another album in the
Louvre bearing the oval mark COROT was published

in: Musée du Louvre, Dessins de Corot, Paris, 1962, p.
42, no. 73.
In both albums, the oval red stamp COROT
appears on works that belonged to Fernand Corot. It
is at present not known whether there is a connection
between this stamp and the collection Fernand Corot.
Tall trees, a small figure with a strong accent, an
architectural outline in the distance - these elements of
the present drawing are part of Corot’s vocabulary.
The variety of visions he conjured up with so little
subject remains astonishing.
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HARPIGNIES, Henri
French School

1819 - 1916

VIEW AT MORLAIX, 1900

Watercolor on heavy-weight wove off-white paper. 5” x 7” (12.7
x 17.8 cm). Signed and dated in black at lower right: h’harpignies 1900. Located in black at lower left: Morlaix.

Note: Harpignies was one of the few French painters
who fully realized the watercolor medium for its own
sake. Originally a domain of the English artists, the
medium gained new strength in Harpignies’ hands,
and in the end his rich colors and technique influenced the English watercolorists of the 1860’s and
70’s.
In 1875, when he painted Rocks in a Stream (cat. no.
29), Harpignies received the first of three decorations
from the Legion of Honor. After a late start as an
artist at age 27, he learned quickly and became a widely respected painter, collecting numerous awards and
honors.
By 1900, when Harpignies painted View at Morlaix
(cat. no. 28), he was the grand old man of French
landscape painting. Impressionism was well developed
by then, leaving its traces in the lighter and looser style
of Harpignies’ watercolors such as the present one.
Even in his late years, Harpignies continued to be
innovative and responsive to new developments in the
arts.
Morlaix is situated in the North of France on the
coast of Brittany.
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HARPIGNIES, Henri
French School

1819 - 1916

ROCKS IN A STREAM, 1875

Watercolor on heavyweight wove paper. No watermark. 4 7/8”
x 6 5/8” (12.4 x 16.8 cm). Signed and dated in watercolor at
lower left: H Harpignies 75. On verso incomplete sketch in watercolor of a wooded area with a wall.

Note: See note for the catalogue number 28.
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LEGROS, Alphonse
French School

1837 - 1911

THE PLOUGH, circa 1880

Some graphite, point of brush and sepia wash on mediumweight off-white laid paper. Watermark as seen through verso: M (at left), G (at right) : (Montgolfier). 11 3/8” x 11 7/8”
(29 x 30.2 cm). Signed in graphite at lower right: A. Legros. On
verso of old backing inscribed in an old hand in ink: 5.

Note: The 1880’s were a time of much activity for
Legros. He renewed his friendship with Rodin, who
executed his first etching under Legros’ supervision in
London in 1881. Legros, in turn, resumed sculpting,
with Rodin’s advice. He also applied for British citizenship, to legitimize his four children, born in
England. He founded the Société des PeintresAquafortistes, and continued teaching at the Slade
School to an ever growing circle of students.
The present drawing relates to the etching The
Plough (La Charrue, Beraldi no. 81) which is dated in
the Bliss collection circa 1880. Bliss had assembled in
the early twentieth century the most complete collection of Legros’ prints as well as a group of drawings,
including one titled Le Labourage (The Ploughing). It is
larger than the present drawing, and it depicts a farmer
walking behind the plough, which is pulled slightly

uphill by two horses in motion. Our drawing is a curious combination of the print and the drawing in
Bliss’s collection: the configuration of plough, farmer,
and horses is almost identical between the present
drawing and the etching; the slanted landscape and the
sky, however, resemble the Bliss drawing. It confirms,
once more, that Legros brought a perfectionist attitude to his work, correcting and changing it numerous
times. His great accomplishment was that the result
appears intuitive and spontaneous.

Reference:
Musée national du Luxembourg, Alphonse Legros, exhibition catalogue, Paris, 1900, p. 43 (ill. of the etching),
p. 73.
Frank E. Bliss, Alphonse Legros. Paintings, Drawings and
Prints from the Collection of Prof. Frank E. Bliss, London,
1922, p. 26, pl. XV (ill. of Le Labourage).
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EMANUEL, Frank Lewis
English School

1866 - 1948

SARAH BERNHARDT AS THEODORA, after
1884

Graphite on a heavy-weight off-white French business card. 2 3/4”
x 3 5/8” (7 x 9.2 cm). Signed at lower left: F. L. EMANUEL;
inscribed at lower right: Bernhardt/in/Theodora.

Note: Frank L. Emanuel studied at the Slade School in
London with Alphonse Legros, and at the Julian
Academy in Paris with William Bouguereau and Tony
Robert-Fleury. He became a draftsman and illustrator,
publishing widely in England, and teaching at the Central

School for Arts and Crafts. He also translated art-related
articles from French, and wrote art criticism. The great set
painter Roxby Beverly was his idol. He wrote a book
about him, collected his work, and is said to have been
influenced by his style. The present drawing testifies to his
love for the theatre.
Théodora by Victorien Sardou, with Sarah
Bernhardt in the title role, premièred at the Théâtre
Porte Saint-Martin in 1884.

32 EPINAY, Prosper d’ (Charles Adrian
Prosper)
1836 - 1914
French School
BEGGING AMOR, circa 1887
(Amour mendiant)

Marble statue. Height: 40 1/2” (103 cm).

Ex-collection: Ada and Minna Lester, Everleigh
House, Chicago.

Note: Comte d’Epinay, a student of Jean-Pierre
Dantan, was active in Rome and London between
1864 and 1874, and settled in Paris in 1880. He created numerous portrait busts of European royalty and
traveled as far as St. Petersburg, where he was well
received by the Russian Emperor and Empress. For
the cabinet of Emperor Alexander III in the Palais
Anitschkoff he created a marble of a female nude, The
Dream, and for Empress Marja Fjodorowna he made
the Begging Amor (1887).
The present statue is a variant of the Russian marble,
differing in the position of the proper left arm. In the
Russian version the arm is stretched horizontally, whereas in the present version it is lowered.

The periodical Trésors d’Art en Russie of 1903 illustrates the statue The Dream and reports that d’Epinay
also created a portrait of the Russian Empress.
Perhaps this was the occasion for commissioning the
Begging Amor. The commission is recorded in ThiemeBecker’s Künstlerlexikon and Saur’s Allgemeines
Künstlerlexikon.
Five examples of the statue are documented; the
present version is the sixth example known at this
time. In the early twentieth century it was part of the
decoration of a grand brothel, known as Everleigh
House, established around 1900 by Ada and Minna
Leister in Chicago.
Reference:
Patricia Roux-Foujols, Prosper d’Epinay un mauricien à la
cour des princes, Port Louis, 1984, pp. 44, 88-89.
Zaretskaja, La sculpture de l’Europe occidentale à l’Ermitage,
Leningrad 1975, cat. no. 146, 147, ill.
Les trésors d’art en Russie, S. Petersburg, 1903, no. 4-8, p.
262, pl. 73 (The Dream).
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GÉRÔME, Jean-Léon
French School

1824 - 1904

PUTTO HOLDING MASK, circa 1887
PROJECT FOR THE MANUFACTORY OF
TAPESTRIES OF BEAUVAIS

Oil on canvas, mounted into a board with circular opening
and decorative painting. Size of canvas: 17” x 17” (43 x 43
cm); size of board: 24” x 28 3/4” (61 x 72.5 cm). Dedicated
and signed at lower left of canvas: à mon ami Badin / JL Gérôme.

Ex-collection: Donald Munson, 1995.

Formerly: David Hughes Gallery, London, 1981.

Sales: Christie’s, London, 20 June, 1980, # 80, titled:
An Angel Holding the Mask of Tragedy. Christie’s,
London, May 4, 1995, Collection of Donald Munson,
# 19, ill., titled: A Putto with Mask (ceiling decoration).

Note: In Gerald Ackerman’s catalogue raisonné of
Gérôme’s work (1986, revised 2000), the present
painting is listed as a “ceiling decoration” and dated
“circa 1889”. No documentary evidence is given to
substantiate the description and the date.
The painting is dedicated à mon ami Badin. Jules
Badin (1843-1919) was a painter in Paris who succeeded his father Pierre-Adolphe Badin († 1877) as director
of the Manufactory of Tapestries in Beauvais. Jules
Badin saw the firm through rough times. During the
1870/71 war and subsequent Commune, they lost their
state patronage as well as a large stock of tapestries in
the fires of 1871. Rebuilding Paris, however, led to
new commissions, mostly for recreations of 18th century Beauvais tapestries for public buildings. It might
have been Jules Badin’s initiative to invite contemporary artists with new designs, because he made a special
note of their contributions in his documentation La
Manufacture de Tapisseries de Beauvais. Gérôme was a
member of a committee, instituted in 1882, to create a
prix de Beauvais, and he was one of the artists who
supplied the factory with panneaux de faible dimensions
(panels of modest dimensions).
In 1887 a screen was produced in Beauvais after a
painting by Gérôme, Amor on the Hippogriff. As it often
was the case in the studios of Beauvais, a collaborator,

Achille Cesbron, executed the ornaments and flowers.
A drawing of several sketches on a single sheet, formerly at Shepherd Gallery, provides a lively record of
Gérôme’s toying with the subject. In one of the
sketches, Amor is seated on a lion (an amusing reference to J. H. Dannecker’s famous Ariadne on the
Panther?). In another sketch, Amor holds a bow in his
hand and hides behind a mask of tragedy. The mask
reappears on a display stand, and eventually Gérôme
sketched the subject of the present painting, Amor
Holding a Mask. Typically, Gérôme made light of a
classical heavy-weight subject: poking his fingers
through the mask’s eyes and mouth, Amor stays
blithely in control.
The collaboration with Achille Cesbron on the
Hippogriff painting for Beauvais explains the empty
outlining of the foliage around the central image in the
present painting. It was left to Cesbron’s hand to fill
the space. As of yet there is no evidence that the present painting was translated into a tapestry for a fire
screen.

Reference:
Gerald M. Ackerman, The Life and Work of Jean-Léon
Gérôme with a catalogue raisonné, Courbevoie, Paris, 1986,
cat. no. 360, ill.
Gerald M. Ackerman, Jean-Léon Gérôme: monographie révisée, catalogue raisonné mis à jour,
Courbevoie, Paris, 2000, cat. no. 360, ill.
Jules Badin, La Manufacture de Tapisseries de Beauvais
depuis ses origins jusqu’à nos jours, Paris, 1909, p. 50.
Jean Coural, Beauvais. Manufacture nationale de Tapisserie,
1992, pp. 102-104.
Shepherd Gallery, The Non-Dissenters, New York, Fall
1976, cat. no. 92 (ill. of Gérôme’s drawing).
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MINNE, George
Belgian School

1866 - 1941

KNEELING YOUTH, circa 1900
Plaster. Height 29 1/2” (75 cm).

Note: George Minne’s Fountain, a circle of five identical figures of the Kneeling Youth, was first exhibited in
Vienna at the 8th Exhibition of the Secession in 1900. This
exhibition, which displayed a total of fourteen sculptures by Minne, was the international breakthrough
for the artist. The Kneeling Youth became an icon of
modernism, influencing not only the Viennese artists
Oscar Kokoschka, Gustav Klimt and Egon Schiele,
but also later in the century Käthe Kollwitz, Ernst
Barlach, and Wilhelm Lehmbruck. After the exuberance of art nouveau, Minne introduced a new austerity
and architectonic reduction that led sculpture from
illustrative and narrative contents towards geometric
abstraction.
The present plaster must have been created in
close association with the piece in the Vienna
Secession. The exhibited Fountain was cast in plaster.
Only one photo of this original display of the Fountain
exists, taken from the Magazine Ver Sacrum. It shows
five figures in the same pose as the present one, that is
with stretched out feet. The photo gives no clue how
the figures were mounted on the flat surface of the
fountain base.
There must have been a problem with balancing
the figures early on, because the individual casts of the
Kneeling Youth with stretched feet all attempt to deal
with the weight distribution. A version in cast stone
(formerly David Daniels collection) has an extended
base at the rear. The present cast has a wedge-like
base, slightly higher in the front. The same base can
be seen in a cast in the Ghent Museum. In addition,
the lower part of the body in the present cast is filled
with plaster, clearly to weigh it down.
Soon after the Secession exhibition, Minne solved
the problem. He set the figures on very large rectangular blocks and bent the feet over the rear edge of the
support. This became the version he executed in marble in 1905 (Folkwang Museum, Essen), and in various
media throughout the early 20th century, up to a new,
even more stylized assembly of the five figures for a
Fountain in Brussels and in Ghent, installed in the mid1930’s.

The search for a possible source of the early plasters leads to a friend of George Minne, the art critic
Julius Meier-Graefe. Known to this day for his writings, he is little known as the owner of a shop in Paris,
La Maison Moderne, where he sold not only draperies
and jewelry, but also art works, e.g. by George Minne.
The German scholar Ilse Dolinschek wrote, that
Meier-Graefe owned the mold from which the five
figures for the Fountain at the Secession exhibition
were cast. She further reported that after the exhibition, Meier-Graefe donated the casts to members of
the Secession, retaining only the mold. One of the
recipients was Carl Moll, who proudly included a
Kneeling Youth in the foreground of his Self-Portrait in the
Studio (1906, Vienna, Academy). This Viennese production under the auspices of Meier-Graefe might also
explain why two identical plaster casts (including the
present one) recently appeared on the Viennese art
market. It is thinkable that Meier-Graefe had more
casts made, after the success of the exhibition, possibly for sale at his Maison Moderne. This enterprise,
however, was short lived (1899-1903) since the
Parisians were not ready yet to give up art nouveau.
Meier-Graefe was a friend, supporter and admirer of
George Minne, and an attempt at editing his sculptures would have been quite legitimate. Perhaps
Minne’s version with bent feet stopped Meier-Graefe
from further utilizing his mold.
Reference:
Sculpture from the David Daniels Collection, The
Minneapolis Institute of Arts, 1979/80, cat. no. 65.
Georg Minne en de kunst rond 1900, Museum of Fine Arts,
Ghent, 1982, p. 24 ill. of Secession installation; p. 149 ill.
of Ghent plaster with same base as present sculpture; p.
175 ill. of Carl Moll’s Self-Portrait; p. 153 ill. of Fountain at
Folkwang Museum.

We are grateful to Gilles Marquenie for his contribution to this
entry.
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CZESCHKA, Carl Otto
Austrian School

1878 - 1960

FABRIC SWATCH: PATTERN “FOREST
IDYLL”, introduced 1910/11
(Waldidyll)

Block print on fabric. 12 1/2” x 7 3/4” (31.7 x 20 cm).

Note: In a photo in the Archive of the Wiener
Werkstätte Gustav Klimt is seen wearing a robe printed
with the pattern “Forest Idyll” as in the present
swatch. The robe was made for the country house of
the family Primavesi - designed by Josef Hoffmann in
1913/14, destroyed by fire in 1922 - where house
guests were provided with kaftan-like gowns, repeating patterns which were also used in the decoration of
their respective rooms. Another photo shows indeed a
room with a hanging lamp, the shade of which is
made of fabric in the same pattern as the gown Klimt
is wearing.
The Wiener Werkstätte, founded in 1903, was an
association of artists and craftsmen for the production

of hand crafted objects, counteracting the proliferation of ugly machine-made merchandise. Around 1910
their department of fashion and textile was officially
established. Czeschka had by that time left the association, but continued to provide designs. A collection in
the Wiener Werkstätte archive of some 1 800 patterns,
designed by circa 100 artists, indicates that the original
idealistic motivation gradually gave way to modern
commercial demands.

Reference:
Angela Völker, Ruperta Pilcher, Textiles of the Wiener
Werkstätte 1910-1932, London 1994, pp. 56-57 (ill. of
Klimt wearing the robe).
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LAURENCIN, Marie
French School

1883 - 1956

HEAD OF A YOUNG WOMAN WEARING A
HAT, FACING RIGHT

Graphite on medium-weight white wove paper. 4 3/4” x 5”
(12 x 12.7 cm). Initialled and dedicated in graphite at lower
right: ML / Bonne anné / à Florence. On verso undeciphered
inscription in graphite. On verso of old backing inscription in
ink: to my dear Lydine (?) and Ed. this original drawing given to me
by my great friend Marie Laurencin and with my very best wishes and
fond love. Florence. 1958 / F. J G. / (Florence J Gould).

Ex-collection: Florence J. Gould (gift from the artist);
Lydine (?) and Ed, 1958.

Note: Two extraordinary friends, an artist and a
patroness of the arts, are connected to this drawing.
They must have met in Paris after 1920, when Marie
Laurencin came back from exile in Spain and two

more years in Germany, her husband’s home country.
In 1923 Florence Lacaze married Frank Jay Gould, the
son of an American railroad magnate, with whom she
assembled a large collection of mostly Impressionist
paintings. Both women were devoted to art, one as a
painter and poet, the other as generous hostess, collector, and - through her foundation - supporter of
arts and letters to this day. The present portrait is a
charming document of their friendship.
The inscription bonne anné indicates that the drawing was a New Year’s gift, a French tradition, certainly
celebrated by Florence Gould with a splendid party.

37

ANISFELD, Boris
Russian School

1879 - 1973

PORTRAIT OF THE ARTIST’S WIFE, circa
1904/05

Watercolor over some graphite on medium-weight white wove
paper. 12 1/2” x 9 3/8” (31.7 x 24 cm). Signed in graphite at
lower left: Boris Anisfeld. On verso sketch of a woman in
graphite; inscribed in graphite: HA.

Note: This watercolor is titled Portrait of a Woman in an
inventory list of the Anisfeld estate. In fact, according
to the memory of the artist’s daughter, this is a portrait of her mother, Frieda, née Glaeserman, and was
painted in 1904/05, around the time of Frieda’s marriage to Boris Anisfeld.
The signature in Latin script was applied at a much
later date, most likely sometime in the early fifties,

when the artist’s daughter persuaded her aging father
to sign many of his unsigned works.
It is an unusual portrait, Fauvist in spirit, unlike
other surviving portraits of Anisfeld’s wife and other
family members from that time, which were much
more conventional, even academic. In the present
watercolor, one senses the awe, even the fear, Anisfeld
felt for his young wife, a mysterious and unstable young
woman, who, as one of Anisfeld’s sisters wrote, was “to
lead him quite a life.”
CCT
We are grateful to Charles Chatfield Taylor for this entry.
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SOUDEIKINE, Sergei
Russian School

1883 - 1946

PORTRAIT OF BORIS KOCHNO, 1921

Watercolor and some graphite, painted on the inside of a cover of an album of music. 10 3/4” x 8 7/8” (27.5 x 22.5 cm).
Signed and dated at lower right: 1921 / Paris / Soudeikine.
Inscribed below signature in graphite: 1921 / na pamiat (for
you to remember me) / Paris M. Kohno (?) / na pamiat S. / Paris
/ Kochno (last word in Cyrillic) On verso printed the title page
of the album: Universal Edition / no 2294 / BRAHMS / DREI
INTERMEZZI / op. 117 / PIANO SOLO.

Note: When Sergei Soudeikine came to Paris in 1920,
he was a well-known stage designer who had worked
for Diaghilev and other important theatre producers
in Russia. During the three years he stayed in Paris
before moving on to New York, Soudeikine designed
sets and costumes for at least ten ballets, including
productions by Anna Pavlova’s Theatre Company.
Boris Kochno (Moscow 1904-1990 Paris) admired
Diaghilev when still at the Imperial Lycée. Fleeing the
Russian Revolution, the very young man came to Paris

in 1920, befriended Soudeikine and through the painter
was introduced to Diaghilev. He became Diaghilev’s
lover, secretary, and indispensable assistant until the
impresario’s death in 1929. The following twenty years
Kochno lived and collaborated with the painter and set
designer Christian Bérard.
Kochno became ballet director in Monte Carlo,
co-founded with George Balanchine the company Les
Ballets in 1933, and with Roland Petits the Ballets des
Champs Élysées after World War II.

Reference:
Richard Buckle, Les Quatre Saisons de Boris Kochno,
introduction for the sales catalogue of Sotheby’s
Monaco, October 11-12, 1991.
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REISS, Winold 1886 - 1953
American School

AIRPLANES
SKETCH FOR A MURAL AT LONGCHAMPS
RESTAURANT, NEW YORK, circa 1936

Graphite on papier calque. 8 3/4” x 23 1/2” (22 x 59.5 cm). Mat
opening: 5” x 23 1/2” (12.7 x 59.5 cm).

Exhibition: Winold Reiss. An American Designer,
Shepherd Gallery, New York, Fall 1988, cat. no. 42.

Note: Winold Reiss, the Munich trained artist, came to
America at age 27. In 1916 he established an art
school and founded a magazine called The Modern Art
Collector. Famous for painting portraits of American
Indians from 1920 on, he also created numerous
architectural and interior designs throughout his
career. His first big success were his designs for the

Crillon restaurant, which was followed by designs for
Longchamp, the St. George Hotel in Brooklyn, the Tavern
Club in Chicago, and many more. His commissions
involved facades, interiors, details like menus, waiters’
uniforms and match boxes.
The present drawing is a preparatory drawing for a
mural in Longchamps Restaurant which was on 1450
Broadway at 41st Street in New York.
Reference:
American Architect and Architecture, December 1936, pp.
63-64.
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