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FLEMISH SCHOOL
(XVII Century)

Belshazzar’s Feast
Oil on oak panel
139.1 x 198.8 cm. / 55 3/5 x 79 1/2 in.

Provenance
With Rafael Valls, London, 2001;
Anonymous sale, Sotheby’s, New York, 22 Jan 2004, lot 228;
Private Collection;
Sale, Sotheby’s, 7 Dec 2017, lot 145;
Acquired from the above by the present owner

The artwork in question, Belshazzar’s Feast, is a subject revisited by artists over centuries –
particularly poignant examples can be seen by Rembrandt, 1635, National Gallery, London,
and by John Martin, 1821, Yale Center for British Art, USA.
The apocryphal Biblical tale concerning Belshazzar, son of Nabonidus (r. 556-539 BC)
the last king of the Neo-Babylonians, is related in Chapter 5 of the Book of Daniel. His
predecessor Nebuchadnezzar II (r. 605-562 BC) having destroyed and looted the Temple of
Solomon in Jerusalem in 587 BC, had inadvertently brought the wrath of Yahweh to their
doorstep.
Belshazzar was believed to be Crown Prince or king regent at the time of hosting a lavish
celebratory feast for the Babylonians. The story, a variation of the madness of Nebuchadnezzar, Daniel 4, can be seen as a didactic message to gentile Kings needing to repent, a
reminder that all are subordinate to the power of God. As for Belshazzar, he fails to learn
from the example of his predecessor…
Serving his guests wine and food in the sacred chalices looted from the Temple of Solomon,
Belshazzar offends Yahweh, and the Lord’s retribution is quite literally written on the wall.
Mid-feast, a celestial hand appears, writing in Aramaic, mene, mene, tekel, upharsin, a
prophecy calling the downfall of the Neo-Babylonian Empire.
A fearful Belshazzar, unable to interpret the writings, requests the wisdom of Daniel,
who reminds him of Nebuchadnezzar’s downfall and humbling by the Lord. Belshazzar’s
arrogance leads to further blasphemy and the prophecy is upheld – soon after the feast,
Belshazzar is killed and the Neo-Babylonian Empire falls to Darius of the Medes and Persians.
Our painting is particularly interesting due to its sheer size as an early Flemish oil on
panel. Many Flemish artists worked on small panel and copper pieces, the subject likewise
relatively common, however a panel of such size is of fair rarity. The artist has utilised a
dramatic linear perspective and vanishing point, perhaps to heighten the grandeur and
purported enormity of the feast, as in Samuel Colman’s version of c. 1833.
We view the narrative at its climactic moment, just as the foreboding writing on the wall
appears amongst the celebratory feast of unexpected Babylonians. Daniel, perhaps the
emboldened central figure in yellow, appears unquivering in his message to Belshazzar, who
nonchalantly, and fatally, would rather enjoy the luxuries of his feast.
5

ITALIAN SCHOOL
(XVIII Century)

Andromeda Chained to the Rock
Oil on canvas
62.3 x 49.5 cm. / 24 1/2 x 19 1/2 in.

Provenance
Collection of Archduke Heinrich of Austria (1828–91);
Thence by descent;
Sale, Sotheby’s, London, 17 Jan 2019, Lot 182;
Acquired from the above by the present owner

The story of Perseus and Andromeda is first recounted in Ovid’s Metamorphoses. A
legendary hero of ancient Greece, Perseus embodied the righteous and victorious
hero in mythology – through near impossible feats of intelligence, skill, and bravery Perseus overcame may challenges on his journey to immortality – including
defeating Medusa the Gorgon, and Cetus the sea monster of Poseidon.
It is Andromeda, the chained, naked and doomed Princess of the Aethiopian Kingdom, whom Perseus saves from Cetus, a narrative portrayed by artists throughout
history, with prominent examples seen by Carlo Saraceni (1579 – 1620), in the
Musée de Beaux-Arts de Dijon; Peter Paul Rubens’ (1577 – 1640) three versions now
in the State Hermitage, St. Petersburg, Gemälde Galerie Kulturforum, Berlin, and
the Museo del Prado, Madrid; Rembrandt (1606 – 1669) in the Mauritshuis Collection, The Hague; and by Gustave Doré (1832 – 1883), and Frederick Lord Leighton
(1830 – 1896) from the 19th century.
As the story recounts, the Queen of Aethiopia and Andromeda’s mother, Cassiopeia, boasted of her daughter’s beauty, stating it was superior to that of the Gods,
particularly the Nereids, daughter-nymphs of the sea god Nereus, a companion of
Poseidon. In retribution, Poseidon sent the sea monster Cetus to ravage the Kingdom, and upon seeking council from the Oracle, the King was told only the sacrifice of his beautiful daughter would satiate the vengeful gods. Reluctantly and
fearfully, King Cepheus agreed, and Andromeda was chained to an offshore rock,
a sacrificial offering to Cetus, the will of the Gods – Perseus, a true Greek hero,
ignored the will of the Gods in order to save the beautiful and innocent Princess,
who he had fallen in love with upon first-sight and would subsequently marry.
In our painting, the artist has focussed solely on the abandoned Andromeda. She
is chained to the rock, however neither Perseus nor Cetus feature, elements common in other versions. This particular painting was in the collection of Archduke
Heinrich of Austria (1828–1891), and passed down to his descendants until it came
to market in 2019.
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ITALIAN SCHOOL

(Possibly Rome, XVII Century)

The Great Flood
Oil on canvas
97.2 x 125.1 cm. / 38 1/4 x 49 1/4 in.

Provenance
Sale, Sworder’s, UK, 20 Jun 2018, Lot 764

Then the flood came upon the earth for forty days, and the water increased and
lifted up the ark, so that it rose above the earth. The water prevailed and increased
greatly upon the earth, and the ark floated on the surface of the water. The water
prevailed more and more upon the earth, so that all the high mountains everywhere under the heavens were covered.

(Genesis 7:17-20)

The Great Flood, a theme prevalent in art history, held its appeal through human
ideals of salvation, purity, judgement and reckoning – a dramatic narrative featuring an Old Testament, wrathful God – a story of man’s punishment for incorrigible
sins, that held a didactic meaning beyond religious sentiment.
The well-known narrative of Noah’s Ark, is here portrayed at its apocalyptic zenith.
As per the Biblical narrative, desperate figures battle the rising waters that increase
“so that all the high mountains everywhere under the heavens were covered”. Forlorn
individuals wave their arms in desperation as the tumultuous, black water offers
no respite, a rocky outcrop of a mountain peak the last land visible to man. Neither men, women nor children alike, are spared.
In the distance, we see the Ark, floating under an ethereal band of sunlight, seemingly untouched by the ongoing surrounding catastrophe. Likewise, three white
birds fly off into the dark skies, as hope literally abandons the doomed sinners.
Compositionally, the artist has heightened the drama with a lack of perspective or
vanishing point, keeping the viewer focused on the doomed subjects within the
eye of the storm – figures stacked on top of one another as a dramatised, stylised
central light source accentuates the unravelling madness.
9

FOLLOWER OF GUIDO RENI
(Italian, XVIII Century)

The Death of Hercules on the Funeral Pyre
Oil on canvas
65.5 x 52 cm. / 26 1/5 x 20 4/5 in.

Provenance
Collection of Maria Raineria Freiin von Waideck, Princess
of Campofranco (1872– 1936);
Thence by descent;
Sale, Sotheby’s, London, 17 Jan 2019, Lot 182

Guido Reni (1575-1642), a truly gifted painter of allegorical, mythological and
religious painting, was commissioned by the 6th Duke of Mantua, Ferdinando
Gonzaga (1587-1626), to paint a series to decorate the Ducal apartments. For this
commission, the Labours of Hercules was the chosen thematic, partly due to the
mythical hero’s synonymity with strength and moral integrity.
Four paintings were created between 1617-20, these were: The Death of Hercules on
the Funeral Pyre; The Battle between Hercules and Achelos for the hand of Deianira; The
Abduction of Deianira by the Centaur Nessus; and Hercules vanquishing the Hydra.
The account of the death of Hercules is told by Sophocles in the work Trachiniae (Women of Trachis), 5th century BC, and in Ovid’s Metamorphoses, book IX.
Having taken Deianira as his wife after defeating the river god Achelous, Hercules
then must save her from the mischievous centaur Nessus. Hercules kills Nessus
with arrows dipped in the poisonous blood of the Hydra. Before his death, Nessus
convinces Deianira to take his blood-stained cloak as a gift for Hercules – the cloak
still covered in the poison filled blood of the dying centaur.
Sometime later, Deianira, gifts the cloak to Hercules and the poison covers the
whole of his body leaving the hero in agonising pain. Such is his pain that Hercules rips off his clothes as the poison burns his flesh, constructs a pyre on top of
Mount Oeta and instructs it to be lit. The pyre is lit and Hercules burns, however
it is only his mortal side that dies and upon the instruction of Zeus, his immortal
entity rises to Mount Olympus.
Other related paintings include, Death of Heracles, by Francisco de Zurbaran, 1634,
Museo del Prado, Madrid. This particular painting was in the collection of Maria
Raineria Freiin von Waideck, Princess of Campofranco (1872– 1936), and passed
down to her descendants until it came to market in 2019.
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ADRIAEN VAN STALBEMT
(Flemish, 1580 – 1662)

The Building of the Tabernacle with the
Israelites Sewing the Curtains

c. 1610 – 20
Oil on copper
37.5 x 50.2 cm. / 14 3/4 x 19 3/4 in.

Provenance
Barberini Collection, Rome;
Alan Hall by whom sold, Sotheby’s, London, 6 Apr 1977,
lot 6 to Holsten;
Thence by inheritance;
Private Collection, Switzerland, until 2017;
Sale, Sotheby’s, London, lot 37, 6 Dec 2017;
With Johnny van Haeften Ltd, London, 2018;
Acquired from the above by the present owner

Selected Literature
K. Bauch, in Kunstchronik, vol. XX, 1967, p. 59 (as possibly
by Jan Brueghel);
J. G. van Gelder and I. Jost, “Elsheimers unverteilter
Nachlass II”, Simiolus, vol. II/I, 1968, p. 4 (in the list of
“possible” Elsheimers);
M. Waddingham, “Elsheimer Revised”, The Burlington
Magazine, vol. CXIV, 1972, p. 602 and n. 15 (remarks on
stylistic similarities with Stalbemt);
K. Andrews, “A Pseudo-Elsheimer Group: Adriaen van
Stalbemt as Figure Painter”, The Burlington Magazine,
vol. CXV, May 1973, pp. 301, 305-06, reproduced fig. 47,
(as Stalbemt);
K. Ertz, C. Nitze-Ertz, “Adriaen van Stalbemt 15801662: kritischer Katalog der Gemälde, Zeichnungen und
Druckgraphik”, 2018, cat. no. 269, pp. 365-366, further
reproduced in colour image an titled “Die Israeliten
erbauen die Stiftshutte, um 1610” (The Israelites Building
the Tabernacle, around 1610)

A masterpiece by Adriaen van Stalbemt, this painting relates the Old Testament
Biblical story of God’s instruction to Moses at Mount Sinai to build a Tabernacle,
the Tent of the Congregation. It was to be the earthly dwelling of Yahweh through
the Exodus from Egypt to the conquest of Canaan, and a compartmental sanctuary to house the Ark of the Covenant, itself containing the tablets of the Ten
Commandments.
Van Stalbemt was a leading Flemish Old Master painter working in Antwerp. He
had a long and distinguished career, painting landscapes, mythological, Biblical
and allegorical scenes of high repute. Excelling particularly as a figure painter, he
was often asked to paint the staffage for leading peers including Jan Brueghel the
Elder (1568-1625), and Frans Francken the Younger (1581 – 1642). In 1632 – 3v3, at the
bequest of King Charles, van Stalbemt spent ten months in England.
Van Stalbemt has depicted the narrative with knowledgeable detail, the Israelites
sewing the “ten curtains of finely twisted linen and blue, purple and scarlet yarn,
with cherubim…” destined for the pillars of acacia wood seen towering in the
distance at the foot of a foreboding, misty Mount Sinai.
Moses with full-beard far right, dressed in important colours of lapis lazuli
and vermillion, instructs a worker, cane in hand. Centrally, a crowded scene of
bustling activity relates the remaining narrative – the sewing of the curtains, the
casting of the metal loops in a makeshift forge, and the lavish adornments in gold
and silver being carefully beaten out in the extreme left under the watchful eye of
a senior Israelite. The composition is wonderfully constructed with many bold
individualised figures confidently carrying out their chores, the narrative fully
represented.
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FRANCESCO ZUGNO
(Italian, 1709 – 1787)

The Amorous Sultan
XVIII Century
Oil on canvas
56 x 90 cm. / 22 2/5 x 36 in.

Provenance
Sale, Artcurial, Paris, 13 Feb 2018, lot 313 (as French
School, 18th century);
Sale, Dorotheum, Vienna, 23 Oct 2018, lot 181 (as Fran-

A fanciful oriental nocturne of a turbaned man kneeling in front of a young lady
seated beneath a tree, perhaps in the gardens of a fortified castle, is an example
of the Orientalist taste prevalent in Western-European visual culture in the 18th

cesco Zugno);

century. The amorous couple appear to be serenaded by a musician withdrawn to

Acquired from the above by present owner

the shadows, as a dramatised light falls only on the lovers.
According to the eminent Art Historian Bernard Aikema, the bright colour palette
and the typology of the ﬁgures are typical of Francesco Zugno, himself an exponent of the local caposcuola, Giambattista Tiepolo (1696 – 1770).
Also inﬂuential were the chinoiseries by the French artist Antoine Watteau (1684
– 1721), another form of orientalism, hence the prior Eighteenth Century French
School attribution. Aikema continues to state the present painting is an example
of Orientalising gusto in the rococo manner – in Zugno’s versatile painted oeuvre,
which includes scenes of galanteria, it appears to be unique.
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ITALIAN SCHOOL

(Possibly Rome, XVIII Century)

Pair of Roman Mirrors
Gilt and carved wood
210 x 105 x 15 cm. / 84 x 42 x 6 in. each

Provenance
Pandora Fine Art, London;
Acquired from above by the present owner

These two marvellous gilded mirrors display the particular features of the Italian
Rococo style, which originated from France at the end of the eighteenth century.
The frames are characterised by creeper-like tendrils, rocailles, S-scrolls and
asymmetrical cartouches.
Refined floral carvings bloom all over the wooden surface.
The upper part of the mirrors develops towards the ceiling, invading the space
with intertwined inflorescences. A tender head of a putto is portrayed at the top,
looking down towards whoever looks in the mirror.
These mirrors were most likely intended to sit above similar wall tables, as was
customary for these objects according to Rococo fashion.
Given their high quality and level of refinement, these mirrors were probably
designed for an aristocratic Roman house. Unfortunately, no original documents
certifying their provenance survive.
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ITALIAN SCHOOL
(Rome, XVIII century)

Pair of Commodes

Pair of Louis XV chest of drawers decorated with pastiglia on a blue background, jasper
top, two drawers decorated with chinoiserie, arched legs ending with goat’s foot
95 x 127 x 61 cm. / 38 x 50 4/5 x 24 2/5 in. (each)

Provenance
Pandora Fine Art, London;
Acquired from the above by the present owner

This exquisite pair of Louis XV chest of drawers, produced in eighteenth century
Rome, is executed in lacquered wood with blue background and gilded, chinoiserie decorations incorporating trees, birds, fruits and pavilions with people
at various pursuits. The top is a rare jasper plaque, material usually reserved
for high-end furniture. Rounded front and sides and ormolu-mounted keyhole
escutcheons further heighten this luxurious piece.
The chests show all of the features of Louis XV period (1715 – 1774) furniture,
including cabriole legs, symmetrical rounded fronts, and in the decorative chinoiserie motifs, a new technique of lacquering wood introduced specifically in
that period.
In Roman high-class houses, it was custom to pair two chests of drawers with
matching Baroque mirrors and place them below the mirrors in the salon.
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ITALIAN SCHOOL
(Rome, XVIII Century)

Set of Four Armchairs
Gilt and carved wood
127 x 70 x 60 cm. / 50 x 27 ½ x 23 3/5 in.

Provenance
Pandora Fine Art, London;
Acquired from the above by the present owner

These armchairs were probably carved and gilt in the magical moment of confluence between the two major artistic climates of the time: Neoclassicism and
Baroque.
Hailing from an eighteenth century Roman school of master wood carvers, with
deeper seventeenth century origins, the decoration boasts none of the Neo-classicist attraction for Ancient Greek and Roman art.
They were clearly carved at a point at which the Baroque style had abandoned
some of its decorative zest, which is mostly visible in the armchair legs but fades to
more delicate ornamentation elsewhere.
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GIUSEPPE RUSNATI
(Italian, 1647 – 1713)

Bust of Cesare II Visconti,
Third Marquis of Cislago (r. 1674 – 1716)

c. 1674 – 79
White Carrara marble
Height: 99 x 210 cm. with pedestal / 38.9 x 82.7 in. with pedestal

Provenance
Collection of Count Francesco Castelbarco Albani, Italy
(possibly since 1713);
Sotheby’s, Palazzo Capponi, Florence, 22 May 1973, Sale

Giuseppe Rusnati was a leading Lombard sculptor of the Italian Baroque period.
This impressive sculpture is believed to date from between 1674, when Cesare II
succeeded his father, and 1679, when he was bestowed with the Order of the Gold-

of the Collection of Count Francesco Castelbarco Albani;

en Fleece. The portrayal is executed with refined skill, particularly in the intricate

Sale, Sotheby’s London, 10 Dec 2002, lot 126;

hair, ruff and elegant flowing drapery that enshrouds the bust from below, a signa-

Private Collection, Milan, Italy;
Botticelli Antichita, Florence, Italy;
Acquired from the above by the present owner

ture of Rusnati’s sculpture.
The bust was in the collection of Count Francesco Castelbarco Albani Simonetta
(1900-1979), whose family had absorbed the lands of Cislago into their feudal territories in 1716 with the death of Cesare II. It first appeared on the market in 1973,
when the Count’s collection was dispersed at Sotheby’s, Florence.
The bust has attracted notable academic debate and is a rare example of the highly regarded, rare work of Giuseppe Rusnati.
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HENRY BARRAUD
(British, 1811 – 1874)

Two Bay Hunters in a Landscape

1860
Oil on canvas
63.5 x 76.8 cm. / 25 2/5 x 30 7/10 in.

Provenance
Christie’s, South Kensington, Sporting Art, 8 Jun
2006, lot 175;
Richard Green Fine Art, London;
Private Collection, UK;
Acquired from the above by the present owner

Barraud was a leading history, portrait, subject and equine painter of the nineteenth Century, working in London. For many years he shared a studio with his
brother and fellow artist, William Barraud (1810 – 1850). Together they collaborated on many artworks and upon William’s death, Henry continued to paint with
great productivity.
The artwork in question hails from his highly mature style and is a masterful
equine double portrait. Barraud was a noted equine painter, once invited to paint
Uxbridge, a saddle horse belonging to Her Majesty the Queen. He exhibited regularly at the Royal Academy from 1833-1859 and contributed to the Sporting Magazine from 1854-1861. Barraud’s masterpiece, We Praise Thee, O God! was reproduced
as an engraving to great success, copies selling in the hundreds of thousands.
His son Francis Barraud (1856-1924) was also a painter and is remembered best for
his painting Nipper, which was used for the His Master’s Voice record label,
relatively unknown by the original title Dog looking at and listening to a
Phonograph, 1898.

29

JOHN ATKINSON GRIMSHAW
(British, 1836 – 1893)

The Quiet of the Lake, Roundhay Park
1870
Oil on card
21 x 33 cm. / 8 1/4 x 13 in.
Signed and dated l.l. ‘Atkinson Grimshaw 1870+’

Provenance
Richard Green Fine Art, London;
Private Collection, UK

John Atkinson Grimshaw was a notable Victorian painter, particularly adept at
landscape painting and specialising in nocturnes. Self-taught, in part due to the
staunch opposition he received from his parents toward his chosen profession,
Grimshaw began exhibiting in Leeds in the 1860’s with miniature still life paintings.
Some years prior to this, in 1858, he married the cousin of fellow artist Thomas
Sidney Cooper (1803 – 1902), which went a long way to establishing Grimshaw
himself firmly in the profession of painting. Success came by 1870 and he moved
to a large seaside home near Scarborough.
From the mid 1870’s, Grimshaw began to produce a larger body of his nocturnes,
both cityscapes and seascapes, for which he is renowned for today. His oeuvre was
broad and thoughtful – painting landscapes and seascapes both at night and day,
a smaller body of mythological, historical and biblical scenes, as well as portraits
of contemporary women. Grimshaw’s artworks were highly sought after by private
collectors, with a large amount of his works remaining in private hands today – he
exhibited only five artworks at the Royal Academy from 1874 – 86.
The Quiet of the Lake, Roundhay Park, is one Grimshaw’s earliest known paintings of
the view surrounding Waterloo Lake in Roundhay Park on the outskirts of Leeds, a
setting that he painted numerous times for its picturesque serenity.
The first three paintings of the park were commissioned by a committee of the
House of Lords as part of a the Leeds Corporation Improvement Bill.
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ARTHUR HACKER
(British, 1858 – 1919)

Picking Wild Flowers
1897
Oil on canvas
38.1 x 45.7 cm / 15 x 18 in.

Signed and dated l.l. ‘Arthur Hacker ‘97’

Provenance
Richard Green Fine Art, London;
Private Collection, UK

A student of the Royal Academy (1876 – 80), Arthur Hacker was an important
exponent of British Classicism; upon graduation he travelled to Paris where he
studied at the atelier of Léon Bonnat (1833 – 1922).
Whilst still studying, he was exhibiting at the RA, at the relatively young age of
twenty, becoming an associate in 1893 and full member in 1910.
A High Victorian artist of repute, Hacker’s works can be seen at Tate Britain, London, Leeds City Art Gallery, and the Walker Art Gallery, Liverpool among others.
His subject matter generally followed academic ideals and includes paintings of
contemporary drama, mythological and Biblical narrative, landscapes and still
lifes.
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WALTER RICHARD SICKERT
(British, 1860 – 1942)

Doge’s Palace, Venice
c. 1901
Oil on canvas
64.8 x 45.7 cm. / 26 x 18 1/4 in.
Signed l.l ‘Sickert’

Provenance
Possibly Sir Hugh Walpole;
Leicester Galleries, London;
Alex Reid & Lefevre Ltd, London;
Sale, Sotheby’s, London, 9 – 10 Jun 2015, Lot 9;
Acquired from the above by the present owner

Exhibitions
London, Leicester Galleries, Exhibition of the Art Collection of
the Late Sir Hugh Walpole, Apr – Jun 1945, (possibly)

Literature
Wendy Baron, Sickert, Paintings and Drawings, Yale University Press, New Haven and London, 2006, cat. no.105.2, p.221;
Wendy Baron, Sickert, Phaidon Press London, 1973, pg. 314

The artist existed to disentangle from nature the illumination that brings out most
clearly the character of each scene.
Walter Richard Sickert, July 1923

Richard Walter Sickert, a leading figure in modern British art, renowned for his music-hall
paintings of the 1880’s and prominent role as founder of the Camden Town Group, retained a
deep-rooted fascination with Venice, and particularly St. Mark’s Square.
Aware of the ethereal floating city’s majestic appeal from his time as an apprentice to James
Abbot McNeill Whistler (1834-1903) and his assistance in the latter’s series of Venetian etchings, Sickert was himself to visit between 1895-1904. Sickert’s, and the public’s, thirst for Venice
was further fuelled by John Rushkin’s treatise on Venetian art and architecture, The Stones of
Venice, published 1851-53 in three volumes.
Venetian scenes by Sickert were among his most sought after following a Parisian exhibition
at Gallery Bernheim Jeune in 1904, where a majority of canvasses were of Venetian theme.
Indeed, Sickert described Venice as “The loveliest City in the World”, in ‘The New Life of
Whistler’, Fortnightly Review, December 1908.
In our painting, Sickert renders a familiar scene in a completely new and unfamiliar way.
Focusing on two major symbols of Venetian power – the Ducal Palace and the Lion of St.
Mark – representing wealth, power, prestige and imperial glory, Sickert paints in a very loose
Impressionistic hand, focussing on the gradations of light that rake the Gothic palatial façade.
The angle of approach likewise heightens its scenic grandeur; omitting the lagoon, the
palace becomes more imposing, dwarfing the figures wandering below who are flecked out
with skilled, minimal brushwork. As the viewer, our eye is prohibited from escaping by the
monolithic St. Mark’s column to the right. Studying the light masterfully, Sickert has played
the rich pink hues of the stonework, against the crimsons of the ground, all contrasted against
a backdrop of hazy blue.
Sickert expert Wendy Baron noted in her book Sickert, 1973, that this piece relates to an 1896
painting of The Lion of St. Mark, in the Collection of the Fitzwilliam Museum, Cambridge;
however she further declares that our painting is “very freely painted”, evidently more Impressionistic and of a later date.
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GEORGES D’ESPAGNAT
(French, 1870 –1950)

Vase de roses, éventail et Sphinx
Oil on canvas
Signed u.l ‘gdE’
61 x 50 cm. / 24 2/5 x 20 in.

Provenance
Sale, Artcurial, Paris, 30 Oct 2013, lot 155;
Sale, Bonhams, London, 20 Mar 2019, lot 234;
Acquired from the above by the present owner

D’Espagnat, sans cesser d’être un Indépendant, a pris une place marquante parmi
les maîtres modernes / D’Espagnat, without ceasing to be an Independent, has
taken a prominent place among modern masters.
Emmanuel Bénézit (1854-1920), Art Historian, Dealer, Collector and
author of the Bénézit Dictionary of Artists (1924)

Moving to Paris as an eighteen year old, D’Espagnat was self-taught, studying
Old Masters at the Louvre first-hand. An important individualist French painter
whose works have been described as Fauve, Nabis and Impressionist, he did not
reach stratospheric fame during his lifetime, however he exhibited at the Salon
des Refusés of 1891 and the Salon des Indépendants of 1892.
D’Espagnat held solo exhibitions at the Parisian and New York galleries of
Durand-Ruel gallery; and group exhibits in 1907 and 1926 with Bonnard, Matisse,
Braque, Chagall, Picasso, Cézanne, Seurat, Toulouse-Lautrec and Signac.
D’Espagnat retained a close friendship with his mentor Renior until his passing in
1919. Renoir’s, and Cezanne’s, influence is clearly visible in the hazy, softly
expressive brushwork and colour, and flat, distorted perspective respectively,
which is harmoniously graceful and poetic.
D’Espagnat’s works can be found in private collections and public institutions
internationally, such as the Art Institute of Chicago, the Museum of Fine Arts,
Boston, the Musée d’Orsay and Musée d’Art Moderne, Paris, the Metropolitan
Museum of Art, NY, the Pushkin Museum, Moscow, and the Musée Royal des
Beaux-Arts, Brussels, among others.
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MARCEL DYF

(French, 1899 – 1985)

Claudine Songeuse (Claudine Pensive)

Oil on canvas
59.7 x 73.7 cm. / 23 9/10 x 29 1/2 in.

Provenance
With Frost and Reed, London, no. 24338;
Private Collection, UK;
Sale, Bonhams, London, 20 Mar 2019, lot 244;
Acquired from the above by the present owner

As a young, aspiring Impressionist, Dyf moved from the Normandy family home
to Arles in 1922 to train and open a studio, he would keep this studio until 1942.
Following WWII he moved to Venice and then to Cannes in the early 1950’s where
he would paint for many years.
It was here in Cannes where Dyf met and married Claudine Godat, a 19-year-old
model some 36 years his younger. She was to become his wife, lifelong love and
the inspirational subject for much of his painting. His painting in the South was
supported by a large American collector following.
The artist’s adoration for Claudine led to numerous paintings of her in daily
settings, where through his colourful palette and energetic brushwork, Dyf would
adoringly portray his muse with angelic serenity and beauty.
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MARCEL DYF

(French, 1899 –1985)

Scène de port

c. 1930
Oil on canvas
46 x 55 cm. / 18 2/5 x 22 in.

Provenance
Private Collection;
Private Collection;
Sale, Sotheby’s London, 27 Feb 2019, lot 263;
Acquired from the above by present owner

As a young, aspiring Impressionist, Dyf moved from the Normandy family home
to Arles in 1922 to train and open a studio, where he would paint until 1942. Dyf’s
oeuvre was extensive, painting landscapes, cityscapes, daily scenes and the
changing seasons, before meeting his muse Claudine Godat in the mid-1950’s, who
became the subject of much of his work.
Following WWII, he moved to Venice and then to Cannes in the early 1950’s where
he would work for many years. His painting in the south was supported by a large
American collector following. Scène de port (c. 1930) was perhaps painted in Arles
or the surrounding area.
The light and reflections on the water have been captured with bold, large brushstrokes in a thick impasto, thus creating movement in the foreground. In contrast,
the artist has utilised tighter, smaller brushstrokes moving up the picture plane to
emphasise this transition into the detailed cityscape of the background. Dyf draws
attention to light, colour and atmosphere rather than the physical setting that we
see.
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ACHILLE LAUGÉ
(French, 1861 – 1944)

Paysage aux Grand Arbres

1916
Oil on canvas
45.4 x 36 cm. / 18 1/6 x 14 2/5 in.

Provenance
Private Collection, Biarritz;
Private Collection, France;
Sale, Sotheby’s London, 27 Feb 2019, lot 427;
Acquired from the above by the present owner

Laugé was born in the southern town of Arzen and studied in Paris at the École
Nationale Supérieure des Beaux-Arts. He shared a studio and a life-long friendship with Aristide Maillol (1861 – 1944) in the city. Despite his formal training,
Laugé was a fairly radical artist, experimenting selectively with artistic theories
that intrigued him.
His oeuvre began in a Neo-Impressionist, Divisionist style, inspired by Seurat and
Signac, yet less strict. This evolved from dots into looser cross-hatching brushwork after 1896, and by 1905, he was painting even looser still with brushstrokes
of thick impasto – a more traditional Impressionism. The artwork in question
belongs to this fully developed, mature style.
Laugé exhibited at the Salon des Indépendants, 1894, and his work is held by several museums, including the Musée d’Orsay, Musée National D’Art Moderne and
the Musée du Louvre in Paris.
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WILLY SCHLOBACH

(Belgian-German, 1865 – 1951)

Les Pommiers

Painted in Brabant (Belgium), 1904
Oil on canvas
37.5 x 50.2 cm. / 14 3/4 x 19 3/4 in.

Provenance
Private Collection, Västragötaland, Sweden;
Private Collection, Sweden;
Sale, Sotheby’s, London, 27 Feb 2019, lot 368;
Acquired from the above by the present owner

Willy Schlobach, born to German parents, spent his youth in Belgium where he
studied at the Académie Royale des Beaux-Arts, Brussels. His early works are
Impressionist.
In 1884 he co-founded Les XX (Les Vingt), who painted in a hazy, atmospheric
Neo-Impressionist style. The group, made of twenty Belgian painters, designers
and sculptors, exhibited annually over a ten year period, also inviting twenty guest
artists for each show. Artists included Monet, Pissarro, Seurat, Gauguin, Van Gogh
and Cézanne.
In 1887 he spent a few years in London painting the city’s nightlife. His work
became increasingly Neo-Impressionistic until in 1894 he reverted to his earlier
Impressionist style, which he retained for the remainder of his career in Germany,
following the onset of WWI.
This powerful work by Schlobach, of apple trees blossoming in the sunshine in
the Belgian Province of Brabant, is typical Impressionist subject matter. The deep
purple palette, a favourite of Monet’s, is seen in the wind-brushed grass, bushes,
tree-trunks, blossom and skyline.
The artist has captured the atmosphere of the moment acutely, rendering a sense
of movement through the picture plane as the wind blows everything, including
the clouds, towards a central hidden vanishing point beyond the apple trees. The
painting retains fair evidence of Schlobach’s hazy style from his time with Les
Vingt, beautifully complimented by the thick impasto across the canvas.
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MAURICE UTRILLO
(French, 1883 – 1955)

Château de Saintines, Oise
1925
Oil on panel
Signed and dated l.l ‘Maurice Utrillo, V, 1925’
28.7 x 42.5 cm. / 11 1/2 x 17 in.

Provenance
Marie & Alfred Ehrlich;
Wildenstein & Co., New York (acquired from above in 1953);
Stephan Hahn, New York (acquired from the above in 1953);
Sale of Dr. Daniel Lipshutz, Sotheby’s, New York, 17 Nov
1983, lot 171;
Sale, Sotheby’s, New York, 10 Oct 1985, lot 42;
Acquired from the above by the present owner

Maurice Utrillo led a troubled youth of alcoholism and related disorders that
plagued him throughout life, perhaps due to the lack of a father-figure in adolescence. Early truancy meant much of his time was spent in the bars of Montmartre
with his friend Amadeo Modigliani, a past time that would send the latter to an
early grave.
Around the age of twenty-one, Utrillo, was hospitalised for the first of many alcohol related issues. It was here that his mother, Suzanne Valadon, an important
artist herself, encouraged her son to turn to painting as therapy and distraction.
Valadon had risen from teenage artists’ model, and rumoured lover, to Henri
Toulouse-Lautrec, Pierre Auguste Renoir, Pierre Puvis de Chavannes and Edgar
Degas. Time modelling for, and in the company of these masters, in turn became
unofficial painting classes as the young Valadon absorbed her masters techniques,
ultimately becoming their peers, and the first female artist to exhibit at the Societe
Nationale des Beaux-Arts, in 1894.
A natural like his mother, Utrillo began painting the streets of his home neighbourhood of Montmartre with vigour. He was a natural painter of landscapes,
cityscapes, Château’s and rural village scenes, adopting a bold palette from his
mother whose own paintings were proto-Fauvist. Utrillo’s devotion to his mother
can be seen in his signature, which almost always culminates with a V for Valadon.
The French Château evidently had meaning and importance for Utrillo, having
spent much time in Chateau Beaujolais where both he and Suzanne held studios
in her later years. The painting of Château de Saintines is the second known
version, relating to an untitled oil painting from 1922 of an identical view. Utrillo
painted multiple other Chateau’s as well as various street scenes in Oise from 19221938. In 1929 he received the Legion of Honour from the French Government in
recognition of his services in art.
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CORRADO CAGLI
The Bishop

PABLO PICASSO

Taureau
Visage en forme d’horloge
Visage au carton ondulé
Visage Larve

ANDY WARHOL

In the Bottom of My Garden
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CORRADO CAGLI
(Italian, 1910 – 1976)

The Bishop
1959

Oil on canvassed paper
48.9 x 34.9 cm. / 19 3/5 x 14 in.

Provenance
Brun Fine Art, London;
Private Collection, Rome;
Acquired from the above by the present owner

Exhibited
Sesto Fiorentino, Rifugio Gualdo, Omaggio a Carrado Cagli,
2000;
Pordenone, Galleria Saggitaria, Maestri Italiani del XX Secolo,
Nov 2003 – Feb 2004;
Benevento, Palazzo Paolo V, Cagli. L’Opera. 1931 – 1976, Apr –
Jul 2007;
Ravenna, Palazzo Mauro De Andre, Corrado Cagli. Una metamorfosi continua, Aug – Sep 2010;
London, Brun Fine Art, 38 Old Bond Street, Corrado Cagli:
from Rome to New York, Feb – Apr 2018

Literature
Sesto Fiorentino, Rifugio Gualdo, Omaggio a Carrado Cagli,
2000, illustrated as cat. no 23;
Pordenone, Galleria Saggitaria, Maestri Italiani del XX Secolo,
Nov 2003 – Feb 2004, illustrated pg. 72;
Benevento, Palazzo Paolo V, Cagli. L’Opera. 1931 – 1976, Apr –
Jul 2007, illustrated as cat. no 70;
Ravenna, Palazzo Mauro De Andre, Corrado Cagli. Una metamorfosi continua, Aug – Sep 2010, illustrated pg. 72;
London, Brun Fine Art, 38 Old Bond Street, Corrado Cagli:
from Rome to New York, Feb – Apr 2018, illustrated pgs. 67, 92

Corrado Cagli was a leading Italian exponent of Modernism. Early in his career, he
endeavoured to encapsulate a new, pure form of painting that drew upon the rich artistic
history of the nation, always looking to further his realms of representation – this can be
seen in his restless artistic practice, shifting between mediums and styles both regularly
and drastically.
Elements of the primodalismo he introduced upon co-founding the Grupo dei Nuovi
Pittori Romani (the ‘Roman School of Painting’) in 1932, were already evident in early
mural and fresco painting for public commissions. This evocative style of painting sought
inspiration from Classicism and Ancient Rome.
An artist of Jewish heritage, Cagli was forced to leave Italy in 1938 following the untenable
passing of the Italian Racial Laws (1938 – 43). He first went to Paris and then to New York
where he called home until 1947.
Cagli’s artistic theories and concepts progressed greatly in New York – these were formative years in exile, exhibiting regularly. Moving within intellectual circles of leading
mathematicians and theorisers of the day – his sister having married the mathematician
and lecturer Oscar Zariski – Cagli studied non-Euclidean mathematics and physics,
working on an appropriation to abstract art, a creative tangent that would define his later
post-war oeuvre back in Italy.
Cagli took citizenship in 1941 and, intent on defending freedom, he actively took part as an
officer in the Normandy Landings, campaigns of France and Paris, Belgium, the Ardennes
and the liberation of Dachau concentration camp, Germany.
Following the war, Cagli abandoned his previously mythopoetic style, focusing on a
personal abstract style of painting guided by mathematical and scientific theory he had
undertaken in America – attempting to convey three-dimensions on a two-dimensional
canvas, in his own language. Artworks from this period, 1950 – 60, are clearly less figurative as Cagli produced in increasing degrees of abstraction, non-figuration and dynamic
colour.
The artwork in question, The Bishop, 1959, hails from this culmination, realised in an
intensely productive two year period of a small number of quality, distinctive artworks in
this style. The series Cards (1958 – 59), utilised oil paint and, symbolically, an airbrush, to
create trompe-l’œil in an emphaically illusory, multi-dimensional image that references
classical ideals in an entirely Cagli way.
Corrado Cagli remains a leading figure in 20th century art and his artworks can be found
in private collections and public institutions worldwide.
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PABLO PICASSO
(1881 – 1973)

Taureau | Visage en forme d’horloge
Visage au carton ondulé | Visage Larve

1956 – 1967
Repoussé silver
c. 42 cm. diameter
From the edition of 20, plus 2 exemplaires d’artiste and 2 exemplaires d’auteur
Conceived by Pablo Picasso and François Hugo in 1956; cast by François Hugo and son, Pierre Hugo, from 1956 – 1967

Provenance
Private Collection, UK

Literature
Georges Bloch, Pablo Picasso: Catalogue de l’oeuvre gravé
céramique, 1949-1971, Bern, 1972, vol. III, pp. 59, 62, 69, 76-78,
80-84, 86-88, 90-91, 93-94, 96-97, 102, 104, 107-108, nos. 63,
68, 82, 90-92, 94-98, 100-102, 104-105, 107-108, 110-111, 116, 118,
121-122 (white ceramic versions illustrated);
Douglas Cooper, François Hugo & Pierre Hugo, Picasso: 19
plats en argent, Paris, 1977, n.p. (other examples illustrated in
colour except nos. xvii – xix, xxiii, xxiv);
Alain Ramié, Picasso: Catalogue of the Edited Ceramic Works,
1947- 1971, Madoura, Vallauris, France, 1988, pp. 145, 158,
164-168, 170-174, 176, 177, 178-179, 181, 184, 186-187, nos. 283, 309,
321-323, 325-327, 329-330, 332, 334, 336, 338, 340, 343, 344, 346347, 349, 353, 358, 361, 363 (white ceramic versions illustrated
in colour);
Pierre Hugo & Claire Siaud, Bijoux d’artistes: Hommage à
François Hugo, Aix-en-Provence, 2001, pp. 147-193 (other
examples illustrated in colour except nos. xxiii-xxiv)

During his lifetime, Picasso created a large volume of ceramics, but only crafted
silver plates in twenty-four designs. The plates were created in the repoussé technique, of hammering into relief from the reverse, by master gold and silver-smith,
François Hugo, great-grandson of the eminent French writer Victor Hugo, after
original models and designs conceived in ceramics by Picasso himself.
It should be said that versions of the same designs were also created in gold, in
editions of 20, plus 2 exemplaires d’artiste, however they were of a much smaller
size, being around 5 cm in diameter. Likewise, the fruitful collaboration produced
plates, statuettes, vases, compotiers and medallions executed in gold and silver.
First introduced to ceramics at Vallauris in 1946, Picasso went on to execute many
works in the medium with great creative gusto, however his body of work in silver
is small and rare. The designs are inspired by three themes: Henri Matisse, bullfights and his second wife Jacqueline Roque. As such, they offer a personal insight
into Picasso’s most intimate influences.
The plates were kept private by Picasso for many years, his initial intention was
to keep them for himself, until, after much convincing by Hugo, they were shown
for the very first time at the 1977 solo exhibition Picasso – 19 silver platters at Lever
Galleries, London, and Galerie Matignon, Paris. The exhibition became a major
milestone in the artist’s career generating a newfound appreciation for the importance of the artist’s non-painting oeuvre and a resurgence of the great master to the
forefront of contemporary art practice.
A full set of 24 plates was offered at Sotheby’s, Hong Kong, in 2016 – the first time a
complete set was sold – realising just over £1.7 million.
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ANDY WARHOL

(American, 1928 – 1987)

In the Bottom of My Garden

1956
Offset lithographs on paper (20 total), hand coloured in watercolour (13 total)
22.2 x 27.9 cm. / 8 3/4 x 11 in. (each, unframed size)
Published by Andy Warhol 1956
Inscribed to Mrs. Demster, front cover, in the handwriting of Julia Warhola (artist’s mother)
Artist’s rubber stamp; Andy Warhol Art Authentication Board stamp number A118.100

Provenance
Leon Danielian (most likely gifted by Warhol);
Sale, Sotheby’s, New York, 18 Jun 2010, Lot 90;
Sale, Bloomsbury Auctions, 28 Jun 2012, Lot 417;
Acquired from the above by the present owner

Literature
F. Feldman & J. Schellmann (eds.), Andy Warhol Prints: A
Catalogue Raisonné 1962-1987, New York 2003

In the Bottom of My Garden, brings together all of Andy Warhol’s inherent and budding
artistic charm from his formative, pre-Pop, years. Produced in the mid-1950’s for his family
and friends, Warhol derived the story from a combination of sources – the children’s book,
Flower Fairies in the Autumn, by Cicely Mary Barker, Les Fleures Animée, by J.J. Grandville
and the title derived from the song, There Are Fairies in the Bottom of Our Garden, by Rose
Fyleman and Liza Lehmann, further mooted by Beatrice Lillie, who also features in one of
Warhol’s gold shoe collages.
The hand illustrated book, produced in an unknown quantity, varies from a total of twenty
or twenty-one hand-coloured and black & white offset lithographs, incorporating Warhol’s
famed irregular blotted lines, flat colour and fluorescent palette from his early commercial
training, elements that were to become emblematic of his later Pop art style.
At the basis of the series are a delightfully mischievous group of putti and fairies who frolic
and tease one another, and us as the viewer. Infused with an underlying sexual promiscuity, the works exude the cheeky character of Warhol. The cursive text accompanying the
imagery was executed by his mother, typical in many of his works on paper.
Themes seen in In the Bottom of My Garden, such as flowers, androgynous putti and sex, are
revisited regularly throughout Warhol’s later oeuvre.
Our set was most likely gifted to Leon Danielian directly by Warhol – Warhol was clearly an
admirer, having made an ink portrait of the dancer in the late 1950’s. Danielian was premier
danseur with the Ballet Russe de Monte Carlo from 1943 to 1958 and perhaps the playful
frolicking of Warhol’s putti encouraged him to gift the works to Danielian. In 2010, Sotheby’s noted that the inscription to a Mrs. Demster found on the front cover, may have been an
affectionate nickname for the books first owner.
Several copies are held in the permanent collection of the Andy Warhol Museum, Pittsburgh, USA.
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LEONARD COHEN

The Living Poet
Early Self Portrait
Red Guitar

TRACEY EMIN

The Miracle Fishermen

SHANI JOEL
Buddha
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LEONARD COHEN
(Canadian, 1934 – 2016)

The Living Poet

2011
Pigment print on Arches cotton rag
Signed, numbered and titled in pencil
38.1 x 30.5 cm. / 15 x 12 in.
Limited edition of 100
Produced by Leonard Cohen Art and
Richard Goodall Gallery, UK

Early Self Portrait
2014
Pigment print on Arches cotton rag
Signed, numbered and titled in pencil
38.1 x 30.5 cm. / 15 x 12 in.
Limited edition of 100
Produced by Leonard Cohen Art and
Richard Goodall Gallery, UK

Red Guitar

2012
Pigment print on Arches cotton rag
Signed, numbered and titled in pencil
76.2 x 50.8 cm. / 30 1/2 x 20 1/3 in.
Limited edition of 100
Produced by Leonard Cohen Art and
Richard Goodall Gallery, UK

Canadian singer-songwriter Leonard Cohen was born in 1934 and is best known
for the masterful lyricism of his folk-rock songs. An early writer and guitarist, the
melancholy lyrics that characterise his music often revolve around sexuality, love,
spirituality and despair.
An artist of many talents, Cohen never intended his paintings to be exhibited and
sold, referring to them as “decorations” rather than paintings, and were often first
seen as illustrations in his poetry books.
These paintings and drawings seem to show him at play, deriving pleasure and
amusement from the world immediately about him, which includes himself.
Many were self-portraits, of which he painted hundreds, many adorned with
hilarious self-deprecating captions.
All artworks are produced with permanent pigment ink on sheets of 300lb
watercolour paper finished with a hand deckled edge.
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TRACEY EMIN
(British, b. 1963 – )

The Miracle Fishermen
1986
Monotype in colours on wove paper
51.9 x 45.5 cm. / 20 1/5 x 18 in.

Provenance
Sale, Dreweatts & Bloomsbury 1759, London, 03 Dec
2014, lot 180;
Sale, Lyon & Turnbull, Edinburgh, 27 Mar 2019, Lot 277;
Acquired from the above by the present owner

Monoprints are alchemic. You can never be quite sure how it’s going to come out
until you’ve finished.

Tracey Emin

Turner Prize Winner and famed YBA member Tracey Emin has created a large,
significant body of work in monoprints since her early career. The technique,
Emin believes, is perfect for her scratchy style of drawing and allows her stream of
consciousness to take life on paper. Her wider body of monotypes from the early
1990’s onwards have a strong diaristic feel.
In The Miracle Fishermen, 1986, we are offered a rare, opportunistic insight to the
extreme early work of the artist – before she forged her provocative, outspoken
persona, lived-out so directly in the public eye. The work hails from Emin’s very
first series of five unique monotypes produced at Curwen Studio’s in 1986 after she
had left Maidstone College of Art and before her acceptance to the Royal College
of Art the following year.
Other works in the series include Woman and Her Baby and The China Shoe Story
Margate 360 that similarly touch upon Biblical themes – a thematic rarely associated with Emin, however it does feature occasionally in later works such as The Disposition, 1989, monoprints on paper, in the collection of Stuart and Margaret Evans.
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SHANI JOEL

(British, b. 1992 – )

Buddha

2016
Mixed media
50.3 x 34.3 x 65.02 cm. / 19.7 x 31.5 x 25.6 in.

London-based artist, Shani Joel, won the Saatchi Sculpture Prize aged seventeen.
Her work has been featured on the Channel 4 show Four Rooms, where she was
offered the princely sum of £10,000 for her sculpture, The Skull.
Buddha manifests Joel’s desire to create something majestic and ethereal by combining her design expertise and cultural encounters in a visually arresting symbiosis of natural and man-made found objects.
The composition, constructed from a plethora of incongruously-placed materials,
is inspired by Giuseppe Archimboldo’s Primavera. Decadent yet elegant, Buddha
gives shape to Joel’s creative sculptural desires to not ‘represent an elitist aspect,
but rather effortlessly seem majestic’.
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