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COVER ILLUSTRATION: Henner, Jean-Jacques, SHEET OF HEAD STUDIES WITH ONE 

STUDY OF A NUDE, cat. no. 38. 

 

TECHNICAL NOTES:  All measurements are in inches and in centimeters; 

height precedes width. All drawings and paintings are framed.  Prices on request.  All works 

subject to prior sale. 

 

SHEPHERD GALLERY SERVICES has framed, matted, and restored all of the objects in this 

exhibition, if required. The Service Department is open to the public by appointment, Monday 

through Friday from 10:00 a.m. to 6:00 p.m. Tel: (212) 744 3392; fax (212) 744 1525; email: 

sgservicesny@aol.com. 
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1   AGRICOLA, Carl Joseph Alois   1779 – 1852 

     Austrian School 

 

“THE FIRST PORTRAIT”, 1789 

 
Graphite on heavyweight, off-white laid paper, no watermark. 4 5/8” x 3 1/2” (11.8 x 9 cm). Inscribed by 

the artist along right margin: das 1 e Portrait 1789 Rho…feld (the first portrait, 1789 Rho…feld). 

 

Note: Agricola was born at Bad Säckingen in 1779, studied in Karlsruhe, and traveled to Vienna 

in 1798 where he enrolled in the Academy and studied under Heinrich Füger. 

 

 He became known for his mythological paintings such as Cupid and Psyche and for his 

etchings and lithographs. His miniature portraits were much acclaimed and he was appointed 

court painter to the Duc de Reichstadt.    

 

Agricola was ten years old when he drew this portrait. Obviously he treasured it, since he 

kept it for a long time before it was saved in his album.  



 
 

 

2   AGRICOLA, Carl Joseph Alois   1779 – 1852 

     Austrian School 

 

STUDY FOR THE PAINTING “PRINCESS GABRIELE DIETRICHSTEIN (1804-1880) AS 

HEBE”, 1821 

 
Black and red chalk on mediumweight, off-white wove paper, no watermark. 13” x 10 7/8” (33 x 27.6 

cm). 

 

 



 
 

 

3   AMAURY-DUVAL, Eugène-Emmanuel   1808 – 1885 

     French School 

 

BUST-LENGTH PORTRAIT OF A LADY IN A DAY-DRESS, 1859 

 
Brown and black chalk heightened with white and slight red chalk on mediumweight, off-white wove 

paper, no watermark. 20 5/16” x 16 5/8” (51.6 x 41.6 cm). Signed and dated in red chalk at lower right: 

Amaury Duval/1859. Matting instructions inscribed along bottom edge in graphite. 

 

Note: While the identity of the sitter is unknown, the treatment of the present drawing shares 

certain resemblances with one of Amaury-Duval’s slightly later works, a painted portrait of 

Madame de Loynes (Musée d’Orsay) from 1862. Glossy highlights are visible on either side of 

smooth, dark, parted hair, the coiffure of the time. Softly modeled outlines of the symmetrical, 

oval face almost form a backdrop for the young woman’s penetrating gaze; her eyes emerge 

from deep shadows. 

 In 1859, the date of the present drawing, Amaury-Duval exhibited three female portraits 

at the Salon, none of them identified. In addition to his portrait paintings, Amaury-Duval often 

exhibited highly finished portrait drawings, in charcoal as well as in chalk. It was typical in 

portrait drawing to render the facial features and hair in a greater degree of finish while treating 

the clothing of the sitter in a sketchier fashion.  



 
 

 

4   AMSLER, Samuel   1791 – 1849 

     Swiss School 

 

PORTRAIT OF GEORG MÜTTRICH, 1819 

 
Graphite on mediumweight, 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: 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. 

 

 Born in Switzerland, Samuel Amsler studied engraving in Zürich (1810), and later at the 

Academy of Munich (1813-16) under Carl Hess, whom he succeeded as professor of engraving 

in 1829. While a student in Munich, Amsler became close friends with J.A. Ramboux. Together 

the young men hiked through Switzerland and on to Rome. They arrived in 1817, and Amsler 

stayed until 1819; he returned one more time from 1821 to 1825. For some time, Ramboux and 

Amsler roomed together at the Palazzo l’Arco on the Pincio, not far from the Casa Buti, where 



Thorvaldsen lived, as well as Vogel von Vogelstein, Rudolf Schadow and other artists from the 

large international community of artists in Rome. The German contingency developed a 

communal style of working in groups, drawing or painting the same sights, and often each other. 

These portraits became almost a genre by itself. The heads are depicted in strong outlines, 

without background or accessories. The facial expressions combine individual character and an 

idealistic outlook. Amsler seems to have regarded his portrait drawings as personal treasures 

which he preferred to keep for himself. Contemporary artists knew about them and admired 

them, but most of them disappeared from public view after his death. An obituary pays tribute to 

Amsler as a draftsman: 

 

His sketchbooks are full of portraits of interesting people, a few of them set down almost 

casually but all recorded with characteristic precision. Even when occasionally he made pencil 

portraits on a larger scale, he still retained an admirable economy of line and such total 

confidence in his manner of expression that this invested his drawings with an immediacy and 

truth to life” (Bailey p. 651). 

 

 All we know at this time about Georg Müttrich is his age, twenty-two years, and that he 

came from Vienna.  The authorship of this drawing has been confirmed by Colin J. Bailey.  

 

 



 
 

 

5   AMSLER, Samuel   1791 – 1849 

     Swiss School 

 

PORTRAIT OF A YOUNG MAN, POSSIBLY ERNST CHRISTIAN HINGSTEDT (1795 or 

99-1821), circa 1819 

 
Graphite on mediumweight, 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. 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. 



 
 

 

6   BARGUE, Charles   1826/27 – 1883 

     French School 

 

SLEEPING FIGURE 

 
Graphite on mediumweight wove paper with lines drawn around image. 5 1/8” x 3 3/4” (13 x 9.5 cm), 

irregular edges. Estate stamp at lower right: VENTE BARGUE 1883. On verso: lithograph of a Madonna 

and Child. 

 

Ex-collection: Robert Isaacson and James Draper. 

 

Note: This drawing was likely completed during the artist’s early career before he became 

acquainted with the publisher Adolphe Goupil and the artist Jean-Louis Gérôme in the 1860s. As 

Hélène Lafont-Couturier writes in the catalogue Gérôme and Goupil from 2000, Bargue’s early 

paintings and drawings featured “rather tawdry subjects” and “low comedy” and were often 

transferred into lithographs “aimed at popular, sentimental, certainly not high-brow tastes”. 

Lafont-Couturier also characterizes these works as “peopled with figures vulgarly caricatured 

with clichéd, easily recognizable expressions and gestures”. The catalog of Catholina Lambert’s 

collection references a work by Bargue that may have also come from this period of his career. 

Entitled Peasant Boy of the Apennines, the work is described as a “half-length head of a little lad, 

whose back is toward the spectator, with head turned to look over his right shoulder”.  



 
 

 

7   BEHN, Fritz   1878 – 1970 

     German School 

 

ALBERT SCHWEITZER, 1951 

 
Bronze with dark brown patina on rectangular marble base. Height without base: 13 1/2” (34.3 cm); 

depth, from tip of nose to rear of head: 7” (17.8 cm); height with base: 15 1/2” (39.4 cm); height of base: 

2 1/16” (5.3 cm); length of base: 8 9/16” (21.7 cm); depth of base: 5 1/16” (12.8 cm). Customs clearance 

stamp on label inside bottom of hollow: Zollamtlich/abgefertigt (cleared by customs); circular stamp in 

ink, surrounding stylized eagle: LANDSBERGERSTR/[illegible 

number?]/HAUPTZOLLAMT/MÜNCHEN; date written in black ink above the word “abgefertigt”: 

29.11.51. 

 

Note: Albert Schweitzer (1875-1965) won the Nobel Peace Prize in 1952 for his speeches and 

writings about the dangers of nuclear weapons. Behn sketched Schweitzer at the latter’s busy 

home shortly before he received the Nobel Prize. Schweitzer led an active and influential life—

contributing to the fields of music, religion, philosophy, and medicine. 



Schweitzer’s family home at Gunsbach, France, became the Schweitzer Museum. Near 

Gunsbach is a monument to Albert Schweitzer sculpted by Fritz Behn and erected in 1969. The 

sculpture’s contemplative posture and down-turned gaze mimic that of the present bust.  

 

Behn studied at the Academy of Fine Art in Munich under Wilhelm von Rüman and 

Adolf von Hildebrand, and later in Paris with Auguste Rodin. His animal sculptures and 

paintings brought him renown, and he became a professor at the Academy of Fine Art in Munich 

in 1925. From 1939 to 1945 he taught at the Academy of Fine Art in Vienna. During the 1920s 

and 1930s he traveled throughout South America and Africa, where he must have become 

familiar with Schweitzer’s work. His busts of notables, including Schweitzer, composers Hans 

Pfiztner and Ludwig von Beethoven, novelist Honoré de Balzac, opera singer Maria Callas, and 

poet Rainer Maria Rilke among others were internationally well-known. The Fritz Behn-

Museum is located in Bad Dürrheim, Germany. 

 

 

 



 
 

 

8   BOBROV, Victor Aleksejevich   1842 – 1918  

     Russian School 

 

PORTRAIT OF A YOUNG WOMAN, 1883 

 
Watercolor on heavyweight, off-white watercolor paper, no watermark. 15 3/4” x 11” (40 x 28 cm). 

Signed and dated at lower right: V. Bobrov 83. On verso inscribed in Cyrillic, translated: For the Jubilee 

book of V.V. Samojlov from Bobrov. 1884.  

 

Note: This portrait was a gift from the artist to his fellow painter Samojlov, on whose fiftieth 

birthday friends and colleagues gathered watercolors in a jubilee album.  

  

Bobrov was honored as an outstanding student at the Academy of St. Petersburg in 1868. 

Five years later, he was given the title of Academician. From 1882 to 1903, he belonged to the 

Society of Russian Watercolor Painters. Among his portraits (paintings, watercolors, etchings) 

are those of F. M. Dostojevsky (1883), A.M. Gorky (1908) and I. S. Turgenjev. The Tretjakov 

Gallery in Moscow owns Bobrov’s portrait of the painter V.M. Maksimov (1864). 

  

 

 



 
 

 

9   BOLDINI, Giovanni   1842 – 1931 

     Italian School 

 

SUZY, circa 1925 

 
Pen and ink on linen-structured stationary paper, no watermark. Sheet size: 7 7/8” x 5 5/8” (20.1 x 14.2 
cm). Hotel letterhead on verso: Hotel Victoria/P. Walsdorff PRE DIRR/RUE DU CERCLE NAUTIQUE & 
RUE D’ANTIBES/CANNES A.M./[Emblem of a tree atop a hillside overlooking the sea]/TELEPH. 
628/RC CANNES 3370. 
 

Note: The present work, drawn with pen and ink upon hotel stationary paper, depicts Suzy 
Lecormie, an artist’s model who lived and traveled with Boldini in Cannes in 1926. It is believed 
that Boldini originally met Lecormie in Brittany and invited the young woman to join him in the 
sunny climes of the French Riviera so that she could recover from tuberculosis. The fondness 
Boldini felt for Lecormie is expressed in a letter the artist wrote to his brother in 1926 in which 
he enclosed a photograph of himself and the model captioned: “Here is a picture of Mr. and Mrs. 
Boldini in Cannes waiting for spring.” This fondness is similarly expressed in the handful of 
drawings from this period that depict Suzy Lecormie from various angles, perspectives and 
levels of scrutiny. Sketched quickly and focused on the sitter’s expressive facial features, Boldini 
attempted to capture and reveal a sense of his muse’s psychology and vibrancy of life. Looking 



out at the viewer, who is also Boldini, Suzy Lecormie appears inviting, comfortable and open. It 
seems that Boldini ultimately gave Lecormie all the sketches he had done of her. All of them, 
including the present work can be traced back to having been in her personal collection.   
 
 

 

 



 
 

 

10   BOUTET DE MONVEL, Bernard   1881 – 1949 

       French School 

 

PORTRAIT OF A WOMAN, circa 1930 

 
Pencil on paper, squared for transfer. Sight dimensions: 21” x 18 3/4” (53.3 x 47.6 cm). 
 

Note: Born in Paris in 1881 to a “family of cultivated artists and of the Paris 

bourgeoisie”, Bernard Boutet de Monvel was primed at a young age for a life of success. Eager 

to commence his professional career, his artistic training under his father, painter and children’s 

book illustrator Maurice Boutet de Monvel (1850-1914), painter Luc Olivier Merson (1846-

1920), and sculptor Jean Auguste Dampt (1854-1945), was short-lived although critical. During 

this time, Boutet de Monvel was introduced to the medium of color etching and specifically the 

“au repérage method” in which a separate plate is utilized for each color. In short time, Boutet de 

Monvel became the “undisputed master of this technique” and impressions of his works were 

prized both for their aesthetic value and their scarcity. 

 

Beginning in 1905, the young artist was regularly exhibiting his paintings, mainly 

portraits, in the highly publicized shows of the Société Nationale des Beaux-Arts, the Salon 

d’Automne, and the Salon des Indépendents. His works, which hung alongside those of his 



contemporaries, including Matisse, Braque, Derain, Rousseau and others, during this important 

and pivotal period in the development of modern art, received great praise. By 1907, in the 

United States, the artist’s works were included often in shows at the Carnegie Institute at 

Pittsburgh and in 1910, a lengthy traveling exhibition was organized to introduce the American 

public to one hundred of Boutet de Monvel’s color etchings. Boutet de Monvel became known 

specifically for his geometric style of draftsmanship, in both his paintings and graphic works, 

and he was praised for his diplomatic sensitivity and respect to his artistic heritage as well as his 

acceptance of and open-mindedness toward modern stylistic trends. 

 

World War I brought a temporary hiatus to his artistic career although certainly not to the 

level of acclaim he had reached in Paris. An aviator who was wounded several times throughout 

the war, Boutet de Monvel was decorated with various honors, including Chevalier of the Légion 

d’Honneur. During the last years of his service, from 1917-1919, Boutet resided in Morocco and 

became a prolific painter of Fez and Marrakesh. 

 

Upon his return to Paris, Bernard Boutet de Monvel took up his career again in earnest, 

resuming his work in oil and etching. His portraits were much sought after and he agreed to only 

paint a few a year, as he needed to take ample time to create works that properly revealed “the 

soul and mind of his sitter.” Additionally, since the beginning of his career, Boutet de Monvel 

had worked in the profitable publishing and fashion industries, creating vignettes for magazines 

and books. Ultimately, from 1926 to 1933, the artist was exclusively contracted to Harper’s 

Bazaar. Also in 1926, Boutet de Monvel began traveling regularly to the United States and 

specifically New York, where he was commissioned to paint the portraits of the city’s most 

wealthy: Frick, Astor, and Vanderbilt, to name a few. The dawning of the Great Depression did 

nothing to slow the artist down; as commissions for portraits waned, he turned instead to painting 

cityscapes; his “portraits” of New York’s famous skyscrapers have been likened to the 

precisionist paintings of Charles Sheeler.  

 

Bernard Boutet de Monvel died in 1949 at the age of 68 when, during one of his frequent 

transatlantic flights, his plane crashed on São Miguel Island in the Azores. The most recent 

retrospective of Boutet de Monvel’s work was held in 2001 at the Mona Bismarck Foundation in 

Paris; the retrospective was organized by Boutet de Monvel scholar, Stéphane-Jacques Addade. 

  

 

 



 
 

 

11   BOUTET DE MONVEL, Bernard   1881 – 1949 

       French School 

 

WOMAN WITH WHITE RUFFLED COLLAR, circa 1930 

 
Pencil on paper, squared for transfer. Sight dimensions: 17” x 15” (43.2 x 38.1 cm). 
 

 

 

 



 
 

 

12   BRILLOUIN, Louis-Georges   1817 – 1893  

       French School 

 

HEAD STUDY OF A MAN WEARING A HAT, POSSIBLY THE ARTIST, ADRIEN DE 

WITTE (1850-1935), 1885 

 
Black chalk on blue-gray wove paper, no watermark. 11 1/8” x 9 11/16” (28.2 x 24.6 cm). Signed with 
monogram and dated in black chalk at lower right: G.B. 31 marz 85. Atelier stamp at the lower left in 
blue, within an oval: ATELIER/G. BRILLOUIN (no Lugt reference).  
 

Note: Brillouin had a somewhat atypical career. He entered the École des Beaux-Arts in 1840 

and studied with the portrait painter Michael Drölling. He never competed for the Prix de Rome. 

In 1843, he had his Salon debut, and he exhibited throughout his life, although it seems that he 

never received a public commission or sold anything to the State. He went to Italy in the late 

1840s, perhaps to meet up with his second teacher, Louis Cabat, who had left for Rome in 1846. 

Cabat, predominantly a landscape painter, was only five years older than Brillouin. 

 



 From Italy, Brillouin sent mostly drawings in black crayon to the Salon. Their subjects 
indicate the direction in which he would become most successful: a combination of genre and 
history painting, drawn from literature and artists’ biographies. In the Salon of 1847, he 
exhibited four drawings inspired by Victor Hugo, and one based on an essay by George Sand; 
other drawings in this exhibition depict Van Dyck Drawing the Portrait of His Wife and a Scene 
from King Arthur’s Court. Brillouin avoided the beaten path of biblical and classical subjects, 
turning to art history legends, or medieval sources. 
 
 Without the Prix de Rome, without government support, he nevertheless succeeded in 
showing his paintings not only in Paris, but also in Vienna (1872, 1874, 1882) and in Belgium. 
Brussels offered him what he did not achieve in Paris: King Leopold II bought Brillouin’s 
painting A Visit from Amateurs (1857) and decorated him with the Order of Leopold in 1870. At 
the age of 67, Brillouin was eventually honored in Paris. A preview of a sale of his paintings 
(April 1884) was held in the elegant Salons of the Cercle artistique et littéraire on the rue 
Volnay. The exhibition was accompanied by a catalog with a comprehensive introduction by 
Ernest Chesneau.   
  

 

 



 
 

 

13   BÜRKEL, Heinrich   1802 – 1869 

       German School 

 

PORTRAIT OF H. STÖCKEL, 1844 

 
Oil on canvas laid down to heavyweight card. 3 13/16” x 3 3/8” (9.7 x 8.6 cm). Incised at upper left: H. 

Stöckel/1844/II; initials incised at lower right: H B. Inscribed in kurrent script on tab of card lower right: 

H. Stöckel 1844/II. 

 

Note: This intimate portrait of what seems to be a fellow artist, wearing a blue smock, is 

inscribed H. Stöckel. It is a mature work by the renowned landscape painter. It is possible that it 

could be an assistant in his atelier, and not a recognized painter, as there is no listing for an H. 

Stöckel in the major art reference books. The work came from what was obviously a collection 

of sketches, since on the verso of the card is a remnant of another pasted-in work, with a similar 

etiquette at the bottom. It might have been a personal album of the artist.     

  

 

 



 
 

 

14   CARNOVALI, Giovanni, called IL PICCIO   1804 – 1873 

       Italian School 

 

MARCO FORMENTINI (1811-1883), 1826 

 
Oil on canvas. 10 1/4” x 8 1/2” (26 x 21.7 cm). Inscribed at length with date, name of the sitter, his 

biographical details, and a record of the descent of the sitter through the family. 

 

Note: By the time he was eleven, Carnovali, known as “the little one” became a pupil of 

Giuseppe Diotti. His early work reflects the influence of Andrea Appiani, leaving behind the 

strict neoclassicism of his academic training, and a return to the softer luminosity of the 

Renaissance. The sitter was from a noble family of the town of Montegrino, the birthplace of the 

artist, and a fellow student at the Accademia Carrara. Carnovali was a passionate painter at age 

nineteen. Later in life, he became one of Italy’s leading economists and historians.  

  

 

 



 
 

 

15   CARPEAUX, Jean-Baptiste   1827 – 1875 

       French School 

 

LAUGHING BOY WITH AN ORNAMENT OF VINE LEAVES AND GRAPES, after 1894 

La Rieur aux pampres 

 
Bronze, mounted to red marble base. Overall height: 23.5” (59.7 cm); width: 14.5” (36.8); depth: 13.5” 

(34.3). Incised lower right: JB. Carpeaux; numbered: 1204. 

 

Note: The subject of the present work was adapted by Carpeaux in 1873 from an earlier bust, Le 

Rieur napolitain, 1863, which similarly captures the spirit of a laughing youth, although then in 

the guise of a fisherboy. La Rieur aux pampres was intended to be a pendant piece with La 

Rieuse aux roses, 1872. While La Rieur aux pampres was first executed in terra cotta and 

marble, after 1894, this posthumous edition in marble and bronze, often with mixed patina and 

without a foundry mark, was offered in response to the growing market for statuettes, which 

were dubbed by Ruth Mirolli as “monuments for the middle class” in her 1971 exhibition catalog 

for the J.B. Speed Art Museum.   



 
 

 

16   CHAPLIN, Charles   1825 – 1891 

       French School 

 

PORTRAIT OF A WOMAN, 1872 

 
Black chalk, heightened with very slight white on tan (once blue) laid paper, mounted to white wove 

paper, no watermark. 13 5/16” x 11” (35.2 x 28 cm). Signed and dated in black chalk at lower left: Ch. 
Chaplin/1872. 

 

Note: The fresh immediacy of this drawing, not unlike some drawings by Degas, is a good 

testimony for the artist’s reputation as “a painter of women”. His paintings of Sleepers, 

Dreamers, and Bathers gained him the patronage of Napoleon III. Many of Chaplin’s images 

were widely distributed in engravings.  

  

 

 



 
 

 

17   CONDER, Charles   1868 – 1909 

       English School 

 

Recto: PORTRAIT OF A WOMAN 

Verso: SPANISH SCENE WITH FOUNTAIN AND FIGURES 

 
Black chalk and graphite on heavyweight, gray wove paper, one edge folded. 10 3/4” x 16” (27.3 x 40.6 

cm). Partial watermark at upper left: ACL… 

 

Note: Charles Conder was born in London, but worked most of his life in Australia and Paris. 

Sent as an apprentice to his uncle, a land surveyor in Sydney, young Conder was soon enrolled at 

the Academy and was introduced to Impressionism and the Aesthetic movement. In 1890, 

Conder settled in Paris, where he befriended William Rothenstein, Jacques-Emile Blanche, and 

Henri de Toulouse-Lautrec. He painted fantasy figures on silk fans and landscapes, which he 

exhibited mostly in London. After some years of moving back and forth between Paris and 

London, he married in 1901, and settled in London. In 1906, he suffered his first attack of 

paralysis, to which he succumbed three years later. 

 

 In 1905, Conder had travelled with his wife to Spain, and it seems that the verso of the 

present drawing was inspired by a Spanish town, most likely Seville, since Conder stayed and 

painted there for some time. Whether the portrait represents his wife remains inconclusive.  

  

 

 



 
 

 

18   CORDIER, Charles-Henri-Joseph   1827 – 1905 

       French School 

 

PRIESTESS AT THE FESTIVAL OF BEANS, 1856 

 
Bronze with dark brown patination. Overall height, from top of head to self-base: 23.5” (59.7 cm); overall 

width, from left shoulder to right shoulder: 17” (43.2 cm); overall depth, from front of garment to back of 

garment: 11” (27.9 cm). 

 

Note: Note: Cordier was born in Cambrai where he received his first drawing lessons at the local 

art academy. In 1846, at age nineteen, he entered the École des Beaux-Arts, Paris but soon left to 

join the atelier of the eminent Romantic sculptor François Rude (1784-1855). He made his Salon 

debut in 1848 and would later earn several awards at subsequent exhibitions. He became a 

chevalier in the Legion of Honor in 1860. Cordier is best known for his ethnographic sculptures 

of non-European peoples, produced with the intention to represent the “universality of beauty.” 

 

The following is an excerpt from painter Eugène Fromentin’s travelogue Between Sea 

and Sahara: An Orientalist Adventure (1850s). In this section, Fromentin describes his 

impressions of the Algerian Festival of Beans; it is possible that he may have encountered the 

very woman depicted in Cordier’s sculpture:  



Chapter 3: Mustapha d’Alger, April 

 

I’m writing to you from Algiers, where I’ve come to take part in the “feast of the fava beans” 

(Aid-el-Fould). It’s a holiday of the blacks. They celebrate it every year during the month of 

April when the first fava beans are harvested. Why fava beans in particular? What is the religious 

meaning of the feast day? Why this bull dressed in fine cloth, adorned with bouquets of flowers, 

and which a sacrificing executioner kills by slitting its throat as part of a barbaric ceremony? 

Why a fountain, the lustral water, and the bull’s blood with which the crowd gets sprinkled as if 

by sacred rain? Why is it that it’s specifically women who carry it out and form whom it exists? 

A woman distributes the blood and is the first one to take water from the fountain, and if the men 

perform the dances it’s women who seem to be in charge. There are a number of points 

concerning the Aid-el-Fould of Algiers that are explained in different books, but let me confine 

myself to telling what I saw. The picture presented is most unusual and quite spectacular. Not 

once did I think today that this completely African ceremony, which is a mixture of tragic pomp 

plus amusements, dancing, and feasting, was anything other than a big show conceived by this 

joyous group of people to dazzle each other and have a great good time. Once a year they allow 

themselves the combined pleasures of great display, sanctioned gaiety as well as intemperate 

behavior. 

 

The feast takes place by the sea between the military training ground and the hamlet of Husein-

Dey around a sacred tomb. This lies deep among the cactus on a large esplanade where the view 

is both of the limitless sea and the Hamma. The elevated site could not be better chosen as such a 

vast stage set where two or three thousand spectators gather for the feast, all of them blacks, both 

men and women. Tents are put up, makeshift ovens are built, kitchens open to the breeze are 

organized—more or less like our country fairs. Moorish cooks gather with all their pots and 

pans, and as soon as the ceremony is over meals are served, which is definitely the most serious 

occupation that day. Below that amphitheater ringed with tents and decorated with flags, down 

on the beach itself is the other half of the crowd. They’re the fanatics who are in charge of the 

ceremony, the faithful who want to follow it from close up and those curious Europeans or Arabs 

who’ve come to see. Finally, there are those several hundred blacks having hastened there with 

the determination, courage, and vigor to dance twelve hours without stopping, which, let it be 

said, is a superhuman tour de force. 

 

When the procession arrived it was hard to find a place to see, and I only glimpsed the bull. 

Although it was far away and the sea dulled its effect, I heard a horrible music of iron crotals, 

drums, and hautboys that erupted on the beach, announcing the arrival of the cortege. The crowd 

immediately pressed forward, and I could gather from the concentric circle it formed that the bull 

must be in the center. A few minutes later the circle opened so that you could see the victim 

stretched out on the sand with its throat cut and in the process of spilling its remaining blood. As 

soon as it had been struck down, the more excited threw themselves at it and the instant it had 

finished bleeding started to cut it up. The act of butchering it took place at the foot of the shrine 

and as near as possible to the fountain so that the lustrations and the sacrifice could take place at 

the same moment. Many of the spectators then went down to the spring and for a good part of the 

morning I could see small bottles of water being passed up. Looking satisfied, the black women 

came back from there with blood spattered on their faces, the scarlet of the blood disappearing in 

the purple color of their haiks—a detail worth noting. 

 



Just imagine a thousand women at least, which is more than half of that strange assembly. From 

their dress they can’t be told one from the other since the standard shrouding veil hides the 

numberless splendors of color. Every woman is wrapped in red, a fierce red without any nuance 

or softening admixture, the pure red that a painter’s palette can scarcely reproduce, made fierier 

yet by the sun. It achieves an ardent extreme with the help of other exacerbating sensations. 

Indeed, this vast display of flame-colored fabric was spread out over the spring’s grassy carpet, 

which was the most vivid green. It was further set off by the sea, which was the strongest of 

blues for there was a little wind and the water merely rippled. From a distance what you saw at 

first was a grassy knoll haphazardly dotted with poppies. Close up, the effect of those singular 

flowers became unbearable. When a dozen of these women were grouped along with their 

children dressed just like their mothers they created a solid mass of vermilion. It was impossible 

to face such dazzle without being practically blinded. Everything paled next to this inimitable 

red. Its violence would have terrified Rubens, the only one of whom red of whatever kind never 

frightened.  

 

 

 



 
 

 

19   DEVREESE, Godefroid   1861 – 1941 

       Belgian School 

 

HEAD OF A YOUTH 

 
White marble on self-base, set on a rectangular red-black-green marble base. Height, from bottom of base 

to top of hair: 15 1/4” (38.7 cm); width, from left to right shoulder truncation: 14 3/4” (37.5 cm); depth, 

from edge of hair in front to curve of shoulder in back: 11” (28 cm); size of base: 8 1/2” x 9 1/2” x 6” 

(21.5 x 24.1 x 15.2cm). Signature incised on rear of left shoulder: G. Devreese.  

 

Note: Son of the sculptor Constant Devreese, and grandson of the stone cutter Van de Wiele, 

Godefroid Devreese grew up in his father’s studio, drawing and modeling small objects. He 

attended the Brussels Academy from 1881 to 1886 and won the grand prix for sculpture in 1889. 

He had a brilliant career, and never lacked commissions, whether for private portraits, public 

monuments, war memorials, fountains or large figure compositions. With astounding facility he 

treated a large variety of subjects and worked in many different media. He executed medals, 

reliefs, decorative objects, busts, and figures. His subjects ranged from classical mythology to an 

homage to aviators, inspired by Charles Lindberg. 



Devreese never associated with one particular artistic group or movement, yet his work is 

immediately recognizable by very distinct formal qualities. The outline is always clearly 

perceivable, the composition tends to be stylized, smooth, and statuary. In his portraits Devreese 

liked to accentuate one particular formal element, as in the present example, the lively turn of the 

head. This detail expresses more about the character of the sitter than a whole figure could 

convey. As in other works, the artist refrained from including here any period clothing or 

attributes, keeping his sculpture as classical as possible. Within the range of Belgian sculpture at 

the turn of the century, Devreese’s work may be placed with the Symbolists. 

 

 

  

 

 



 
 

 

20   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. 

 

 

 

  

 

 



 
 

 

21   DUCHÂTEAU, Olivier   1876 – 1939 

       Belgian School 

 

GIRL WITH BRAIDS IN PROFILE FACING RIGHT 

 
Pastel on heavyweight, off-white laid paper, no watermark. 22 3/8” x 15” (56.8 x 38 cm). Signed in dark 

brown pastel at lower left: Olivier Duchâteau. 

 

Note: After studying with the painter and etcher Adrien de Witte (1850-1935), Duchâteau 

became a graphic artist. The present drawing reflects the soft outlines and full volumes which 

can be observed in de Witte’s prints. Like his fellow countryman Constantin Meunier, Duchâteau 

devoted his art to humble people. The critic Sander Pierron wrote, “he manages to extract from 

the most common circumstances in a worker’s life a significance well beyond the forms we see.”  

 

The charming beauty of the present portrait is so atypical of Duchâteau’s work that one 

cannot help but think the sitter was a family member.  

  



 
 

 

22   EINSLE, Anton  1801 – 1871 

       Austrian School 

 

HEAD OF A SLEEPING WOMAN, STUDY FOR “REST”, circa 1841 

 
Oil on heavy-weight paper. Diameter of circular image: 7” (17.8 cm); size of paper: 10 7/8” x 8 3/4” (27.6 

x 22.2 cm). Inscribed on verso in old hand in German script: Skizze von/Einsle/Signatur 

war/vorhanden/wurde jedoch/zufällig verwischt. (Sketch by Einsle; signature did exist but was 

accidentally wiped off). 

 

Note: Anton Einsle was one of the most successful portrait painters at the court of the Austrian 

Emperor Franz Josef I. Born and trained in Vienna, he first made his mark in Prague. Before he 

turned thirty, he had exhibited already in Prague, Dresden, and Vienna. Around 1832, he moved 

to Budapest where he caught the attention of Archduke Josef, Palatine of Hungary. Commissions 

from the highest ranks of the Austro-Hungarian aristocracy made Einsle a celebrity, and after he 



married the beautiful musician Beatrix Weninger, his domestic happiness matched his public 

success. Einsle often painted his lovely wife, and the intimacy and date of the present painting 

suggest that the woman depicted is indeed the artist’s wife. 

  

Around 1838, the couple moved back to Vienna. Einsle was court painter by then, and 

after the Revolution of 1848, when Franz-Josef I mounted the throne, Einsle painted the first 

official portrait of the young emperor. Within two years (1848-50) he created about thirty 

portraits of Franz-Josef I. Einsle had a studio in the Imperial Residence, he was a member of the 

Academy (from 1843), and he received so many commissions that he had to hire assistants 

(including Eduard von Engerth). Einsle died as a well-off, well-liked man in his own house in 

Vienna in 1871. 

  

Einsle’s painting, The Rest, is known from a lithograph by Rudolph Hoffmann (active 

1840s-50s). It is described in detail in Gabriele Sadofsky’s catalogue raisonné of Einsle’s work.  

The present painting, listed as no. 116 in the same catalogue, is a study for the presently 

unlocated painting. 

 

 

  

 

 



 
 

 

23   FABRY, Emile-Barthélémy   1865 – 1966 

       Belgian School 

 

REMINISCENCE, 1889 

 
Oil on canvas. 31 1/2” x 55 1/8” (93 x 154 cm). Signed upper right: EMILE FABRY. 

 

Note: Emile Fabry was a member of Les XX and participated in Joseph Péladan’s Rose + 

Croix exhibitions (1893, 1895). His friendship with the architect Victor Horta led to numerous 

decorative works in public buildings in Belgium. 

 

Fabry’s idiosyncratic imagery gives him a special place among Brussels’ Symbolists. His 

work revolves around a singular theme, the portrayal of suffering and grief. His pictorial 

vocabulary was defined early on and is instantly recognizable throughout his work. The large 

scale of the figures, the elimination of details, the intense expression, but most strikingly the 

deformation of faces lend his images a hallucinatory effect. The scale of his figures and the 

smooth surface of his canvases foreshadow the style of Neue Sachlichkeit in the 1920s. 

 

  

 

 



 
 

 

24   FERNANDEZ, Hidalgo Eulalio   active around 1900 

       Spanish School 

 

HOMAGE TO MARIANO FORTUNY Y CARBO, 1890 

 
Oil on panel, top edge cut at slight angle. 7 3/16” to 7 1/4” x 4 1/4” (18.2 to 18.4 x 10/8 cm). Signed and 

dated at lower left in brown oil: E. Fernandez. 

 

Note: Mariano Fortuny died at the height of his career very suddenly in 1874, only 37 years old. 

His funeral at the Campo Verano at San Lorenzo in Rome was a big event, attended by 

delegations from the French and Italian Academies, the Mayor of Rome, the Spanish 

Ambassador, and numerous artists. Fortuny’s heart was taken to Spain and buried in his native 

city of Réus; the tomb was decorated with a relief of Fortuny by Juan Roig. The Academy of 

Madrid commissioned a marble bust of the deceased from his friend Prosper d’Epinay. Only 

weeks before Fortuny’s death, Vincenzo Gemito had sculpted the last bust from life. 

 



 The present homage to Fortuny echoes the popular image of Fortuny’s bust, circled with 

vines, which appeared as a frontispiece in Baron Duvallier’s biography of the artist in 1875. It 

may also reflect the bust in the Academy of Madrid where Eulalio Fernandez studied. Fernandez 

was known for his portrait paintings, and he received an honorable mention at the National 

Exhibition of 1906.  

 

  

 

 



 
 

 

25   FERRIER, Gabriel   1847 – 1914 

       French School 

 

HEAD OF AN ALGERIAN BOY, circa 1883 

 
Oil on canvas. 10 7/8” x 12 5/8” (27.6 x 32.1 cm) (irregular edges). Circular estate stamp in blue ink at 

lower right: GABRIEL FERRIER -*- (not in Lugt). (Sale: Hôtel Drouot, March 1980; expert: Félix 

Marcilhac). Circular stamp in black ink, lower right corner, verso: SG (Shepherd Gallery). 

 

Note: Ferrier is best known for Le Printemps (1900), the elaborately painted ceiling fresco in 

what was originally the hotel of the Orsay train station in Paris, and is now a restaurant in the 

Musée d’Orsay. In addition to being one of the most sought after decorative painters of the Belle 

Époque, Ferrier was also a successful portraitist. After receiving the Prix de Rome in 1872, the 

artist spent three years traveling through Italy, which included an extended stay in Venice. He 

later succeeded Jean-Léon Gérôme as professor of painting at the École des Beaux-Arts in Paris, 

where he taught Cuno Amiet and Fernand Léger, among others.  

 

The present painting was most likely executed during or shortly after 1883, when the 

artist traveled to Algeria. The majority of Ferrier’s Orientalist paintings date from this time, 

including Young Algerian Shepherdess (Bibliothèque Pythagore, Strasbourg). Ferrier was the 

recipient of numerous honors throughout his career, including the médaille d’or at the Exposition 

Universelle of 1889, and the Légion d'Honneur in 1906. 

 

 



 
 

 

26   FERRIER, Gabriel   1847 – 1914 

       French School 

 

DISTRAUGHT WOMAN IN LOCAL COSTUME 

 
Black chalk on light tan wove paper, no discernible watermark. Sight: 12 1/2” x 10” (31.8 x 25.4 cm). 

Blue estate stamp at lower left: GABRIEL FERRIER (not in Lugt). 

 

 

  

 

 



 
 

 

27   FORLENZA, Eduardo   1861 – 1934 

       Italian School 

 

PORTRAIT OF A BEARDED MAN FACING LEFT 

 
Watercolor on heavyweight watercolor paper, partially mounted to brown carton, no watermark. 10 1/8” x 

7 1/8” (25.7 x 18 cm). Signed and located in watercolor at lower right: …(undeciphered)/Napoli.  

 

Note: Forlenza was known as a portrait and genre painter in Italy in the late 19th-early 20th 

centuries. The sitter must have been a favorite of the artist as he appears in several of his 

compositions as a pescatore decades apart.   

 

 

  

 

 



 
 

 

28   FÜHRICH, Joseph Ritter von   1800 – 1876 

       Austrian School 

 

JESUS ON THE WAY TO THE MOUNT OF OLIVES WITH JAMES THE GREATER, 

JOHN, AND PETER (MATTHEW 26: 36-37), circa 1832 

 
Oil on canvas. 27 1/2” x 36 3/4” (69.9 x 93.3 cm). On verso of frame, inscribed at upper right in white 

chalk: 2 IV. 

 

Note: Until the age of fifteen Führich drew from nature and under his father’s teaching. When he 

went to Prague in 1818, sponsored by the art loving Count Clam-Gallas, he discovered history-

painting. In 1824, he began to publish drawings for Tieck’s Genoveva and works by Goethe 

which eventually enabled him to go to Rome in 1827 where he enthusiastically entered 

Overbeck’s circle. Convinced that “all art is Catholic” he became the primary proponent of the 

Nazarene style in Austria. In 1840, he became a professor at the Academy in Vienna and many 

more honorary memberships and medals followed, including ennoblement as an Austrian Ritter 

in 1861. The coloration and delineation of the heads and folds of the garments relate this painting 

to Führich’s Christ on the Sea, 1832, in the collection of the Oblastiní galerie Liberec.   

 

  



 
 

 

29   GEDÖ, Ilka   1921 – 1985 

       Hungarian School 

 

SELF-PORTRAIT, circa 1947/49 

 
Graphite on mediumweight, brown wove paper, no watermark. 9 3/8” x 8 1/4” (23.8 x 21 cm). 

 

Note: Ilka Gedö was a Hungarian woman artist whose career was stunted by the political 

disasters of the twentieth century. Only after her death did her work become internationally 

recognized.  

  

In her teens, prior to the German occupation of Budapest, she attended a private art 

school. At age 23, she was forced to live in a “yellow star house”, where she drew portraits of 

her fellow victims. After the war, during the Communist regime, she depicted workers in a 

factory. Her pastels of shadowy workers in a mysterious light, bent over tables or sinks, dotted 

with flecks of gold, did not impress the official comrades. More and more her drawing style 



developed into a search for her subject, which she encircled with nervously vibrating lines, 

reminiscent of Giacometti (whose work she discovered only later). 

  

In 1949, Ilka Gedö stopped producing art altogether. When she emerged again as an 

abstract painter, it was still impossible to exhibit her work. In the late 1960s, when political 

conditions finally eased up, Gedö spent a year in Paris, participating in group shows. In 1980, 

she had her first major retrospective exhibition in Budapest, and in 1985 her work was shown in 

Sweden. Three months before the Swedish opening, she died of cancer. 

  

The present self-portrait shows a woman marked by her internment. Unlike her drawings 

from the Ghetto, which are more reminiscent of Steinlen or Vuillard, the present portrait leads 

stylistically to Gedö’s later work, when lines became autonomous fields of energy. 

 

 

  

 

 



 
 

 

30   GEMITO, Vincenzo   1852 – 1929 

       Italian School 

 

SELF-PORTRAIT, 1912 

 
Graphite on heavyweight, beige card, no watermark. 10 3/4” x 7 7/8” (27.3 x 20.1 cm). Signed, 

inscribed, and dated in graphite lower right: V. Gemito/ à Eva/[…] suo […aggio…]/Napoli 19[…] 12 

[…].    

 

Note: The primarily self-taught artist was celebrated as the sculptor who brought naturalism to 

genre paintings and sculpture of Neapolitan street life. Gemito’s bronzes of fisherboys became 

world famous. Recently, his works on paper have reached a new appreciation, with numerous 

exhibitions in and out of Italy. Gemito was fond of drawing himself throughout his life. This 

drawing depicts him at sixty years of age, at the time when he moved to his new residence in 

Parco Grifeo.   

 

  

 



 
 

 

31   GÉRÔME, Jean-Léon   1824 – 1904 

       French School 

 

PORTRAIT OF AN ITALIAN GIRL, 1850 

 
Graphite on mediumweight, white wove paper, no watermark. 9 1/2” x 6 7/8” (23.6 x 17.5 cm). Signed 

and inscribed at lower right in graphite: JL Gérôme/Gigunda (?)/Rome/1850. Label from old backing, 

printed: WADSWORTH ATHENAEUM/HARTFORD, CONN.; inscribed: Given to Henry C/Robinson 

by/Mr. Colt; printed: Artist (inscribed): Gérôme; printed: Owner: (inscribed) John T. Robinson/1283 

Asylum Ave./Hartford; name and address crossed out, superscribed: G. R. Bourne.  

 

Ex-collection: Mr. Colt; Henry C. Robinson, Hartford, CT; G.R. Bourne. 

 

Note: Gérôme’s preparatory studies for paintings usually show long parallel hatching, hard 

outlines, a general hastiness to denote an image, without the patience to dwell on details. In 

contrast, the present drawing is carefully executed, with estompe rather than hatching, and very 

soft outlines. The volume of the figure is well defined as in a painting. This and the Italian 

subject dates the drawing to an early period in Gérôme’s life when his works still reflected the 

influence of his teachers. Gérôme attended the atelier of Delaroche, who led the studio where 

both David and Gros had taught. It was the most reputable atelier in Paris in the 1840s. In the fall 

of 1843, Delaroche took Gérôme on a trip to Italy, turning over his teaching obligations to 

Charles Gleyre. 



The year in Italy was for Gérôme, as he later remembered, “one of the happiest and best 

employed in my life.” He made excursions on foot, with a backpack, to the Campagna, 

accompanied by his fellow-artist Charles-François Jalabert (1819-1901), who remained an 

intimate friend for the rest of Gérôme’s life. Gérôme returned to Italy any times in his later 

career, but it is doubtful that he found the time to roam the countryside. Typically, the Portrait of 

an Italian Girl of 1850 was made in Rome. 

 

  

 

 



 
 

 

32   GIRAUD, Pierre-François-Eugène   1806 – 1881 

       French School 

 

PORTRAIT OF ALEXANDRE DUMAS PÈRE (1802-1872), circa 1845 

 
Pastel on grey-blue wove paper, partially faded to tan, mounted to board. Oval: 24 1/2” x 20 1/8” (62.2 x 

51.1 cm). 

 

Ex-collection: Château du Monte-Cristo, Paris.  

 

Note: The present work was in the Castle of Monte-Cristo, the residence of Alexandre Dumas 

père, author of The Count of Monte-Cristo, The Three Musketeers and many more plays and 

novels. Giraud’s portrait was one of the most popular images of the author. It has been 

reproduced in etchings by Lecouturier, M.F. Dier, and Beaucé. The restored Château de Monte-

Cristo in Paris owns a copy of the present pastel painting. 

  

Giraud, a versed etcher, lithographer, painter of orientalist scenes, and portraitist (mostly 

in pastel), was a friend of Alexandre Dumas. He designed costumes for Dumas’ plays at the 

Théâtre Français, and the two men travelled together to Spain, Algiers, and Egypt in 1844. One 

year later, in 1845, Giraud exhibited at the Salon a Portrait of M. D…It might have been the one 

of his travel companion. Dumas would have been forty-three years old. 



  

Giraud’s numerous portraits include those of Princess Mathilde and Count Nieuwerkerke, 

and an oval portrait of the actress Mlle Lange. He was also very popular as a caricaturist of 

people from art and literature, science and the military. Carpeaux made a bust of Giraud 

(Valenciennes, 1864) in exchange for a portrait of his mother.    

 

  

 

 



 
 

 

33   GONZÁLEZ, Julio   1876 – 1942 

       Spanish School  

 

NOSTALGIC YOUNG WOMAN, 1936 

Jeune fille nostalgique  

 
Sandstone. Height from neck truncation to top of head: 11 1/8” (28 cm); depth from rear of neck 

truncation to front of chin: 7 1/2" (19.1 cm); width from temple to temple: 6 1/2" (16.5 cm). 

 

Formerly: Hans Hartung, Paris; Foundation Hartung, Antibes; Leicester Galleries, London; Private 

Collection. 

 

Exhibition: Paris, Musée Nationale d’Art Moderne, Julio González, February-March 1952, no. 90, p. 20 

(titled Tête).  

 

Note: This portrait of a young woman has a very moving history. It was created in 1936 at the 

time of the Spanish Civil War. González, along with Picasso and Miró, was working in France 

during this time. The sculpture reflects González’s desperation at the fascist onslaught under 

General Franco. The sculptor Anthony Caro, an admirer of González, stated that the sculpture 

was executed from a sandstone block, debris found after the fascist bombardment near 

González’s weekend house. The sculpture was a statement protesting the devastation of 

Barcelona, possibly also reflecting nostalgia for Barcelona during his exile in Paris.  



 
 

 

34   GRAEFLE, Albert   1807 – 1889 

       German School  

 

PROFILE PORTRAIT OF A YOUNG MAN, circa 1839  

 
Black chalk on tan wove paper, partial watermark at upper edge: laurel twig. 10 5/8” x 8 11/16” (27 x 

22 cm). Inscribed (signed?) in graphite at lower right: A. Graefle. On verso, inscribed in a later hand: A 

Graefle – München.  

 

Note: Albert Graefle was born in Freiburg and in 1827 became a pupil of Julius Schnorr von 

Carolsfeld at the Munich Academy. Graefle had, by 1835, challenged his master’s Nazarene 

style with a more Romantic and painterly vision, expressed in his painting Ossian and Malvina, 

1831. Graefle perfected his technical skills by absorbing French academic traditions in Paris, 

where he met F.X. Winterhalter, in whose studio he worked for several years. In 1852, Graefle 

settled permanently in Munich where he became one of the foremost portraitists and a sought 

after painter of large-scale historical subjects.   



 
 

 

35   GRIMM, Ludwig Emil   1790 – 1863 

        German School  

 

THE ARTIST’S DAUGHTER AND HER FRIEND, 1851 

Friederike Grimm and Dorothea Hassenpflug  

 
Etching. Plate mark: 9 1/8” x 11 3/4” (23.2 x 29.8 cm). Printed within image at lower left corner: LG 

1851.  

 

St. 146/II 

 

Note: Born in Steinau, Germany, as the second youngest of the six Grimm children, Ludwig 

Emil studied with the painter Karl Hess (1801-1874) at the Munich Academy of Art. In part 

because of his famous brothers’ connections, Ludwig Emil became a chief chronicler of the first 

generation of German Romantics, which included the Grimm, Savigny, Brentano and von Armin 

families. He produced intimate portraits of the dignified members of this inner circle and was 

invited first to stay with the von Arnim family in Heidelberg, and later to Landshut with the 

Savigny family. His etchings were often sent as affectionate greetings to friends and relatives. 

Ludwig Emil also engraved landscapes, historical and genre scenes and taught at the Academy of 

Art in Kassel. 

 

  

 

 



 
 

 

36   GRIMM, Ludwig Emil   1790 – 1863 

       German School  

 

AFRICAN YOUTH  

 
Etching on Japan paper. Plate mark: 3” x 2 1/4” (7.6 x 5.7 cm). Printed below image: Aus Brasilien del. 

Ad vivam Cassel/LG (monogram). 

 

  

 

  

 

 



 
 

 

37   HELPS, Francis, R.B.A.   1890 – 1972 

       English School  

 

GENERAL KUNG CHANG CHEN, 1924  

 
Graphite and charcoal on heavyweight, off-white wove paper, no watermark. 13 15/16” x 9 15/16” (35.4 

x 25.2 cm). In graphite at lower left of portrait: Francis Helps/24. In graphite at lower right of portrait: 

General Kung/Chang chen. On verso, at bottom center: 141 (encircled). At right corner in aged black-

brown ink: 5 (inverted). At right corner in graphite: 35 L/72065. 

 

Note: Captain John Noel invited portraitist Francis Helps to accompany the prestigious team 

assembled for the British Mount Everest Expedition in 1924. Noel, an army officer, not only 

helped finance the team, he was also the expedition’s official cinematographer and 

photographer. Before the team left for the Himalayas, Helps and Noel designed a 

commemorative postcard to be sold inexpensively to British schoolchildren, who wrote in their 

return addresses so that the cards could be mailed back to them from the foot of the mountain. 

In his recently-published historical account of this expedition, Into the Silence: The Great War, 

Mallory, and the Conquest of Everest, Wade Davis likens this to today’s youth receiving a 

letter postmarked from the Moon. 



 

Helps accompanied the expedition as far as the foothills of Mount Everest, where he 

executed portraits of the climbing party as well as local Tibetans. The young man in the present 

drawing is believed to have been a Sherpa. Few of the Sherpas’ names from this expedition are 

known. Kung Chang Chen may well have been the sitter’s given name; however, it is also 

possible that it is a nickname derived from the many variant spellings of nearby peaks and 

mountain passes bearing names such as Kangchenjunga, Kangchenjhau, and Kangchen La. 

Once believed to be the highest mountain in the world, Kangchenjunga is now known to be the 

third-highest; however, this name, which means "The Five Treasures of Snow," has also been 

used to refer collectively to the five peaks of the region (Kangchenjunga, Everest, and three 

others). The relationship between high-altitude mountaineers and Sherpas was changing at the 

time, primarily because with each failed attempt to reach the summit, the Sherpas’ skills and 

expertise was increasingly valued by European climbers. The title “general” may be an 

indication of the increased social status of the Sherpas, both in their own culture and in the eyes 

of Western explorers.  

 

Helps was a member of the Royal Society of British Artists and the National Portrait 

Society. In 1924, the Alpine Gallery (London) organized an exhibition highlighting the 

expedition in which Helps’ paintings and drawings were shown alongside Noel’s photographs. 

 

 

 

  

 

 



 
 

 

38   HENNER, Jean-Jacques   1829 – 1905 

       French School  

 

SHEET OF HEAD STUDIES WITH ONE STUDY OF NUDE  

 
Graphite on brown wove paper, no discernible watermark. Sight: 14 1/4” x 9” (36.3 x 23 cm).  

 

Note: Born into a farmer’s family in Alsace, Henner enrolled at the École des Beaux-Arts at 

age fifteen, and in 1858 won the Prix de Rome with his painting Adam and Eve Finding the 

Body of Abel. During his stay in Italy he learned from Titian and Corot, but most of all from 

Correggio, whose technique of dissolving contours (sfumato) became Henner’s most 

characteristic device. Back in Paris, he exhibited with enormous success at the Salon from 1865 

to 1903 numerous versions of Magdalene or Sleeping Nymphs, painted with luminous bodies 

with the famously hazy outlines against a dark background.  

 

 

  

 



 
 

 

39   HILDEBRAND, Adolf von   1847 – 1921 

       German School  

 

PORTRAIT BUST OF EUGENIE SCHÄUFFELEN, 1878 

 
White marble on irregular rectangular self-base, rounded at rear, mounted to circular marble base. Height, 

from bottom of self-base to top of head: 15 3/4” (40 cm); width, from left to right shoulder truncation: 8 

1/2” (21.6 cm); depth, from tip of nose in front to curve of hair in back: 9” (23 cm). Numbered in red 

paint at the rear of plinth: B658 (a storage of Bayerische Staatsgemäldesammlungen, Neue Pinakothek, 

Depot), Munich. 

 

Ex-collection: Alice von Hildebrand. 

 

Note: Angela Hass, in her catalogue raisonné of Hildebrand’s busts, distinguishes three periods 

in the artist’s oeuvre: the early period in Florence until circa 1890, the middle period in Munich 

beginning with the plans for the Wittelsbach Fountain, and the late period following 

Hildebrand’s stroke in 1910. 

  

The present bust represents the early period, during which Hildebrand developed his 

skills in marble carving. In the workshops of the great sculptors of the nineteenth century, 



Canova and Thorvaldsen, Schadow and Rauch, marble sculpture was traditionally executed by 

practitioners after a plaster model by the artist. Only the final treatment of the surface was left to 

the hand of the master. Rodin hardly ever touched a chisel. He employed great artists including 

Antoine Bourdelle and Charles Despiau as practitioners, and left the whole completion of his 

marble sculptures to them. Hildebrand was the first artist in the nineteenth century who was 

personally involved with the carving from beginning to end. Only after 1910, when he lacked the 

physical strength, did he delegate the carving to his assistants. 

  

Angela Hass stated about the present bust that “the liveliness of the plaster model in 

comparison to the somewhat neo-classical smooth marble execution of the bust suggests the 

suspicion that Hildebrand’s collaborator Gabriello Polumbo participated in the execution.” This 

opinion has been strongly opposed by Sigrid Braunfels-Esche, author of the catalogue raisonné 

of Hildebrand’s work: Adolf von Hildebrand (1847-1921) (1993). According to her information, 

Polumbo was a laborer who assisted Marées and Hildebrand in preparing the walls when the two 

artists executed frescoes in Naples. Hildebrand subsequently employed Polumbo as a studio 

assistant who later in the 1890’s helped him with the execution of some decorative details on the 

Wittelsbach Fountain in Munich. Sigrid Braunfels-Esche considers it much more likely that 

Hildebrand himself carved the marble, as he was very fond of the sitter, who was a family 

member. Finally, it was Hildebrand’s intent when carving a marble to reduce the details of the 

plaster. It was one of his principles that each medium required its specific treatment. 

  

The sitter of the present bust was the daughter of the publisher Friedrich Bruckmann. She 

was married to the paper manufacturer Alfred Schäuffelen, a brother of Hildebrand’s wife, 

making her the artist’s sister-in-law. The beautiful and lively Eugenie was a known figure in 

Munich’s artistic and social circles. Franz von Lenbach painted several portraits of her. During 

her visit in Florence in 1878 Hildebrand modeled her bust in plaster. At the same time, he 

painted her portrait in profile. The finely carved features and the simple geometric base are 

typical traits of the influence of the Florentine Renaissance on Hildebrand’s early portraits.  

 

For further information please see the catalog: Fifty Years/Five Works: Shepherd Gallery’s 

Fiftieth Anniversary (October 18th – December 23rd 2016) 

http://www.shepherdgallery.com/pdf/50years.pdf 

 

 

  

 

 

http://www.shepherdgallery.com/pdf/50years.pdf


 
 

 

40   ILLE, Eduard   1823 – 1900 

       German School  

 

PORTRAIT OF A MAN FACING RIGHT, POSSIBLY HEINRICH FRANZ-DREBER, circa 

1840 

 
Graphite on mediumweight, off-white wove paper, no watermark. 7” x 5 1/2” (17.8 x 14 cm). On verso, 

signed in graphite: Ed. Ille f.; purple collection stamp at upper left: B.F. (not in Lugt). 

 

Ex-collection: Bernhard Funck. 

 

Note: Eduard Ille was immensely popular as an illustrator of fairy tales, folk legends, and 

children’s books. His drawings appeared in the Fliegende Blätter and Bilderbogen, typical 

Biedermeier magazines which entertained their readers with mild humor and absolutely no 

political subjects. Spitzweg and Schwind drew for them in the 1840s and 50s; Max Klinger and 

Franz Stuck became contributors at the end of the century. 

 

 Ille was a co-founder of the Fliegende Blätter in 1843 and from 1863 its editor. He 

became Professor at the Academy and, in 1870 was commissioned by King Ludwig II to 

contribute large paintings of historical subjects to the decoration of Castle Neuschwanstein. The 

commission added to his reputation as the grand old man of the school of Moritz con Schwind. 

 



 An unknown side of the artist was revealed at the estate auction at the Mössel’sche 

Kunstauktionshaus (Munich, 1901). It turned out that Ille had collected thousands of portraits, 

historical artifacts and numerous folios of his own drawings which he had not even shown to 

fellow artists. 

 

 We tentatively identify the sitter in the present drawing as the landscape painter Heinrich 

Dreber (called Franz-Dreber, 1822-1875), who stayed in Munich from October 1841 to 

September 1842. He met Julius Schnorr von Carolsfeld on a ten hour coach ride to Franconia and 

reconnected with the master in Munich. At the same time, Ille entered the Munich Academy, 

joining the class of Julius Schnorr von Carolsfeld, where the two young artists must have met. In 

addition to the overall likeness of the present drawing with a portrait drawing of Dreber by 

Friedrich Preller the elder of circa 1860, a note by Gottfried Keller about Dreber describes him 

as an unruly student, rather full of himself, but showing remarkable talent “under his sunny 

golden hair”. The intensity of the present sitter’s expression and the prominence given to his hair 

supports our assumption that the person is indeed Heinrich Dreber.    

 

 

  

 

 



 
 

 

41   JERACE, Vincent   1862 – 1947 

       Italian School 

 

RIGHT PROFILE PORTRAIT OF A WOMAN 

 
Red chalk on thick tan card. 10 3/8” x 13 15/16” (26.4 x 35.4 cm). Signed in red chalk at upper right: V. 

JERACE. Inscribed in graphite at lower left: No 1. Inscription in graphite: Jerace Vincenzo. Page no. 135. 

 

Note: Jerace, who was introduced to art by his brother (a landscape painter), was a painter and 

sculptor. His first works were exhibited at the Exhibition of Turin in 1880, where they were well 

received. He was known for his ability to animate the subject matter of his paintings, and 

produced numerous replicas of his more popular works. He also executed large pieces of 

decorative sculpture, including Ferocious Lion, which embellishes the monument to Garibaldi in 

Palmi, and Decus Pelagi (Glory of the Sea), which was exhibited in Italy and England in 1888. 

He painted a room for the Duke Guardialombarda which depicted the legend of Thomas Moore’s 

angels and represented beautiful Neapolitan children from aristocratic families. In these 

decorations, he employed a sanguine technique for which he became famous. He also exhibited a 

series of female figure drawings in an identical style in Bologna (1888) and painted some 

portraits. 

 

 The style of the present drawing dates from the last decade of the 19th century. It reveals 

the influence of the Italian Divisionists and the international style popularized by the French 

Symbolists. As can be seen in the present drawing, Jerace is typically Italian, interested more in 

light and plastic contours than in the abstract, flat patterns which obsessed the French 

Symbolists. 



 
 

 

42   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)).   



 

 
 

 

43   KLIMT, Gustav   1862 – 1918    

       Austrian School 

 

WOMAN IN PROFILE FACING LEFT, 1904/05 

 
Pencil and red crayon on paper, 21 1/2” x 13 1/2” (55 x 34.5 cm). Estate stamp at lower right.  

 

Provenance: Christian M. Nebehay Collection, Vienna. 

 

Exhibitions: Gustav Klimt and Josef Hoffmann: Pioneers of Modernism, Belvedere, Vienna, 2011/12; 150 

Years Gustav Klimt, Belvedere, Vienna, 2012/13; Secretly, Greatly, Eul Gallery, Daegu, South Korea, 

2018. 

 

Note: This subtle portrait is a well-known example from a series of female profiles which Klimt 

drew from 1904 to 1905 based on various anonymous models. These aesthetic drawings cannot 



be linked with known painted portraits and were evidently drawn as works in themselves. What 

these differently dressed ladies have in common is the succinct precision of their profiles, 

showing the visible eye either closed or half open-the works are centered around a sense of 

meditation. These faces’ introverted expressions were influenced particularly by the idealized 

figures of the Dutch Symbolist Jan Toorop, who from the late 1890s had a significant impact on 

Klimt’s work. Quattrocento Italian portraiture was a further source of inspiration. In this drawing 

we can clearly see the metallic precision with which Klimt used his pencil around 1904/05-

qualities which find echoes in the early paintings of the Golden Style. This was coupled with the 

artist’s interest in decorative microstructures like the small scrolling motifs on the garment and 

choker. This portrait reflects the rich differentiation in Klimt’s drawing in the uncompromising 

sharpness of the profile and other details on the face by comparison with the flowing, form-

dissolving lines of the hair and clothes in the lower part of the picture. The only touch of color is 

the subtle red of the closed lips.  

 

Marian Bisanz-Prakken 

 

 

 

  

 

 



 
 

 

44   KLIMT, Gustav   1862 – 1918    

       Austrian School 

 

PORTRAIT OF A YOUNG WOMAN, 1915 

 
Pencil on paper. 22 1/2 x 14 3/4” (57 x 37 cm). Estate stamp at lower right. 

 

Provenance: Private Collection, Geneva; Lederer Collection, Geneva; Private Collection, Germany; 

Galerie Kornfeld, Bern; Private Collection, Vienna. 

 

Exhibition: Gustav Klimt: Drawings from the Albertina and Private Collections, Museum Folkwang, 

Essen, 1976. 

 

Note: The bust portrait, or half-length portrait, features throughout Gustav Klimt’s graphic 

oeuvre—from the beginnings in Historicism to his late work. As Alice Strobl noted, Klimt 



appears to have drawn inspiration for this type of depiction from Italian Renaissance portraits. In 

the majority of cases the portrayals bear no relation to the painted works. This also applies to this 

drawing, which is an autonomous work and an exquisite example from a group of female bust 

portraits that Alice Strobl dated around 1915. Capturing, and in places emphasizing, the outlines 

by means of a series of short pencil strokes is a characteristic of this phase in Klimt’s work. In 

spite of the loosely rendered, vibrating lines, the facial features are defined with great clarity. 

The drawing is centered around the boldly accentuated eyes with a sidelong glance. A further 

characteristic of this phase is Klimt’s preference for heavy eyebrows drawn in a series of 

overlapping strokes; by contrast, the melancholy, introspective gaze comes across even more 

strongly. As the face is shown in three-quarter profile, the curved bridge of the nose subtly crops 

the right eye. The slightly parted lips, the mouth with a ghost of a smile adds to this 

contemplative mood. 

 

 Using just a few lines Klimt delineated the naked upper body, cropped on the right by the 

edge of the sheet. This half-figure, firmly anchored to the picture plane, has a calm assurance and 

conveys a monumental three-dimensionality enhanced by the light. Indeed, in this drawing of a 

young model Klimt’s characteristic ‘balancing act’ between three-dimensional form and subtle 

linearity, between ideal detachment and sensual closeness is particularly striking.  

 

Marian Bisanz-Prakken 

(translated from the German by Rebecca Law) 

 

 

 

  

 

 



 
 

 

45   REES, Otto van   1884 – 1957  

       Dutch School 

 

SKULL, 1906 

 
Oil on canvas. 26 1/2” x 21 1/2” (66.6 x 54.6 cm). Signed and dated in green at lower right: O van Rees 

06. On verso inscribed: à vendre/100 fr. 

 
Ex-collection: Kuitenbrouwer van Rees.  
 

Note: Otto van Rees was born into a Dutch family of academics who belonged to an international 

brotherhood concerned with workers’ conditions. They were sympathetic to the young man’s 

desire to become an artist, and to the choice of his teacher Jan Toorop, whose early work dealt 

with subjects of social hardships. Otto van Rees visited the Borinage, the Belgian mining district, 

where earlier van Gogh, Meunier, and Jan Toorop had experienced industrial wasteland first 

hand. 

 

 In 1904, Rees moved to Paris and lived in a studio behind the Bateau Lavoir, where 

Picasso moved in the same year, soon to be followed by Juan Gris, Kees van Dongen, and 

(briefly) Modigliani. In the 1890s the Bateau Lavoir had been a nest of Symbolists, where 



Gauguin was a frequent visitor. After Picasso and his friends arrived, it became “the Acropolis of 

Cubism” (Max Jacob). Van Rees became friends with Kees van Dongen, with whom he spent the 

summer of 1905 painting out-doors. 

 

 By the time the present painting was executed, in 1906, van Rees was already married to 

a fellow artist and lived in Italy. An inclination towards Symbolism may be seen in the subject of 

the skull and in the absence of any realistic location. The background seems of solid material but 

is elusive, having no boundaries. It may be a studio wall, a barn wall, inside or out-of-doors. The 

skull seems to be suspended “somewhere”, although this unreal place is full of tangible details.  

 

 Italy remained van Rees’ residence on and off for the major part of his life. In Ascona on 

the Lago Maggiore he lived in an artist’s colony with artists and intellectuals from Munich, 

Berlin and Paris. They set the mood for Dadaism which came to the fore in Zürich in 1914. Van 

Rees exhibited four paintings at the legendary Dada exhibition in the Café Voltaire (1916), along 

with Hans Arp, who remained a close friend. Cubism became part of some Dadaist’s vocabulary 

and van Rees’ work in the 1910s reflects this trend. After World War I, the sobering tenets of 

New Realism (Neue Sachlichkeit) define van Rees’s painting. 

 

 A personal tragedy befell the young artist couple when their ten-year old daughter was 

killed in a train collision in 1919. Otto van Rees, who got injured, took years to recover. 

Eventually he and his wife settled in Holland, sharing their time between Utrecht and Ascona. 

 

 

 
  

 

 



 
 

 

46   LEGROS, Alphonse   1837 – 1911 

       French School 

 

HEAD OF A HORSE 

 
Goldpoint on mediumweight, light blue prepared paper, no watermark. 10 1/4” x 8 1/4” (26 x 21 cm). 

Initialed at lower right: A.L. On verso, inscribed in graphite: A. Legros/Tête de cheval/LAL/by A. Legros.  

 

Note: In 1851, Legros moved from his native Dijon to Paris and became a student of the 

extraordinary drawing teacher Lecoq de Bosbaudran, whose pupils included Fantin-Latour, 

Bonvin, Lhermitte, Rodin and Dalou, and whose principles rested on a rigorous training of 

drawing from memory. In addition to acquiring a traditional foundation in drawing techniques, 

Legros absorbed what was new in the mid-fifties: Realism, as practiced by Courbet. It merged 

with the strong images of Holbein that he saw on his daily visits to the Louvre. 



 

 In spite of public recognition (including Baudelaire’s blessings) and warm friendship 

with Whistler and Fantin-Latour, Legros was always pressed by financial worries. He therefore 

yielded to the warm welcome he received in London, where the Rosetti brothers enthusiastically 

promoted his work and arranged for a permanent teaching position. In 1876, Edward Poynter left 

the Slade School and recommended Legros as his successor. Legros happily accepted and 

remained in this position until 1893, influencing generations of young artists in his very special 

principles of drawing. One of his students, William Rothenstein, described them in his memoirs: 

 

As a rule we drew larger than sight-size, but Legros would insist that we study the 

relations of light and shade and half-tone, at first indicating these lightly, starting as 

though from a cloud, and gradually coaxing the solid forms into being by superimposed 

hatching. This was a severe and logical method of constructive drawing-academic in the 

true sense of the word.  

 

 The present drawing is a fine testimony to these principles. It is executed in goldpoint, a 

medium well loved by Renaissance artists. A stylus with a point of gold is used on paper with a 

prepared surface to which the gold adheres. Goldpoint produces delicate, even, and permanent 

lines, requiring a disciplined hand, since they cannot be erased or corrected.  

 

 

  

 

 



 
 

 

47   LEGROS, Alphonse   1837 – 1911 

       French School 

 

PROFILE OF A YOUNG PERSON FACING LEFT, 1903 

 
Graphite on heavyweight, cream-colored wove paper, no watermark. 14 1/2” x 11 1/2” (37.1 x 29.2 cm). 

Signed and dated in graphite at upper right: A. Legros/1903. On verso: circular collector’s stamp in black 

ink at lower left: CWI as monogram in double circle (compare Lugt no. 2595). 

 

 

 

  

 

 



 
 

 

48   LEHMANN, Henri   1814 – 1882 

       French School 

 

PORTRAIT OF ANTON HEINRICH SPRINGER (1825-1895), 1851 

 
Black chalk with some red chalk, and graphite on papier calque laid to white wove paper. 9 1/2” x 7” (24 

x 17.8 cm). Initialed, located, and dated in graphite at lower right: Carlsbad/July 1851/HL (connected). 

 

Note: Henri Lehmann grew up in Germany, the son of a portrait painter. At age seventeen, he 

entered the studio of Dominique Ingres. The Ingriste creed in good draftsmanship as the basis of 

all art, and a beautiful line as the strength of every composition, remained the hallmark of 

Lehmann’s oeuvre. Blessed with a great talent and great teacher, he became one of the foremost 

artists of mid-nineteenth century Paris, decorating private homes, churches, and public buildings. 

Sadly, ten years before his death, Lehmann saw several of his major works (in the Hôtel de Ville, 

the Palace of Justice, the Palace of Luxembourg) go up in flames in 1871. 

 

 1851, the date of the present drawing, was a momentous year for Henri Lehmann. His 

multi-figured large painting Grief of the Oceanides at the Foot of the Rock Where Prometheus 



Lies Enchanted (Salon 1850) had catapulted him into prominence. The painting was accepted for 

the Galerie du Luxembourg, and the critics were united in its praise. In the same year Lehmann 

married Marie-Louise Casadavant, a step that solidified his social status and financial 

independence. After the wedding he made a trip to Germany. In September, he made drawings of 

noted spots along the Rhine. The present portrait, located in Carlsbad, shows that he continued 

travelling east to the famous spa. 

 

 During this trip Lehmann must have met Anton Springer, a young scholar from Prague, 

who was just about to change his career from historian to art historian, publishing his first book, 

Letters on Art History (1852-7). It was followed by numerous publications on art, including the 

Handbuch der Kunstgeschichte, a standard reference book for art historians to this day. Anton 

Springer taught art history at the Universities of Strasbourg, Bonn, and Leipzig, for twenty-five 

years. 

 

 1851 was also the year when Louis Napoleon launched the coup d’état which made him 

Emperor Napoleon III. Although the actual coup happened after Lehmann’s departure for 

Germany, the threat was on everyone’s mind all summer. Since Anton Springer’s early years 

were taken up by journalistic writings for liberal causes, one may assume, that the two men had a 

lively conversation during the sitting for the present portrait. 

 

 

 

  

 

 



 
 

 

49   LEUTZE, Emanuel Gottlieb   1816 – 1868 

       German-American School 

 

ARTIST’S DAUGHTER HOLDING A SKETCHPAD, circa 1849 

 
Black and colored chalks with some graphite on off-white wove paper, no watermark. 9 3/4” x 6” (24.8 x 

15.2 cm). Signed in graphite at left below center: E. Leutze. 

 

Note: The child in this drawing is the artist’s daughter Ida (born 1846). A painting by E. Leutze, 

depicting the one-year-old girl on her mother’s arm, is illustrated in the exhibition catalog Die 

Düsseldorfer Malerschule, Kunstmuseum Düsseldorf, 1979, cat. no. 167. 

 

 Leutze came with his parents to the United States and grew up in Philadelphia. He had 

his first artistic instruction from John A. Smith and gained recognition as a portrait painter. In 

1841, Leutze went to Düsseldorf and after a short period at the Academy entered the atelier of 

Carl Friedrich Lessing, whose historical paintings influenced his later compositions. In 1848, he 

became a charter member of the group Der Malkasten. Leutze executed the famous painting 

Washington Crossing the Delaware in 1850, and in 1859 he accepted an invitation to decorate 

the U.S. Capitol Building with a large fresco Westward the Course of Empire Takes its Way. 

Leutze spent the last ten years of his life in Washington and New York, never quite finishing the 

fresco in the Capitol.   

 

 

 



 
 

 

50   LÉVY-DHURMER, Lucien   1865 – 1953 

       French School 

 

PORTRAIT OF A MAN READING THE ESSAYS OF MONTAIGNE, circa 1905/10 

 
Oil on canvas. 19 1/2” x 25” (49.5 x 63.6 cm). Signed upper right: LEVY DHURMER. 

 

Note: Levy-Dhurmer’s first exhibition of paintings and drawings at Georges Petit in 1896 was a 

great success. The Gazette des Beaux Arts (1897) and The International Studio ran essays about 

the young talent, praising his subtle use of luminescent colors. Levy-Dhurmer had learned from 

the Impressionists, but was also open to the idealism of the Pre-Raphaelites. Joseph Péladan 

repeatedly invited him to become a member of his Salon Rose + Croix, but Levy-Dhurmer never 

joined a group. Being a Jew from Algiers, a potter among painters, a self-taught artist among 

academic achievers, might have given him the independence and clear-sightedness of an 

outsider. 

 

 

  

 

 



 
 

 

51   MAN RAY   1890 – 1976 

       American School 

 

KIKI DE MONTPARNASSE WITH BAOULE MASK, 1926 

 
Black ink on mediumweight, off-white wove paper folded in half, no watermark. Folded: 7 ½” x 4 

13/16” (19 x 12.2 cm); full sheet size: 7 1/2” x 9 5/8” (19 x 24.4 cm). Monogrammed at lower right in 

graphite: MR; inscribed in graphite at lower left: 1926. On inside fold, drawing in graphite, reversed, 

two studies of mask-like faces; inscribed at upper right in graphite: Dali, possibly in Man Ray’s hand. 

Stamp in black ink on verso at lower left: MAN RAY/PARIS. 

 
Exhibition: Man Ray, African Art, and the Modernist Lens, The Phillips Collection, Washington, D.C., 

2009-2010. 

 

Ex-collection: Juliet Man Ray; Elsa Combe Martin. 

 

Note: The present drawing is dated the same year as an important variant of Noire et blanche 

(1926), a series of Man Ray’s most famous photographs in which Kiki de Montparnasse is 



juxtaposed with an African Baoule mask. In the photograph, Kiki gazes toward the mask, 

which she presses gently against her cheek. In the drawing, however, Kiki’s face is elongated to 

echo that of the long, thin Baoule mask, effectively transforming “[the model’s] head into an 

‘Africanized’ form closely mirroring the mask she embraces,” as noted by art historian and 

Man Ray scholar, Wendy A. Grossman. 

 

For further information please see the catalog: Fifty Years/Five Works: Shepherd Gallery’s 

Fiftieth Anniversary (October 18th – December 23rd 2016) 

http://www.shepherdgallery.com/pdf/50years.pdf 

 

 

 

 

 

  

 

 

http://www.shepherdgallery.com/pdf/50years.pdf


 
 

 

52   MAN RAY   1890 – 1976 

       American School 

 

JULIE, 1971 

 
Aquatint printed in colors on mediumweight, off-white Japan paper. Image size: 14” x 11” (35.5 x 28); 

sheet size: 26 3/8” x 20” (67 x 51 cm). Signed in lithograph: MR MCMLXXI. Signed in graphite at lower 

right: Man Ray. 
 

Ex-collection: Juliet Man Ray; Elsa Combe Martin. 

 

Note: Man Ray married his muse, Juliet Browner, in a double wedding ceremony with their 

friends Max Ernst and Dorothea Tanning in 1946. The present print, executed in 1971, depicts 

the artist’s wife as a Spanish dancer and is most likely derived from a photograph during their 

time in Hollywood in the 1940s. 

 

 

 

  

 

 



 
 

 

53   MEUNIER, Constantin-Emile   1831 – 1905 

       Belgian School 

 

HEAD OF A FISHERMAN FROM BOULOGNE 

 
Charcoal on mediumweight, off-white wove paper, mounted in a mat to serve as a strainer, no 

watermark. Sight: 14 1/8” x 11 1/2” (36 x 29.2 cm). Initialed at lower right: CM. On old backing 

inscribed: Tête de pêcheur boulonnais/42/639; inscribed on partially destroyed label in ink: …du 

abbaye…xelles…tete pêcheur…lonnais; inscribed in blue crayon: Reg 52-35-6. Framer’s label: Jean 

Leys, Bruxelles. 

 

Note: Meunier was one of the first and most important sculptors to celebrate the heroism of 

labor. From 1886 until his death, this Belgian artist exhibited sculpture representing worker 

themes at the Paris Salons, where they received considerable acclaim. Meunier was born in 

Etterback, Belgium, and received his earliest training from his brother Jean Baptiste Meunier 

(1821-1900), an engraver. He studied at the Brussels Academy under the sculptor Charles-

Auguste Fraikin (1817-after 1877) and the painter François-Joseph Navez (1787-1869), who 

was Jacques-Louis David’s most talented Belgian follower. In addition, he worked with, and 



was influenced by, Charles-Corneille-Auguste de Groux (1825-1870). His first works were 

somber religious and historical paintings. Around 1880, Meunier experienced an awakening of 

his social conscience as a result of time he spent in the industrial and mining Borinage region 

of Belgium. Like Van Gogh, who was there at the same time, he was strongly impressed by the 

dignity and pathos of the local miners and factory workers, and attempted to capture their 

inherent nobility in his paintings. At the Paris Salon of 1881 he exhibited The Powering of Steel 

in the Seraing Factory (Belgium), one of his first works devoted to the theme of modern labor. 

He was, however, dissatisfied with the results, and turned to what he perceived to be the more 

“heroic” medium of sculpture in order to express his sympathy for workers.   

 

 

 

  

 

 



 
 

 

54   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. 

 

   

 

 

  

 

 



 
 

 

55   MUNSCH, Leopold   1826 – 1888 

       Austrian School 

 

PORTRAIT OF THE ARTIST WILHELM RICHTER (1824-1892), 1854 

 
Graphite on mediumweight, off-white wove paper, no watermark. 4 3/4” x 3 3/4” (12.1 x 9.5 cm) 

(corners cut diagonally). Monogrammed and dated in graphite at bottom left: LM 1854. Inscribed in 

graphite at bottom right: W. Richter, in graphite at bottom right: X/3.32 (inventory number?). On verso, 

inscribed in graphite: Munsch; graphite test shading on lower half.  

 

Note: Wilhelm Richter (1824-1892), the sitter represented in the present drawing, attended the 

Vienna Academy, where Munsch studied with portrait painter Peter Johann Nepomuk Geiger 

(1805-1880). It was common for artists to take turns sitting for each other; the present portrait 

may have been the result of such an exchange. Both young artists enjoyed successful careers as 

painters. Richter worked at the Imperial and Royal Headquarters as a battle scene painter from 

1848 to 1859. In the 1870s he worked at Gödöllö, Empress Elisabeth’s castle in Hungary, 

depicting Imperial hunts.  



Munsch’s first exhibition at the Academy (1850) comprised Hunting Party in the 

Mountains and three other paintings. Munsch is best known as a painter of the Austrian 

countryside – pristine landscapes, castles atop mountain peaks, mills and churches nestled into 

hillsides, and genre scenes of village life. Early in his career the artist spent most of his time in 

the Alps, often drawing and painting en plain air. By the 1870s, he concentrated on the Vienna 

Woods and the environs of Salzburg. Many of his paintings are in Vienna’s Museum of Natural 

History, where works such as Gold Mine in the Alps and The Madatsch Glacier in the Ortler 

Alps are exhibited in the Minerals/Gems and Geography/Paleontology galleries. 

 

 

 

 

  

 

 



 
 

 

56   PHILIPPOTEAUX, Henri-Félix-Emmanuel   1815 – 1884 

       French School 

 

STUDY FOR “THE LAST BANQUET OF THE GIRONDISTS”, (1850) 

 
Black chalk and white heightening on blue wove paper, no discernible watermark, mounted to very thin 

Japan paper in a tambourine mount. 11 3/4” x 7 3/4” (29.8 x 19.7 cm). Inscribed along upper left:…le 

ler: le 2 du mois novem…(rest illegible). On verso, sketch in black chalk of two men, half embracing, 

one with glass in hand. On verso of backboard printed: Jacques Boilleau and Louis-François Viger.  

 

Ex-collection: Robert Isaacson and James Draper. 

 

Note: The present study is from a group of highly finished drawings for Philippoteaux’s 

painting Le Dernier Banquet des Girondins, 1850 (Vizille, Musée de la Revolution Française). 

The 21 deputies who represented the department of the Gironde were sentenced to death by 

guillotine on the morning of June 31st 1793, which was the beginning of Robespierre’s Reign of 

Terror. On the night before, the Girondists gathered for a banquet in prison, each member 



celebrating their last meal, at times eloquent, serious and also lighthearted. The two members 

depicted are Jacques Boilleau (1751-1793), a lawyer in Avallon, who called Marat a monster, 

and Louis-François Viger (1755-1793), a prosecutor of the district of Angers. The two figures 

appear in the center of the painting, standing behind the elegantly set dining table, one clasping 

the other. 

 

 Philippoteaux studied with Léon Cogniet and first exhibited at the Salon from 1833. He 

is best known for his cyclorama of the Siege of Paris in the Franco-Prussian War, which placed 

the viewer in the midst of the action. He painted a portrait of Napoleon and many pictures of 

the victories of the Napoleonic wars, and received the Legion of Honor in 1846. He had a son, 

Paul (1846-1923), who worked with him on the cyclorama of the Battle of Gettysburg 

(1882/83). They enhanced the effect by erecting walls and artifacts from the battle in front of 

the cyclorama.    

 

 

 

 

 

  

 

 

 

  

 

 



 
 

 

57   PORTER, Fairfield   1907 – 1975  

       American School 

 

PORTRAIT OF JAMES SCHUYLER AND RESTUDY, circa 1960 

 
Black ink on mediumweight, off-white wove paper, no watermark. 13 3/4” x 16 3/4” (34.5 x 42.5 cm). 
Signed at lower right in black ink: Fairfield Porter.  
 

Note: James (Jimmy) Schuyler (1923-1991) was a key figure of the “first generation” New York 

School of poets that also included John Ashbery, Frank O’Hara, Kenneth Koch, and Barbara 

Guest. Many in this circle enjoyed careers that integrated their writing with the visual arts. In 

addition to writing poetry, Schuyler worked as a curator of circulating exhibitions at the Museum 

of Modern Art (1955-1961) and was an art critic for ArtNews. 

 

Porter and Schuyler enjoyed a close friendship from the early 1950s until Porter’s death 

in 1975. Schuyler, who suffered from frequent and serious bouts of depression throughout his 

life, lived with Porter, his wife Anne, and their children in their Southampton home from 1961 

until 1973. The two men influenced each other’s work, and Schuyler dedicated his first major 

poetry collection, Freely Espousing (1969), to Anne and Fairfield Porter. 



An artist as well as an art critic, Porter remained committed to representational art 

through the years when Abstract Expressionism was the dominant style. This was especially so 

in New York City and the neighboring beach communities of Long Island, where Porter and 

dozens of other artists had moved in the 1950s, including Jackson Pollock and Willem de 

Kooning. Porter’s favorite subjects were landscapes, cityscapes, and domestic interiors of his 

daily life, as well as portraits of his family and his many creative friends and colleagues.  

 

The present drawing and restudy may not have been used specifically for any one of the 

at least fifteen portraits Porter painted of Schuyler, but the perspective and expression are 

strikingly close to the image of the poet in James Schuyler, an oil on canvas dated 1960 

(illustrated in the catalog raisonné, no. L292). In this portrait, Schuyler is shown seated at a desk 

near a doorway that opens to an exterior space. The chair seen in the present drawing, however, 

is identifiable in dozens of the artist’s drawings, and situates Schuyler at the breakfast table in 

the enclosed porch of the Porter family’s summerhouse on Great Spruce Head Island, Maine. 

Schuyler spent many summers there beginning with his first extended visit in July 1954. 

 

 
  

 

 



 
 

 

58   POUGHEON, Eugène-Robert   1886 – 1955  

       French School 

 

PORTRAIT OF WOMAN WITH DERBY HAT, STUDY FOR “AMAZONES” (1926) 

 
Black and blue chalk and some graphite on thin, white wove paper, no watermark. 13” x 10 1/8” (33 x 
25.7 cm). Inscribed in graphite at upper right: Blanche Hanotin/4 (9?) Rue de la faite.  
 

Note: Robert Pougheon is known for his monumental Art Deco frescoes of the 1920s and 1930s. 

He had the traditional academic training (with Jean-Paul Larens as his teacher and lifelong 

friend) at the École des Beaux-Arts. He also attended the Académie Julian, where he made his 

first contacts with the Nabi movement. In 1918, he joined the French Academy in Rome where 

Albert Besnard (1849-1934) became his teacher. Together with his fellow-student Jean Dupas 

(1882-1964), Pougheon developed an Art Deco style of painting which adhered to neo-Classical 

structures, kept the human form recognizable, and absorbed the geometric forms of Cubism. 

Back in Paris, they were joined by a number of like-minded artists, several of them from 

Bordeaux, which gave the group its name, School of Bordeaux or School of Dupas. 

 

 Pougheon began exhibiting at the Salons of the Société des Artistes français in 1911, 

receiving awards in 1911, 1913, 1927, and 1929. In 1928 his Fantaisie Italienne was bought by 

the State for the Museum of Saint-Quentin. The painting Amazones was acquired by the 

Luxembourg Museum. In 1935, Pougheon became professor at the École des Beaux-Arts, then 



General Inspector of Fine Arts, and in 1942 he was made a member of the Institute. For the 

Universal Exhibition of 1937, Pougheon painted the complete interior of the pavillon du 

bâtiment, including a fresco for a ceiling measuring 180 square meters.   

 
  

 

 



 
 

 

59   ROUSSEAU, Philippe   1816 – 1887  

       French School 

 

SELF-PORTRAIT WITH CHICKENS AND FLOWERS 

 
Brown ink on off-white wove paper, no watermark. 9 11/16” x 14 1/8” (24.7 x 35.9 cm). Signed at the 
bottom, left of center: Ph. Rousseau. On verso, inscribed in graphite at upper right: 30 -/Rousseau; at 
center, inverted: 405. 
 

Note: Philippe Rousseau was a pupil of Baron Antoine-Jean Gros and Jean-Victor Bertin at the 

École des Beaux-Arts in Paris. He began his career as a landscape painter, but later concentrated 

on animal subjects and still-life in the manner of Chardin. 

 

 He exhibited at the Paris Salon from 1834, earning a third class medal in 1845, a second 

class medal in 1855, and a first class medal in 1848. 

 

 A favorite at the court of Napoleon III, Rousseau was made a Knight of the Legion of 

Honor in 1852, and was promoted to Officer in 1870.  

 
  

 

 



 
 

 

60   SORG, Louis or Alois-Barnabé-Louis   1823 – 1863  

       French School 

 

INFANT HOLDING AN APPLE, 1841 

 
Black chalk and estompe on commercially prepared drawing board, watermark at lower left of top paper: 
J W. 11 1/8” x 8 3/4” (28.2 x 22.2 cm). Signed and dated in graphite at lower right: L. Sorg/fecit/1841 
(signature enclosed in oval with flourish). 
 

Note: The Sorg family of Strasbourg painters are descendants from the painter Johann Jakob 

Sorg, born in 1743. Both Johann’s father Ignaz and his brother were sculptors in Regensburg. 

Johann had a daughter Marie-Françoise, born in Strasbourg in 1780, who painted miniatures and 

portraits. His son Marie-Louis-Joseph, also born in Strasbourg, lived from 1791 until 1870 and 

worked as a painter in his native city. His son Alois-Barnabé-Louis, called Louis, the author of 

the present drawing, painted religious works including frescoes and altar pieces in Alsace. Louis 

instructed his sister, Marie-Antoinette-Caroline (1833-1923) who followed along similar artistic 

lines and survived her brother by fifty years. The present drawing, dated 1841, was executed 

when the artist was 18 years of age. It is altogether possible that it is an exercise piece, either for 

demonstration or tutoring, a likely part of everyday activities in such a family.  

 

 



 
 

 

61   SPITZWEG, Carl   1808 – 1885  

       German School 

 

Recto: PORTRAIT OF A CELLIST IN PROFILE WITH OTHER STUDIES 

 

Verso: VARIOUS STUDIES 

 
Graphite on mediumweight, buff-colored wove paper, no discernible watermark. 4 9/16” x 5 1/4” (11.6 x 
13.3 cm). At lower left: estate stamp (Lugt 2307). On verso: inscribed: v. 78310. 
 
Sale: Munich, H. Helbing, April 9, 1908. 
 

Note: On his travels, Spitzweg never missed a military band’s performance, even if it pained him 

to listen to “some thirty brass players blowing with all their might in a small room.” At home, his 

family and friends played Hausmusik, together with the seven brothers Moralt, all members of 

the Bayerische Hofkapelle. Spitzweg’s aunt Anna Moralt was an excellent concert pianist, his 

stepfather played the flute, his brother Eduard managed a store for sheet music, and the artist 

himself took piano lessons all his life. There were numerous occasions when the artist could have 

drawn the handsome cellist. His costume suggests the time around 1840. 

 

Spitzweg trained as a pharmacist, but pursued his love for painting and drawing when he 

became financially independent after his father’s death in 1828. From 1842 to 1855 he 



contributed illustrations to the Fliegende Blätter. He learned from painter-friends, from copying 

in museums, and from traveling to major art centers, such as Prague (1849), Paris (1850/51) and 

London. During his trip to Paris he painted in the Forest of Fontainebleau alongside the Barbizon 

painters. Diaz’s and Delacroix’s use of color, light and atmosphere deeply impressed him. 

Subsequently his somewhat dry and pedantic style became much freer, and his subject matter 

turned from humorous figures to lyrical and atmospheric landscapes. He is popular to this day for 

his mildly satirical paintings of peculiar persons, such as The Needy Poet and The Perpetual 

Bridegroom. 

 

 

 
  

 

 



 
 

 

62   STEINLE, Edward von   1810 – 1886 

       Austrian School 

 

HEAD OF ST. BONIFACE, study for MADONNA WITH SAINTS AUGUSTINE AND 

BONIFACE, circa 1846 

 
Red chalk, graphite, and white gouache on medium-weight, brown wove paper, no watermark. 12 1/2” x 

11 1/16” (31.8 x 28.1 cm). 

 

Note: The present drawing is a study for the head of St. Boniface, a Benedictine monk, for a 

watercolor painting. This watercolor first belonged to the papal ambassador, Monsignor Viale 

Prela, and then passed into the collection of Alexander Flinsch in Berlin. In the same year, an oil 

painting (location unknown) was done for Lord Ellesmere, possibly Francis Egerton (1800-

1857), the first Earl of Ellesmere, a founding trustee of the National Portrait Gallery in London.  

The finished painting, a sacra conversazione inspired by the Italian Renaissance, features the 

Madonna and Christ child with Saints Augustine and Boniface. St. Boniface founded 

monasteries and schools around Germany and is known as the "Apostle of Germany." In 744, he 

became archbishop of Mainz, and was later martyred in Holland. St. Augustine, a sixth-century 

monk, founded monasteries in England and was known as the "Apostle of England." These titles, 

"Apostle of Germany" and "Apostle of England," were written below the saints in the painting. A 



similar preparatory drawing for the head of St. Augustine for the same work is in the collection 

of the Metropolitan Museum of Art. 

 

Steinle 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. 

 

 

 

  

 

 



 
 

 

63   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.  
 
  

 

 



 
 

 

64   STEVENS, Alfred   1823 – 1906    

       Belgian School 

 

HEAD OF A YOUNG WOMAN, circa 1875/85 

 
Oil on glass. Approximately 11 1/8” x 8 7/8” (28.3 x 22.5 cm), edges irregular. Monogrammed in brown 

oil at lower center and lower left: AS (connected).  

 

Note: Stevens was born in Brussels and educated at the Brussels Academy under François-

Joseph Navez. At age twenty-one, he went to Paris, where he fell under the spell of Courbet, 

especially after the exhibition of Courbet’s Burial at Ornans (1849, Paris, Musée d’Orsay). 

Stevens painted somber subject matter in dark colors until the mid-1850s, when he began to 

develop a genre for which he became famous: the private life of the Parisian middle-class 

woman. When the Second Empire came to an end, Stevens was not yet fifty, and the point has 

been made, that only then he came into his own. His painting became more engaged, more 



concerned with painterly values than with stunning effects. It was perhaps due to the influence of 

Manet, a frequent visitor in Stevens’ studio. There was a lively give and take between the two 

artists. 

 

 One of Stevens’ techniques for refining his palette was to lay a sheet of glass over a work 

in progress and to experiment with different colors and brush strokes on the glass sheet. The 

present painting is in all likelihood a variant of a woman’s portrait yet to be identified.  

 

 

  

 

 



 
 

 

65   SUDEIKIN, Sergei Yurievich   1882 – 1946 

       Russian School 

 

PORTRAIT OF LEONIDE MASSINE 

 
Oil on canvas. 24” x 19 3/4” (61 x 50.2 cm). Signed at lower right: Soudeikine. On label on verso: 

Portrait of Léonide Massine. 

 

Note: This striking portrait by the Russian painter and set designer Serge Sudeikin from his 

American period is an example of the artist’s dynamic use of composition and chiaroscuro. 

Ostensibly a candid portrait of the Russian ballet dancer and choreographer Léonide Massine, the 

work is also representative of the network of intercontinental artistic exchange characterizing the 

theater and ballet worlds during the interwar years. Completed by Sudeikin between 1928 and 

1930, when both the artist and his subject were primarily living in New York City, this portrait 

exemplifies the extensive influence of Serge Diaghilev and the Ballet Russes at this time, and is 

also demonstrative of the artist’s stylistic trajectory. 

 

Sudeikin and Massine likely first interacted in Paris during the early years of the Ballet 

Russes, as Sudeikin created the décor for Diaghilev’s production of La tragédie de Salomé in 

Paris in 1913 – one year before Massine joined the company. Though both personalities 



remained only intermittently involved with the group during the 1920s (Massine left the 

company in 1920 and Sudeikin moved permanently to the U.S. in 1923), the vast group of actors, 

dancers and artists connected to Diaghilev would continue to influence their artistic lives. While 

Massine formed the Ballets Russes de Monte Carlo in 1932 after Diaghilev’s death, Sudeikin 

became a founder and decorator for the Cave of Fallen Angels, a Manhattan nightclub patronized 

by Russian artists and nobility alike until Prohibition in 1926. From 1928 to 1930, Massine 

choreographed for the famous Roxy Theater in New York while Sudeikin designed sets for 

productions of the Metropolitan Opera, including Igor Stravinky’s Les Noces. 

 

A major figure in the Russian Symbolist group the Blue Rose, which held one prominent 

exhibition in 1907, Sudeikin transitioned from an early graphic and linear style towards 

Primitivism during World War I, and ultimately settled on an expressive vocabulary of realism in 

the 1930s. This work therefore represents a key period in the artist’s evolution when he hadn’t 

yet fully committed to the austere realism that defined his art after 1930. Sudeikin’s paintings 

and drawings in 1935, for example, exhibit the stark, striated shadows and highlights typical of 

Social Realism in the Americas during this period, and reflect the artist’s increased involvement 

with socially conscious projects including a commission to design the sets for the original 

operatic production of Porgy and Bess by the Metropolitan Opera that year.  

 

Moreover, the melancholic and monotonous tone of this painting also suggests the artist’s 

memories of the Ballet Russes. While Sudeikin’s wife Vera de Bosset left him in 1921 for one of 

the group’s major figures, the composer Stravinsky, the artist also forfeited his young male lover, 

Boris Kochno, to Diaghilev at the very same time. Though these romantic entanglements were 

quite common to the circle of the Ballet Russes, even a proponent of free love like Sudeikin was 

suffering in this milieu. The loss of Vera was a devastating blow to the artist, who spent his 

remaining years in the United States plagued by a debilitating illness, far away from his home 

country.  

 

 

 

  

 

 



 
 

 

66   VAN DEN BRUGGE, Romain   late 19th century 

       Flemish School 

 

HEAD AND SHOULDERS OF A WOMAN IN PROFILE 

 
Watercolor over graphite on off-white wove paper, no watermark. 6 3/16” x 4 9/16” (15.7 x 11.6 cm). 

Signed at lower right in graphite: RVan den Brugge. 

 

Note: Paintings of landscapes and interiors have appeared on the art market by this artist 

although he seems, at the present, to be unrecorded.   

 

 

  

 

 



 
 

 

67   WIERTZ, Antoine Joseph   1806 – 1865    

       Belgian School 

 

BUST-LENGTH PORTRAIT OF A LADY, circa 1834/37 

 
Oil on canvas. 22” x 18” (56 x 45.7 cm). 

 

Note: Antoine Wiertz is one of the most extraordinary figures in Belgian nineteenth century art. 

He drew with astounding skill at the age of four, played several musical instruments, wrote 

essays and executed sculptures with professional competence. His ambition to be bigger and 

better than Raphael, Rubens or Michelangelo was matched by the extremely rigorous standards 

he set for himself: he took a vow of chastity and lived for years in a cellar like hallway without 

heat. There he worked to the detriment of his health on canvases which were so big that he 

eventually needed a studio specially built for his work because no existing structure could house 

it. The progressive and open-minded administration of the city of Brussels signed an agreement 

with the artist stating that all his paintings would belong to the city which in turn would finance 

the construction of his studio, now known as Musée Wiertz. He made a few attempts to exhibit 

his paintings in public places including the Paris Salon. After an indifferent reception of his 



painting Patroclus at the Salon of 1839 Wiertz carried out a practical joke: he borrowed from a 

befriended collector a Rubens painting, signed it with his own name and sent it to the Salon jury 

in Paris where it was promptly refused. 

 

 Bound by his contract not to sell any of his paintings, Wiertz sold occasionally unsigned 

paintings to private collectors. The present portrait comes from an old Belgian family collection 

and can be considered as one of these “under the table” commissions.  

 

 Wiertz’s paintings were looked at with new interest when Romanticism struck a 

sympathetic cord in the 1960s. Next to the ever present names of Géricault, Delacroix and 

Chassériau the more philosophically oriented images by C.D. Friedrich, J.H. Füssli or William 

Blake became popular because they were loaded with literary and philosophical references. In 

this spirit the Museum of Dinant, Wiertz’s home town, mounted a retrospective exhibition of 

their native artist’s work in 1980. Several paintings in that catalogue depict women with the 

particularly eccentric hairstyle as it is seen on the lady in the present portrait. The comparable 

pictures in the Dinant catalogue are dated between 1835-1840. The peculiar ironic smile of the 

lady in the present painting might be a reflection of Wiertz’s infatuation with the masters, in this 

case with Leonardo da Vinci’s Mona Lisa. The bewitching looks of the lady are also reminiscent 

of Wiertz’s painting Esmeralda (Musée Wiertz), which falls into the same time frame assuming 

that it was conceived after Victor Hugo’s drama Esmeralda of 1836.  
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