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CATALOG

1 ANISFELD, Boris Israelevich 1879 – 1973
Russian School
NIGHTMARE, circa 1920
Pen and black, blue, and green ink, and gray wash on artist’s board. 15 3/4” x 21 1/2” (40 x 54.7 cm).
Signature at lower right partially destroyed: Boris Anis. On verso inscribed in the artist’s daughter’s hand:
Nightmare; stamped: E. H. & A. C. Friedrichs Co./Artists’ Materials/169 West 57th St. New York;
inscribed in graphite: 19; label, inscribed: 346 (inventory list 1973).

Note: The inventory no. 346 is listed as Pen and ink drawing, sketch for a large oil. No painting
of this subject has come to light at this time. Most likely the present drawing is identical to a
drawing of the same title exhibited in Chicago in 1932. That exhibition presented a total of
twenty-eight works by Anisfeld. The art supplier’s board came from a shop near Anisfeld’s
studio and apartment at 200 West 57th Street, where he lived in the 1920s.
Reference:
The Art Institute of Chicago, International Exhibition. Watercolors, Pastels, Drawings and Monotypes,
1932, cat. no. 191.

2 attributed to BRANDT, Friedrich
German School
EDWARD VON STEINLE ON HIS DEATH-BED, 1886
Graphite on tan wove paper mounted to gray wove paper. 8” x 10 1/16” (20.3 x 25.6 cm). Monogrammed
in graphite at lower left center in body of drawing: ‘B; inscribed in graphite at lower left: 4.; in graphite at
lower right: 30. On verso: at center inventory stamp in violet: S/I27835 (Georg Prince of Saxony); at
center customs stamps from Linz in violet and blue; inscribed in graphite at lower left: 2 fol. 35.
Ex-collections: Johann Georg von Sachsen; Wolfgang Gurlitt, Munich.

Note: Edward von Steinle (1810-1886) studied in Vienna in the early 1820s at the Akademie der
Bildenden Künste under Vincenz Georg Kininger and later privately with Leopold Kupelwieser,
who introduced Steinle to Quattrocento painting. Steinle soon went to Rome where he was
associated with the Nazarenes Philipp Veit, Friedrich Overbeck, and Joseph Führich. He
remained in Rome until the early 1830s and later assisted Peter von Cornelius with his frescoes
in the Pinakothek and Ludwigskirche in Munich before painting frescoes (1839-40) himself in
the chapel of the Rheineck Castle in Brohl am Rhein. In the 1840s and again in the 1860s,
Steinle contributed paintings for the cathedral in Cologne. In 1850 he began teaching history
painting in Frankfurt am Main, where Frederic Leighton was among his students. From 1861 to
1864, Steinle worked on paintings for the staircase of the Wallraf-Richartz-Museum, Cologne.
Steinle retained his Nazarene-influenced style throughout his career, in his religious pictures as
well as in his secular paintings.

3 CARPEAUX, Jean-Baptiste 1827 – 1875
French School
EVE TEMPTED, 1874
Bronze with greenish-black patina, mounted to olive-green marble base with rotation mount, inscribed
FIZEL AINE DEPOSE which has been fixed to it and gilded during casting. Overall height: 32” (81.3
cm); height from bottom of base to tip of the snake/child’s finger: 27 15/16” (70.9 cm); diameter of
circular base: 9 1/2” (24.1 cm). Title, signature, and date incised on front of base: EVE TENTÉE/JBte
Carpeaux 1874.

Note: In 1874, during his stay with his longtime friend, the painter Bruno Chérier, in
Montparnasse, Carpeaux worked on this model. The inspiration for the composition could very
well have come from sixteenth century sources, such as Titian’s The Fall of Man, in the Prado
Museum. The serpent figure takes the form of a cherubic child, whose lower extremities are
replaced by a serpent’s body. The present cast is comparable to the cast illustrated in Pierre
Kjellberg’s Les Bronzes du XIXe Siècle Dictionaire dès Sculpteurs, 1987. The cast is captioned
as being a lifetime cast, and like the present cast it bears no flourish at the end of the name. The
casts of propriété Carpeaux do bear the flourish.

4 COUTURE, Thomas 1815 – 1879
French School
MONK CONTEMPLATING A SKULL, circa 1875
Oil on canvas. 39 1/2” x 32” (100.3 x 81.2 cm). Signed with initials at lower left: T. C. On verso of
canvas, stamp: toiles et peintures fabriqué des couleurs fines de Forge-Carpentier/6 rue Halévy/62
rue...Paris. Tableaux Encadrements.
Ex-collection: Family of the artist; Charles Noël, sale, Paris, Hôtel Drouot, 23 February 1891, no. 10
(Lugt 49666); Henry Rittenberg, American painter, b. 1879; his family by descent.

Note: In his catalog of Couture’s works, Roger Ballu wrote of the present work:
If you thought that he had fallen below his own standards, only look at the masterly facture and
almost terrifying stillness of his Monk Contemplating a Skull, a work worth a place in a gallery
of Spanish painters, whose mysterious and somber compositions seem to be inspired by the
flaming stakes of the Inquisition...Couture has, with this painting, confirmed his artistic powers.

5 DIAZ de la PEÑA, Narcisse-Virgile 1807 – 1876
French School
PORTRAIT OF MADAME ALFRED FEYDEAU, circa 1859
Oil on canvas. 28 1/2” x 23 5/16” (72.4 x 59.2 cm). Inscribed on old stretcher bar: Portrait Madame
Feydeau par Diaz.
Ex-collection: Gert Schiff, New York.
Exhibitions: Exposition des oeuvres de Narcisse Diaz de la Peña à l’École nationale des beaux-arts
(Paris, 1877), as Portrait de Mme A. F., incorrectly dated 1872, cat. no. 61.
French 19th-Century Paintings (London: Alpine Club Gallery; New York: Shepherd Gallery Associates
and Jan G. Milner, 1977), p. 32.

Note: Madame Feydeau was the wife of architect and patron of the Barbizon artists, Alfred
Feydeau. The couple was friendly with the Barbizon circle, including Théodore Rousseau and
Jean-François Millet. Alfred Feydeau began his career building private residences, including the
Paris hôtel of Paul Demidoff in 1865. In his late career he served under Baron Haussmann and
became Inspector General of Cemeteries in Paris.
Since most of Diaz’s portraits depict family members, the present portrait attests to the warm
friendship the Feydeaus shared with Diaz. The present portrait seems to have been left
unfinished. It is possibly related to Diaz’s entry for the Salon of 1859 as Portrait de Mme A. F.,
catalog no. 894; this was the last Salon in which Diaz participated. A Salon critic of that year
expressed surprise that Diaz exhibited a portrait and a history picture along with his usual
landscapes. Diaz rarely painted or exhibited portraits, and aside from 1859, had only exhibited
portraits at the Salons of 1845 and 1851.
Diaz was a prolific artist and reached the height of his popularity as a Barbizon landscape painter
in the mid-1850s. Widely admired as a colorist, Diaz was often compared to Delacroix,
Correggio, Prudhon, and Velázquez. A contemporary critic, Jules Claretie, dubbed Diaz the
“Correggio of Barbizon.” The rich red of the backdrop and varied flesh tones of the present
canvas attest to his skill as a colorist. While he had achieved only moderate success in the
official system of the French art world and the Académie des Beaux-Arts, Diaz enjoyed
tremendous commercial success on both sides of the Atlantic as well as critical support from
contemporary critics.

6 FRATIN, Christophe 1801 – 1864
French School
VULTURE AND DEAD MAN, circa 1840
Bronze with chocolate-brown patina on a rectangular self-base. Height from bottom of self-base to tip of
wing: 9 1/4” (23.5 cm). Width of wingspan: 9” (23 cm). Depth from front of base to tail feathers: 6 1/2”
(16.5 cm). Signature cold stamped on right edge of base: FRATIN.

Note: As the son of a taxidermist, Fratin knew about animal anatomy at an early age. He studied
first under Charles-Augustin Pioche (1762-1839) in his native town of Metz and thereafter
moved to Paris where he studied with Théodore Géricault (1791-1824).
Along with Antoine-Louis Barye and Pierre-Jules Mène, Fratin was a leading animalier sculptor. Stylistically, Fratin differed from his contemporaries; he did not model his domestic animals
to the same dramatic degree as Barye, nor with the precision characteristic of Mène’s sporting
subjects. Less concerned with rendering exact anatomical detail, Fratin instead captured the energy, movement, and lively spirit of the animals he portrayed and he was noted for his
idiosyncratic subject matter.

7 FRENCH SCHOOL, after 1829
THE DUC DE BERRY ON HIS DEATH BED
Graphite on mediumwieight off white laid paper. Watermark as read throughverso vertically
across sheet: LAM (?) OANT/ & C/V (?) MARED (?) OUEL/ 1829. 13 7/8 x 20 inches (35.3 x
50.8 cm).Partially erased inscription in a modern hand at top left quarter of sheet: Le portrait du
Duc du Berry/ sur son lit de mort/Peut-etre d’Ingres? On verso, inscribed in blue ink at top left:
Le duc de Berry assasine .

(detail)

Note: On 13 February 1820, the Duke de Berry was stabbed and mortally wounded when
leaving the opera house in Paris with his wife, and died the next day. The assassin was a
Bonapartist opposed to the monarchy. Seven months after his death, the Duke's wife gave birth
to their fourth child, Henri, the Count de Chambord, who in the view of Legitimists was rightful
heir to the throne of France. Around 1830, the Orleanist party brought up imagery to appeal to
their cause. The assassination of the Duke de Berry, was one such subject.

8 FRENCH SCHOOL, circa 1800
FUNERAL PROCESSION INTO A CRYPT
Watercolor on medium-weight off-white wove paper, mounted to medium-weight wove paper.
No discernible watermark. 4 11/16 x 5 5/16 inches (11.9 x 13.4 cm). Inscribed at lower center
right of image: Pauline / 13 Juillet. Inscribed on back of mounting paper: B 10.

9 FREY, Johann(es) Jakob 1813 – 1865
Swiss School
A CEMETERY IN CAIRO, 1842
(Tomb of Charlotte von Dinklage (Canoness) in Cairo)
Graphite on medium-weight off-white wove paper. Watermark as read through recto: J.
WHATMAN/TURKEY MILL/1841. 12 5/8” x 9 7/8” (32 x 25 cm). Signed and dated in graphite at lower
left: J. Frey/1842. Lettering on the tomb stone: HIER/RUHET/CHARLOTTE VON
DINKLAGE/CANONISSIN/DES STIFTES BOERSTEIN/IN KOENIGLICH HANNOVER/SIE STARB IN
CAIRO/AM XI NOVEMBER/ MDCCCXLI. (Here rests Charlotte von Dinklage, Canoness in the convent
Boerstein, in the Kingdom of Hannover; she died in Cairo on November 11, 1841.

Note: The expedition to Egypt was a high point in the life of young Johann Jakob Frey. Born in
Basel, he first studied with his father Samuel Frey, then with Hieronimus Hess. Subsequently he
worked in Paris as a copyist of Dutch landscapes and as a restorer. In Munich he found a
patroness who enabled him to go to Rome in the 1830s. In 1842 he joined an expedition to
Egypt, led by the renowned Richard Lepsius, the founder of modern scientific archeology. For
health reasons, Frey had to return to Italy in 1843. He moved to Rome, married an Italian
woman, founded the German Artists Union (Deutscher Künstlerverein) and made his studio a
lively center of German artists in Rome. His landscape paintings became popular, attracting the
attention of Emperor Frederic William IV, who visited the studio and commissioned a painting.
Frey’s landscape paintings are in many museums, including Basel, Munich and Leipzig.

10 HIRÉMY-HIRSCHL, Adolf 1860 – 1933
Hungarian School
STUDY FOR “PROMETHEUS”, 1892
Oil on canvas. 27 3/4” x 13 3/4” (70.5 x 35 cm).
Note: Adolf Hirschl was born in Temesvár. At the age of eighteen, he received a scholarship to attend the
Vienna Academy. In 1882, he won the Rome Prize. After returning to Vienna, he pro- duced a large-scale
canvas The Plague in Rome (1884). This was the beginning of a highly successful career with numerous
commissions for historical and Symbolist works. In 1898, Hirschl permanently settled in Rome and at this
point added “Hirémy” to his name. The present work is a study for Prometheus, which was exhibited at the
Künstlerhaus in Vienna in 1892. The source of the subject is Aeschylus’s Prometheus Bound. Prometheus is
visited by the Undines. They are included in the finished version. However, in the present oil sketch, the
Undines are not yet realized. Instead, a red-headed female figure looms over the scene of Prometheus, corpses,
and the birds of Jove.

11 KARLOVSZKY, Bertalan 1858 – 1938
Hungarian School
PORTRAIT OF A KNIGHT OF MALTA, circa 1880/90
Oil on panel. 28 3/4” x 23 3/8” (73 x 59.4 cm). Signed at lower left: B. de Karlovszky/Paris. On verso: a
Paris art supplier’s stamp.

Note: Karlovszky was one of the most sought after portrait painters in Budapest during the
decade before World War I. His famous portrait of the young Princess Esterházy and the minister
Count Andrássy testify to his popularity among the highest ranks of Austro-Hungarian society.
Karlovszky was trained in Munich (1878) and Paris, where he specialized as a miniature painter.
In the 1890s he returned to Budapest. A sharp perception of details remained one of his
characteristics.
The present painting departs from this style. It is inscribed as being painted in Paris, but it shows
little resemblance to French portraits of the 1880s. The psychological intensity is similar to
works by the Austrian Anton Romako, an outsider in the second half of the nineteenth century.
The powerful use of black and the hazily lit background may also reflect the influence of Spanish
art, to which Karlovszky would have been exposed in Paris (as extensively documented by the
Metropolitan Museum’s exhibition Manet/Velázquez (March 4-June 29, 2003)).

12. LAZARUS, Sidney. 1912 – 1973
American School
TEA FOR HER SON, 1951.
Pen and ink on medium weight, cream card, no watermark, sheet dimensions: 12 7/8” x 17 7/8” (35.3 x 45.5 cm); image dimensions: 12 1/2” x 16 1/4” (31.8 x 41.3 cm). Signed in black ink lower right: S.
LAZARUS; inscribed in graphite in upper right of right margin: a cup of tea.
On verso: partial ink and graphite drawing of snake and animals in a temple;
inscribed in graphite in upper margin: tea for her son

13. LAZARUS, Sidney. 1912 – 1973
American School
RIVER CREATURE, 1957.
Graphite on medium weight, coated, cream card, no
watermark, 24 1/8” x 18 3/16” (61.2 x 46.2 cm). Signed and dated in graphite
lower right: S. Lazarus 57. On verso: ink wash drawing of nude woman and
creatures in forest.

Note: Lazarus’ drawings centered around his private world of fantastic imagery, culled from his
life experience and the knowledge of works by his predecessors Félicien Rops, Odilon Redon,
James Ensor, Heinrich Kley, and Alfed Kubin, amongst others. It is interesting to note how these
artists absorbed each other’s visionary experiences.
At the age of 20, Lazarus contributed to Alexander King’s Americana magazine. Other contributors included George Grosz, John Sloan, Peggy Bacon, ee Cummings, and Al Hirschfeld.
In 1931, he was awarded a scholarship to the Art Students League, and studied under Jean
Charlot, who took him under his wing as a protégé.
In 1932, Charlot arranged for a one-man exhibition of Lazarus drawings at the Julien Levy
Gallery. Held in the back room in the same year as Levy’s major ground-breaking exhibition
which featured the work of Pablo Picasso, Max Ernst, Joseph Cornell, and Marcel Duchamp.
Clearly, Levy saw the affinity of the young Lazarus with this group of artists.

14 LEGRAND, Louis-Auguste-Mathieu 1863 – 1951
French School
DRAWING FOR THE COVER OF “POEMES A L’EAU-FORTE”, circa 1914
(An Artist’s Book of Drawings and Etchings)
Black ink, and gray and black wash on mediumweight, off-white wove paper. No watermark. 16 1/16” x
14 1/8” (40.9 x 35.9 cm). Inscribed at lower center in black chalk: reduit 0.17 cm/de largeur; at upper
right in graphite: bon couverture; on mat in black marker in modern hand: Louis Legrand/Dijon 1863Gargan 1951.

Note: Poemes a l’eau-forte is an artist’s book of etchings, illustrating a group of poems by
Baudelaire, Mallarmé, Rimbaud, Verlaine and others. The book was published in 1914 in Paris
by Gustave Pellet in an edition of 80 copies, each including 30 etchings and 80 vignettes and
smaller inserts. The present drawing is the design for the cover before the text.

15 LÉVY-DHURMER, Lucien 1865 – 1953
French School
THE TERROR, circa 1898
(L’effroi)
Pastel on paper. 15 3/4” x 12 1/2” (40 x 31.8 cm). Signed lower right: LEVY DHURMER.

Note: Lucien Lévy-Dhurmer was born in Algiers into a Jewish family. It is not evident when he
or his family moved to France. To differentiate himself from numerous other Levys, he adopted
a part of his mother’s maiden name (Goldhumer). His education did not follow the routine path
of École des Beaux Arts, Rome prize, Salon debut. Instead, after studying with Raphael Collin
for a few months, Lévy-Dhurmer became a potter. He was artistic director in the manufactory of
Clément Massier on the Côte d’Azur for eight years, inventing new forms and techniques and
signing his pieces L. Levy. After a row with Massier he left and went to Italy around 1895. The
encounter with Italian Renaissance art was to influence him for the rest of his life.

16 MÜLLNER, Josef 1879 – 1968
Austrian School
MEDUSA, 1918
Bronze on square self-base with brown patination. Height, from bottom of self-base to top of head: 9 7/8”
(25 cm); width, from left to right curve of hair: 6” (15.2 cm); depth, from tip of snake in front to curve of
hair in back: 6” (15.2 cm). Signature incised at right side of self-base: J. MÜLLNER/1918.

Note: Josef Müllner was born in Baden near Vienna. The local museum of Baden (Städtische
Sammlungen, Archiv, Rollettmuseum) preserves a collection of models and small sculptures by
the artist. Müllner studied with Kaspar Zumbusch and Edmund von Hellmer at the Vienna
Academy, and won the Rome prize in 1903. Upon his return from Italy he began teaching at the
Academy in 1910. In 1922, he became director of the masterclass in sculpture and between 1926
and 1928 he was director of the Academy.
Medusa was shown in the Spring Exhibition of the Vienna Secession of 1910. The marble head,
crowned with bronze snakes, was mounted on a marble stele. The sculpture was acquired by a
member of the family Wittgenstein for their villa in Neuwaldegg near Vienna. Müllner had
previously executed two sculptures for the Palais Wittgenstein in Vienna: Minotaurus (marble,
1905) and Fight (bronze, 1907). Most of his early commissions came from private clients
(fountains, tomb sculpture); after World War I he created works for the Vienna University (War
Memorial to Students from the Vienna University), for a city park, a hospital, the Academy, etc.

17 NAMA, George.

b. 1939

American School
UNTITLED, 2001(von Teufeln /Devil’s Pageant)
Patinated bronze maquette. Height: 10 inches, width: 8 inches, depth: 7 ½ inches (21.5 x 20.3 x
19 cm). Unique cast.
The present cast is related to the 2001 collaboration between the sculptor and graphic artist
George Nama and the musician/poet Alfred Brendel, von Teufeln/ Devils’ Pageant. The original
project was a limited edition artist book with Nama’s etchings accompanying Brendel’s poems
on the subject of whimsical and naughty devils. Unique bronze casts and gouache drawings
were prepared to coincide with the exhibition.

18. NAMA, George b. 1937 American School
UNTITLED, 2017. Study for George A. Romero’s LIBERATOR.
Gouache and charcoal on antique paper. 12 x10 (30.4 x25.4 cm). Signed.
(From the original catalog notes)
LIBERATOR was a challenge for me on many levels. George R. wrote the story specifically for our endeavor. After my initial reading, I was immediately drawn to the atmosphere. It was a performance in a changing landscape. Elements of theatre, opera,
ballet or film seem to be apparent in this narrative of a folkloric legend of the Golem.
The tale is rich in imagery and we are witness to this choreographed drama as it
unfolds. My task was to make a transition from viewer to participant and try to find
that vein.
It was through this atmosphere that I could see clearly to enter the mysterious “garden” in the text. It was there I could create my own vision.
--- George A. Nama

19 PRADIER, Jean-Jacques, called James 1790 – 1852
French School
PANDORA, after 1856
Bronze with dark brown patina. Height, from bottom of self-base to top of tiara: 38” (96.5 cm). Signature
incised after casting on right side of self-base: Pradier.

Note: Pradier conceived Pandora at the same time as the sculptures La Sagesse and Anacréon.
The three figures in classical draperies reflect the midcentury 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.
References:
Lami, vol. 8, p. 110.
Jacques de Caso, Statues de Chair. Sculptures de James Pradier (1790-1852), Paris, 1986, cat. no. 81, ill.
p. 162- 163.

20. REIGL, Judit 1923 - 2020
Hungarian School
VANITAS, 2016
Graphite marker on mediumweight, white wove Canson paper. No watermark. 9 1/2” x 12 9/16” (24.1 x
32 cm). Dated and monogrammed in graphite lower right: 2016 JR.

Note: In the last years of her life, Judit Reigl, who was celebrated for her abstractions, created
new works which revisit the drawings of her youth. These early drawings were done with half
closed eyes. She stated that her new works are a “return from the visual to the visionary”.

21 ROGER, Eugène 1807 – 1840
French School
PREPARATORY STUDY FOR “GHOULS”, 1828
Black chalk, some graphite, and white heightening on heavyweight, grayish wove paper. No watermark. 6
1/2” x 8 1/2” (16.5 x 21.6 cm). Signed and dated lower left: Roger 1828. On verso: drapery study with
white heightening and sketch of a woman in Renaissance costume. Some inscriptions.
Exhibition (of the painting): Shepherd Gallery, Spring 1993, cat. no. 12.

Note: Roger had a short but very promising career. At age 22 he won the second prix de Rome; at
age 24 he exhibited for the first time at the Salon; at age 30 he won the first prix de Rome.
During his stay at the Villa Medici he painted the portrait of his fellow pensionnaire, the
architect Victor Baltard (1805-1874), and he became good friends with the artist Hippolyte
Flandrin.

22 ROPS, Félicien 1833 - 1898
Belgian School
DEATH PENALTY, circa 1859
(La pein de mort)
Black chack on papier calque lined with white wove paper. 18 3/8” x 12 1/16” (46.7 x 30.5 cm).
Collection marks at lower right: JO (encircled) and CD (encircled). Inscribed in graphite at lower left: La
pein du mort. Exsteens 530 Rouir 611, 831.

Note: The abolition of the death penalty was a big issue in France in the 1860s. In Belgium, the
painter Antoine Wiertz and the writer Charles de Coster, Rops’ friend, were actively involved in
the campaign. Rops wrote in 1879, referring to the drawing: “I hate drawings with a
philosophical or preaching message. But in this context I find the drawing ‘amusing’.”
A fully realized black chalk drawing, published with the date of 1859, is in the collection of the
Musée Rops in Namur. That drawing served later as a model for the lithograph, and in 1891 for a
heliogravure.

23 SARTORIO, Giulio Aristide 1860 – 1932
Italian School
FIGURE TIED TO CRUCIFIX WITH FOUR BIRDS, PERCHED, circa 1890/1910
Ink on paper. 8 1/8” x 6 13/16” (20.6 x 17.3 cm). Stamped: SG and Giulio Aristide Sartorio.

Note: Giulio Aristide Sartorio was one of the most celebrated decorative painters in Italy in the
years leading up to World War I, as exemplified by his most prominent commission: a mural
cycle for the Chamber of Deputies, in Italy’s parliament building, the Palazzo Montecitorio,
Rome. Comprised of over 50 panels in encaustic, rather than fresco or oil, The Italian People
(1908-1912) is an allegory of the history of Italy’s civilization. Filled with over 200 nude and
semi-nude figures striking dramatic poses, the frieze is intended to symbolize the values and
struggles of the Risorgimento movement, which led to the country’s unification in 1870.
Sartorio’s dynamic style is indebted not only to Italian masters such as Caravaggio (1571-1610),
but he was also drawn to the dramatic, often macabre, imagery of Symbolist artists, particularly
that of Arnold Böcklin (1827-1901). He also shared aesthetic and theoretical affinities with PreRaphaelite artists including John Everett Millais, William Holman Hunt, and Edward BurneJones, all of whom he met while traveling in England in 1893.

24 SCHLÜTER, E.
Austrian School

active 1851

VANITAS. SKULL WITH CANDLE AND WATCH, 1851
Oil on canvas. 16 1/2” x 21” (42.3 x 53 cm). Signed and dated in black oil at lower left: E. Schlüter 1851.
Exhibition: To Be, or Not to Be: Four Hundred Years of Vanitas Painting, Flint Institute of Arts, Flint,
MI, 2006, Plate 65.

Note: E. Schlüter is not listed in any of the standard artists’ dictionaries. It seems to us unlikely
that a painter of such high quality remained unrecorded. Since the present painting comes from
Vienna, it is possible that the artist worked in Prague, which had a large German speaking
population and in 1851 was part of the Austro-Hungarian Empire. Works coming from Central
Europe by artists, who did not study or make their mark in Western Europe, often fail to be
included in standard reference books.

25 SCHNACKENBERG, Walter 1880 – 1961
German School
PETER PATHE AND MARIA HAGEN IN SHADOWS AND LIGHT, 1919
Color lithograph. 48 3/8” x 35 1/2" (123 x 90.2cm), on linen, Printer: Kunstanstalt O. Consee, Munchen.

Note: Walter Schnackenberg studied in Munich but traveled often to Paris where he was
influenced by Toulouse-Lautrec. He was a frequent contributor to Jugend and Simplicissimus,
and then devoted himself to stage scenery and costumes. He was known for combining the
Jugendstil with expressionistic passages and incorporating Orientalist sensibilities, specifically,
utilizing its exotic subject matter and highly keyed color schemes. An example of this is his
portfolio style theatrical book entitled Ballet und Pantomime, published in 1920. Much of his
oeuvre employs a demonic element, reminiscent of Félicien Rops and Alfred Kubin.
Shadows and Light was a performance, based on Beauty and the Beast, by the Munich ballet
dancers, Peter Pathe and Maria Hagen.

26 SUCHODOLSKI, January or Janvier 1797 – 1875
Polish School
MOUNTED ARAB RIDER IN DESERT LANDSCAPE WITH SKELETONS, 1830
Graphite on off-white wove paper. 5 1/4” x 8 3/8” (13.3 x 21.9 cm), irregular left edge. Partial watermark
at lower right corner: a branch with leaves. Signed and dated at lower right corner in graphite: 1830
January. Inscribed in graphite along bottom edge of drawing: Lec latawise bialonagi, trupy uragany
zdrogi—(?); translation: Fly, white footed “kite,” skeletons and hurricanes out of the way (possibly by
Stowacki).

Note: Born in Grodno, Suchodolski came to Rome in 1831 and studied under Horace Vernet at
the Villa Medici. In 1847 he followed Vernet to St. Petersburg, assisting his master with the
execution of several large paintings commissioned by Czar Nicholas.

27 WOLF, Rudolf Robert 1877 – 1940
German School
HAMMER’S ANATOMICAL AND PATHOLOGICAL EXHIBITION OF COMMON
AILMENTS, 1906
Black and white lithograph. 45 7/8” x 26 5/8” (124.2 x 67.6 cm), on linen, Printer: Schon & Maison,
Munich.

Note: Rudolf Robert Wolf, a genre painter in Munich, was also a lithographer and he produced
only a few posters.
Emil Hammer’s grandfather, Josef Hammer, was a court wax sculptor to King Ludwig I. His
father, Johann Nepomuk Hammer, established himself in Munich and became a specialist in lifesize wax figures. In the 1890s, Emil founded a panopticon in the Neuhauserstrasse. The present
poster is for Emil Eduard Hammer’s (1865-1938) 1906 exhibition of wax models in his threestory panopticon in Munich. His wax-work anatomical figures and dissections became worldrenowned. The academic world criticized these displays as they employed titillating exhibits
such as, Buried Alive, showing a woman pushing open the lid of her coffin, from which she was
emerging. Other scenes included a gorilla carrying off a farmer’s daughter, a polar bear attacking
a sparsely clad woman hanging herself inside a bear-pit, and a piece titled Nightmare, showing a
small ape perched on a sleeping woman’s stomach.
There was a scientific side to these exhibitions as Hammer prepared models of anatomical parts
of the body along with the chemical compounds found in the body. He had spent 40 years to
complete an exhibition of 2000 models which was highly praised by medical authorities. In
1930, a fire in Dortmund consumed the entire collection of wax figures and alcohol preparations.
Fortunately, in 1912, Hammer had established a branch of his business within the campus of the
University of Illinois in Chicago; it was managed by his son Adolf. This American branch was
advertised in a 1916 brochure which reused Rudolf Robert Wolf’s present poster image on its
cover.

28 ZICHY, Mihály 1827 – 1906
Hungarian School
ILLUSTRATION TO THE BALLAD “SMOKE” (Füst) BY JANOS ARANY (1817-1882),
1892/97
Brown and black wash, black chalk, graphite, and lead white on mediumweight, white wove paper with
trun- cated corners. No watermark. 10 1/8” x 6 5/8” (25.7 x 17 cm). Inscribed in graphite at lower left:
Füst. Marked in red at lower right: B (3?).

Note: Highly recommended by his Viennese teacher Ferdinand Waldmüller, Mihály Zichy
arrived at the Russian court in St. Petersburg in 1847; twelve years later he was officially
appointed court painter where he recorded numerous balls, parades, hunting scenes, and
receptions. In addition, his illustrations to Goethe’s Faust and Byron’s Don Juan made him
famous throughout Europe. Zichy’s drawings for Janos Arany’s ballads are reprinted in popular
editions in Hungary to this day.

29 ZICHY, Mihály 1827 – 1906
Hungarian School
DEATH OF A POET
Crayon and estompe on ivory wove paper mounted to card, no watermark. 12 ¼” x 14” (31.1 x 35. 6 cm).

