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ANISFELD, Boris Israelevich 1879 – 1973
Russian School

SEASCAPE IN CAPRI, circa 1911
Gouache and watercolor on medium weight wove watercolor paper. No watermark. 14” x 19 7/8” (35.3 x 50.6 cm).
Signed at lower right: Boris Anisfeld. On verso circular blue label, inscribed: 6 or 9.
Note: The composition of the present watercolor, with its high viewpoint and the geometric forms of color spots
resembles very strongly a painting Sea and Rocks Capri II of 1911. In the summer of 1911, Anisfeld spent several
weeks in Capri, creating at least eight works in different media.
Reference:
Art Gallery of The Graduate Center, The City University of New York, Boris Anisfeld, Paintings and Stage Designs
1906-1926, 2003-04, cat. no. 7 (ill. of Capri II).

	
  
	
  
	
  

ANISFELD, Boris Israelevich 1879 – 1973
Russian School
NIGHTMARE, circa 1920
Pen and black, blue, and green ink, and grey wash on artist's board. 15 3/4” x 21 1/2” (40 x 54.7 cm). Signature at
lower right partially destroyed: Boris Anis. On verso inscribed in the artist's daughter's hand: Nightmare; stamped: E.
H. & A. C. Friedrichs Co. / Artists' Materials / 169 West 57th St. New York; inscribed in graphite: 19; label,
inscribed: 346 (inventory list 1973).
Note: The inventory no. 346 is listed as Pen and ink drawing, sketch for a large oil. No painting of this subject has
come to light at this time. Most likely the present drawing is identical with a drawing of the same title exhibited in
Chicago in 1932. That exhibition presented a total of twenty-eight works by Anisfeld. The art supplier's board came
from a shop near Anisfeld's studio and apartment at 200 West 57th Street, where he lived in the 1920's.
Reference:
The Art Institute of Chicago, International Exhibition. Watercolors, Pastels, Drawings and Monotypes, 1932, cat.
no. 191.
	
  
	
  
	
  

BAKST, Léon 1866 - 1924
Russian School
CHARIOT HORSE DRINKING
Graphite and watercolor on artist’s board (medium weight off-white laid paper stretched over blue carton). 13” x
19 ¼” (33.0 x 48.9 cm). No discernible watermark. On verso: Label of the purveyor in the shape of a palette at top
center: COULEURS FINES / PAPETERIE ENCADREMENTS / A. BARILLON / 60, R. de la Rochefoucauld /
Paris. In graphite at top left corner: No 152. Inscribed in graphite along left edge: B. Tsipkevitch. In red grease
pencil below and to the left of purveyor’s label: 5. In graphite left of center: C 1 (?). On backing: label in black
printer’s ink of The Fine Art Society Ltd., with inventory number and date given in black typewriter ink:
114/B10/5; 4 September 1976; hand-written label in black ink: LEON BAKST / THE HORSE, STUDY FOR / A
DECORATION TO A / RUSSIAN THEME / 28708.
Ex-collection: Mme Berthe Tsipkevitch (the artist’s niece)
Exhibitions: Leon Bakst at Galleria del Levante, Milan/Rome/Munich, 1967 (cat. no. 82: “Cheval s’abreuvant”
[Horse Drinking]); Bakst, The Fine Art Society Ltd., London, 1976 (cat. no. 114: “The Horse, Study for a Décor
Relating to a Russian Theme, c. 1922”).
Note: Léon Bakst’s niece, Madame Berthe Tsipkevitch, believed the present watercolor related to a “Russian
theme.” The image is best understood within the context of the ancient world, however, because the subject is
identifiable as a chariot horse by the unusual ring attached to its harness. The artist’s avid interest in Greece is well
documented, and its profound influence on Bakst’s aesthetic is evident throughout his œuvre. The rigid profile of
the horse in the present work is reminiscent of what one might see on an antique coin or as part of the imagery
adorning a Greek vase. The “drinking horse” motif is not uncommon on Greek and Roman objects such as a blackfigured amphora now in the Antikensammlung in Munich (ca. 540-530 B.C.E.) and a hydria (ancient Greek water

jar), which shows several horses drinking from a basin, at the Museum of Fine Arts, Boston (525-520 B.C.E.).
(See Moore, p. 49).
Bakst began to study the art of Greek antiquity in earnest when he was commissioned to prepare set and costume
designs for a series of Greek tragedies to be performed at the Alexandrinsky Theatre, St. Petersburg, in 1902 and
1904: Hippolytus, Antigone and Oedipus at Colonos. In 1907, the artist traveled through Greece and Crete. The
many sketches Bakst executed at that time reveal his fascination with antique sculpture, as well as the imagery and
designs he saw on the ceramics and mosaics at the ancient sites at Corfu, Olympia, Delphi and Knossos. Bakst’s
ability to transform the visual vocabulary of the ancient world for a modern sensibility is widely known through
his costume and set designs for the Ballet Russe, most notably Narcisse, Daphnis et Chlöé and L’Après-midi d’un
faune, in 1911-12.
Research suggests the present watercolor may have been a motif in the background of one of Bakst’s many Greekthemed set designs, although it could have been intended as a decorative element for the home of one of his many
patrons.

References:
Leon Bakst, Galleria del Levante (Milan, Rome, Munich, 1967), n.p., see no. 82.
Bakst, The Fine Art Society Ltd., on the occasion of the Society’s Centenary (London, 1976), p. 50, no. 114.
Mary B. Moore, “Horse Care as Depicted on Greek Vases before 400 B.C.” Metropolitan Museum Journal, vol. 39
(2004): pp. 8, 35-67 (comparative images, p. 49).
Irina Pruzhan, Leon Bakst: Set and Costume Designs, Book Illustrations, Paintings and Graphic Works. Arthur
Shkarovsky-Raffé, trans. (Leningrad, 1986).
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  

	
  
	
  
	
  
BEAUMONT, Hugues de 1874 – 1947
French School
MAN IN BED SMOKING
Black, red and white chalk heightened with red watercolor and some with with estompe and areas where the
estompe has been cleaned away on medium weight gray laid paper. Watermark as read through upper right of verso:
PMF. Approximate size: 18 5/8” x 24 1/8” (47.3 x 61.3 cm). Signed in black chalk at lower left: Hugues de
Beaumont (with a flourish).
Note: Hugues de Beaumont was a student of Gustave Moreau from 1892-1898. In 1905, he was included in the first
collective exhibition of the Intimistes at Galeries Henry Graves (Paris), along with Vuillard, Bonnard, and Matisse;
the Intimistes are recognizable for their intense exploration of the domestic interior as subject matter. Hugues de
Beaumont is also known for his landscapes with figures and society portraits and for his use of a somber palette.
	
  
	
  
	
  
	
  
	
  
	
  

	
  

	
  

BENJAMIN-CONSTANT, Jean-Joseph 1845 – 1902
French School
LANDSCAPE WITH STREAM AND COUPLE
Black chalk heightened with white chalk on tan wove lightweight paper. No watermark. 12 13/16” x 10 1/8” (32.6 x
25.7 cm). Dedicated and signed in black chalk at lower left: A moon ami Cazaneuve/souvenir affectueuse/B.
Constant.
Note: Painter and printmaker. He spent his youth in Toulouse, where he studied at the Ecole des Beaux-Arts. A
municipal scholarship enabled him to enter the École des Beaux-Arts in Paris in 1866. By the following year he was
a student in the École de la Rue Bonaparte under the history painter Alexandre Cabanel, and he competed
unsuccessfully for the Prix de Rome in 1868 and 1869. His first Salon exhibit, Hamlet and the King (1869; Paris,
Mus. d’Orsay), established his reputation as a colorist. Constant submitted a number of other traditional history
paintings, such as Samson and Delilah (1872; untraced). During the Franco-Prussian War (1870–71), however, he
travelled to Spain, visiting Madrid, Toledo, Córdoba and Granada, where he came under the influence of the
Orientalist painter Mariano Fortuny y Marsal.
This intimate drawing is unusual within Benjamin-Constant’s oeuvre as it reflects more of the Barbizon
tradition than his better-known works do. It is a presentation work given to his friend, the composer Édouard
Cazaneuve (c. 1835-1903).

	
  
	
  
	
  

	
  

BENOUVILLE, Jean-Achille 1815 – 1891
French School
LANDSCAPE WITH ROCKS AND WILD PLANTS
Watercolor over slight black chalk on medium weight off-white wove paper. No watermark. 7 11/16” x 11 5/16”
(19.3 x 28.9 cm). Estate stamp in red at upper left center: BENOUVILLE/ACHILLE (encircled) (Lugt Suppl. 228 b).
On verso estate stamp in violet at lower left: ACHILLE BENOUVILLE (encircled), inscribed in brown ink at center:
113. Printed in black on an off-white sheet, cut from an exhibition catalogue (?): BENOUVILLE (JEAN-ACHILLE),
né à Paris, élève de M. Picot./Premier grand prix de Rome (Paysage) 1845/-med. 3ecl. 1863/*juillet 1863-EX./A
Rome: et à Paris, chez M. Benouville, rue de la Paix, 26.
Note: Together with his younger brother François-Léon, Benouville studied with Picot and Cogniet. He painted
many views of Compiègne and Fontainebleau. Starting in 1838, he made three trips to Italy, one in the company
with Corot in 1843, with whom he shared a studio in Rome. In 1845, he won first prize in the Prix de Rome. He
remained in Italy and sent his works to Paris until returning in 1870.
In the catalog of the estate sale of Jan. 16, 1901, at the Hôtel Drouot, Paris, two watercolors are titled Edge
of the Lake, which is a possible title for the present watercolor. But it also might have been included in a convolute
of unidentified unframed watercolors.
	
  
	
  
	
  
	
  
	
  
	
  
	
  

	
  
	
  

	
  

	
  
CANOVA, Antonio 1757 – 1822
Italian School
ALLEGORY OF THE ARTS: SCULPTURE, PAINTING AND ARCHITECTURE, circa 1815
Oil on canvas, relined. 29 ¼” x 24 ¼” (74.3 x 61.6 cm)
Note: Within Antonio Canova’s larger oeuvre of Neoclassical sculptures is a small group of (primarily oil)
paintings. This group includes Venus (private collection), Alessandro, Apelle, and Campaspe (private collection),
Triumph of Faith (private collection), Deposition (Correr museum, Venice), The Three Graces and Venus Dance
Before Mars (1789) (Possagno), and the present work, Allegory of the Arts: Sculpture, Painting and Architecture,
circa 1815. The present work depicts allegorical figures of the Fine Arts, Painting at the center, Sculpture on the left,
and Architecture on the right, identified by the attributes of their field, which they hold in their hands. A small Cupid
stands in the foreground of the painting “distributing gilded laurel leaf crowns to the three young women.” This
description, as well as the certain attribution of the painting to Canova, are given by Canova scholar Gian Lorenzo
Mellini in his catalogue raisonné of the artist: Canova: Saggi di filologia e di ermeneutica. He states that the
atmospheric mood in the Allegory of the Arts can be found in all of Canova’s paintings. Certainly, Canova’s sense of

composition with the main figures in the foreground, who stand in a unifying and stable triangular form before a
classical cityscape, is similar to that in his painting Alessandro, Apelle, and Campaspe. This sense of composition,
as well as Canova’s use of gentle light and sfumato to smoothly blend the eye’s transitions from foreground to
background, and his application of saturated and bright color reflect Canova’s interest in the stylistic attributes of
Venetian Renaissance art.
As Canova’s sculptures are well known for their timeless and still quality, his sketches, which are loosely
drawn and expressive, and his paintings, which are lively and colorful, are initially unexpected. A comparison
between Canova’s wash drawing, The Three Graces and Venus Dance Before Mars, and the present work, painted
twenty-five years later, reveals Canova’s ultimate embrace of a looser and more flexible stylistic sensibility in his
painting. Rather than placing his figures in the frieze-like composition of antiquity as with the earlier Three Graces,
Canova’s women in Allegory of the Arts frolic in a sun-filled and breezy landscape. Interestingly, Canova’s Allegory
of the Arts is reminiscent of the large tapestry cartoons, created by Canova’s contemporary Francisco Goya for
Charles III and Charles IV during the years 1775-1791. Many of Goya’s large paintings, for example Blind Man’s
Bluff (1789), depict fêtes galantes that pay homage to the Rococo in their subject matter and use of pastel color, as
does the present work.

Reference:
Gian Lorenzo Mellini, Canova: saggi di filologia e di ermeneutica (Milan: Skira, 1999), ill. p. 9.
	
  

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.

CARPEAUX, Jean-Baptiste 1827 - 1875
French School
EVE TEMPTED, 1874
Bronze with greenish-black patina, mounted to olive-green marble base with rotation mount, inscribed FIZEL AINE
DEPOSE which has been fixed to it and gilded during casting. Overall height: 32” (81.3 cm); height from bottom of
base to tip of the snake/child’s finger: 27 15/16” (70.9 cm); diameter of circular base: 9 1/2” (24.1 cm). Title,
signature, and date incised on front of base: EVE TENTÉE/JBte Carpeaux 1874.
Note: In 1874, during his stay with his long time friend, the painter Bruno Chérier, in Montparnasse, Carpeaux
worked on this model. The inspiration for the composition could very well have come from sixteenth century
sources, such as Titian’s The Fall of Man, in the Prado Museum. The serpent figure takes the form of a cherubic
child, whose lower extremities are replaced by a serpent’s body. The present cast is comparable to the cast
illustrated in Pierre Kjellberg’s Les Bronzes du XIXe Siècle Dictionaire dès Sculpteurs, 1987. The cast is captioned
as being a lifetime cast, and like the present cast it bears no flourish at the end of the name. The casts of propriété
Carpeaux do bear the flourish.

CARPEAUX, Jean-Baptiste 1827 - 1875
French School
BACCHUS HEAD or CHILD LAUGHING, circa 1869/72
Bronze, mounted to red marble base. Overall height: 23.5” (59.7 cm); width: 14.5” (36.8); depth: 13.5” (34.3).
Signed lower right, numbered: 1204.
Note: The present work is an example of Carpeaux’s late style in which he turned to the playfulness of the Rococo
and the dynamism of the Baroque for inspiration. A bust of a female Bacchus, The Bacchante with Roses, circa
1872, reproduced the features of Mlle, Miette, an actress at the Palais Garnier; Miette had originally modeled for
Carpeaux’s The Dance, 1868, on the façade of the opera house. Both the Bacchus Head or Child Laughing and The
Bacchante with Roses, were Carpeaux’s response to the growing market for smaller, collectible sculpture.

CHINTREUIL, Antoine 1816 – 1873
French School
TREES IN A LANDSCAPE
Black chalk heightened with white on coarse grey-brown wove paper. No watermark. 8 ¾” x 6 13/16” (22.2 x 17.3
cm). Signed in graphite at lower left: Chintreuil.
Note: Corot was a life-long influence on Chintreuil’s landscape drawings. Corot is known to have tried to sell the
works of Chintreuil and his friend Lavieille from his own studio to collectors who came there to buy works by
Corot.

CORDIER, Charles-Henri-Joseph 1827 – 1905
French School
MULATTO WOMAN, PRIESTESS AT THE FESTIVAL OF BEANS, 1856
Bronze. Approximately 27” (68.6 cm)
Note: Cordier was born in Cambrai where he received his first drawing lessons at 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.”

COROT, Jean-Baptiste-Camille 1796 - 1875
French School
NERO’S TOMB, circa 1826
Graphite on medium weight, white, wove paper, no discernible watermark. Sight dimensions: 7 1/4” x 10 3/8” (18.4
x 26.4 cm). Inscribed in red chalk at upper left: 370; red estate stamp at lower left: Lugt 460a: VENTE/COROT.
Formerly: W. M. Brady & Co., Inc, New York.
Note: Corot traveled to Italy late in 1825, accompanied by the Latvian-born painter Johan Karl Baehr. They arrived
in Rome in December, and by 1826, the two friends set off to work in the environs of Rome. In November, Corot
headed south to the towns known as Castelli-Romani (Frascati, Marino, Castel Gandolfo, Albano, Ariccia, Genzano,
and Nemi). The tomb is located between Arricia and Albano, and was depicted by many artists. Corot traveled in the
company of fellow artists and also encountered others working at this important site, including Carulle d’Aligny,
Edouard Bertin, Léon Coignet, Ernst Fries, and Léopold Robert.

DECAMPS, Alexandre-Gabriel 1803 - 1860
French School
ARAB SEATED IN DOORWAY, circa 1836
Black chalk, heightened with white gouache, and tamped on oil on olive-green paper. 11 3/4” x 8 3/4” (29.8 x 22.2
cm). Artist’s monogram in black chalk at center of stone bench: DC. Colnaghi Gallery label on backing.
Formerly: Colnaghi Gallery, London.
Note: Decamps, known as an initiator of Orientalism, depicted everyday life in the Near East. Decamps’s use of
light influenced not only painters, such as Delacroix, but also writers and photographers. Henry James called the
book Constantinople (1853) by Théophile Gautier “a verbal Decamps”. During his lifetime he was overshadowed by
his contemporaries, Delacroix and Ingres, whose pictures dramatized the subject and were therefore more exciting.

DESBROSSES, Jean-Alfred 1835 – 1906
French School
ROCKY STREAM WITH MOUNTAIN AND WATERFALL IN BACKGROUND
Oil on canvas. 16 3/16” x 10 1/4” (41.2 x 26.1 cm). Signed in brown oil at lower left: JEAN DESBROSSES. On
verso of upper stretcher bar inscribed in graphite: 39 (?).
Note: Desbrosses was a student of Ary Scheffer, then of Chintreuil, with whom he lived in close friendship from
1849 on. His artistic temperament was in many ways very different from that of his friend: while Chintreuil
preferred twilight or moonlight, Desbrosses was interested in strong effects of daylight; and while Chintreuil was
under the influence of Corot, the present painting shows that Desbrosses was more drawn to Courbet.

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 should 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 Vande 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.
Reference: La sculpture belge au 19eme siècle. Catalogue, Brussels, 1990.

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 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.
Reference:
Gabriele Sadofsky, Anton Einsle, in Mitteilungen der österreichischen Galerie, 1987, Jg. 31, no. 75, cat. no. 116.

ETTY, William 1787 – 1849
English School
recto: STANDING FEMALE NUDE
verso: SEATED MALE NUDE
Oil on prepared artist’s board. 16 3/4” x 20 5/8” (42. 5 x 52.4 cm).
Note: How William Etty could devote a lifetime to painting delicious male and female nudes, without being
persecuted by Victorian guardians of moral values, remains a mystery, explicable only by the double standards of
the period. Naturally, there was criticism (“no decent family can hang such sights against their walls”), but the Royal
Academy made Etty a member and he taught at the venerable institution. His colleagues shook their heads when he
sat with the students in life classes, painting along with them. The present painting may well have been created on
such an occasion. It has a recto and verso, male and female, another indication that it was created in a life class,
when the artist for lack of a new board turned an older one around. “Like the great French painters”, wrote Hans
Hess at the occasion of Etty’s centenary, “he was in love with his métier. He loved painting as such, and in this
respect he was more modern than his time.”
References:
Exposed. The Victorian Nude. Alison Smith, ed., Tate Britain and other locations, 2001-2, p. 57.
William Etty’s Centenary Exhibition, introduction by Hans Hess, City of York Art Gallery, 1949.

FOSSEY, Félix 1826 - 1869 or after
French School
ROWER
STUDY FOR THE PRIX DE ROME COMPETITION OF 1855
Black and while chalk on medium weight tan wove paper. Watermark as seen through recto at lower right: M above
crossed branches of leaves. 11 11/16” x 17” (27.2 x 43.2 cm). Inscribed in black ink vertically along right edge: B 2
No 21.
Note: Félix Fossey won the second prix de Rome in 1852 (no first prize was given). He continued to compete, and
the present drawing is one of his studies for the subject given in 1855: Caesar During the Storm. The drawing is
illustrated in Philippe Grunchec, Les Concours, described as a “beautifully drawn study (pl. 13) of a nude model for
one of the rowers in Fossey’s painting.”
Again no first prize was awarded in 1855. The critic E. J. Delécluze blamed the choice of subject for the
meager result: “It is not an action, but a sentence, of which even the greatest artist cannot make any sense.” The
obscure subject was based on the following anecdote:
Caesar, in military distress, disguises himself as a slave and crosses a river at night. When during a wild
storm the owner of the boat orders to return to shore, Caesar throws off his disguise and says: “What do you mean,
you are carrying Caesar and his fortune.”
References:
Philippe Grunchec, Les Concours des Prix de Rome 1797-1863, vol. II, Paris, 1989, p. 223 (note on present
drawing); p. 224 (ill. of present drawing); p. 299, no. 22 (story of subject); p. 299, no. 27 (description of present
drawing); p. 365.

GEDÖ, Ilka 1921 – 1985
Hungarian School
SELF-PORTRAIT, circa 1947-49
Graphite on medium weight 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.
References:
Ilka Gedö (1921-1985) Drawings and Pastels, Shepherd Gallery, 1995.
Drawings by Ilka Gedö and Görgy Roman, Budapest Jewish Museum, 1995.
The Art of Ilka Gedö. Special issue of Uj Müveszét, no. 4, 1997.

GEDÖ, Ilka 1921 – 1985
Hungarian School
TABLE #5
Black ink and black chalk on tan, medium weight laid paper. Watermark at center: flower with three petals. 13 1/4”
x 12 3/8” (33.6 x 31.4 cm)

GENELLI, Giovanni Bonaventura
German School

1798 - 1868

PROMETHEUS BOUND, circa 1834-55
Grey ink and brown wash on medium weight white wove paper mounted on carton. Paper size: 11 1/4” x 12 5/8”
(28.6 x 32.1 cm). Carton size: 17 5/8” x 22 15/16” (44.8 x 58.3 cm). No discernible watermark. Signed in grey ink at
lower right corner: B. Genelli fect. Border drawn around image in grey ink. The following two drawn elements
create a trompe l'oeil mat and trompe l'oeil marbleized wood frame: (1) on paper: a second border in brown ink with
grey wash along top and left edge (creating a shadow on the illusionary mat); (2) on carton: a 13/16" border in
brown ink and white gouache with grey wash along bottom and right edge (which collectively create illusion of
marbleized frame and its shadow). Verso of carton, inscribed in graphite at bottom center: Bonaventura Genelli.
Note: The present drawing is one of several very similar iterations by Bonaventura Genelli of the subject of
Prometheus Bound. The artist’s most important patron, Princess Carolyne Sayn-Wittgenstein, had at least one in her
collection – a drawing that varies only slightly from the present example. However, correspondence between artist
and patron shows that by 1854, Genelli was in the habit of sending drawings and albums to the princess with the
expectation that she would either purchase them herself or find other collectors for them. In one such letter to the

princess dated June 1, 1854, the artist describes a Prometheus Bound composition: “[the] drawing represents
Prometheus tormented by the eagle, his laments repeated by Echo.”
The earliest known example of Genelli’s Prometheus Bound dates to circa 1832, when the composer Hermann
Härtel commissioned the artist to execute a series of frescoes for his villa in Leipzig, Römisches Haus (completed
1834; destroyed 1945). Inspired by the Villa Farnesina in Rome, Härtel envisaged a great hall filled with frescoes
depicting important moments from the Odyssey. Genelli cut short a period of study in Rome to complete the project.
Unfortunately, Härtel grew impatient with the artist’s slow progress and eventually withdrew the commission.
Prometheus Bound is one of a handful of designs originally intended for the villa; they were later published as a
collection of engravings entitled Satura (1871). A watercolor variant dated 1855, once in the collection of David
Daniels, also exists.
Four of Genelli’s designs for Härtel’s villa were later used for another important commission, the Niobidensaal in
the Neues Museum, Berlin (1850), where they can still be seen today. The hall is named after Niobe, a tragic Greek
mythological figure known from Homer’s Iliad. A life-size plaster cast of Niobe sheltering one of her daughters (the
marble was found in Rome in 1583, now in the Uffizi, Florence) forms the centerpiece of an important collection of
copies of Greek and Roman sculpture, which still populate the space. The walls are decorated with 21 murals,
including four circular paintings by Genelli: Prometheus Bound, Orpheus in the Underworld, Daedalus Making
Wings for Icarus, and The Education of Achilles by Chiron.

References:
Hans Ebert, Buonaventura Genelli; Leben und Werk (Weimar, 1971), pp. 109-113, 117, ill. cat. no. 101.
Emil Hirsch Antiquariat, Handzeichnungen; Abteilung I: Meister des XIX. Jahrhunderts, Abteilung II: Meister des
XV.-XVIII. Jahrhunderts. (Munich, Nov. 26, 1921), p. 13, plate XIII, no. 99 (comparative illustration, Prometheus
Bound, formerly in collection of Princess Carolyne Sayn-Wittgenstein).
Ida Maria Lipsius, Aus der Glanzzeit der Weimarer Altenburg: Bilder und Briefe aus dem Leben der Fürstin
Carolyne Sayn-Wittgenstein (Leipzig, 1905), pp. 65-66.
Cornelia Reiter, Schöne Welt, wo bist du? Zeichnungen, Aquarelle und Ölskizzen des deutschen und
österreichischen Spätklassizismus (Vienna, 2011), p. 114, ill. no. 239 (comparative illustration, line drawing of
version in the Niobidensaal).

GÉRÔME, Jean-Léon 1824 – 1904
French School
PORTRAIT OF AN ITALIAN GIRL, 1850
Graphite on medium weight, 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 one
David and Gros had taught. It was the most reputable atelier in Paris in the 1840’s. 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 CharlesFrançois 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.
Reference:
Gerald M. Ackerman, The Life of Jean-Leon Gérôme, New York, 1986, pp. 22-24.

GIANI, Felice 1758 - 1823
Italian School
NIOBE ATTEMPTING TO SHIELD HER CHILDREN FROM ARTEMIS AND APOLLO, circa 1810
Pen and ink, ink wash, and pencil on lightweight, cream, laid paper, no watermark. 17 1/8” x 22 1/2” (43.4 x 57.2
cm). Inscribed in pencil below image: Gianni [sic].
Note: In Pavia, Giani studied with Antonio Galli Bibiena and eventually moved to Rome, where he worked in
various studios including that of Pompeo Batoni between 1780 and 1786. He then returned north to Faenza and
executed a number of fresco decorations for important palaces. The decorations for the Milzetti palace in Faenza are
considered his masterpiece. He befriended the French occupying hierarchy and traveled to Paris. It is there that he is
credited with forwarding the Empire style. The present, vigorous drawing in the neoclassic style depicts Niobe as
she is protecting her children from the onslaught of Apollo and Artemis. Apollo killed all of her sons, and Artemis
all her daughters, as a punishment for her pride.

GIANI, Felice 1758 - 1823
Italian School
ACHATES AND ASCANIUS BRINGING GIFTS TO THE TYRIANS, circa 1810
Oil on paper, laid to canvas. 14 7/8” x 11 3/4” (38 x 29.8 cm). Erroneously inscribed in ink in old hand on partial
label on stretcher: [Italian] School/Vincenzo Camuccini/1771-1844.
Note: The present painting depicts an episode in Virgil’s Aeneid, Book I, lines 643-656:
“Aeneas, having been welcomed in Carthage by Dido, Queen of Carthage, sent his friend Achates to the ships in
order to fetch Ascanius, Aeneas’s son, as well as gifts from the rescued Trojan treasures.”
Giani painted a variant of the same subject in a decorative scheme for the Palazzo Marescalchi in Bologna, one of
his most prestigious commissions.

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.

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.

HARPIGNIES, Henri-Joseph 1819 - 1916
French School
VIEW FROM VILLA VIAL, 1891

Watercolor on medium weight, cream, wove paper, no watermark. 14 7/16” x 21 6/16” (36.6 x 54.4 cm).
Signed, inscribed, and dated in watercolor lower left: h. harpignies/Villa Vial 91. Inscribed in pen lower
left: Beaulieu, Alpes Maritimes.
Note: Beginning in 1865, Harpignies began spending the winter months in Beaulieu on the Riviera. Only a few
miles from Nice and Monte Carlo, Beaulieu was rather warmer than either of these resort locations. The arid quality
of its atmosphere and the resulting “tropical vegetation” resulted in Beaulieu’s nickname: “La Petite Afrique”. An
1892 report written by a special commissioner for health, just shortly after the present work was painted, reveals
how closely and accurately Harpignies captured the Beaulieu landscape with his watercolors: “It is protected on the
north by a range of gigantic cliffs (with patches of strata of reddish sandstone), the edges of which are fringed with
trees; while below, groves of stately olive-trees cover the base and struggle as far up as they can by the fissures in
the rocks…Trees and tall shrubs hang over the edges of the abrupt banks, which enclose the tiny creeks and bays
bordered with diminutive sand beaches, or with long ledges of marble rocks dipping gradually down into the deep
blue water, carpeted in some places with thin flat leaves.” This same report mentions that Mr. W.K. Vanderbilt and
his family were occupying the Villa Vial in Beaulieu during the winter of 1891/92, perhaps at the very same time
that Harpignies painted the present work. 1891/92 proved to be the end of an era for Villa Vial; shortly after, in
1895, Leopold II of Belgium purchased the villa and its surrounding property for his sixteen-year-old mistress,
Blanche Delacroix. The modest Villa was ultimately destroyed and reconstructed as a grand residence: The Radiana.

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 heard: 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 nineteeth 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 BraunfelsEsche, who at present prepares a catalogue raisonné of Hildebrand’s work. 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, which can be observed in the three busts presented in
this exhibition. They are executed in marble, bronze and iron, respectively.
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.
Reference:
Frieda Hildebrand, Erinnerungen an Adolf von Hildebrand, unpublished manuscript, archive Munich.
Angela Hass, Adolf von Hildebrand. Das plastische Portrait, Munich 1984, cat. no. 27, p. 76 ill.
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

HOFFMANN, Josef 1870 - 1956
Austrian School
POSTCARD FROM JOSEF HOFFMANN TO KOLO MOSER, 1897
RECTO:
Drawing of circular construction. Ink and colored pencil on paper. 3 9/16” x 5 1/2” (9 x 14 cm). Inscribed in ink:
WIEN, 3.X.96. LIEBER FREUND! / BESTEN DANK FÜR DIE / LIEBE KARTE DIR UND / DEN ANDEREN
HERRN / UND VIELE GRÜSSE! WANN WERDEN WIR DICH / DENN WIEDERSEHEN? / OLBRICH IST SCHON
ZU/RÜK [sic] J. HOFFMANN. / WENN DU KANNST, SO BESUCHE H. BILDH. [BA?]RER GEORGENSTRASSSE
40/o II. GANG U. GRÜSSE IHN VON MIR. (Dear friend, many thanks to you and the other gentlemen for the kind
card and best regards! When will we see you again? Olbrich is already back. Jos. Hoffmann. Footnote: If you can,
visit the sculptor Barer (?) at Georgenstrasse 40/o IInd entrance and give him my best regards).
VERSO:
Printed at left: Nur für die Adresse. Printed at top: Correspondenz-Karte / An with printed postal stamp. Stamped at
left: [MÜ]NCHEN 19 / 5 / OCT. / … / 96. Stamped at top right: 4.10.96 / 3- 9V. Inscribed in ink: Wohlgeboren /
Herrn / Koloman Moser, Maler / bei Herrn Mukarovsky / Gern bei / München.

Note: This card was sent by Josef Hoffmann to friend Kolo Moser, a fellow architect/designer and co-founder of the
Wiener Werkstätte. Lasting until 1932, the collective workshop was an example of Gesamtkunstwerk, to which
Hoffmann contributed with designs for buildings, furniture and other items for the home, including lamps, glasses,
silverware, etc.

KOTERA, Jan 1871 – 1923
Austrian/ Czech School
POSTCARD TO JOSEF HOFFMANN, 1897
RECTO:
Drawing in ink of a monument. 3 9/16” x 5 1/2” (9 x 14 cm). Inscribed in ink: Werthester Herr Hoffmann! / Bin
wirklich etwas krank / geworden u. komme so erst / Sonntag wieder nach Wien. / Freue mich schon auf Sie, / meinen
lieben Freund und Nachbarn! / Ihr Kotera. (Dear Mr. Hoffmann, I really got a little sick and therefore I come back
to Vienna only by Sunday. I am looking forward to you, my dear friend and neighbor! Yours, Kotěra.
VERSO:
Printed at left: Nur für die Adresse / Pouze pro adresu. Printed at top: Correspondenz-Karte. / Koresponden#ní
lístek. Stamped at upper right: PILSEN… PIZEN NADRAZI / 24 / 2 / 11 / 97. Inscribed in ink: Herrn Josef Hoffmann
/ architekt [sic] / Wien I / Schillerplatz, Akademie d. b. Künste. (Mr. Josef Hoffmann, architect, Vienna I,
Schillerplatz, Academy of Fine Arts).
Note: Born in Moravia, Jan Kotěra studied architecture in Vienna with Otto Wagner at the Academy of Fine Arts.
While he eventually established his career in Prague, Kotěra was stylistically influenced by the Vienna Secession,
whose members included his teacher Wagner and Josef Hoffmann (to whom he sent this postcard).

OLBRICH, Joseph 1867 - 1908
Austrian School
NEW YEAR’S POSTCARD TO JOSEPH [sic] HOFFMANN, 1896
RECTO:
Ink and watercolor on paper. 3 9/16” x 5 1/2” (9 x 14 cm). Addressed to ‘Pirnitz bei Iglau – Moravia.’ Painted in
watercolor: PROSIT NEUJAHR. Inscribed in ink at lower left: 30. XII. 1896. J. Inscribed in ink at lower right: JO
[Joseph Olbrich]. Signed in ink at upper right: Otto Wagner Junior / ch… Jos Czastka/ Karl…ichle / Kramer / Otto
Schönthal / …anga / Joseph Olbrich.
VERSO:
Printed at left: Nur für die Adresse. Printed at top: Correspondenz-Karte / An with printed postal stamp. Stamped at
left: PIRNITZ 31…96 BRTNICE. Stamped at right: WIEN / b1 / 30.12.96 / 6-7 N. Inscribed in ink: Wohlgeboren
Herrn / Joseph Hoffmann / Architekt / Pirnitz / bei Iglau – Mähren.
Note: Born in (what is now) the Czech Republic, Olbrich studied architecture at the University of Applied Arts,
Vienna and the Academy of Fine Arts, Vienna. In 1897, Olbrich, along with Gustav Klimt, Josef Hoffmann and
Koloman Moser founded the Vienna Secession, for which Olbrich designed the landmark Secession Hall. The other
signers of the card appear all to be fellow students of Otto Wagner sending this greeting.

HOFFMANN, Josef 1870-1956
Austrian School
FLORAL DESIGN, circa 1925
Ink on off-white wove paper. 11 1/2” x 8 1/4” (29.2 x 21 cm). No watermark. Monogram in ink at lower left: J H.

HOFFMANN, Josef 1870-1956
Austrian School
FLORAL DESIGN, circa 1925
Ink on off-white wove paper. 11 1/2” x 8 1/4” (29.2 x 21 cm). No watermark. Monogram in ink at lower left: J H.
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HAERDTL, Oswald 1899-1959)
Austrian School
DESIGN FOR THE WIENER WERKSTÄTTE
A. Watercolor and pencil on graph paper. 8 3/8” x 13 1/2” (21.3 x 34.3 cm). Artist’s stamp in lower right corner:
OH. Inscribed across bottom edge: Fensterseite (window side).
B. Watercolor and pencil on graph paper. 8 3/8” x 13 5/8” (21.3 x 34.6 cm). Inscribed on middle right side: WW.
Inscribed at center of bottom edge: H.
C. Watercolor and pencil on graph paper. 8 1/4” x 13 5/8” (21 x 34.6 cm). Artist’s stamp in lower right corner: OH.
D. Watercolor and pencil on graph paper. 8 3/8” x 13 9/16” (21.3 x 34.5 cm). Artist’s stamp in lower right corner:
OH.
Ex-collection: Johannes Spalt (1920-2010), Vienna.
Note: Oswald Haerdtl was born in Vienna. In 1916, he studied painting with Kolomon Moser and from 1919-21 he
took architecture classes with Oskar Strnad. In 1921, he began assisting in a master class taught by Josef Hoffmann.
By 1924, Haerdtl was working in Hoffmann’s private studio and became in charge of instillations at the Wiener
Werkstatte.

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 on 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 1890’s 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 1880’s. 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)).

KLINGER, Max 1857 – 1920
German School
SEATED YOUTH, circa 1883-1887
(Sitzender Jüngling)
Oil on carton. 24 3/8” x 32” (63 x 81 cm). Monogrammed in red oil at lower left: MK.
Note: Although the present painting is undated, stylistically it dates from the mid-1880s. Works from this period of
Klinger’s career show studied modeling and transparent glazes when compared to those of his later career. In Seated
Youth and other figure studies from this period, including Study for the Central Figure of “The Blue Hour” (1888),
luminous shades of pink, blue and yellow lend an underlying glow to the sumptuous flesh of his sitters. By 1900,
Klinger had absorbed some of the tenets of Impressionism; his brushwork became much looser and the articulation
of the skin tone of his figures is much denser, taking on an almost pasty appearance.
The redheaded youth in the present work is one of two young models Klinger seems to have sketched repeatedly in
the early 1880s and which he then referred to over the course of several decades. The other model is identifiable by
his long, dark hair and distinguishable facial features. Both young men appear in Judgment of Paris (1885/87), in
which the redhead is shown standing, while the dark-haired model is seated in a pose almost identical to that seen in
the present study.
It is possible Klinger posed both models in this seated position and later chose which would stand and which would
sit in this composition. The seated figure’s legs in Judgment of Paris are not crossed at the ankles, as they are in the
present work; likewise, an 1883 ink study of Judgment of Paris shows the dark-haired model in a similar seated

pose, but with his legs spread far apart. Both models are identifiable in Klinger’s Vom Tode, a two-part series of
etchings for which preparatory drawings exist that evidence the artist variously posing these models, from which he
would select the final figures.
Finally, the present oil study could have been used for Homer Singing to the Greek People (1909, destroyed 1943).
The model appears to have aged, but the body position is exactly the same as the present study.
References:
Manfred Boetzkes, et al., Max Klinger: Wege zum Gesamtkunstwerk (Mainz am Rhein, 1984), pp. 48, 51 (Judgment
of Paris, fig. 37 and pl. VIII, ink study and final painting, respectively).
Die Welt Max Klingers (Berlin, 1918), pl. 24 (Homer Singing to the Greek People).
Shepherd Gallery, Twenty Nineteenth Century Works of Art: Paintings, Drawings and Sculpture (New York, 1986);
fig. 20 (Study for the Central Figure of “The Blue Hour”).

KOBELL, Wilhelm von
German School

1766 - 1853

TREE STUDY
Graphite on tan wove paper. No watermark. 6 5/8” x 3 1/4” (17 x 8.2 cm).
Ex-collection: Waldemar Lessing, 1923.
Formerly: Galerie Jahn, Munich.
Note: Wilhelm von Kobell was born in Mannheim into a family of artists: his father, Ferdinand, and his uncle,
Franz, were etchers and landscape painters in Mannheim and Munich. When Wilhelm Kobell received a purse from
the Palatine Duke Karl Theodor to fulfill his dream of going to Italy, he had to spend the money re-settling his
parents and himself in Munich, after the Napoleonic army had crossed the Rhine. The Bavarian landscape became
the central subject of Kobell's minutely painted and magically still landscapes.
The present drawing echoes the compositions of his landscapes with their strong vertical and horizontal lines. The
symbolism of the tree in the foreground, old but flourishing, and the delicate wide landscape beyond, are also
reminiscent of Caspar David Friedrich. The drawing was once in the collection of Waldemar Lessing, author of a
1923 monograph of Wilhelm von Kobell. It is illustrated in Lessing's publication as well as in the more recent
catalogue raisonné by Siegfried Wichmann.
References:
Waldemar Lessing, Wilhelm von Kobell, Munich 1923, p. 76 ill.
Siegfried Wichmann, Wilhelm von Kobell. Monographie und kritisches Verzeichnis der Werke, Munich, 1970, cat.
no. 1268, p. 429, ill.

KORNBERGER, Grete active 1917-18
Austrian School
WALL OF A BEDROOM
Black ink on papier calque, mounted to white wove paper. 7 3/8” x 12 1/8” (18.8 x 30.7 cm). Signed and dated on
mount at lower left and right: G. KORNBERGER/S.S. 1917.
Note: Kornberger was a student in Vienna, most likely at the School of Applied Art. This school was an important
center for modern design from 1897 on, when Arthur von Scala, a member of the Secession, became its director. He
brought important young artists to the school (including Joseph Hoffmann) whose influence on several generations
of students defined the look of Viennese art nouveau. (Eighty percent of the employees of the Wiener Werkstätte
came from the School of Applied Art.) The present student drawing shows the coherence of the Viennese style in its
similarity to works by Joseph Wimmer and Dagobert Peche, who employed strong diagonal rose patterns in 1914
and 1915 respectively.
Reference:
Jane Kallir, Viennese Design and the Wiener Werkstätte, New York, 1986, p. 83, figs. 118, 119 (comparative
drawings).

KRAUSE, Hermann August
German School

1857 - 1905

INTERIOR VIEW OF THE LESSING THEATRE, BERLIN, 1888
Graphite, ink, watercolor and gouache on heavyweight off-white wove paper. No watermark. 33” x 37” (83.8 x 94
cm). Inscribed at bottom left corner: v. d. Hude und Hennicke Archit. / gez: H. Krause / 1888. Motto inscribed on
cartouche above the proscenium: Kunst Und Natur Sind Eines Nur (Art and Nature are as one). On verso of carton
in dark pink ink on modern-day circular label: Stephanie Hobhouse / Stock # 99LL FG 89091. . .
Formerly: Stephanie Hobhouse, London
Note: The present watercolor offers an especially detailed representation of the ornate interior of the Lessing
Theater, which was destroyed by Allied bombs in the final weeks of World War II. Architects Hermann Philipp von
der Hude and Julius Hennicke (through their Berlin-based firm von der Hude & Hennicke) designed the building’s
exterior in the Renaissance Revival style, while the sumptuous interior, as seen here, is reminiscent of the Rococo
era. The theater stood near the Reichstag, completed in 1894. Hermann August Krause ingeniously included a street
view of the building by portraying it on the fire screen.

Krause studied art and architecture in Strasbourg and Berlin, but his dislike of conventional education prompted him
to leave school. Recognizing that many architects lacked the artistic skills to execute beautiful drawings of
completed or future projects, Krause forged a career as an architectural illustrator. He was also an artistic associate
of the architectural firm Alterthum & Zadeck. While there, Krause designed and built Adolf Jandorf’s first
department store, A. Jandorf & Co. am Spittelmarkt (1892). Thereafter, A. Jandorf & Co. grew to become the most
successful department store chain in Germany. Krause also completed another department store at Hausvogteiplatz,
located in Berlin Mitte’s district. The success of these two buildings won him several more commissions, including
the Geschäftshaus Löwenberg (another department store). Although the Löwenberg was never built, a drawing for
its façade (1893), the same size and in the same style as the present watercolor, is in the collection of the
Architecture Museum at Technische Universität Berlin.
The present work may have been executed at the request of Hennicke and von der Hude, whom Krause credits in the
lower left corner, just above his own signature. One can assume the two male figures included in the image – one
near the artist’s signature and the other standing near the orchestra seats at the right – are portraits of the architects.
The inscription on the cartouche pays homage to the genius of Johann Wolfgang von Goethe (1749-1832), whose
poem Nature and Art (1800) proclaims this intimate connection in the first two lines: “Nature and Art, they go their
separate ways, / It seems; yet all at once they find each other.”
Reference:
Hans Volmer, Allgemeines Künstlerlexikon (München, 2008).

KUBIN, Alfred 1877-1959
Austrian School
FRAU WELT, 1912/15
Watercolor and pen and ink on paper. 12” x 15” (31 x 38 cm). Signed lower right: Kubin. Titled lower left: Frau
Welt.
Note: Austrian born, Kubin studied in Munich and therefore, although a contemporary to the Vienna Secessionists,
Kubin was more profoundly and stylistically affected by the expressionistic works of Max Klinger, Edvard Munch
and the Belgian artists Félicien Rops and James Ensor. The allegorical figure Frau Welt comes from medieval
legend. Often appearing in church sculpture of the time, she appears beautiful when viewed from the front and
corrupt from the rear, thereby representing the totality of vice and virtue within a woman’s figure.

LABRUZZI, Carlo 1747/48 - 1818
Italian School
EMPEROR GALBA’S TOMB, 1789

Watercolor and pencil with brown ink double framing lines on lightweight, beige, laid paper,
indecipherable watermark. 16 1/8” x 21 3/4” (40.9 x 55.2 cm). Inscribed in brown ink above image:
173; inscribed in pencil below image: Tomba detta di Galba. On verso, in pencil: Manning #79.
Exhibition: London, John Manning Gallery, Carlo Labruzzi (1748-1817), An Exhibition of Fine
Watercolour Drawings of the Appian Way, 1960, no. 79.
Note: Carlo Labruzzi was known as a landscape painter and engraver. The engravings stem from the latter part of
his career. They include views of Rome and its surroundings, scenes of village life, and sets of peasant costumes, as
well as line drawings of the Roman campagna. It is thought that he spent time in Paris and also that he was most
probably the Labruzzi who worked in Vilanor, Poland, for Count Potocki. The tomb of the Emperor Galba is located
on the Via Appia. In 1789, Labruzzi was commissioned by Sir Richard Colt Hoare of Stourhead to record the sights
along the Appian Way. This group of drawings was first discovered in 1903 by Thomas Ashby. The collection is
now in the Vatican Library.

LIEBERMANN, Max 1847 – 1935
German School
CHILD IN PRAM (Study for PLAYGROUND IN THE HOFGARTEN IN MUNICH), 1879
Oil on paper, laid down to cardboard. 6” x 10 3/4" (15.2 x 27.3 cm). Signed and dated in graphite lower right: M
Liebermann 79. Inscribed in graphite on verso of frame: […] Kind in der Wiege.
Note: Max Liebermann, Germany’s most famous Impressionist painter, executed this oil sketch in the Spring of
1879 while he was visiting Munich’s Hofgarten, for his small bravura painting, Playground in the Hofgarten in
Munich, which is in the Oskar Reinhart Stiftung in Winterthur. The present study has been authenticated by Prof.
Dr. Matthias Eberle in April 2017.

MÉNARD, Émile-René 1862 – 1930
French School
HERACLES THE LION SLAYER, circa 1914
Oil on canvas. 19 7/8” x 28 7/8” (50.5 x 73.3 cm). Signed in black oil at lower left. E. Ménard. On verso of canvas
stamped: Paul Foinet Fils; on stretcher bar old label, inscribed: Héraclès/Tueur de Lions.
Ex-collection: Augustus Saint-Gaudens; sold by the family at auction in South Carolina, 2003.
Note: Émile-René Ménard grew up in a sophisticated family. His father, René-Joseph Menard, who was director of
the Gazette des Beaux Arts, held a position at the Ecole des Arts decoratifs, and exhibited landscape paintings at the
Salon (1853-1875). René-Joseph’s brother, Louis-Nicolas, published works on mythology, art history and
philosophy, and also taught at the Ecole des Arts decoratifs. The two brothers became accomplished landscape
painters with the help of their friends in Barbizon, especially Diaz, Rousseau, and Troyon. Young Émile-René spent
his summers with the painters in the forests of Fontainebleau.
Never a student at the Ecole des Beaux-Arts, Ménard received training and advice from William
Bouguereau and Paul Baudry. He enrolled in the Académie Julian (where the Nabi movement originated) and
exhibited for the first time at the Salon in 1883, at age twenty-one. Intensive literary studies of classical texts, and a
keen awareness of kindred artists (Poussin, Puvis de Chavannes) informed his subject matter and technique.
Arcadian and archaic landscapes, populated with mostly classical figures, are depicted with an intensity that evokes
timelessness.
A pastel painting Heracles Tueur de Lions, signed and dated 1914, was exhibited at the gallery Tanagra in
Paris in 1976, and subsequently sold at the nouveau Drouot in Paris in 1981. Both in the exhibition and at the Sale, a
pastel of Heracles et le Taureau was offered (of the same dimensions), suggesting that Ménard had perhaps a seris
of paintings of the Labors of Hercules in mind.
The proportions of the pastel and the present oil painting differ in height. The lower sky of the oil painting
might have helped to increase the power of the storm, which is much more developed in the present painting than in
the pastel.
Reference:
Galerie Tanagra, Paris, E.R. Ménard, 1862-1930, Symbolisme Intime, 1975-76, cat. no. 24, ill. of the pastel (32.5” x
47.5”).
Sale Nouveau Drouot, Paris, Nov. 18, 1981, lot 279, ill. of the pastel.

MINNE, George
Belgian School

1866 - 1941

YOUTH WITH A WATERSACK, 1897
Shellacked plaster. Height, from bottom of base to top of right elbow: 27” (68.5 cm); length of base: 17 1/2” (44.5
cm); depth of base: 10 1/2” (26.7 cm). Signed near right foot: GMINNE.
Provenance: Purchased from the artist by Christiane De Meyer around 1910; by descent
Note: Christiane De Meyer purchased the present cast directly from Minne. De Meyer was introduced to George
Minne by her brother-in-law Jean Cantaert. The De Meyer and the Cantaert families were industrialists in Ghent—
De Meyer in the brewing sector and Cantaert in the textile industry—and Minne was close to both families. He
executed a marble figure for the Contaert family funeral monument in the Zottegem cemetery.
According to Minne scholar, Albert Alhadeff, the Man with a Watersack began as a two-figure composition of St.
John the Baptist pouring water over Christ. Over time, Minne reduced the composition to one secular figure,
though retained the connection with water. In Symbolist literature, water had the power to renew life in a
metaphysical sense. The youth in the present sculpture appears to perform a ritualistic or spiritual act, rather than
simply pouring water from an animal skin sack.
A plaster of Man with a Watersack is in the collection of the Detroit Institute of Arts. The marble is in the Museum
of Modern Art, Venice, and bronze casts are in museum collections in Paris, Brussels, Otterlo, and others.
References:
Albert Alhadeff, “De man met de waterzak,” in George Minne en de kunst rond 1900 (Ghent, 1982), ill. pp. 35-39,
133-34.
——“Meunier and Minne: Subterranean Visions and the Blue Summits of the Soul,” Bulletin of the Detroit
Institute of Arts 65, no. 1 (1989): ill. pp. 22-25.
Leo von Puyvelde, George Minne (Brussels, 1930), ill. no. 23, plate 21.

MONTICELLI, Adolphe-Joseph-Thomas 1824 - 1886
French School
SPRING LANDSCAPE, circa 1870

Oil on panel. 15 1/2” x 24” (39.4 x 61 cm).
Note: It is easy to see in this painting what impact Monticelli had on modern art. Monticelli influenced young
Cézanne, who knew him in the 1860s. Together they painted landscapes from 1878-1884 in the countryside of Aix.
Van Gogh brightened his palette and took a more vigorous approach after viewing Monticelli’s paintings in Paris in
1886 at the Galerie Delarebeyrette. Van Gogh once remarked, “I sometime think I am really continuing that man.”

OEHME, Ernst Ferdinand Friedrich 1797-1855
German School
FARMHOUSE WITH TREE, 1852
Graphite on heavyweight tan wove paper. No watermark. 5 5/8” x 8 1/8” (14.3 x 20.6 cm). Dated in graphite at
lower right: Freitag, d. 27 Aug. 52. On verso inscribed at upper right: E. F. Oehme. Old mat from the collection of
Johann Georg of Saxony with collection mark on verso (Lugt Suppl. 1162c) and embossed name and dates of the
artist on recto; on verso inscribed 947 and 7122.
Ex-collection: Johann Georg of Saxony (1869-1938), Dresden.
Note: Ernst Ferdinand Oehme entered the Dresden Academy as a student of Christian Dahl in 1822. Soon he fell
under the spell of Caspar David Friedrich, whose overwhelming vision and artistic greatness were a hard test for the
Dresden students. Oehme was clearly influenced by the master, but talented enough to develop his own style.
A trip to Rome brought a widening of Oehme’s view of the world around him, but he could not come to
terms with Anton Koch’s classical-heroic landscapes. Back in Dresden, he continued to paint moody, poetic images,
depicting the vastness and infinity of nature.
Towards the middle of the century, more closely observed motifs appear in his work. Idyllic country views
indicate the artist’s awareness of the dawning of Realism. However, the sparse, linear construction of space in the
present drawing demonstrates, that Oehme never forgot his debt to Caspar David Friedrich, whose vision
complemented Oehme’s poetic perception of nature.

PECHE, Dagobert 1887 – 1923
Austrian School
EMBROIDERY ON TULLE, circa 1917-19
White embroidery on white tulle. Oval. 17” x 14 1/2” (43 x 36.8 cm).
Note: Between 1915 and 1923, Dagobert Peche was the most exciting designer working at the Wiener Werkstätte
(Vienna Workshops). After his early death at age thirty-six, Josef Hoffmann remarked, “only every one-hundred,
maybe three-hundred years such a genius is born to a nation.” A recent exhibition at the Neue Galerie, New York,
introduced this artist to the American audience in an installation which did justice to the adventurous imagination of
Peche. A valuable catalogue accompanied the exhibition.
The present textile is an embroidery on tulle, a craft that Peche cultivated from 1917 on, after he had moved
to Zürich as director of a newly created branch of the Wiener Werkstätte. He almost “draws” with the needle on the
soft background which gently changes with the perspective of the viewer. The androgynous figure is adorned with
ribbons, flowers seem to sprout on the legs, plant-like ornaments grow on the figure’s head as well as out of the
bowl of fruit. The figure is on its toes, perhaps dancing, like a Bacchic figure on a Greek vase. Variations of these
elements can be found in many of Peche’s drawings, especially in one at the museum for Applied Arts in Vienna
(inv. No. 8396/13) which depicts a similar bowl of fruit surmounted by the same slender stems with berries.
Reference:
Max Eisler, Dagobert Peche, Stuttgart, 1992, p. 65-67, ill. of tulle embroideries.
Nikolaus Schaffer, Dagobert Peche, Salzburg, 1987, K 116, ill. of the drawing in the Vienna Museum.
Dagobert Peche and the Vienna Werkstätte, Neue Galerie, New York, 2002.

Pradier, Jean-Jacques, called James 1790 – 1852
French School
HEBE AND JUPITER’S EAGLE, circa 1840
Bronze with black-brown patination on irregular self-base. Height, from bottom of base to top of head: 19” (48 cm);
width, from left edge to right edge of base: 13” (33 cm); depth, from tip of wing in back to curve of knee in front:
10” (25.5 cm). Signature incised on amphora at lower left: Pradier. Foundry mark (used during the 1850’s and 60’s)
stamped on front rim of base: SUSSE FRERES (with a bracket underneath and the letter F in a circle).
Note: Searching for a possible date for the present sculpture, Jacques de Caso wrote in his Pradier exhibition
catalogue (1986, see below), “the subtle pose and the choice of a nude figure fit in with Pradier’s compositions in
the 1840’s” However, de Caso also records that the origin might go further back to the time when Pradier returned to
Rome in 1824. In a letter of January 30, 1824, he wrote to the painter François Gérard that he was “about to mount a
small figure of Hébé for a friend in Paris.” Since no trace of this project is known, its connection to the present
sculpture remains tentative.
In Greek mythology, Hebe, the daughter of Jupiter and Juno, was the goddess of youth and the cupbearer to
the gods.
Reference:
Jacques de Caso, Statues de Chair. Sculptures de James Pradier (1790-1852), Paris, 1986, cat. no. 81, ill. p. 273.

Pradier, Jean-Jacques, called James 1790 – 1852
French School
PANDORA, after 1856
Bronze with dark brown patina. Height, from bottom of self-base to top of tiara: 38” (96.5 cm). Signature incised
after casting on right side of self-base: Pradier.
Note:
Pradier conceived Pandora at the same time as the sculptures La Sagesse and Anacréon. The three figures in
classical draperies reflect the midcentury fervor for authentic classical details. Typically, Pandora’s jar is decorated
with Greek motifs. A semi-life-size sculpture Pandora was exhibited at the Salon of 1850. One year later, it was
shown at the Universal Exhibition in London. At the artist’s estate sale in 1852, a plaster model for a statuette was
sold, together with reproduction rights, to the founder Labrouë, who began editing Pandora in 1856.
The story of Pandora was first told by Hesiod. After Prometheus had stolen the heavenly fire, Zeus looked
for revenge. He had Hephaestus create a woman endowed with beauty and gifts given by the gods, wherefore she
was called “all-gifted”. She became the wife of Epimetheus, the brother of Prometheus. Zeus had given her a
mysterious box, and when she opened it, all the woes of the world flew out. Although she hastily closed the lid, only
Hope remained in the bottom.
Later, the story was told in many variations. Pradier chose to depict the ambiguity of Pandora by modeling
one half of her body veiled, hiding the unfortunate mysteries, the other part unveiled, showing her alluring beauty.
Thus Pradier’s Pandora stands for the duplicity of beauty and fatal attraction, a subject favored by Symbolists later
in the century.
References:
Lami, vol. 8, p. 110.
Jacques de Caso, Statues de Chair. Sculptures de James Pradier (1790-1852), Paris, 1986, cat. no. 81, ill. p. 162163.

RICHARDT, Joachim Ferdinand 1819-1895
Danish School
VIEW OF MONS KLINT, 1845
Oil on canvas. 21 7/8” x 31 1/8” (55.5 x 79 cm). Signed and dated in brown oil right of lower center: J.
Richardt/1845.
Note: Richardt was apprenticed to a carpenter before he entered the Academy in 1835. In the course of his studies he
won two silver medals. A pupil of Johan Ludvig Lund, he also received instruction in perspective from the architect
G.F. Hetsch (1788-1864), and around 1843 is thought to have had guidance from the elderly Bertel Thorvaldsen. He
exhibited intermittently at Charlottenborg from 1839 to 1871, at the San Francisco Art Association in 1876, and at
numerous other venues in North America. In his youth, Richardt carved out a career as a landscape painter and
draftsman, largely depicting castles, manor houses and churches. A large number of these works were made into
lithographs and published by Reitzel. A ceaseless traveler, Richardt went to Canada in 1855, and then to New York,
where he maintained a studio for three years. In the 1860s he travelled, among other places, to Italy, London and
Sweden. In 1873 he immigrated to the USA, settled in the San Francisco Bay area, and continued to paint
landscapes, including a number of views of the Niagara Falls. His first journey to America is said to have come
about through an invitation from Commodore Vanderbilt.
J.F. Richardt is probably best known for his picture of 1839, An Artist’s Studio in the Academy
(Thorvaldsen Museum, Copenhagen). He should not be confused with his brother Carl Richardt (1816-87), also a
painter, whose oeuvre was far less extensive and all produced in Denmark.
Reference:
Suzanne Ludvigsen (research) in Danish Paintings of the Golden Age, Artemis Fine Arts, New York, 1999, cat. no.
30.

ROPS, Félicien 1833-1898
Belgian School
DEATH PENALTY, circa 1859
(La pein de mort)
Black chack on papier calque lined with white wove paper. 18 3/8” x 12 1/16” (46.7 x 30.5 cm). Collection marks at
lower right: JO (encircled) and CD (encircled). Inscribed in graphite at lower left: La pein du mort.
Exsteens 530
Rouir 611, 831
Note: The abolition of the death penalty was a big issue in France in the 1860s. In Belgium, the painter Antoine
Wiertz and the writer Charles de Coster, Rops’ friend, were actively involved in the campaign. Rops wrote in 1879,
referring to the drawing: “I hate drawings with a philosophical or preaching message. But in this context I find the
drawing ‘amusing’.”
A fully realized black chalk drawing, published with the date of 1859, is in the collection of the Musée
Rops in Namur. That drawing served later as a model for the lithograph, and in 1891 for a heliogravure.
Reference: Edith Hoffmann, “Notes on the Iconography of Félicien Rops”, Burlington Magazine, no. 123, 1981, pp.
206-218.

ROPS, Félicien 1833-1898
Belgian School
HERMAPHRODITIC MIRTH
(Gaieté hermaphrodite)
Black ink and black crayon on papier calque lined with white wove paper. 12 1/8” x 8 1/2” (30.7 x 21.6 cm).
Collection marks at lower right: CD (encircled) and JO (encircled). Inscribed in graphite at lower right: Gaieté.
Exsteens 791
Rouir 889
Note: The print corresponding to this drawing was executed with a combination of techniques (heliogravure, soft
ground etching), typical of Rops’ passion for the perfect impression.

ROTHAUG, Alexander 1870 - 1946
Austrian School
STUDY OF TWO OF THE FALLEN WARRIORS (FOREGROUND AND BACKGROUND) WITH RESTUDIES
FOR AMAZON AFTER THE BATTLE, before 1931
Black chalk with white heightening on grey paper, no discernible watermark. 7 1/8” x 12 3/4” (18 x 32. 4 cm).
Signed in graphite lower right: ALEXANDER/ ROTHAUG.
In 1934, Arthur Roessler, an art critic well-known for his patronage of Egon Schiele, wrote an essay for the German
monthly Der Gertreue Eckart in homage to the “master painter” Alexander Rothaug. In the essay, a retrospective of
the artist then in his sixties, Roessler places Rothaug in an exalted artistic lineage from Albrecht Dürer to Arnold
Böcklin and Max Klinger. Roessler describes Rothaug’s career-long choice of subject matter, mainly scenes from
classical mythology, and he praises the artist’s aesthetic style in which the precisely rendered human body is
poetically imbued with a sense of Romantic spirit and pathos. Roessler likewise praises Rothaug’s draftsmanship
and he remarks upon the importance of preliminary studies as an essential step in the artist’s process of the study of
nature and in the depiction of the human form. Included in Roessler’s essay are five undated illustrations of
Rothaug’s work, including Amazon after the Battle, for which the present work is a study. The painting itself was
exhibited at the Künstlerhaus in Vienna in 1931.
Alexander und Leopold Rothaug: zwei Wiener Maler um 1900 (Horst Ludwig, 2009) is the most recent and
comprehensive source at this point on the careers of both Alexander and his brother Leopold, the latter who was also
a successful painter and set designer. Born in Vienna, Alexander Rothaug first received his training from his father
Theodor and alongside his older brother. While initially his formal studies led him towards sculpture, Rothaug
ultimately found his calling as a painter, specifically under the tutelage of the Orientalist artist Leopold Müller,
while he was a student at the Vienna Academy from 1885-1892.
Rothaug received several larger scale commissions that solidified his reputation as a “poet” of classical mythology;
these included painted stage curtains for theaters in Frankfurt, Nuremberg and Vienna, as well as ceiling paintings
for the Kurhaus in the spa and resort town of Merano in Northern Italy and for the Grand Hotel de l’Europe in Bad
Gastein, Salzburg. Rothaug was also drawn to graphic work, creating illustrations for both books and magazines,
such as Fliegende Blätter, a humorous publication through which his work became widely disseminated. He also
published his own author’s books: Skizzen aus Miramar includes images from a trip to Spain in 1912 while the later
career work, Statik und Dynamik des menschlichen Körpers (1933), a ten-plate illustration of the human body in a
systematic progression of different, properly proportioned poses, demonstrates the artist’s personal emphasis on
careful study in order to render accurately the human form.

Finally, it is important to note that although Rothaug, at least, and his art most definitely, remained apolitical during
an obviously tumultuous time in the world-wide art community, his work was exhibited alongside Secessionist
artists Maximilian Lenz, Johann Viktor Krämer, Gustav Klimt, and Egon Schiele at the Künstlerhaus in 1941. It is
unknown whether Alexander Rothaug and Egon Schiele ever encountered one another, but they, at one time or
another, shared the same address of 114 Hietzinger Hauptstrasse.

ROUSSEAU, Victor 1865 – 1954
Belgian School
FAUN UNDER A TREE
Brown washes, red crayon and graphite on medium weight off-white wove paper. No discernable watermark. 8 ½” x
4 1/4” (21.3 x 10.8 cm), left edge irregular. Monogrammed in graphite at lower right: R + V.
Note: Victor Rousseau’s contribution to Belgian sculpture has been considered on a level with that of George Minne
and Constantin Meunier. His work at the turn of the 20th century was a successful synthesis of classical principles
and a modern sensibility, as can be seen in the present watercolor.

SARGENT, John Singer R.A. 1856 - 1925
American School
CRUCIFIX
Maquette for the 1/3 scale model for Triumph of Religion, Boston Public Library, circa 1895/99
Polychrome plaster.
Height: 31 1/8” (79.1 cm); width: 24 3/8” (69.1 cm); depth from back of cross to front of figure’s forehead: 3 1/2”
(8.9 cm)
Ex-collection: Violet Ormond (née Sargent); The Community of the Resurrection (Mirfield, West Yorkshire, United
Kingdom).
For further information please see the catalog: A Rediscovered Maquette by John Singer Sargent
http://www.shepherdgallery.com/pdf/sargent.pdf

SOLOMON, Simeon (1840-1905)
British School

PRIEST, 1896
Watercolor and some body color on artist’s board. 13 7/8” x 10 3/16” (35.2 x 26 cm). Signed and dated in black
body color at lower right: SIMEON/SOLOMON / 1896.
Formerly: Lechertier, Barbe & Co., 60 Regent Street, London W.
In this late work by Simeon Solomon, the artist depicts a priest of the Eastern Orthodox Church holding a liturgical
vessel in exaltation. While the same scene from Solomon’s watercolor The Mystery of Faith from 1870 (Lady Lever
Collection, Cheshire) is reiterated here, the composition is cropped so that the priest fills the picture plane.
Completed after the scandal over Solomon’s homosexuality in 1873, this work also indicates the artist’s persistent
interest in religious ritual and Catholicism itself in his late career. Beginning with Heliogabalus, High Priest of the
Sun in 1866 (Christie’s, Feb. 19, 2003), Solomon investigated the mystical and philosophical implications of ‘ritual’
– a polemic aspect of Catholicism that was detested by British Protestants and that was actually forbidden by the
Public Worship Regulation Act of 1874. The ‘voluptuous mysticism’ of Solomon’s late work, as described by
Lionel Lambourne, may therefore reflect the antagonism towards non-conforming religious worship in England at
this time.
Curiously, Solomon became so intrigued by Catholicism towards the end of his life that he purportedly attended a
Carmelite church in Kensington, London, though he never formally became a member. The artist’s decline as a
result of his arrest, trial and subsequent humiliation after the scandal in 1873 unmoored him both personally and
professionally and may have instigated an existential attitude towards religion later in his life that led him to
frequently conflate Jewish and Christian iconography. Algernon Swinburne, in his article of 1909, wrote that
Solomon ultimately had a “ceremonial bias towards religious forms of splendor or solemnity” as the divine service

of religious officers represented the “‘full-blown dignity’ of official magic” (302). According to critic Lionel
Lambourne, these later images of priests and rabbis also posses “stylized, ritualistic qualities that pictorially
anticipate the verse of the decadent poets of the 1890s, Lionel Johnson and Ernest Dowson” (281-82) and the
“decadent overtones” of such works represents the artist’s growing religious ambivalence.

Bibliography

Kleeblatt, Norman L. “Jewish Stereotype and Christian Prototype: The Pre-Raphaelite and Early
Renaisance Sources for Simeon Solomon’s Hebrew Pictures,” in Pre-Raphaelite Art in Its European
Context, ed. Susan P. Casteras and Alicia Craig Faxon (Hackensack, NJ: Fairleigh Dickinson University,
1995).
Lambourne, Lionel. “Abraham Solomon, Painter of Fashion, and Simeon Solomon, Decadent
Artist,” Transactions (Jewish Historical Society of England) 21 (1962-1967): 274-286.
Swinburne, Algermon Charles. “Simeon Solomon: Notes on his ‘Vision of Love’ and Other
Studies,” The Bibelot 14 (1909): 291-316.

SOLOMON, Simeon
English School

1840 - 1905

THREE HEADS
Red chalk on artist’s board. 18 3/8” x 23 1/4” (46.7 x 59 cm). Inscribed on verso: Simeon Solomon. Old backing
inscribed: Durlacher.
Formerly: Durlacher Brothers, New York.

Note: In this undated drawing, Simeon Solomon presents a group of three idealized male youths reflecting both his
interest in Greek mythology and Classical homoeroticism. Solomon composed many works during his career based
on the grouping of three individuals, often males, and as his work matured, his figures became increasingly
androgynous. His interest in Classicism had been inspired by his close friendship with Algernon Swinburne, who
studied ancient Greece at Oxford and was regularly consulted by eminent Hellenists like Benjamin Jowett (18171893), who translated Plato. Swinburne was also interested in alternative sexualities and his support for the work of
the Marquis de Sade (1740–1814) influenced Solomon. From 1861 to 1862, Solomon worked with Swinburne to
illustrate an heroic poem on the Greek poetess Sappho. The artist’s tri-figure composition Erinna Taken from
Sappho in 1865, which originally depicted Sappho jealously observing her lover with a man, had to be censored in
the oil version to accommodate Victorian norms. The title was changed and Sappho was transformed into a
‘paranymph’ (the Greek equivalent of a best man).

The implications of Solomon’s epicene drawings were not lost on contemporary critics. When Solomon painted
Sacramentum Amoris in 1869, for example, his rendering of ideal love as a half-naked athletic male youth holding a
lantern inspired one critic to write in the Illustrated London News that the figure may be “made to yield almost any
meaning,” and that it was “scarcely a wholesome or profitable one” (anon. 1869, p. 135). Though originally
disguised as Classicism, Solomon’s increasing defiance of Victorian moral codes led him to emphasize the
androgyny of his figures (Werner, p. 398). In the artist’s prose poem A Vision of Love Revealed in Sleep from 1871,
he even describes Sacramentum Amoris as a “synthesis of male and female characteristics in an attempt to construct
a sexless figure.” Swinburne echoes Solomon’s sentiments, writing in 1909 that many of the artist’s figures have a
“supersexual beauty, in which the lineaments of women and of man seem blended” (pp. 307-08).
Despite the threatening and homophobic atmosphere of the Victorian era, Solomon did his best to encourage such
readings. In another work The Sleepers and the One Who Watcheth from 1870, the artist again depicted three figures
of indeterminate gender holding each other in an erotic manner. These suggestive groupings were not, of course,
limited to secular or Symbolist subjects; an article from The Art Journal in 1906, for example, mentions that
Solomon showed drawings called Christ with Peter and Christ Kissing Moses at the Baillie Gallery in 1905. The
same review relates how his drawing The Unappeased Desire from 1887 features a face “frozen into insatiability”
with a “beauty which derives from Greece” (pp. 311-13). It is also worth noting that Solomon frequently enacted his
own version of the dramas unfolding in his works, as the artist reportedly wore Greek robes to parties and even after
his arrest for sodomy, he continued to entertain his friends by impersonating Greek youths.
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SOLOMON, Simeon
English School

1840 - 1905

WOMAN WITH BLUE WREATH
Blue pencil with gum Arabic on artist’s board. 14 13/16” x 13” (37.7 x 33 cm). Inscribed on verso: Simeon Solomon
/ Isaacson / 1983.

The blue and yellow color scheme and the orientation of the head in this undated drawing by Simeon Solomon
suggest that it may be related to the watercolor In The Summer Twilight from 1869, where a figure robed in blue is
depicted on the right side of the picture as sitting atop a stone wall with her head in the same profile view as in the
present drawing. This connection, however, would not necessarily date this sketch to 1869, as the artist completed
another study for In The Summer Twilight in 1866 using colored chalk and white pencil heightening (both the
painting and study are in the collection of Seymour Stein). Despite the formal similarities, however, it is difficult to
date Solomon’s work based solely on observation since the artist used the same compositions to depict diaphanous
figures over and over again throughout his career. His friend Algernon Swinburne even commented on this in an
essay from 1909, writing that in Solomon’s oeuvre there is “almost a superflux of images full of tender colour and
subtle grace.”
The figure’s Classical wreath and ruffled toga also indicate the variety of stylistic influences on the artist including
Catholicism, Pre-Raphaelitism and Hellenism. The brilliant blue of her robes, for example, surely references the
crisp garments worn by the Madonna that were popular in the work of the Italian primitives like Perugino and
Filippino Lippi, which the artist would have seen in the “Art Treasures Exhibition” in 1857 in Manchester. Art
historian Norman Kleeblatt also suggests that Solomon may have seen Botticelli’s Madonna and Child from 1468
(Musée de Louvre) on one of his trips to Paris. The figure’s wreath, moreover, suggests this work was completed
after Solomon’s first visit to Rome in 1867 with his friend Oscar Browning (1837-1923), a intellectual who was
dismissed as headmaster at Eton College in 1875 for having homosexual relations with students. These diverse

references certainly informed In The Summer Twilight, which suggests a “non-specific historical nostalgia” (Cruise
and Ferrari, 149).
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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.
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VERNET, Horace 1789 – 1863
French School
THE DUKE OF CHARTRES SAVES THE ENGINEER SIRET FROM DROWNING IN AUGUST OF 1791 IN
VENDÔME, 1847
Oil on canvas. 20 1/4” x 24 1/4” (51.5 x 61.5 cm). Signed and dated at lower right: H. Vernet 1847. On verso of
canvas stamp of a royal collection: Initials (LP?) surmounted by a crown.
Note: In 1845 Horace Vernet lost his beloved daughter Louise, wife of the painter Paul Delaroche. Expressions of
sympathy from France’s intellectual elite supported the aging artist, but most of all the concern of the royal family
of Louis-Philippe helped to restore Horace Vernet’s energies.
The present painting commemorates an event from Louis-Philippe’s youth, and if it was an official
commission, it was well timed and well intended. It did not hurt, that it also shored up the king’s shaky popularity.
Vernet’s painting was finished in 1847, one year later the revolution swept away the king and much of the Royal
collection.
The eighteen-year old Louis-Philippe, then carrying the title duc de Chartres, joined his regiment in the
garrisons of Vendome in June of 1791. He was well-liked by his troops, showing “great restraint” when the flight of
Louis XVI caused tensions. When he saved a drowning man, the city of Vendome rewarded him in a solemn act
with a couronne civique (civil crown). Vendome on the Loire is characterized by a steep castle-crowned hill and the
church of La Trinité, both recognizable in Vernet’s painting.
The present painting bears the stamp of a royal collection. However, it must have left the collection early
on, perhaps during the turmoils of the revolution, or it might never have been displayed. The painting is not included
in Eudox Soulié’s comprehensive catalogue of the Museum at Versailles of 1854-55. Two copies are listed today at
the Musée Versailles, one by Elie Lecomte (inv. No. MV5 180, 1.02 x 1.31 m).

WATTS, George Frederick 1817 - 1904
English School
STUDY FOR “ORPHEUS AND EURYDICE”, circa 1860s
Oil on canvas. 21” x 12 3/4” (53.3 x 31.5 cm). On verso on stretcher bar white label, type: WATTS, GEORGE
FREDERICK. R.A./ 1817-1904/ “Study for Orpheus and Euridice”.
Note: Watts completed at least four painted versions of this tragic tale of love. Two were half-length versions in
horizontal format, the first dated 1867-1868, and the second dated 1872 (Fogg Art Museum, Cambridge, MA).
Another, dated 1869, is a full-length version in which the figures are draped (Aberdeen Art Gallery, Aberdeen,
Scotland). In the fourth picture the figures are nearly nude (Watts Gallery, Compton, England). The latter, dated
1879, was exhibited in the Paris Salon of 1880, at the Grosvenor Gallery in London in 1882, and again at the
Metropolitan Museum of Art in 1884. This was not the first time Watts revisited a theme, although, according to one
of Watts' students, I. E. Barrington, Watts was satisfied with his Orpheus and Eurydice by the time he sent it to New
York for the Watts loan exhibition at the Metropolitan Museum (p. 3). Ernest Chesneau, a contemporary French
critic, admired the poetic sentiment of Watts’ Orpheus and Eurydice when it was exhibited at the Paris Salon (p.
266). The present oil sketch could be a study for the nude version, but probably served as a study for both full-length
versions.
Watts wanted to revive the art of ancient Greece and to (re-) establish a link between great art and "noble poetry and
great literature" (quoted in Metropolitan Museum, p. 294). He painted more historical, allegorical, and religious
pictures than classical subjects; however, the present study derives from classical sources. According to Greek
mythology, Orpheus, a musician and poet, was so distraught by Eurydice’s untimely death that he wooed the

keepers of the Underworld into allowing him to get her back. But in order to bring her back from the dead, he could
not look at her until the couple had left Hades. Watts depicted the most tragic moment of the tale—when an anxious
Orpheus prematurely looks back at his lover, and as a result, loses Eurydice to Hades. Watts successfully translated
this dramatic moment into paint: the pale pallor of Eurydice’s limp, lifeless body contrasts with the robust, lively,
twisting form of Orpheus, who turns around to steal a glance at his expiring lover. Watts' preoccupation with this
story paralleled Gustave Moreau's (and the Symbolists') fascination with the doomed lovers. It is interesting to note
that the pose of Mercury and Eurydice in Paul Baudry's Orpheus and Eurydice (1874-1875) for the Paris Opera
strongly resembles the pose of Watts' Orpheus and Eurydice in the present oil sketch.
Watts enjoyed international success and was considered to be one of England’s leading painters in the nineteenth
century. He was particularly praised for his idealized nudes. The present study is an example of his skill with the
nude form. Sir Bayliss called Watts the “painter of love and life,” which certainly fits Watts’ treatment of this
popular theme.
The Watts Gallery, which opened just before Watts’ death in 1904, houses the artist’s studio and works, including
one of his finished paintings of Orpheus and Eurydice.
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WIMMER, Eduard-Josef
Austrian School

1882 - 1961

COSTUME DESIGN: CUPID IN MEDIEVAL DRESS, circa 1920
Watercolor and pencil on off-white laid linen paper. No watermark. 10 1/4” x 8 1/4” (26.1 x 21 cm). Verso:
Shephard Gallery stamp in black at lower left: SG (encircled).
Note: Theater was an important arena of creative expression for the Wiener Werkstätte as early as 1907, when it
founded Cabaret Fledermaus. With this experience, combined with the success of the textile and fashion
departments, artists such as Eduard-Josef Wimmer, Dagobert Peche (1887-1923) and Franz Karl Delavilla (18841967) were commissioned to design costumes for the opera and popular theater. While Director of the Fashion
Department (1910-1922), Wimmer designed costumes for the musical Liebesrausch (Love’s Enchantment). The
present drawing may have been made for Emerich Földes’ production of Liebesrausch, with music by Akos von
Buttykay, which opened at the Carl Theater in October 1920.
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WIMMER, Eduard-Josef 1882-1961
Austrian School
DESIGN FOR A HERDSMAN’S COSTUME, 1920
Black chalk and watercolor on thin wove paper. No watermark. 13 1/4” x 9 7/8” (33.7 x 25 cm). Inscribed with title
at lower left: HIRT/(BIRKMAYR). Signed and dated at lower right: Wimmer. 1920.
Note: Eduard Wimmer played a major role at the Vienna Workshops, both as a designer and director of its fashion
department (1910-22). In 1923 he came to America where, for two years, he taught at the Art Institute of Chicago.
The musical Liebesrausch (Love’s Enchantment) premiered in Vienna on June 2, 1920. After one-hundred
performances all costumes were newly designed by Eduard Wimmer. This new production, for which the present
drawing was most likely made, opened in October 1920 at the Carl Theater.
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