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THE SYMBOLIST VISION
How long has there been a Symbolist vision in the history of art?
The answer is as for as long as man has created art.
To choose what is “Symbolist” in art for this exhibition, we surveyed
the 19th to the 21st century for the Symbolist element, regardless of
whether the artists have been categorized as Symbolists or not.
In our survey, many of the works have a religious aspect. The concept of the Sacred and the Profane is essential to the tenets of
Symbolism, as it liberates the artist from the materialistic world.
Dream, in which the mind is freed from rational thought, is a
source of inspiration in Symbolism.
Horror is often a subject. By facing demons, the artist attempts to
tame fear itself.
Death and the afterlife figure prominently in many of the works.
Here, the artist confronts mortality and attempts to reveal its
secrets.
The erotic is fundamental to Symbolist imagery.
Especially depicting the conflicting attitudes, of the 19th century
up to the present, of human sexuality. Desire, fear, hostilities are
all ripe subjects for the Symbolist.
Lastly, many of the aforementioned subjects have been cloaked in
mythology, to validate the Symbolist vision.
Symbolists are visionaries who reveal alternate realities and seek
out the inner mystique otherwise obscured by the mundane.
RK / DW
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1

QUAGLIO, Angelo I 1778 – 1815
Italian School

PLUTO’S REALM, circa 1800/10
Black ink and gray gouache on mediumweight, off-white laid paper. No watermark. 9 3/8” x 13 1/2” (23.8 x
34.3 cm) (irregular edges).

Note: The present drawing is one of several related stage designs by Angelo I Quaglio (not to be
confused with his nephew, Angelo II) possibly for an operatic production of Orpheus and Euridice
by Christoph Willibald Gluck. Orpheus and Euridice remained popular on European stages for
over two centuries.

2

GRIMM, Ludwig Emil 1790 – 1863
German School

OLD WOMAN READING A LADY’S PALM, 1822
(Die alte Lore von Ungedanken)
Etching on Japan paper. Plate mark: 9” x 5 3/4” (22.8 x 14.6 cm); image: 6 1/4” x 4 3/4” (16 x 12.1 cm). Printed within image at top center: Die alte Lore von Ungedanken; at upper right: ad v. LEG (monogram) 1822.

Note: The motif of this etching appears in many variations in Grimm’s drawings and watercolors.
Obviously, the artist planned to turn his observation ad vivum into an invention, i.e. a more ambitious composition for a genre painting. In one of the studies, the seated, old woman is depicted in
an almost Greek toga and with the grandeur of a Cassandra. The present etching, for which no
drawing is known, returns the old woman to the popular stereotype of a witch-like creature with
the familiar attributes of thistle and spiderweb.

3

ROGER, Eugène 1807 – 1840
French School

PREPARATORY STUDY FOR “GHOULS”, 1828
Black chalk, some graphite, and white heightening on heavyweight, grayish wove paper. No watermark. 6 1/2”
x 8 1/2” (16.5 x 21.6 cm). Signed and dated lower left: Roger 1828. On verso: drapery study with white heightening and sketch of a woman in Renaissance costume. Some inscriptions.

Exhibition (of the painting): Shepherd Gallery, Spring 1993, cat. no. 12.
Note: Roger had a short but very promising career. At age 22 he won the second prix de Rome; at
age 24 he exhibited for the first time at the Salon; at age 30 he won the first prix de Rome. During
his stay at the Villa Medici he painted the portrait of his fellow pensionnaire, the architect Victor
Baltard (1805-1874), and he became good friends with the artist Hippolyte Flandrin.

4

GENELLI, Bonaventura 1798 – 1868
German School

PROMETHEUS BOUND, circa 1854/55
Gray ink and brown wash on mediumweight, white wove paper mounted on carton. No discernible watermark.
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). Signed in gray
ink at lower right corner: B. Genelli fect. Border drawn around image in gray 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 gray 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 gray 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 SaynWittgenstein, 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.”

5

FRATIN, Christophe 1801 – 1864
French School

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

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

6

SCHLÜTER, E. active 1851
Austrian School

VANITAS. SKULL WITH CANDLE AND WATCH, 1851
Oil on canvas. 16 1/2” x 21” (42.3 x 53 cm). Signed and dated in black oil at lower left: E. Schlüter 1851.

Exhibition: To Be, or Not to Be: Four Hundred Years of Vanitas Painting, Flint Institute of Arts,
Flint, MI, 2006, Plate 65.
Note: E. Schlüter is not listed in any of the standard artists’ dictionaries. It seems to us unlikely
that a painter of such high quality remained unrecorded. Since the present painting comes from
Vienna, it is possible that the artist worked in Prague, which had a large German speaking population and in 1851 was part of the Austro-Hungarian Empire. Works coming from Central Europe
by artists, who did not study or make their mark in Western Europe, often fail to be included in
standard reference books.

7

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 halflength versions in horizontal format, the first dated 1867/68, 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.

8

MOREAU, Gustave 1826 – 1898
French School

SAINT SÉBASTIEN, 1876
Black chalk and stump on paper. 6 1/2” x 3 5/8” (16.5 x 9.2 cm). Signed lower left: Gustave Moreau; titled upper
right: St. SEBASTIEN.

Provenance: G. Schick; Private Collection.
Note: The present work is a study for Saint Sébastien (baptisé martyr), circa 1876, now at the Fogg
Art Museum, Harvard University, Cambridge, MA.
Reference:
P.L. Mathieu, Gustage Moreau, Monographie et nouveau catalogue de l’oeuvre achevé (Paris, 1998),
p. 423, no. 469, ill.

9

MOREAU, Gustave 1826 – 1898
French School

OEDIPUS AND THE SPHINX, 1864
Gouache on paper. 10 1/8” x 6 1/8” (25.7 x 15.5 cm). Titled, dated, and signed lower center: OEDIPE ET LE
SPHINX/anno 1864 Gustave Moreau.

Note: Moreau’s Salon entry of 1864, Oedipus and the Sphinx, a subject successfully treated by
Ingres fifty-six years earlier, caused a sensation. The picture won Moreau a medal and was purchased by Prince Jerome Bonaparte. The present work was executed for L’Autographe au Salon de
1864 et dans les ateliers, and was engraved by Gillot.
Moreau was always concerned with suggestion rather than description, calling the paintings of
David “tableaux vivants.” He investigated the arabesque of line and color, developing it from the
literal line of his early and public works to the experimentations of his hidden productions where
he sought a pure, plastic equivalent for the soul and its mysterious depths; this was the Moreau
“discovered” by Kandinsky and the abstract expressionists after his death. As Kandinsky said to
Rouault: “I am the bridge over which you will pass.”

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

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

11 KLINGER, Max 1857 – 1920
German School
SEATED YOUTH, circa 1883/87
(Sitzender Jüngling)
Oil on carton. 24 3/8” x 32” (63 x 81 cm). Monogrammed in red oil at lower left: MK.

Note: The present painting stylistically 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 Judgement 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.

12 COUTURE, Thomas 1815 – 1879
French School
MONK CONTEMPLATING A SKULL, circa 1875
Oil on canvas. 39 1/2” x 32” (100.3 x 81.2 cm). Signed with initials at lower left: T. C. On verso of canvas,
stamp: toiles et peintures fabriqué des couleurs fines de Forge-Carpentier/6 rue Halévy/62 rue...Paris. Tableaux
Encadrements.

Ex-collection: Family of the artist; Charles Noël, sale, Paris, Hôtel Drouot, 23 February 1891, no.
10 (Lugt 49666); Henry Rittenberg, American painter, b. 1879; his family by descent.
Note: In his catalog of Couture’s works, Roger Ballu wrote of the present work:
If you thought that he had fallen below his own standards, only look at the masterly facture and almost terrifying stillness of his Monk Contemplating a Skull, a work worth a
place in a gallery of Spanish painters, whose mysterious and somber compositions seem
to be inspired by the flaming stakes of the Inquisition...Couture has, with this painting,
confirmed his artistic powers.

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

Note: Karlovszky was one of the most sought after portrait painters in Budapest during the decade
before World War I.
The present work is inscribed as being painted in Paris, but it shows little resemblance to
French portraits of the 1880s. The psychological intensity is similar to works by the Austrian
Anton Romako, an outsider in the second half of the nineteenth century. The powerful use of
black and the hazily lit background may also reflect the influence of Spanish art, to which
Karlovszky would have been exposed in Paris (as extensively documented by the Metropolitan
Museum’s exhibition Manet/Velázquez (March 4-June 29, 2003)).

14 BURNE-JONES, Sir Edward Coley 1833 – 1898
English School
STUDY FOR THE HEAD OF SAINT MARY MAGDALENE, 1886
Pencil on paper. 12” x 7” (30.5 x 17.8 cm). Signed and dated in pencil lower left: E.B.J 1886; titled lower right:
S. MARY MAGDALENE/THE MORNING OF THE RESURRECTION.

Provenance: David Gould until September 1963; with the Maas Gallery until 1964; to James
Mason; with Piccadilly Gallery, London until October 2000.
Exhibition: J.S. Maas & Co. Ltd., Pre-Raphaelites and the Art Nouveau, 1963, no. 3.
Note: Burne-Jones began his painting, The Morning of the Resurrection, in 1882, but did not
complete it until four years later, when it was exhibited at the Grosvenor Gallery. The scene
depicted is Mary Magdalene’s visit to the empty tomb, where she encounters the resurrected
Christ, accompanied by angels.

15 FABRY, Emile-Barthélémy 1865 – 1966
Belgian School
REMINISCENCE, 1889
Oil on canvas. 31 1/2” x 55 1/8” (93 x 154 cm). Signed upper right: EMILE FABRY.

Note: Emile Fabry was a member of Les XX and participated in Joseph Péladan’s Rose +
Croix exhibitions (1893, 1895). His friendship with the architect Victor Horta led to numerous
decorative works in public buildings in Belgium.
Fabry’s idiosyncratic imagery gives him a special place among Brussels’ Symbolists. His work
revolves around a singular theme, the portrayal of suffering and grief. His pictorial vocabulary was
defined early on and is instantly recognizable throughout his work. The large scale of the figures,
the elimination of details, the intense expression, but most strikingly the deformation of faces
lend his images a hallucinatory effect. The scale of his figures and the smooth surface of his canvases foreshadow the style of Neue Sachlichkeit in the 1920s.

16 ROPS, Félicien 1833 – 1898
Belgian School
THE SACRED CANDLE OF ARRAS, 1880
(Histoire de la Sainte Chandelle d’Arras)
Brown ink on papier calque lined with white wove paper. Image: 7 7/8” x 5 1/8” (20 x 13 cm) on paper: 11 1/4”
x 7 1/4” (28.5 x 18.4 cm). Dated at lower right: 1880. Collection mark at lower right: CD (encircled).

Note: The print served as a frontispiece of the poem by Abbé Dulaurens, Histoire de la Sainte
chandelle d’Arras, 1880. The poem tells the story of the miraculous candle of the Arras which
burned without being consumed, from the time of Bishop Lambert in 1105 until the French
Revolution.

17 ROPS, Félicien 1833 – 1898
Belgian School
GAMIANI, 1864
(Gamiani)
Black ink on papier calque lined with white wove paper. 9 1/2” x 6” (24.2 x 15.2 cm). Collection marks at lower right: JO (encircled) and CD (encircled). Titled and inscribed in brown ink at lower right: Gamiani
(Dernier)/1880[sic.].

Note: The third state of the print was used as a frontispiece for Alfred de Musset, Gamiani ou
deux nuits d’excès (1864). The present drawing clearly relates to the frontispiece.

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

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

19 HIRÉMY-HIRSCHL, Adolf 1860 – 1933
Hungarian School
STUDY FOR “PROMETHEUS”, 1892
Oil on canvas. 27 3/4” x 13 3/4” (70.5 x 35 cm).

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

20 CLAIRIN, Georges-Jules-Victor 1843 – 1919
French School
SICK WOMEN BEING REMOVED FROM VENICE, circa 1896
Watercolor and graphite on heavyweight, cream wove paper. No watermark. 10 1/2” x 15 3/16” (26.7 x 40.1
cm). On verso, inscribed in pencil: G. Clairin.

Note: The plagues in Venice became topical with Thomas Mann’s Death in Venice (1912), after
the disease had struck the city for decades. In the Salon of 1896, Clairin exhibited a painting of
the Convalescents Re-entering Murano-Venice (Les convalescents reentrant à Murano-Venice). It
depicts healed women, happily sent back to Venice. The present watercolor depicts sick women
being ferried on a gondola to a hospital outside Venice. The present watercolor is clearly related to
the Salon entry.

21 FIDUS (Hugo Höppener) 1868 – 1948
German School
CHRIST AND MAGDALENE, 1892
Graphite on mediumweight, off-white wove paper, mounted to heavyweight, tan laid paper. No discernible
watermark. 12 3/16” x 8 1/4” (33.5 x 21 cm). Initialed and dated at lower right: f Okt, 92. Dedicated and signed
at lower right of mount: Franz zu Weihnachten 1911/fidus. At lower center of mount rectangular logo: HERMANN BOLL/Unter den Linden 16/Tauenzien-str, 78/W. Berlin W. (Hermann Boll was a photographer).

Note: Fidus, the son of the confectioner Julius Höppener, studied at the Munich Academy. In
1892, he moved to Berlin, following a friend who intended to revive the theosophy community in
the German capital. Fidus was involved in various life-reform movements that thrived in the
1890s. The books Fidus illustrated exemplify the range of his interests: books on vegetarianism,
nudism, women’s concerns, and a variety of mystical subjects.

22 SOLOMON, Simeon 1840 – 1905
English School
ANGEL, circa 1888
Graphite on off-white wove paper. 16 1/2” x 10 1/4” (42 x 26 cm).

Note: Though lamented as a tragic figure, Simeon Solomon was a spirited Symbolist artist whose
lifestyle opposed the puritanical social mores of the Victorian era. Alternately labeled a Hebrew
artist and a Pre-Raphaelite, Solomon was a multifaceted intellectual who studied both Judaism
and Christianity, wrote poetry, studied Classicism, and even illustrated a version of the Bible.

23 SOLOMON, Simeon 1840 – 1905
English 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., London.
Note: In this late work by Simeon Solomon, the artist depicts a priest holding a liturgical vessel in
the 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. This work indicates the artist’s persistent interest in religious ritual
and Catholicism in his late career.

24 KHNOPFF, Fernand 1858 – 1921
Belgian School
STUDY FOR THE BLOOD OF MEDUSA, 1898
(Étude pour Le sang de Méduse)
Graphite, crayon, and collage on wove paper. No discernible watermark. 8 3/8” x 6 3/8” (21.3 x 16.2 cm). Signed
in graphite lower left: FERNAND/KHNOPFF. On backing: Barry Friedman label; University of Chicago Smart
Gallery label; Brooklyn Museum label (Belgian Art). On verso of frame: Palazzo dei Diamanti, Ferrara/GNAM,
ROMA label (Symbolism, 2007); two Kunstcentrum Oud Sint-Jan (Bruges) labels (From Realism to Symbolism,
1995); framer’s label; label: FLOOR/Keating/Barry Friedman Gallery/ROOM/593527/PIECE/Medusa/Exh/#3.

Provenance: Barry Friedman; Christian Fayt; Barry Friedman; Private collection, Belgium;
Oliver Fayt; Barry Friedman.
Exhibition: Fernand Khnopff and the Belgian Avant-Garde, David and Alfred Smart Gallery
Museum, Chicago, IL, Jan. 5-Feb. 26, 1984; Barry Friedman Ltd., New York, NY, Mar. 12-June 28,
1984; Delaware Art Museum, Wilmington, DE July 12-Aug. 26, 1984 (Illus. Plate 20, page 35).
Note: Executed in 1898, the present work was made in preparation for Khnopff’s Le sang de
Méduse or Tête de Méduse of the same year. A lithograph of the composition was also printed in
five examples.
Reference:
Catherine de Croes, Robert L. Delvoy, Gisele Ollinger-Zinque, Fernand Khnopff, (Brussels, 1987),
p. 450, no. 317.

25 LE SIDANER, Henri 1862 – 1939
French School
BEGUINAGE WITH OLD WOMEN, BRUGES, circa 1899
Black chalk, green, brown, and yellow pastel, and blue watercolor on paper. 7 7/8” x 12 1/2” (20 x 31.8 cm).
Signed lower left: LE SIDANER.

Provenance: Family of the artist; Private Collection.
Exhibition: Henri Le Sidaner, 1862-1939, Liège, Musée d’Art Moderne et d’Art Contemporain;
Carcassone, Musée des Beaux-Arts; Limoux, Musée Petiet; Laren, Singer Museum, 1996-97, p.
30, no. 14, ill.
Note: Le Sidaner travelled to Bruges in July 1898, where he was immediately prompted to create a
series of symbolically charged and atmospheric paintings. Le Sidaner’s extended visit signaled a
departure from his earlier interest in landscapes populated by groups of figures, leading him to
focus on the mysterious and ominous effects of the twilight on the city’s deserted streets.
Reference:
Yann Farinaux-Le Sidaner, Le Sidaner, L’Oeuvre peint et gravé, (Milan, 1989), p. 302, no. 852 ill.

26 MINNE, George 1866 – 1941
Belgian School
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 he retained the connection with water. In
Symbolist literature, water had the power to renew life in a metaphysical sense.

27 MINNE, George 1866 – 1941
Belgian School
KNEELING YOUTH, circa 1935
Plaster. Height, including base: 45 1/2” (115 cm); width, from curve of hip at left to edge of base at right: 12”
(30.5 cm); depth of figure from knee in front to toe in back: 17 3/4” (45 cm); base 19 3/4” x 8” x 4 3/4” (50 x
20 x 12 cm). Signature incised in wet plaster at left side of base: George Minne.

Note: Minne developed the subject of the Kneeling Youth over many decades. From the first
Small Kneeling Youth of 1896 (installed at the Folkwang Museum, Essen), and on to the present
model of 1935, one can observe an increasing concentration on the spiritual, contemplative quality of the subject, expressed in the modifications of the surface. This later version has a quieter
surface and the physicality is more abstracted than the earlier Kneeling Youth.

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

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

29 LÉVY-DHURMER, Lucien 1865 – 1953
French School
PORTRAIT OF A MAN READING THE ESSAYS OF MONTAIGNE, circa 1905/10
Oil on canvas. 19 1/2” x 25” (49.5 x 63.6 cm). Signed upper right: LEVY DHURMER.

Note: Lévy-Dhurmer’s first exhibition of paintings and drawings at Georges Petit in 1896 was a
great success. The Gazette des Beaux Arts (1897) and The International Studio ran essays about
the young talent, praising his subtle use of luminescent colors. Lévy-Dhurmer had learned from
the Impressionists, but was also open to the idealism of the Pre-Raphaelites. Joseph Péladan
repeatedly invited him to become a member of his Salon Rose + Croix, but Lévy-Dhurmer never
joined a group. Being a Jew from Algiers, a potter among painters, a self-taught artist among academic achievers, might have given him the independence and clear-sightedness of an outsider.

30 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

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

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

32 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: Family of Augustus Saint-Gaudens; sold by the family at auction in South
Carolina, 2003.
Note: Never a student at the École 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.

33 KLEY, Heinrich 1863 – 1945
German School
Recto: FAUN HOLDING MIRROR TO CENTAURESS TRYING ON A HAT, circa 1900
Verso: SEATED SATYR PULLING ON A PAIR OF STOCKINGS
Black ink on mediumweight, off-white wove paper. No watermark. 9 1/4” x 7 13/16” (23.5 x 19.7 cm) (irregular edges). Signed in black ink at lower right: Kley. Collector’s stamp in red ink at lower right: GE (encircled)
(Gustav Engelbrecht, Hamburg; Lugt 1148). On old mat: inscribed in brown ink at bottom center: HEINRICH
KLEY 1853 [sic]. In graphite at lower right: 20.-. In graphite at top right: 42/29. On verso of old mat: label with
black ink at lower right: Erworben / von Brakl München / 17. September 1910.

Formerly: Franz Josef Brakl, Munich.
Ex-collection: Gustav Engelbrecht, Hamburg.
Note: Throughout his career, Kley drew illustrations and cartoons. Once he moved to Munich in
1908, the artist dedicated himself almost entirely to pen line drawing. Combining savage humor
with brilliant draughtsmanship, Kley was soon widely known for his wildly capricious and satirical
illustrations that he produced for Simplicissimus and Jugend. The present drawing is most likely
from his early years in Munich. After the 1910 publication of Skizzenbuch II – the second of two
sketchbooks – Centaurs appear much less frequently in Kley’s oeuvre.

34 LANG, Erwin 1886 – 1962
Austrian School
DRAWING FOR THE PAINTING, “THE DANCER GRETE WIESENTHAL WITH HER
NEPHEW AND SISTER”, 1911
Graphite on mediumweight, cream wove paper. No watermark. 19 1/4” x 12 1/2” (48.9 x 31.8 cm).

Note: Erwin Lang, the Austrian painter, graphic artist, and stage designer, received his education
at the School of Applied Arts in Vienna. He began his career as a stage decorator in Vienna and
Berlin, and was first introduced to graphic works at the Viennese art scene in 1908. He created
stage designs, illustrations, and posters for his first wife, the dancer Grete Wiesenthal (18851970).

35 LANG, Erwin 1886 – 1962
Austrian School
THE COUPLE DANCING, ARTIST AND WIFE, FOR THE CYCLE: “DANTE’S VITA
NOVA”, 1912/13
Woodcut. Image size: 10” x 9 1/2” (25.4 x 24 cm).

Note: Grete Wiesenthal met Erwin Lang at a ball in 1904. She was soon a welcome member in
the Lang family. Gustav Mahler was an often seen guest in the same house. However, when
Mahler cast Wiesenthal in the title role of The Mute Girl of Portici he stepped on the toes of the
ballet director Josef Hassreiter, and the scandal led to the departure of Grete Wiesenthal from the
opera ballet. However, this gave Wiesenthal the freedom to pursue her solo career, which led her
to Max Reinhardt in Berlin. Erwin Lang worked in Berlin at the same time, drawing designs for
the Hebbel Theater and costumes for Grete Wiesenthal’s performances. He also created several
paintings of her, as well as a series of woodcuts.

36 ALASTAIR (Hans Henning Voigt) 1887 – 1969
German School
WEALTHY WOMAN WITH PARASOL AND POOR WOMAN WITH CHILD
Ink, gouache, and traces of graphite on mediumweight, blue paper faded to tannish blue laid to card. 12 3/4”

x 9 15/16” (32.5 x 25.2 cm).

Note: The present drawing probably illustrates a particular scene from a novel or opera. Alastair
had illustrated scenes from several operas including Carmen (1920), Tosca, Manon Lescaut
(1928), La Dame aux camélias (1925), and Die Zauberflöte (1925). Similarities in the present
drawing to his illustrations for other works strongly indicate that it dates from the 1920s. The
child in the present drawing is nearly identical to the boy in his illustrations for Sebastian von
Storck (1924), and the intricate floral pattern of the gown and umbrella are typical of his illustrations for Manon Lescaut and La Dame aux camélias.

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

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

38 VICKERS, Squire Joseph 1872 – 1947
American School
MASK, 1923
Papier-mâché, painted. 11 1/4” x 7 3/4” (28.5 x 19.5 cm).

Note: Best known as the Chief Designing Architect for the New York City subway system, a position he held from 1906 to 1942, Squire Joseph Vickers was also a painter. In his painting and
architecture of circa 1919/25, Vickers was aware of the architectural theories of the theosophist
Rudolf Steiner (1861-1925), who eschewed straight lines and right angles in his design philosophy. Instead, he championed anthroposophical design principles characterized by beveled corners
and slanting contours.
The present Mask, was an essay in both painted sculpture and a practical architectural element
which he employed on a gatepost at his property in Grand View-on-Hudson. Elements of the fantastic occur throughout his oeuvre during this period.

39 TCHELITCHEW, Pavel 1887 – 1957
Russian School
STUDY OF APOLLO AND DAPHNE
Ink and ink wash on lightweight, off-white wove paper. No watermark. 10 15/16” x 8 5/16” (27.8 x 21.1 cm).
On verso, in green pencil, at top left: 176. On verso, in red pencil, at top left: 289.

Note: Tchelitchew’s most celebrated painting is often on view at the Museum of Modern Art
alongside Surrealist masterworks, such as Salvador Dalí’s The Persistance of Memory (1931), Joán
Miró’s The Birth of the World (1925), and René Magritte’s The False Mirror (1928). In spite of the
visual affinities, Tchelitchew never fully embraced their ideology. Instead, he became the principal theorist for a small movement known in France as Néo-Humanisme. Tchelitchew, along with
Eugène and Leonid Berman, Christian Bérard, and André Lanskoy, employed the dream-like
imagery of Surrealism without its psychoanalytic implications. Known as Neo-Romanticism in the
United States, where Tchelitchew immigrated in 1936, the work of these artists is more closely
related to Russian Symbolist painting.

40 LAZARUS, Sidney 1912 – 1973
American School
AT THE BOTTOM, 1953
Ink on lightweight, cream card. No watermark. Sheet dimensions: 6 1/4” x 9 1/4” (15.9 x 23.5 cm); image dimensions: 5 3/8” x 8 3/8” (13.7 x 21.3 cm). Signed in black ink lower center: S Lazarus. On verso: inscribed in
graphite: at the bottom; lithographic crayon study of a creature.

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

41 LAZARUS, Sidney 1912 – 1973
American School
WINGED CREATURES, 1951
Ink, scratch technique, and airbrush on heavyweight, cream card, no watermark. Sheet dimensions: 15 5/8” x
19” (39.6 x 48.3 cm); image dimensions: 12 3/8” x 16” (31.5 x 40.6 cm). Scratch signature and date lower right:
S. LAZARUS ’51.

42 FUCHS, Ernst 1930 – 2015
Austrian School
THE TEMPTATION OF ST. ANTHONY, 1949
Egg tempera and oil mixed with resin. 29 1/2” x 42 1/8” (75 x 107 cm). Signed and dated lower left: Fuchs
Ernst/49.

Provenance: From the artist to Manfred Mautner-Markhof; Private Collection, Vienna.
Note: The Vienna School of Fantastic Realism formed in 1946 included Ernst Fuchs, Rudolph
Hausner, Wolfgang Hutter, and Fritz Janschka. Arik Brauer and Anton Lemden were all visionaries, born of the jagged ruins of post-war Vienna. The group saw itself as Surrealist although they
were already moving away from the Surrealist painting of the 1930s towards a more visionary
approach. Technically their work had the clarity and detail of early Flemish painting. The present
painting, The Temptation of St. Anthony, is dated 1949. Already baptized during the war, Fuchs
converted to Roman Catholicism in 1956.
Between 1950 and 1961, Fuchs lived mostly in Paris, and made a number of journeys to the
United States and Israel. His favorite reading material at the time was the sermons of Meister
Eckhart. He also studied the symbolism of the alchemists and read Jung’s Psychology and Alchemy.
In 1958, he founded the Galerie Fuchs-Fischoff in Vienna to promote and support the younger
painters of the Fantastic Realism school. Together with Friedensreich Hundertwasser and Arnulf
Rainer, he founded the Pintorarium.

43 REIGL, Judit b. 1923
Hungarian School
SANT’ AGATA, 2018
Graphite marker on mediumweight, white wove Canson paper. No watermark. 11 3/4” x 16 9/16” (29.8 x 42.1
cm). Inscribed in graphite lower right: St Agata.

Note: The 95-year-old painter, celebrated for her abstractions, has created new works which revisit
the drawings of her youth. These early drawings were done with half closed eyes. She has stated
that her new works are a “return from the visual to the visionary”.
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