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PROPERTY FROM A DISTINGUISHED PRIVATE EUROPEAN COLLECTION

*201
FERNAND LEGER (1881-1955) PROVENANCE:
Deux femmes Galerie Louise Leiris, Paris (no. 14088).
signed with the initials, dated and inscribed 'etude pour les 3 figures F.L 32" Private collection, Europe, and thence by descent to the present owner.
(lower centre)

en and India ink on paper LITERATURE:
?4 Y%x12in. (36.8 335’)ch) J. Cassou &J. Leymarie, Fernand Léger: Dessins et gouaches, Paris, 1972,
Drawn in 1932 no. 195, p. 138 (illustrated).
£25,000-35,000 Deux femmes was executed in 1932, most likely in Paris. Despite being
$34,000-47,000 visually quite different, the drawing served as a study for the painting Les

€29,000-40,000 trois figures from the same year, belonging to the collection of the Musée

National d’Art Moderne, Centre Georges Pompidou in Paris.

‘If pictorial expression has changed, it is because modern
life has necessitated it. The existence of modern creative
people is much more intense and more complex than
that of people in earlier centuries.’

F.Léger, 1914, in E.F. Fry, ed., Functions of Painting, London, 1973, p. 11.

Fernand Léger, Composition aux trois figures, 1932. Musée
National d’Art Moderne, Centre Georges Pompidou, Paris.

18 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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Pierre Bonnard, Baigneuse, de dos, circa 1919.
Tate Galleries, London.

PROPERTY FROM A PRIVATE COLLECTION

202

PIERRE BONNARD (1867-1947)
Latoilette

signed 'BONNARD' (lower centre)

pencil on paper
11x8%in.(28x22.2cm.)

£15,000-20,000
$21,000-27,000
€17,000-23,000

PROVENANCE:
O'Hana Gallery, London.

Fritz M. Gross, London, by whom acquired from the above in July 1956, and
thence by descent to the present owner.

EXHIBITED:
Newcastle, Hatton Gallery, Impressionist and Modern: The Art and Collection
of Fritz Gross, May - June 1990, no. 2, p. 43 (illustrated); this exhibition later
travelled to Oxford, Ashmolean Museum, August - October 1990.

Guy-Patrice and Floriane Dauberville have confirmed the authenticity of
this work.
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PROPERTY FROM A PRIVATE ITALIAN COLLECTION

203

ALBERTO GIACOMETTI (1901-1966)

La mere de l'artiste

signed, dated and dedicated 'A Guttuso Alberto Giacometti 1948. Parigi. 1949.'
pencil on paper

18x13%in.(45.8x34.8cm.)

Drawnin 1948

£35,000-55,000
$43,000-67,000
€41,000-63,000

PROVENANCE:
Renato Guttuso, Rome, a gift from the artist.

Private collection, Rome, a gift from the above by the 1980s, and thence by
descent to the present owner.

LITERATURE: e
G. Soavi, Disegni di Giacometti, Milan & Rome, 1973 (illustrated; dated '1946'). A dedicated photograph of Renato Guttuso with the mother of the current
The Alberto Giacometti Database, no. 3856. owner of the present lot.

20 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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*204

LE CORBUSIER (1887-1965)
Etude pour La guitare et le mannequin

signed 'Le Corbusier' (lower left)

coloured crayon, pastel and charcoal on paper
18 % x25in.(47.6 x63.5cm.)

Executed in 1927

£20,000-30,000
$27,000-41,000
€23,000-34,000

PROVENANCE:
Heidi Weber, Zurich; her sale, Sotheby's, London, 2 December 1987, lot 406.
Acquired at the above sale by the present owner.

LITERATURE:
N.&J.P.Jornod, Le Corbusier: Catalogue raisonné de I'ceuvre peint, vol. |, Milan,
2005 (illustrated fig. 162, p. 418).

Eric Mouchet has confirmed the authencity of this work.

21
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1205

LAJOS KASSAK (1887-1967)
Composition

signed 'Kassak' (lower right)
gouache on paper

12 %x8%in.(31x22cm.)
Executed in the 1960s

£5,000-8,000
$6,800-11,000
€5,700-9,000

PROVENANCE:
Arpad Mezei, Budapest & Connecticut.

Anonymous sale, Sotheby's, New York, 3 November 1978, lot 349.
Acquired at the above sale by the present owner.

The experts of the Kassak Museum, Budapest, have confirmed the
authenticity of this work.

Composition originally belonged to Arpad Mezei, a Hungarian psychologist,
philosopher and art historian who has pioneered surrealist art philosophy
with works such as Histoire de la Peinture Surréaliste (Paris, 1959) or Genése
de la pensée moderne (Paris, 1950).

22 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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*206
AMEDEE OZENFANT (1886-1966)
Nature morte (aux bouteilles, verres et guitare)

signed 'ozenfant' (lower right)
coloured chalk and pastel on paper
14 x10 % in.(35.5x25.9cm.)
Executed circa1922-1925

£40,000-60,000
$54,000-81,000
€46,000-68,000

PROVENANCE:

Léonce Rosenberg, Paris.

Private collection, by whom acquired from the above; sale, Sotheby's, London,
1April 1981, lot 222.

Waddington Galleries, London.

Acquired from the above by the present owner in 1981.

Fernand Léger, Composition aux trois figures, 1932. Musée National d'Art
Pierre Guénégan has kindly confirmed the authenticity of this work. Moderne, Centre Georges Pompidou, Paris.
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DENISE: FIVE IMPORTANT WORKS
BY JUAN GRIS

Executed in 1925, during a period in the last few years of Juan Gris' life which Daniel-Henry Kahnweiler considered the
most fruitful of the artist's career, the following group of five original works on paper was used as the drawings for five
lithographs that Gris produced as illustrations for Raymond Radiguet’s Denise, published by Galerie Simon the same
year. The print run was limited to 112 copies, all signed by the artist.

Gris' graphic works are not numerous and the artist took up engraving fairly late in his rather short life. Besides this
project for Radiguet's Denise, Gris only worked as an illustrator for five other books, specifically Max Jacob's Ne coupez
pas Mademoiselle which was published in 1921, Armand Salacrou's Le Casseur d’Assiettes of 1924, Tristan Tzara's
Mouchoir de nuages from 1925, and Gertrude Stein's A Book Concluding with As a Wife Has a Cow: A Love Story,
completed in 1926. The drawings which Juan Gris executes for such projects are, in most cases, related to paintings
created around the same time.

If one looks at Juan Gris' ceuvre, it is clear that, when working on paper, the artist executed the majority of his drawings,
before 1920, in charcoal; later, he favoured pencil drawings and finally, towards the second half of the 1920s, when the
five present works belong, he began to use mainly pen and ink.

The five drawings presented here were, from the time of their execution, owned by the Galerie Louise Leiris (previously
known as Galerie Simon, from the name of Kahnweiler's partner), before being acquired, nearly three decades ago, by
the present owners, who have kept them since.

'Twork with the elements of the intellect, with the imagination. I try to make concrete
that which is abstract. I proceed from the general to the particular, by which I mean that
1 start with an abstraction in order to arrive at a new fact.’

Juan Gris, quoted in D.-H. Kahnweiler, Juan Gris: His Life and Work, trans. D. Cooper, London, 1969, p. 193.

*207
JUAN GRIS (1887-1927)

BAYMOND HADICUET . 5
Nature morte au vase et au journal (Denise)

’ . e pen and India ink and charcoal on paper
DENISE 9%x7%in.(23.9x19.5cm.)
Executed circa 1925

i £60,000-80,000
JUAN GRIS $81,000-110,000
€68,000-90,000

PROVENANCE:
Galerie Louise Leiris, Paris (no. 17012).

Private collection, New York.

Acquired from the above by the present owner in 1990.

Quentin Laurens, the holder of the Droit Moral, has kindly confirmed that this

The cover of Raymond Radiguet’s Denise, work is registered in his archives.
Paris, 1925.

24 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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i {01:]
JUAN GRIS (1887-1927)
Nature morte a la guitare et au livre (Denise)

pen and ink and charcoal on paper
9Yex7%in. (24 x19cm.)
Executed 1926

£30,000-40,000
$41,000-54,000
€34,000-45,000

PROVENANCE:
Galerie Louise Leiris, Paris (no.17207).

Private collection, New York.

Acquired from the above by the present owner in 1990.

Quentin Laurens, the holder of the Droit Moral, has kindly confirmed that this
work is registered in his archives.

26 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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*209
JUAN GRIS (1887-1927)
Nature morte au livre (Denise)

pen and ink and charcoal on paper
9%x7%in.(23.8x19.3cm.)
Executed circa 1925

£50,000-70,000
$68,000-95,000
€57,000-79,000

PROVENANCE:
Galerie Louise Leiris, Paris (no. 17011).

Private collection, New York.

Acquired from the above by the present owner in 1990.

Quentin Laurens, the holder of the Droit Moral, has kindly confirmed that this
work is registered in his archives.
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*210
JUAN GRIS (1887-1927)
Denise

pen and India ink on paper
9Vax7%in.(23.6x19.3cm.)
Executed circa 1925

£25,000-35,000
$34,000-47,000
€29,000-40,000

PROVENANCE:

Galerie Louise Leiris, Paris (no. 17010).

Private collection, New York.

Acquired from the above by the present owner in 1990.

Quentin Laurens, the holder of the Droit Moral, has kindly confirmed that this
work is registered in his archives.

28 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=CKS&sale=15471&lot=0210}

*211
JUAN GRIS (1887-1927)
Nature morte au compotier et violon (Denise)

pen and India ink, gouache and charcoal on paper
9%x7%in.(23.8x19.3cm.)
Executed circa 1925

£40,000-50,000
$54,000-68,000
€46,000-57,000

PROVENANCE:
Galerie Louise Leiris, Paris (no. 17013).

Private collection, New York.

Acquired from the above by the present owner in 1990.

Quentin Laurens, the holder of the Droit Moral, has kindly confirmed that this
work is registered in his archives.
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION, MILAN

212
FERNANDO BOTERO (B.1932) PROVENANCE:

Still life with Mountain View Sala Pelaires, Palma de Mallorca.
Acquired from the above; sale, Christie's, London, 10 February 2011, lot 292.

signed and dated ‘Botero 87" (lower right) Private collection, Milan, by whom acquired at the above sale.
charcoal and pencil on paper
20x14in.(50.8x35.7cm.) This drawing is sold with a photo-certificate from the artist.

Drawn in 1987

£30,000-40,000
$41,000-54,000
€34,000-45,000

30 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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PROPERTY FROM A PRIVATE EUROPEAN COLLECTION

213
AMEDEE OZENFANT (1886-1966)
Nature morte puriste aux deux verres

signed and dated 'ozenfant xxiii' (lower left)
pastel, chalk and pencil on paper
15%x12in.(39x30.5cm.)

Executed in 1923

£40,000-60,000
$54,000-81,000
€46,000-68,000

PROVENANCE:

Galerie Percier, Paris, by whom probably acquired between 1925 and 1928.
Galerie Berri-Lardy, Paris.

Dr Antonella F.A, Lugano, by whom acquired from the above in June 1964.
Acquired by the present owner in 2016.

LITERATURE: ) .

L P . . [ . The Amedée Ozénfant, Nature morte
P. Guénégan, Amédée Ozenfant: Catalogue raisonné des ceuvres sur papier, puriste, 1925. Sold, Christie's, New York,
St Alban, 2016, no.1923/0P-004, p. 243 (illustrated). November 13 2015 ($118,750).

31
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214

FRANTISEK KUPKA (1871-1957)
Autour d'un point

signed 'Kupka' (lower centre)

pastel on blue paper

1% x9%in.(28.5x23.1cm.)
Executed circa 1920

£12,000-18,000
$17,000-24,000
£14,000-20,000

PROVENANCE:
Private collection, Paris.
Acquired from the above by the present owner.

Pierre Brullé has confirmed the authenticity of this work.

32 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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*215
FRANTISEK KUPKA (1871-1957)
Impromptu

signed 'Kupka' (lower right)
watercolour on paper
10%x11%in.(27.4x29.5¢cm.)
Executed circa1913-1914

£30,000-50,000
$41,000-68,000
€34,000-57,000

PROVENANCE:

Galerie Karl Flinker, Paris (photo no. 23).

Galerie Louis Carré, Paris.

Acquired from the above by the present owner in 1982.

Pierre Brullé has confirmed the authenticity of this work.

33
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A*216
HANNAH HOCH (1889-1978)
Von oben gesehen

signed with the initials 'H. H.' (lower right) and titled "Von oben gesehen' (on
the artist's cropped mount); signed again and dated 'Hannah Héch 1959" and
stamped twice with the Nachlass stamp (on the reverse)

paper collage on card

9x77in.(23x20cm.)

Executed in 1959

£8,000-12,000
$11,000-16,000
€9,100-14,000

PROVENANCE:

The artist's estate, until at least 1969.

Hans Hildebrandt, Germany.

Private collection, Germany.

Acquired from the above by the present owner in 1985.

EXHIBITED:

Berlin, Galerie Gerd Rosen, Hannah Héch: Collagen 1956-1959, June 1959, no. 7.
Kassel, Kasseler Kunstverein, Hannah Héch: Olbilder, Aquarelle, Collagen,
Gouachen, May - June 1969, no. 124.

Berlin, Akademie der Kiinste, Hannah Héch: Collagen aus den Jahren 1916-1971,
May - July 1971, n0. 130, p. 80 (illustrated p. 55).

Paris, Musée d'Art Moderne de la Ville de Paris, Hannah Héch: Collages,
Peintures, Aquarelles, Gouaches, Dessins, January - March 1976; this exhibition
later travelled to Berlin, Neue Nationalgalerie, March - May 1976.

Dr Ralf Burmeister has confirmed the authenticity of this work.

34 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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THE PROPERTY OF APRIVATE GERMAN COLLECTOR

217

217
ALBERTO GIACOMETTI (1901-1966)
Tétes (recto); Figure (verso)

pencil on paper
9x5%in.(22.7x14.2cm.)

Drawn circa December 1949 on the contents page of 'Les Temps Modernes'

£12,000-18,000
$17,000-24,000
£14,000-20,000

218
ALBERTO GIACOMETTI (1901-1966)
Esquisse pour un lustre

signed with the initials 'AG.' (lower right)
pen and ink on paper
4x5%in.(10.3x14.3cm.)

Drawn circa1950

£4,000-6,000
$5,400-8,100
€4,600-6,800

PROVENANCE:
Anonymous sale, Galerie Kornfeld, Bern, 24 June 1981, lot 259.
Acquired at the above sale by the present owner.

LITERATURE:
The Alberto Giacometti Database, no. 3886.

(verso)

PROVENANCE:
Anonymous sale, Galerie Kornfeld, Bern, 24 June 1981, lot 261.
Acquired at the above sale by the present owner.

LITERATURE:
The Alberto Giacometti Database, no. 3863.

The drawings were executed on a page of the magazine Les Temps
Modernes, number 59, December 1949.

218
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PROPERTY FROM A PRIVATE GERMAN COLLECTION

219

ALBERTO GIACOMETTI (1901-1966)
Téte d’homme (Diego)

signed ‘Alberto Giacometti.’ (lower right)
pencil on paper
101/4x81/4in.(26x21cm.)

Drawn circa 1955

£150,000-200,000
$200,000-270,000
£€170,000-230,000

PROVENANCE:
Walter Bick, Toronto.

Anonymous sale, Galerie Kornfeld, Bern, 15 June 2007, no. 45.
Acquired at the above sale by the present owner.

LITERATURE:
The Alberto Giacometti Database, no. 3690.

‘The head is what matters. The rest of the body plays the part of

antennae making life possible for people and life itself is inside the skull.

7

A. Giacometti, quoted in Y. Bonnefoy, Alberto Giacometti: A Biography of His Work, Paris, 1991, p. 377

36 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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1*220

PABLO PICASSO (1881-1973)

Portrait de Bernhard Geiser

signed, dated, and inscribed 'pour Bernard Geiser son ami Picasso
Cannes le 14.1.57." (upper left)

wax crayon on paper

12%x9%in.(32x24cm.)

Executed in Cannes on 14 January 1957

£20,000-30,000
$27,000-41,000
€23,000-34,000

PROVENANCE:
Bernhard Geiser, Bern, a gift from the artist in 1957, and thence by descent to
the present owner in December 1966.

Maya Widmaier-Picasso has confirmed the authenticity of this work.
Claude Ruiz Picasso has confirmed the authenticity of this work.

In the present drawing from 1957, Picasso depicts his friend Bernhard
Geiser in a manner that is colourful and energetic, yet unambiguously clear.
By emphasising Geiser’s facial features, the composition almost becomes
like a well-meant caricature, through which Picasso wants to capture his
light-hearted friendship with the Swiss art historian who had published the
catalogue raisonné of the artist's graphic work. Bernhard Geiser and Pablo Picasso.

38 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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A*221

MARC CHAGALL (1887-1985)

Violoniste au chapeau

signed and dated 'Marc Chagall 1940’ (lower right)
pastel, coloured crayon and pen and ink on paper

21%x17 %in.(54.5x44.5cm.)
Executed in 1940

£40,000-60,000
$54,000-81,000
£46,000-68,000

PROVENANCE:
Anonymous sale, Mainichi Art Auction, Tokyo, 1 August 2014, lot 1186.
Private collection, Japan.

The Comité Marc Chagall has confirmed the authenticity of this work.

39
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A222
MARC CHAGALL (1887-1985)
Lecirque

signed 'Marc Chagall' (lower left)

pen and brush and India ink and gouache on paper
22ix27in.(56.5x68.5cm.)

Executed in 1977

£100,000-150,000
$140,000-200,000
€120,000-170,000

PROVENANCE:

The artist's studio, Saint Paul de Vence, June 1984, and thence by descent.
Anonymous sale, Cornette de Saint-Cyr, Paris, 9 October 1990, lot 36.
Neue Galerie Richard, Zurich, by whom acquired at the above sale.
Acquired from the above by the family of the present ownerin 1992.

EXHIBITED:
Lucerne, Galerie Rosengart, Chagall: Black and White, Wash Drawings of
1976/77, summer 1977 (illustrated).

Paris, Musée National d'Art Moderne, Centre Georges Pompidou, Marc

Chagall: CEuvres sur papier, June - October 1984, no. 190 (illustrated p. 206).

The Comité Chagall has confirmed the authenticity of this work.

The present work was personally selected and loaned by the artist himself
for his 1984 solo exhibition of works on paper at the revered Centre Georges
Pompidou in Paris. Executed across a large sheet, Chagall fills the entire
composition with topsy-turvy bareback riders, clowns and violinists, using
the dynamic and immediate nature of the brush and ink technique to conjure
a wonderful sense of swirling energy, and mystery, in the mind of his viewer.
In the lower foreground, carefully placed dabs of brilliantly contrasting green
gouache heighten the bouquet of flowers drawing the eye down, thereby
artfully creating depth and solidity within this fanciful scene. Becoming part
of the work, viewing it from within the audience of the circus ring, Le cirque
beautifully captures the spectacle and wonderful dynamism of the circus in
all its splendour.

The circus grew to become one of Chagall’s favourite subjects, reoccurring
throughout his artistic career. In 1927, as Chagall was finishing his series

of one hundred gouaches based on the fables of La Fontaine, the dealer
Ambroise Vollard, sponsor of this project, suggested that the artist undertake
a second group of pictures, based this time on the theme of the circus.
Chagall painted a suite of gouaches, Le cirque Vollard, many of which

were based on sketches that he drew while enjoying the spectacle of the
Paris Cirque d'Hiver from Vollard's reserved box seats. The variety of the
characters and their performing roles in these works would provide Chagall
with a series of motifs to which he returned on many subsequent occasions,
and many of which we see celebrated within the current work. In his own
words, Chagall observed, ‘It is in the circus that eccentricity and simplicity
blend most naturally’. Le cirque is indeed a fine example of this enduring
fascination Chagall felt for the subject and has been rightly cherished within
the same private collection over the last few decades.

‘For me a circus is a magic show that appears and disappears like a world. A
circus is disturbing, it is profound... It is a magic world, circus is a timeless game
where tears and smiles, the play of the arms and legs take the form of great art.’

Marc Chagall

40 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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PROPERTY FROM A PRIVATE COLLECTION, ROME

1223
PABLO PICASSO (1881-1973)
Le picador renversé

signed and dated '18.12.59. Picasso' (upper right)
brush and ink on paper

8%x11in.(22x28cm.)

Executed on 18 December 1959

£70,000-100,000
$95,000-140,000
€80,000-110,000

PROVENANCE:
Stefano Romanazzi, Italy, by 1962.

Galleria La Nuova Pesa, Roma (no. 590).
Acquired from the above by the present owner.

LITERATURE:
C. Zervos, Pablo Picasso, vol. XIX, CEuvres de 1959 a 1961, Paris,
1968, no. 80 (illustrated pl. 19).

‘[Picasso] frequently envisages himself in the bullring as a picador or torero, as well as the bull.
He even identifies with Christ. But he identifies above all with the Minotaur, this mythological
creature who was half bull and half man, to whom maidens had to be sacrificed’

John Richardson, quoted in M. Pressman, ‘Q & A: John Richardson on Picasso’s “Uncontrollable” Sex Drive’, Vanity Fair, 5 April 2011, reproduced online.

Executed in 1959, Le picador renversé, is a lively exploration of one of
Picasso's most favoured themes: the corrida. Although he had not returned
to his native Spain for decades by the time that he created this vivid image
of the bullfight, his sense of nationality had not left him, and he loved
discovering the corrida alive and well in the South of France, where he made
his home in the years following the Second World War. While the bullfight
had long appeared in his works in one guise or another, including paintings
from the turn of the century, it was during this period in particular, at the end
of the 1950s, that he created some of his most atmospheric pictures on

this theme.

N
Jacqueline Roque, Pablo Picasso and Jean Cocteau at a bullfight at Vallauris,
11 August 1955.

Picasso was enchanted by the spectacle of the bullfight, by its rituals, and
also by the danger. As was so clear from his portrayals of musketeers,
lancers and other virile cavalier characters during the later decades of his
life, he was fascinated by machismo, and nothing encapsulated that quality
more than the torero. As with the musketeers and other characters, these
images of manly valour acted as substitutes for the artist himself, extensions
of his own persona, and all the more so as he approached old age. As well
as identifying with his Spanish nationality through the ritual and spectacle
of the bullfight, Picasso had a long-standing relationship, in artistic terms,
with the bull himself; one of the most frequent alter egos through which he
represented himself from the 1920s onwards was the Minotaur, half man
and half bull.

In Le picador renversé, the vigorous manner in which the artist has rendered
the scene shows a form of virile energy, typical of the works executed in the
years 1957-1961, which marked the high point of Picasso's treatment of the
bullfighting theme in his art.

42 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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EXCEPTIONAL WORKS FROM

THE TRITON COLLECTION FOUNDATION

Christie’s is honoured to be offering for sale a significant group of works from the Triton
Collection Foundation, which continues to evolve and grow in new areas. The last
major de-acquisition from the collection took place in our salerooms in Paris in March
2015 when the Exceptional Works on Paper from the Triton Collection Foundation sale
elicited huge interest from collectors around the globe: Those works, which had been
collected by Triton's Founders over many years, saw spectacular prices for top quality
pieces, such as Camille Pissarro’s Paysannes travaillant dans les champs, Pontoise,
which sold for €1,381,500 against a pre-sale estimate of €250,000-350,000, further to
numerous world records achieved for works on paper by artists such as Claude-Emile
Schuffenecker, Paul-Elie Ranson and Frédéric Bazille. This strong market reaction is in
recognition of the eye with which they had originally been selected.

Over many years the Foundation has considered public access to its works as a
fundamental pillar of its collecting ethos. A continuous dialogue with curators around
the world and an extensive loan programme to over seventy museums globally has
made this dream a reality and benefited exhibitions at the likes of the Museum of
Modern Art, New York, the Thyssen-Bornemisza Museum, Madrid, the Seoul Museum
of Art and the Cleveland Museum of Art. These collaborations have ensured that an
international audience has consistently had the opportunity to appreciate the quality
and breadth of the collection, which stretches from classic Impressionism through to
Surrealism and beyond to Post-War work by the major American artists. The sales of
the major works in this season’s auctions will give the opportunity to the Foundation to
continue its excellent, philanthropic work.

The group of works being sold across our Impressionist sales here in London includes
seminal examples of French Impressionism, Post-Impressionism and the European
avant-garde, from Claude Monet's luminous Vétheuil of 1879 to Jan Toorop's resonating
symbolist 1902 composition, Faith and Reward. Each of these works has been bought
with a very discerning eye, and often the provenances of the pieces are as noble as the
works themselves. We wish the Foundation great success with these sales as well as
their future projects.

Jussi Pylkkanen
Global President, Christie's

(detail of lot 226)







EXCEPTIONAL WORKS FROM THE TRITON COLLECTION FOUNDATION

A224
PABLO PICASSO (1881-1973)
Arlequin et nu au miroir

signed 'Picasso’ (lower left)
pencil on paper

9% x6in.(23.1x15.3cm.)
Drawn in 1918

£60,000-80,000
$81,000-110,000
€68,000-90,000

PROVENANCE:
Valentine Gallery, New York.

Vincent Price, New York, by whom acquired from the above in 1937, and until
atleast1988.

Anonymous sale, Hoteol Drouot, Paris, 8 June 1994, lot 98.

Triton Collection Foundation, The Netherlands, by whom acquired in 2000.

EXHIBITED:

New York, Valentine Gallery, Drawings, Gouaches and Pastels by Picasso, 1937,
no. 12 (dated '1919' & titled 'Harlequin and Nude').

Los Angeles, UCLA Art Galleries, "Bonne féte" Monsieur Picasso from Southern
California Collectors, October - November 1961, no. 70.

Venice, California, Aldis Browne Fine Arts, Old and Modern Master Drawings
and Watercolors from the Personal Collection of Vincent Price, 1988, no. 34
(illustrated).

Rotterdam, Museum Boijmans Van Beuningen, From Monet to Picasso:
Masterworks on Paper from 1860-1960 from the Triton Foundation, November
2002 - February 2003.

Seoul, National Museum of Art, Picasso: The Great Century, May - September
2006, pp. 50 (illustrated p. 51).

Barcelona, Museu Picasso, Picasso et le cirque, November 2006 - February
2007, pp. 131,187 & 337; this exhibition later travelled to Martigny, Fondation
Pierre Gianadda, March - June 2007, no. 131, p. 337 (illustrated p. 187).
Rotterdam, Kunsthal, 15 Years Marlies Dekkers, May - June 2008.

The Hague, Gemmentemuseum, Pablo Picasso: | Don't Seek, | Find, February -
May 2011, pp. 42 (illustrated).

Rotterdam, Kunsthal, Avant-gardes: De collectie van de Triton Foundation,
October 2012 - January 2013.

LITERATURE:
C. Zervos, Pablo Picasso, vol. XXIX, Supplément aux années 1914-1919, Paris,
1975, no. 319 (illustrated pl. 130).

S.van Heugten, Avant-gardes 1870 to the Present: The Collection of the Triton
Foundation, Brussels, 2012, p. 558 (illustrated p. 342).

A capricious scene filled with life and movement, Arlequin et nu au miroir was
executed by Picasso in 1918. The harlequin had featured in Picasso's work
throughout his life, and appeared in some ways as a manifestation of the
artist himself; its presence brings with it an air of comedy, of entertainment.
Although Picasso had used this motif to create poignant images during

his Blue and Rose periods, contrasting the flamboyant clothing with
mournful expressions, in the present composition there is no such sense of
melancholy. This sense of invocation is as apparent in the subject matter, as
it is in the vivid and vivacious style with which Arlequin et nu au miroir has
been drawn. There is an almost violent sense of dynamism apparent in

the lines.

The present work was acquired by its first private owner, Vincent Price,
from an exhibition at the Valentine Gallery in 1937, where it was exhibited
alongside drawings from Picasso's series for his masterpiece Guernica,
exhibited there for the very first time.
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1225
PABLO PICASSO (1881-1973)
Femme a la guitare

signed 'Picasso’ (lower right)
pen and ink on paper

6% x47%in. (171x12.4 cm.)
Executed in 1912

£60,000-80,000
$81,000-110,000
€68,000-90,000

PROVENANCE:
Galerie Pierre, Paris.

Galerie Louise Leiris, Paris.

Private collection.

Triton Collection Foundation, The Netherlands, by whom acquired in 2000.

EXHIBITED:
New York, Museum of Modern Art, Picasso: Forty Years of His Art, November
1939 - January 1940, no. 114, p. 84 (illustrated); this exhibition later travelled
extensively throughout the United States from February 1940 - April 1943.
Avignon, Palais des Papes, Picasso au Palais des Papes: 25 ans aprés, May -
October 1995, p. 140 (illustrated p. 141).

The Hague, Gemeentemuseum, The Switch, November 2005 - March 2006.
The Hague, Gemeentemuseum, Cubist Art from the Triton Foundation
Collection, March - July 20086, pp. 26-27 (illustrated p. 27).

Seoul, National Museum of Art, Picasso: The Great Century, May - September
2006, p. 47 (illustrated).

Rotterdam, Nederlands Architektuurinstituut, Le Corbusier: The Art of
Architecture, May - September 2007; this exhibition later travelled to Weil

am Rhein, Vitra Design Museum, September 2007 - February 2008; Lisbon,
Museu Berardo, May - August 2008, Liverpool, The Crypt, Metropolitan
Cathedral of Christ the King, October 2008 - January 2009; London, Barbican
Centre, February - May 2009 and Berlin, Martin-Gropius-Bau, July - October 2009.
The Hague, Gemeentemuseum, Cézanne, Picasso, Mondriaan: In nieuw
perspectief, October 2009 - January 2010, no. 89, p. 172 (illustrated p. 173).
The Hague, Gemmentemuseum, Pablo Picasso: | Don't Seek, | Find, February -
May 2011, p. 27 (illustrated).

Rotterdam, Kunsthal, Avant-gardes: De collectie van de Triton Foundation,
October 2012 - January 2013.

The Hague, Gemeentemuseum, Mondrian and Cubism: Paris 1912-1914,
January - May 2014.

LITERATURE:

C. Zervos, Pablo Picasso, vol. I+, CEuvres de 1906 a 1912, Paris, 1942, no. 296
(illustrated pl. 44).

J. Palau i Fabre, Picasso: Cubism (1907-1917), New York, 1990, no. 800, p. 510
(illustrated p. 282).

S.van Heugten, Avant-gardes, 1870 to the Present: The Collection of the Triton
Foundation, Brussels, 2012, p. 557 (illustrated p. 229).

When exhibited in 1940 at the Museum of Modern Art, Femme a la guitare
was hung alongside eleven other Cubist works on paper by Picasso,
displayed as one group. Though distinctly individual, as a series they showed
the artist's working practice through variations on a theme, moving around,
through and into his subject, interrogating it with the utmost curiosity.
Some display bare outlines, some with highlights of shading, some with
several figures or text included. Femme a la guitare, within this group,

is a distinctively resolved composition with great technical variety seen
through the alternating tempo of its line and a succinctness to the dynamic
articulation of its subject.

Femme a la Guitare was drawn in 1912, a pivotal year in both Picasso's career
and in his personal life. Picasso's art was undergoing a transformation
whereby the analytic cubist style of the past years was evolving into synthetic
cubism. As John Richardson explains, ‘Analytic cubism permitted the two
artists to take things apart: dissect them “with the practiced and methodical
hand of a great surgeon” (as Apollinaire said of Picasso)... Synthetic cubism,
on the other hand, permitted Picasso and Braque to put things together
again, to create images and objects in a revolutionary new way, out of
whatever materials they chose’ (in A Life of Picasso, 1907-1917: The Painter of
Modern Life, London, 1996, vol. 1, p. 106).

The guitar motif provided Picasso with an interesting range of lines, forms
and volumes and served as a fertile ground for his cubist investigations.

It also had a curvaceous quality that the artist equated with femininity,
providing a contrast of line with the angular, planar dissection of other
subjects. Picasso had long held a fascination with the instrument, and in
1912 he would create an enormous sheet-metal sculpture in its honour. As
Joseph Palau | Fabre observes: "The year 1912 is without doubt, after 1907,
the most significant in the history of modern art so far. Its debut, for want
of a better term, was marked by Picasso’s famous E/ Guitarrot..." (J. Palau i
Fabre, Picasso Cubism, New York, 1990, p. 240)

Picasso would continue to deconstruct the guitar almost obsessively
throughout 1912. In Femme a la Guitare, we see just a small hint as to the
guitar’s presence, referred to in the swirling line at the lower edge with
strings extending upward, a sound hole to the centre and tiny fingers
suggested towards the right grasping the fretboard. Reminiscent of the
painting Ma jolie (Zervos, vol. I1%, no. 244) which was painted over the Winter
of 1911-1912 and exhibited in the same exhibition at the Museum of Modern
Art, New York, in 1940, the figure absorbs the predominance of space, the
words ‘MA JOLIE inscribed at the lower edge referring to his new love at that
time Marcelle Humbert (also known as Eva Gouel). The guitar that serves

as the punctum to enliven this composition, introducing a new movement, a
point of contrast with his sitter.

Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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226
EGON SCHIELE (1890-1918)
Auf der Ferse sitzende Frau

signed and dated 'EGON SCHIELE 1917' (lower right)
black crayon on paper

18 x11%in.(45.7x29.9cm.)

Drawn in 1917

£200,000-300,000
$270,000-410,000
€230,000-340,000

PROVENANCE:
Borbas collection, Hungary.

Private collection, Budapest, by whom acquired from the above in 1948.
Triton Collection Foundation, The Netherlands, by whom acquired in 1999.

EXHIBITED:
Budapest, Hungarian National Gallery, Selections from Hungarian Private

Collections, October - November 1981, no. 235, pp. 118 & 158 (illustrated p. 291).

Rotterdam, Museum Boijmans Van Beuningen, From Monet to Picasso:
Masterworks on Paper 1860 - 1960, November 2002 - February 2003.
Rotterdam, Kunsthal, 15 Years Marlies Dekkers, May - June 2008.
Rotterdam, Kunsthal, Avant-gardes: De collectie van de Triton Foundation,
October 2012 - January 2013.

LITERATURE:
J. Kallir, Egon Schiele: The Complete Works, London, 1998, no. 1960, p. 578
(illustrated).

S.van Heugten, Avant-gardes 1870 to the present: The Collection of the Triton
Foundation, Brussels, 2012, pp. 220 & 562 (illustrated p. 221).

This erotically charged rendering of a young woman in a state of undress
demonstrates why Egon Schiele has been described as ‘one of the foremost
draughtsmen of the twentieth century’ (H. Glick, ‘Art Events in Austria,

in Parnassus, vol. |, no. 2, 15 February 1929, p. 6). Intimately executed, this
delicate, yet powerful, portrait is an example of the artist’s mature style which
had been developing over a number of years, and which - in the months
before this work was executed - resulted in a new-found confidence for the
artist and the critical reception of his art. The First World War was coming

to its inevitable conclusion and Vienna was on the verge of becoming one of
Europe’s most exciting artistic and social centres, with Schiele at its heart.

Egon Schiele, Liegende mit angezogenem rechten Bein, 1917. Sold, Christie’s,
New York, May 12012 ($386,500).

Although dressed only in an unassuming combination of petticoat and
stockings, Schiele’s anonymous figure still succeeds in exuding an aura

of potent sexuality. His fluid line traces the silhouette of the figure's body,
moving on to mark out her trim waist before recording her hips and stocking-
clad legs. Unlike many of his more sexually explicit portraits, in Auf der Ferse
sitzende Frau, Schiele manages to achieve a sense of heightened sexuality

by partially leaving his subject’s clothes on. Thus the ruffles of the lacey
garment and the stockings invite the viewer to imagine what tantalizingly
might lie underneath. In the present work, with the absence of a face, Schiele
concentrates on the delicate nature of the cloth with which he swaths the
young woman'’s body. The model for this work was most likely Schiele’s wife
Edith, or perhaps his sister-in-law Adele Harms.

By 1917, when the present work was drawn, Schiele’s drawings of female
figures openly attracted a wide audience, partly the result of a more tolerant
moral climate near the end of the First World War, but also because of the
artist’s more naturalistic treatment of his subjects. ‘Over the course of 1915,
writes Jane Kallir, ‘the increasingly naturalistic line will hew ever closer to
the shape of the subject, as the element of graphic stylization progressively
recedes. This development yields smoother, cleaner contours... A very soft
pencil line (sometimes mimicking charcoal) gives the lines new strength and
sensuality' (J. Kallir, Egon Schiele: The Complete Works, New York, 1990, p. 290).

The result is more intimate portraits, far less overt than his earlier work,

but nonetheless still containing the open sexuality for which his work was
becoming known. After years of struggling for recognition and sales, Schiele
suddenly achieved well-deserved success as the First World War ground

to its conclusion in 1918. In response to the harsh reality of news from the
front and shortages at home, the Viennese appeared to have acquired

a growing and more diverse taste for art, which, as a result of wartime
inflation, had also suddenly become a desirable commodity. Gustav Klimt,
who had dominated the avant-garde for two decades, would die in February
1918, and Schiele was poised to become his natural successor. Schiele’s
contributions to the 49th Secession exhibition of 1918, practically amounted
to a retrospective, and all available works were sold within a few days of the
opening; he soon became inundated by requests for portrait commissions.

By this stage in his short career, Schiele’s sublime command over his
materials required no help from the excessive gesture and distortion. In Auf
der Ferse sitzende Frau, set against an empty background, Schiele’s crayon
line magically brings to life an existential portrait of a female figure who
seems born both to and from the page within which she is confined. This
confidence is prevalent in the best of Schiele’s 1917 drawings and gouaches,
especially the present work, where the contorted pose of the figure seems
to have been wrought by an inner nature seeking to outwardly express itself
through its bodily form.

Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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PIET MONDRIAN (1872-1944)
Berkenbosje (Small Birch Forest)

signed 'Piet Mondriaan' (lower left)
charcoal and watercolour on paper
23 % x16 2in.(58.5x42cm.)
Executed circa1902

£80,000-120,000
$110,000-160,000
€91,000-140,000

PROVENANCE:

Gustav Stein, Cologne.

B. Mendelsohn, Amsterdam.

Stedelijk Museum, Amsterdam (no. A-8558), by whom acquired from the
above on 8 June 1959.

B. Mendelsohn, Amsterdam, to whom returned by the above on 13 June 1962.

Gustav Stein, Cologne, to whom restituted by the above in 1962.
Anonymous sale, Lempertz, Cologne, 11 June 1963, lot 499.

Malborough Fine Art Ltd, London, by whom acquired in 1963.

Anonymous sale, Sotheby's, London, 30 March 1966, lot 70.

Manuel Ulloa, Lima, by whom acquired at the above sale.

Private collection, New York.

Triton Collection Foundation, The Netherlands, by whom acquired in 2002.

Gustav Klimt, Farmhouse With Birch Trees, 1900. Belvedere
Gallery, Vienna

Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue

EXHIBITED:
Amsterdam, Stedelijk Museum Amsterdam, Twaalfde jaarlijksche
tentoonstelling van kunstwerken, uitsluitend van leden der Vereeniging,

May - June 1902, no.109.

Den Bosch, Kunsthandel Borzo, Perspectives IV, September 2002, p. 30
(illustrated p. 31).

Rotterdam, Museum Boijmans Van Beuningen, Van Monet tot Picasso:
Meesterwerken op papier 1860-1960, November 2002 - February 2003.
Vienna, Albertina, Piet Mondrian, March - June 2005, no. 3, pp. 40-42
(illustrated; dated '1899').

Brescia, Museo di Santa Giulia, Mondrian, October 2006 - March 2007, no. 8,
p. 68 (illustrated p. 69; dated 'circa 1898-1899').

Copenhagen, Ordrupgaard, Piet Mondrian: Vejen til modernismen, August -
November 2007, no. 3, p. 64 (illustrated).

Rotterdam, Kunsthal, Avant-gardes: De collectie van de Triton Foundation,
October 2012 - January 2013.

Hamburg, Bucerius Kunst Forum and Margate, Turner Contemporary,
Mondrian: Farbe, February - September 2014, no. 5 (illustrated).

LITERATURE:

R.P. Welsh, Catalogue Raisonné of the Naturalistic Works (until early 1911),
Toronto, 1998, no. A287, pp. 268-269 (illustrated p. 268).

M. Bax, Mondriaan compleet, Alphen aan den Rijn, 2001, p. 350.

S.van Heugten, Avant-gardes 1870 to the Present: The Collection of the Triton
Foundation, Brussels, 2012, p. 555 (illustrated p. 268).

Executed circa 1902, Berkenbosje, represents the last surviving drawing likely
to have been exhibited in the exhibition in St Lucas, Amsterdam, according to
Robert P. Welsh (op. cit., 1998, p. 268). Welsh goes on to say that Mondrian’s
interest in the birch forest had probably been inspired by a visit to his father
in Gelderland Capital City. Whilst the period of Berkenbosje is earlier, the
strong vertical and horizontal elements anticipate the later work Woods near
Oele from 1908 where the influence of Edvard Munch, Jan Toorop and Jan
Sluijters are evident in the saturated colours and bold contrasts typical of his
period of divergence towards the path of abstraction.
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FELIX FRANCOIS PHILIBERT GEORGES ZIEM (1821-1911)
L'Escaut a Anvers

signed 'Ziem' (lower right)

watercolour on paper

image: 7 % x 11%in. (19.5x29.5cm.)
sheet: 8 4 x 12 %2in.(21x 32 cm.); irregular

£800-1,200
$1,100-1,600
€910-1,400

PROVENANCE:
Private collection, France.

Triton Collection Foundation, The Netherlands, by whom acquired
in 2000.

LITERATURE:
P.Miquel, Felix Ziem, vol. I, Maurs-la-Jolie, 1978, no. 1721, p. 234
(illustrated).
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ARMAND RASSENFOSSE (1862-1934)
La nappe blanche

signed, dated and with the artist's monogram 'Rassenfosse 1879 AR’ (lower left)
gouache, India ink, Conté crayon and pencil on paper

9% x5%in.(23.5x14.4cm.)

Executed in 1879

£1,000-2,000
$1,400-2,700
£€1,200-2,300

PROVENANCE:
Triton Collection Foundation, The Netherlands.
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JEAN POUGNY (1892-1956)
Rue Petrozavodskaya a Petrograd

brush and India ink and wash on paper
12%x9%in.(31.6x23.9cm.)
Executed in St Petersburg in 1914-1915

£7,000-10,000
$9,500-14,000
€8,000-11,000

PROVENANCE:

The artist's studio.

Xana Pougny, Paris, by descent from the artistin 1956.

Margreth Sadeler, Herblay, by descent from the above in 1972.
Anonymous sale, Hotel Drouot, Paris, 8 April 1994, lot 79.

Anonymous sale, Christie's, London, 28 June 2001, lot 458.

Triton Collection Foundation, The Netherlands, by whom acquired at the
above sale.

EXHIBITED:
St Petersburg, Galerie Dobitchine, Exposition de dessins, 1918, no. 141.

Berlin, Galerie Der Sturm, Iwan Puni, 1921, no. 64.

Paris, Galerie Barbazanges, Exposition des ceuvres de Pougny et des aquarelles
de Xana Bougouslavskaya, 1925, no. 55.

Paris, Musée National d’Art Moderne, Rétrospective Pougny, January -
February 1958, no. 133.

Zurich, Kunsthaus, Jean Pougny, April - May 1960, no. 178.

Nice, Galerie des Ponchettes, Rétrospective Pougny, 1961, no. 127.
Amsterdam, Stedelijk Museum, Rétrospective Pougny, October - November
1961, no. 347.

Paris, Galerie Charpentier, Rétrospective Pougny, 1961-1962, no. 183.

Turin, Galleria Civica d'Arte Moderna, Rétrospective Pougny, November 1962 -
January 1963, no. 211.

Geneva, Galerie Krugier & Cie, Pougny, summer 1964, no. 105.

The Hague, Gemeentemuseum, Bolsjewieks, ultra-modernen bontkleurig,
Russische kunst uit de collective van de Triton Foundation, March - May 2005, p. 17.
Rotterdam, Kunsthal, Avant-gardes: De collectie van de Triton Foundation,
October 2012 - January 2013.

LITERATURE:
H. Berninger & J.A. Cartier, Jean Pougny (Ilwan Puni) 1892-1956: Catalogue de
I'ceuvre, vol. |, Les Années d'avant-garde, Russie-Berlin, 1910-1923, Zurich, 1972,
no. 158 (illustrated p. 210).

S.van Heugten, Avant-gardes, 1970 to the Present: The Collection of the Triton
Foundation, Brussels, 2012, p. 559 (illustrated p. 251).

This work is sold with a certificate of authenticity from Hermann Berninger.



{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=CKS&sale=15471&lot=0230}
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LYONEL FEININGER (1871-1956)
Snow

signed and dated 'Feininger. 1949’ (lower left); inscribed 'Snow'
(extreme lower right)

watercolour and pen and ink over pencil on paper

9% x12V4in.(241x31.2cm.)

Executed in 1949

£15,000-20,000
$21,000-27,000
€17,000-23,000

PROVENANCE:
The artist's estate.
Private collection, New York.

EXHIBITED:

Paris, Galerie Jeanne Bucher, Feininger Aquarelles, May - June 1950.
Hannover, Kestner-Gesellschaft, Lyonel Feininger: Aquarelle, March - April
1951, no. 39; this exhibition later travelled to Munich, Moderne Galerie Otto
Stangl, Braunschweig, Galerie Otto Ralfs, Mannheim, Galerie Rudolf Probst,
Dusseldorf, Galerie Alex Vomel, Hamburg, Galerie Rudolf Hoffmann, and
Berlin, Reitzenstein-Seel-Kunsthandel.

York, City of York Art Gallery, Feininger: An Exhibition of Forty Watercolours and
Drawings, October 1951, no. 39; this exhibition later travelled to Cambridge,
November - December 1951, and London, A.I.A. Gallery, January 1952.
Lancaster, Pennsylvania, Charles Demuth Museum, Lyonel Feininger, 20
Watercolors, April - May 2003.

State College, Pennsylvania, The Palmer Museum of Art at Penn State
University, Watercolors by Lyonel Feininger, September 2005 - January 2006,
no. 9 (illustrated fig. 2); this exhibition later travelled to Ithaca, New York,
Herbert F. Johnson Museum of Art, Cornell University, March - June 2006.

Achim Moeller, Managing Principal of The Lyonel Feininger Project LLC, New
York - Berlin has confirmed the authenticity of this work, which is registered
under no. 1476-01-18-18.
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Mark Rothko, No. 3/No. 13,1949. Museum of
Modern Art, New York.

1232

EMIL NOLDE (1867-1956)

Landschaft mit hohem Himmel und roten Wolken
signed 'Nolde. (lower left)

watercolour and pen and ink on Japan paper

7%x5%in.(19.5x14.6 cm.)
Executed circa 1930-1935

£40,000-60,000
$54,000-81,000
€46,000-68,000

PROVENANCE:
Private collection, Hamburg, by whom acquired in the 1980s.

Professor Dr Manfred Reuther from the Nolde Stiftung, Seebiill, has confirmed the authenticity of
this work.

As a member of Die Briicke, Emil Nolde developed a unique expressionist style over the years,
focusing mainly on painting in oil and watercolour. His works are famous for their vivid and strong
colour choices as well as Nolde's distinctive brushstrokes. 'In art | fight for unconscious creation, he
wrote to his friend Hans Fehr, reiterating elsewhere that 'the quicker a painting is done, the better it
is' (Emil Nolde, Jahre der Kdmpfe, Berlin, 1934, p. 95). With its striking palette and unconventionally
low horizon, Landschaft mit hohem Himmel und roten Wolken is an excellent example of the artist's
spontaneous technique. Created in the 1930s, the near-abstract colour planes softly blending into one
another almost anticipate Mark Rothko's abstract expressionism of the following decades.
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FORMERLY IN THE COLLECTION OF KARL JULIUS ANSELMINO

*233
PAUL KLEE (1879-1940)
Trauerblumen (Mourning Flowers)

signed 'Klee' (upper left); dated, numbered and inscribed '1917 132
Trauerblumen' (on the artist's mount)

watercolour and pen and ink on paper laid down on the artist's mount
image: 9 % x5%in.(23.2x14.7cm.)

artist's mount: 10 4 x 7 in. (26 x 18 cm.)

Executed in 1917

£250,000-350,000
$340,000-470,000
£€290,000-400,000

PROVENANCE:
Galerie Neue Kunst - Hans Goltz, Munich, by whom acquired directly from the
artistin summer 1918.

Karl Julius Anselmino, Wuppertal, by whom acquired before 1956.

Acquired from the above by the present owner.

EXHIBITED:

Berlin, Galerie Der Sturm, Paul Klee, Gésta Adrian-Nilsson, Gabriele Miinter,
December 1917, no. 26

Munich, Galeriestrasse 26, Neue Miinchner Secession, IV. Ausstellung, June -
October 1918, no. 86, p. 20.

Wuppertal, Kunst- und Museumsverein, Paul Klee 1879-1940: Werke aus
Jahren 1904 bis 1940, January - February 1956, no. 11, p. 3.

Bern, Kunstmuseum, Paul Klee: Ausstellung in Verbindung mit der Paul-Klee-
Stiftung, August - November 1956, no. 408, p. 68.

Hamburg, Kunsthalle, Paul Klee, December 1956 - January 1957, no. 74, p. 15.
Darmstadt, Mathildenhéhe, 2. Internationale der Zeichnung, July - September
1967, no. 23, p. 293 (illustrated).

Cologne, Kunsthalle, Weltkunst aus Privatbesitz, May - August 1968, no. G3
(illustrated pl. 1).

Munich, Stadtische Galerie im Lenbachhaus, Paul Klee: Das Friihwerk 1883-
1922, December 1979 - March 1980, no. 329 (illustrated).

Saarbriicken, Saarland Museum, Paul Klee: Wachstum regt sich, Klees
Zwiesprache mit der Natur, March - May 1990, no. 32 (illustrated); this
exhibition later travelled to Karlsruhe, Prinz-Max-Palais, June - August 1990.
Munich, Haus der Kunst, Elan Vital oder Das Auge des Eros, May - August 1994,
no. 295, p. 557 (illustrated pl. 99).

On loan to the Bayerische Staatsgeméaldesammlungen Miinchen, by 1979 and
until at least 1994 (inv. no. L.1664).

LITERATURE:

Letter from Paul Klee to Lily Klee, 3 July 1918, in F. Klee, Briefe an die Familie
1893-1940, vol. Il, 1907-1940, Cologne, 1979, p. 924-925.

M. Huggler, 'Paul Klee', in Kiinstler Lexikon der Schweiz: XX. Jahrhundert, vol. |,
Frauenfeld, 1958-1961 p. 524.

M. Huggler, Paul Klee: Die Malerei als Blick in den Kosmos, Frauenfeld, 1969,
pp.49-50 & 123.

C. Geelhaar, Paul Klee: Leben und Werk, Cologne, 1974, no. 38, p. 37 (illustrated
pl. 38).

R. Verdi, Klee and Nature, London, 1984, pp. 135-136 & 147 (illustrated fig. 122,
p.134),

P. Comte, Klee, Paris, 1989, no. 97, p. 74 (illustrated pl. 97).

M. Franciscono, Paul Klee: His Work and Thought, Chicago & London,

1991, p. 210.

E.-G. Gise, ed., Paul Klee: Dialogue with Nature, Munich, 1991, pp. 62 & 160
(illustrated p. 63).

D. Zbikowsky, 'Zeichen und Erinnerung - Zur Bedeutung der altagyptischen
Schriftkulturim Werk Paul Klees', in exh. cat., Paul Klee: Reisen in den Siiden,
Reisefieber praecisiert, Ostfildern, 1997, p. 89.

The Paul Klee Foundation, ed., Paul Klee: Catalogue Raisonné, vol. I, 1913-1918,
Bern, 2000, no. 1816, p. 424 (illustrated).
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Paul Klee, Warnung der Schiffe, 1917. Staatsgalerie, Stuttgart.

poetry composed in colours.'

T. Daubler, Das Kunstblatt, vol. 2, no. 1,1918, p. 24.

Paul Klee painted Trauerblumen (Mourning Flowers) while stationed at an
airport base near Gersthofen in Southern Germany at the height of the First
World War. One of the artist's finest watercolours from this early period in
his career, Trauerblumen is an exquisitely crafted picture in which Klee has
begun, for the first time, to pictorially explore the emotional life of plants
and nature. Klee would later, throughout much of the 1920s, often combine
human and vegetal motifs in his work. But it is here, for the first time, in

a work that explores a universal sense of sadness running throughout

all creation, that, using only simple, eloquent and lyrical forms, Klee has
attempted to create an image that fuses plant and human life into one
poetic image.

Taking the form of a theatrical, almost, stage-like presentation of a scene
in which plants with human forms like eyes and tears float against a warm
sunset sky above a landscape of mountains, Klee has here attempted to
render a scene in which a human emotion - sadness - is seen to permeate
through all life. In this way, the whole of nature, as well as of man, and

the chthonic relationship between the two, is invoked through the simple,
graphic poetry of Klee's intuitive line and subtle colour.

As the art historian Richard Verdi has written about this work in his study on
Klee's intense relationship with Nature, ‘In Sad Flowers [..] Klee creates one

60

Joan Miro, Chiffres et constellations amoureux d'une femme, 1941.
Art Institute of Chicago.

'On some solemn night, Klee planted in the most secret of places the germ of his self-
contained selfhood. From then on, all the threads that he had meant to spin turned

into tender roots. And what he has since been able to draw out of his soul has become
rootedness. He is said to have spent a solar year in Tunis. The plant shot up at once.
Now it is putting forth flowers: his fiery watercolours. But the self is developing further:
when Klee draws, new roots sprout forth: and colourful flowers emerge when he paints,

of his earliest and most heart-rending evocations of the darker side of plant
emotions,’ pointing out that ‘too precise an interpretation would obviously
deprive [the work] of much of its poetry.” Verdi asserts that what is of key
importance to this work is that ‘whether it is plants or man who are subject
to [the] emotion [here expressed] is less important than the emotion itself
as Klee senses it behind all of nature. [...] the eyes and tears [...] and [..] the
drooping and dejected blossoms, when combined [...] permit Klee to create
a poignant image of universal sorrow - of a sorrow which is as real and as
intense at the bottom of the hierarchy of life as it is at the top’ (R. Verdi, Klee
and Nature, London, 1984, pp. 135-136).

Among Klee's most lyrical and exquisite early watercolours, Trauerblumen

is one of the best-known and most important of Klee's early pictures. As a
letter to his family from Gertshofen in July 1918 records, the watercolour was
acquired directly from the artist by his dealer in Munich, Hans Goltz. It was
subsequently acquired from Goltz by the important German Expressionist
collector, Professor Karl Anselmino. Works by Klee formed the mainstay

of Prof. Anslemino’s collection who also acquired major works by Lyonel
Feininger, Ernst Ludwig Kirchner and Max Beckmann, an artist whom he
befriended in New York in the last months of his life.
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PAUL KLEE (1879 -1940) EXHIBITED:

Heimgartenanlage (Home Garden Plot)

signed 'Klee' (lower left) and dated '1921' (upper right); dated, numbered and
inscribed '1921/148 Heimgartenanlage' (on the artist's mount)

pen and India ink on paper laid down on the artist's mount

image: 8 % x 11 %4in.(22x28.7cm.)

artist's mount: 13%x15%in. (34 x 39.5cm.)

Executed in 1921

£40,000-60,000
$54,000-81,000
€46,000-68,000

PROVENANCE:

Pierre Janlet, Brussels, by 1999.

Patrick Derom Gallery, Brussels, by 2002.

Private collection, Brussels, by whom acquired from the above.
Acquired from the above by the present owner in 2016.

Berlin, Nationalgalerie, Kronprinzenpalais, Paul Klee, February 1923.

Brussels, Palais des Beaux-Arts, Klee, March - November 1957, no. 30b.
Charleroi, Palais des Beaux-Arts, Panorama de I'ceuvre de Paul Klee, February -
March 1980 no. 18.

Brussels, Patrick Derom Gallery, Works on Paper of the XIXth and XXth
Centuries, spring 2002, p. 52 (illustrated p. 53).

Paris, Instituto Cervantes, Mompo: L'Espagne Claire, February - April 2015.

LITERATURE:

W. Grohmann, Paul Klee: Handzeichnungen 1921-1930, Potsdam & Berlin, 1934,
no.24,p.17.

The Paul Klee Foundation, ed., Paul Klee, Catalogue Raisonné, vol. lll, 1919-
1922,Bern,1999, no. 2739, p. 333 (illustrated).
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HEINRICH CAMPENDONK (1889-1957)
Das Pferd am Hafen

watercolour on paper
18 7%x23%in.(48x60.2cm.)
Executed in 1933

£40,000-60,000
$54,000-81,000
€46,000-68,000

PROVENANCE:
Private collection, Germany; sale, Christie's, Amsterdam, 22 May 1991, lot 543.
Kunsthandel Louk Brons, Amsterdam, by whom acquired at the above sale.
Private collection, The Netherlands, by whom acquired from the above in 1996;
sale, Sotheby's, 20 June 2012, lot 145.

Acquired at the above sale by the present owner.

EXHIBITED:
Dusseldorf, Stadtische Kunsthalle, Heinrich Campendonk: Gemélde,
Aquarelle, Hinterglasbilder, Grafik, December 1972 - January 1973, no. 128,
p. 33; this exhibition later travelled to Bonn, Stadtisches Kunstmuseum,
January - March 1973.

Brussels, Palais des Beaux-Arts, Heinrich Campendonk, March - April 1973,
no.106.

Munich, Galerie Wolfgang Ketterer, Heinrich Campendonk - Edith van
Leckwyck, January - March 1976, no. 20 (illustrated).

LITERATURE:
A.Firmenich, Heinrich Campendonk 1889-1957, Recklinghausen, 1989,
no. 975A, p. 383 (illustrated, n.p.).

Henirich Campendonk was a painter, printmaker and stained glass artist
who, on the invitation of Franz Marc, joined the expressionist artists’
group Der Blaue Reiter in 1911. Campendonk admired primitive and folk
art and was intrigued by the mystical qualities of animals and nature.
Following the First World War and the deaths and Franz Marc and August
Macke, Campendonk’s style evolved from the vibrant, angular shapes of
Expressionism to softer, more dreamlike images. In the 1920s, he started
working in stained glass and received much acclaim for his work in

this medium.

His appointment as a professor at the Akademie in Diisseldorf in 1926 ended
abruptly in 1933 when, along with many other modernist artists, he was
labelled as ‘degenerate’ by the Nazi regime. He decided to flee the country

in 1933, emigrating to Belgium at first and eventually settling in Amsterdam.
The present work dates from this period of dramatic transition when the
artist was forced to uproot his life and start anew in a foreign country. In

the present work, the horse and figures appear static at a port, perhaps
uncertain of where they are headed and what is to come, however the vibrant
nuances of the watercolour along with the sails and waves in the background
give the work a sense of movement, a promise of hope for a brighter future.
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JAN TOOROP (1858-1928)
The Ditch

signed, dated and inscribed '1917 ,Lies Sormani J.Th. Toorop.” (lower left)
gouache, watercolour and charcoal on paper

7Vax4%in. (18.4x11.7cm.)

Executed in 1917

£4,000-6,000
$5,400-8,100
€4,600-6,800

PROVENANCE:
Lies Sormani, Nijmegen, The Netherlands, by whom acquired directly from the
artistin 1917, and thence by descent to the present owner.

This work will be included in the catalogue raisonné on Jan Toorop, currently
being prepared by G.W.C. van Wezel.

In the present watercolour, Jan Toorop catches the beholder’s attention

by unobtrusively depicting a typical Dutch landscape scene with canals

and wide meadows stretching for miles into the horizon. Having been born

in Indonesia, Toorop moved back to The Netherlands in 1869 where he
developed his painting skills at the Rijksakademie in Amsterdam in 1880.
The present work expresses his affection for his homeland and is dedicated
to Lies Sormani, the artist’s Dutch friend and the grandmother of the owner
of the present work. Toorop portrayed Lies Sormani two years earlier, in 1915.
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THE PROPERTY OF ASWISS COLLECTOR

*237

LESSER URY (1861-1931)

Abendstimmung an einem See im Grunewald
signed 'L. Ury.' (lower left)

pastel on board

19x13%in.(48.2x34.8cm.)
Executed in the 1890s

£15,000-25,000
$21,000-34,000
€17,000-28,000

PROVENANCE:
Hans Reichmann, London.

Private collection, England; sale, Christie's, London, 7 October 1999, lot 25.
Acquired at the above sale by the present owner.

This work is sold with a photo-certificate from Dr Sybille Gross.
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GEORGE GROSZ (1893-1959)
Aufder Flucht

signed 'Grosz' (lower right); dated and inscribed '332 auf der Flucht 1919"and
with the indistinct Nachlass stamp and numbered '3-6-8' (on the reverse)
pen and India ink on paper

20%x147%in.(52.3x 38 cm.)

Executed in 1919

£12,000-18,000
$17,000-24,000
€14,000-20,000

PROVENANCE:

The artist's estate.

Studio d'Arte Contemporanea [Luca Scacchi Gracco], Milan.
Galleria la Tavolozza, Palermo.

Acquired from the above by the present owner.

Ralph Jentsch has confirmed the authenticity of this work.

The period between Grosz' first discharge from active service in 1915 and

second call-up in 1917 was characterized by intense creativity, and there was

no slackening in his artistic activity and political agitation after the war in

the 1920s. The constant threat against and persecution of his art and of the
magazines and books published by Malik-Verlag in Berlin did not demoralize
Grosz. Instead, they stimulated powers in him that only further heightened
the confrontation between him and the authorities. Drawing after drawing
portrayed and denounced the immorality, vice and dissolution of the times.
Once again, Grosz' anger was repeatedly directed at the military, the church,
the authorities and the government parties with whom, he believed, the score
had not yet been sufficiently settled for the crime of the First World War, its
causes and consequences.

Grosz, like other intellectuals of all different social backgrounds, had become
member of the Communist Party when it was founded at the end of 1918. It
was the ordinary people who suffered by the consequences of a murderous
war that had cost the lives of millions. However, also the survivors were
losers. Unemployment, inflation, starvation and an increasing right wing
movement were a daily occurrence in Germany of these years. Opponents of
the Republic were brutally persecuted, put into prison without trial, cynically
called protective custody. However, in prison these poor people were
defencelessly at the mercy of thugs, being beaten and tortured and often
shot while attempting to escape. This very drawing shows how a warder
beats the victim with hand grenades, before firing the final shot.

Ralph Jentsch
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GEORGE GROSZ (1893-1959)
Vaudeville

signed 'Grosz' (lower right); dated and inscribed 'Vaudeville 1917'

(on the reverse)

pen and India ink on paper

M %x83%in.(28.2x22.2cm.)
Executed in 1917

£12,000-18,000
$17,000-24,000
€14,000-20,000

PROVENANCE:
Vera Lazuk Gallery, Cold Spring Harbor, New York.

Acquired from the above in summer 1966, and thence by descent to the

present owner.

Ralph Jentsch has confirmed the authenticity of this work.

Grosz's body of work is known for often picturing violent and satirical scenes
from the politically charged and corrupt society of Berlin in between the First
World War and Hitler's rise to power. Many of these works were bundled and
reproduced in publications such as Ecce Homo (1925), which was seized by
the Public Prosecutor.

The present work's title Vaudeville refers to a theatrical genre, popular

from the mid-1890s until the early 1930s, which was common for its light
entertainment consisting of different, unrelated acts similar to the variety
show or circus. Being reflected in the work’s subject, Grosz illustrates

the Vaudeville genre with two clowns who seem to be in the middle of a
performance. Even though the present work is different from Grosz's usually
more unvarnished and direct scenes, it still addresses the issues of the time:
a society seeking to escape reality by letting themselves be seduced by the
ephemeral pleasures of the entertainment industry.
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GEORGE GROSZ (1893-1959)

Marching Stickmen

signed 'GROSZ' (lower right); with the Nachlass stamp
and numbered '1-105-10' (on the reverse)

watercolour and brush and pen and ink on paper

19x26%in.(48.2x66.4cm.)
Executed in 1947

£50,000-70,000
$68,000-95,000
€57,000-79,000

PROVENANCE:

The artist's estate.

Private collection, United States.

Acquired from the above in November 1965, and thence by
descent to the present owner.

Ralph Jentsch has confirmed the authenticity of this work.

Depicting a procession of angry grey figures marching fanatically behind

a rainbow-coloured effigy in the shape of a man and studded with nails,
Marching Stickmen is an outstanding example from the Stickmen series of
paintings that George Grosz made in America, in the immediate aftermath
of the Second World War. This important series of pictures was Grosz's

last major, socio-critical body of work. Created as news of the Holocaust,
the Atomic Bomb and the rise of the Cold War dominated the international
media, this series was directed against the evils of totalitarianism that Grosz
saw rising all around him and took the form of a sequence of terrifying

images of a grey, impersonalized world of utter hopelessness and desolation.

Concentrating on a de-individualized, dehumanized, collective mass, Grosz's
'Stickmen' pictures express a vision of the future as a desolate wasteland
where the individual has been destroyed and man has been reduced to an
empty vessel unable to think for himself. As can be seen in this work, the
grey, hollow heads of this ignorant and unthinking mob are only enlivened by

their rabid eyes burning full of fear and hatred of anything unlike themselves.

These are men who can only see what they have been told to see. Their ears
and mouths are often also shown as sewn or bolted shut.

Echoing Alberto Giacometti's images of post-war man and prefiguring
George Orwell's famous dystopian vision of the future, first published in
1948, Grosz's Stickmen derived in part from Grosz's fondness for Franz

G. Grosz, Letter to Otto Schmalhausen, 20 June 1949, in H. Knust, ed. George
Grosz, Briefe 1913-1959, Hamburg 1979, p. 432.

Kafka's story Metamorphosis and the notion of a man who one day wakes

up to find he has become an insect. Echoing this sentiment to some extent,
Grosz's insect-like ‘Stickmen’ present a world where man has become
nothing more than an automaton, a numbered cog in a totalitarian machine.
These paintings were first exhibited as a group in New York in April 1948 were
a statement on them read: 'The Stick Men are men who are called by numbers
and not by names,' they are 'men who wear slave collars - grey men in a grey
world following empty meaningless banners' (Exhibition invitation to George
Grosz, The Stick Men, The Associated American Artists, New York, April 1948).

Executed in 1947, Marching Stickmen depicts a Zombie-like parade of Grey
Stickmen marching in unison behind the image of a rainbow-coloured
banner in the form of a figure impaled on a spike. Their eyes ablaze with
fiery, fury, these 'Enemies of the Rainbow' - as another of these paintings is
entitled - are angry at the invasion of colour into the collectivity of their grey
world. Long a symbol of diversity and union - and one later adopted as such
by the peace movement and the LGBT+ community - the Rainbow Flag was,
since it was first founded in Essen in 1922, the emblem of the International
Co-operative Alliance. Such concepts of individualism, diversity and of union
- of a cross-border co-operative of working individuals - clearly has no-place,
this painting announces, in the grey, anonymous, collectivism of the 'Stickmen'.

Alberto Giacometti, City Square, 1948. Museum of Modern Art, New York.
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ALFRED KUBIN (1877-1959)
Aug um Aug

signed 'AKubin’ (lower right) and inscribed 'Aug um Aug' (lower left)
watercolour and pen and brush and ink on paper

image: 7% x4 7sin.(19.3x12.3cm.)

sheet: 154 x 12 8in. (39x 30.8cm.)

Executed circa 1905-1910

£80,000-120,000
$110,000-160,000
€91,000-140,000

PROVENANCE:
Private collection, Europe; sale, Sotheby's, London, 3 February 2004, lot 4.
Acquired at the above sale, and thence by descent to the present owner.

The authenticity of this work has been confirmed by Dr Annegret Hoberg of
the Kubin-Archiv, Stadtische Galerie im Lenbachhaus, Munich.

Andrea Mantegna, San Sebastiano, circa 1506.
Franchetti Gallery, Ca’ D'Oro, Venice.

Alfred Kubin took his inspiration for this work from his inner world, which he
translated as pieces of art. Kubin is acknowledged as an artist haunted by
fantastic and nightmarish visions, which indeed foresaw unimaginable and
unprecedented scenes of hell and the end of humanity on Earth, which would
soon become real on Europe’s battlefields.

With his sensitive antennae, the artist was capable of putting these

visions into iconic images that still speak to and disturb the viewer today.
Kubin produced thousands of small pencil and ink drawings, many as
illustrations for fantastic and symbolist poetry. However, in his major works,
he was unrivalled. He created unforgettable images, bold in subject and
composition, yet subtle and refined in technique.

The present drawing of a mutilated female body, nailed to a wall with
daggers, is heavily reminiscent of religious imagery and the martyrs of Judeo-
Christian tradition, which Kubin combined with his personal mysticism.

From an artistic point of view, this drawing is an exquisite example of Kubin's
draughtsmanship. In Aug um Aug, Kubin has applied fine layers of ink and
watercolour to achieve a delicate texture, a technique the artist so uniquely
mastered. Few of his works are as delicately executed and as impressive in
their motif as the present drawing.
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1242
ALFRED KUBIN (1877-1959)
Aufmarschierende Sensenménner

inscribed 'Knabenzeichnung von Kubin Abenteuer einer
Zeichenfeder aus meiner Knabenzeit - s. |. Verleger Reinhard
Piper mit einem Weihnachtswunsch als Andenken tberreicht -
Dez.19411m Jahre des Bilderbandes. Zwickledt' (on the mount)
brush and pen and ink on paper

4x37in.(10x9.8cm.)

Executed before 1898

£5,000-8,000
$6,800-11,000
€5,700-9,000

PROVENANCE:
Anonymous sale, Hauswedell & Nolte, Hamburg, 9 December
2006, lot 852.

Acquired at the above sale, and thence by descent to the
present owner.

The authenticity of this work has been confirmed by Dr
Annegret Hoberg of the Kubin-Archiv, Stadtische Galerie im
Lenbachhaus, Munich.

1243
ALFRED KUBIN (1877-1959)
Sirene

signed with the monogram (lower left)

pen and India ink with Spritztechnik on paper
67x3%in.(17.5x8.5¢cm.)

Executed circa 1900

£5,000-7,000
$6,800-9,500
£€5,700-7,900

PROVENANCE:
Kunsthandlung Gauss, Munich.

Alfred Hagenlocher; sale, Karl & Faber, Munich, 1-2 December
1998, lot 894.

Wienerroither & Kohlbacher, Vienna, by February 1999.
Acquired from the above, and thence by descent to the present
owner.

EXHIBITED:

Reutlingen, Spendhaus, Alfred Kubin, May 1960, no. 3.
Albstadt, Stadtische Galerie, Alfred Kubin, 1877-1959, August -
October 1977, no.1, p. 47 (illustrated pl. 1).

The authenticity of this work has been confirmed by Dr
Annegret Hoberg of the Kubin-Archiv, Stadtische Galerie im
Lenbachhaus, Munich.
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1244
ALFRED KUBIN (1877-1959)
Die Reise

signed 'AKubin’ (lower right)

pen and brush and ink with Spritztechnik and watercolour on
paper

10x7 %in.(25.4x18.3cm.)

Executed circa1903

£10,000-15,000
$14,000-20,000
€12,000-17,000

PROVENANCE:
Anonymous sale, Dorotheum, Vienna, 21 May 1996, lot 15.
Acquired at the above sale, and thence by descent to the
present owner.

EXHIBITED:

Vienna, Galerie Ariadne, Alfred Kubin: Friihe Aquarelle und
Zeichnungen, December 1973 - January 1974, no. 24 (illustrated;
dated '1905-1906' and titled 'Kamelreiter').

The authenticity of this work has been confirmed by Dr
Annegret Hoberg of the Kubin-Archiv, Stadtische Galerie im
Lenbachhaus, Munich.

1245
ALFRED KUBIN (1877-1959)
Der Orientale

signed 'AKubin’ (lower right)

gouache and watercolour on cadastre paper
15x157%in. (38 x40.3 cm.)

Executed circa 1906-1907

£8,000-12,000
$11,000-16,000
£€9,100-14,000

PROVENANCE:
Abraham Horodisch, Amsterdam.

Anonymous sale, Hauswedell & Nolte, Hamburg, 1 December
1999, lot 1080.

Acquired at the above sale, and thence by descent to the present
owner.

The authenticity of this work has been confirmed by Dr
Annegret Hoberg of the Kubin-Archiv, Stadtische Galerie im
Lenbachhaus, Munich.
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WORKS ON PAPER FROM THE TWENTIETH CENTURY AVANT-GARDES
THE COLLECTION OF ASCHOLAR, SOLD TO BENEFITHUMANITARIAN CAUSES

1246

RENE MAGRITTE (1898-1967) PROVENANCE:

La mémoire Galleria d'Arte del Cavallino [Carlo Cardazzo], Venice.
Galleria d'Arte del Naviglio, Milan (no. 4295).

signed ‘Mag’ (lower centre) L'Approdo Galleria d'Arte Moderna, Turin.

pencil on paper Acquired from the above by the present owner.

5x4in.(12.6x10.2cm)

Executed circa1948 EXHIBITED:

Turin, Benappi Fine Art, Il disegno del Novecento, May - July 2015, no. 45, p. 318

£10,000-15,000 (illustrated p. 146).

$14,000-20,000

€12,000-17,000 This work is sold with a photo-certificate from the Comité Magritte.
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PROPERTY FROM A PRIVATE BELGIAN COLLECTOR

1247
PAUL DELVAUX (1897-1994)
Les amies

signed, dated and inscribed 'P. DELVAUX ST IDESBALD 16-10-65'
(lower right)

pen and India ink and watercolour on paper

24 x19%in.(62.2x50.3cm.)

Executed on 16 October 1965

£60,000-80,000
$81,000-110,000
€68,000-90,000

PROVENANCE:
Private collection, Knokke.
Acquired from the above, and thence by descent to the present owners.

This drawing is sold with a photo-certificate from the Fondation
Paul Delvaux.
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1248
MAXERNST (1891-1976)

Collage for the cover of the exhibition catalogue
The International Surrealist Exhibition

signed 'max ernst’ (lower right)
collage on paper

9% x7%in.(23x18.8cm.)
Executed in 1936

£35,000-55,000
$48,000-74,000
€40,000-62,000

PROVENANCE:
E.L.T. Mesens, London.
George Melly, London.

Private collection, by 1979, and thence by descent to the present owner.

LITERATURE:

M. Jean & A. Mezei, Histoire de la peinture surréaliste, Paris, 1959 (illustrated on
the title page).

M. Ragon, exh. cat., L'eeuvre sculpté de Max Ernst, Paris, 1961 (illustrated).

R.D. Valette, Eluard, livre d'identité, Paris, 1967, p. 144.

H. Wescher, Die Collage: Geschichte eines kiinstlerischen Ausdrucksmittels,
Cologne, 1968, p. 243.

W. Spies, S. & G. Metken, Max Ernst, vol. IV, Werke 1929-1938, Cologne, 1979,
no. 2249, p. 360 (illustrated).

The present work was featured on the cover of the exhibition catalogue

of The International Surrealist Exhibition, which was held in London’s New
Burlington Galleries in 1936. Having been organised by leaders of the
Surrealist movement such as André Breton, Man Ray and Henry Moore, the
exhibition was the first show to officially introduce Surrealism to England.
The vast number of well-known, international artists on display such as
Max Ernst, Hans Arp, Marcel Duchamp, René Magritte and Pablo Picasso
expresses the exhibition’s importance for the global Surrealist movement at
the time.
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PROPERTY FROM A PRIVATE ITALIAN COLLECTION

A249

GIORGIO DE CHIRICO (1888-1978)

Il figliol prodigo

signed and dated 'G. de Chirico 1974 (lower right)
watercolour, pen and ink, charcoal and pencil on cardboard

19 7% x14 Y4 in. (50.5x 36 cm.)
Executed circa 1974

£15,000-20,000
$21,000-27,000
£€17,000-23,000

PROVENANCE:
Galleria Arte Capital, Brescia.
Private collection, Venice

Acquired from the above by the father of the present owner in 1989.

LITERATURE:

Fondazione Giorgio e Isa de Chirico, ed., Giorgio de Chirico: Catalogo generale,
vol. 3/2016, Opere dal 1913 al 1976, San Marino, 2016, no. 1350, p. 392

(illustrated).

Giorgio de Chirico, Il figliol prodigo, 1975.

This work is sold with a photo-certificate from Claudio Bruni Sakraischik

Fondazione Giorgio e Isa de Chirico, Rome.
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A*250
FELIX LABISSE (1905-1982)
Gabriel Spenser

signed 'LABISSE.' (lower right)
pen and India ink on paper
12%x97%in.(32x25cm.)

£1,000-2,000
$1,400-2,700
€1,200-2,300

PROVENANCE:
Baron & Baroness Bertie Urvater, Brussels.
Acquired from the above by the present owner in 2004.

We would like to thank Jean Binder for his help with researching this work.

The present work is one of Félix Labisse's drawings for Vies imaginaires by
Marcel Schwob, published in Brussels in 1946 by Lumiere editions.

A 251
JEAN COCTEAU (1889-1963)
Orphée déchiré par les bacchantes

inscribed 'Orphée déchiré par les bacchantes' (lower centre)
pen and ink and wash, pastel and crayon on paper

12% x9%in.(32.4x23.8cm.)

Executed circa 1925-1930

£3,500-4,500
$4,800-6,100
€4,000-5,100

PROVENANCE:
Galerie des Quatre Chemins, Paris.

Private collection, France, by whom acquired from the above circa 1925-1930.
Private collection, Paris.

EXHIBITED:
Paris, Galerie des Quatre Chemins, Jean Cocteau, Poésie plastique, December
1926, no. 12.

The Comité Jean Cocteau has confirmed the authenticity of this work.
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1252
PAUL DELVAUX (1897-1994)
Study for Femme a la rose

pen and ink on paper
63%x4%in.(17x12.2cm.)
Executed circa 1936

£12,000-18,000
$17,000-24,000
€14,000-20,000

PROVENANCE:

Paolo Dal Bosco, Rovereto (no.18).

Anonymous sale, Sotheby's, London, 4 February 2004, lot 507.

Galerie A B, Paris.

Jean-Luc Baroni, London, by whom acquired from the above in March 2007.
Acquired from the above by the present owner in February 2008.

EXHIBITED:

Rovereto, Improvvisazione Prima Galleria d'Arte, Delvaux, 1997-1998, p. 51 (illustrated).

New York, Adam Williams Fine Art, An Exhibition of Master Drawings, January 2008,
no. 49 (illustrated).

This drawing is sold with a photo-certificate from the Fondation Paul Delvaux.

f §
Na £ f

Paul Delvaux, Femme a la rose, 1936.
Private collection.
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253
ODILON REDON (1840-1916)
Le crucifix

signed 'ODILON REDON' (lower right)
pastel and black chalk on paper
19 % x 14 %in.(48.7x 37 cm.)

£100,000-150,000
$140,000-200,000
€120,000-170,000

PROVENANCE:
Private collection, Japan, by 1954; sale, Christie's, New York, 7 November
2002, lot 118.

Private collection, New York, by whom acquired at the above sale.
Acquired from the above by the present owner.

EXHIBITED:

Tokyo, Galerie Kyuryudo, Odilon Redon, 1954.

Kyoto, Municipal Museum of Art, Exposition des chefs-d'ceuvre occidentaux,
February - March 1957.

Kamakura, Kanagawa Museum of Modern Art, Odilon Redon, September -
November 1973, no. 22, p. 32 (illustrated pl. 22); this exhibition later travelled to
Nagoya, Aichi Prefectural Museum of Art, October - November 1973.

Tokyo, National Museum of Modern Art, Odilon Redon, March - May 1989, no.
171, p. 147 (illustrated); this exhibition later travelled to Kobe, Hyogo Prefectural
Museum of Modern Art, May - June 1989; and Nagoya, Aichi Prefectural
Museum of Art, July 1989.

LITERATURE:

K. Berger, Odilon Redon: Phantasie und Farbe, Cologne, 1964, no. 354a, p. 208.
K. Berger, 'Odilon Redon dans les collections japonaises', in L'CEil, no. 132,
Paris, December 1965, p. 33 (illustrated fig. 8).

Bijutsu-Techo, Tokyo, January 1968, p. 167 (illustrated).

M. Kuroe, 'Odilon Redon dans les collections japonaises', in Bulletin annuel du
Musée National d’Art Occidental, no. lll, Tokyo, 1969, no. 11, p. 12 (illustrated).
Donation, Paris, 1984-1985, cited under no. 23.

A. Wildenstein, Odilon Redon: Catalogue raisonné de l'ceuvre peint et dessiné,
vol. |, Portraits et figures, Paris, 1992, no. 522, p. 207 (illustrated).

-
L

Matthias Griinewald, Crucifixion (from the
Taubischofsheim altarpiece), circa 1523-1525.
Staatliche Kunsthalle, Karlsruhe.

Odilon Redon's vision of the last sufferings of Christ is especially indebted
to Matthias Griinewald's Crucifixion of Christ, painted in 1523-1524 as part
of the Tauberbischofsheimer Altarpiece (Badische Kunsthalle Karlsruhe).

It was probably brought to Redon's attention by his friend the writer J.K.
Huysmans, who viewed the painting on a trip in 1888 to Kassel, where it was
then located, and described it in his novel La-Bas, published in 1891. Redon
painted a copy after Griinewald around this time (Wildenstein, no. 514;
Barber Institute of Fine Arts, Birmingham, UK) and was especially interested
in bow-shaped crosspiece in Griinewald's painting. He refers to this motif in
the arc shape seen above the cross in Le crucifix.

Christian imagery rarely appeared in Redon's early work. However, during
the 1890s Redon responded to the Catholic revival that emerged in France
during the previous decade and remained a powerful force in the nation's
cultural life until the First World War. Conservative Catholics sought to
counter the increasing secularization and anticlericalism in French society
following the end of the Franco-Prussian War in 1872, and opposed the
tendency of intellectuals to place blind trust in science and Positivism.
During the late 1870s Redon frequented the salon of Berthe de Rayssac,
where religious anti-republicanism was in a germinative stage, and although
his own liberal ideas often clashed with the reactionary views of his host and
her circle of writers and artists, he was interested in their anti-Realist stance,
which became the foundation for literary Symbolism.

Redon had many close friends who figured in the Catholic revival, which in
the arts diverged into two contrasting camps. On one side there was the
gentle and benign conception of faith to which the poet and playwright Paul
Claudel and the painters Emile Bernard and Maurice Denis were drawn.

At the more extremist and ascetic end of the spectrum were the writers
Leon Bloy and J.K. Huysmans. All were admirers of Redon's work; the artist
felt (referring to Bernard) that 'it is always these sorts of people who make
me feel that my work has been best understood’ (quoted in D.W. Druick &
P.K. Zegers, exh. cat., Odilon Redon: Prince of Dreams, The Art Institute of
Chicago, 1994, p. 209).

Although one might expect that the introduction of Christian imagery into
Redon's work during the 1890's would signal a more austere and anti-
sensualist stance in his outlook, the opposite is true, for in this decade his
noirs assume a less central position in his work, and he began to use colour
in his pictures, by employing the more painterly media of pastel and oil.
Redon was perhaps now inclined to use religious imagery because it allowed
him to broaden the appeal of his works, an aim that he hoped his use of new
media and colour would also accomplish. In contrast to the imagery of his
earlier noirs, which was often esoteric and occasionally hinted at Satanic
themes, Christian subjects would be met with greater understanding and
sympathy among a wider audience. Redon exhibited religious subjects in
each of his major exhibitions during the 1890s and into the next century.

Redon's interpretations of the life and sacrifice of Christ contain elements of
his liberal social outlook and generally underplay the traditional devotional
aspect of such imagery. The present work is especially beautiful for its
spiritual treatment of abstract elements in the composition. Interlocking
vertical and horizontal forms frame the scene, and Christ is viewed half-
length, emphasizing the interior drama of his suffering. The rainbow-like arc
of light behind the cross represents the hope of salvation. The colours radiate
forward from the rear of the composition in the way that light passes through
stained glass. The overall effect is serenely contemplative; the picture seeks
not inspire religious fervour, but to provide a balm for the troubled mind.
'Redon identified Christ's redemption of the fall with human evolution,
representing the historical process of the race as at once a physical and
spiritual process. He saw evolved intelligence as divine salvation'

(op. cit., p. 173).
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1254
LEONARD TSUGUHARU FOUJITA (1886-1968)
Les pavots dans un pot jaune

signed and dated 'T. Foujita 1917' and signed again and inscribed in Japanese
(lower left)

gouache and watercolour on paper

16 x127in.(40.8x 32.7cm.)

Executed in Paris in 1917

£50,000-70,000
$68,000-95,000
£€57,000-79,000

PROVENANCE:
Private collection, Paris.
Acquired from the above by the present owner in 2012.

LITERATURE:
S. Buisson, Léonard-Tsuguharu Foujita, vol. Il, Paris, 2001, no. 17.72, p. 152
(illustrated).

In August 1913, Fouijita travelled to Paris planning to stay there for four
years. There he realized, for the first time, how much the avant-grade art in
Europe had evolved and was much astonished by these art movements, like
Fauvism and Cubism. The artist was experiencing a period in which all kinds
of artistic style were thriving vigorously, though it did not last long enough
for him because of the outbreak of the First World War. In Foujita's article,
Seventeen Years in France, published in the Tokyo Asahi Shimbun, the artist
mentioned that he ‘smashed his paint box' after seeing Picasso's work. Later
on, he described his creation as ‘a combination of meticulously executed lines
in Japanese painting style and the liberation of Matisse’. Foujita soon adapted
to Parisian lifestyle and greatly enjoyed exposing himself to different artworks
and meeting artists instead of receiving formal training at an art academy.
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PROPERTY FROM A PRIVATE EUROPEAN COLLECTION

A 255

GEORGES ROUAULT (1871-1958)
Eve déchue Il

signed 'G Rouault 1929’ (lower right)
gouache, brush and ink and pastel on paper

11x8%in.(28x22.2¢cm.)
Executed in 1929

£12,000-18,000
$17,000-24,000
£14,000-20,000

PROVENANCE:
Werner Feuz, Clarens.

Walter & Gertrud Hadorn, Bern, by whom acquired from the above in 1945, and

thence by descent to the present owner.

EXHIBITED:
Zurich, Kunsthaus, Georges Rouault, April - June 1948, no. 116, p. 25
(titled 'Lafolle’).

Bern, Kunstmuseum, Sammlung Hadorn, 1977, no. 119 (illustrated;
titled 'Lafolle’).

LITERATURE:
L. Venturi, Georges Rouault, New York, 1940, p. 74 (illustrated pl. 58; dated
'1919"and titled 'La Folle').

B. Dorival & 1. Rouault, Rouault: L'eeuvre peint, vol. |, Monaco, 1988, no. 962,
p. 289 (illustrated).
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PROPERTY FROM A PRIVATE BRITISH COLLECTION

256
JOZSEF RIPPL-RONAI (1861-1927)
Portrait of Edit de Lukacs Lessner

signed and dated ‘Ronai 1919’ (upper right)
pastel on paper

20%x16%in.(51.7x41.6 cm.)

Executed in 1919

£15,000-25,000
$19,000-31,000
€18,000-29,000

PROVENANCE:
Commissioned directly from the artist, and thence by descent to the
present owners.

Edit de Lukacs Lessner with her grandfather Josef
Lukacs and her brother Ervin in Budapest.
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EDGARDEGAS (1834-1917)

Pelouse et route sous-bois

stamped with the signature 'Degas' (Lugt 658; lower left); stamped 'ATELIER
ED.DEGAS' (Lugt 657; on the reverse)

pastel on paper

123 x19%in.(32.5x49.7cm.)
Executed circa 1890-1893

£50,000-80,000
$62,000-98,000
€58,000-92,000

PROVENANCE:

The artist's studio; Fourth sale, Galerie Georges Petit, Paris, 3 July 1919, lot 32b.
Cottevielle collection, Paris.

Private collection, France, by whom acquired circa 1950 and thence by
descent; sale, Christie's, New York, 2001, lot 417.

Anonymous sale, Sotheby's, London, 23 June 2010, lot 266.

Private collection, Europe, by whom acquired at the above sale.

Acquired from the above by the present owner.

LITERATURE:
P. A. Lemoisne, Degas et son ceuvre, vol. lll, Paris, 1946, no. 1053, p. 614
(illustrated p. 615).

F. Russoli & F. Minervino, L'Opera completa di Degas, Milan, 1970, no. 962, p.
129 (illustrated).
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HENRILE SIDANER (1862-1939)
Les volets clos, Gerberoy

wax crayon and black chalk on paper
9x 11 %in.(23x28.6cm.)
Executed in 1933

£10,000-15,000
$14,000-20,000
€12,000-17,000

PROVENANCE:
The artist's studio, Gerberoy.

Private collection.

P. & D. Colnaghi, London.

Private collection, London & California, by whom acquired from
the above in July in 2001.

Acquired from the above by the present owner.

EXHIBITED:
Paris, Musée Galliera, Rétrospective Henri Le Sidaner,

April 1948, no. 1.

New York, Adam Williams Fine Art, An Exhibition of Master
Drawings, May 2001, no. 62 (illustrated); this exhibition later
travelled to London, Colnaghi, June - July 2001.

LITERATURE:
Y. Farinaux-Le Sidaner, Le Sidaner: L'ceuvre peint et gravé, Paris,
1989, no.1243, p. 383 (illustrated).

*259
PAUL SIGNAC (1863-1935)
Vue d'’Antibes

signed, dated and inscribed 'P. Signac Antibes 1913' (lower right)
gouache, watercolour and black crayon on paper

9 x1%in.(23.4x29.5cm.)

Executed in Antibes in 1913

£10,000-15,000
$14,000-20,000
€12,000-17,000

PROVENANCE:
E.J. Duintjer, Veendam, The Netherlands, and thence by descent;
sale, Christie's, Amsterdam, 31 May 1994, lot 212.

Acquired at the above sale by the present owner.

Marina Ferretti has confirmed the authenticity of this work.

Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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HIPPOLYTE PETITJEAN (1854-1929)
Falaise en provence

signed 'hipp Petitjean' (lower left)
watercolour on paper
117%x19%in.(30.2x49.8cm.)

£20,000-30,000
$27,000-41,000
€23,000-34,000

PROVENANCE:

Schoneman Galleries, Inc., New York.

Monique Knowlton, New York; sale, Sotheby's, New York,

9 December 1969, lot 44.

Private collection, United States, by whom acquired at the above sale.
Colnaghi, London, by 2001.

Acquired from the above by the present owner.

EXHIBITED:

New York, Adam Williams Fine Art, An Exhibition of Master Drawings, May
2001, no. 54 (illustrated; titled 'Coastal Landscape with Cliffs’); this exhibition
later travelled to London, Colnaghi, June - July 2001.

This work is sold with a photo-certificate from Stéphane Kempa.
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CLAUDE MONET (1840-1926)
Coucher de soleil

signed 'Claude Monet' (lower right)
pastel on paper

8%x14 %in.(21.8x35.8cm.)
Executed circa 1868

£200,000-300,000
$270,000-410,000
€230,000-340,000

PROVENANCE:
Jean Bernheim, Paris, by whom acquired directly from the artist in March 1918,
and thence by descent to the present owner.

EXHIBITED:
Paris, André J. Seligmann, Exposition du pastel frangais du XVlle siecle a nos
jours, November - December 1933, no. 92, p. 49.

LITERATURE:
H. Dauberville, La Bataille de I'lmpressionnisme, Paris, 1967, p. 201.

D. Wildenstein, Claude Monet: Catalogue raisonné, vol. V, Supplément aux
peintures, Dessins, Pastels, Index, Lausanne, 1991, no. P51, p. 164 (illustrated).

Claude Monet, Soleil couchant, c. 1865. Musée des Beaux-Arts de Nantes.
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Claude Monet, Vue de la mer, soleil couchant, circa 1862. Museum of Fine Arts, Boston.

Capturing the intense glow of the setting sun as its final rays dramatically
illuminate a cloud-filled sky, Claude Monet's Coucher de soleil effortlessly
demonstrates the artist’s growing confidence as a pastellist during a key
period of his career, as he began to develop the unique Impressionist style
for which he would become renowned. Amongst the most dramatic pastel
compositions created by the artist during the late 1860s, this work forms
part of a series of studies which focus on the constantly changing character
of a skyscape near Le Havre under different atmospheric conditions, tracking
the shifts and changes that occurred under a variety of lighting effects and
meteorological events. For Monet, pastel opened his technique to a wealth of
new motifs which he would otherwise have been unable to capture, allowing
him to record even the most fugitive of natural phenomena on the spot with
a rapidity and deftness that was impossible to achieve in oil paints. Here,
Monet records the visual splendour of the fleeting event in bold ribbons of
pigment, using the natural characteristics of the soft, malleable texture of
the pastel to capture the array of hues that illuminate the clouds in the dying
light, allowing the sky to become a mosaic of vibrant, gestural strokes that
ripple and dance across the page.

Monet's experiments in pastel may be traced back to the influence of one
of his earliest mentors, the pioneering plein-air painter, Eugéne Boudin.
According to several sources, Monet first met Boudin when he was just
seventeen years old, at a busy shop in the centre of Le Havre, Gravier's,
where both artists were exhibiting their work. Impressed by Monet's
caricatures, Boudin encouraged the young man to take his art further and
invited him on a short painting excursion he was planning to take in the
landscapes around the coastal town a few weeks later. Largely self-taught,
Boudin's practice was firmly rooted in the close, palpable experience of

his motifs, be they boats, harbours, beaches, towns or people, a technique
that proved revelatory for the young Monet. In Boudin's eyes, ‘everything
painted directly on the spot always has a strength, a power, a vividness of
touch that one doesn't find again in the studio’ (Boudin, quoted in J. A. Ganz
and R. Kendall, The Unknown Monet: Pastels and Drawings, New Haven &
London, p. 61). Central to Boudin’s practice was the use of pastel to record
his experiences before him, their pliable texture and soft finish allowing him
to respond to the swiftly changing scene. These studies could then be used
as the inspiration for future canvases, or as an aide-memoire in the studio,

feeding Boudin’s creativity long after the scene had altered and disappeared.




Louis-Eugeéne Boudin, Soleil couchant ou ciel d'orage, circa 1860. Musée d'Orsay,
Paris, conservé au musée du Louvre.

Among Boudin's most celebrated works in pastel were his keenly observed
sky studies, described by Charles Baudelaire in La Revue frangaise
as’prodigious enchantments of air and water’ (Baudelaire, quoted in ibid, p.
63). Executed swiftly with minimum preparation, these works deftly capture
the subtle nuances of the skyscape under shifting weather conditions, from
the dramatic after-effects of a storm to the soft, diffused light of dawn as the
sun calmly rises over a pink-hued beach. The spontaneity of these studies
had a profound influence on Monet, leading him to proclaim later in life

that Boudin's techniques opened his eyes to a whole new world of artistic
expression: ‘| watched [Boudin] more attentively, and then, it was as if a veil
had been torn aside... | grasped what painting could be’ (Monet, quoted in D.
Wildenstein, Monet or, The Triumph of Impressionism, Koln, 2006, p. 18). In
paintings such as Coucher de soleil Monet's bold approach to colour owes a
clear debt to Boudin, its use of richly saturated hues echoing the sumptuous
tones of the older painter’s work in pastel. However, Monet pushes his
colours to new levels of intensity, while simultaneously achieving a complexity
of facture that rivals the dynamism of his oil paintings of the period.

Claude Monet, Towing a Boat, Honfleur, 1864. Memorial Art Gallery, University of Rochester.

Filled with a rich interplay of peach, gold and blue tones, Coucher de soleil
becomes an almost abstract, kaleidoscopic play of colour and line, the scene
disappearing into a bold array of gestural strokes of pastel. Displaying a
keen sense of the momentary, fleeting nature of the scene, the composition
is suffused with a sense of the urgency with which Monet has attempted

to capture its nuances before they shift and disappear. The richly worked
surface is filled with expressive ribbons and swirls of colour, as the artist’s
hand dashes hurriedly across the page. Superimposing fresh colours over
previously applied layers of pigment and blending shades together with his
finger, Monet develops an intensely tactile, sensuous dialogue with the motif.
This gestural inventiveness appears to have been a direct result of the speed
with which the artist has raced to match the pace of the natural, external
phenomena before him, its bold, expressive strokes of colour evocatively
conveying an impression of the time pressures under which he has worked.

(detail of the present lot)
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CAMILLE PISSARRO (1830-1903)
Paysannes dans les champs, Eragny

signed and dated 'C. Pissarro. 1890." (lower right)
gouache and watercolour on paper

image (oval): 10 3/4x215/8in.(27.5x55.3cm.)
sheet (oval):125/8x241/2in.(32.7x62.2 cm.)
Executed in 1890

£100,000-150,000
$140,000-200,000
€120,000-170,000

PROVENANCE:

Galerie Durand-Ruel, Paris, by 1901 and until 1922.
Wildenstein & Cie., Paris.

Patrick Offenstadt, Paris.

Acquired from the above by the present owner in 1997.

EXHIBITED:
Paris, Galerie Durand-Ruel, L'Exposition Camille Pissarro, February 1892,
no. 69.

Paris, Galerie Durand-Ruel, Tableaux et gouaches par C. Pissarro, January 1910,

no. 82.
New York, Beadlestone Gallery, Impressionist and 20th Century Fans,
November - December 1999, no. 6.

LITERATURE:
H.G. Stephens, 'Camille Pissarro, Impressionist', in Brush and Pencil, vol. X,
no. 6, Chicago, March 1904 (illustrated p. 412; titled 'La Moisson’).

J.-C. Holl, Camille Pissarro et son ceuvre, Paris, 1904 (illustrated).

J.-C. Holl,'Camille Pissarro et son ceuvre', in L'CEuvre d'art international, Paris,
October - November 1904, no. 56 (illustrated).

J.-C. Holl, 'Camille Pissarro',in Portraits d'Hier, vol. I, no. 56, Paris, 1 July 1911
(illustrated; titled 'La Moisson’).

J.-C. Holl, 'Pissarro', in LArt et les artistes, Paris, vol. XV, no. 84, February 1928,
p.160 (illustrated; titled 'La moisson’).

L.R. Pissarro & L. Venturi, Camille Pissarro, Son art - son ceuvre, vol. |, Paris,
1939, no. 1653, p. 308 (illustrated vol. I, pl. 311).

This work is accompanied by an original Attestation of Inclusion from the
Wildenstein Institute, and it will be included in the forthcoming Camille
Pissarro Digital Catalogue Raisonné, currently being prepared under the
sponsorship of the Wildenstein Plattner Institute, Inc.

Camille Pissarro lived in the small village of Eragny from 1884 until his
death in 1903. During those years, Pissarro made numerous paintings and
watercolors of the village of Eragny and its surrounding countryside. With a
population of 467 in 1880, Eragny was a tiny village, situated on the banks of
the river Epte, seventy-two kilometers northwest of Paris. The Epte river is
an tributary of the Seine and reaches the Seine in Vernon, near Giverny: the
same river flew through Pissarro's and Monet's gardens.

Having lived in this village for the last twenty years of his life, Pissarro
produced a considerable number of works, as he observed daily scenes, and
the stretches of pure landscapes from his window. The remarkable diversity
of motifs that Pissarro executed from this very narrow stretch of countryside
continues to be a subject of fascination among specialists of the

artist's oeuvre.

Along with his contemporaries Edgar Degas and Jean-Louis Forain, Camille
Pissarro was drawn to the japonisme of fan decoration in the late 1870s. In
his revival of the 18th century craft of fan painting, Pissarro depicted full
compositional narratives as opposed to ornate decoration. Pissarro typically
pictured the natural beauty of the French countryside, particularly following
his move to new-found subjects and views in the surroundings of Eragny.

The present lot is typical in its masterful use of the elongated format of the
fan to create the effect of distant receding space. In Paysannes dans les
champs, Eragny, Pissarro has used the haystacks receding into the distance
to emphasise the relationship between the figures in the foreground and the
landscape in the background, the curved format of the fan lending itself to
such a panoramic view.

As Christoper Lloyd has described: “To a certain extent the fan may have
assisted Pissarro in his search for compositional unity. The emphasis that
had to be placed on the two corners of the fan meant that figures were
given prominence against the background. Landscapes and horizon lines
in the upper half of the fan either have a horizontal emphasis or else echo
the curvature of the fan itself... He sought different atmospheric effects in
compositions of seasonal import, but at the same time did not spurn more
‘modern’ themes, such as the railway bridge at Pontoise and the port at
Rouen.” (C. Lloyd, Pissarro, exh. cat., London, 1980, p. 235).
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LUCIEN LEVY-DHURMER (1865-1953)
Portrait d'Isolde

signed, dated and inscribed 'Au Docteur E. Mitot Son Trés-reconnaissant
L. Lévy-Dhurmer, Juillet 99' (lower right)

sanguine and pastel on tinted paper

143 x18 Vaxin.(37.546.4xcm.)

Executed in July 1899

£18,000-25,000
$25,000-34,000
€21,000-28,000

PROVENANCE:
Lionel Prejger, Paris.
Acquired from the above by the present owner in 1989.

PROPERTY FROM A PRIVATE LONDON COLLECTION
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LOUIS ANQUETIN (1861-1932)
Femme au parapluie

signed and dated 'Anquetin 90' (lower left)
pastel and charcoal on paper

281 x21%in.(72.5x55¢cm.)

Executed in 1890

£70,000-100,000
$95,000-140,000
€80,000-110,000

PROVENANCE:

Edouard Borderie, Paris, 1946.

Bernard & Betty French, by whom acquired from the above in 1947.

Private collection, United Kingdom; sale, Christie's, London, 5 February 2008,
lot 504.

Acquired at the above sale by the present owner.

Brame & Lorenceau have confirmed the authenticity of this work, which is
registered in their Louis Anquetin archives.
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While living in Paris during the mid-1880s, in conversations with his brother
Théo, Vincent van Gogh coined the term 'painters of the petit boulevard'. He
was referring to up and coming artists like himself who were experimenting
with Neo-Impressionism and other avant-garde techniques, and who
featured subjects from contemporary city life. Degas, Monet, Renoir, Pissarro
and Sisley - the established Impressionists - were the masters of the 'grand
boulevard’; their dealers, Georges Petit and Paul Durand-Ruel, had galleries
located on the large thoroughfares in the centre of Paris. Among the painters
of the petit boulevard, Vincent included his friends Emile Bernard, Henri de
Toulouse-Lautrec and Louis Anquetin, all of whom had studied at Fernand
Cormon's atelier in Montmartre.

During the late 1880s and early 1890s, Anquetin stood out from this group.
John Rewald has noted that 'His friends, especially Lautrec, admired the
ease and forcefulness with which he expressed himself as an artist, as

well as the passion with which he set out to invent painting all over again.
Lautrec went so far as to say that since Manet no painter had been so richly
gifted as Anquetin' (in Post-Impressionism, New York, 1978, pp. 29-30).
Anquetin was not yet thirty when he made his own distinctive and innovative
contribution to modernism. In an essay in the 1 March 1888 issue of La Revue
Indépendante, the critic Edouard Dujardin pointed out ‘a rather new and novel
manner' that he had detected in the recent work of his friend Anquetin: ‘At
first sight, his works proclaim the idea of decorative painting: traced outlines
along with strong and fixed colouration... Outline, in quasi-abstract sign,

gives the character of the object, unity of colour determines the atmosphere,
fixes the sensation. ' (quoted in B. Welsh-Ocharov, exh. cat., Vincent van Gogh
and the Birth of Cloisonism, Toronto, 1981, p.23).

Anquetin drew Femme au parapluie during this landmark period in the
development of Post-Impressionist modernism. The subject is a stylish
modern woman of the petit boulevard, taking an evening stroll. Anquetin
composed this scene using a series of curved, circular and arching outlines,
by which he described the forms of the ladies' umbrellas, the carriage
wheels, the bust and profile of the young woman and even the contour of the
sidewalk. Clearly circumscribed and flat zones of colour comprise the overall
nocturnal tonality of the picture, against which the artist has spotlighted
smaller areas of more detailed treatment, as in the woman's hat and dress, in
her hands and neck and in the umbrella handle.

Anquetin's position as a leading modernist lasted only a few years. In 1892
he began to study the work of Rubens, Titian and Tintoretto, which inspired
him to undertake what he called his 'retour au metier', a return to traditional
craftsmanship in painting. His friend Bernard also turned to pursue a similar,
conservative path during this time. Anquetin nonetheless continued to show
with the Groupe Impressioniste et Synthétiste. He remained a close friend
of Lautrec, with whom he often shared a table, as well as his unstinting
attraction to the 'petit boulevard' and Montmartre night life.
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HENRIMATISSE (1869-1954) HENRI MATISSE (1869-1954)
Téte de femme Téte de jeune fille

stamped with the signature 'H. Matisse' (lower left) signed with the initials 'HM' (lower right)
charcoal on paper pen and India ink on paper

11 7%x9in.(30x23cm.) 19%x14 %in.(49.1x 36.5cm.)

Drawn in 1952 Drawn in Nice in 1949
£25,000-35,000 £60,000-80,000

$34,000-47,000 $81,000-110,000

€29,000-40,000 €68,000-90,000

PROVENANCE: PROVENANCE:

Anonymous sale, Christie's, London, 3 December 1996, lot 229. Perls Galleries, New York (no. 13347).
Acquired at the above sale by the present owner. Theodora S. Greenbaum Fine Arts, New York.

Sharyn Bey, Florida, by whom acquired from the above circa 1987; sale,
A certificate was issued for this work in the past by Wanda de Guébriant, but Christie's, London, 3 February 2010, lot 247.
has been lost. Madame de Guébriant has verbally confirmed the authenticity Acquired at the above sale by the present owner.

of this work, but her policy is not to issue a new certificate.
Wanda de Guébriant has confirmed the authenticity of this work.
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In 1948 Matisse began to work on designs for the stained-glass windows,
ceramic murals, and interior furnishings for the Dominican chapel in Vence,
and until he completed this commission in 1951 he made no paintings. Lydia
Delectorskaya, his model and studio assistant, observed that "Matisse's
artistic activity was divided at that time between two modes: drawings
made with India ink and compositions of cut-out gouache-painted paper.
He envisaged the Chapel scheme as a chance to combine the two modes"
(quoted in J. Elderfield, The Drawings of Henri Matisse, exh. cat., The Arts
Council of Great Britain, London, 1984, p. 127).

Following his series of ink drawings of the late 1940s, which featured mixed
figure and still-life compositions, Matisse turned increasingly to portraiture,
one of his favoured subjects. In the introduction to the folio, Portraits (1954),
Matisse wrote, ‘The human face has always greatly interested me. [Faces]
probably retain my attention through their expressive individuality and
through an interest that is entirely of a plastic nature. Each face has its own

rhythm and it is this rhythm that creates the likeness. The conclusion of this
is: the art of portraiture is the most remarkable’ (J. Flam, ed., Matisse on Art,
Berkeley, 1995, pp. 220 221 and 223).

Téte de jeune fille has been rendered with what appears to be great ease,
revealing Matisse's own dictum: "I have always tried to hide my own efforts
and wished my works to have the lightness and joyousness of a springtime
which never lets anyone suspect the labours it has cost" (quoted in L.
Delectorskaya, With apparent ease... Henri Matisse, Paintings from 1935-1939,
Paris, 1988, p. 85). That sense of "lightness and joyousness" is heightened

in the present drawing by the artist's restraint: he has left enough of the
support in reserve that it exudes its own luminescence. In this way, Matisse
has deftly used the picture surface as part of his pictorial arsenal. At the
same time, it adds a radiance to the features of the woman herself: ‘The
character of a face in a drawing depends not upon its various proportions but
upon a spiritual light which it reflects’ (quoted in J. Elderfield, op. cit., p. 101).
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HENRIMATISSE (1869-1954)

Odalisque allongée pres d'une corbeille de fruits

signed, dated and dedicated 'a Monsieur Jean Bernheim en souvenir de
I'exposition juin 1931. Henri. Matisse' (lower right)

pen and India ink on paper

10 7%8x15in.(27.6 x 38.1cm.)
Drawn in 1927

£200,000-300,000
$270,000-410,000
€230,000-340,000

PROVENANCE:
Jean Bernheim, Paris, by whom acquired directly from the artist in June 1931,
and thence by descent to the present owner.

EXHIBITED:
Paris, Galeries Georges Petit, Henri Matisse, June - July 1931.

Paris, Galerie Bernheim-Jeune, Cent-cinquante ans de dessin, 1800-1950,
December 1952, no. 113 (titled 'Odalisque’).

Paris, Galerie Bernheim Jeune-Dauberville, Chefs-d'ceuvre de Henri Matisse,
May - July 1958, no. 41 (titled 'Odalisque’).

Paris, Galerie Bernheim-Jeune, Chefs-d'ceuvre de Matisse,

February - March 1970.

LITERATURE:
G.-P.& M. Dauberville, Matisse, Henri Matisse chez Bernheim-Jeune, vol. Il,
Paris, 1995, no. 676, p. 1274 (illustrated p. 1275; dated "1931').

Wanda de Guébriant has confirmed the authenticity of this work.

Odalisque allongée prés d'une corbeille de fruits comes from an exceptional
series of works on Matisse’'s most important subject during the 1920s, the
odalisque. Closely related to a number of important paintings from 1927, it
features a model in the very same environment, assuming differing poses
(see Dauberville, nos. 674-681). Paintings from this series, each entitled
Odalisque a la culotte grise, are held in the Musée de |'Orangerie, Paris and
the Metropolitan Museum of Art, New York, positioning them as some of
the artist's most important works of this period, as Jack Cowart described

Henri Matisse, Reclining Odalisque in Gray Culottes, 1927.
The Metropolitan Museum of Art.

one such work to be ‘the fullest realization of Matisse's thesis on pattern,
decoration, and the odalisque...[they] are fantasies in the best sense of the
word' (in exh. cat., Matisse: The Early Years in Nice 1916-1930, Washington,
D.C., 1987, p. 37).

The model in this drawing leans back on a striped cushion placed on a
Turkish rug, against a backdrop of ornamental wall-hangings, with a brazier,
fruit and flowers at her feet. In the autumn of 1926, Matisse moved from his
third-floor apartment to roomier quarters on the top floor at 1, Place Charles
Félix, where he set up two studio spaces for his increasingly elaborate
odalisque settings. These exotic environments were created not only in
response to Matisse's earlier travels to North Africa, but were derived also
from the surroundings of Nice which inspired his sense of fantasy.

As Hilary Spurling comments: ‘These unreal interiors matched the essential
theatricality of Nice, a city that had always valued décor above architecture,
[...] Matisse got used to coming across a caravanserai of sheikhs on location,
or a freak rainstorm laid on for a film team by local firemen with hoses. He
recruited models at the film studios or in the café on Place Massena where
extras collected each morning in search of work. Like the silent cinema,

he borrowed the make-believe settings of French painterly orientalising

for ends of his own. Contemporaries who accused Matisse of slipping

back into reactionary mode missed the point. So do humorous charges of
colonial exploitation, since Matisse, like the popular film-makers, positively
emphasised the fact that his odalisques, with their up-to-date hair-dos and
frank body language, came neither from North Africa nor the Middle East
but from contemporary France. Their blatant modernity intensifies the
erotic charge that distracts attention, as Matisse had said himself, from less
obvious explorations going on in the same canvas’ (H. Spurling, Matisse: The
Life, London, 2009, p. 339).

During this time, Matisse turned from shaded charcoal drawings to what
would prove to become his signature style of draughtsmanship, making line
drawings in pen and India ink. John Elderfield has pointed out that ‘In the
second half of the 1920s, Matisse's drawings would seem to throw off their
wistful moods to become as relaxed and hedonistic as most of his paintings
were. This was accompanied and made possible by a shift from tonal
charcoal drawing to line’ (in exh. cat., The Drawings of Henri Matisse, The
Museum of Modern Art, New York, 1984, p. 91).

Matisse executed most of his ink drawings in pure, unadorned lines that
trace the essential contours of the figure as well as the barest outlines of
objects and decorative motifs. In some drawings, as seen here, he practiced
the classic technique of an etcher, and hatched select areas to lend weight
and depth to the balance of the composition. On a very few sheets he
shaded the image so thoroughly that it becomes in effect a grisaille study.
While Matisse often made hatched drawings in erasable pencil, he executed
drawings of this kind in ink only occasionally. These represent an especially
focused and intensive effort on his part, and the results are richly evocative.

98 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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PROPERTY FROM A DISTINGUISHED COLLECTION

268
PAUL SIGNAC (1863-1935)
Saint-Julien-en-Beauchéne

signed 'P. Signac' (lower left) and dated and inscribed *St Julien-en-
Beauchene- 1914 (lower right)

watercolour and black crayon on paper

10% x16 Y% in. (27.5x41cm.)

Executed in 1914

£12,000-18,000
$17,000-24,000
€14,000-20,000

PROVENANCE:
Private collection, Paris, by whom acquired in the 1920s, and thence by

descent to the present owner.

Marina Ferretti has confirmed the authenticity of this work.
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*269
GEORGES SEURAT (1859-1891)
Femme au parapluie

Conté crayon on paper
7 x4 in. (177 x10.8 cm.)
Executed circa 1881

£30,000-50,000
$41,000-68,000
€34,000-57,000

PROVENANCE:
(possibly) Félix Fénéon, Paris.

Jacques Rodrigues-Henriqués, Paris, by whom acquired in 1936.
Pierre Geismar, Paris.

Lionel Prejger, Paris.

Acquired from the above by the present owner in 1982.

EXHIBITED:
Paris, 20 Rue Bonaparte, Jacques Rodrigues-Henriqués Collection,
December 1936, no. 231.

LITERATURE:

C.M. de Hauke, Seurat et son ceuvre, vol. Il, Paris, 1961, no. 425,
p. 62 (illustrated p. 63)
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273
EDOUARD VUILLARD (1868-1940)
Square Berlioz

stamped with initials 'E V' (Lugt 909a; lower right)
pastel and charcoal on paper

7% x15%in.(19.7x39.4 cm.)

Executed circa1915-1916

£8,000-12,000
$11,000-16,000
€9,100-14,000

PROVENANCE:

The artist's studio.

Dr Scott Brown, London.

Anonymous sale, Sotheby's, London, 20 May 1987, lot 12.

Dr Anton C.R. Dreesmann, Amsterdam, by whom acquired at the above sale;
his sale, Christie's, London, 9 April 2002, lot 89.

Private collection, Paris, and thence by descent to the present owner.

EXHIBITED:
Paris, Galerie Beaux-Arts, Pastels de Vuillard, December 1949.

Paris, Galerie Bellier, Edouard Vuillard: Le silence me garde, November -
December 2002, no. X, p. 93 (illustrated); this exhibition later travelled to New
York, Berry-Hill Galleries, January - March 2003.

LITERATURE:
A. Salomon & G. Cogeval, Vuillard: The Inexhaustible Glance, Critical Catalogue
of Paintings and Pastels, vol. Ill, Paris, 2003, no. X-117, p. 1232 (illustrated).

PROPERTY FROM A PRIVATE SPANISH COLLECTION

274

HENRIDE TOULOUSE-LAUTREC (1864-1901)
Caléche (recto); Cavalier de dos (verso)

pencil on paper

6% x10in.(15.8x25.6 cm.)
Drawn in 1881

£20,000-30,000
$27,000-41,000
€23,000-34,000

PROVENANCE:
Tapié de Céleyran collection, France.

D. Viau.

P.A. Weill.

Mrs Samuel R.B. Morse, Pebble Beach.

San Francisco Museum of Modern Art, a gift from the above in 1964; sale,
Christie's, New York, 2 November 2005, lot 125.

Private collection, Spain, by whom acquired at the above sale.

Acquired from the above by the present owner in 2006.

LITERATURE:

M. Joyant, Lautrec I, Paris, 1927, p. 183.

J.P.Crespelle, Toulouse-Lautrec, feuilles d'études, Paris, 1962, pp. 15 & 77
(illustrated).

M.G. Dortu, Toulouse-Lautrec et son ceuvre, vol. V, New York, 1971, nos. D.2.103
& D.2.104, p. 350, (illustrated p. 351).
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“Toulouse-Lautrec is a baron who has taken root
in a brothel’.

(A. Suares, quoted in J. Bouret, Toulouse-Lautrec, London, 1964, p. 65).

The present work was drawn in 1881, the same year that the seventeen-year-
old Toulouse-Lautrec left his family home in Céleyran and arrived in Paris

to become an artist. He entered the atelier of René Princeteau, a successful
painter of horses and hunting scenes who was friendly with Lautrec's father.
The young Lautrec remained under Princeteau's tutelage until April 1882,
when he joined the studio of Léon Bonnat, a portraitist and history painter.

The horse had been Lautrec's favourite subject since his earliest efforts

at oil painting in 1878, and it remained so during his period of study with
Princeteau. In the present drawing, Toulouse-Lautrec skilfully depicted two
scenes at once, which reflect his characteristic, energetic manner of drawing:
while the recto page shows the silhouette of a carriage with coachman and
two horses, cantering across Parisian boulevards, the reverse illustrates the
back of an erected horseman with a top hat, exuding the nonchalant, self-
assured demeanour of the urban dandy living in modern Paris.

(verso)
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THE PROPERTY OF APRIVATE ENGLISH COLLECTOR

275

PAUL SIGNAC (1863-1935)

La Rochelle

signed and inscribed 'P. Signac La Rochelle. (lower left)
watercolour and charcoal on paper

11%x17 %2in.(28.7x44.4cm.)
Executed circa 1925

£15,000-20,000
$21,000-27,000
€17,000-23,000

PROVENANCE:
Maxwell Davidson Gallery, New York.

Waddington Galleries, London.

Acquired from the above by the present owner in the 1980s.

Marina Ferretti has confirmed the authenticity of this work.

106 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION, MILAN

276
ALFRED SISLEY (1839-1899)
Etude de péniches sur le Loing

signed 'Sisley.' (lower right)
coloured crayon and pencil on paper
7% x10 ¥sin. (19.7x25.9 cm.)

£15,000-25,000
$21,000-34,000
£17,000-28,000

PROVENANCE:
Anonymous sale, Tajan, Paris, 9 April 1987, lot 3bis.

Anonymous sale, Hotel Drouot, Paris, 19 June 1990, lot 4.

Anonymous sale, Hotel Drouot, Paris, 19 November 1990, lot 136.

Private collection, by whom acquired at the above sale; sale, Christie's, London,
10 February 2011, lot 259.

Private collection, Milan, by whom acquired at the above sale.

The Comité Sisley confirms the authenticity of this work. This work will
be included in the new edition of the catalogue raisonné of Alfred Sisley by
Francois Daulte, being prepared at the Galerie Brame & Lorenceau by the
Comité Alfred Sisley.

107


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=CKS&sale=15471&lot=0276}

277
EDOUARD VUILLARD (1868-1940)
Le lit de la grand-mére

stamped with initials 'E.V' (Lugt 909c; lower right)
pastel on paper

MY%x97%in.(28.4x25¢cm.)

Executed circa 1893

£8,000-12,000
$11,000-16,000
€9,100-14,000

PROVENANCE:
The artist's studio.

Tolarno Galleries, Melbourne.

Marcel Marceau, France.

Paul Prouté, Paris.

Private collection, Paris, and thence by descent to the present owner.

LITERATURE:
A. Salomon & G. Cogeval, Vuillard: The Inexhaustible Glance, Critical
Catalogue of Paintings and Pastels, vol. |, Paris, 2003, no. IV-83, p. 273
(illustrated).

278
EDOUARD VUILLARD (1868-1940)
Buste de Lucien Grandjean, aveugle de guerre

signed and dated 'E Vuillard 1915’ (lower right)
pastel on paper

26 %x23 Y in. (66.9x59 cm.)

Executed in 1915

£6,000-8,000
$8,100-11,000
€6,800-9,000

PROVENANCE:
Lucien Grandjean, France, a gift from the artist on 3 December 1918.
Jos Hessel, Paris.

Private collection, Paris, and thence by descent to the present owner.

LITERATURE:
A. Salomon & G. Cogeval, Vuillard: The Inexhaustible Glance, Critical
Catalogue of Paintings and Pastels, vol. Ill, Paris, 2003, no. X-5, p. 1179
(illustrated).
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279
EDOUARD VUILLARD (1868-1940)
Portrait de Bonnard dans son atelier

stamped with the signature 'E Vuillard' (Lugt 2497a; lower right)
charcoal and pencil on canvas
A1x 47 Yain. (104 x 120 cm.)

£50,000-70,000
$68,000-95,000
€57,000-79,000

PROVENANCE:
The artist's estate.
Private collection, Paris, and thence by descent to the present owner.

EXHIBITED:
Paris, Galerie Bellier, Edouard Vuillard: Le chemin de la création, May - June
1989 (illustrated).

Lyon, Musée des Beaux-Arts, Vuillard, September - November 1990, no. 154,
p. 226 (illustrated p. 98); this exhibition later travelled to Barcelona, Fondation
Caixa de Pensions, December 1990 - January 1991;and Nantes, Musée des
Beaux-Arts, February - April 1991.

Madrid, Centro Cultural del Conde Duque, Una mirada sobre Pierre Bonnard,
January - March 2001, no. 78, p. 102 (illustrated p. 90).

LITERATURE:
Exh. cat., Edouard Vuillard: Le silence me garde, p. 23 (illustrated).

This work will be included in the forthcoming supplement of the catalogue
critique of paintings and drawings by Edouard Vuillard being prepared by the
Archives Vuillard.

‘I don't paint portraits, | paint people in their homes’, Vuillard pointed out
openly (quoted in exh. cat., Washington, D.C., National Gallery of Art,
Edouard Vuillard, p. 356).

In the present drawing, Vuillard sketched his friend Pierre Bonnard in the
centre of his atelier. In this intimate scene, Bonnard is portrayed in the
interior, contemplating a painting which is pinned directly to the wall. Behind
him is his box of colours and in front of him one can guess the presence of
his dog sitting on a couch. Being passionate about his friendships, Vuillard
actively sought the company of other artists, counting, among others, Henri
de Toulouse-Lautrec and Félix Vallotton in his circle. Having known Bonnard
already from their Nabi period, his friendship with the fellow artist was a
close one and Vuillard regularly sought out Bonnard's advice for his artworks.
When Vuillard heard of Vallotton's death in 1925, he was devastated and it
is believed that this was the reason why he started to perpetuate portraits
of his friends on paper and on canvas. The present work precedes Vuillard's
1930 painting Portrait de Pierre Bonnard, now in the collection of the Musée
d’Art Moderne de la Ville de Paris.

Edouard Vuillard, Portrait de Pierre Bonnard, 1930. Musée
d’Art moderne de la Ville de Paris.
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PROPERTY FROM A PRIVATE FRENCH COLLECTION

1280
MARC CHAGALL (1887-1985)
Nature morte a la fenétre

signed, dated and inscribed '‘Marc Chagall 7/X111949 Vence' (lower right)
brush and India ink and wash and coloured chalk on paper

18 %6 x 22 ¥8in. (46.2x56.2cm.)

Executed in Vence on 7 December 1949

£70,000-100,000
$95,000-140,000
€80,000-110,000

PROVENANCE:
Anonymous sale, Hotel Drouot, Paris, 24 November 1989, lot 18bis.
Acquired at the above sale by the family of the present owner.

EXHIBITED:
Munich, Haus der Kunst, Marc Chagall: Ausgewéhlte Graphik, August -
October 1978, no. 8, p. 33, (illustrated p. 66; titled 'Stilleben mit Friichten’).

The Comité Marc Chagall has confirmed the authenticity of this work.

Chagall drawing from his terrace in Vence, 30 June 1950.

As had Pierre-Auguste Renoir, Henri Matisse, Pablo Picasso, and Pierre
Bonnard before him, Marc Chagall found the Mediterranean an irresistibly
congenial and stimulating environment in which to live and work. In 1950 he
purchased Les Collines, a hillside house with surrounding property in Vence,
and made it his permanent home, thereafter spending only short spells in
Paris. The beautiful area was an elegant medieval town on the Céte d'Azur
which emerged as an artistic centre following the Second World War - it
quickly enchanted the artist, who then chose to spend most of his time
during this period living there.

The present work was painted in Vence in 1949, the year before Chagall
moved there. In these years, 'the light, the vegetation, the rhythm of life all
contributed to the rise of a more relaxed, airy sensuous style in which the
magic of colour dominates more and more with the passing of the years. At
Vence we witnessed the daily miracle of growth and blossoming in the mild,
strong all-pervading light - an experience in which earth and matter had their
place' (F. Meyer, Marc Chagall, London, 1964, p. 519).

110 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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*281
RAOUL DUFY (1877-1953)
Fenétre sur Paris, la Madeleine

signed 'Raoul Dufy' (lower right)
gouache on paper
194 x15%in.(48.7x39.9 cm.)

£25,000-35,000
$34,000-47,000
€29,000-40,000

PROVENANCE:
Private collection, Europe; anonymous sale, Sotheby's, New York, 8 November
2007, lot 410.

Acquired at the above sale by the present owner.

Fanny Guillon-Laffaille will include this work in the forthcoming supplement
to her Raoul Dufy catalogue raisonné.

12 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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*282

RAOUL DUFY (1877-1953)
L'église de Taormina

signed 'Raoul Dufy' (lower right)
gouache and watercolour on paper

19% x 25 %in. (50 x65.2cm.)
Executed in 1922

£30,000-50,000
$41,000-68,000
€34,000-57,000

PROVENANCE:

Opera Gallery, London.

Private collection, by whom acquired from the above in 2006; sale, Christie's,
New York, 7 November 2007, lot 214.

Acquired at the above sale by the present owner.

Fanny Guillon-Laffaille will include this work in the forthcoming supplement
to her Raoul Dufy catalogue raisonné.
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1*283
MAURICE DE VLAMINCK (1876-1958)
Rue de village

signed 'Vlaminck' (lower left)
gouache and brush and India ink on paper
18 e x 21%in.(45.8 x54.4cm.)

£20,000-30,000
$27,000-41,000
€23,000-34,000

PROVENANCE:
Anonymous sale, Sotheby's, London, 30 November 1994, lot 295.
Acquired at the above sale by the present owner.

This work is accompanied by an original Attestation of Inclusion from the
Wildenstein Institute, and it will be included in the forthcoming Maurice de
Vlaminck Digital Catalogue Raisonné, currently being prepared under the
sponsorship of the Wildenstein Plattner Institute, Inc.

14 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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1*284
MAURICE DE VLAMINCK (1876-1958)
Rue de neige

signed 'Vlaminck' (lower left)
gouache and brush and India ink on paper
18 e x 21%2in.(45.2x54.7cm.)

£30,000-50,000
$41,000-68,000
€34,000-57,000

PROVENANCE:
Anonymous sale, Christie's, New York, 9 November 2000, lot 454.
Acquired at the above sale by the present owner.

This work is accompanied by an original Attestation of Inclusion from the
Wildenstein Institute, and it will be included in the forthcoming Maurice de
Vlaminck Digital Catalogue Raisonné, currently being prepared under the
sponsorship of the Wildenstein Plattner Institute, Inc.
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PROPERTY FROM A PRIVATE COLLECTION, TEL AVIV
L*285
BERNARD BUFFET (1928-1999)

Jetée, barques a marée basse

signed and dated 'Bernard Buffet 69" (upper left)
watercolour and pen and brush and India ink on paper
193%x25%in.(49.8x64.7cm.)

Executed in 1969

£25,000-35,000
$34,000-47,000
€29,000-40,000

PROVENANCE:

Galerie Maurice Garnier, Paris.

Anonymous sale, Sotheby's, Tel Aviv, 26 September 1991, lot 102.

Private collection, Israel, by whom acquired at the above sale, and thence by
descent to the present owner.

This work is recorded in the Maurice Garnier Archives.

116 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue



THE PROPERTY OF APRIVATE ENGLISH COLLECTOR

286

MAURICE UTRILLO (1883-1955)

Le Lapin Agile

signed and dated 'Maurice, Utrillo, V,1938," (lower right) and inscribed
'-Montmarte,-' (lower left)

gouache on card

12%x9%in.(31.5x23.8cm.)
Executed in 1938

£25,000-35,000
$34,000-47,000
€29,000-40,000

PROVENANCE:

Bahé collection, Paris.

Anonymous sale, Champin, Lombrail & Gautier, Enchien, 18 March 1989, lot 9.
Private collection, Japan.

Acquired from the above in 2005; sale, Christie's, New York, 7 May 2008, lot 130.
Acquired at the above sale by the present owner.

LITERATURE:
P. Pétrides, L'ceuvre complet de Maurice Utrillo, vol. 1V, Paris, 1966, no. AG 444,
p. 372 (illustrated p. 373).

The Comité Utrillo has confirmed the authenticity of this work.

17


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=CKS&sale=15471&lot=0286}

PROPERTY FROM A PRIVATE ENGLISH COLLECTION

1287

JEAN DUFY (1888-1964)
Place de la Concorde

signed Jean Dufy' (lower right)
gouache and watercolour on paper

191%x25%in.(49.8 x64 cm.)
Executed circa 1938-1940

£12,000-18,000
$17,000-24,000
€14,000-20,000

PROVENANCE:
Anonymous sale, Sotheby's, London, 22 October 1997, lot 283.
Acquired at the above sale, and thence by descent to the present owner.

LITERATURE:
J. Bailly, Jean Dufy: Catalogue raisonné de I'ceuvre, vol. I, Paris, 2010, no. J.1069,
p. 209 (illustrated).

118 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue
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1288

JEAN DUFY (1888-1964)

Haute école

indistinctly signed and dated 'Jean Dufy 1922." (lower right)
gouache, watercolour and brush and ink on paper

16 %6x 20 %in. (41x 51.8 cm.)
Executed in 1922

£12,000-18,000
$17,000-24,000
€14,000-20,000

PROVENANCE:
Private collection, Brest, France.
Acquired from the above by the present ownerin 2016.

Jacques Bailly will include this work in the forthcoming third volume of his
Jean Dufy catalogue raisonné.
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THE PROPERTY OF ANIMPORTANT EUROPEAN COLLECTOR

1*289
PABLO PICASSO (1881-1973)
Scene de tauromachie

signed and dated 'Picasso 25.3.59." (lower left)
gouache, ink wash and brush and India ink on paper
142x21%in. (37 x54cm.)

Executed on 25 March 1959

£200,000-300,000
$270,000-410,000
€230,000-340,000

PROVENANCE:

Florence J. Gould, New York, and thence by descent; sale, Christie's, London,
26 June 1996, lot 297.

Galerie Rosengart, Lucerne.

Acquavella Galleries, Inc., New York.

Acquired from the above by the present owner in 2012.

EXHIBITED:

Saarbriicken, Saarland-Museum, Pablo Picasso: Die 50er Jahre, November
2007 - February 2008, p. 91 (illustrated).

Séo Paulo, Museu de Arte Brasileira, Tauromaquia: Picasso, Dali, Goya, May -
June 2014; this exhibition later travelled to Wroclaw, Museum of Architecture,
July - November 2014.

Maya Widmaier-Picasso has confirmed the authenticity of this work.

Claude Ruiz-Picasso has confirmed the authenticity of this work.

Picasso’s passionately rendered Scéne de tauromachie illustrates the artist's
love of the bullfight, his favourite spectacle since his childhood in Spain.
Living in the South of France since the late-1940s, having recently moved to
Aix-en-Provence at the time of this painting, Picasso would visit bullfights
at nearby arenas in Nimes, Arles and Vallauris, engaging with this motif in
series from the mid-1950s onward with renewed vigour.

Scene de tauromachie suspends a tense moment in the elaborate dance of
the bullfight; the Picador, his spear aligned with the bull's head, preparing
to strike with his lance. The bull is wound up, horns aligned with the horse’s
chest, tail raised, on the brink of charge. The gestural nature of the gouache
fluidly conveys the movement and ferocity of the scene, expressing the

bull with rapid swathes and marks in an increased density of gouache,
heightened by the crowd packed into the arena behind him. Picasso
frequently used the motif of the bull to suggest masculine strength and a
sense of the primal, at times forceful and brutish. This was often posited

in opposition to reason and civilisation, in this case, embodied by contrast

in the horse and Picador. The artist shared an affinity with the bull and at
times embodied himself within the beast in the guise of the Minotaure; the
half-man, half-bull reflecting a split alternating between the rational and the
carnal, the masculine and the feminine, brute force and reason. As Frangoise
Gilot recounted him saying, at the end of their relationship, ‘For me the bull
is the proudest symbol of all, and your symbol is the horse. | want our two
symbols to face each other in that ritual way’ (F. Gilot, Life with Picasso, New
York, 1964, p. 362).

The application of the white viscous gouache atop the black watercolour

of the ground reminisces of the explorations into ceramic that Picasso was
undertaking at that time which would become an extraordinary body of work
during his later years. Many Corrida scenes would be featured, frequently
depicted in glazed engobe over black oxide or its inverse. This was also the
case with Picasso's drawings, such as Bullfight scene, 1960 (Tate, London)
whereby the white sheet forms the ground, with the black ink embodying

his gesture.

The calligraphic, monochrome nature of Scéne de tauromachie lends itself
well to the subject, the gesture accounting for much of the passionate feeling
evoked by the work. Far from being a default drawing mechanism, this
palette found throughout Picasso’s oeuvre was very much a pictorial choice,
employed as much in his paintings as in his works on paper and ceramics.

It was of course no accident that the masterpiece Guernica utilised this
palette, featuring the figures of the bull and the horse as symbols evoking
the dynamics of the bullfight to describe the brutality of war. Picasso’s black
and white works were also some of his most treasured, as Carmen Giménez,
curator of Black and White at the Solomon R. Guggenheim Museum, New
York, remarks: ‘Throughout his career, [Picasso] had great difficulty parting
with works that were very important to him and as a result, the majority of
his black-and-white paintings belong to the Picasso family and the Musée
National Picasso, Paris’ (C. Giménez, Picasso, Black and White, New York,
2012, p. 23).

120 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue






A*290
BERNARD BUFFET (1928-1999)
Le clown au violon

signed and dated 'Bernard Buffet 55' (lower right)
watercolour and pen and brush and India ink on paper
29%x22Yin.(75.2x56 cm.)

Executed in 1955

£70,000-100,000
$95,000-140,000
£€80,000-110,000

PROVENANCE:

Anonymous sale, Tajan, Paris, 22 June 2000, lot 74.

Private collection, Germany, by whom acquired at the above sale.
Acquired from the above by the present owner.

This work is recorded in the archives of the Galerie Maurice Garnier.

By the 1950s Bernard Buffet had begun to achieve national acclaim, and

in 1955, when Le clown au violon was executed, he was voted one of the
greatest post-war artists in France by the art review Connaissance des

Arts. A predominantly figurative artist, Buffet developed a distinctive and
unmistakable style, depicting highly stylized figures and objects with strong
black lines and flattened bold colour, a mode of expression that Le clown au
violon perfectly encapsulates.

The present work portrays a tragicomic clown: a musician in a clown
costume stands on a theatre stage, holding a miniature violin, facing the
viewers, and engaging them with a melancholic gaze that is at odds with
the cheerful character of his attire. In its combination of music and theatre
costumes, the present work evokes a tradition which had been central to
much of the art of the avant-garde. In the first half of the Twentieth Century,
clowns, acrobats, and musicians had become symbolic characters in the
works of artists such as Pablo Picasso, Marc Chagall and Georges Rouault.
In those years, the figure of the circus performer was often used as a
representation of the marginalized story-teller figure of the artist himself,
evoking the hardships of his vocation, but also the charm and magic of his
art, as he conjures new imaginary worlds into existence, immersing the
viewer in his narrative web. Le clown au violon presents the theme of the
clown in the unmistakable style of Buffet: the figure is outlined with dramatic
black lines, combined with flat areas of colour, adding to the picture's
charged atmosphere.

Le clown au violon is also one of the earliest examples of Buffet's
representation of this subject, as Buffet first turned to depicting clowns
and the circus in 1955. Though a seemingly light-hearted and entertaining
subject matter, the flamboyantly attired clowns and acrobats were depicted
with a muted colour palette and with the same solemn, melancholic
expressions that can be seen in the present work.

122 Other fees apply in addition to the hammer price - see Section D of our Conditions of Sale at the back of this Catalogue


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=CKS&sale=15471&lot=0290}




PROPERTY FROM A DISTINGUISHED SWISS COLLECTION
A*291
LOUIS VALTAT (1869-1952)

Femme assise au gilet rose

signed with the initials 'L.V' (lower left)
pastel on paper laid down on canvas
13%x97in.(33.4x25cm.)

Executed circa 1930

£8,000-12,000
$11,000-16,000
€9,100-14,000

PROVENANCE:
Ida Kimche Art Gallery, Tel Aviv.
Acquired from the above by the present owner.

This work will be included in the forthcoming Valtat catalogue raisonné being
prepared by Les Amis de Louis Valtat.
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A*292
LEONARD TSUGUHARU FOUJITA (1886-1968)
Nu

signed, dated and inscribed 'Foujita 1926 in Berlin'and signed in Japanese
(centre right)

pen and ink and graphite on paper

20x30%in.(50.5x77.8cm.)

Drawnin 1926

£30,000-50,000
$41,000-68,000
€34,000-57,000

PROVENANCE:

Anonymous sale, Shinwa Art Auction, Tokyo, 26 March 2005, lot 138.
Acquired at the above sale.

Acquired by the present owner in 2013.

Sylvie Buisson has confirmed the authenticity of this work.
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Mit nach hinten gesenktem Kopf und geschlossenen Augen is part of a series of fine
preparatory drawings for Klimt's mosaic friezes of the main dining room of the Stoclet
Palace in Brussels. Commissioned from Josef Hoffmann, one of the leading architects of
the Viennese Secession movement, by the banker and art collector Adolphe Stoclet and
his wife Suzanne, the building is considered to be an Art Nouveau masterpiece.

The present drawing is a study for the motif of the entwined couple, whose final image,
in full-scale design is now located at the Museum fiir angewandte Kunst in Vienna

(Die Erfillung, 1905-1909). Klimt would revisit the motif soon afterwards in his famous
painting Der Kuss, 1908-1909, Osterreichische Galerie Belvedere, Vienna, which
demonstrates that this drawing relates to one of the most iconic images created by the artist.

PROPERTY FROM AN IMPORTANT PRIVATE ITALIAN COLLECTION

293
GUSTAV KLIMT (1862-1918)

Mit nach hinten gesenktem Kopf und geschlossenen
Augen

pencil on paper

21%x14%in. (55.4 x 36.5 cm.)

Drawn circa 1907

£15,000-25,000
$21,000-34,000
£€17,000-28,000

PROVENANCE:
Galleria del Levante, Milan, by 1963.
Acquired from the above by the family of the present owner.

EXHIBITED:
Milan, Galleria del Levante, Disegni di Klimt, Kubin, Kokoschka,
1963, no. 20 (illustrated).

LITERATURE:

A. Strobl, Gustav Klimt: Die Zeichnungen, vol. I, 1904-1912,
Salzburg, 1982, no. 1680, p. 146 (illustrated p. 147 with the
Nachlass stamp).

Gustav Klimt, Die Erfiillung, cartoon for the frieze of Villa Stoclet in
Brussels, 1905-1909. Galerie Belvedere, Vienna.
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THE PROPERTY OF A PRIVATE EUROPEAN COLLECTOR

294
GUSTAV KLIMT (1862-1918)

Sitzender Halbakt, die Arme auf das linke
Knie gelegt, study for 'Die Jungfrau'

pencil on paper

22%x14%in.(56.7x 37 cm.)

Executed circa1913

£60,000-80,000
$81,000-110,000
€68,000-90,000

i s
Gustav Klimt, Die Jungfrau, 1913. National Gallery, Prague.

PROVENANCE:
Georg Klimt (the artist's brother), Vienna.

Private collection, Vienna, by whom acquired from
the above in 1927, and thence by descent; sale,
Christie's, London, 27 June 2002, lot 327.
Acquired at the above sale by the present owner.

LITERATURE:
A. Strobl, Gustav Klimt: Die Zeichnungen, 1878-
1918, vol. 1V, Nachtrag, Salzburg, 1989, no. 3657, p.
178 (illustrated, p. 179)

Alice Strobl suggests this work was executed

as a study for the seated nude in the upper right
section of the painting Die Jungfrau, 1913, now
in the collection of the National Gallery, Prague
(Novotny-Dobai, no. 184). In it Klimt depicted

a total of seven women, intertwined into one
another with patterned fabrics and flowers. The
painting explores the relationship between beauty
and transience, youth and death, and is above all
celebration of the female form that Klimt was so
intrigued by throughout his lifetime.

Berta Zuckerkandl, the artist's contemporary and
an Austrian writer and critic, remarked: 'Klimt
paints the woman of his time. Down to the most
secret fibres of her being, he has followed her
frame, the outlines of her shape, the modelling of
her flesh and the machinery of her movements
and has made them a permanent part of his
memory. [...] Whether they are cruel and lustful or
cheerful and sensual, his women are always full of
mysterious charm' (B. Zuckerkandl, Zeitkunst: Wien
1901-1907, Vienna, 1908, reproduced in exh. cat.,
Gustav Klimt: Zeichnungen, Hanover, 1984, p. 149).

With lines strong and delicate at once, the
present drawing possess an aura of mystery.
While the sitter turns her gaze away from the
viewer, resting her head on her forearms in a
dreamlike pose, her exposed legs and pulled-

up dress bear an erotic charge. The seeming
innocence of her body appears to disguise the
complexity and depth of life, a theme which Klimt
delved into in the final painting of Die Jungfrau,
alluding to the cyclical nature of human existence
and its relationship to love and sexuality.
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Modern Masters from the Eppler Family Collection

Across their more than sixty years together, Heinz and Ruthe Eppler were
devoted partners in family, philanthropy, and a shared love of art and culture.
Born in Germany, Heinz Eppler (d. 2012) escaped the looming Nazi threat to
begin a new life in the United States. With great business acumen, Heinz co-
founded a housewares distributing business that later acquired The Miller-
Wohl Company, and built the firm into a national chain. At the same time,
the Epplers created a lasting legacy in art, education, healthcare, and Jewish
causes. As president and chair of the American Jewish Joint Distribution
Committee, Heinz provided a strength of leadership that impacted countless
lives around the globe, notably in Jewish communities in Central and Eastern
Europe, the Soviet Union, and Ethiopia. The Epplers’ philanthropic focus also
extended to the arts.

Left: Ruthe and Heinz Eppler.
Artwork: © Dedalus Foundation,
Inc./ VAGA,NY / DACS,
London 2018.

The Epplers decided to build their own collection in the early 1980s, and
began a friendship with Edward B. Henning (d. 1993), the Cleveland Museum
of Art’s Chief Curator of Modern Art. The many correspondences between
Henning and Heinz Eppler, often funny and personal, reveal an ongoing
dialogue on family, the history of art, and the evolution of the Eppler Family
Collection. Henning became a trusted advisor, relating his enthusiasm

or hesitation on potential acquisitions. ‘Once again, let me simply state
that when | see things that | think are very good | will mention them to

you, Henning wrote in 1981, ‘and depend on you to see whatever you think
might be of interest to you.' The Epplers, for their part, were inquisitive and
deliberate in their purchases. ‘Ruthe and | are very patient collectors,” Heinz
Eppler explained to Henning in 1982, ‘and are not impulsive with respect

to acquiring a specific rare work from an existing collection.” Rather than
following the heady Contemporary fashions of the art world in the eighties,
the Epplers turned to the artists that had spoken to them more directly in
their formative adult years. What motivated the Epplers was the thrill of
finding works of visual and intellectual resonance - paintings, sculpture,
and works on paper by such legendary figures of Modernism as Franz Kline,
Hans Hofmann, Lee Krasner, Arshile Gorky, David Smith, Milton Avery,
Pablo Picasso, and Henri Matisse. Like Heinz, many of the artists were also
emigres who found their voice and freedom in America.

Throughout the 1980s, Henning was not only an important advisor, but he
and the Epplers developed a close friendship and a shared vision about
collecting. ‘"When you have an important collection, no matter how large

or small,’ the curator wrote, ‘it is a serious responsibility as well as a great
pleasure.” Of Motherwell’s Je t'aime No. Il with Loaf of Bread, he noted,
‘My feeling is that it is very important as well as being beautiful,” and he
lauded the collectors for having chosen a ‘superb’ painting by William
Baziotes. Henning went to great lengths to commend the art historical
significance of Abstract Expressionists such as Motherwell, Franz Kline,
and Jackson Pollock. Upon hearing that the Epplers had purchased Kline's
Light Mechanic in 1985 - a work Henning had suggested some two years
earlier - the curator wrote to express his congratulations. ‘You now have an
excellent, representative collection of American Abstract Expressionist art,’
he enthused, ‘and that is the most important art of the twentieth century and
the most important of all American art.’
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Right: Jackson Pollock and Lee
Krasner, January 1950. Photo:

© DACS 2018. Rudy Burckhardt.
Artwork: © The Pollock-Krasner
Foundation ARS, NY and DACS,
London 2018.

Below: Franz Kline and Willem de
Kooning outside the Sidney Janis
Gallery, New York, 1959. Photo: Fred
McDarrah / Getty Images.

The Epplers’ connection with Henning is indicative of their personal,
heartfelt approach toward art - one that culminated in an inspired collection
of works extending across the twentieth century. As Henning observed

to the couple in December 1986: ‘For the past four years, each year | have
thought that your collecting might be coming to a conclusion, and each year
I'm surprised when we find something important.” Ultimately, the Epplers
collected art that they loved to live with and share with others, both through
loans to exhibitions and by opening their home to museum groups and fellow
collectors. In 1986, the Epplers were asked to loan works to the Cleveland

Museum exhibition The Art of Collecting Modern Art: An Exhibition of Works
from the Collections of Clevelanders.

As Henning wrote, ‘Collecting art intelligently involves much more than
having enough money. Collecting art successfully requires knowledge, taste
and judgement. It may not require the same skills used to create works of
art, but it does depend on a comparable level of taste and judgement.’ The
Eppler Family Collection is an enduring testament to the personal vision and
discernment with which Heinz and Ruthe carefully built their collection.
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Modern Masters from the Eppler Family Collection

A*0 295

PABLO PICASSO (1881-1973)
Napolitaine au poisson

bears signature and date 'Picasso 19' (lower left)
pencil on paper

127%x8%in.(32.8x22.2¢cm.)

Drawn in Paris in 1918

£80,000-120,000
$110,000-160,000
€91,000-140,000

PROVENANCE:
ACG Fine Art, Inc., Geneva.
Acquired from the above by the present owner in June 1982.

EXHIBITED:
Cleveland, Ohio, The Cleveland Museum of Art, The Art of Collecting Modern
Art, February - March 1986, no. 2 (illustrated; dated '1919'; bears signature and
with incorrect medium and dimensions).

LITERATURE:
C. Zervos, Pablo Picasso, vol. lll, CEuvres de 1917 a 1919, Paris, 1949, no. 244
(illustrated prior to signature and date pl. 86).

D. Cooper, Picasso Theatre, London, 1968, no. 277, p. 350 (illustrated p. 274;
titled 'Neapolitan Fishwife (from a postcard)' and with incorrect medium).

J. Palau i Fabre, Picasso: From the Ballets to Drama (1917-1926), Madrid, 1999,
no. 366, pp. 126-127 & 496 (illustrated, p. 126; titled 'Neapolitan Fishwife').

The subject of the fishwife in this Picasso drawing of 1918 is related to the
artist’s stay in Rome during February-March 1917, when he created the sets
and costumes for Serge Diaghilev's Ballets Russes production of Parade.
Picasso twice took time off from his work to visit Naples. If he had left

Paris for Rome still very much a Cubist, then he returned home eight weeks
later decidedly keen on the figure, in an altogether new manner, in which a
classical, naturalist aspect prevailed. A bifurcated process of production,
alternating between Cubist and neo-classical styles, marked the progress of
his art for much of the ensuing decade.

While in Rome, Picasso visited the Vatican museums and the Sistine Chapel.

Michelangelo made a powerful impression, but he especially admired

the pure line of Raphael. There was more to savour in Naples, where he
spent a few days with Parade’s scenarist Jean Cocteau and choreographer
Léonide Massine. They toured the ruins of Pompeii and Herculaneum, where
Picasso studied the remnants of old Roman fresco paintings. The streets

of Naples, Massine later recalled, were filled with 'craftsmen at their work

or street sellers displaying their fish and fruit, performing their tasks with

such spirited style' (quoted in J. Richardson, A Life of Picasso, vol. 3, The
Triumphant Years, 1917-1932, New York, 2007, p. 22).

A few weeks later, Picasso again visited Naples, during a Ballet Russes
engagement at the city’'s opera house. Roaming about town in the company
of Massine, the composer Igor Stravinsky, and conductor Ernest Ansermet,
Picasso collected some old scenic gouaches of the city and postcards of
local residents in traditional attire. They attended performances of the old-
style commedia dellarte and folk dancing. Picasso acquired a Pulcinella mask
and some puppets, which would inspire his designs for Stravinsky's ballet
Pulcinella in 1920.

Picasso also returned to Paris with a new woman in his life, Olga Khokhlova,
a dancer in Diaghilev's company. They married on 12 July 1918. Sometime
that spring, or following their honeymoon in seaside Biarritz, Picasso pulled
out the Italian postcards, and from them drew the present Napolitaine au
poisson, as well as five other studies of women in similar costume (three
with basket and fish - Zervos, vol. 3, nos. 243 and 245-246; two without -
vol. 7, n0.1349; and vol. 29, no. 344). Picasso also created, in pen and ink, a
fisherman balancing on his head a platter of the day's catch (Zervos, vol. 3,
no. 250).

'Now that he was working again in a naturalistic idiom," Douglas Cooper
wrote, 'Picasso was ready to respond to the keen observation, gentle
humanity and impressive calm of Roman classical art, as well as the flowing
lines of Etruscan drawing... Picasso was also taking in the super-naturalism
of Roman classical art, the mannerist exaggeration and sculptural fullness
of Michelangelo’s figures, and the academic neo-classicism of Ingres...
Grandeur of conception, purity of style, and naturalism without tricks - this
was the spiritual nourishment that Picasso needed at this moment, and he
was quick to turn it to good account for his own artistic evolution' (op. cit.,
1987, pp. 31-33).
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1*296
SONIA DELAUNAY (1884-1979)
Contrastes simultanés

signed with the initials, dated and numbered 'No. 798. SD. 13" (lower right)
watercolour on paper

17 Vax 21%in. (43.8x54.6 cm.)

Executed in 1913

£35,000-55,000
$48,000-74,000
€40,000-62,000

PROVENANCE:
Gimpel & Hanover Galerie, Zurich.

Erna & Curt Burgauer, Zurich, by whom acquired from the above in 1965; sale,
Christie's, London, 30 April 1999, lot 138.

Acquired at the above sale by the present owner.

EXHIBITED:
Zurich, Gimpel & Hanover Galerie, Sonia Delaunay, October 1965, no. 16; this
exhibition later travelled to London, Gimpel Fils Gallery, February 1966.
Paris, Musée National d'Art Moderne, Rétrospective Sonia Delaunay,
December 1967 - January 1968, no. 46, p. 40 (illustrated p. 43).

Jean-Louis Delaunay and Richard Riss have confirmed the authenticity
of this work.

The present work belongs to the series Contrastes simultanés that Sonia
Delaunay began in 1912. Executed in 1913, it is one of the last of the series
dating from the period when the artist was beginning to combine her
simultaneous theories of colour with the linguistic influence of her new friend
and associate, the poet Blaise Cendars. The title of the series derives from
M.E. Chevreul's treatise on colour, De la Loi du contraste simultan Contrastes
Simultané des couleurs, but these works are also, in some ways closely
related to the exploratory forms of her husband Robert's series Formes
circulaires. For Sonia Delaunay, the merit of the Contrastes simultanés

series lay in 'the pure colours becoming planes and opposing each other by
simultaneous contrasts [creating] for the first time new constructed forms
not through chiaroscuro but through the depth of colour itself' (S. Delaunay,
Programme du théatre des Champs-Elysées, 1926-1927).
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Francesco del Cossa, Chariot of Venus Drawn by Swans,
detail from Triumph of Venus, scene from Month of April,
circa 1470. Hall of Months, Palazzo Schifanoia.

1297
HENRIMATISSE (1869-1954)
Le char de Venus

pen and India ink on tracing paper
14%x10 %in. (36.6 x 27 cm.)
Drawn in Nice in 1942

£35,000-55,000
$48,000-74,000
€40,000-62,000

PROVENANCE:
Louis Aragon, Paris.

Maria Macorig, Paris & Italy, a gift from the above in
March 1978, and thence by descent to the present
owner.

LITERATURE:
L. Aragon, Henri Matisse: Roman, vol. I, Paris, 1971
(illustrated p. 161).

Wanda de Guébriant has confirmed the
authenticity of this work.

Louis Aragon, the first owner of the present work,
declared in a statement dated 10 May 1978 that
the art and objects belonging to himself and Elsa,
in Maria Macorig's Paris and Italian homes, would
be gifts to her from the artist and his wife; these
included the present work. As Aragon's trusted
housekeeper for roughly thirty years, Maria had
experienced the inner circle of the Paris art world
of the time. Through her employer, she had met
Pablo Picasso, Max Ernst, André Masson, and
Werner Spies, author of the Picasso Sculpture
catalogue raisonné and former director of the
Centre Pompidou. Aragon's generosity, both in
his gifts to her and by introducing Maria to his
collaborators and friends, suggests a deep level of
respect and appreciation in their relationship.
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PROPERTY FROM A EUROPEAN FAMILY COLLECTION

1298

PABLO PICASSO (1881-1973)

Homme a l'oiseau et joueur de diaule

cut-out of an original silver gelatine print by André Villiers and paper with
brush and Indiaink

15%x1178in.(39.8x30.1cm.)
Executed in 1958

£60,000-80,000
$81,000-110,000
£68,000-90,000

PROVENANCE:
André Verdet, St-Paul-de-Vence.

Fernando Guereta, Spain.

Acquired from the above by the present owner.

EXHIBITED:
Turin, Galleria civica d'arte moderna, Combattimento per un'immagine:
Fotografi e pittori, March - April 1973.

Maya Widmaier-Picasso has confirmed the authenticity of this work.
Claude Picasso has confirmed the authenticity of this work.

Picasso’s interest in the possibilities of collage began at an early age. He
had first seen this technique utilised by his father Don José Ruiz y Blasco,
an artist and teacher, who used the method to configure his paintings. As
described by Roland Penrose, 'In his passion for painting pigeons, Don
José would often attempt ambitious compositions. In order to arrive at

the happiest solution to their arrangement, he would first paint individual
birds on paper, then, having cut them out, he shifted them round until

the composition took shape. In fact, from his childhood, Pablo became
acquainted with the possibilities of using material in unconventional ways,
borrowing from any source that came to hand, and making the newly
discovered substance obey his wishes' (R. Penrose, Picasso, His Life and
Work, London, 1981, p. 13). Homme a l'oiseau et joueur de diaule, from 1958,
exemplifies Picasso's lifelong obsession with this technique, which continued
well after his famed cubist days into a wide range of media, including
sculpture, photography and ceramic.

Henri Matisse, Jazz: Le cirque, 1947. The Museum of Modern Art, New York.

In 1953, Picasso met André Villiers, a young photographer, in Vallauris.

The pair would go on to collaborate with experiments in light and cut-outs
between 1954 and 1961, notably producing a collaborative work with poetic
text by Jacques Prévert entitled Diurnes, Decoupages, et Photographies,
published by Hans Berggruen in 1962. One can see the influence of this
important relationship in the present unique work, an experiment whereby
Picasso uses one of Villiers' photographs as the base medium for his
composition, manipulating it as if a readymade with collage, ink and cut-out
into an entirely new image.

A discussion on such formal investigations with scissors would be
incomplete without mention of Picasso's significant contemporary,

friend and artistic rival, Henri Matisse. Both Picasso and Matisse had

made significant bodies of work employing collage and the cut-out, each
extending to new heights within their work at different times as a result.
Matisse famously began his cut-outs in the 1930s, which were hailed a
revelation in their freshness and vivacity. In these works, negative space

of what was cut-out played as much a part as positive space where colour
was applied. Le cirque, which would feature within the famous series of
cut-outs Jazz (later issued as part of a printed edition by Teriade), boldly
illustrates the artist's mastery of colour and form through this medium.
Similar compositional devices, along with a sense of musical revelry and
joie de vivre, are dominant in the present work too, the flute player and dove
each being recurrent motifs in Picasso’s ceuvre. Although Picasso’s cut-out
collage remains monochrome, the formal principles bear the same freshness
and vibrancy of the direct cutting technique and pay homage to the dynamic
relationship Picasso and Matisse shared of mutual artistic respect.
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WORKS ON PAPER FROM THE TWENTIETH CENTURY AVANT-GARDES

THE COLLECTION OF ASCHOLAR, SOLD TO BENEFITHUMANITARIAN CAUSES

1299

HENRY MOORE (1898-1986)

Study of One Seated and Four Standing Figures

signed and dated 'Moore 40.' (lower right)

gouache, watercolour wash, pastel, chalk and pen and ink on paper

7Y% x 10 %2in.(18.1x26.8 cm.)
Executed in 1940

£60,000-80,000
$81,000-110,000
£68,000-90,000

PROVENANCE:
Galleria d'arte Galatea, Turin (no. 0472).

Acquired from the above by the present owner.

EXHIBITED:

Turin, Galleria d'arte Galatea, Selezione 3, December 1961 - January 1962

(illustrated).

The Henry Moore Foundation has confirmed that this work is recorded

in its database.

Henry Moore, Two Seated Women, 1940, 18.1x 27 cm. Tate Gallery, London.

Executed in 1940, Figures comes within the timeframe of Moore's famous
First Wartime Sketchbook of 1940-1941. Despite his initial refusal of the
position, Moore became an official war artist for the War Artists Advisory
Committee, chaired by his long-time supporter Sir Kenneth Clark. In the
powerful series of works that ensued, Moore featured civilians taking shelter
from German air raids in the London underground. His first encounter with
this phenomenon is claimed to have been upon travelling back to Hampstead
on the tube after an evening in central London, where he saw groups of
people beginning to hide out beside the tracks in Belsize Park station without
another alternative for their safety. Executed with strong delineation of forms
and subdued washes of colour, this series speaks to the emotional impact

of the War on the masses of innocent civilians and their enduring hope for
survival in the bleakest of circumstances.

The scene here has a distinct silence and gravitas, the figures emanate a
solemnity and monumentality, poised like statues in suspense of casualty as
though each represents its own tombstone. The bodies presented are naked,
defying any sensuality by comparison with the erotic nude, and suggesting

a fragility and simplicity of being. Moore preferred to sketch figures from
memory, rather than studying them from life, respecting the privacy of

his implied sitters who remain faceless and featureless. The effect of his
technique is also a lack of individuality through which the artist depicts
humanity itself, seeking shelter in what is essentially a cave, bought back to
the basic essentials of life and survival.

Despite its paired back treatment, the monumentality and historicising
nature of Figures within this context brings it into the realm of history
painting. As Kenneth Clark remarked: ‘Henry Moore's shelter drawings
record all the misery, stoicism and nightmarishness of the scenes, and give
them an indestructible quality which only comes from a great style. Of all the
work produced by the War Artists, these are most clearly in the high tradition
of the Old Masters." (K. Clark in E. Newton, exh. cat., War Pictures at the
National Gallery, London, 1942, p. 5).
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The Italian Journey 1917-1924, exh. cat., London, 1998, pp. 316-17.

Henri Matisse, Baigneuses a la tortue, 1907-08. Saint Louis Art Museum.

The birth, in 1921, of Picasso's first child, Paulo, and the more settled lifestyle
his wife Olga imposed on the family, were amongst the reasons why the artist
abandoned Cubism in favour of a new, highly inspired creative phase, which
reached its peak with the major compositions of 1922-23, such as Deux
femmes courant sur la plage (1922, Musée Picasso, Paris, Zervos, vol. IV, no.
380) and Jeune homme et joueur de flite de Pan (1923, Musée Picasso, Paris,
Zervos, vol. V, no. 141). The return to the figurative dominated this era. Linear
austerity and purity of volumes became paramount in the artist's new stylistic
development, aligned with the Antique. Stylistically, the drawings executed
between 1921 and 1924 are a tour de force of harmony and control.

In Trois baigneuses sur la plage, Picasso masterly combines the strength of
the dark ink with the levity of bright lines of watercolour, among which three
bathers appear to have stepped out of Greek vases and are enjoying the
modern pastime of sunbathing. The use of colour is very rare in the bathers
drawings from this period, which makes the present work a very striking,
unusual examples of the series. On the subject of bathers, Susan Grace
Galassi asserts, when writing on a pencil drawing of the same series: 'To
draw bathers is to enter into a long tradition that ranges from the ancient
Greek and Roman frescoes, sculptures, vases, and gems Picasso first
encountered in the Louvre in his early years in Paris, to the modern responses
to antiquity of such artists as Ingres, Cézanne, and Puvis de Chavannes.'
[.]1'A less evident connection with Matisse's early work has been recently

“The next seven years that constitute Picasso’s so-called “Classical Period” saw the steady
appearance of the typical monumental figure compositions whose sculptural features also
magnified the intricacies of details; the results was that series of paintings composed of “large
women,” “bathers,” and “maternity” figures inspired by classical antiquity that formed unitary
elements of closed forms, isolated, rising in infinite space. Plastic conceptions, hyperbolic
volumes, almost tectonic, that would undoubtedly remain the most typical of the works from
Picasso’s "Antique” period... The artist’s encounter with Antiquity, with classical sculpture, and
Renaissance painting evidently had a significant effect.’

E. Prampolini, quoted in J. Clair, ed., Picasso: The Italian Journey 1917-1924, exh. cat., London, 1998, pp. 316-17). (E. Prampolini, quoted in J. Clair, ed., Picasso:

Pablo Picasso, Three Bathers by the Shore, 1920. The Metropolitan Museum of Art.

discussed by Magdalena Dabrowski, who finds similarities "in not only the
figures but in the tripartite horizontal spatial organization" [...] with such
works as Le bonheur de vivre of 1905-06 [Barnes Foundation, Philadelphia],
Le Luxe | and /I of 1907 [Centre Pompidou, Paris and Statens Museum for
Kunst, Copenhagen respectively], and Bathers with a Turtle, 1909 [St Louis
Art Museum]. The presence of Matisse in Nice may have brought back to the
fore Picasso’s rivalry with his contemporary over Arcadian subjects, which
were at the heart of the work of each and to which each brought a fresh eye".
(S.G.G. & M. McCully, Picasso’s Drawings 1890-1921, New York, 2011, p. 2<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>