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PROPERTY FROM A PROVENANCE
PRIVATE MIDWESTERN COLLECTION Durand-Ruel, New York

Robert Holmes ElImendorf, New Jersey
HENRY MORET (acquired from the above on January 18, 1932)
1856 - 1913 Thence by descent

Les Barques d’Audierne, Bretagne $60,000-80,000

Signed -Henry Moret- and dated 1907
(lower left)

Qil on canvas

25%4 by 36%4in.; 65.4 by 92.1cm
Painted in 1907.

This work will be included in the catalogue
raisonné being prepared by Jean-Yves Rolland.
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PROPERTY FROM A PROVENANCE
PRIVATE COLLECTION, AUSTRALIA Durand-Ruel, Paris
Findlay Galleries, New York
HENRY MORET Acquired from the above in October 1969
1856 - 1913
EXHIBITED
T|e d’Quessant Brisbane, Queensland Art Gallery, 2004-08
(on loan)

Signed Henry Moret. and dated 1903

(lower right) $ 70,000-90,000
Oil on canvas

21%4 by 25%4in.; 55.2 by 65.4 cm

Painted in 1903.

This work will be included in the catalogue
raisonné being prepared by Jean-Yves Rolland.

25
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PROPERTY FROM THE ESTATE OF PROVENANCE

MARCEL LINDENBAUM Private Collection, California (and sold:
Sotheby’s, New York, February 25,1992, lot 10

MAXIME MAUFRA ys New uary )

Acquired at the above sale
1861-1918

$ 30,000-40,000
La Rentrée des bateaux de péche

Signed Maufra. (lower right)
Qil on canvas
23%s by 28Y4in.; 60 by 71.8 cm

This work will be included in the forthcoming
catalogue raisonné being prepared by Madame
Caroline Durand-Ruel Godfroy.
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PROPERTY FROM THE ESTATE OF
MARCEL LINDENBAUM

MAXIME MAUFRA
1861- 1918

La Jetée de Portivy, Morbihan

Signed Maufra and dated 1909 (lower right)
Qil on canvas

23% by 32in.;60.3 by 81.2 cm

Painted in 1909.

This work will be included in the forthcoming
catalogue raisonné being prepared by Madame
Caroline Durand-Ruel Godfroy.

PROVENANCE

Durand-Ruel, Paris (acquired from the artist on
June 3,1909)

Durand-Ruel, New York (acquired from the
above on February 17, 1912)

Mrs. C.N. Senff, New York (acquired from the
above on October 28, 1913)

Mr. Acampora, New York (and sold: Parke-
Bernet Galleries, Inc., New York, May 22,1943,
lot 148)

Daniel C. Fox, New York (acquired at the above
sale)

Private Collection, New Jersey (by descent
from the above and sold: Sotheby’s, New York,
February 25,1992, lot 5)

Acquired at the above sale

LITERATURE
Arséne Alexandre, Maxime Maufra, Peintre
marin et rustique, Paris, 1926, illustrated p. 136

$ 30,000-40,000
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HENRY MORET
1856 - 1913

L'lle de Groix

Signed Henry Moret (lower right)
Qil on canvas
29 by 36%zin.; 73.6 by 92.3 cm

This work will be included in the catalogue
raisonné being prepared by Jean-Yves Rolland.

PROVENANCE

Kunsthaus Buhler, Stuttgart

Sale: Baron Ribeyre & Associés, Paris, July 2,
2008, lot 178

Rehs Galleries, New York

Private Collection, United States

(acquired from the above and sold: Sotheby'’s,
New York, May 10, 2016, lot 380)

Willow Gallery, London

(acquired at the above sale)

Acquired from the above by the present owner

$ 150,000-250,000

28 SOTHEBY'S

Henry Moret was born in 1856 in the town

of Cherbourg, a strategically important port
located on the Normandy coast. Typical of
many families residing in Cherbourg, Moret’s
father was a garrison officer and Henry followed
his father's path with a brief period of military
service before becoming a professional artist.
Moret's artistic training took place at the
Ecole des Beaux-Arts, under the guidance of
academic painters Jean-Léon Géréme and
Jean-Paul Laurens. This traditional academic
pedigree is almost untraceable in Moret's
later work, as he embraced Impressionist
and Synthetic techniques in a masterful
reconciliation of two competing artistic
orthodoxies to develop an artistic vocabulary
of his own.

IMPRESSIONIST & MODERN ART DAY SALE

As a part of his military service Moret
was stationed in'Brittany in 1875 and
became captivated by the rugged landscape,
which also attracted other Impressionist
and Post-Impressionist painters. By 1888,
Moret had become well-acquainted with the
artists working in Pont-Aven and was heavily
influenced by their experimental technique.
Around the turn of the century however, Moret
began to shift away from Synthetism and
adopted a more Impressionistic vocabularyto
depict the raw beauty of Brittany.

The present work depicts Groix, a remote
island off the coast, where the rocky cliffs and
expanse of the Atlantic provide a backdrop
that is dramatic even by Breton standards.
Dominated by ravishing shades of greens, blues
and oranges, it is a beautiful example of Moret's
later output, when the development of his
singular style had reached full maturity.
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PROPERTY FROM A PRIVATE AMERICAN COLLECTION

HENRY MORET
1856 - 1913

Les Sabotiers

Signed Henry Moret (on the stretcher)
Oil on canvas

18Ys by 24 in.; 46 by 61 cm

Painted circa 1896.

This work will be included in the catalogue
raisonné being prepared by Jean-Yves Rolland.

PROVENANCE

Browse & Darby, London (and sold: Sotheby's,
London, February 21, 1990, lot 9)

Acquired at the above sale

$ 30,000-40,000

30 SOTHEBY'S IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY FROM A PRIVATE NEW YORK COLLECTOR

HENRY MORET
1856 - 1913

Porspoder, Finistére

Signed Henry Moret. and dated 1910
(lower right)

Qil on canvas

2138 by 2878 in.; 54.3 by 73.3cm
Painted in 1910.

$ 80,000-120,000

This work will be included in the catalogue
raisonné being prepared by Jean-Yves Rolland.

PROVENANCE

Durand-Ruel, Paris (acquired from the artist on
March 11, 1911)

Durand-Ruel, New York (acquired from the
above on October 19, 1911)

Brooks Reed Gallery, Boston (acquired from
the above on August 3, 1915)

Galleries Maurice Sternberg, Chicago

Private Collection, Texas (acquired from the
above and sold: Sotheby’s, New York, May 12,
1994, lot 148)

Acquired at the above sale

31
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PROPERTY FROM A DISTINGUISHED
CANADIAN COLLECTION

EUGENE BOUDIN
1824 - 1898

Trouville, La Gouvernante

Signed E. Boudin (lower left); dated 70 and
inscribed Trouville (lower right)

Oil on cradled panel

5by 8%sin.; 12.7 by 21.9 cm

Painted in Trouville in 1870.

PROVENANCE

Sale: Hotel Drouot, Paris, February 28, 1878,

lot 25

Emile Strauss, Paris (and sold: Hotel Drouot,

Paris, June 3, 1929, lot 28)

M. Knoedler & Co., New York (acquired at the

above sale)

Private Collection, Canada (acquired from the

above in 1929)
Thence by descent

LITERATURE
Robert Schmit, Eugéne Boudin 1824-1898,
vol. |, Paris, 1973, no. 510, illustrated p. 189

$ 80,000-120,000

The present work is an elegant early example
of Boudin's favorite subject: the fashionably
dressed figures on the beaches of Trouville.
Having settled in Paris after his marriage

in 1863, Boudin traveled to Trouville every
summer in the ensuing decade. Jean Selz
wrote: “What fascinated Boudin at Trouville
and Deauville was not so much the sea and
ships but the groups of people sitting on the
sand or strolling along the beach: fine ladies
in crinolines twirling their parasols, pompous
gentlemen in top hats, children and little
dogs playing on the sand. In the harmony of
the colors of the elegant clothes he found a
contrast to the delicacy of the skies” (Jean
Selz, Eugéne Boudin, New York, 1982, p. 57).

Fig.1 Eugene Boudin, Scéne de plage a Trouville, 1870, oil on cradled panel,
sold: Sotheby's, New York, May 15, 2019, lot 370 for $908,000

32 SOTHEBY'S

IMPRESSIONIST & MODERN ART DAY SALE

Trouville had become a fashionable
summer retreat for the French middle classes,
and their colorful costumes feature in Boudin's
work throughout his career. Boudin often
worked in quick, impressionistic brushstrokes
highlighted by bright blue and red tones. The
artist was fascinated by the contrast between
these densely grouped men and women set
against expanses of the sky. Boudin's interest
in nature's fleeting effect on these well-dressed
groups would provide inspiration for a young
generation of Impressionists including Claude
Monet and Pierre-Auguste Renoir.
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PROPERTY FROM A DISTINGUISHED
CANADIAN COLLECTION

EUGENE BOUDIN
1824 - 1898

Venise, Il Campanile, Le Palais
ducal

Signed E. Boudin, dated 95. and inscribed Venise
(lower right); inscribed Venise (lower left)

Oil on canvas

1978 by 29%in.; 50.5 by 74.3 cm

Painted in Venice in 1895.

PROVENANCE

Durand-Ruel, Paris

Dr. Charles Abadie, Paris (and sold: Hétel
Drouot, Paris, April 17,1913, lot 1)

Graat Collection, Paris (acquired at the above sale)
Baron Robert de Rothschild, Paris

Seized from the above by the Geheime
Feldpolizei, Gruppe 540, in Paris between July
and October 1940 and removed to the German
Embassy at 82 rue de Lille, Paris

Restituted to Baron Maurice de Rothschild,
October 17,1947

Andre Weil, Paris (likely acquired from the above)
Rosenberg & Stiebel, New York (acquired from
the above on November 6, 1956)

Galerie André Weil, Paris

Mrs. Margaret Thompson Biddle, New York &
Paris (acquired from the above in 1956)
Private Collection, Canada (acquired from the
above in 1956)

Thence by descent

$ 600,000-800,000

EXHIBITED

Montreal, Museum of Fine Arts (on loan)
Fredericton, New Brunswick, Hosmer Pillow
Vaughan Gallery, 1969-71 (on loan)

Toronto, Art Gallery of Ontario, 1982 (on loan)

LITERATURE
Robert Schmit, Eugene Boudin 1824-1898,
vol. lll, Paris, 1973, no. 3398, illustrated p. 300

Venise, Il Campanile, Le Palais ducal is one

of the seventy-five paintings and sketches
Boudin produced during a two-month stay in
Venice in 1895. The artist had visited on three
occasions between 1892-94, but it was not
until his return in 1895 that he devoted himself
seriously to the challenge of painting the
famous city. Venice felt northern to Boudin,
and he was uncomfortable with artists such as
Claude Monet, Pierre-Auguste Renoir and Paul
Signac rendering the city’s waterways, bridges
and monuments in scintillating, golden hues
(see fig. 1). Boudin wrote to his dealer Durand-
Ruel in June 1895 that the city is “somewhat
disguised by the artists who usually paint
Venice, who have disfigured it by turning it

into a city heated by the brightest and hottest
sun. On the contrary, Venice, like all luminous
cities, has a grey hue, the atmosphere is mild
and misty and the sky arrays itself with clouds,
just like the sky of our Norman and Dutch
regions” (quoted in Eugéne Boudin (exhibition
catalogue), Musée Jacquemart-André, Paris,
2013, p. 210).

Fig. 1 Pierre-Auguste Renoir, Venise, Le Palais ducal, 1881, oil on canvas,
Sterling & Francine Clark Art Institute, Williamstown

34 SOTHEBY'S

IMPRESSIONIST & MODERN ART DAY SALE

The characteristically low horizon allows
Boudin to paint an animated cloudscape which
vies for dominance within the composition.
The lively brushwork deftly conveys the
movement of the gondolas, while its overcast
skies evoke the familiar scenes of Normandy.
The work alludes to some of the artist’'s
previous compositions of northern port cities
such as Camaret, Trouville and Antwerp, yet
in the present work clusters of gondola riders
take the place of the fashionable groups of
men and women populating the beaches of
Boudin's earlier canvases.

Venise, Il Campanile, Le Palais ducal
boasts distinguished provenance, having been
in the collection of Mrs. Margaret Thompson
Biddle. Mrs. Biddle was an American heiress
who relocated to Paris after World War Il and
became a well-known society figure. Her
memorable dinner parties hosted politicians,
socialites and intellectuals who admired her
vast collection of works by Renoir, Constable
and Gauguin, among others.
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PROPERTY FROM A DISTINGUISHED
CANADIAN COLLECTION

TSUGUHARU FOUJITA
1886 - 1968

Fillette au chapeau de paille

Signed Foujita (lower right)
Oil on canvas

7 by 5Y2in.;17.7 by 14 cm
Painted circa 1956.

36 SOTHEBY'S

This work will be included in the forthcoming
catalogue raisonné by Sylvie Buisson.

PROVENANCE

Private Collection, Canada

Dominion Gallery, Montreal (acquired from the
above in January 1957)

Private Collection, Canada (acquired from the
above on November 20, 1959)

Thence by descent

$ 80,000-120,000

IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY FROM A DISTINGUISHED
CANADIAN COLLECTION

ODILON REDON
1840 - 1916

Coquelicots

Signed Odilon Redon (lower left)
Qil on board

103/ by 9V4in.; 26.3 by 23.4 cm

PROVENANCE

E.J. van Wisselingh & Co., Amsterdam

Private Collection, Canada (acquired from the
above on November 19, 1962)

Thence by descent

LITERATURE

Alec Wildenstein, Odilon Redon, Catalogue
raisonné de I'oeuvre peint et dessiné, fleurs
et paysages, vol. lIl, Paris, 1996, no. 1403,
illustrated p. 46

$100,000-150,000
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PROPERTY FROM THE COLLECTION OF

.

DR. EMIL HAHNLOSE?

Distinguished among Switzerland's rich history of collect-
ing fa

> thé Hahnloser name became synonymous

art collecting in the early twentieth century,
;fforts of Emil Hanhloser, his brother
-in-law Hedy.

f four brothers, Emil displayed a penchant
enture fron an éarly age, and in 1909 was dispatched

piritsEmil mlssed his former life in Zurich and kept in close
!‘W with his family and friends in Europe. Especially atten—

pired to begin his own art collection.in 1910, and used his_
_frequent trips back to Europe to acquire contemporary works

om local galleries and auction houses. ~ »

&0 the cultural endeavors of Arthur and Hedy, Emil was ~ *

LOTS 112.& 113

The Hahnlosers belonged to an elite, predominantly
German-speaking, group of wealthy businessmen and
technocrats who took collecting contemporary art seri-
ously, quietly amassing collections almost unrivalled in
other parts of Europe and America. Emil and his fam-
ily filled their homes with works by Impressionist &
post-Impressionist masters such as van Gogh, Renoir,
Cézanne and Toulouse-Lautrec, and it was their taste
for modern French art which had a profound impact
on the cultural history of Switzerland in the twentieth
century.

More than just collectors, the Hahnlosers were avid
patrons of living artists, befriending many of the emerg-

*1ng palnters whose work they admired like Bonnard,

Matasse and Vallotton. The Hahnlosers’ love of van Gogh

4§ 4 g
LTMENE _ 5



and Renoir never waned; for it was these particular artists

who embodied the genius of French painting and served
as indispensable inspiration for the generations of Modern
masters which followed.

In his collecting efforts, Emil amassed.works which
not only stood as testaments to the evolving narra-
tive of art history, but which also spoke directly to one
another. It is Renoir’s loose brushwork and light-infused
palette, exemplified by his 1904 Liseuse, which informs
still lifes by Vuillard like the resplendent Pot de fleurs et
papiers. The directional brushwork and bold palette of van
Gogh’s People Strolling in a Park in Paris find resonance in
Bonnard’s later scenes of everyday life, including the qui-
etly elegant Péches of 1916.

The historic Villa Flora—the family home inherited
from Hedy’s grandfather—would serve as a backdrop for
works of many of history’s greatest painters, and who
themselves frequented the residence. While many of the
incomparable paintings from the family collection, includ-
ing those owned by Emil, now belong to the Foundation
inhabiting the family home, a distinguished few have
found their way into museums and important private
collections around the world. Presented in the following
pages, the exquisite canvases by Vuillard and Bonnard
chart the course of Modern art history and bear witness to
the rise of some of the greatest masters of the twentieth
century and their championship by one of the most
eminent collecting families.
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PROPERTY FROM THE COLLECTION OF
DR. EMIL HAHNLOSER

EDOUARD VUILLARD
1868 - 1940

Pot de fleurs et papiers

Signed E Vuillard (lower right)
Oil on board

1678 by 22%4in.; 43 by 58 cm
Painted in 1904.

PROVENANCE

Galerie Bernheim-Jeune, Paris (acquired from
the artist on October 1, 1904)

Maurice Gangnat, Paris (acquired from the
above on November 22,1904)

Jos Hessel, Paris (acquired by circa 1916)
Galerie Bernheim-Jeune, Paris (acquired from
the above on May 30, 1923)

Galerie Druet, Paris (acquired from the above
on June 20, 1923)

Dr. Emil Hahnloser, Zurich (acquired circa 1920s)
Thence by descent

$ 250,000-350,000

EXHIBITED

Winterthur, Kunstmuseum, Austellung
Franzésische Malerei, 1916, no. 195

Basel, Kunsthalle, Peinture francaise, 1917,

no. 127

Paris, Galerie Druet, 25 peintres contemporains,
1925, no. 192 (titled Fleurs sur la table)

Zurich, Kunsthaus Zurich, Pierre Bonnard.
Edouard Vuillard, 1932, no. 151 (titled Fleurs sur
la table and dated 1905)

Zurich, Kunsthaus Zurich, Ausléndische Kunst
in Zarich, 1943, no. 726

Basel, Kunsthalle, Edouard Vuillard, Charles
Hug, 1949, no. 170

Lausanne, Palais de Beaulieu, Chefs-d’'oeuvre
des collections suisses de Manet a Picasso,
1964, no. 157, illustrated in the catalogue
Paris, Orangerie des Tuileries, Chefs-d'oeuvre
des collections suisses de Manet a Picasso,
1967, no. 142, illustrated in the catalogue

LITERATURE

Antoine Salomon & Guy Cogeval, Vuillard,

The Inexhaustible Glance, Critical Catalogue of
Paintings and Pastels, vol. Il, Paris, 2003,

no. VIII-100, illustrated in color p. 878

Fig. 1 Edouard Vuillard, Géraniums et boules-de-neige, circa 1910, oil on board,
sold: Sotheby's, New York, November 5, 2014, lot 252 for $425,000

40 SOTHEBY'S
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As a founding member of the Nabis movement
in the late 1880s, Vuillard was among those
artists who celebrated pattern and ornament
in art and he was ambitious in terms of
incorporating decorative motifs into his
canvases. As the son of a dressmaker he
developed an appreciation for textiles early
on, and his paintings reflect a fascination

with all kinds of fabrics, particularly the rich
colors of the wallpaper and carpets of the
haute bourgeoisie. A bright vase of flowers set
against muted floral decoration is a conceit he
experimented with more than once (see fig. 1).
In the present work the stack of papers on the
worn wooden table and the earthy tones of the
ceramic vase emphasize variation in surface
texture, while the dynamic angle of the table

is typical of Vuillard's intimate interiors which
are often cropped abruptly to create a sense of
immediacy.
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PROPERTY FROM THE COLLECTION OF
DR. EMIL HAHNLOSER

PIERRE BONNARD
1867 - 1947

Péches

Signed Bonnard (lower left)
Oil on canvas

2078 by 1335 in.; 53 by 34 cm
Painted in 1916.

PROVENANCE

Galerie Bernheim-Jeune, Paris (acquired from
the artist in 1916)

Arte Moderne, Lucerne

Dr. Emil Hahnloser, Zurich (acquired circa 1920)
Thence by descent

EXHIBITED
Winterthur, Kunstmuseum, Austellung
Franzésische Malerei, 1916, no. 13

LITERATURE

Jean & Henry Dauberville, Bonnard, Catalogue
raisonné de I'oeuvre peint, 1906-1919, vol. Il
Paris, 1968, no. 882, illustrated p. 394

$ 600,000-800,000

Fig. 1 Maurice Denis, Hommage a Cézanne, 1900, oil on canvas, Musée d'Orsay,

Paris

42 SOTHEBY'S

Shortly after its execution, Péches made its
way into the collection of Dr Emil Hahnloser,
one of Bonnard's most supportive patronsin
the early twentieth century. The painting has
remained with the Hahnloser family since its
acquisition circa 1920, and this auction debut
marks its first appearance on the market in
100 years.

Bonnard abandoned a promising career
in the law to pursue painting at the Académie
Julian and the Ecole des Beaux-Arts in the
early 1890s, where he met Edouard Vuillard,
Odilon Redon and Maurice Denis. Together,
these artists called themselves the Nabis, and
developed an artistic vocabulary that sought to
capture the spiritual essence of the mundane.
For Vuillard and Bonnard in particular, interior
scenes and still lifes became the primary
vehicle of experimentation. Although painted
over a decade after the dissolution of the Nabis
group, the present work nonetheless evokes
the powerful Intimist style that Bonnard
perfected in the 1890s, while also looking
forward to the light-filled domestic scenes that
dominated the latter half of his career.

Bonnard’s still lifes allude to two masters
of this genre: Jean-Baptiste-Siméon Chardin,
the eighteenth-century Salon painter whose
approach would profoundly influence the
trajectory of French painting, and Paul
Cézanne, the Post-Impressionist master who
inspired an intense following among many of
Bonnard's contemporaries (see fig. 1).

Like Chardin, Bonnard positions the
fruit against a dark background, relying on
chiaroscuro to direct the viewer's attention
to the subject (see fig. 2). The peaches are
stacked in a pyramidal form, a technique

IMPRESSIONIST & MODERN ART DAY SALE

evocative of Chardin’s own experimentation
with the architecture of individual forms. In
anod to Cézanne, Bonnard adds a flourish

of color to the cloth at the canvas’s left edge,
which helps frame the vessel holding the fruit.
This unorthodox cropping is a hallmark of the
Intimist movement.

Bonnard was known to spend time with his
subjects, observing them for weeks, months or
even years before painting from memory. The
artist's command of his imaginative palette is
on full display in the present work. The subtle
variations of yellows, oranges and purples on
the surface of the fruit give them a convincing
texture while the nearly abstract depictions
of the background and table foreshadows the
way Color Field artists would employ planes of
color in their canvases.

On the power of Bonnard'’s still lifes, Dita
Amory writes: “We can read and interpret
Bonnard’s still lifes in much the same way we
do his figures, as not still at all, but quietly
transient. A master of presence, Bonnard
transformed discrete, often mundane
moments of time...into timeless images... And
yet, Bonnard was also a master of absence.
We glean from many of the inanimate objects
in his interiors a sense of those who have laid
the table, moved a plate, or taken a fruit. The
possibility of reentry—that someone who'is
absent will once again intrude into our field of
vision, or into our mind'’s eye—is always left
open” (Dita Amory, “The Present of Objects:
Still Life in Bonnard's Late Paintings,” in Pierre
Bonnard, The Late Still Lifes and Interiors
(exhibition catalogue), The Metropolitan
Museum of Art, New York, 2009, p. 26).

Fig. 2 Jean-Baptiste-Siméon Chardin, A Bow! of Plums, 1728, oil on canvas,
The Phillips Collection, Washington, D.C.
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PROPERTY FROM A NEW YORK PRIVATE COLLECTOR

PIERRE BONNARD
1867 - 1947

La Maison jaune

Signed Bonnard (lower center)
Oil on canvas

29 by 23%sin.; 74 by 60 cm
Painted circa 1923.

PROVENANCE

Pierre Matisse Gallery, New York

Mrs. Ralph Hines, New York

Sidney M. Schoenberg, St. Louis

M. Knoedler & Co., New York

Mr. Shirley Carter Burden, New York
(acquired from the above on June 15, 1959)
Thence by descent

LITERATURE

Jean & Henry Dauberville, Bonnard, Catalogue
raisonné de I'oeuvre peint, 1920-1939, vol. llI,
Paris, 1973, no. 1162, illustrated p. 146

$ 600,000-800,000

The 1920s marked a turning point in Bonnard's
style. Through his earlier involvement with the
Nabis, Bonnard had long employed decorative
elements such as flattened planes of color
and bold contours. In his mature work, this
technique would prove extraordinarily effective
in conveying the nuanced variations in the
terrain of the South of France. As Nicholas
Watkins explains, “Bonnard’s art was always
very much based on reality, but a distinction
can be made between his northern and
southern landscapes: whereas in the former
he was more concerned with capturing the
transient effects of weather, in the latter the
permanence of atmosphere drew him into an
alternative Mediterranean vision of a classical
Golden Age. Cézanne and Renoir, rather than
Monet, became his mentors in the south”
(Nicholas Watkins, Bonnard, London, 1994,

p. 156). The present work, which showcases

a verdant landscape and electric sunset,
exemplifies the best of this production.

Fig. 1 Pierre Bonnard, Paysage de Cannet, circa 1925, oil on canvas,
sold: Sotheby's, New York, May 14, 2017, lot 69 for $2,045,000
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PROPERTY OF A PRIVATE COLLECTOR

EDGAR DEGAS
1834 - 1917

Paysage

Signed Degas (lower left); signed Degas
(lower right)

Pastel over monotype on paper

10Y2 by 13Y2in.; 26.6 by 34.2 cm
Executed circa 1890-92.

PROVENANCE

Durand-Ruel, Paris

McVeigh Collection (and sold: Parke-Bernet,
New York, April 15, 1959, lot 36)

M. Knoedler & Co., Inc., New York (acquired at
the above sale)

The Duke & Duchess of Windsor, England

(and sold: Sotheby's, New York, February 19-27,

1998, lot 858)
Acquired at the above sale

EXHIBITED
Galerie Durand-Ruel, Paris, Paysages de
Degas, 1892, n.n.

LITERATURE

Paul-André Lemoisne, Degas et son oeuvre,
vol. Ill, Paris, 1946, no. 1036, illustrated p. 609
Eugenia Parry Janis, Degas Monotypes: Essay,

Catalogue and Checklist (exhibition catalogue),

Fogg Art Museum, Harvard University,
Cambridge, 1968, no. 274, illustrated n.p.
Richard Kendall, Degas Landscapes, New
Haven & London, 1993, fig. 167, illustrated in
color p. 189

$ 250,000-350,000

The present work was featured in Degas’
sensational exhibition at the Galerie Durand-
Ruel in 1892—not only his first and only

solo show, but an exhibition that would
prove to be a breakthrough for the brand
new process of color printmaking. Perhaps
most surprising of all was the subject matter
Degas chose to exhibit: landscapes, a pivot
away from a reputation built on depictions
of ballerinas, laundresses and nudes. In

part because Degas publicized himself as
the premier painter of the human figure, his
production of landscapes has been largely
overlooked.

In fact Degas produced landscapes
throughout his career in a variety of media:
“It was in the decade of the 1890s, however,
that Degas’ diverse encounters with the
landscape bore the most spectacular fruit”
(Richard Kendall, op. cit., p. viii). While Degas
described the vistas he portrayed as purely
imaginary, Paysage was part of a suite of
color monotypes begun in the Burgundy

Fig. 1 Kawase Hasui, Landscape, circa 1940s,
woodblock print, Private Collection
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Fig. 2 Cecil Beaton, The Duke and Duchess of Windsor, 1937,
gelatin silver print
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region in 1890 after a twenty-day carriage
trip through the countryside with the artist’s
companion, the recently widowed artist Paul-
Albert Bartholomé.

Speaking specifically about the present
work, Richard Kendall explains that “The
crisply applied forms of the monotype have
been allowed to remain visible within the
final composition, resembling brush-marks
or sweeps of liquid colour. Where pastel
has been applied, it reinforces or enhances
a printed landscape feature, rather than
attempting to change or conceal it. This is
particularly evident in Landscape, where the
contours of the original image have been
faithfully followed its towns subtly extended
by the pastel strokes” (quoted in ibid., p. 190).

This series of works speaks to the
immense influence of Japanese prints on
Degas (see fig. 1). Verging on abstraction, the
present work is a harbinger of the Color Field
painters which would emerge in the United
States following World War Il (see fig. 2).



47



116

PROPERTY FROM AN AMERICAN PRIVATE COLLECTOR

EDOUARD MANET
1832 - 1883

Vaches au paturage

Signed Manet. (lower right)
Oil on panel

478 by 8Y2in.; 12.4 by 21.6 cm
Painted in Berck in 1873.

PROVENANCE

Hoschedé Collection, Paris (and sold: Hotel
Drouot, Paris, June 5 & 6, 1878, lot 47)
Georges de Bellio, Paris (acquired at the above
sale)

Donop de Monchy Collection, Paris

Galerie Bernheim-Jeune, Paris

Private Collection, Switzerland (acquired from
the above)

Private Collection, Switzerland (by descent
from the above and sold: Sotheby's, New York,
November 5, 2008, lot 221)

Acquired at the above sale

$ 70,000-90,000

LITERATURE

Letter from General Loysel to Manet, April 12,
1876

Théodore Duret, Histoire d’Edouard Manet et
de son oeuvre, avec un catalogue des peintures
et des pastels, Paris, 1902, no. 287 (dated 1871)
Paul Jamot & Georges Wildenstein, Manet,
Catalogue Critique, vol. |, Paris, 1932, no. 198;
vol. II, illustrated p. 217

Adolphe Tabarant, Manet, Histoire
cartographique, Paris, 1947, no. 200

Sandra Orienti, The Complete Paintings of
Manet, New York, 1967, no. 170, illustrated p.
101 (with incorrect provenance)

Remus Niculescu, “Georges de Bellio, I'ami des
Impressionistes,” in Revue roumaine d’histoire de
I'art, vol. |, Paris, 1970, no. 2, illustrated p. 266
Denis Rouart & Sandra Orienti, Tout I'oeuvre
peint d’Edouard Manet, Paris, 1970, no. 170,
illustrated p. 101

Denis Rouart & Daniel Wildenstein, Edouard
Manet, Catalogue raisonné, vol. |, Paris, 1975,
no. 198, mentioned p. 142; vol. Il, pl. 462,
illustrated p. 217 (dated 1871)

Manet, The Execution of Maximilian, Paintings,
Politics and Censorship (exhibition catalogue),
National Gallery of Art, London, 1992, n.n.,
illustrated pp. 35 & 82

Fig.1 Edouard Manet, Sur la plage & Berck, 1873, oil on canvas, Musée d'Orsay,
Paris
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From the mid-1860s, Manet and his family
would spend several weeks each summer
staying at Berck-sur-mer or another nearby
town. Advertised as three short hours from
Paris by train, these rural settings inspired
some of Manet's most inventive works,
including the present panel and Sur la plage
a Berck, now in the collection of the Musée
d'Orsay (see fig. 1). These respites—both
personal and creative—allowed Manet to
experiment more radically in advance of the
first Impressionist Exhibition in 1874. Vaches
au paturage reflects Manet's technique of
working en plein air, capturing an ephemeral
moment with quick brushstrokes.
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PROPERTY OF A GENTLEMAN

GUSTAVE CAILLEBOTTE
1848 - 1894

Falaise en Normandie

Stamped g. Caillebotte. (lower left)
Oil on canvas

32 by 25%sin.; 81.2 by 65.2 cm
Painted circa 1880-81.

PROVENANCE

Estate of the artist

Private Collection, France (by descent from
the above)

Acquired from the above

EXHIBITED

Lausanne, Fondation de I'Hermitage,
Caillebotte au coeur de I'impressionisme,
2005, n.n.

Bremen, Kunsthalle Bremen; Copenhagen,
Ordrupgaard & Madrid, Museo Nacional
Thyssen-Bornemisza, Gustave Caillebotte,
2008-09, no. 31, illustrated in color in the
catalogue (with incorrect dimensions)

$ 800,000-1,200,000

LITERATURE

Marie Berhaut, La Vie et I'oeuvre de Gustave
Caillebotte, Paris, 1951, no. 115, illustrated n.p.
Marie Berhaut, Caillebotte, Sa vie et son
oeuvre: Catalogue raisonné des peintures et
pastels, Paris, 1978, no. 163, illustrated p.

137 (titled Falaise a Villiers-sur-mer and with
incorrect dimensions)

Marie Berhaut, Gustave Caillebotte: Catalogue
raisonné des peintures et pastels, Paris, 1994,
no. 177, illustrated p. 142 (with incorrect
dimensions)

Falaise en Normandie is one of Caillebotte's
earliest views of Normandy, an area he first
visited in June 1880 and returned to every
summer in subsequent years. A keen sailor, he
participated in the regattas along the Channel
and painted coastal views and holiday villas

at Villers-sur-Mer, Trouville and Honfleur.
Easily reached by train from Paris, Trouville
had become a fashionable summer retreat for
the French aristocracy by the late nineteenth
century. Normandy's landscapes are almost
synonymous with Impressionism’s early
years. By choosing this location for his subject
matter, Caillebotte followed in the footsteps

of Boudin, who painted there in the 1860s and
1870s. In his own work, however, Caillebotte
turned away from the fashionably dressed
visitors that dominated Boudin's compositions
and, like his contemporary Monet, focused on
the landscape of the region.

The colorful landscapes Caillebotte
painted at this time resemble, in their spirit,
the canvases Monet was painting at nearby
Etretat and Pourville (see fig. 2). These
paintings mark a shift in the artist's creative
output, which perhaps coincided with the rift
among the Impressionists when Caillebotte
criticized Degas for not showing the paintings
he had promised, and for allowing new recruits
to show work Caillebotte felt was inferior. The
crisp compositions he had painted in Paris are
replaced by loose, nature-based landscapes.
In the present work the animated brushwork
highlighting the movement of the waterfall
jetting from the cliff, in addition to the clearly
fleeting weather conditions, manifest a truly
Impressionist vision.

Fig. 1 Gustave Caillebotte with his dog Mama

Fig. 2 Claude Monet, Sur la falaise a Pourville, 1882, oil on canvas, sold: Sotheby's, New York,
May 7, 2014, lot 10 for $8,229,000
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PROPERTY FROM A PRIVATE COLLECTION

VINCENT VAN GOGH
1853 - 1890

Paysan brdlant de mauvaises
herbes

Oil on canvas laid down on panel
12 by 15%2in.; 30.5 by 39.7 cm
Painted in Drenthe in October 1883.

The authenticity of this work has been
confirmed by the Van Gogh Museum,
Amsterdam.

$ 600,000-800,000

PROVENANCE

Anna C. van Gogh-Carbentus, Nuenen & Breda,
The Netherlands (the mother of the artist)
Janus Schrauwen, Breda, The Netherlands
(placed in storage by the above in 1889)

Jan. C. Couvreur, Breda, The Netherlands
(acquired from the above on August 14, 1902)
Kees Mouwen, Jr. & Willem van Bakel, Breda,
The Netherlands (acquired from the above
circa 1902-03)

C. Mouwen, Breda, The Netherlands (and sold:
Frederik Muller, Amsterdam, May 3, 1904, lot 12)
Kunsthandel Buffa, Amsterdam (acquired at
the above sale)

Herman Gorter, Bussum, The Netherlands
(acquired in 1905)

Kunstzaal d’Audretsch, The Hague (acquired
in 1927)

D.G. van Beuningen, Vierhouten, The
Netherlands (acquired in 1928)

With Jacques Goudstikker, Amsterdam

Looted by the Nazi authorities, July 1940

Sale: Frederik Muller, Amsterdam, October 8 &
9, 1940, lot 13

H.E. d'Audretsch, Amerongen, The
Netherlands

Tjeerd Bendien, AlImelo, Netherlands (acquired
in 1941)

Bouke Bendien, Mayaguez, Puerto Rico

(by descent from the above and sold:
Christie's, New York, May 12, 1987, lot 22)
Private Collection, New York (and sold: Christie’s,
New York, November 15, 1989, lot 360)

Private Collection (acquired at the above sale)
Restituted to the heir of Jacques Goudstikker
in 2019

Fig. 1 Vincent van Gogh, Sketch relating to the present work in a letter to Theo van Gogh,
October 16, 1883
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EXHIBITED

Amsterdam, Municipal Museum,
Tentoonstelling van schilderijen en teekeningen
door Vincent van Gogh, 1905, no. 4
Amsterdam, E.J. van Wisselingh & Co., Vincent
van Gogh, Quelques oeuvres de |'époque 1881-
1886, 1956, no. 10

Otterlo, Rijksmuseum Kroller-Mdller, 1970-83
(on loan)

Ponce, Puerto Rico, Museo de Arte de Ponce,
1983-87 (on loan)

LITERATURE

Jacob-Baart de la Faille, L'Oeuvre de Vincent
van Gogh, vol. IV, Brussels, 1928, no. F20

Dr. Walther Vanbeselaere, De Hollandsche
periode (1880-1885) in het werk van Vincent van
Gogh, Amsterdam, 1937, mentioned pp. 238,
248 & 414

Marc Edo Tralbaut, Vincent van Gogh in
Drenthe, Assen, 1959, no. 4, mentioned p. 224
Jacob Baart de la Faille, The Works of Vincent
van Gogh, His Paintings and Drawings,
Amsterdam, 1970, no. F.20, illustrated p. 49
Jan Hulsker, The New Complete Van Gogh,
Paintings, Drawings, Sketches, Revised and
Enlarged Edition of the Catalogue Raisonné

of the Works of Vincent Van Gogh, New York,
1980, no. 417, illustrated pp. 96 & 98

Wout J. Dijk & Meent W. van der Sluis, De
Drentse tijd van Vincent van Gogh, Groningen,
2001, illustrated p. 220

Leo Jansen, Hans Luijten & Nienke Bakkers,
eds., Vincent van Gogh, The Letters, at http://
vangoghletters.org/vg/ , letter 398, mentioned
note 11 (accessed on September 21, 2019)
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Fig. 2 Jean-Francgois Millet, La Fin de la journée, effet du soir, 1865-67, oil on canvas,

Private Collection

In the fall of 1883, van Gogh left The Hague

to spend three months in the rural Dutch
province of Drenthe. It was a brief chapter in
his early career as an artist, but the simplicity
and apparent authenticity of peasant life

made a deep impression. “You have seen
Drenthe—from the train, in haste, long ago”

he wrote to his brother, Theo, “but remotest
Drenthe, if you come here, will make a very
different impression on you, and even you

will feel just as if you were living in the age of
Van Goyen, Ruisdael, Michel; in short, in what
one scarcely finds now even in present-day
Barbizon. It seems to me that this is something
important, because nature like this can
sometimes awaken in a mind things that would
otherwise never have woken” (Leo Jansen,
Hans Luijten & Nienke Bakkers, eds., op. cit.,
letter 401, (accessed on September 21, 2019)).
Living amid the bargemen, ploughmen and
field-workers, van Gogh felt as though he were
suddenly “transported to the era 40 years ago,
when things were as they were when Corot etc.
were young” (ibid., letter 401).
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His correspondence over this period
reflects a growing sense of relief as he
rediscovered his vocation: “I've got something
back of what | had years ago. That I'm again
taking pleasure in windmills, for example, that
particularly here in Drenthe | feel much as |
did then, at the time when | first began to see
the beauty in art” (ibid., letter 394). The move
to the countryside meant parting with his
mistress, Sian Hoornik, a washerwoman with
young children with whom he had lived in The
Hague. The romance had strained a number
of van Gogh's personal and professional
relationships, and although he was still dogged
by anxieties for her well-being and his own
financial obligations, life away from the city
had a transformative effect on his work. Once
again he took pleasure in “finding the outdoor
things beautiful, being calm enough to draw
them, to paint them... Urban living is always
the same,” he wrote; for real change, and to
become “better, newer, fresher...look for it on
the heath” (ibid., letter 394).

IMPRESSIONIST & MODERN ART DAY SALE

Fig. 3 Vincent van Gogh, Twee vrouwen in het veen (Women on the Peat Moor), 1883,
oil on canvas, Van Gogh Museum, Amsterdam

A related sketch for the present lot
features in a letter written to Theo in mid-
October, in which he describes the weed-
burner and writes, “the vastness of the plain
and the gathering dusk, and the small fire
with the wisp of smoke is the only point of
light” (ibid., letter 398; see fig. 1). The effects
of evening light fascinated him and he would
often walk out at dusk to follow the ploughmen
and watch the twilight transform the same
figures and fields which had appeared
“tedious” and “inhospitable” at midday, into
sublime subjects: “The peasants and the
women aren't always interesting, but if one
is patient one will nonetheless really see the
whole Millet-like quality” (ibid., letter 387; see
figs. 2 & 3). By the time he had enrolled at the
Académie Royale des Beaux-Arts in 1880 van
Gogh's walls were already tacked with dozens
of prints by Jean-Francois Millet, whose
portrayal of peasants influenced the direction
he would take.



Fig. 4 Vincent van Gogh, Two Peasant Women Digging in Field with Snow, 1890, oil on canvas, Foundation E.G. Buhrle, Zurich

The somber tone of Paysan brdlant de
mauvaises herbes is characteristic of van
Gogh's early work. The clear influence of the
Dutch Old Masters shaped his palette and
encouraged his choice of archaic subjects as
a valid concern for modern art. Their work
represented “a sense of the continuity of Dutch
culture and a harking back to a truer, simpler
world of shared values as opposed to the
fragmented reality of modern, industrialized
society. This was a utopian construct
superimposed by van Gogh on the tradition as
he perceived it. The tradition as he chose to
understand it focused on several themes: the
edifying portrait; the peasant wedded to the
agrarian tradition of the land as a mainstay of
the social order; representations of landscape
showing mankind in harmony with nature;
and a perceived naturalism that expressed
the truth” (George S. Keyes, Van Gogh Face
to Face, The Portraits (exhibition catalogue),
Detroit Institute of Art, Detroit, 2000, p. 26).

“Painting with black” as he called it, was a
skill that van Gogh had mastered the previous
year while experimenting with drawing
materials to make a series of lithographs (Leo
Jansen, Hans Luijten & Nienke Bakkers, eds.,
ibid., letter 402, (accessed on September
21, 2019)). Combinations of greasy, jet-black
lithographic crayon, pencil and pen and ink
made it possible to obtain various shades
of black, an effect he worked to develop in
oil paint in the peat bogs of Drenthe, where
the black earth was “like soot” and the
furrows a “lilac black” (ibid., letter 402; see
fig. 3). An account of Max Liebermann's
subtle transitions from slate-grey to brown
and yellow-grey tones piqued van Gogh's
interest at this period: “I've never seen
anything by him, but now that | see nature
here | understand perfectly how reasonable
itis that he arrives at it” (ibid., letter 395). It
is nonetheless remarkable how the relative
lack of color in his surroundings did nothing

to prevent van Gogh from seeing the hours
from dawn to dusk as anything other than a
“symphony,” or the muddy landscape as “an
exhibition of one hundred masterpieces” (ibid.,
letter 402).

Van Gogh was reluctant to leave, such
was the “calm passion for work” that the
region inspired (ibid., letter 402). “Drenthe
is so beautiful, it absorbs and fulfills me so
utterly that, if | couldn’t stay here forever
| would rather not have seenit at all. It's
inexpressibly beautiful” (ibid., letter 405). But
financial necessity and an encroaching sense
of loneliness prevailed, and on December
4,1883 he set off for his parent’s house in
Nuenen where he would develop the rural
themes which he had first encountered in the
northeast.
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Everything you can imagine is real

PROPERTY FROM AN IMPORTANT PRIVATE EUROPEAN COLLECTION

LOTS 119 - 145

hey collect with their whole

being: heart, mind and eye,”

writes the art historian

James Stourton in Great

Collectors of our Time.

Inspirational collectors —
those individuals who shape tastes and
markets alike — are ecstatic and fixated.
The concept of collecting — of acquiring,
accruing, ordering and enjoying - requires
both passion and an understanding beyond
received wisdom, qualities represented in this
remarkable group of works, assembled by one
enlightened man and presented at Sotheby’s
as Everything You Can Imagine is Real.

This collection began to take shape
in the 1980s, put together by a self-made
entrepreneur who was inspired by the
creative leaps of faith of earlier artists and
dreamers. The extent to which the figures
represented in this catalogue challenged
the orthodoxy of their times cannot be
overstated, and the sale title alludes to
their audacity to continually reimagine
the very meaning of their existence. The
misconception that these words are Picasso’s
is an indication perhaps of the impact that
he made on the course of twentieth-century
consciousness, far beyond his artworks - a
creator who reached such mythical status
in our collective imagination that his name
continues to generate mythical associations.

The collection represents the great
reappraisal of Impressionist and Modernist
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art. Admiring this group of works — part of
a larger collection - one is reminded of the
words of the great French-American art
collector Dominique de Menil: “All we can
do is expose people to the art we believe
in ourselves, the art we love, and let them
absorb what they absorb. We can do no more
than plant a seed and hope it will germinate.
Let the plant grow and blossom.”

In the 1980s there was a passing of abaton
as the deaths of Joan Mir, Marc Chagall
and Salvador Dali marked the end of the
Modern era — and the beginning of a critical
reassessment. A small number of extremely
discerning and highly imaginative collectors
took a new tack, shifting the masterpiece
market away from the ancient and antique,
towards Modern viewpoints, towards the
abstract, Surreal, even conceptual visions of
the artists of the early 20" century. It was a
move that echoed the creative one made by
the artists.

This collection is built on audacity,
intuition and invention. “If pictorial
expression has changed, it is because modern
life has necessitated it,” remarked Fernand
Léger, the farmer’s son from Normandy who
became the maestro of geometry. It was
about feeling art rather than understanding
it, Léger observed. The theatrically-minded
Chagall agreed: “If I create from the heart,
nearly everything works; if from the head,
almost nothing,” he said. And it is to this
fundamentally avant-garde paradigm -

IMPRESSIONIST & MODERN ART DAY SALE

which questions what art is and how it
should be valued - that the collector of these
works ascribed.

The collection shines a light on the
“golden age” of Modernism. Major selections
of paintings by Chagall and Léger emphasize
two highly distinctive talents. Elsewhere, the
viewer is transfixed by a swirling Picasso
watercolor from 1932. This diligent collecting
focus has been rewarded with iconic works
by Magritte, Monet, Degas, Braque and
Gris, oils and works on paper which are
accompanied by important bronzes by
Henry Moore, Rembrandt Bugatti, Jacques
Lipchitz and Alberto Giacometti.

Assembled with both a fierce passion
for art and intelligent connoisseurship, this
selection represents one of the greatest and
most renowned collections of a generation.
This exciting occasion marks the first time
these works have appeared at auction in
over twenty years, a market freshness
which positions the group as a highlight
of Sotheby’s Impressionist & Modern Art
Evening & Day Sales.

“Great collecting extends our vision
and can change our preconceptions,
stated James Stourton. Picasso concurred,
observing that “there is only one way to
see things, until someone shows us how
to look at them with different eyes.” This
collector had the courage to do just that. And
now a new generation of collectors has the
privilege of continuing that legacy.



ADDITIONAL LOTS TO BE OFFERED IN SOTHEBY'S IMPRESSIONIST & MODERN ART

(1) PABLO PICASSO
1881-1973

Homme enlevant une femme

Signed Picasso and dated Cannes 10 Aout XXXIII

(upper left)

Pen and brush and ink and watercolor on paper

13% by 1734 in.; 33.5 by 45 cm
Executed in Cannes on August 10, 1933.

$1,200,000-1,800,000

(2) GEORGES BRAQUE
1882 - 1963

Le Hachoir

Signed G Braque (lower left)

Qil on canvas

2538 by 3134in.; 64.5 by 80.5cm
Painted in 1941.

$800,000-1,200,000

(3) JUAN GRIS
1887 - 1927

La Table du peintre

Signed Juan Gris and dated 25 (lower left)
Qil on canvas

23%s by 32in.; 60 by 8lcm

Painted in June-August 1925.

$800,000-1,200,000

(4) HONORE DAUMIER
1810 - 1879

Un Défenseur habile

Signed h. Daumier (lower left)

Charcoal, pen and ink, watercolor and gouache on paper
5Y by 6%4in.;13.1by 17.1cm

Executed circa 1855-60.

$200,000-300,000

(5) FERNAND LEGER
1881 -1955

Nature morte a la pipe sur fond orange

Signed F. Léger and dated 28 (lower right); signed
F. Leger, inscribed Nature morte definitif and dated
28 (on the reverse)

Qil on canvas

36V by 25%21in.; 92 by 64.8 cm

Painted in 1928.

$1,200,000-1,800,000

(6) RENE MAGRITTE
1898 - 1967

Le Cicérone

Signed Magritte (lower right)
Qil on canvas

23Y2 by 19%2in.; 60 by 50 cm
Painted in 1948.

$2,000,000-3,000,000

EVENING SALE ON 12 NOVEMBER 2019

(7) MARC CHAGALL
1887 - 1985

Fleurs de St. Jean-Cap-Ferrat (Paysage
Méditerranéen)

Signed Marc Chagall and dated 1956-7 (lower left)
Oil on canvas

51Y8 by 38Y4in.; 130 by 97 cm

Painted in 1956-57.

$2,500,000-3,500,000

(8) FERNAND LEGER
1881 -1955

Paysage animé

Signed F. Leger, titled Paysage animé ler état and dated
1921 (on the reverse)

Qil on canvas

25Y2 by 1978 in.; 65 by 50.7 cm

Painted in 1921.

$1,200,000-1,800,000
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119

CLAUDE MONET PROVENANCE =
Ambroise Vollard, Paris

1840 - 1926 Durand-Ruel, Paris

. . Raphael Gérard, Paris

Etretat, coucher de soleil Jacques Blot, Paris

Stamped Claude Monet (lower right) Jean Morin, Paris

Oil on canvas Van Diemen Lilienfeld Galleries Inc., New York

23%by 29in.;60.2 by 73.7 cm Benny Goodman, New York

Painted in 1883. Institute of Fine Arts, New York University,
New York

$1,200,000-1,800,000 Private Collection, Switzerland (and sold:

Sotheby'’s, London, June 25, 1991, lot 19)
Acquired at the above sale

LITERATURE

Daniel Wildenstein, Claude Monet, Catalogue
raisonné, Supplément aux peintures, dessins,
pastels, vol. V, Lausanne, 1991, no. 2011-818bis,
illustrated p. 10

“Etretat is becoming more and more amazing.
Now is the real moment: the beach with all its
fine boats; it is superb.”

Claude Monet

Fig.1 Claude Monet, Impression, soleil levant, 1872, oil on canvas, Musée Marmottan, Paris
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Fig. 4 Claude Monet, Manneporte (Etretat), 1883, oil on canvas,
The Metropolitan Museum of Art, New York

Claude Monet's lifelong affinity for the
landscape of Normandy and its dramatic

coastline can be traced back to his childhood.

The son of a commercial officer who worked
in the trading house in Le Havre, Monet
spent his formative years surrounded by
the region’s rugged cliffs and powerful
waves. His earliest sketches depict scenes
from the coastal towns around Le Havre,
where he met the landscape painter Eugene
Boudin, who became his first teacher and
taught him the techniques of painting en
plein air that would become the foundation
of Monet's career. At age 19, Monet moved
to Paris to advance his career as an artist,
but the charm and beauty of the Normandy
landscape would lure him back often. Indeed,
one of Monet’'s most iconic works—the
likely namesake of the entire Impressionist
movement itself—Impression, soleil levant,
depicts an early morning view of Le Havre
(see fig. 1). Inits color palette, treatment of
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Fig. 3 Claude Monet, Les Falaises & Etretat, 1885, oil on canvas,
The Sterling & Francine Clark Art Institute, Williamstown

Musée d'Orsay, Paris

the sea, and dynamic brushwork, the present
work embodies the very essence of this
revolutionary artistic movement ignited in
Impression, soleil levant.

While the Normandy coast contained
no shortage of dramatic vistas, the town
of Etretat was a focal point for artists
and tourists alike, renowned for its
breathtakingly majestic chalk cliffs, defined
by patterned striations visible in the
sedimentary rock face and three weathered
arch formations that jut out into the sea
resembling elephant trunks (see fig. 2).
Here, against the backdrop of relentless
waves, powerful tides, and salt-filled air,
the landscape appears as a work of art
sculpted by the processes of Mother Nature
itself. The novelist Guy de Maupassant,
who was a native of the region and became
acquainted with Monet during the latter’s
frequent visits to Etretat, described the
quality of light as the crucial advantage of

IMPRESSIONIST & MODERN ART DAY SALE

Fig. 5 Claude Monet, La Plage (Etretat), 1883, oil on canvas,

the Normandy coastline: “| have seen so
many other painters pass through this little
valley, doubtlessly drawn to the quality of
light, so unlike anywhere else! The daylight
is as different to places just a few leagues
away as the wines of the Bordelais. For
here it is dazzling without being harsh;
everything is bright but not startling and all
imbued with a remarkable subtlety” (Guy
de Maupassant, “La Vie d'un paysagiste,”
in Gil Blas, September 28, 1886; translated
from French). This dazzling quality of
light, in combination with the breathtaking
juxtaposition of shore and sea, served as an
irresistible inspiration for many artists in the
mid- and late-nineteenth century, among
them Boudin, Courbet, Loiseau, and Monet.
The present work depicts one of the
three rock arches along the coast around
Etretat, the Porte d’Aval, as the sun
descends beneath the horizon. The contrast
between the shimmering water in the



Fig. 6 Claude Monet, Etretat, coucher de soleil, 1883, oil on canvas,

North Carolina Museum of Art, Raleigh

Fig. 7 Claude Monet, Manneporte (Etretat), 1885, oil on canvas,

Phildelphia Museum of Art, Philadelphia

Fig. 8 Claude Monet, La Pluie (Etretat), 1886, oil on canvas,

National Museum of Norway, Oslo

shallows and the golden highlights across
the sky imbues the canvas with stunning
luminosity. Unlike many of Monet's other
canvases of this area, which depict sailboats,
leisure seekers, or even commercial activity,
Etretat, coucher de soleil is devoid of any sign
of human presence. The focus in this work
is squarely on the raw beauty of nature: the
majesty of the cliffs, the serenity of the sea,
the transcendent glow of a setting sun.
Monet first visited Etretat in 1869, but
did not spend extended time there until
early 1883, when he stayed in town for
three months. Over the next three years, he
returned to Etretat on numerous occasions
and completed approximately 70 canvases
featuring views of the coast (see fig. 3). In
many examples from this series, as in the
present work, Monet focused on the unique
rock formations as the central subject,
exploring myriad vantage points to heighten
their drama and majesty and capturing the

interplay of light upon the cliffs and waves
during different seasons, times of day and
under changing atmospheric conditions.

In its repetition of motif and ingenuity in
capturing variations in light, Monet's body of
work from Etretat marks his most extensive
series from the first half of his career. It also
foreshadows his later, even more extensive
serial campaigns of the Breton coast, the
cathedral in Rouen, and of course, the
nymphéas at Giverny. The present work
dates from Monet's first visit to Etretat, and
other paintings completed during this visit
are found in the Impressionist collections of
The Metropolitan Museum of Art, the Musée
d’'Orsay and the North Carolina Museum of
Art (see figs. 4-6). Prominent examples from
Monet's later visits from the series

are housed at the Phildelphia Museum

of Art, the National Museum of Norway

and the Musée des Beaux-Arts de Lyon

(see figs. 7-9).

Fig. 9 Claude Monet, Mer agitée & Etretat, 1883, oil on canvas,
Musée des Beaux-Arts de Lyon, Lyon

The many hours Monet spent painting
along the coast en plein air were not without
adventure. The challenging weather
conditions at Etretat often made for the
most interesting and dramatic compositions.
Writing to Alice Hoschédé of one such
adventurous day in 1885, Monet recounted:
“| was counting on a rewarding session at
the Manneporte, but | had an accident...
Completely absorbed, | didn't see an
enormous wave that threw me against the
cliff, then | tumbled into the foam with all my
gear. For amoment | thought | was lost...
finally | managed to crawl out, but, my God,
in what a state! My boots, heavy socks, and
coat were soaked. The palette in my hand had
hit me in the face and my beard was covered
with blue, yellow, etc... The worst of it was
that I lost my canvas, which | got smashed
up” (quoted in Monet: Light, Shadow, and
Reflection (exhibition catalogue), Fondation
Beyeler, Basel, 2017, p. 104).
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EDGAR DEGAS
1834 - 1917

Danseuse a I'éventail

Signed Degas (lower right)
Pastel on paper

2078 by 14%sin.; 53 by 37.2 cm
Executed circa 1895-1900.

PROVENANCE

Ambroise Vollard, Paris

O'Hana Gallery, London

Private Collection, Europe

Sale: Trianon Palace, Versailles, June 6, 1963
Sale: Galerie Motte, Geneva, November 2,
1971, lot 27

Acquired at the above sale

EXHIBITED

Martigny, Foundation Pierre Gianadda, Degas,
1993, no. 67, illustrated in the catalogue
London, O'Hana Gallery, Summer Exhibition of
Paintings and Sculpture of the Nineteenth and
Twentieth Centuries, 1962, n.n.

LITERATURE

Ambroise Vollard, 98 Reproductions signées
par Degas, peintures, pastels, dessins et
estampes, Paris, 1914, illustrated pl. XCIV
Paul-André Lemoisne, Degas et son oeuvre,
vol. lll, New York & London, 1984, no. 1225,
illustrated p. 711

$ 300,000-500,000

Fig. 1 Edgar Degas, Petite danseuse de quatorze ans,
1878-81, pigmented beeswax, clay, metal armature,
rope, paint brushes, human hair, silk and linen
ribbon, cotton faille bodice, cotton and silk tutu, linen
slippers, on wooden base, National Gallery of Art,
Washington, D.C.
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Executed circa 1895-1900, Danseuse a I'éventail
is aremarkable example of Degas’ favorite
subject: that of ballet dancers in the quiet
moments either side of a performance. The
artist’s lifelong interest in dance developed in
the 1860s, when as a young man he regularly
attended the ballet and other performances
such as the opera and the circus. Fascinated
by spectacle and the excitement of public
entertainment, Degas found an endless source
of inspiration in the ballet and sketching
performers first-hand. He also witnessed the

behind-the-scenes preparation of the dancers by

frequenting rehearsal rooms or attending dance

classes and thus captured the casual, unguarded

moments not seen by the public during grand
performances. From his earliest treatments

of this theme, Degas contrasted the stylized
movements of public ballet performances with
the informal situations around them.

Danseuse a I'éventail depicts a dancer
caught unaware in a moment of rest backstage.
Her pose recurs in examples in other media,
such as in Danseuse habillée au repos, les
mains sur les reins, la jambe droite en avant.
This sculpture was likely modeled around the
same time as the present work, circa 1895-1905
and cast at a later date from the wax original,
which is presently in the Virginia Museum of
Fine Arts, Richmond. Of the fourteen casts, four
can be found in important museum collections:
The Metropolitan Museum of Art, New York,

Ny Carlsberg Glyptotek, Copenhagen, Musée
d’'Orsay, Paris and Museu de Arte de S&o Paulo,
Brazil. The sculpture is a critical example within

Fig. 2 Edgar Degas, Danseuse a I'éventail, 1890-95,
pastel and charcoal on paper, The Metropolitan Museum
of Art, New York
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the artist’s corpus because it is the only work
aside from Petite danseuse de quatorze ans to
have been modeled in a tutu (see fig. 1). Unlike
other Degas sculptures, which highlight the
artist’s conceptual understanding of space,
movement and the human form, this particular
model contextualizes the figure within a
performance space or backstage environment,
much like the present work.

Degas'’ statuettes can truly be seen as
three-dimensional displays of his exploration
of the human form, complementing his two-
dimensional studies on paper. In the present
work, Degas experiments with the use of pastel
by using the medium to imbue the sheet with
all the energy and movement present in the
backstage world of these ballet performances.
Rendered in vibrant hues of pink, blue, green
and yellow, Degas skillfully depicts the vigorous
movement of the dancer’s fan while also alluding
to the flurry of colorful tutus behind the dancer
through the quick, energetic application of
pigment in the background.

Degas' pastels offer a chance to see his
draftsmanship at its finest. His use of cross-
hatching, shading and smudging capture the
palpable energy and attention he dedicated
to each work. An exquisite example of Degas’
impressive mature works on paper, indeed
Danseuse a I'éventail exudes the same color
and energy present in the backstage world of
the ballet, while illustrating the vital creative
connection between the artist's two-dimensional
and three-dimensional works that served as a
defining feature of his career.






Everything you can imagine is real

PROPERTY FROM AN IMPORTANT PRIVATE EUROPEAN COLLECTION

121

MARC CHAGALL
1887 - 1985

Le Ciel embrasé

Signed Marc Chagall and dated 52-4
(lower right)

Oil and gouache on canvas

18%4 by 22Y4in.; 47.6 by 56.6 cm
Painted in 1952-54.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

James Vigeveno Galleries, Los Angeles
Hammer Galleries, New York

Private Collection (and sold: Sotheby's,
New York, November 16, 1983, lot 89)
Acquired at the above sale

$ 500,000-700,000

When Chagall returned to Paris from the
United States in August 1948 he was met with
adulation, celebrated as one of the country’s
great modern artists alongside Picasso and
Matisse and granted a room of his own in the
French Pavilion at the Venice Biennale of that
year. The return also marked a lightening of
tone in his work. With his exile over and the
period of mourning for Bella drawing to a
natural close, he decided to resettle in Saint-
Paul-de-Vence where he bought a house
overlooking the sea. Chagall found the light
and color of the south irresistible, like so many
artists before him, and it was to remain his
principal home to the end of his life. Visitors to
his studio would always remember the flowers.

As Chagall himself once stated, “As | got
nearer to the Cote d'Azur, | experienced a
feeling of regeneration, something | hadn’t
felt since childhood. The smell of flowers,

a sort of new energy poured through me...
Perhaps | am feeling the years, but anyway this
place has become to me like my hometown
Vitebsk. As if | was rejuvenated, and that | was
waiting for something. And this flower-filled
world colored my new life” (quoted in Marc
Chagall, Rétrospective 1908-1985 (exhibition
catalogue), Musées Royaux des Beaux-Arts de
Belgique, Brussels, 2015, p. 48).

Le Ciel embrasé and Chagall's iconic
painting Les Toits rouges both use intense
Mediterranean reds and yellows in a
composition bisected by a diagonal band of
Vitebsk rooftops with the figures of bride and

Marc Chagall

Fig. 1 Marc Chagall, Les Toits rouges, 1953, oil on paper mounted

on canvas, Musée national d'art moderne, Centre Georges

Pompidou, Paris
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groom lower right (see fig. 1). Contributing to
the new impetus in his work at this time was
his meeting with Varvara Brodsky in 1952, an
energetic young Ukrainian whom he married
a few months after executing the present
work. The unusually poetic title is a testament
to this period of contentment which was
characterized in his work by a freer and more
sensuous style, as Chagall acknowledged in a
lecture delivered in 1958: “I had the vision of
glowing colors, not decorative and screaming
ones, and | rediscovered Claude Monet, with
his natural source of colors. Now | feel the
presence of a color which is the color of love”
(quoted in Jacob Baal-Teshuva, Chagall,
A Retrospective, New York, 1995, p. 181).

As a child, Chagall's instinct was to
climb up walls or onto the rooftops to get
a better view of his town. On encountering
Impressionism, Fauvism and Cubism in the
1910s, he recognized immediately that all
these conceptions were “too terrestrial” for
him. His natural attraction to the celestial
is evident throughout his career and Le Ciel
embrasé is a superb mature example of this
consistently spiritual approach: “Painting
should have a psychical content. | destroy
any decorative impulse... The psyche should
get into the paint. You must work the painting
with the thought that something of your soul
penetrates it and gives it substance. A picture
should be born and bloom like a living thing”
(Marc Chagall & Charles Sorlier, eds., Chagall
by Chagall, New York, 1979, p. 54).

“| had the vision of glowing colors, not
decorative and screaming ones, and |
rediscovered Claude Monet, with his natural
source of colors. Now | feel the presence of a
color which is the color of love.”
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MARC CHAGALL
1887 - 1985

Le Peintre et son modeéle

Signed Marc Chagall (lower left); dated 1980
(lower right); signed Marc Chagall and dated
1980 (on the verso)

Sanguine and crayon on paper

18Y4 by 1258 in.; 46.3 by 32.1cm

Executed in 1980.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

Galerie Maeght, Paris

Private Collection, Switzerland (and sold:
Sotheby's, London, April 1, 1987, lot 430)
Acquired at the above sale

$ 120,000-180,000

Fig. 1 Marc Chagall in his studio
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The artist at work is a motif that recurs
frequently in Chagall's oeuvre, and he pursued
it with vigor in his later years. By the time he
executed Le Peintre et son modele, Chagall

had much to reflect on: Russia remained at the
forefront of his mind—even more so following
his emotional visit during the previous decade
after an absence of over fifty years—yet at

the same time he had been happily settled

in Vence for many years. Commanding
widespread acclaim, Chagall could reflect in
comfort on his artistic success, a position
consolidated in the 1970s by the opening of the
Musée national message biblique Marc Chagall
in Nice in 1973 and by the presentation of the
Grand Cross of the Legion of Honor in 1977.
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MARC CHAGALL
1887 - 1985

Le Satyre et le passant

Signed Marc Chagall (lower right)
Gouache on paper

1978 by 16Y4in.; 50.4 by 41.3 cm
Executed circa 1926-27.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

Ambroise Vollard, Paris

Galerie Bernheim-Jeune, Paris

J.B. Neumann, New York

Joseph H. Hirshhorn, New York (and sold:
Parke-Bernet Galleries, New York, November
10,1948, lot 26)

Dorothy Saidenburg, New York (acquired at
the above sale)

James Vigeveno Galleries, Los Angeles

Mr. & Mrs. Harold M. English, Los Angeles
(acquired by 1975)

Los Angeles County Museum of Art, Los Angeles
(a gift from the above)

Gekkoso Gallery, Tokyo

Private Collection, Tokyo (and sold: Sotheby'’s,
New York, November 12, 1987, lot 225)
Acquired at the above sale

$ 300,000-500,000

Fig. 1 Marc Chagall and his wife Bella circa 1920s
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EXHIBITED

New York, Demotte Inc., Paintings by Marc
Chagall, 1930, no. 15 (titled Satyr and Passer)
Berlin, Galerie Flechtheim, La Fontaine van
Marc Chagall, 1930, no. 38

Brussels, Galerie Le Centaure & Paris, Galerie
Bernheim-Jeune, La Fontaine par Chagall,
1930, n.n.

La Jolla, California, La Jolla Art Center, Marc
Chagall, 75th Anniversary Exhibition, 1962, no. 14
Tokyo, National Museum of Western Art &
Kyoto, Municipal Museum, Chagall, 1963,

no. 148, illustrated in the catalogue

Toulouse, Musée des Augustins, Chagall et le
Thééatre, 1967, n.n.

New York, Solomon R. Guggenheim Museum,
Marc Chagall, Works on Paper, Selected
Masterpieces, 1975, no. 22, illustrated in the
catalogue

Ludwigshafen, Wilhelm Hack Museum, Marc
Chagall: Mein Leben-Mein Traum, 1990, n.n.
Paris, Galerie Gerlad Piltzer, Chagall: Vitebsk,
St. Petersbourg, Paris, 1993, illustrated in color
in the catalogue

Ceret, Musée d'art moderne, Chagall et les
fables de La Fontaine, 1995-96, n.n.

LITERATURE

André de Ridder, “La Fontaine vu par Chagall,”
in Variétés, vol. 11, Brussels, 1930, no. 10
Franz Meyer, Chagall, New York, 1961, no. 455,
illustrated n.p.

Franz Meyer, Marc Chagall, Life and Work,
1963, no. 455, illustrated pp. 347-50

Franz Meyer, Marc Chagall, Paris, 1964,

no. 455, illustrated n.p.

Jean Cassou, Chagall, London, 1965, no. 95,
illustrated p. 157

Andrew Kagan, Chagall, Modern Masters
Series, New York, 1989, no. 50, illustrated p. 57
“Figaroscope,” in Le Figaro, March 3-9, 1993,
illustrated in color on the front cover

Susan Compton, Marc Chagall, My Life-My
Dream, Munich, 1990, no. 64, illustrated in
color n.p.

Daniel Marchesseau, Chagall, Ivre d’images,
Paris, 1995, illustrated p. 76

Jean de La Fontaine & Marc Chagall, Marc
Chagall, The Fables of La Fontaine, New York,
1997, illustrated in color p. 91
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The illustrations for La Fontaine's fables
which Chagall began in 1926 are among his
most imaginative works. The complete set

of etchings derived from the gouaches was
finished by 1930 and finally published in 1952.

The commission from Ambroise Vollard
was prestigious and lucrative for Chagall,
earning him almost 200,000 francs.

Having left the constrained conditions of
post-Revolutionary Russia only a few years
previously, Chagall and his wife Bella enjoyed
some of their happiest years together in Paris
at this time, buoyed by their first real period
of financial stability and his renewed sense
of artistic purpose. Bella would read the
fables aloud to her husband as he developed
his designs, and his gouaches of this period
owe much to their joint expeditions into

the countryside where they reacquainted
themselves with rural life.

A known champion of the avant-garde,
Vollard was unfazed by the controversy
surrounding his decision to appoint a foreigner,
retorting to the French Chamber of Deputies:
“Did La Fontaine himself not take these fables
from Aesop, who wrote in Latin, to the best of
my knowledge?” (Ambroise Vollard quoted in
Marc Chagall, Les Fables de La Fontaine, Paris,
1995, p. 18). But it was Chagall's distinctive
sense of the fabulous which had appealed to
Vollard rather than any outsider status: “His
aesthetic seems to me in a certain sense akin
to La Fontaine's, at once sound and delicate,
realistic and fantastic” (Ambroise Vollard,

“De la Fontaine a Chagall,” in L'Intransigeant,
January 8, 1929, n.p.).

In La Fontaine's tale, a cold and hungry
traveler seeks shelter with a satyr and his
wife. They are impressed to learn that the
traveler keeps warm by blowing on his
fingers, but when the man blows on his soup
and explains that this is to cool it down, the
straightforward satyr drives him out of the
cave for double-dealing. The fable had been
popular for centuries among artists looking for
a vehicle for political and social commentary,
but Chagall's approach was altogether new.
Any such message is secondary to his attempt
to capture the tone of La Fontaine's texts,
one in which levity and humor are interwoven
with cruelty and melancholy. The vivid two-
tone forms, saturation of color and vibrant
highlights demonstrate Chagall's ability to
manipulate the medium and recreate the
carnivalesque world of folklore. His human
figures are typically subsidiary to the mythical
creature or animal which dominates the
composition.
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REMBRANDT BUGATTI
1884 - 1916

Petites antilopes goudou ou
“caresse”
Inscribed R Bugatti, numbered 8 and stamped

with the foundry mark Cire Perdue A.A. Hébrard;

inscribed 8 (on the underside)

Bronze

Length: 20in.; 51 cm

Conceived circa 1911 and cast in a numbered
edition of 10 by the A.A. Hébrard Foundry, Paris.

This work is recorded in the archives of the
Rembrandt Bugatti Conservatoire, Paris.

PROVENANCE

Bonabeau Collection, Paris (acquired in 1921)
Alain Delon, Paris (and sold: Sotheby's,
London, April 4,1990, lot 267)

Acquired at the above sale

LITERATURE

Andre Salmon, “Rembrandt Bugatti,” in Art et
Décoration, vol. 34, Paris, November 1, 1913,
illustration of the original plaster

Jacques Chalom des Cordes & Véronique
Fromanger, Rembrandt Bugatti Catalogue
Raisonné, Paris, 1987, illustration of another
cast pp. 266-67

Edward Horswell, Rembrandt Bugatti, Life in
Sculpture, London, 2004, n.n., illustration of
another cast pp. 154-55

Véronique Fromanger, Rembrandt Bugatti,
sculpteur, répertoire monographique, Paris,
2009, no. 270, illustration of another cast p. 321
Véronique Fromanger, Rembrandt Bugatti,
sculpteur, répertoire monographique, Paris,
2016, no. 273, illustration of another cast p. 355

$ 120,000-180,000

DETAIL

In an explosive career that spanned little
more than a dozen years, Rembrandt

Bugatti emerged as a singular figure whose
distinct, powerfully modern vision bridged
traditional sculptural and animalier devices
with innovative methodologies. Bugatti was
unique among modernist sculptors in his
near-exclusive focus on animal imagery.
Bugatti, like the great painters of animals
George Stubbs and Eugéne Delacroix, “would
bring to this tradition his own vision, empathy
with animals and truth to observation. He
would surpass the genre of ‘animal art’ and
resist all definition as an artist, other than

as one who forged his own vision and style.
He used animal subjects at once for their
own sake and as vehicles for the expression
of emotion and the celebration of aesthetic
form. He remained aloof from both the
avant-garde and the conservative trends of
his time. The distinctive, deeply rewarding...
oeuvre that he created remains unique in

art history” (Edward Horswell, Rembrandt
Bugatti: Life in Sculpture, London, 2004, p.
13). With his progressive stylization which
balanced abstraction and figuration in a novel
way, Bugatti's innate talents are displayed to
superb effect in this intimate representation
of two antelopes.

The renowned French actor Alain Delon
began collecting art in earnest in the 1980s
with a particular focus on the sculpture of
Rembrandt Bugatti, an artist who held a
special appeal for him. Delon was one of
the great movie stars in the golden age of
cinema, coming to international prominence
for his role as Tom Ripley in the original
1960 adaptation by René Clément of Patricia
Highsmith's novel, The Talented Mr. Ripley. He
was the recipient of an honorary Palme d'Or
at the Cannes Film Festival in 2019 for his
lifetime achievements in the field.
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JACQUES LIPCHITZ
1891- 1973

La Gazelle

Inscribed J. Lipchitz, dated 12, numbered
1/7 and stamped with the foundry mark C.
Valsuani cire perdue

Bronze

Height: 17%4 in.; 45 cm

Conceived in 1911 and cast in 1912.

PROVENANCE

Private Collection (and sold: Christie's,
London, December 1, 1981, lot 146)
Acquired at the above sale

LITERATURE

Abraham M. Hammacher, Jacques Lipchitz,
New York, 1975, illustration of another cast
pl. 61

Alan G. Wilkinson, The Sculpture of Jacques
Lipchitz, A Catalogue Raisonné, vol. |, London,
1996, no. 8, illustration of another cast p. 37

$ 100,000-150,000

Fig. 1 Lipchitz in his studio with a cast of La Gazelle
in 1925.
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Created while studying at the Académie Julian
in Paris, La Gazelle is one of the first sculptures
Lipchitz ever conceived. Cast 2/7 from the
edition was acquired directly from the artist by
the Alfred C. Barnes in 1923 and now resides
in the collection of the Barnes Foundation in
Philadelphia (see fig. 2).

The work'’s graceful line and traditional
subject matter are typical of the academic
training Lipchitz would have received; at
this stage the artist was more attuned to
the traditional practice of sculpture than
the modern and rule-breaking Cubist
masterpieces he would soon create. To this
simple and elegant sculpture, Lipchitz later
added a nude and a second gazelle, which he
submitted to the Salon d’Automne in 1913.
When reflecting upon the impact La Gazelle
and the subsequent Femme et gazelles
had on his career, Lipchitz writes fondly:

“At that time | was only about twenty years
old, so that the success of the piece made
atremendous impression on me. The idea
for the composition may have come from
statements quoted by professor...saying that
sculpture is ‘a plate and chestnuts'... finally

| understood that what [he] meant was that
sculpture involved the contrast of planes and
round volumes. This elementary idea was a
revelation to me and immediately began to
affect my own sculpture” (Jacques Lipchitz,
My Life in Sculpture, New York, 1972, p. 7).

This group, according to Henry R. Hope,
represents “an effort—eminently successful—
to make the sculpture seem to turn, to compel
the spectator to walk around it, to be aware
of its existence in space. Seen in retrospect,
this bronze contains many predictions of his
later work” (Henry R. Hope, The Sculpture of
Jacques Lipchitz (exhibition catalogue), The
Museum of Modern Art, New York, 1954, p. 9).
Femme et gazelles, and indeed the singular La
Gazelle share "with Maillol's timeless nudes
a feeling of classical calm” (Alan Wilkinson,

A Life in Sculpture (exhibition catalogue), Art
Gallery of Ontario, Toronto, 1989, p. 60).

Fig. 2 Another cast from the edition in the collection of the Barnes Foundation, Philadelphia
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ALBERTO GIACOMETTI
1901 - 1966

Dr. Fraenkel

Inscribed Alberto Giacometti, numbered 3/6
and stamped with the foundry mark Susse
Fondeur Paris

Bronze

Height: 107 in.; 27.5 cm

Conceived in 1956 and cast in bronze in 1961-62
in an edition of 4 by the Susse Foundry, Paris; this
example cast in 1961.

The authenticity of this work has been
confirmed by the Comité Giacometti and it is
recorded in the Alberto Giacometti database as
AGD4138.

PROVENANCE

Pierre Matisse Gallery, New York (acquired
from the artist in 1961)

Davlyn Gallery, New York (acquired from the
above)

Acquired from the above circa 1982

$ 500,000-700,000

A practicing physician, Dr. Théodore Fraenkel
was closely involved with members of the Dada
and Surrealist movements active during the
1920s in Paris. Upon meeting André Breton in
high school, the two bonded over their shared
love of poetry and later attended medical
school together. While not on active medical
duty during World War |, Fraenkel would
frequently collaborate with friends including
the Dada artists Louis Aragon, Francis Picabia
and Tristan Tzara (see fig. 1).

Fraenkel would become one of Alberto
Giacometti's closest friends for over thirty
years, as well as his trusted physician. Like
many of Giacometti's intimate acquaintances,
Dr. Fraenkel began sitting for the artist and
often modeled for his paintings and sculptures.
Writer James Lord explained “Fraenkel was
exceptionally timid, and would sometimes sit for
hours without uttering one word. Alberto gave
him confidence, drew him out, enabled him
to become expansive and talk about himself.
The tonic effect was the basis of the friendship
between the artist and the doctor, who was
more than ready to repay the kindness with
advice and medicine when necessary, which
was rather often. Despite Fraenkel's failure in
1930 to have diagnosed an obvious case of
appendicitis, Alberto continued to believe in
his competence and proclaimed him the very
best doctor in Paris. A perceptive observer
might have concluded that such enthusiasm
on Alberto’s part could suggest that he was
one of the worst!"” (James Lord, Giacometti, A
Biography, New York, 1983, p. 275).

Fig. 1 From left to right, back row: Louis Aragon, Theodore Fraenkel, Paul Eluard, Emmanuel Fay; second row:
Paul Dermée, Philippe Soupault, Georges Ribemont-Dessaignes; front row: Tristan Tzara (with monocle),
Céline Arnauld, Francis Picabia, André Breton.
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As in many of the sculptures and painted
portraits of his brother Diego and wife Annette
which Giacometti executed at this time, Dr.
Fraenkel exemplifies the artist's fascination
with the emotive qualities of the sitter's
face. The artist executed these works with
the matiere pétrie, or kneaded method, that
heightened the expressiveness of the figure
and subsequently enhanced the realism
of the sitter’s face by working with a knife.
Nevertheless, the artist primarily worked with
his hands, restlessly pinching and smoothing
the surface—a physical act that hinted at
the quiet intimacy Giacometti shared with
his sitters not only in his private life but
also during his constant reworking of these
busts in the solitary darkness of his studio.
Discussing the sculptures executed during
this period, Yves Bonnefoy wrote: “These
sculpted faces compel one to face them as if
one were speaking to the person, meeting his
eyes and thereby understanding better the
compression, the narrowing that Giacometti
imposed on the chin or the nose or the general
shape of the skull. This was the period when
Giacometti was most strongly conscious of
the fact that the inside of the plaster or clay
mass which he modeled was something inert,
undifferentiated, nocturnal, that it betrays
the life he sought to represent, and that he
must therefore strive to eliminate this purely
spatial dimension by constricting the material
to fit the most prominent characteristics of the
face” (Yves Bonnefoy, Alberto Giacometti, A
Biography of His Work, Paris, 1991, pp. 432-36).

A superior example of the sculptural busts
that are so emblematic of Giacometti's oeuvre,
Dr. Fraenkel is distinguished by the artist's
haunting rendering of a subject so cherished by
the artist, as well as by the intimate and complex
relationship the two individuals shared.
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HENRY MOORE
1898 - 1986

Family Group

Bronze

Height: 5in.; 12.7 cm

Conceived in 1945 and cast in an edition of 7 plus
1 artist’s proof by the Gaskin Foundry, London.

This work is recorded in the archives of the
Henry Moore Foundation.

PROVENANCE

Private Collection, United Kingdom (and sold:
Sotheby's, London, June 23,1993, lot 329)
Acquired at the above sale

LITERATURE

lonel Jianou, Henry Moore, Paris, 1970,

no. 226, p. 74

David Sylvester, ed., Henry Moore, Sculpture
and Drawings 1921-1948, vol. |, London, 1988,
no. 239, p. 15

$ 300,000-500,000

Fig. 1 Henry Moore, Family Group, conceived in 1945
and cast by 1947, bronze, sold: Sotheby's, London,
November 20, 2018, lot 14 for $1,857,545

76 SOTHEBY'S

The theme of mother and child was one of
two central motifs, along with the reclining
woman, that obsessed Moore for the duration
of his life. This theme assumed particular
poignancy in the wake of World War I, when
Moore’s family groups became symbols of the
domesticity and familial bonds which were
damaged by the war. The family group also
held a particularly personal resonance as
Moore and his wife Irina had their first and only
child, Mary, a much longed for addition to the
family, in 1946 after many years of marriage.
Conceived just one year before Mary's birth,
the present work evokes the convergence of
these forces, both patriotic and personal.

The image of the primal maternal bond
was redolent with religious connotations of the
Madonna and Child, but its appeal was also
secular and universal. Moore looked to ancient
art, Mexican and Sumerian cultures, as well as
classical antiquity for inspiration in his earliest
stone carvings in the 1920s. The seventh of
eight children in a coalmining family, Moore
was born in the industrial town of Castleford
in Yorkshire. While his father was strict,
hard-working and ambitious, his mother was
“feminine, womanly, motherly... She was to me

IMPRESSIONIST & MODERN ART DAY SALE

the absolute stability, the whole thing in life
that one knew was there for one’s protection”
(Henry Moore quoted in Norbert Lynton, “The
Humanity of Moore,” in Henry Moore, The
Human Dimension, London, 1991, p. 21).
Moore explored the mother and child motif
in more and less direct guises throughout the
1920s and 1930s: from babies nursed and
cradled by their mothers to more abstract
interpretations of two separate but related
forms or even hollows with distinct elements
held within an interior space. As the artist
explained, “The idea of the family group
crystallised before the war. Henry Morris, the
Director of Education for Cambridgeshire,
asked me to do a sculpture for the Impington
Village College, the first of the modern
schools in England. It had been designed by
Walter Gropius. As the College was going to
be used for adult education as well, the idea
of connecting parents and children came
into my mind. | think that the first family
group drawings and maquettes were done in
1935-6, although | didn't actually make the
full-size sculpture until later” (quoted in John
Hedgecoe & Henry Moore, Henry Moore,
New York, 1968, p. 163).
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HENRY MOORE
1898 - 1986

Seated Figure on a Ledge

Inscribed Moore and numbered 1/4
Bronze

Height: 10¥4in.; 25.7 cm

Conceived in 1957 and cast in bronze in 1977
in a numbered edition of 4.

PROVENANCE
James Kirkman, London

Private Collection, Japan (and sold: Sotheby's,

London, April 1, 1981, lot 84)
Acquired at the above sale

LITERATURE

Alan Bowness, ed., Henry Moore, Complete
Sculpture, 1955-64, vol. lll, London, 1965,
no. 432a, illustration of another cast p. 35

$ 100,000-150,000

Seated Figure on a Ledge belongs to a series
of works from the late 1950s that Moore
created while developing a commissioned
sculpture for the UNESCO headquarters in
Paris. Although Moore had experimented with
seated—as opposed to reclining or standing—
figures since the first part of the decade, the
UNESCO project offered a very particular
challenge: that of connecting figurative
sculpture to its architectural surroundings.
As art historian Herbert Read described: “the
modern sculptor (and this includes Rodin)
has an additional difficulty which arises from
the lack of any unity of style in the artifacts

of our contemporary civilization—the conflict
between an architecture that is essentially
functional and an art of sculpture that is still
essentially symbolic (especially when it has

a representative purpose) being a particularly
acute instance” (quoted in Alan Bowness,

op. cit., p. 6).

While this question took Moore years
to resolve, it ultimately led his sculpture in
new and dynamic directions. At odds with
the practice of completing a sculpture for an
existing building as a simple enhancement to
the architecture, Moore thought of his sculpted
figures as independent works of art that
needed to be seen from all angles and not as
adornments positioned against a flat surface.
Moore's solution was to create independent
architectural elements for his sculptures—
including walls, steps, chairs and ledges—to
create self-contained and private settings for
his figures. Although Moore eventually chose
a reclining figure for the UNESCO project,
he continued to expand his work on these
individualized architectural settings for the
remainder of the decade.

“This is what the sculptor must do. He must strive
continually to think of, and use, form in its full spatial
completeness. He gets the solid shape, as it were,
Inside his head—he thinks of it, whatever its size,
as if he were holding it completely enclosed in the
hollow of his hand.”

Henry Moore, 1937
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HENRI MATISSE
1869 - 1954

Femme aux roses

Signed Henri Matisse (upper left)
Oil on canvas

16Y2 by 13%8in.; 41.2 by 33.3cm
Painted circa 1919.

The authenticity of this work has been

confirmed by the late Wanda de Guébriant.

$ 500,000-700,000

PROVENANCE

Galerie Bernheim-Jeune, Paris (acquired from
the artist)

M Vignier, Paris

Marius de Zayas, New York

John Quinn, New York (acquired from the
above on April 21, 1920)

Julia Quinn Anderson, New York (acquired
from the estate of the above in 1926)
Mary Anderson Conroy, New York
Thomas F. Conroy, New York

Wildenstein & Co., Inc., New York

Mrs. Edward G. Robinson, Beverly Hills
Private Collection (and sold: Christie’s,
New York, November 15, 1988, lot 38)
Acquired at the above sale

EXHIBITED

New York, M. de Zayas Gallery, Exhibition of
Paintings by Courbet, Manet, Degas, Renoir,
Cézanne, Seurat, Matisse, 1919, no. 22

New York, M. de Zayas Gallery, Paintings by
Matisse, 1920, n.n.

New York, The Metropolitan Museum of

Art, Loan Exhibition of Impressionist & Post-
Impressionist Painting, 1921, no. 65, illustrated
in the catalogue

New York, Joseph Brummer Galleries, Exhibition
of Works by Henri Matisse, 1924, no. 13
Washington, D.C., Hirshhorn Museum and
Sculpture Garden, The Noble Buyer: John
Quinn, Patron of the Avant-Garde, 1978, no. 51,
illustrated in the catalogue

LITERATURE

Henry McBride, News and Comment in the
World of Art, November 23, 1919, sec. 7,
mentioned p. 12

Henry McBride, “New Matisse on Exhibition,”
in New York Herald, December 12, 1920, sec. 3,
mentioned p. 4

Estate of John Quinn, ed., Catalogue of the Art
Collection Belonging to Mr. Quinn, New York,
1924, mentioned n.p.

John Quinn, 1870-1925: Collection of Paintings,
Watercolours, Drawings & Sculpture,
Huntington, 1926, illustrated p. 11

Benjamin Lawrence Reid, The Man from New
York: John Quinn and His Friends, New York,
1968, illustrated p. 471

“The kind of order [Matisse] emulates...is indeed that
of a Vermeer, or a Chardin, except that he shows us
an unabashed sensuality quite foreign to any such
earlier bourgeois vision.”

John Elderfield
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Fig. 1 Henri Matisse in Nice



An intimate composition which allows for

a close engagement with the lovely model,
Femme aux roses is certainly one of the

finest portraits from Matisse’s Nice period.
This splendidly painted work is a wonderful
example of Matisse's sublime use of line

which emphasizes the beautiful contours

of his model’s face. Its pared-down palette
and linearity reflect a distinctive post-war
sentiment with the sitter exuding a sense of
purity and hopefulness. Painted around 1919 in
Nice, this image represents a continuation of
pictorial concerns initially explored during his
first stay in 1917-18. His post-war years in Nice
were marked by substantial and sometimes
dazzling innovations; the unique quality of the
light and relative isolation of the French Riviera
provided the artist with the ideal environment
in which to reengage with figurative elements in
his painting.

In the year of 1919, Matisse also regularly
visited the ailing Pierre-Auguste Renoir in
Cagnes during the final months of his life. As
a young man Matisse was a frequent guest in
Renoir’s studio, turning to the aging artist for
professional advice and inspiration (see fig.

2). "Renoir's work saves us from the drying-up
effect of pure abstraction” Matisse explained in
an interview that same year (quoted in Hilary
Spurling, Matisse the Master, A Life of Henri
Matisse, The Conquest of Colour, London,
2005, p. 223). He believed that Renoir's art
was an antidote to the stultifying impact of
Cubism that he saw consuming his peers, and
he struggled to reveal the plastic beauty of
form and figuration. Throughout the war years,
the artist had worked against the tide of the

Parisian avant-garde, committing himself to

a style of painting that was grounded in form
and color. But at the beginning of 1919, his
determination was at its most strident: “Work
monopolized him from the start,” writes Hilary
Spurling of this period. “Throughout the first
months of 1919, he complained that the road
lay uphill, that he was toiling like a carthorse,
that his labors exhausted him and made him
despair. But he had no doubt that he was on
to something. ‘As for telling you what it will be
like, he wrote to his wife on January 9t of 1919,
‘that | couldn’t say since it hasn't happened
yet, but my idea is to push further and deeper
into true painting’” (ibid., p. 223).

John Elderfield has compared Matisse's
technique during this period to that of
Vermeer, who also effectively preserved the
serenity and lyrical intimacy of his models,
“The kind of order he emulates...is indeed
that of a Vermeer, or a Chardin, except that
he shows us an unabashed sensuality quite
foreign to any such earlier bourgeois vision.
He looks also to Renoir and Courbet, and
frankly enjoys the seductiveness with which
he surrounds himself” (John Elderfield,

“The Early Years of Nice,” in Henri Matisse:
A Retrospective (exhibition catalogue),

The Museum of Modern Art, New York, 1992,
p. 289).

By 1920 this portrait had found its way
into the collection of the legendary American
collector and patron of the arts John Quinn,
whose other modernist masterpieces included
Matisse's Blue Nude and Picasso’s Three
Musicians (see fig. 3). During World War | he
provided funding for artists in France, writing in

Fig. 3 Photograph of John Quinn with Constantin Brancusi

a 1915 letter to his friend Maud Gonne that
“the world needs the artist and poet more than
they need the world.” Quinn later received the
Legion of Honor for his service to the nation
of France.

During the war, a future owner of the
painting, Edward G. Robinson, served in the
United States Navy. He went on to become a
Hollywood actor, appearing in over 100 films
during his long career, as well as earning a
reputation for speaking out against the threat
of fascism during the 1930s and funding
political, cultural and educational projects.

83
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JULIO GONZALEZ
1876 - 1942

Téte, double téte

Inscribed Gonzalez, numbered 8/9 and
stamped with the foundry mark E. Godard
Cire Perdue

Bronze

Height: 8%4in.; 21 cm

Conceived circa 1934-36 and cast in bronze in a
numbered edition of 9 by the E. Godard Foundry,
Paris.

The authenticity of this work has been
confirmed by Philippe Grimminger.

PROVENANCE

Galerie de France, Paris

Galerie Theo, Madrid

Acquired from the above on December 11, 1986

$ 30,000-50,000

“In order to give the most power and
beauty to his work, the sculptor must
be aware of the exterior contour, in
order to preserve its sense of mass. So
it is in the center of this mass that he
must concentrate all his effort, all his
imagination and his science, so that its
power won't be weakened.”

Julio Gonzélez

Fig. 1 Julio Gonzalez in his studio
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FERNAND LEGER
1881 - 1955

Composition (La Danseuse au
triangle jaune)

Signed F.Léger and dated 30 (lower right);
signed F.Léger, titled and dated 30 (on the
reverse)

Qil on canvas

25%4 by 21%sin.; 65.4 by 54.1cm
Painted in 1930.

$ 400,000-600,000

Fig. 1 Joan Mird, Intérieur hollandais I/, 1928, oil on canvas,
Peggy Guggenheim Collection, Venice

86 SOTHEBY'S

PROVENANCE

Paul Rosenberg, Paris (inv. no. 2862)

Galerie Louis Carré, Paris

David Solinger, New York (and sold: Sotheby's,
New York, November 1, 1978, lot 50)

Private Collection, New York (acquired at the
above sale)

Private Collection (and sold: Sotheby's, London,
December 3, 1980, lot 77)

Private Collection, Switzerland (acquired at the
above sale and sold: Sotheby's, London, March
31,1987, lot 56)

Acquired at the above sale

EXHIBITED

New York, Gallery Chalette, Fernand Léger,
1965, no. 11, illustrated in the catalogue
Tel Aviv Museum of Art, Tel Aviv, Fernand
Léger—Selected Works from a Private
Collection, 1994, n.n.

LITERATURE

Werner Schmalenbach, Fernand Léger,

New York, 1975, no. 32, illustrated p. 34
Werner Schmalenbach, Fernand Léger, Paris,
1977, no. 32, illustrated p. 34

Georges Bauquier, Fernand Léger, Catalogue
raisonné de I'oeuvre peint 1929-1931, Paris,
1995, no. 689, illustrated in color p. 145

IMPRESSIONIST & MODERN ART DAY SALE

The late 1920s and early 1930s marked
Léger's departure from the rigid, mechanical
vocabulary that characterized his earlier
Purist work and the embrace of an organic
aesthetic. This can be seen in the present
work from 1930, which features quasi-abstract
forms floating through space, unreliant on
traditional forms of perspective. Rejecting
classical visual representation, Léger freed
his objects from the geometric structure

of the painting. He aimed to extract the
object from its conventional context and
relationships, allowing it to exist for its own
sake in a new isolated, revitalized state. As
the artist once explained, “In painting, the
strongest restraint has been that of subject
matter upon composition, imposed by the
Italian Renaissance. The effort towards
freedom began with the Impressionists and
has continued to express itself until our day...
The feeling for the object is already in primitive
pictures—in works of the high periods of
Egyptian, Assyrian, Greek, Roman and Gothic
art. The moderns are going to develop it,
isolate it, and extract every possible result of
it” (quoted in “The New Realism,” in Edward F.
Fry, ed., Fernand Léger, Functions of Painting,
New York, 1973, p. 109).

The present work is also an early
testament to the powerful influence of
Surrealism on the artist’s aesthetic around
this time. Although he never aligned himself
formally with the Surrealist group, Léger, ever
at the forefront of the avant-garde, was drawn
to the biomorphic imagery that pervaded the
pictures of Miré and Dali during these years
(see fig. 1). The present composition is a fine
example of how Léger incorporated the linear
flourishes and amoeboid forms of Surrealist
iconography into his work.
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FERNAND LEGER The genre of the still life, more than any other In Un Vase bleu, un tapis rouge a painted
subject or motif, functioned as the vehicle for vase and a potted plant stand side by side on an
1881 - 1955 Léger's myriad metamorphoses as an artist. irregularly shaped red rug, their outlines marked
. From dynamic Cubist compositions breaking in black against a flat background. Léger places
Un Vase bleu, un tapls rouge down traditional perspectives to colorful Purist the objects in harmonious combination with
Signed F. Leger and dated 52 (lower right); paintings emphasizing simplicity of line to the each other, depicting them volumetrically and
signed F. Leger, titled and dated 52 (on the graphic works such as the present lot, which letting their form and color assume expressive
reverse) presages Pop Art, Léger leveraged the versatility — power.
Oil on canvas of the still life genre to experiment with form, The simplicity with which the artist has
21Y4 by 25Y2in.; 54 by 64.8 cm color and composition. The present work is composed the picture is evocative of techniques
Painted in 1952. culmination of these experiments painted near associated today with the generation of Pop
the end of Léger's life. artists and street artists who followed Léger in
PROVENANCE Léger's affinity for primary colors traces their elevation of everyday objects. Traces of
Galerie Louis Carré, Paris (acquired from back to the principles of Purism, a movement Léger’s legacy as a still-life painter can be found
the artist) that was a part of the broader rappel & l'ordrein - in the works of such artists as Roy Lichtenstein,
Theodore Schempp, New York the aftermath of World War I. Pivoting away from  David Hockney and Jonas Wood (see fig. 1).
Lee Ault & Company, New York Cubism, Léger sought to strip down his art to James Rosenquist once said of the master:
Charles Zadok, Thessaloniki & New York the pure essence of things. Once dynamic still “Léger, | believe, was a colorist... | admired him
(and sold by the estate: Sotheby's, New York, lifes devolved into forms with simple outlines. greatly. | wish | could have met him” (quoted
May 11,1988, lot 406) Flat planes of color took precedence over the in Fernand Léger, Paris-New York (exhibition
Acquired at the above sale dizzying deconstruction of perspective. Orderly ~ catalogue), The Fondation Beyeler, Basel, 2008,
arrangement of objects was prized above a p. 148).
EXHIBITED

faithful representation of reality.
Milwaukee, Milwaukee Art Institute &

Cincinnati, Cincinnati Art Museum, Still Life
Painting, 1956, n.n.

LITERATURE

Georges Bauquier, Fernand Léger, Catalogue
raisonné de I'oeuvre peint 1952-1953, Paris,
2013, no. 1485, illustrated in color p. 49

$ 300,000-500,000

Fig. 1 Jonas Wood, Duck Pot with Orchid, 2012, oil and acrylic on canvas,
sold: Sotheby's, New York, May 19, 2017
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FERNAND LEGER Painted shortly after Léger’s return to Paris

from his wartime sojourn in New York, Nature
1881 - 1955 morte au papillon encapsulates Léger's

. emphasis on the key role of pure color in his

Nature morte au paplllon paintings. The composition and subject recall
Signed F.Léger and dated 47 (lower right) Léger’'s output from the late 1930s, the last time
Oil on canvas whenhewaspermanently settledinParis, during
188 by 15 in.; 46 by 38 cm which he painted a number of still lifes using
Painted in 1947. images of the natural world, such as butterflies,

flowers and underwater plants.
PROVENANCE The sharply outlined geometric forms
Sale: Hotel Drouot, Paris, March 18,1986, lot 67  provide contrast to the wide sweeps of color,
Nisenbaum Collection suggesting a sense of movement throughout
Private Collection, Switzerland (and sold: the composition. Rather than depict a
Sotheby'’s, London, April 1, 1987, lot 216) narrative or imitating nature, Léger was
Acquired at the above sale concerned with the primacy of painting and

explored his visual language in its fullest and
LITERATURE

purest form, namely the elements of color
and form. In 1950, Léger wrote: “The plastic
life, the picture, is made up of harmonious
relationships among volumes, lines and
colors. These are the three forces that must
govern works of art. If, in organizing these
three elements harmoniously, one finds that
objects, elements of reality, can enter into the
composition, it may be better and may

give the work more richness” (quoted in
Carolyn Lanchner, Fernand Léger, New York,
1998, p. 247).

Georges Bauquier, Fernand Léger, Catalogue
raisonné de I'oeuvre peint 1944-1948, Paris,
2000, no. 1282, illustrated in color p. 197

$ 150,000-200,000

&
‘36‘
Fig. 1 Damien Hirst, PRAY FOR US ALWAYS, 2008, butterflies and household gloss on canvas, diptych, sold: Sotheby's,

London, September 20, 2018, lot 2
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ANDRE MASSON
1896 - 1987

La Tour et les bateaux

Signed André Masson (lower right)
Oil on canvas

3978 by 3278 in.; 101.3 by 83.6 cm
Painted in 1946.

The authenticity of this work has kindly been
confirmed by the Comité Masson.

PROVENANCE

Galerie Simon, Paris

Galerie Louise Leiris, Paris

Buchholz Gallery (Curt Valentin), New York
Acquavella Galleries, New York

André Lefevre, Paris (acquired by 1965)
Private Collection (and sold: Christie's, New York,
May 13,1987, lot 361)

Acquired at the above sale

EXHIBITED

Berlin, Werke Franzosischen Meister der
Genzenwart, 1952, no. 34

Paris, Musée national d'art moderne,
Exposition: Collection André Lefévre, 1965,
no. 186

$ 70,000-100,000

The present work was previously in the
collection of André Lefevre, a successful
Parisian stockbroker who retired at the age
of forty-four to devote himself fully to his art
collection. Advised by the owner of Galerie
Percier, André Level, he acquired several
important Cubist canvases by Picasso, Léger,
Braque and Gris, including Braque's Man with
Guitar (1914) which sold for more than one
million francs when sold after Lefevre's death.
An extraordinarily agile artist, Masson
created a diverse body of work that spans
several movements including Cubism,
Surrealism and Abstract Expressionism. While
his early work expressed an interest in Cubism,
he would soon develop his own unique visual
vocabulary. During the 1940s when Masson
lived in New York, he worked at Stanley
William Hayter's famous “Atelier 17" alongside
American artists including Jackson Pollock
and Mark Rothko (see fig. 1).

“Everything must return to the eternal fire.

Tempest of flames.”

André Masson

Fig. 1 Jackson Pollock, The Flame, 1938, oil on canvas mounted on fiberboard, The Museum
of Modern Art, New York
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135
BALTHUS LITERATURE the French art historian and Balthus scholar
1908 - 2001 Jean Leymarie, Balthus, New York, 1982, p. 135 Jean Leymarie, “During his Chassy period...

Etude pour “Le Réve I”

Signed Balthus and dated 54. (lower left);
signed with the initials Bs and dated 54 (on the
reverse)

Qil on canvas

18Y4 by 21%4in.; 46 by 55.3 cm

Painted in 1954.

PROVENANCE

Pierre Matisse Gallery, New York (acquired
from the artist)

Sale: Christie's, London, June 29, 1981, lot 61
Private Collection, New York

Acquired from the above on January 9, 1985

EXHIBITED

New York, Pierre Matisse Gallery, Balthus,
1957, no. 14

New York, Pierre Matisse Gallery, Balthus,
Paintings 1929-1961, 1962, no. 9
Cambridge, Massachusetts Institute of
Technology, The New Gallery, Balthus, 1964,
no. 17

$ 250,000-350,000

Fig. 1 Balthus and his niece Frédérique Tison at the
Chateau de Chassy in 1956, photograph by Loomis Dean
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Balthus Retrospective (exhibition catalogue),
Musée national d’art moderne, Centre Georges
Pompidou, Paris, 1983, no. 162, illustrated p. 366
Jean Leymarie, Balthus, Geneva, 1990, p. 137
Virginie Monnier & Jean Clair, Balthus:
Catalogue Raisonné of the Complete Works,
Paris, 1999, no. P.239, illustrated p. 168

Jean Clair, ed., Balthus, London, 2001, no. 2,
illustrated p. 334

Etude pour “Le Réve I" was painted in 1954,
just one year after Balthus moved to the
grandiose yet austere Chateau de Chassy

in the Morvan region of France with his wife
Antoinette de Watteville and their step-niece
Frédérique Tison. The artist was extremely
responsive to his new home which inspired
some of Balthus' most poetic paintings. Dating
from the fourteenth century and remodelled

in the seventeenth, the chateau provided the
perfect studio for the reclusive artist. In large
part due to his contentment with his physical
surroundings, Balthus was finally able to
commence the ambitious series to which the
present work belongs, addressing a number

of themes which preoccupied him throughout
his career including the nature of public
observation, the privacy of the domestic space
and the psychology of dreams. As noted by

he worked with unflagging energy, as intent
as ever on a slowly achieved, highly wrought
perfection” (Jean Leymarie, Balthus, Geneva,
1982, p. 65).

The present work is one of several
compositions devoted to the theme of
the dream. Featuring one of the artist’s
archetypal passive adolescents slumbering
or daydreaming, who may have been modeled
by Frédérique Tison, the two subjects of
Etude pour “Le Réve |” suggest both fortitude
and vulnerability. While the languorous girls
in a petit-bourgeois interior are presented
as actors on stage, they are completely
enveloped in their own world and unaware they
are being observed. Slung over the sofa, the
lack of tension of the reclining figure suggests
deep sleep and the universal language of
serenity. Jean Clair explains the ingenuity
of the Le Réve series in the context of the
artist’'s practice and overall treatment of the
theme: “Balthus often drew or painted young
girls asleep, saying they were ‘dreamers;’
but for the first time he represents in these
paintings at once the sleeper and the object
of her dream... he places the conjured-up
figure amidst the reassuring, familiar context
of everyday reality” (Balthus (exhibition
catalogue), Venice, 2001, p. 334).

“...For the first time he represents in these
paintings at once the sleeper and the
object of her dream... he places the
conjured-up figure amidst the reassuring,
familiar context of everyday reality.”

Jean Clair
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“Pascin...has taken woman
much as she is, sometimes
with flaws, often lovely, and
he has shown us that her
body need be neither a
mirror of divine perfection
nor the object of
humiliation and shame, but
simply beautiful in the fact
of its existence.”

Tom L. Freudenheim
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JULES PASCIN PROVENANCE
Estate of the artist
1885 -1930 Lucy Krohg, Paris
Umeda Gallery, Tokyo (and sold: Sotheby's,
Les Nouveaux modeles London, April 2, 1981, lot 519)
Signed Pascin and stamped with the estate Acquired at the above sale
stamp (lower right)
$ 2,000-3,000

Watercolor and brush and ink on paper
1334 by 934 in.; 34.9 by 23.8 cm
Executed circa 1912-15.

This work will be included in the forthcoming
supplement to the catalogue raisonné being
prepared by Abel and Gérard Rambert.

Fig. 1 Jules Pascin in his studio
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GIACOMO MANZU
1908 - 1991

Striptease

Stamped Manzt and with the foundry mark NFMM
Bronze

Height: 2434 in.; 63 cm

Conceived and cast in 1965; this work is unique.

The Fondazione Giacomo Manzu has kindly
confirmed the authenticity of this work.

PROVENANCE

Alex Reid & Lefevre, London (acquired from the
artist and sold: Sotheby's, London, April 1, 1981,
lot 88)

Acquired at the above sale

$15,000-20,000

“When one watches Manzu in his
new studio, talking about his plans or
analyzing his work, one cannot
escape the impression that here is a
man who does not suffer at all by
being completely dependent on
himself. With a calm certainty, based
on things already achieved, he
dedicates himself to the only task he
knows, namely to give form and thus
permanence to his perceptions and

slowly nurtured intentions.”
John Rewald

Everything you can imagine is real
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‘| work as though
nothing existed,

as if | had learned
nothing. | am the first
sculptor.”

Aristide Maillol

138

ARISTIDE MAILLOL
1861 - 1944

Jeune fille se voilant les yeux

Inscribed Aristide Maillol

Bronze

Height: 8Y2in.; 21.5cm

Conceived in 1900; this example from the edition
published by Ambroise Vollard.

We would like to thank Olivier Lorquin for kind
inspection and information confirming the cast
as a Vollard Edition.

98

PROVENANCE

John McDonnell, London

John Lowe, London (and sold: Christie's,
London, December 1, 1981, lot 141)
Acquired at the above sale

LITERATURE

Alfred Kuhn, Aristide Maillol, Leipzig, 1925,
no. 22, illustration of the plaster cast

John Rewald, Maillol, Paris, 1939, nos. 114 &
115, illustration of the plaster cast
Waldemar George, Aristide Maillol, London,
1965, illustration of another cast pl. 138

$ 25,000-35,000
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HENRI LEBASQUE PROVENANCE

Sale: Genin-Leseuil, Lyon, June 1, 1983
1865 - 1937 Galerie Vildrac, Paris

Sale: Ader, Paris, March 22,1985, lot 47
Petit modéle au cannet Richard Green Fine Paintings, London (and
Signed Lebasque (lower left) sold: Sotheby'’s, London, April 1, 1987, lot 155)
Oil on canvas Acquired at the above sale
16Ys by 215/ in.; 40.1 by 54.9 cm
Painted in 1929. LITERATURE

Denise Bazetoux, Henri Lebasque, Catalogue
raisonné, vol. |, Neuilly-sur-Marne, 2008,
no. 1048, illustrated p. 263

$ 40,000-60,000
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MARC CHAGALL
1887 - 1985

L'Ane bleu

Signed Marc Chagall (lower right)
Gouache, pastel and watercolor on paper
312 by 23in.; 79.3 by 58.3 cm

Executed in 1970.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

Galerie Maeght, Paris

Private Collection, San Francisco (and sold:
Sotheby's, New York, May 12, 1987, lot 208)
Acquired at the above sale

$ 150,000-200,000

100 SOTHEBY'S

L'Ane bleu showcases Chagall’s distinctive
visual vocabulary as well as his unique
mastery of color. Here, the artist renders a
loving couple overlooking a dreamscape of
idiosyncratic symbols each central to Chagall's
oeuvre. These familiar characters take center
stage, including a rooster, a goat and the
rooftops of his native Vitebsk. The rooster was
of particular importance for Chagall. As noted
by Franz Meyer, the bird had for thousands

of years “played a part in religious rites as

the embodiment of the forces of the sun and
fire. This symbolic meaning still lingers onin
Chagall's work, where the cock represents
elementary spiritual power” (Franz Meyer,
Marc Chagall, London, 1964, p. 380). In its
ethereal application of watercolor, gouache
and pastel, the present work evokes the oneiric
state that envelops these two lovers, set
against the backdrop of Chagall’'s treasured
childhood memories.

The main symbolic elements of the
present composition are also uniquely
delineated in bright strokes of blue, red, green
and yellow. The use of primary tones evokes
Chagall's earlier work in stained glass while
also alluding to the elementary, indispensable
nature of the figurative components in the
artist’'s oeuvre. This palette, like the array
of familiar characters, constitute another
fundamental pillar of Chagall's visual
repertoire and the memories and emotions his
images conjure would distinguish the artist's
work from that of his contemporaries.

IMPRESSIONIST & MODERN ART DAY SALE
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MARC CHAGALL
1887 - 1985

Le Colporteur

Signed Marc Chagall and dated 1911 (lower left)
Gouache on paper

1238 by 7%4in.; 31.5 by 19.6 cm

Executed in 1911.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

$ 100,000-150,000

PROVENANCE

Mrs. E. Solomon (and sold by the estate: Sotheby's,

London, December 3, 1986, lot 429)

Private Collection, Paris (acquired at the
above sale)

Private Collection, New York

Sale: Christie’s, London, November 28, 1989,
lot 132

Acquired at the above sale

EXHIBITED

London, Ben Uri Gallery, Fortieth Anniversary
Exhibition, 1956, no. 13

Paris, Galerie Gerald Piltzer, Chagall: Vitebsk,
St. Petersbourg, Paris, 1993, illustrated in color
in the catalogue

Bern, Museum of Fine Arts, Marc Chagall,
1907-1917,1995-96, no. 138, illustrated in color
in the catalogue (titled The Peddler)

and kingdoms.”

André Breton

Fig.1 Marc Chagall, Le Marchand de journaux, 1914, oil on canvas,
Musée national d'art moderne, Centre Georges Pompidou, Paris
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Following his studies in St. Petersburg, the young
Chagall won a scholarship to Paris in 1910, and
soon moved to La Ruche, one of the city's most
extraordinary Cités d'artistes. Situated behind
the abattoirs of Paris, this twelve-sided building
with its hidden garden housed 140 studios which
were filled with young painters, sculptors, poets
and bohemians from all over the world. This
was to prove a seminal experience in his artistic
development, as his stay brought him into
contact with luminaries such as Léger, Laurens,
Soutine and Modigliani, and their wider circle
of acquaintances, including the poets Blaise
Cendrars, Max Jacob and Guillaume Apollinaire.
Despite his contact with these avant-garde
artists, Chagall's work remained suffused with
folkloric imagery from his childhood in Vitebsk.
The figure of the peddler, with a sack full of
wares on his back, is central among these. In
this exceptional early gouache, Chagall employs
his characteristic blocks of vivid color to create
a charming image of the vendor. A few years
later, Chagall would modernize the figure of the
traditional Jewish peddler in his seminal work,
Le Marchand de journaux, which served as an
allegory for the sorrows of World War | (see fig. 1).

“Chagall's great lyrical breakthrough
came around 1911. This is the moment
when metaphor, with him alone, made
its triumphal appearance in modern
painting. In order to complete the
deconstruction of spatial planes that
had been prepared by Rimbaud and at
the same time free the object from the
laws of weight and gravity, breaking
down the barrier between elements
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PAUL SIGNAC
1863 - 1935

Le Port de Saint Malo

Stamped P Signac, inscribed St Malo, dated Oct 29 and
stamped with the estate stamp (lower right); inscribed
Stella maris and Gagne Petit (lower center)

Watercolor and black crayon on paper

12 by 17%4in.; 30.2 by 44.7 cm

Executed in Saint Malo in October 1929.

The authenticity of this work has been confirmed by
Marina Ferretti.

PROVENANCE

Private Collection, Switzerland (and sold: Sotheby's,
London, June 27,1984, lot 320)

Acquired at the above sale

$15,000-20,000
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RAOUL DUFY
1877 - 1953

Régates a Henley

Signed Raoul Dufy and inscribed Hommage a Sisley
(toward lower center)

Watercolor on paper

19V2 by 25V in.; 49.5 by 64.2 cm

Executed circa 1933.

Fanny Guillon-Laffaille has kindly confirmed the
authenticity of this work which will be included in her
forthcoming supplement to the catalogue raisonné
of Watercolors, Gouaches and Pastels currently in
preparation.

PROVENANCE

Jean de la Minne, Paris

Sale: Christie's, London, June 28, 1988, lot 325
Acquired at the above sale

Be 3 .‘ ‘“ ‘.» -3\ o il
Fig.1 Alfred Sisley, Les Régates a Molesley, 1874, oil on canvas, Musée d'Orsay, Paris

$ 50,000-80,000
105
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JOHAN BARTHOLD

JONGKIND

1819 - 1891

Bateaux sur la mer agitée “Jongkind is beginning to make us digest a
Signed Jongkind and dated 1863 (fower left) kind of painting of which the hard outer skin

13%2 by 17in.;33.7 by 43.2 cm

o hides an excellent and most tasty fruit. | too

have profited by coming in the door which he

PROVENANCE

Doig, Wilson & Wheatley, Edinburgh already had forced, and | have begun, albeit
Paul Harris, London (and sold: Sotheby's, o -

London, April 4, 1990, lot 301) timidly, to present my seascapes.

Acquired at the above sale
Eugéne Boudin

LITERATURE

Adolphe Stein, Sylvie Brame, Frangois
Lorenceau & Janine Sinizergues, Jongkind,
Catalogue raisonné de I'oeuvre peintures, vol. |,
Paris, 2003, no. 312, illustrated in color p. 155

$ 20,000-30,000
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STANISLAS LEPINE
1835 - 1892

La Seine au Pont Solférino, vue
prise du Pont de la Concorde
Signed S. Lépine and dated 62 (lower left)
Oil on canvas

1712 by 33 in.; 44.5 by 84 cm
Painted in 1862.

Fig. 1 Stanislas Lépine, La Seine au Pont de Sevres, circa 1876-80, oil on canvas,
Museo Nacional Thyssen-Bornemisza, Madrid

PROVENANCE

Alfred Daber, Paris

Sale: Sotheby’s, Johannesburg, March 4, 1975,
lot 11

British Rail Pension Fund, United Kingdom
(acquired at the above sale and sold:
Sotheby's, London, June 27,1989, lot 1)
Acquired at the above sale

EXHIBITED
Paris, Galerie Alfred Daber, Stanislas Lépine, no. 1
Kent, Leeds Castle, 1977-88 (on loan)

LITERATURE

Robert & Manuel Schmit, Stanislas Lépine
1835-1892, Catalogue raisonné de I'oeuvre
peint, Paris, 1993, no. 101, illustrated p. 42

$ 60,000-90,000
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PROPERTY FROM THE COLLECTION OF
ANDREA KLEPETAR-FALLEK

LOTS 146 - 156

At age 98, Andrea Klepetar-Fallek published a book recounting
her dramatic life story, highlighted by an escape from Nazi-
occupied Vienna, escape from an Italian concentration camp,
flight from Peronist Argentina and four marriages. The stunning
art collection she amassed—including one of Monet’s greatest
London paintings and a strikingly modern Bonnard portrait,
highlights of Sotheby’s autumn auc-
tion season—represents a triumph
over adversity emblematic of an entire
generation that is now passing into
history.

This November will mark the
81st anniversary of Kristallknacht,
the infamous night and day of ter-
ror in Germany and Austria that
signalled a deadly new phase in the
Nazi campaign of Jewish persecu-
tion. The pogrom led the Samek
family, affluent Jews from Eastern
Europe who had lived in Vienna
for two decades, to flee to Zagreb,
Croatia, leaving their wealth
behind. For 18-year-old Andrea,
the younger of two Samek daugh-
ters, it would be the first of many
dislocations and narrow escapes.
Eighty years later, shortly before
her death at age 99, Andrea published a memoir, My Story,
which recounts the remarkable journey that began when
she left Vienna a few months ahead of her family—coming
quickly to rely on the resilience, independence and opti-
mism that would characterize her long life.

Alone in Zagreb, Andrea, a dark-eyed beauty with long
brown hair, took any work that came along, first as a gov-
erness and then as an office worker. Within a year, Andrea
had leveraged her facility with languages to land a job in
Montenegro, where she met her first husband, a handsome
Sephardic Jew from Sarajevo named David Finci, who had
recently graduated from university and was working as an
engineer. In 1941, the couple moved to Belgrade, where, just
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weeks after their wedding, the city was bombed mercilessly
by the Germans. “I fled through the streets with buildings
burning on both sides, fuelled by the high winds from the
bombings,” she wrote. Traveling by foot for more than 80
miles to a train that would take them to Sarajevo, the couple
arrived two days before the Germans took the city, then fled
again, this time to Dubrovnik, which
was under Italian occupation.

Soon, though, under pressure
from their Nazi allies, the Italians
began to systematically persecute
Jews, and Andrea and her family
were sent to a concentration camp
on the Island of Rab in the north of
Dalmatia, where they were held for
several months. In September 1943,
Italy was invaded by the Allies and,
one month later, it switched sides in
the war. This was an astonishing turn
of events for the prisoners on Rab;
the Ttalian guards abandoned the
concentration camp and, as Andrea
recounted, “the carabinieri killed the
Capo . .. on account of the atrocities
he committed.” Seizing the moment
during this chaotic period, Andrea
and her family escaped.

David remained in the country, joining the Partisan
forces fighting the Germans under Marshall Tito, while
Andrea left the Dalmatian islands on a crowded sailboat.
“We travelled by night and were hiding by day on one of the
islands,” finally arriving in territory controlled by the Allies.
Eventually, she landed in Bari, Italy, where she received the
tragic news that David had been killed in Bosnia. At age 24,
she was already a widow.

Andrea spent the last year of World War 11 in Rome,
where she was awakened to the power of art for the first
time. There she met David’s cousin Buba, “a highly cultured
and educated man,” from whom Andrea “learned so much
about paintings and sculpture, architecture and history. . . .

IMPRESSIONIST & MODERN ART DAY SALE



We could lie on a bench in the Sistine Chapel looking at the
ceilings for hours and always discovering something new.”

One of the most momentous events after the war was
the founding of Israel in 1948, and Andrea—now married
to Buba—was among the first wave of European Jews to
move to the Promised Land. The couple got back on their
feet, and a year later they were on a boat to South America,
where they would start a new life in Argentina.

A glamorous photo of the 29-nine-year old immigrant,
taken shortly after her arrival in Buenos Aires, could be
mistaken for a Hollywood studio portrait. Andrea’s face
appears in extreme close up, the lighting accenting her high
cheek bones and perfectly formed lips and eyebrows; a sim-
ple strand of pearls fades into her black sweater. Andrea’s
deep, downward gaze provides the only hint of all that she
had already gone through in her young life.

“I started immediately learning Spanish,” Andrea wrote,
and she and Buba began the hard work of beginning anew.
Ironically, her first job, as a secretary, was working for a
German-owned company. Buenos Aires, teeming with a
wave of European immigrants displaced by the war, proved
to be a place of creativity and opportunity, and Andrea
was soon hired by a recent Hungarian arrival starting a
company that, “in a very short time became the biggest
art publishing house in South America.” For Andrea, that
meant financial security at last — along with deep exposure
to great art and the scholarship behind it.

The marriage to Buba didn’t endure, but before
Andrea left Argentina in 1972, now unbearable under the
Peronists, she had married a third time. Juan Klepetar, a
top executive at Roche, provided Andrea a life of great
comfort, filled with frequent travel to Europe, espe-
cially Switzerland, and “a big new house . . . in a beautiful
suburb, the front facing the part where the President’s
residence was located.” This happy phase would end
with Juan’s sudden death in 1970, and Andrea, now 50,
assumed she would never marry again.

In a life filled with so many twists and turns it isn’t
surprising that nonetheless, seven years later she found
romance again, this time with another Holocaust survi-
vor: Fred Fallek, a German Jew, had arrived in America
penniless during the war, but by the time he met Andrea
had founded and sold a chemical import firm for $90 mil-
lion. He had also, with his first wife, Erica—a pediatrician
with a passion for art—amassed a magnificent collection
of paintings by Matisse and Picasso, Renoir and Bonnard,
which hung in their apartment on New York’s Fifth Avenue.
Their daughter, Jane Fallek Nathanson, now one of Los
Angeles’s leading art collectors and philanthropists (she was
a founder of the Museum of Contemporary Art, and cur-
rently serves on the board of LACMA), recalls the excite-
ment when a new work of art would arrive in her home and
weekends spent in museums. Her father, she says, taught
her “how to look at art, and how to talk about art”

The paintings the Falleks amassed remained with Erica
after they divorced, and when Fred married Andrea the

newlyweds set about building a new collection together—
but with a twist. “They decided that for each birthday or
anniversary they would give each other a piece of art,” says

Jane. The couple, who moved into the Ritz Tower on Fifth
Avenue, spent long periods in Europe, socializing with
major dealers of the time, including Leo Castelli and Ernst
Beyeler. It was from Beyeler that they purchased two works
that would become cornerstones of their collection: Claude
Monet’s Charing Cross Bridge and Pierre Bonnard’s Femme
se déshabillant.

Andrea lived in the Ritz Tower with the collection for
36 years after Fred’s death in 1983, the Monet always serv-
ing as the focal point of the living room. Near the end of
her life, Andrea decided that after she died the collection
would be sold, with proceeds going to the main charitable
causes she supported, particularly the Weizmann Institute
in Israel; over the years, Andrea had made several transfor-
mational gifts to the Institute in support of breast cancer
research. This final gift adds yet another layer of mean-
ing to a collection that represents so much more than an
art-historical lesson. These beautiful artworks embody the
journey of a lifetime.

109



JOURNEY
ofa
LIFETIME

PROPERTY FROM THE COLLECTION OF
ANDREA KLEPETAR-FALLEK

146

o 146
EDGAR DEGAS 2L
London, Browse & Darby, Edgar Degas 1834-
1834 - 1917 1917,1989, no. 8, illustrated in the catalogue
Washington, D.C., National Gallery of Art,
Cheval échappé Degas at the Races, 1998, no. 69, illustrated
Stamped Degas (lower right) in the catalogue

Charcoal on paper
8Y2 by 10%4in.; 21.5 by 27.3 cm
Executed circa 1881.

The present work is a study for Scéne de
Steeple-Chase (Aux cours, le jockey blessé)
now in the collection of the National Gallery
The authenticity of this work has been of Art, Washington, D.C. (see fig. 1).
confirmed by Galerie Brame & Lorenceau.

$ 80,000-120,000
PROVENANCE

Estate of the artist (and sold: Galeries Georges
Petit, Paris, July 2-4, 1919, lot 245d)
Knoedler & Co., Paris (acquired at the above

sale)
Fig.1 Edgar Degas, Scéne de Steeple-Chase (Aux cours, Private Collection, France
le jockey blessé), 1866, reworked 1880-81 and circa 1897, Neffe-Degandt, London

oil on canvas, National Gallery of Art, Washington, D.C. Acquired from the above in 1996
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o 148

CAMILLE PISSARRO
1830 - 1903

Paysanne
(A Double-Sided Work)

Signed with the initials C.P.

(toward lower right); signed with the
initials C.P. (on the verso)

Charcoal and black crayon on paper
241> by 18%4in.; 62.2 by 47.6 cm
Executed circa 1890.

Dr. Joachim Pissarro can confirm that
this work will be included in the
forthcoming Catalogue Raisonné of
Drawings by Camille Pissarro.

PROVENANCE

John Rewald, New York

M. Knoedler & Co., Gallery, New York
Hammer Gallery, New York

Private Collection, New York

William Pall Gallery, New York

Acquired from the above on February 15,

1985

$ 30,000-50,000

CAMILLE PISSARRO
1830 - 1903

Upper Thames Street

Signed with the initials C.P. (lower left);
inscribed Upper Thames St (lower right)
Watercolor, ink wash and pencil on paper
678 by 5in.; 17.5 by 12.7 cm

Executed in 1892.

Dr. Joachim Pissarro can confirm that this
work will be included in the forthcoming
Catalogue Raisonné of Drawings by Camille
Pissarro.

PROVENANCE
JPL Fine Arts, London
Acquired from the above circa 1980s

$12,000-18,000

147 (VERSO)
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o 149

PIERRE-AUGUSTE RENOIR
1841 - 1919

Deux femmes en promenade

Signed Renoir. (lower right)

Qil on canvas

22Ya by 1478 in.; 56.5 by 37.7 cm
Painted circa 1900-05.

This work will be included in the forthcoming
Renoir Digital Catalogue Raisonné, currently
being prepared under the sponsorship of the
Wildenstein Plattner Institute, Inc.

This work will be included in the second
supplement to the Catalogue raisonné des
tableaux, pastels, dessins et aquarelles de
Pierre-Auguste Renoir being prepared by Guy
Patrice Dauberville and Floriane Dauberville.

$ 180,000-250,000

Fig. 1 Pierre-Auguste Renoir, La Promenade, circa 1906,
oil on canvas, Barnes Foundation, Philadelphia

112 SOTHEBY'S

PROVENANCE

Ambroise Vollard, Paris (acquired from the
artistin 1912)

Etienne Bignou, Paris

Mme Crotti, Paris

Private Collection, New York

Stephen Hahn Fine Art, New York

Acquired from the above on March 15, 1983

LITERATURE

Ambroise Vollard, Tableaux, pastels et dessins
de Pierre Auguste Renoir, vol. ll, Paris, 1918,
illustrated pl. 95
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o 150

MAURICE DENIS
1870 - 1943

Forét d’automne

Signed with the artist’'s monogram (lower
right); dated 0.89 (upper right); signed Denis,

titled and inscribed indistinctly (on the reverse)

Oil on canvas
1058 by 7%&in.; 27 by 19.4 cm
Painted in October 1889.

114 SOTHEBY'S

To be included in the forthcoming Maurice
Denis catalogue raisonné being prepared by
Claire Denis and Fabienne Stahl.

PROVENANCE

Madeleine Follain, France

Emilio Bertonati, Munich

Galerie Sabine Helms, Munch

JPL Fine Arts, London

Neffe-Degandt, London

Acquired from the above on May 21, 1999

$ 7,000-10,000
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PROPERTY FROM THE COLLECTION OF
ANDREA KLEPETAR-FALLEK

EDOUARD VUILLARD
1868 - 1940

Vase de fleurs

Signed E. Vuillard (lower left)
Gouache and distemper on board
13 by 1234 in.; 33 by 32.3cm
Painted circa 1908-10.

This work will be included in the supplement to
the catalogue raisonné of paintings and pastels
by Edouard Vuillard in preparation by Mathias
Chivot.

PROVENANCE
Neffe-Degandt, London
Acquired from the above on May 21, 1999

$ 40,000-60,000
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ANDREA KLEPETAR-FALLEK

o 152

CHARLES CAMOIN
1879 - 1965

Etude de sous-bois a Valflor

Signed Ch Camoin (lower left)
Qil on paper laid down on board
635 by 8% in.;16.1 by 20.7 cm
Painted in 1922.

Madame Grammont Camoin has kindly
confirmed the authenticity of this work.
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PROVENANCE
JPL Fine Arts, London
Acquired from the above

$ 3,000-5,000

IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY FROM THE COLLECTION OF
ANDREA KLEPETAR-FALLEK

ARMAND GUILLAUMIN
1841 - 1927

Agay

Signed Guillaumin (lower left); signed
Guillaumin (lower right)

Oil on canvas

29 by 39%21in.; 73.6 by 100.3 cm
Painted circa 1915.

PROVENANCE

Georges Seret, Paris

Sale: Christie's, New York, February 17,1982,
lot 34

Acquired at the above sale

LITERATURE

Giles Serret & Dominique Fabiani, Armand
Guillaumin, Catalogue raisonné de I'oeuvre
peint, Paris, 1971, no. 800, illustrated n.p.

$ 50,000-70,000
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o 154

EMIL NOLDE
1867 - 1956

Roten Dahlien (Red Dahlias)

Signed Nolde. (lower left)
Watercolor on paper

9 by 107 in.; 22.9 by 27.6 cm
Executed between 1930-40.

The authenticity of this work has been
confirmed by Dr Manfred Reuther.

PROVENANCE

The Norton Simon Foundation, Los Angeles
Fischer Fine Art, London

Acquired from the above on October 11, 1978

$ 60,000-80,000
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o 155

LYONEL FEININGER
1871 - 1956

Héastende Leute (Hurried People)

Signed Feininger and dated Paris 07 (lower
left); titled (lower center); stamped with the
estate stamp (on the verso)

Watercolor, crayon and pen and ink on paper
1078 by 8%2in.; 27.6 by 21.6 cm

Executed in Paris in 1907.

Achim Moeller has kindly confirmed the
authenticity of the work which is to be included
in the archives of watercolors and drawings.

PROVENANCE
Serge Sabarsky Gallery, New York
Acquired from the above on February 2, 1977

IMPRESSIONIST & MODERN ART DAY SALE

This early work is likely related to a drawing
Feininger executed for the Parisian magazine
Le Témoin. Another of these drawings,

The White Man, inspired an oil Feininger
completed the following year that would
propel his entry into the world of avant-garde
painting. With this new medium, he was able
to take greater compositional risks, creating
striking tonal contrasts and using daring
color combinations in a similar manner to the
Fauves. But Feininger would never completely
abandon his allegiance to draftsmanship and
increasingly emphasized its importance in his
oil compositions over the following years.

$100,000-150,000
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o 156

JACQUES LIPCHITZ
1891 - 1973

Arlequin a la clarinette

Inscribed JLipchitz, numbered 7/7 and marked
with the artist’'s thumbprint

Bronze

Height: 28V2in.; 72.4 cm

Conceived in 1919 and cast in a numbered edition
of 7.

The authenticity of this work has kindly been
confirmed by Pierre Levai.

PROVENANCE
Marlborough Gallery, Inc., New York
Acquired from the above in 1978

EXHIBITED

New York, Marlborough Gallery, Inc., Jacques
Lipchitz Sculptures and Drawings from the
Cubist Epoch, 1977, no. 24, illustrated in the
catalogue

LITERATURE

Alan G. Wilkinson, The Sculpture of Jacques
Lipchitz, A Catalogue Raisonné, vol. |, London,
1996, no. 90, illustration of another cast p. 52

Fig. 1 Jacques Lipchitz in his Paris studio circa 1920

120 SOTHEBY'S

Conceived ten years after Lipchitz's arrival in
Paris, Arlequin a la clarinette exemplifies his
exploration of Cubism in a three-dimensional
medium and the singular success the

artist had in synthesizing the revolutionary
artistic movement in sculptural form. Born

in Lithuania, the young Lipchitz moved to
Paris in 1909 to receive a traditional and
highly academic artistic education at the
Ecole des Beaux-Arts and the Académie
Julian. An encounter with Picasso, however,
persuaded Lipchitz to abandon the classical
representation of human form. In 1916,
Lipchitz signed a contract with the dealer
Léonce Rosenberg, who also represented
Picasso, Braque, Gris and Rivera. This placed
him in the pantheon of “true Cubists” and at
the forefront of Cubist sculpture. Rosenberg
arranged to pay Lipchitz three hundred francs
a month and cover his expenses in exchange
for his sculptural production. For the first time
in his life, the artist had some sense of financial
security; he was at liberty to work in stone and
castin bronze as well.

IMPRESSIONIST & MODERN ART DAY SALE

The artist's interest in the stock
characters of the Commedia dell'arte reflected
the trends of the early avant-garde in Paris.
Cézanne invoked the Pierrot in important
paintings of the late 1880s while both
characters appear throughout Picasso's
oeuvre, especially his masterworks of the Blue
Period. As Lipchitz himself described: “We
may have been attracted to them originally
because of their gay traditional costumes,
involving many different colored areas”
(Jacques Lipchitz, My Life in Sculpture, New
York, 1972, p. 58). Like many other artists
during and immediately following World War I,
Lipchitz was thinking in terms of a classicizing
principle, the rappel a I'ordre. Among others,
Jean Cocteau had influentially advocated a
“return” during these years to the sculpturally
solid forms found in classical art. The
inspiration, Lipchitz maintained, came from
eighteenth-century painting, and in particular
that of Watteau whose celebrated painting of
a Pierrot belongs to the Musée du Louvre in
Paris.

The works that Lipchitz conceived during
this period of intense creativity were the
result of his wrestling with the problem of
deconstructing form using a medium that
was inherently solid. With their geometricized
bodies twisting and turning in space, the
present work and its companion sculptures
exemplify the complexity of his task. His
faceting of the planar elements in Arlequin
a la clarinette is both highly technical and
aesthetically nuanced. Yet the fragmented
forms also build up the structure of the figure
in a manner that is unambiguous, with the
intricate staging of positive and negative
shapes allowing for a remarkable play of light.
We can identify the subject as a harlequin due
to his distinctive costume, in particular the
wide-rimmed collar that frames his face, his
jaunty hat and the buttons that run diagonally
down his bust.

$ 500,000-700,000
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LYNN CHADWICK
1914 - 2003

Sitting Woman Il

Inscribed Chadwick and numbered 8/9
Bronze

Height: 35in.; 89 cm

Conceived in 1987.

Sarah and Daniel Chadwick have kindly
confirmed this cast is recorded in the artist’s
archives.

PROVENANCE

Berkeley Square Gallery, London

Private Collection (acquired from the above

in 1995)

Acquired from the above by the present owner

LITERATURE

Dennis Farr & Eva Chadwick, Lynn Chadwick
Sculptor, With a Complete lllustrated Catalogue
1947-1988, Oxford, 1990, no. C63S, illustration
of another cast p. 374

Dennis Farr & Eva Chadwick, Lynn Chadwick
Sculptor, With a Complete lllustrated Catalogue
1947-1996, Oxford, 1997, no. C63S, illustration
of another cast p. 332

Dennis Farr & Eva Chadwick, Lynn Chadwick
Sculptor, With a Complete lllustrated Catalogue
1947-2005, Aldershot, 2006, no. C63S,
illustration of another cast p. 377

Dennis Farr & Eva Chadwick, Lynn Chadwick
Sculptor, With a Complete lllustrated Catalogue
1947-2005, Farnham, 2014, no. C63S,
illustration of another cast p. 374

$ 120,000-180,000

122 SOTHEBY'S

Chadwick hoped to avoid a static quality in

his sculpture, and a sense of tension and
movement is apparent even in his sitting
figures. It was by the presence or absence

of rhythmic impulse rather than through
conscious cerebral effort that he knew whether
a work would be good or not: “If | were to
analyse my feelings | should slow myself
down. One's subconsciousness should be left
in peace, which itself sustains the feelings
themselves. If they had been analysed, my
sculptures would seem lifeless” (quoted in
Chadwick, The Sculptor and His World, Leiden,
1988, p. 5).

IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY FROM THE COLLECTION
OF ARTHUR & SARA JO KOBACKER

LOTS 159 - 171

159

This fall Sotheby’s is honored to offer
property from the collection of Arthur
and Sara Jo Kobacker. Led by their
unwavering commitment to philanthropy
and passion for collecting, Arthur and
Sara Jo leave behind a lasting impact on
their communities in Columbus, Ohio
and Boca Raton, Florida. Their eclectic
collection serves as a celebration of these
endeavors, as well as a reflection of the
Kobackers’ curiosity, knowledge, keen
sense of humor and profound love of art.
Born in 1924 in Columbus, Ohio,
Arthur served in the Navy during World
War II and graduated from Yale in 1945.
In 1949, Arthur married Sara Jo Borisky,
a native of Chattanooga, Tennessee. At
the outset of their 58-year marriage,
Arthur focused his attention on growing
his family’s chain of department stores
in Ohio and New York. He proved to be
a gifted impresario and expanded a shoe
business that he began in 1960 to include
more than 700 stores by the 1990’s. As
Arthur’s business interests prospered, the
couple’s commitment to social issues grew.

Together they generously supported local
charities aimed at improving the lives of
the most disadvantaged and powerless
members of society.

In additional to their civic engagement,
Arthur and Sara Jo defined their lives by
their love of collecting. Through their
extensive travels around the globe, Arthur
and Sara Jo developed an appreciation
for a wide range of artistic styles and
disciplines. Their sensitivity to the frailty
of the human condition, as well as their
optimism in the inherent goodness of
humanity, is apparent throughout their
personal collection. Beyond her own
collection, Sara Jo kindly shared her
knowledge and love of art with those in
her communities, serving as Trustee of
the Boca Raton Museum of Art and the
Columbus Museum of Art.

Sotheby’s is delighted to celebrate the
legacy of Arthur and Sara Jo Kobacker
across our Impressionist & Modern Art,
Contemporary Art, Prints & Multiples,
and Modern and Post-War British Art
sales this fall.

GIACOMO MANZU
1908 - 1991

Tebe che cade (Falling Thebes)

Stamped Manzu

Bronze

Length: 63%2in.; 161.3 cm
Conceived and cast in 1985.

The Fondazione Giacomo Manzu has kindly
confirmed the authenticity of this work.

[T $100,000-150,000

126 SOTHEBY'S

PROVENANCE

Private Collection, Florida (acquired from
the artist in 1987)

Acquired from the above in November 1999

EXHIBITED

Florence, Villa di Poggio Imperiale, Manzu,
retrospettiva, 1986, n.n., illustrated in the
catalogue

Milan, Palazzo Reale, Retrospettiva Giacomo
Manzu, 1988-89, n.n.

Rome, Galleria L'lsola, Manz(, 1990-91, no. 7
Mexico City, Museo de Arte Moderno,
Retrospettiva Manzu, 1991-92, no. 50

Monte Carlo, IV Biennale de Sculpture, 1993,
no. 48

IMPRESSIONIST & MODERN ART DAY SALE

LITERATURE

Cesare Brandi & Carlo Giulio Argan, Giacomo
Manzu, Florence, 1986, pl. 54, illustrated p. 129
Paolo Portoghesi & Fiorella Minervino, Manzd,
Milan, 1988, no. 147, illustrated p. 178

Carlo Pirovano, Scultura Italiana del Novecento,
Milan, 1993, illustrated p. 294
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PROPERTY FROM THE COLLECTION OF ARTHUR & LITERATURE
SARA JO KOBACKER Gemma Levine & David Mitchinson, With Henry

Moore, The Artist at Work, New York, 1978,
HENRY MOORE illustration of the plaster version p. 59
1898 - 1986 Alan Bowness, ed., Henry Moore, Complete

Sculpture, 1949-54, vol. 2, London, 1986,
Study for Head of the Queen No. 2 no. 349b, illustration of another cast p. 49
Iiseibed Mesie 2nd mumibseiee /8 John Hedgecoe, Henry Moore, A Monumental
Bironze Vision, Cologne, 2005, no. 324, illustration of

Height: 9V4in.; 23.5cm another cast p. 217
Conceived in 1952 and cast in a numbered edition

of 9 plus 1 artist’s proof in 1973. $70,000-90,000

This work is recorded in the archives of the Henry
Moore Foundation.

130 SOTHEBY'S IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY FROM THE COLLECTION OF ARTHUR &
SARA JO KOBACKER

HENRY MOORE
1898 - 1986

Reclining Mother and Child Il

Inscribed Moore and numbered 5/9
Bronze
Length: 82in.; 21.5 cm

Conceived in 1979 and cast in a numbered edition

of 9 plus 1 artist’s proof by the Fiorini Foundry,
London.

This work is recorded in the archives of the Henry

Moore Foundation.

LITERATURE

Alan Bowness, ed., Henry Moore Complete
Sculpture, 1955-1964, vol. 5, London, 1986,
no. 778, illustration of another cast pl. 182

$ 80,000-120,000

131
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PROPERTY FROM THE COLLECTION OF ARTHUR &
SARA JO KOBACKER

HENRY MOORE
1898 - 1986

Seated Figure

Bronze

Height: 8 in.; 20.3 cm

Conceived in 1952 and cast in an edition of 9 plus
1 artist’s proof by the Gaskin Foundry London.

This work is recorded in the archives of the
Henry Moore Foundation.

PROVENANCE

Dominion Gallery, Montreal

Private Collection, Canada

Thomas Gibson Fine Art Ltd., London
Acquired from the above on July 17, 1987

LITERATURE

lonel Jianou, Henry Moore, Paris, 1968,
illustration of another cast p. 78

Alan Bowness, ed., Henry Moore: Complete
Sculpture, 1949-1954, vol. 2, London, 1986,
no. 345, illustration of another cast p. 48

$120,000-180,000
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PROPERTY FROM THE COLLECTION OF ARTHUR &
SARA JO KOBACKER

HENRY MOORE
1898 - 1986

Seated Mother and Child

Inscribed Moore and numbered 4/9

Bronze

1234 by 978 in.; 32.3 by 25 cm

Conceived in 1977 and cast in a numbered edition
of 9 plus 1 artist's proof in 1977 by the Fiorini
Foundry, London.

This work is recorded in the archives of the Henry
Moore Foundation.

PROVENANCE
Raymond Spencer Co. Ltd., Much Hadham
Acquired from the above in 1980

LITERATURE

Alan Bowness, ed., Henry Moore, Complete
Sculpture, 1974-1980, vol. 5, London, 1994,
no. 727, illustrations of another cast p. 38 &
pl. 133

$12,000-18,000

166

PROPERTY FROM THE COLLECTION OF ARTHUR &
SARA JO KOBACKER

HENRY MOORE
1898 - 1986

Relief: Seated and Standing
Mother and Child

Inscribed Moore and numbered 8/9

Bronze

15Ys by 18%21in.; 38.4 by 47 cm

Conceived in 1977 and cast in a numbered edition
of 9 plus 1 artist’s proof in 1977 by the Fiorini
Foundry, London.

This work is recorded in the archives of the Henry
Moore Foundation.

PROVENANCE
Raymond Spencer Co. Ltd., Much Hadham
Acquired from the above in 1980

LITERATURE

Alan Bowness, ed., Henry Moore, Complete
Sculpture 1974-1980, vol. 5, London, 1994,
no. 726, illustrations of another cast p. 35 &
pl. 132

$10,000-15,000
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PROPERTY FROM THE COLLECTION OF ARTHUR & PROVENANCE

SARA JO KOBACKER E. & A. Silberman Galleries, New York
PABLO PICASSO Acquired from the above on April 9, 1964
1881 -1973 $12,000-18,000

Souvenir de Rome

Signed Picasso (toward lower right); dated
Paris le ler juillet 1922 (upper right); dedicated
mon cher ami Souvenir 1917 &8 Rome (center)
Pen and ink on paper

13%a by 9%4in.; 33.7 by 24.8 cm

Executed on July 1, 1922.

Claude Picasso has confirmed the authenticity of
this work.
135
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PROPERTY FROM THE COLLECTION OF ARTHUR &
SARA JO KOBACKER

MARC CHAGALL
1887 - 1985

Bougquet dans la nuit

Signed Marc Chagall (lower right)
Oil and brush and ink on board
1478 by 2278 in.; 37.8 by 57.7 cm

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

Gallery Maeght, Paris

Stephen Hahn Fine Art, New York

Acquired from the above on February 19, 1969

Bouquet dans la nuit combines Chagall's most
symbolic motifs with his passion for color. The
artist observed an affinity between painting and
dreaming, and he applied this concept to many
of his most accomplished works. Rather than
depict a rational still life, the present work is a
whimsical collation of many of the artist’s most
iconic themes. In its distillation of Chagall's
powerful visual vocabulary, Bouquet dans la
nuit is a quintessential example of how the
artist used expressive color and symbolism to
capture the most memorable aspects of his life.
In 1924, while in Toulon in the South of
France Chagall first began to admire the charm
of flowers. He later claimed that he had not
known of flowers in Russia, and they came to
represent France for him. Writing on the subject
of flowers in Chagall's work, Franz Meyer
comments, “Many are simple still lifes with a
bunch of red roses and white lilacs; in others,
pairs of lovers and air-borne fiddlers gambol
through space. The atmosphere encompasses
and pervades the flowers like a magically light
airy fluid, vibrant with their vitality” (Franz
Meyer, Marc Chagall, New York, 1963, p. 369).

$ 350,000-450,000

137
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PROPERTY FROM THE COLLECTION OF ARTHUR &

SARA JO KOBACKER

EUGENE BOUDIN
1824 - 1898

Trouville, marché aux poissons

Signed E. Boudin, and dated 84 (lower left);

inscribed Trouville (lower right)
Oil on panel

1434 by 18 in.; 37.4 by 45.7 cm
Painted in Trouville in 1884.

138 SOTHEBY'S

PROVENANCE

Sale: Hétel Drouot, Paris, April 19, 1888, lot 24

Raphael Gérard, Paris

Sam Salz, Inc., New York

Private Collection

Michael E. Drinkhouse (and sold: Sotheby

Parke Bernet, Inc., New York, May 17, 1978,

lot 8)

Stephen Hahn Fine Art, New York

Mrs. Gregory Hofmann (acquired from the
above in 1975)

Acquired by 1989

IMPRESSIONIST & MODERN ART DAY SALE

EXHIBITED
London, Marlborough Fine Art, Eugéne Boudin,
1958, no. 45

LITERATURE

Robert Schmit, Eugéne Boudin, Catalogue
raisonné, vol. Il, Paris, 1973, no. 1876,
illustrated p. 222

$ 40,000-60,000
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PROPERTY FROM THE COLLECTION OF ARTHUR &
SARA JO KOBACKER

EDGAR DEGAS
1834 - 1917

Danseuse se frottant le genou

Stamped Degas and with the foundry mark
Cire Perdue A.A. Hébrard and numbered 39/J
Bronze

Height: 12%in.; 31.1cm

Conceived circa 1882-95 and cast in bronze after
1919 in an edition of 20 numbered A to T plus 2
casts reserved for the Degas heirs marked HER.D
and HER by the A.A. Hébrard Foundry, Paris.

PROVENANCE

M. Knoedler & Co., New York (acquired by
1960)

Mr. & Mrs. Lester Avnet, New York (and sold:
Parke-Bernet Galleries, New York, October 13,
1965, lot 43)

Stephen Hahn Fine Art, New York (acquired at
the above sale)

Acquired from the above on July 31, 1981

LITERATURE
John Rewald, Degas, Works in Sculpture, A
Complete Catalogue, London, 1944, no. XLVIII,
illustrations of another cast pp. 106-107

John Rewald, Degas Sculpture, The Complete
Works, London, 1957, no. XLVIII, illustration of
another cast pl. 62

Charles W. Millard, The Sculpture of Edgar
Degas, Princeton, 1976, illustration of another
cast pl. 76

John Rewald, The Complete Sculptures of
Degas, London, 1976, no. 27, illustration of
another cast p. 46

Maurice Guillaud, Degas, Form and Space,
Paris, 1984, no. 36, illustration of another cast
fig. 161

Joseph S. Czestochowski & Anne Pingeot,
Degas Sculptures, Catalogue Raisonné of the
Bronzes, Memphis, 2002, no. 39, illustrations
of another cast pp. 196-97

Sara Campbell, Richard Kendall, Daphne
Barbour & Shelly Sturman, Degas in the Norton
Simon Museum, Nineteenth-Century Art, vol. I,
Pasadena, 2009, illustrations of another cast
pp. 305-08

$ 80,000-120,000
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PROPERTY FROM THE COLLECTION OF ARTHUR &
SARA JO KOBACKER

PIERRE-AUGUSTE RENOIR
1841 - 1919

Claude Renoir enfant
(Téte de Claude)

Stamped Renoir. (upper right)
Oil on canvas

16% by 12V4in.; 42.5 by 31cm
Painted circa 1903.

This work will be included in the forthcoming
Renoir Digital Catalogue Raisonné, currently
being prepared under the sponsorship of the
Wildenstein Plattner Institute, Inc.

PROVENANCE

Estate of the artist

Germaine Leconte, Paris

Lord Rothschild, Cambridge

Marlborough Fine Art, London

Sale: Sotheby's, London, April 21, 1971, lot 20
Paul Pétrides, Paris (acquired at the above sale)
Sam Salz, New York

Acquired from the above on June 24, 1974

EXHIBITED
Paris, Galerie Durand-Ruel, Renoir, 1936, n.n.

LITERATURE

Bernheim-Jeune, ed., L'Atelier de Renoir, vol. I,
Paris, 1931, no. 437, illustrated pl. 141
Guy-Patrice & Michel Dauberville, Renoir,
Catalogue raisonné des tableaux, pastels,
dessins et aquarelles, vol. V, Paris, 2014,

no. 4269, illustrated p. 380

$ 350,000-450,000

Portraiture was central to Renoir's aesthetic.
Of all the Impressionists he was perhaps

the one who most excelled at this genre

and infused the artistic tradition with new
force and vibrancy. Renoir's success gave

him the financial security to be selective

with his commissions and focus on themes

of his own choosing. He thus turned his
attention to depicting members of his family.
This charming portrait of Claude, Renoir's
third child born from his union with Aline
Charigot whom he had married in 1890, is a
lively depiction of one of the artist's favorite
subjects: his children. Renoir had painted
numerous commissioned portraits of children
in the earlier phase of his career, but following
the births of Pierre in 1885, Jean in 1894 and
Claude in 1901 he frequently turned to his sons
as a source of inspiration. Much like with Aline,
whom Renoir depicted in a variety of settings
and guises, it was through his children that he
sought to capture their growth and transition
from infants to young boys. This work provides
insight into Renoir's artistic process and
indeed bears testament to the importance of
the family life he sought to capture in his work.

Fig. 1 Pierre-Auguste Renoir, Claude et Renée, circa 1902-03,

oil on canvas, National Gallery of Canada, Ottawa

140 SOTHEBY'S
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PIERRE-AUGUSTE RENOIR
1841 - 1919

Téte de jeune fille

Signed Renoir. (upper right)
Oil on canvas

16%4 by 13in.; 41.3 by 33 cm
Painted circa 1890.

This work will be included in the forthcoming
Renoir Digital Catalogue Raisonné, currently
being prepared under the sponsorship of the
Wildenstein Plattner Institute, Inc.

This work will be included in the second
supplement to the Catalogue Raisonné des
tableaux, pastels, dessins et aquarelles de
Pierre-Auguste Renoir being prepared by Guy
Patrice Dauberville and Floriane Dauberville.

PROVENANCE

Ambroise Vollard, Paris (acquired from the
artist before 1919)

Georges Wildenstein, Paris (acquired from the
estate of the above by 1947)

Wildenstein Arte S.A., Buenos Aires (acquired
by 1948)

Private Collection, Argentina (acquired from
the above in 1948 and thence by descent)
Acquired from the above

EXHIBITED

Buenos Aires, Wildenstein Arte S.A., Renoir,
1949, no. 5

Buenos Aires, Museo nacional de bellas artes,
El Impresionismo francés en las colecciones
argentinas, 1962, no. 2627

Buenos Aires, Wildenstein & Co., Renoir, 1974, n.n.

$ 300,000-500,000

142 SOTHEBY'S

Renoir dedicated as much attention to his
informal portraits as to those commissioned
by his wealthy patrons. His portraits of
women received overwhelming praise from

his contemporaries, and were admired for
their docility and sensual, albeit innocent,
allure. These stylized pictures appealed to
contemporary tastes but also paid homage

to the genre painting of French eighteenth-
century artists. The contemporary critic
Théodore Duret wrote of the artist’s skill as

a portrait painter, stating: “Renoir excels at
portraits. Not only does he catch the external
features, but through them he pinpoints the
model’s character and inner self. | doubt
whether any painter has ever interpreted
women in a more seductive manner. The lively
touches of Renoir’s brush are charming, supple
and unrestrained, making flesh transparent
and tinting the cheeks and lips with a perfect
living hue. Renoir's women are enchantresses”
(quoted in Histoire des peintres impressionists,
Paris, 1922, pp. 27-28).

In contrast to the formal portraits of
Parisian socialites, Renoir’s pictures of
anonymous young women allowed him to
take liberties in his manner of execution.
These sitters were often of the working
class—seamstresses, flower sellers, milliners,
actresses and dancers—who agreed to pose
in return for compensation. As he had no
obligation to portray his sitters with a refined
demeanor or in the fashionable clothes of the
time, the artist was able to concentrate on
their natural beauty and freely experiment
with his brushwork. This is clearly evident in
Téte de jeune fille, in which Renoir contrasts
the feathery brushstrokes of the sitter's face
with the bolder red and blue hues of her hair
and the background. This ethereal handling of
light creates a quintessentially impressionist
aesthetic.

IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY OF A LADY

PIERRE-AUGUSTE RENOIR
1841- 1919

Femme a corsage a rayures jaune
et rouge écrivant

Stamped Renoir (upper left)
Oil on canvas

173/ by 21in.; 45 by 53.3 cm
Painted in 1918.

This work will be included in the forthcoming
Renoir Digital Catalogue Raisonné, currently
being prepared under the sponsorship of the
Wildenstein Plattner Institute, Inc.

LITERATURE

Albert André & Marc Elder, Renoir’s Atelier, San
Francisco, 1989, no. 648, illustrated pl. 202
(dated 1898)

Guy-Patrice & Michel Dauberville, Renoir,
Catalogue raisonné des tableaux, pastels, dessins
et aquarelles, vol. V, Paris, 2014, no. 4049,
illustrated p. 271

$ 700,000-1,000,000

PROVENANCE

Estate of the artist

Galerie Bernheim-Jeune, Paris (acquired from
the above)

Private Collection, Paris (acquired from the
above)

Paul Rosenberg, Paris (acquired from the
above)

Placed by the above in the Banque Nationale
pour le Commerce et I'Industrie, Giroude
Confiscated from the above by Walter Andreas
Hofer acting on the orders of the Einsatzstab
Reichleiter Rosenberg on September 14, 1941
(inv. no. P.R. 158)

Exchanged with Gustav Rochlitz for the
Reichskanzlei, June 16, 1942

Stored at Muehlhofen/Meersburg until at least
August 15,1945

Repatriated to the French government and
restituted to Paul Rosenberg on July 18, 1946
Paul Rosenberg & Co., New York (acquired
from the above in 1952)

Private Collection, New York (acquired from
the above in October 1961)

Private Collection, New York (by descent from
the above in 1981)

Thence by descent

Fig. 1 Pierre-Auguste Renoir, Andrée en chapeau, lisant, circa 1918, oil on canvas,
Barnes Foundation, Philadelphia
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Painted in 1918, the present work displays
extraordinary richness of tone and texture,
the hallmarks of Pierre-Auguste Renoir’s best
work. The sitter is likely Andrée Heuschling,
nicknamed Dédée, a local bakery girl who
joined the Renoir household to help care for
the aging artist and would become his last
model. The year after the artist’s death she
married his son, the film director Jean Renoir,
and acted in several of his films. Isabelle
Gaétan writes: “From her first meeting with
Renoir (between 1915 and 1917 according

to accounts), Andrée stood out among the
regular visitors to Les Collettes, where she
became the painter’s favorite model. She
married Jean Renoir in 1920, and four years
later began a career as an actress under the
name of Catherine Hessling, in one of the first
films scripted by her husband” (Isabel Gaétan
in Renoir in the 20th Century (exhibition
catalogue), Galeries Nationales, Paris; Los
Angeles County Museum of Art, Los Angeles
& Philadelphia Museum of Art, Philadelphia,
2009-10, p. 342). Dédée posed for some of
Renoir's most celebrated late works, including
Femme a la mandoline and Le Concert, now in
the collection of the Art Gallery of Ontario in
Toronto.

Writing of Renoir's last masterpiece Les
Baigneuses, which reflects the artist’s delight
in painting this young model, John House
comments: "According to Albert André, the
beauty of this ‘superb redhead’ was the
incentive he needed to undertake his last
paintings” (John House in Renoir (exhibition
catalogue), Hayward Gallery, London; Galeries
Nationales du Grand Palais, Paris & Museum
of Fine Arts, Boston, 1985-86, p. 288). Femme
acorsage a rayures jaune et rouge écrivant
ultimately stands as a testament to Renoir’s
superlative ability to capture youth in its prime.

The present work was with legendary
dealer Paul Rosenberg until it was placed,
along with 161 others, in a vault near Bordeaux
for protection from air raids after the
occupation of France in June 1940. Within
ayear, the vault was discovered and the
Einsatzstab Reichleiter Rosenberg (ERR)
seized its contents and moved them to the
Jeu de Paume to await their next destination.
Gustav Rochlitz, a dealer active in France
described as a “chief participant in exchanges
of paintings confiscated by the ERR,” acquired
this work through an exchange with the ERR
in 1942 (ALIU intelligence list, WWII OSS Art
Looting Investigation Reports, Final Report, p.
67). However, rather than transferring to the
Goring collection as originally intended, this
particular work was instead kept by Rochtlitz
and stored at his private depot in Muhlofen-
Meersburg until it was reclaimed by the Allies
at the end of the war. Within a year of the war’s
end the painting returned to Paul Rosenberg,
its rightful owner.
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PROPERTY FROM A PRIVATE COLLECTION, CANADA

ALFRED SISLEY
1839 - 1899

La Seine au bas-Meudon

Signed Sisley. (lower right)
Qil on canvas

19%4 by 24in.; 50 by 61 cm
Painted circa 1878-79.

This painting will be included in the new edition
of the Catalogue Raisonné of Alfred Sisley by
Frangois Daulte now being prepared at the
Galerie Brame & Lorenceau by the Comité Sisley.

PROVENANCE

Frangois de Curel, Paris

Mlle de Curel, Paris (by descent from the above
and sold: Palais Galliéra, Paris, June 21, 1961)
Jacques Guerlain, Paris

Sale: Palais Galliéra, Paris, November 23,
1965, lot 208

Galerie Pétrides, Paris

Private Collection, Paris

Wildenstein & Co., Inc., New York

Private Collection, Canada (acquired from the
above on October 15, 1968)

Thence by descent

Sisley painted the present view of the Seine
in the autumn of 1878 in Meudon, a suburb
southwest of Paris. Painted at the height of
his involvement with the Impressionist group,
the scene possesses the hallmarks of a great
Impressionist landscape, featuring abundant
light reflecting off the water and filtering
through the clouds. In his monograph on the
artist, Richard Shone writes, “The landscape
paintings of Alfred Sisley occupy an inviolable
position in the history of early Impressionism.
His depictions of the Thames at Hampton
Court, the Seine in flood, the snow-bound
suburbs of Paris are indispensable to an
account of Impressionist landscape painting in
the 1870s" (Richard Shone, Sisley, New York,
1992, p. 7).

The present work was part of the
collection of Jacques Guerlain, whose family
founded the eponymous Parisian perfume
house. Jacques was a second generation
parfumier and the most successful in the
house’s history, creating dozens of legendary
fragrances in his storied career. Guerlain's
collection also featured works by Sisley’s peers
including Claude Monet, Edouard Manet and
Henri Fantin-Latour.

$ 600,000-800,000
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PROPERTY OF A PRIVATE NEW YORK COLLECTOR

PAUL CEZANNE
1839 - 1906

Baigneurs

Oil on canvas
10%s by 875 in.; 27 by 22 cm
Painted circa 1900.

PROVENANCE

Ambroise Vollard, Paris

Georges Moos, Geneva

Private Collection, Sweden

Paul Haim, Paris

Jacques Lipchitz, New York & Paris
Mitchell-Innes & Nash, New York
Acquired from the above by 2008

EXHIBITED

Humlebaek, Louisiana Museum of Art,
Cézanne & Giacometti: Paths of Doubt, 2008,
no. 50, illustrated in color in the catalogue

LITERATURE

John Rewald, The Paintings of Paul Cézanne,
Catalogue Raisonné, New York, 1996, vol. |,
no. 863, catalogued p. 515; vol. I, no. 863,
illustrated p. 303

Walter Feilchenfeldt, Jayne Warman & David
Nash, The Paintings of Paul Cézanne: An Online
Catalogue Raisonné, no. 961, https://www.
cezannecatalogue.com/catalogue/entry.

php?id=838 (accessed on September 29, 2019)

$ 200,000-300,000

The theme of bathers preoccupied Cézanne
from the 1870s onward and, as the most
important consistently recurring theme in
his oeuvre, provided a focus for his creative
energy. This groundbreaking group of works
revolutionized the traditional concept of
representing the human figure and proved
crucial to the development of twentieth-
century art.

According to Cézanne's new visual
language, the human body, far from aspiring
to the classical ideal so long pursued by
European artists since Antiquity, becomes the
result of a pictorial process of construction,
increasingly integrated into the picture’s
context.

In the 1890s, Cézanne preferred to rely
on his repertoire of studies of bathers and
pictures from earlier periods. When Francis
Jourdan visited him in 1904, Cézanne
indicated that he had long stopped asking his
models to remove their clothes: “the painting...
isin here, he added, beating his brow” (quoted
in Gottfried Boehm, “A Paradise created by
Painting,” in Paul Cézanne, The Bathers, Basel,
1989, p. 18). Cézanne's work had thus taken on
a conceptual quality, based on reality only in
the loosest sense.

The compositional origins for the present
picture stretch back to Cézanne's Zola-
inspired figurative works of 1868-70, such as
La Tentation de Saint Antoine and Déjeuner sur
I"herbe (see fig. 1). The standing nude appears
in several important paintings from this series,
and the pose of the twisted body clearly held a
fascination for the artist (see fig. 2). The vivid
blue coloration and dynamism of its execution
distinguish this work from other related studies.

Fig. 1 Paul Cézanne, La Tentation de Saint Antoine, circa 1874,
oil on canvas, Kasama Nichido Museum of Art, Kasama
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Fig. 2 Paul Cézanne, Baigneurs, circa 1890-95, oil on canvas,

sold: Sotheby's, London, February 5, 2014, lot 48 for $5,981,161
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PROPERTY OF A PRIVATE EAST COAST COLLECTOR

PAUL CEZANNE
1839 - 1906

D'aprés Delacroix: La Barque de
Dante

Oil on canvas
9% by 13in.; 25 by 33 cm
Painted circa 1870.

PROVENANCE

Joachim Gasquet, Aix-en-Provence

Xavier de Magallon, Aix-en-Provence
Alfred Gold, Paris

Eugene Blot, Paris (and sold: Hotel Drouot,
Paris, April 23,1937, lot 52)

Storran Gallery, London

Lord & Lady Clark, Saltwood Castle, Kent
(acquired by February 1939)

Private Collection, England

Adrian Ward-Jackson, Ltd., London (acquired
on May 1, 1987)

E.V. Thaw, New York

Acquired from the above by 1988

EXHIBITED

Paris, Galerie Pigalle, Exposition Cézanne, 1839-
1906, Quelques souvenirs, 1930, n.n.

London, Storran Gallery, Paraphrases, 1939, no. 51
Edinburgh, Royal Scottish Academy & London,
Tate Gallery, Paintings by Cézanne, 1954, no. 1
(dated 1864)

London, Tate Gallery, The Romantic Movement,
1959, no. 52 (dated 1870-73)

London, Royal Academy of Arts, Paris, Musée
d’'Orsay & Washington D.C., National Gallery of
Art, Cézanne, The Early Years, 1859-1872, 1988-
89, no. 5, illustrated in the catalogue

$ 400,000-600,000

Boston, Museum of Fine Arts, Prized Possessions,
1992, no. 22, illustrated in the catalogue

Paris, Musée du Louvre, Paris, Copier Créer: de
Turner a Picasso, 300 oeuvres inspirées par les
les maitres du Louvre, 1993, no. 169, illustrated in
the catalogue

LITERATURE

Joachim Gasquet, Cézanne, Paris, 1921,
illustrated pl. 96 (titled La Barque de Dante)
Julius Meier-Graefe, Cézanne und sein Kreis,
Munich, 1922, illustrated p. 93 (dated circa
1868 and titled Copie nach der Dantebarke)
Joachim Gasquet, Cézanne, Paris, 1926,
illustrated pl. 29 (titled La Barque de Dante)
Nina lavorskaia, Cézanne, Moscow, 1935,
illustrated pl. 5

Lionello Venturi, Cézanne, son art—son oeuvre,
vol. II, Paris, 1936, no. 125, illustrated n.p.
Sara Lichtenstein, “Cézanne’s Copies and
Variants after Delacroix,” in Apollo, vol. Cl,
London, 1975, no. 156, illustrated n.p.

Pascal Bonafoux, Cézanne: portrait, Paris,
1995, illustrated p. 207

John Rewald, The Paintings of Paul Cézanne:

A Catalogue Raisonné, vol. |, London, 1996,

no. 172, mentioned p. 138; vol. Il, no. 172,
illustrated p. 59

Walter Feilchenfeldt, Jayne Warman & David
Nash, The Paintings of Paul Cézanne: An Online
Catalogue Raisonné, no. 615, https://www.
cezannecatalogue.com/catalogue/entry.
php?id=179 (accessed on September 21, 2019)
Cézanne Metamorphoses (exhibition
catalogue), Karlsruhe, Kunsthalle Karlsruhe &
traveling, 2017, illustrated n.p.

Fig. 1 Edouard Manet, La Barque de Dante, circa 1859, oil on canvas,
The Metropolitan Museum of Art, New York
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Delacroix’s The Barque of Dante (1822) is now
in the collection of the Louvre, a museum
which Cézanne described in a 1905 letter as
“the book from which we learn to read.” Based
loosely on Géricault's The Raft of the Medusa,
the original painting by Delacroix broke
conventions and marked an important shift
away from the Neo-Classical tradition toward
the burgeoning Romantic movement.

Cézanne saw in Delacroix a vital link
between the art of his contemporaries and
that of the Old Masters. He owned a number
of engravings of Delacroix’s work, but it was
the strong color and dramatic tones which
most appealed: “His remains the finest palette
in France and nobody in our country has
possessed at once such calm and pathos,
such shimmering color. We all paint in him”
(Cézanne quoted in Joachim Gasquet,
Cézanne, A Memoir with Conversations (1897-
1906), London, 1991, p. 197). John Rewald’s
catalogue raisonné lists over 20 oil painting
copies by Cézanne in styles which range from
Neoclassicism, Rococo, Baroque, Mannerist
and Impressionist, and particularly evident
is his high regard for the colorists—Titian,
Rembrandt and Delacroix—with works by
Delacroix featuring most frequently. Cézanne's
lifelong admiration was shared by one of his
own patrons, Victor Chocquet, who was also
a passionate collector of Delacroix. In 1895
Cézanne accepted a watercolor by Delacroix
(which he promptly copied) in exchange for
one of his own works from an exhibition.

The figures in the lower register of the
present work show Cézanne's methods most
clearly: the large square brushstrokes which
model the arms for example, and the use of
planes grouped together to create a sense
of mass all point toward the distinctive style
he would go on to develop. The first owner of
the painting, Joachim Gasquet, was a poet,
critic and friend whose 1921 book Cézanne is
among the earliest appreciations of the artist’s
life and work. The subsequent owner, Xavier
de Magallon was another poet, known for his
classical translations into French.

Edouard Manet’s copies of La Barque de
Dante made in the 1850s and 1860s are in the
collections of the Musée des Beaux-Arts, Lyon
and the Metropolitan Museum of Art, New York
(seefig. 1).
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PROPERTY FROM A PRIVATE SCANDINAVIAN
COLLECTION

EDGAR DEGAS
1834 - 1917

Position de quatrieme devant sur
la jambe gauche

Stamped Degas and with the foundry mark Cire
Perdue A.A. Hebrard and numbered 58/K
Bronze

Height: 23%4in.; 59 cm

Conceived circa 1885-90 and cast in bronze after
1919 in an edition of 20 numbered A to T, plus 2
casts reserved for the Degas heirs marked HER.D
and HER by the A.A. Hébrard Foundry, Paris.

$ 400,000-600,000

Alternate view
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PROVENANCE
Falk Simon, Sweden (acquired circa 1930s)
Thence by descent

LITERATURE

John Rewald, Degas: Works in Sculpture, A
Complete Catalogue, New York, 1944, no. XLIII,
illustration of another cast p. 98

Leonard Von Matt & John Rewald, Degas:
Sculpture, Zurich, 1956, no. XLIII, illustration of
another cast pls. 32,43 & 44

Franco Russoli & Fiorella Minervo, L'Opera
completa di Degas, Milan, 1970, no. S911,
illustration of another cast p. 141

Charles W. Millard, The Sculpture of Edgar
Degas, Princeton, 1976, catalogued pp. 24 &
106, illustration of another cast pl. 89

Late XIX and Early XX Century French Masters:
The John C. Whitehead Collection, A

Collection in Progress (exhibition catalogue),
Achim Moeller Fine Art, New York, 1987,
illustration of another cast p. 49

John Rewald, Degas’ Complete Sculpture,
Catalogue Raisonné, San Francisco, 1990,

no. XLIII, illustrations of the wax version p. 124
& of another cast p. 125

Anne Pingeot, Degas Sculptures, Paris, 1991,
no. 10, illustration of another cast p. 157

Sara Campbell, “Degas, The Sculptures: A
Catalogue Raisonné,” in Apollo, vol. CXLII, no. 402,
August 1995, illustration of another cast p. 39
From Daumier to Matisse: Selections from

the John C. Whitehead Collection (exhibition
catalogue), Achim Moeller Fine Art, New York,
2002, illustration of another cast p. 6

JosephS. Czestochowski&Anne Pingeot, Degas
Sculptures, Catalogue Raisonné of the Bronzes,
Memphis, 2002, no. 58, illustrations of another
cast pp. 234 & 235

Susan Glover Lindsay, Daphne S. Barbour

& Shelley G. Sturman, eds., Edgar Degas
Sculpture, National Gallery of Art, Washington,
D.C.,2010,no. 28, illustrations of the wax version
pp. 191-92 & of another cast pp. 190 & 193
Sara Campbell, Richard Kendall, Daphne S.

IMPRESSIONIST & MODERN ART DAY SALE

Barbour & Shelley G. Sturman, Degas in the
Norton Simon Museum, vol. II, Pasadena, 2009,
no. 64, illustrations of another cast pp. 344-47

This auction marks the present work’s first
appearance on the open market. The sculpture
was purchased shortly after its casting by Falk
Simon, a Swedish banker and businessman who
served on the board of a major Gothenburg-
based transatlantic trading company and who
amassed one of the greatest collections of silver
objects in the early twentieth century. In 1934,
Mr. Simon donated much of his silver collection
to the Rohsska Museum in Gothenburg, but this
bronze has been treasured by the family for
over 80 years.

Of the forty Degas sculptures related to the
dance which exist today, few better reflect his
passionate search for movementand mass than
those of the dancer in the fourth position; with
her leg raised en I'air and arms perpendicular
in a stark and dramatic pose built around right
angles, the figure transmits a powerful sense of
her next few steps. “Itis the movement of things
and people which amuses and even consoles
me,” wrote Degas to his friend Henri Rouart. “If
the leaves of trees did not move, how sad the
trees would be, and we too” (quoted in John
Rewald, op. cit., p. 23).

Thiskey positionisone practicedrepeatedly
in class exercises and while Degas must have
seen it rehearsed often, his drawings only
include studies of dancers in preparation for
the pose, rather than holding it. The difficulty
of capturing this supremely challenging and
elegant moment of balance for the dancer
without resorting to the illusions permitted by
sketches was the very problemthat had brought
him to sculpture in the first place: “Truth is only
obtained with the aid of sculpting, because it
exercises a constraint on the artist which forces
him not to neglect anything important” (quoted
in “Degas portraitiste,” in Le Temps, July 12,
1931, n.p.).

Degas notoriously made no concessions
whatsoever to contemporary taste and had
equalcontemptforartisticconventions,towhich
the vigorously worked and highly expressive
surfaces of the statuettes attest. The rough
texture and the almost plastic quality of his
molded forms is particularly true of this model,
lending an impression of immediacy that makes
these bronzes so fascinating.
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PROPERTY OF A GENTLEMAN

AUGUSTE RODIN
1840 - 1917

Eve, petite modele (modéle a la
base carrée et aux pieds plats)

Inscribed A. Rodin, with the foundry mark
.Georges Rudier. .Fondeur. Paris. and © by musée
Rodin 1967; stamped A. Rodin (on the interior)
Bronze

Height: 29%2in.; 74.9 cm

Conceived in 1883 and cast in an edition of 6
between 1955-67 by the Georges Rudier Foundry,
Paris; this example cast in 1967.

This work will be included in the forthcoming
Catalogue Critique de I'oeuvre sculpté
d'Auguste Rodin currently being prepared by
the Comité Rodin in collaboration with Galerie
Brame & Lorenceau under the direction of
Jéréme Le Blay under the archive number
2007V1242B.

$ 600,000-800,000

PROVENANCE

Musée Rodin, Paris

Dominion Gallery, Montreal (acquired from
the above in October 1967)

Private Collection, Montreal (acquired from
the above in the early 1970s)

MK Fine Art, New York

Acquired from the above in 2010

LITERATURE

Georges Grappe, Catalogue du Musée Rodin,
Paris, 1929, no. 55, illustration of the marble
version p. 41

Judith Cladel, Auguste Rodin, sa vie glorieuse,
sa vie inconnue, Paris, 1936

lonel Jianou & Cécile Goldscheider, Rodin,
Paris, 1967, illustration of the plaster pl. 17
John L. Tancock, The Sculpture of Auguste
Rodin, Philadelphia, 1976, no. 8-5, illustration
of another cast p. 154

Albert E. Elsen, The Gates of Hell by Auguste
Rodin, Stanford, 1985, no. 64, illustrations of
another cast pp. 74-78

Raphéael Masson & Véronique Mattiusi, Rodin,
Paris, 2004, illustration of another cast p. 39
Antoinette Le Normand-Romain, The Bronzes
of Rodin, Catalogue of the Works in the Musée
Rodin, vol. |, Paris, 2007, illustrations of other
casts pp. 340 & 341

Fig.1 Another version of Eve in Rodin’s studio at the Hotel Biron,
circa 1910. Photograph by Eugene Druet
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Conceived as part of Rodin's monumental
portal The Gates of Hell, the present work is a
sensual portrayal of the mother of humanity
at the moment she becomes aware of her
nakedness. The psychological effect of Eve's
revelation is rendered through her striking
pose, almost as if seeking shelter in her own
embrace. The fullness of her figure and the
beautifully modeled curve of her body reflect
her strength as well as the vulnerability of this
realization. Rodin’s working model for this
sculpture was a life-size plaster that he never
finished, allegedly because his model was
pregnant and could not endure the long hours
of posing. The artist completed two versions
of the sculpture at the present size, often
referred to as Petite Eve.

The poet Rainer Maria Rilke described
the work beautifully in 1903: “It shrivels like
burning paper, it becomes stronger, more
concentrated, more animated. That Eve
[which] was originally to be placed over The
Gates of Hell, stands with her head sunk
deeply into the shadow of the arms that draw
together over the breast like those of a freezing
woman. The back rounded, the nape of the
neck almost horizontal. She bends forward
as though listening to her own body as a new
future begins to stir. And it is as though the
gravity of this future weighed upon the sense
of the woman and drew her down from the
freedom of life, into the deep, humble service
of motherhood” (Rainer Maria Rilke, Auguste
Rodin, New York, 1919, n.p.).

Examples of this model are included in
the collections of the Musée des Beaux-Arts
in Nice, Carnegie Museum of Art in Pittsburgh
and the Iris & B. Gerald Cantor Foundation in
Los Angeles.
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PROPERTY OF A GENTLEMAN

ARISTIDE MAILLOL
1861 - 1944

Baigheuse debout les bras aux
épaules

Inscribed Maillol, numbered 1/6 and with the
foundry mark A. Bingen eT Costenoble Fondeur
Paris.

Bronze

Height: 48Y%2in.; 123.2 cm

Conceived in 1900 and cast during the artist's
lifetime.

The authenticity of this work has been
confirmed by Olivier Lorquin.

PROVENANCE

Estate of the artist

Private Collection, France (acquired by 1984)
Sale: Ader-Picard-Tajan, Paris, December 7,
1989, lot 26b

Private Collection, Japan (and sold: Sotheby's,
New York, May 8, 2002, lot 12)

Dina Vierny, Paris (acquired at the above sale)
Private Collection, Switzerland (acquired from
the above)

Acquired from the above in 2010

EXHIBITED

Yamanashi, Musée Départmental des Beaux-
Arts; Hiroshima, Musée Hiroshima des
Beaux-Arts; Kumamoto, Musée Préfectoral
des Beaux-Arts de Kumamoto; Kanazawa,
Musée Préfectoral des Beaux-Arts, Ishikawa;
Matsuyama, Musée Préfectoral des Beaux-
Arts, Ehime; Kobe, Musée Préfectoral d'Art
Moderne, Hyogo & Tokyo, Musée d’Isetan,
Exposition Maillol au Japon, 1984, no. S-15,
illustrated in the catalogue

$ 400,000-600,000
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LITERATURE

John Rewald, Maillol, London, 1939, illustration
of another cast p. 129

Marguette Bouvier, Aristide Maillol, Lausanne,
1945, illustration of another cast pl. 93
Waldemar George, Aristide Maillol, 1965,
illustration of another cast p. 129

Paule-Marie Grand Chastel, Aristide Maillol,
Milan, 1966, vol. 95, illustration of another cast
pl. IV

Maillol: 1864-1944 (exhibition catalogue),
Solomon R. Guggenheim Museum, New York,
1975, no. 26, illustration of another cast p. 51
Waldemar George, Aristide Maillol et I'ame de
la sculpture, Neuchatel, 1977, illustration of
another cast pl. 133

Exposition Maillol au Japon (exhibition catalogue),
Yamanashi Prefectural Museum, Fuefuki, 1984,
no. S.15, illustration of another cast

The female body fascinated Maillol, and the
present sculpture is one of his most idealized
representations. Maillol's first rendering of this
figure at the beginning of the twentieth century
is emphatically avant-garde, characterized by a
sleek linearity that would define the Modernist
aesthetic. When Maillol turned his creative
energy from tapestry to sculpture in 1898,

the nude bather was one of the first motifs he
explored, a subject steeped in the traditions of
Western art history.

Bertrand Lorquin describes the true
artistry at the heart of Maillol's work, “Maillol’s
sculpture achieves an ideal balance through
the accuracy of its proportions as well as the
harmony of its compositions. Paul Valéry once
said that sculpture is an art full of surprises,
and at each moment the sculptor chooses
his viewpoint among an infinite array of
possibilities. A Maillol statue is a perpetual
revelation of the type of beauty which the
sculptor invented” (Bertrand Lorquin, Aristide
Maillol, London, 1995, pp. 102-03).

IMPRESSIONIST & MODERN ART DAY SALE
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AUGUSTE RODIN
1840 - 1917

La Fuite

Inscribed A. Rodin and with the foundry mark
E. Godard Fondeur Paris © by Musée Rodin
1972 and numbered N° 11

Bronze

Height (including base): 9% in.; 23.5 cm
Conceived circa 1885-89 and cast in a numbered
edition of 13 between 1969-72 by the Emile
Godard Foundry, Paris; this example cast in 1972.

This work will be included in the forthcoming
Catalogue Critique de I'oeuvre sculpté
d'Auguste Rodin currently being prepared by
the Comité Rodin in collaboration with Galerie
Brame & Lorenceau under the direction of
Jéréme Le Blay under the archive number 2019-
6031B.

PROVENANCE

Musée Rodin, Paris

Galerie Claude Bernard, Paris (acquired from
the above in June 1973)

Private Collection, Japan

Private Collection, France (and sold: Sotheby's,
London, October 22, 1986, lot 40)

Acquired at the above sale by the present
owner

LITERATURE

Antoinette Le Normand-Romain, The Bronzes
of Rodin, Catalogue of Works in the Musée
Rodin, vol. |, Paris, 2007, no. S. 649, illustration
of another cast p. 383

$ 25,000-35,000



PROPERTY SOLD TO BENEFIT
THE MCNAY ART MUSEUM
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AUGUSTE RODIN
1840 - 1917

Etude pour “Le Secret”

Inscribed A. Rodin and with the foundry mark
A. Rudier Fondeur. Paris.

Bronze

Height: 434 in.; 12.1 cm

Conceived in 1910; this example cast between
1949-52.

This work will be included in the forthcoming
Catalogue Critique de I'oeuvre sculpté
d'Auguste Rodin currently being prepared by
the Comité Rodin in collaboration with Galerie
Brame & Lorenceau under the direction of
Jéréme Le Blay under the archive number 2019-
6070B.

PROVENANCE

Musée Rodin, Paris

Private Collection, United States
Jeanne & Irving Mathews, San Antonio
A bequest from the above in 2010

LITERATURE

Rodin, The B. Gerald Cantor Collection
(exhibition catalogue), The Metropolitan
Museum of Art, New York, 1986, no. 68,
illustration of another cast p. 150
Auguste Rodin, Camille Claudel (exhibition

catalogue), Fondation Basil & Elise Goulandris,

Musée d’art contemporain, Andros, 1997, no.
57, illustration of another cast n.p.

John L. Tancock, Rodin in Mexico, Collection
of European Sculpture from the XIX and XX
Centuries (exhibition catalogue), Museo

Soumaya, Mexico City, 1997, no. 86, illustration
of another cast n.p.

Antoinette Le Normand-Romain, The Bronzes
of Rodin, Catalogue of Works in the Musée
Rodin, vol. |, Paris, 2007, illustration of another
cast p. 252

To depict the darker side of human expression,
Rodin studied cadavers and patients in
psychiatric wards, and to depict creativity he
modeled the hands of musicians and fellow
artists. His ability to convey the explosive
emotion of the human form is seen in small
scale in the graceful, delicate touch of these
hands.

$ 40,000-60,000
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ART INSTITUTE OF CHICAGO

LOTS 182 & 183
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182

EDGAR DEGAS
1834 - 1917

Téte, étude pour le portrait de
Madame S. (Mathilde Salle)

Stamped Degas and with the foundry mark
Cire Perdue A.A. Hebrard and numbered 27/D
Bronze

Height: 10 in.; 25.4 cm

Conceived circa 1892 and cast in bronze after
1919 in an edition of 20 numbered A to T plus 2
casts reserved for the Degas heirs marked HER.D
and HER by the A.A. Hébrard Foundry, Paris.

PROVENANCE

Walter Halvorsen, London (acquired by 1921)
Justin K. Thannhauser, Munich & New York
(acquired from the above on August 12, 1929)
A bequest from the above in 1959

EXHIBITED

Amsterdam, Stedelijk Museum, Rondom
Rodin: Tentoonstelling Honderd Jaar Fransche
Sculptuur, 1939-40, no. 111

New York, Buchholz Gallery, Edgar Degas:
Bronzes, Drawings, Pastels, 1945, no. 20

New York, Curt Valentin Gallery, Sculptures by
Painters, 1951, no. 21

Chicago, The Art Institute of Chicago, Degas in
the Art Institute of Chicago, 1984, no. 86

LITERATURE

John Rewald, Degas: Works in Sculpture, A
Complete Catalogue, New York, 1944, no. 30,
illustration of another cast p. 23

Edgar Degas, 1834-1917: Original Wax
Sculptures (exhibition catalogue), M. Knoedler
& Co., Inc., New York, 1955, no. 29

John Rewald, Degas Sculpture: The Complete
Works, New York, 1957, no. 30, fig. 10,
illustration of another cast p. 147

Charles W. Millard, The Sculpture of Edgar
Degas, Princeton, 1976, fig. 117, illustrations of
another cast pp. 10-11

Anne Pingeot, Degas: Sculptures, Paris, 1991,
no. 70, illustration of another cast p. 186

Sara Campbell, “A Catalogue of Degas’ Bronzes,”
in Apollo, vol. CXLII, London, no. 402, August
1995, no. 27, illustration of another cast p. 24
Joseph S. Czestochowski & Anne Pingeot,
Degas Sculptures: Catalogue Raisonné of the
Bronzes, Memphis, 2002, no. 27, illustrations
of another cast pp. 174-75

Sara Campbell, Richard Kendall, Daphne S.
Barbour & Shelly G. Sturman, Degas in the
Norton Simon Museum, vol. |l, Pasadena, 2009,
no. 102, illustration of another cast p. 490 & of
the clay version p. 489

$15,000-20,000
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AUGUSTE RODIN
1840 - 1917

Maquette préparatoire pour le
bas-relief du “Poéte et la Muse”

Inscribed A. Rodin

Bronze

Height: 4Y2in.; 11.4 cm

Conceived by 1905; this example cast in 1923 by
the Alexis Rudier Foundry, Paris.

This work will be included in the forthcoming
Catalogue Critique de I'oeuvre sculpté d'Auguste
Rodin currently being prepared by the Comité
Rodin in collaboration with Galerie Brame &
Lorenceau under the direction of Jérome Le Blay
under the archive number 2019-6032B.

PROVENANCE

Musée Rodin, Paris

Melle Roullier, Chicago (acquired from the
above in January 1925)

Kate L. Brewster, Chicago

A bequest from the above in 1950

EXHIBITED
New York, The Museum of Modern Art, Rodin,
1963, no. 70

$15,000-20,000
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PROPERTY OF A PRIVATE COLLECTOR

AUGUSTE RODIN
1840 - 1917

L'Eternel printemps, second état,
quatrieme réduction

Inscribed Rodin and with the foundry mark

F. Barbedienne.Fondeur; stamped S (on the
underside)

Bronze

Height: 10 in.; 25.4 cm

Conceived in 1884, this reduction conceived

in 1898 and cast in an edition between 63-69
between 1898-1918 by the Barbédienne Foundry,
Paris; this example cast between 1910-18.

This work will be included in the forthcoming
Catalogue Critique de I'oeuvre sculpté d'Auguste
Rodin currently being prepared by the Comité
Rodin in collaboration with Galerie Brame &
Lorenceau under the direction of Jérome Le Blay
under the archive number 2019-595BB.

$ 120,000-180,000

PROVENANCE

Private Collection, United States (and sold:
Sotheby’s, New York, September 30, 1999, lot 1)
Acquired at the above sale

LITERATURE

Léon Maillard, Auguste Rodin, Statuaire, Paris,
1899, illustration of another version pp. 121-22
Georges Grappe, Catalogue du Musée Rodin,
Paris, 1927, nos. 69 & 70, illustration of another
version p. 42

Judith Cladel, Rodin, London, 1936, illustration
of the marble version p. 97

Georges Grappe, Le Musée Rodin, Paris, 1944,
no. 87, illustration of another version pl. 56
Robert Descharnes & Jean-Francgois Chabrun,
Auguste Rodin, London & Melbourne, 1967,
illustration of another version p. 134

lonel Jianou & Cécile Goldscheider, Rodin, Paris,
1967, illustrations of another cast pls. 56-57
John L. Tancock, The Sculpture of Auguste
Rodin, Philadelphia, 1976, no. 32b, illustration
of another version p. 246

Rodin (exhibition catalogue), Fondation Pierre
Gianadda, Martigny, 1984, no. 63, illustration
of another cast p. 111

Antoinette Le Normand-Romain, The Bronzes
of Rodin, Catalogue of Works in the Musée
Rodin, vol. |, Paris, 2007, no. S.777, illustration
of another cast p. 334

Fig. 1 The plaster version of L ‘Eternel printemps in Rodin’s studio, circa 1880.
Photograph by Charles Bodmer, Musée Rodin, Paris
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L'Eternel printemps was one of Rodin's most
celebrated sculptures of the 1880s. For the
figure of the woman Rodin used the highly
sensual Torse d’Adéle, 1882, which was named
after the model who posed for the sculptor.
This form was first used to the left of the
tympanum of the Gates of Hell and again later
in La Chute d’'un ange, but it gained its greatest
fame when united with the youthful male in the
present work.

Animated by the dazzling play of light
on the surface and the sweeping upward
movement of the man, the figures seem
ready to take flight. As lonel Jianou and
Cécile Goldscheider have noted: “Rodin is an
artist who can see and dares to express in all
sincerity what he has seen. He discovers the
enchantment of light and its resources, the
vibration and intimate movement of surfaces
and planes, the throb of passion that animates
form. He uses ‘highlights, heavy shadows,
paleness, quivering, vaporous half-tones, and
transitions so finely shaded that they seem
to dissolve into air’, giving his sculpture ‘the
radiance of living flesh"” (lonel Jianou & Cécile
Goldscheider, op. cit., p. 19).

From dealing with love in an allegorical
way, Rodin began treating it in more human
terms. As evident in the present work, there
is a marked increase in the eroticism of
his art and a corresponding growth in the
daring movement of the poses which could
be a reflection of the artist's studio practice
allowing the models to move freely and
independently. Rodin himself proclaimed:
“Sculpture does not need to be original, what
it needs is life... | used to think that movement
was the chief thing in sculpture and in all |
did it was what | tried to attain... Grief, joy,
thoughts—in our art all becomes action”
(quoted inibid., pp. 19-20).
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MARC CHAGALL
1887 - 1985

Le Songe

Signed Chagall Marc (lower left); signed Marc
Chagall and dated 1978 (on the reverse)
Tempera on canvas

2558 by 21V4in.; 65 by 53.9 cm

Painted in 1978.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

Pierre Matisse Gallery, New York

Private Collection, Japan

Acquired from the above by the present owner

LITERATURE

Jacob Baal-Teshuva, ed., Chagall, A
Retrospective, New York, 1995, illustrated in
color p. 312

Jacob Baal-Teshuva, Marc Chagall, 1887-1985,
Cologne, 1998, n.n., illustrated in color p. 215

$ 600,000-800,000

The two great influences on Marc Chagall's
work were undoubtedly Bella, his first wife with
whom he fell passionately in love upon their
first meeting in 1909, and Paris, his adopted
city where he left an enduring legacy on the
landscape of Modern art. Completed decades
after Bella's death and at a time when Chagall
enjoyed international fame as a painter, Le
Songe is replete with symbols that pay homage
to both the lover and the city through the
artist’s iconic dreamscape style. Its dominant
blue and red hues imbue the work with an
overwhelming sense of yearning, the lovers
float alongside the Eiffel Tower and other
recognizable symbols from Chagall’s oeuvre.
In contrast to Chagall's more boldly colored
and exuberant works from this period, one
cannot help but feel the artist’s nostalgia for a
bygone era of his life.

Fig. 1 Marc Chagall, Paysage de Paris en bleu, 1967, oil on canvas,
sold: Sotheby's, New York, May 15, 2019 for $1,340,000
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Chagall first arrived in France in the
summer of 1910 at the age of 23. Within his
first two days in Paris, he visited the Salon des
Indépendants and there he saw the work of a
panoply of contemporary artists, including the
Fauves and the Cubists. Paintings by Derain,
Léger, Matisse and Picasso hung alongside the
vibrant Orphist canvases of Robert Delaunay,
who was to become the mentor of Paul Klee,
August Macke and Chagall himself. Very soon
he had moved into lodgings in the legendary
block of studios known as La Riche on the
rue Vaugirard in Montparnasse, a building
famed for its lively bohemian atmosphere and
cosmopolitan inhabitants. Chagall lodged in
the room next to Modigliani; Soutine also lived
in the building during this time. The poets
Apollinaire, Cendrars and Canudo frequently
visited. In this milieu of spontaneity and rich
cultural exchange, Chagall began his first
period of painting in Paris which he would
return to with clear nostalgia in his later years.
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MARC CHAGALL
1887 - 1985

Amoureux au repos

Inscribed Chagall

Marble relief

11%2 by 1578 in.; 28.5 by 40.3 cm
Executed in 1968-69; this work is unique.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

Estate of the artist

Paul Lombard, Paris

Sale: Artcurial, Paris, October 10, 2017, lot 66
Acquired at the above sale by the present owner

Chagall's move to Vence in 1949 saw a
corresponding diversity in his choice of
medium. Prompted perhaps by Matisse and
Picasso whom he saw more frequently, Chagall
tried his hand at stained glass, ceramics,
engraving and sculpture. He is known to

have used stone from the local southern
quarries at Rognes and Gard as well as marble
from Carrara. These unique sculptures are
exceptionally rare and Amoureux au repos is
one of a very limited number to have appeared
on the market. A small group of marble pieces
were included in the 2017 exhibition Chagall
sculptures at the Marc Chagall National
Museum in Nice.

$ 100,000-150,000
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PROPERTY OF AN IMPORTANT PRIVATE COLLECTOR

MOISE KISLING
1891 - 1953

Nu allongé sur tapis fleuri

Signed Kisling and dated Paris 1935 (upper right)
Oil on canvas

27Ya by 39Y%2in.; 69.2 by 100 cm

Painted in Paris in 1935.

To be included in the Volume IV et Additifs aux
Tomes |, Il, et lll of the Catalogue Raisonné

de I'Oeuvre de Moise Kisling currently being
prepared by Jean Kisling and Marc Ottavi.

PROVENANCE

Dr. Bergeret, Paris

Private Collection, France (acquired from the
above in 1974 and sold: Sotheby's, London,
February 6, 2008, lot 522)

Acquired at the above sale

LITERATURE
Jean Kisling, Kisling, 1891-1953, vol. |, Turin,
1971, no. 63, illustrated p. 335

$ 300,000-500,000

Kisling's incredibly sensual nudes reflect the
painter’s love of the female form. In 1937, Louis
Chéronnet wrote of the artist’s exhibition at
the Gertrude Stein Gallery: “Kisling is a sensual
materialist with a taste for the sumptuous

who focuses carefully on technique... What
voluptuous lines and colors! All of Kisling's
forms are characteristically elongated and
graceful as a dancer in an arabesque. And

over a seemingly inalterably prepared canvas
colors spread, raw, shimmering, and unctuous”
(quoted in Jean Kisling, op. cit., p. 43).

Kisling asserted that no artist past or
present influenced his artistic style, but one
cannot deny the similarities of the present work
to the celebrated nudes painted by his close
friend, Amedeo Modigliani (see fig. 1). Kisling
met Modigliani shortly after moving to Paris
from Poland in 1910, quickly becoming a key
figure in the Ecole de Paris and dubbed the
“Prince of Montparnasse” by his cohorts.

The delicate shading and intense gaze of
the sitter reflect the sensitivity to form, feeling
and pictorial essence that only Kisling could
achieve. Her almond-shaped eyes—a trademark
of Kisling's portraiture as well as Modigliani's—
and the energy of color reflect the enthusiasm
that these subjects inspired in him. As the artist
once stated, “A beautiful girl in the nude fills me
with joy, the desire to love, to be happy, and |
would make the piece of cloth, the backdrop on
which she poses, an expression of my delight”
(quoted inibid., p. 37).

Fig.1 Amedeo Modigliani, Nu couché, circa 1920, oil on canvas, The Museum of Modern Art,

New York
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MOISE KISLING
1891 - 1953

Bouquet de fleurs

Signed Kisling (lower left)
Oil on canvas
28%s by 21%4in.; 73 by 54 cm

To be included in the Volume IV et Additifs aux
Tomes |, Il, et Ill of the Catalogue Raisonné

de I'Oeuvre de Moise Kisling currently being
prepared by Jean Kisling and Marc Ottavi.

PROVENANCE
Private Collection, Japan
Acquired from the above by the present owner

$150,000-200,000

Fig. 1 Vincent van Gogh, Nature morte, vase aux marguerites et coquelicots,
oil on canvas, sold: Sotheby’s, New York, November 4, 2014, lot 17 for
$61,765,000
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PROPERTY FROM A PRIVATE COLLECTOR

MOISE KISLING
1891 - 1953

Roses rouges dans un vase

Signed Kisling and dated Paris 1947 (upper right)
Qil on canvas

28% by 23%21in.; 73 by 60 cm

Painted in Paris in 1947.

To be included in the Volume IV et Additifs aux
Tomes |, Il, et Ill of the Catalogue Raisonné

de I'Oeuvre de Moise Kisling currently being
prepared by Jean Kisling and Marc Ottavi.

PROVENANCE

Galerie d'Elysée, Paris

Private Collection, New York (and sold:
Sotheby's, New York, November 6, 2003,
lot 287)

Acquired at the above sale

$ 50,000-70,000
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PROPERTY FROM A NEW YORK COLLECTION

TSUGUHARU FOUJITA
1886 - 1968

Portrait d’enfant au chat

Signed Foujita and dated 1952 (lower right)
Oil on paper laid down on canvas

9Y2 by 754 in.; 24.1by 19.4 cm

Painted in 1952.

This work will be included in the forthcoming
catalogue raisonné by Sylvie Buisson.

PROVENANCE

Paul Pétridés, Paris

Private Collection, New York (acquired from
the above on April 21, 1953)

Thence by descent

$ 60,000-80,000
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BERNARD BUFFET
1928 - 1999

Roses roses au vase bleu

Signed Bernard Buffet (toward lower left);

dated 1979 (toward lower right)
Oil on canvas

283 by 21Y2in.; 73 by 54.6 cm
Painted in 1979.

The authenticity of this work has been
confirmed by Maurice Garnier.

PROVENANCE
Private Collection, Japan
Acquired from the above by the present owner

$ 80,000-120,000
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PROPERTY FROM AN ASIAN PRIVATE COLLECTOR

BERNARD BUFFET
1928 - 1999

Melon et pot de cyclamens sur
une table

Signed Bernard Buffet (upper left); dated 1989
(upper right)

Qil on canvas

393%s by 3178 in.; 100 by 81 cm

Painted in 1989.

The authenticity of this work has been
confirmed by Maurice & Ida Garnier.

PROVENANCE

Galerie Maurice Garnier, Paris
Private Collection, Japan
Private Collection, Hong Kong
Acquired from the above in 2016

$ 100,000-150,000
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GEORGES ROUAULT
1871 -1958

Crucifixion

Oil and gouache on paper laid down on paper
mounted on canvas

4134 by 29Y2in.; 106 by 75 cm

Painted circa 1935-40.

The Fondation Georges Rouault has kindly
confirmed the authenticity of this work.

PROVENANCE
Estate of the artist
Thence by descent to the present owner

EXHIBITED

Paris, Grand Palais, Le Biennale de Paris, 2017, n.n.
Kitakyushu, Kitakyushi Municipal Museum of
Art, Georges Rouault L'Oeuvre magnifié I'art
sacré et la modernité, 2019, no. 25, illustrated
in color in the catalogue

Much of Rouault's work remained indebted to
his apprenticeship with glaziers as a teenager.
The artist retained an enduring passion for
this craft, and the juxtaposition of the vibrant
greens, yellows and reds and the use of heavy
contours resembling lead tracery reflect his
early training. Rouault returns to the craft with
the present work, a design for a stained-glass
window executed by Jean Herbert-Stevens

in 1939.

$ 80,000-120,000



Fig. 1 Marie Laurencin in her studio in Paris
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PROPERTY FROM A BOSTON ESTATE

MARIE LAURENCIN
1885 - 1956

Trois danseuses aux
marguerites

Signed Marie Laurencin (lower right)
Oil on canvas
39% by 3178 in.; 100 by 81 cm

PROVENANCE

Galerie Benezit, Paris (acquired in the 1950s)
Private Collection, Paris (acquired from the above)
Private Collection, Paris (by descent from

the above)

Sale: Christie’s, New York, May 15, 1997, lot 407
Hilde Gerst Gallery, New York

Acquired from the above on October 24, 2005

LITERATURE

Daniel Marchesseau, Marie Laurencin,
Catalogue raisonné de ['oeuvre peint, vol. Il,
Tokyo, 1999, no. 1626, illustrated p. 250

$ 120,000-180,000
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GEORGES ROUAULT
1871-1958

Paysage biblique, dit aussi
“Paysage au palmier”

Signed G Rouault (toward lower right)
Oil on paper mounted on cradled panel

13 by 16%8in.; 33 by 41cm
Painted circa 1949.

PROVENANCE
Estate of the artist
Thence by descent to the present owner
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EXHIBITED

Paris, Grand Palais, De la Bible & nos jours
3000 ans d'art, 1985, no. 289, illustrated in
color in the catalogue

Jerusalem, Israel Museum & Marseille,
Musée Cantini, Peindre dans la lumiére de la
Méditerranée, 1987, no. 83, illustrated in color
in the catalogue

Strasbourg, Musée d'art moderne et
contemporain, Georges Rouault, 2006-07,

no. 121

Paris, Galerie Schmit, Georges Rouault,
Rétrospective, 2008, n.n., illustrated in color in
the catalogue

IMPRESSIONIST & MODERN ART DAY SALE

LITERATURE

Pierre Courthion, Georges Rouault, Paris, 1962,
illustrated in color p. 482

Pierre Courthion, Rouault, Paris, 1971, no. 47,
illustrated in color n.p.

Hiroatsu Takata & Genevieve Nouaille-Rouault,
Rouault: The Book of Great Masters, vol. XXX,
Tokyo, 1979, no. 13, illustrated in color n.p.
Pierre Courthion, Georges Rouault, Cologne,
1980, no. 47, illustrated in color p. 149

Bernard Dorival & Isabelle Rouault, Rouault,
L'Oeuvre peint, vol. Il, Monte Carlo, 1988,

no. 2506, illustrated p. 275

$ 60,000-80,000
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GEORGES ROUAULT
1871-1958

Hindenburg

Qil, gouache and brush and ink on paper laid
down on canvas

194 by 147 in.; 48.8 by 37.9 cm

Painted circa 1930.

The Fondation Georges Rouault has kindly
confirmed the authenticity of this work.

PROVENANCE
Estate of the artist
Thence by descent to the present owner

EXHIBITED

Morestel, Maison Ravier, Rouault, Vision sur la
condition humaine, 2015, n.n.

Miyagi, The Miyagi Museum of Art, Georges
Rouault and the Expressionists: Painters of
Passion, Adventures in Passion by Kandinsky,
Rouault and Their Contemporaries, 2017, no. 23,
illustrated in color in the catalogue

$ 50,000-70,000
179
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PROPERTY FROM A PRIVATE COLLECTION

DIEGO RIVERA
1886 - 1957

Mujer Mexicana

Signed Diego Rivera and dated 27 (upper left)
Oil on canvas

1934 by 15%/4in.; 50 by 40 cm

Painted in 1927.

We wish to thank Professor Luis-Martin Lozano
for his kind assistance in confirming the
authenticity of this lot.

PROVENANCE
Enrique Martinez Moreno, Mexico City
Thence by descent

LITERATURE

Consejo Nacional para la Culturay las Artes,
Instituto Nacional de Bellas Artes, ed., Diego
Rivera: Catéalogo General de Obra de Caballete,
Mexico City, 1989, no. 736, illustrated p. 100

$ 180,000-250,000

o3¢ This painting is part of the National
Heritage of Mexico and cannot be permanently
exported from the country. Accordingly,

it is offered for sale in New York from the
catalogue and will not be available in New
York for inspection or delivery. The painting
will be released to the purchaser in Mexico

in compliance with all local requirements.
Prospective buyers may contact Sotheby's
representatives in Mexico City and Monterrey
for an appointment to view the work.

Fig.1 Frida Kahlo, 1930 (Edward Weston) © 2019
Banco de México Diego Rivera Frida Kahlo Museums
Trust, Mexico, D.F.

180 SOTHEBY'S

Classically trained at the renowned Academia
de Bellas Artes de San Carlos in Mexico

City, Diego Rivera's regard for the precepts
of Italian art is palpable in the immediacy of
his portraiture. As a young artist traveling in
Europe, Rivera was introduced early on to the
glorious achievements of Renaissance fresco
painting, a practice he professed as more
authentic and direct than any other. Years
later, upon his return to Mexico in 1928 after
an eight-month sojourn in Moscow, Rivera
formally incorporated Italian fresco painting
into his own mural practice, a medium that
ultimately propelled him as an international
celebrity and one of the twentieth century’s
greatest artists.

Painted in 1928, the same year he met
his future wife Frida Kahlo, Mujer mexicana
portrays the artist’s lifelong commitment
to mexicanidad, a re-assessment and a
re-appreciation of Mexico and its cultures
(see fig. 1). It is well known that Rivera was not
a mimetic portraitist. Rivera often exaggerated
or avoided the physical traits of his sitters for
qualities he perceived to be more truthful.

At times, he used expressionist motifs to
enlarge certain body parts purely for impact.
A particular affinity for Mexican exuberance
is present in his easel portraits, particularly
those he painted during the 1940s. In them,
sumptuous dresses and accessories are
treated with venerable affection. Executed

in a smaller and more intimate format, the
present painting differs greatly from this later
production by revealing the quiet and dignified
elegance of a young woman in demure
clothing and candid disposition—an idealized
testament to the people who would become
the foundation of his work.

IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY FROM A PROMINENT EAST COAST
COLLECTION

GEORGES ROUAULT
1871-1958

Pierrot

Signed G. Rouault (lower right)

Oil on gold paper mounted on metallic paper
14 by 10%2in.; 35.5 by 26 cm

Painted in 1937.
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PROVENANCE

Pierre Matisse Gallery, New York

Samuel S. White, Ill, Ardmore, Pennsylvania
(acquired by 1947)

Philadelphia Museum of Art, Philadelphia

(and sold: Sotheby’s, New York, November 15,

1984, lot 380)
Acquired at the above sale

EXHIBITED

Philadelphia, Philadelphia Museum of
Art, Masterpieces of Philadelphia Private
Collections, 1947, no. 96 (titled Head of a
Clown)

IMPRESSIONIST & MODERN ART DAY SALE

LITERATURE

Bernard Dorival & Isabelle Rouault, Rouault,
L'Oeuvre peint, vol. Il, Monte Carlo, 1988, no. 1992,
illustrated p. 171

$ 50,000-70,000
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PROPERTY FROM A PROMINENT EAST COAST
COLLECTION

GEORGES ROUAULT
1871-1958

Pierrot

Signed G Rouault (lower right)
Qil on paper mounted on canvas
24Y4 by 18 in.; 61.5 by 45.7 cm
Painted in 1939.

PROVENANCE
Galerie Daniel Malingue, Paris
Acquired circa 1980s

LITERATURE

Bernard Dorival & Isabelle Rouault, Rouault,
L'Oeuvre peint, vol. I, Monte Carlo, 1988, no. 1968,
illustrated p. 167

$ 80,000-120,000
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MARIO CARRENO
1913 - 1999

Mujeres en la mesa

Signed Carrefio and dated -46 (lower left)
Oil on canvas

30Ys by 36%sin.; 76.5 by 91.8 cm

Painted in 1946.

We wish to thank the Fundacién Mario Carrefio
for confirming the authenticity of this work.

PROVENANCE

John Stephan, Connecticut

Private Collection, Richmond

Acquired from the above by the present owner

EXHIBITED

Washington, D.C., Pan American Union,
Carrefio, 1947, no. 14, illustrated in the
catalogue

$ 250,000-350,000

“Mario Carrefio is
the most versatile,
learned, and
courageous of the
new generation.”

Alfred H. Barr
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Like fellow Cuban painter Wifredo Lam, Mario
Carrefio’s work reflects a cross cultural dialogue
between vanguard modernist practices of the
first half of the twentieth century with a unique
subject matter rooted in the Caribbean’s rich
synthetic cultural heritage. The precocious
Carrefio entered Havana's prestigious
Academia de San Alejandro at the age of
twelve. His education continued as he traveled
extensively throughout most of the 1930s and
early 1940s, spending brief sojourns in Spain,
Mexico, France, Italy, and later New York shortly
after the start of World War Il. As a member

of Cuba’s second generation of vanguard
painters—including such noted figures as

René Portocarrero, Mariano Rodriguez,

and Cundo Bermudez—Carrefio shared his
contemporaries’ interest in adapting and
infusing the new international style with aspects
of their personal and regional circumstances.

In their quest to create an art that straddled
both of these worlds and a nascent sense of
national identity constructed around notions of
afrocubanismo, these artists borrowed from a
number of sources including European modern
art (best exemplified by Picasso’s primitivism),
contemporary Cuban literature and music, and
Cuban colonial and nineteenth-century art.

In Cuban Women, Carrefio renders a placid
interior scene wherein two female figures
appear to enjoy the domesticity surrounding
the daily ritual of a mid-afternoon tea.
Synthesizing European modernist influences
and traditional depiction of women in Cuban
society, the scene is painted in Carrefio’s
characteristic color palette of the mid-1940s;
arich harmony of warm pinks, salmon tones
and luscious greens applied in a singular
impasto technique. Both the diamond-shaped
background and the intricate stylized hatching
on the back of the chair serve to connect
Carrefio to the European avant-garde: namely
Picasso’s experimentation with Synthetic-
Cubism through his use of collage masterly
achieved in Still-Life with Chair Caning (1912).
Carefully delineated in black and sufficiently
abstracted to reveal a multitude of potential
readings, the composition anticipates Carrefio’s
eventual geometrization of the 1950s where he
would lead the ascent of Concretism in Cuba to
international recognition.

IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY FROM A PRIVATE COLLECTION This work is included in the Catalogo de Obras
. de la Fundacién Arte Cubano under catalogue
CARLOS ENRIQUEZ number ENR-010.
1900 - 1957
PROVENANCE
Caballos con paisaje Private Collection, Havana

Acquired from the above
Signed CEnriquez and dated 54 (lower left)

Qil on board LITERATURE
20 by 20%in.; 50.8 by 51.4 cm Frank R. Padron, Cuban Art Past & Present, vol. |,
Painted in 1954. Miami, 2016, illustrated in color p. 69

$ 50,000-70,000
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VICTOR MANUEL PROVENANCE ~

Private Collection, Miami (acquired by 1998)
1897 - 1969 Mari Mola, Mexico (acquired from the above

) in 1985)

Tres mujeres Narcizo Diaz, Cuba (acquired from the above)
Signed Victor Manuel (upper right) Acquired from the above by the present owner
Oil on canvas
24 by 201in.; 61 by 50.8 cm $ 30,000-40,000

We wish to thank Dr. Ramén Vazquez of the
Fundacién Arte Cubano for his kind assistance
in confirming the authenticity of this work.
This work is accompanied by a certificate of
authenticity from the Fundacion Arte Cubano
signed by Dr. Ramén Vazquez and dated 15 de

octubre de 2018.
187
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PROPERTY FROM A PRIVATE COLLECTOR

DIEGO RIVERA
1886 - 1957

Paisaje

Signed D. Rivera (lower right); signed with the
initials DMR and dated 19 (on the reverse)

Oil on canvas

143/ by 17%4in.; 37.5 by 45 cm

Painted in 1919.

We wish to thank Professor Luis-Martin Lozano
for his kind assistance in confirming the
authenticity of this lot.

$ 80,000-120,000

PROVENANCE

Galerfa de Arte Mexicano, Mexico City
Harry H. Enders, New York (acquired from
the above)

Private Collection, Connecticut (by descent

from the above and sold: Sotheby's, New York,

November 15,1994, Iot 16)

Private Collection, Colombia (acquired at the
above sale)

Acquired from the above

LITERATURE
Consejo Nacional para la Culturay las Artes,
Instituto Nacional de Bellas Artes, ed., Diego

Rivera: Catalogo General de Obra de Caballete,

Mexico City, 1989, no. 303, illustrated p. 46

#3¢ This painting is part of the National
Heritage of Mexico and cannot be permanently
exported from the country. Accordingly,

it is offered for sale in New York from the
catalogue and will not be available in New
York for inspection or delivery. The painting
will be released to the purchaser in Mexico

in compliance with all local requirements.
Prospective buyers may contact Sotheby’s
representatives in Mexico City and Monterrey
for an appointment to view the work.

“In June 1911 Diego returned to Paris, settled in Montparnasse and
became modern, a pointillist, but around 1912 the first cubist features
are perceptible in his paintings... His cubist works, at first, sought the
group'’s approval: Diego manufactured them ‘in the European manner.
But little by little he pierced the ‘style’ and began to make it his own.
During a voyage he made to Mallorca in 1914, he slaked himself with
the colours of his memory. He suddenly abandoned the cubist still life
to try his hand again at landscape... Breaking with strictly cubist
forms, he rediscovered color. The luminosity of the small island,
flooded with sunlight and bathed by a limpid and dazzling sea under
the summer light bursts into his pictures: a new phase which
contrasts with the grey and misty skies of Paris.”

Juan Coronel Rivera
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PROPERTY FROM A PRIVATE COLLECTION, GREENWICH,
CONNECTICUT

MAURICE UTRILLO
1883 - 1955

Les Fortifications a Paris

Signed Maurice, Utrillo, V, (lower right); titled (lower left)
Oil on canvas

32 by 39%in.; 81.3 by 100 cm

Painted circa 1933.

The authenticity of this work has been confirmed by the
Comité Utrillo-Valadon.

PROVENANCE

Paul Pétrides, Paris

Private Collection, Switzerland (and sold: Sotheby's, New York,
May 4, 2006, lot 367)

Acquired at the above sale

EXHIBITED

Tokyo, Tokyo Central Museum of Art & traveling, Maurice Utrillo,
1967, no. 97, illustrated in the catalogue (dated circa 1942)
Tokyo, Daimaru Museum & traveling, Maurice Utrillo, 1992,
no. 64, illustrated in color in the catalogue

Fukuyama, Fukuyama Art Museum & traveling, Maurice
Utrillo, 1996, no. 33, illustrated in color in the catalogue
Qita, Oita Prefectural Art Museum & traveling, Maurice
Utrillo, 1998, no. 65, illustrated in color in the catalogue

LITERATURE
Paul Pétrides, L'Oeuvre complet de Maurice Utrillo, vol. 11,
Paris, 1969, no. 1475, illustrated p. 79

$200,000-300,000
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PROPERTY FROM A PRIVATE COLLECTION,
GREENWICH, CONNECTICUT

MAURICE UTRILLO
1883 - 1955

Moulin de la Galette sous la neige,
Montmartre

Signed Maurice, Utrillo. V. (lower right)
Oil on canvas

15 by 18%4in.; 38.1 by 46.4 cm

Painted in 1950.

This work will be reproduced in the catalogue

raisonné of the complete works of Maurice Utrillo.

PROVENANCE

Svensk-Franska Konstgalleriet, Stockholm
Galerie Ferrero, Nice

Michel Seyssel, Sion, Switzerland

Private Collection (acquired from the above
and sold: Christie's, New York, November 9,
2006, lot 485)

Acquired at the above sale

$70,000-90,000
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PROPERTY FROM A PRIVATE JAPANESE COLLECTOR

MAURICE DE VLAMINCK
1876 - 1958

Nature morte

Signed Vlaminck (lower left)
Oil on canvas
29 by 36%2in.; 73.7 by 92.7 cm

This work will be included in the Archives Viaminck
founded by Madame Godelieve de Vlaminck, in
collaboration with Madame Pascale Krausz.

PROVENANCE
Galerie Taménaga, Paris & Tokyo
Acquired from the above circa 1980s

$ 50,000-70,000
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PROPERTY FROM A PRIVATE COLLECTION, PROVENANCE

GREENWICH, CONNECTICUT Alexander Kahan Fine Arts Ltd., New York
MAURICE UTRILLO Acquired from the above on April 20, 2006
1883 - 1955 $ 40,000-60,000

Castel du Philosophe et le Moulin

de la Galette
Signed Maurice, Utrillo, V. (lower right)
Qil, gouache, watercolor and crayon on paper

laid down on canvas
143%/4 by 21Y21in.; 37.5 by 54.6 cm

The authenticity of this work has been
confirmed by the Comité Utrillo-Valadon.
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PROPERTY FROM A PRIVATE COLLECTION, PROVENANCE
GREENWICH, CONNECTICUT Galerie René Drouet, Paris

Private Collection, California (acquired from the
LOUIS VALTAT above in 1971 and sold: Sotheby's, New York,
1869 - 1952 May 9, 2007, lot 244)

Acquired at the above sale
Madame Valtat au jardin
Signed L.Valtat (lower right)
Oil on canvas

21Va by 25%sin.; 54 by 65.1 cm
Painted circa 1905.

$ 60,000-80,000

This work is recorded in the archives of
“I'Association Les amis de Louis Valtat.”
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PROPERTY FROM A PRIVATE COLLECTION,
NEW YORK

ARMANDO REVERON
1889 - 1954

Cocoteros

Signed Reverdn (lower right)
Oil and tempera on canvas
17 by 22in.; 43.2 by 55.9 cm
Painted circa 1941.

PROVENANCE

Francisco Narvaez, Caracas (acquired from
the artist)

Private Collection, North America (by descent
from the above)

Acquired from the above

LITERATURE
Juan Calzadilla, Armando Reverén, Caracas,
1991, no. 258, illustrated in color p. 220

$ 80,000-120,000

“In Reveron'’s paintings of the exhausting light of the shore where...
perhaps only the sea rests with the mountains’ shadows and the
calcined trees—the artist confronts us with the limits of seeing
and of what is seen: of seeing what is not seen; of seeing where
nothing can be seen; of seeing what we see... His compositions
are always on the margins of day: at dawn, vesperal or nocturnal,
when things lose their edge. Even situated at the center of light,
his paintings mirror the violent tropical brightness of the sun that
Is so intense it cannot be looked at.”

Luis Pérez-Oramas
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PROPERTY FROM A PRIVATE COLLECTION, JAPAN

MAURICE DE VLAMINCK
1876 - 1958

Fleurs

Signed Viaminck (lower left)
Qil on canvas
21%4 by 1478 in.; 55.2 by 37.8 cm

This work will be included in the Archives
Vlaminck founded by Madame Godelieve de
Vlaminck, in collaboration with Madame Pascale
Krausz.

PROVENANCE
Private Collection, Japan
Acquired from the above in 2019

$ 50,000-80,000
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PROPERTY FROM AN AMERICAN PRIVATE
COLLECTION

MAURICE DE VLAMINCK
1876 - 1958

Bouquet de fleurs

Signed Vlaminck (lower left)

Oil on canvas

2878 by 213/ in.; 73.3 by 54.3 cm
Painted in 1936.

This work will be included in the Archives
Vlaminck founded by Madame Godelieve de
Vlaminck, in collaboration with Madame Pascale
Krausz.

PROVENANCE

Paul Kantor Gallery, Beverly Hills

Private Collection, United States (acquired
circa 1970s)

Thence by descent

$ 30,000-40,000
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PROPERTY FROM A EUROPEAN PRIVATE
COLLECTOR

AUGUSTE HERBIN
1882 - 1960

Rue en Corse

Signed Herbin (lower right)
Oil on canvas

25%s by 19%s in.; 65 by 50 cm
Painted in 1907.

PROVENANCE

Private Collection, Europe (acquired from the
artist circa 1937-38)

Thence by descent

EXHIBITED

Le Cateau-Cambrésis, Musée départemental
Matisse, Herbin, 2012-13, n.n., illustrated in the
catalogue

Le Cateau-Cambrésis, Musée départemental
Matisse, 2013-19 (on loan)

$ 200,000-300,000

B

Fig. 1 Rue de Bastia in the present day
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Rue en Corse was painted at the zenith of
Herbin's Fauve practice in 1907, infusing
this Corsican street scene with vibrancy
through strategic use of saturated blocks of
color (see figs. 1 & 2). Having first developed
an Impressionist and then Divisionist style,
Herbin fully embraced Fauvism by 1906 and
exhibited his work alongside André Derain,
Georges Braque and Maurice de Vlaminck at
the 1907 Salon des Indépendants.

The present work is one of fifteen sun-
drenched Fauve images that the artist painted
during a trip to Corsica in 1907 as the guest
of Wilhelm Uhde, a German art collector,
dealer, author and critic. This visit to Corsica
not only led Herbin to experiment with light
to a fuller degree, recalling Raoul Dufy's most
iconic works, but also introduced him to
Erich Mahsam, the talented German-Jewish
anarchist essayist, poet and playwright. Such
rich artistic and intellectual milieu, combined
with the serenity of the Corsican coast,
provided the ideal setting for Herbin to push
the boundaries of figurative representation.

Rue en Corse has been in the possession
of the family of the owner since it was acquired
from the artist in the late 1930s. It was
included in a 2012-13 exhibition organized
by Mrs. Geneviéve Claisse, the author of the
artist’s catalogue raisonné. The director of
the Musée départemental Matisse attested
on March 11, 2019 that Mrs. Claisse confirmed
the authenticity of the work and approved its
inclusion in this exhibition. After the exhibition,
the work was on long-term loan to the museum
and remained on view in its galleries until
early 2019.

Fig. 2 Auguste Herbin, La Place Maubert, 1907, oil on canvas, sold:
Sotheby's, New York, May 15, 2018, lot 115 for $687,000
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PAUL SIGNAC
1863 - 1935

La Bonne mére, Marseille (étude)

Signed P. Signac (lower left)
Qil on canvasboard

102 by 14 in.; 26.7 by 35.6 cm
Painted in 1907.

PROVENANCE

Galerie Marseille, Paris

Georgette Geismar, Paris (acquired in the
1920s)

Private Collection, France (by descent from
the above)

Acquired from the above by the present owner

LITERATURE

Frangoise Cachin, Signac, Catalogue raisonné
de I'oeuvre peint, Paris, 2000, no. 463,
illustrated p. 286

$ 150,000-250,000

La Bonne Mére was the local name for the
thirty-foot gilded statue of the virgin which
rises from the top of Notre Dame de la Garde,
the basilica in the background of the present
work. The view is taken from the north bank
of the old harbor of Marseille, which afforded
one of the best perspectives of the steep
limestone banks opposite. Signac had an
affinity for the majestic and towering coastal
architecture of La Rochelle, Mont Saint-
Michel, Constantinople and Marseille, where
the topography allowed him to build a sense
of crescendo into his compositions. An oil
painting of this vista dating from the previous
year is in the collection of The Metropolitan
Museum of Artin New York (see fig. 1).

Fig. 1 Paul Signac, Notre-Dame-de-la-Garde (La Bonne mére), Marseille, 1905-06,
oil on canvas, The Metropolitan Museum of Art, New York
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RAOUL DUFY
1877 - 1953

Marine

Signed R Dufy (toward lower right)
Oil on canvas

21Ya by 25%sin.; 54.1 by 65 cm
Painted circa 1905.

Fanny Guillon-Laffaille has kindly confirmed
that this work will be included in the second
supplement of the Catalogue raisonné de
I'Oeuvre peint de Raoul Dufy currently in
preparation.

PROVENANCE

Wilhelm Speth, Belgium (acquired circa 1920)
Private Collection, Belgium (by descent from
the above)

Acquired from the above by the present owner

$ 350,000-450,000

Dufy believed that the decisive turning point
in his career occurred at the Salon d’Automne
of 1905, where he saw Matisse’s Fauve
masterpiece Luxe, calme et volupté. At that
point Dufy claimed: “l understood the new
raison d’étre of painting and impressionist
realism lost its charm for me as | beheld this
miracle of the creative imagination at play,

in color and drawing” (quoted in Jacques
Lassaigne, Dufy, New York, 1954, p. 22). Dufy
began incorporating the bright hues favored
by the Fauves, but softened his palette with
pastel shades of pink, pale blue, lavender

and yellow. The year following this encounter
proved seminal for Dufy, who exhibited in both
the Salon des Indépendants and the Salon
d’Automne, in addition to holding his first solo
show at the gallery of Berthe Weill in Paris.

Fig. 1 Raoul Dufy, Bateaux et barques aux Martigues, 1907, oil on canvas,
sold: Sotheby's, London, February 6, 2014, lot 349 for $881,795
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As Alvin Martin and Judi Freeman write:
“What distinguished the work of the Fauves
from Le Havre (Dufy, Friesz and Braque)
from that of Matisse and company was the
treatment of surface and color. Whereas the
Norman artists have been steadfastly loyal
to the Impressionist approach to painting,
Matisse, Derain, Vlaminck and the others
borrowed extensively from the far more
audacious generation that succeeded the
Impressionists. The Norman Fauves found
irresistible the full-blown Fauve manner of
painting, characterized by highly saturated
color and the laying in of brilliant tones side
by side, and they inevitably responded to it in
their own work, produced back in their native
Normandy” (Alvin Martin & Judi Freeman, “The
Distant Cousins in Normandy: Braque, Dufy
and Friesz,” in The Fauve Landscape, New York,
1990, pp. 221-22).






WORKS FROM THE COLLECTION OF

JOE R.& TERESA L. LONG

AR

ANDRE DERAIN
1880 - 1954

La Danse

Stamped a. Derain (lower right)
Watercolor and pencil on paper
18%s by 25in.; 46.7 by 63.5 cm
Executed circa 1905-06.

The authenticity of this work has been
confirmed by the Comité Derain.

PROVENANCE

Sale: Hotel des ventes mobilieres, Enghien-
Les-Bains, November 18, 1979, lot 89
Private Collection, Europe (acquired at the
above sale and sold: Koller Auktionen AG,
Zurich, December 7, 2007, lot 3218)
Acquired at the above sale

$ 150,000-250,000

Fig. 1 André Derain, La Danse, 1906, oil and tempera on canvas,
The Courtauld Gallery, London
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ALBERT MARQUET
1875 - 1947

Pont de Blackfriars, Londres

Signed marquet (lower right)

Oil on canvas

19545 by 2375 in.; 49.8 by 60.6 cm
Painted in 1907.

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

$ 150,000-250,000

PROVENANCE

Galerie Druet, Paris (acquired from the artist in
February 1908)

Private Collection, France

Galerie Druet, Paris (acquired in 1911)
Jean-Albert Grégoire, Switzerland

Sale: Guy Loudmer, Paris, June 21,1993, lot 34
Acquired at the above sale by the present
owner

EXHIBITED
Paris, Salon d’Automne, 1907, no. 1748
Paris, Galerie Druet, Marquet, 1910, no. 48

LITERATURE
Marcel Giry, Le Fauvisme, Neuchatel, 1981,
illustrated p. 202

Fig. 1 Albert Marquet, Paris, quai du Louvre, soleil d’hiver, 1907, oil on canvas,
sold: Sotheby's, New York, November 13, 2018, lot 179 for $795,000

208 SOTHEBY'S

IMPRESSIONIST & MODERN ART DAY SALE

Unusual among his contemporaries, Albert
Marquet was actively encouraged by his family
to pursue a career in painting. He enrolled
in the Ecole national des arts décoratifs in
1892 where he became acquainted with Henri
Matisse. Later, during his time at the Ecole
des Beaux-Arts, he met Henri Manguin and
Charles Camoin. Together these artists would
go on to form the Fauve movement, which
took the Parisian art world by storm at the
1905 Salon d’Automne, where critic Louis
Vauxcelles' disapproving description of their
daringly colorful work as the output of “les
fauves"—wild beasts—gave the group their
revolutionary moniker.

Painted at the height of Marquet's
Fauve period, Pont de Blackfriars, Londres
is one of a series of London cityscapes that
he made throughout his career. Marquet's
serial exploration of views of the city directly
echoes the Impressionists’ atmospheric
urban landscapes. His interest in depicting
the Thames, in particular, is illustrative of his
lifelong affinity for bodies of water. During his
well-traveled career, Marquet and his easel
regularly gravitated toward such locations,
from the ports of Rotterdam to the coastlines
of North Africa to settlements along the
Bosphorus.
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PROPERTY FROM A PRIVATE JAPANESE COLLECTOR

ANDRE DERAIN
1880 - 1954

Nu assis

Signed a derain (lower right)
Oil on canvas

23%8 by 19%4in.; 60 by 50.2 cm
Painted circa 1922-23.

$ 20,000-30,000
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PROVENANCE

Dr Albert Soubies, Paris (and sold by the estate:
Hotel Drouot, Paris, June 14, 1928, lot 36)
Private Collection, Europe

Galerie Taménaga, Paris & Tokyo

Acquired from the above circa 1980s

LITERATURE

Adolphe Basler, Derain, Paris, 1931, illustrated p. 4
Pierre Cabanne, A. Derain, Paris, 1990,
illustrated p. 93

Michel Kellermann, André Derain, Catalogue
raisonné de I'oeuvre peint, 1915-1934, vol. Il
Paris, 1996, no. 907, illustrated p. 147
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PROPERTY FROM A EUROPEAN PRIVATE PROVENANCE

COLLECTION Private Collection, New York (acquired from
the artist)

ARSHILE GORKY Private Collection, New York

1904 - 1948 Thence by descent

Portrait of a Girl LITERATURE

Jim M. Jordan & Robert Goldwater, The
Paintings of Arshile Gorky, A Critical Catalogue,
New York, 1982, no. 24, illustrated p. 150

Signed Gorky (upper left)

Oil on canvas

24 by 16Y2in.; 61 by 40.6 cm.
Painted circa 1927.

This work is catalogued in the Arshile Gorky
Foundation Archives as number P24.

$ 50,000-70,000
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PROPERTY FROM A PRIVATE JAPANESE COLLECTOR

RAOUL DUFY
1877 - 1953

Nu debout dans I'atelier

Signed Raoul Dufy and dated 39 (lower left);
dated 13 juin 1939 (on the reverse)

Oil on panel

16Ys by 13%sin.; 41 by 33.3cm

Painted on June 13, 1939.

$ 30,000-40,000
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PROVENANCE

Perls Galleries, New York

Peter & Elisabeth Rubel, New York (acquired
by 1957)

Sale: Palais Galliéra, Paris, March 30, 1965,
lot 244

Galerie Taménaga, Paris & Tokyo

Acquired from the above

LITERATURE
Maurice Lafaille, Raoul Dufy, Catalogue
raisonné de I'oeuvre peint, vol. lll, Geneva,

1976, no. 1140, illustrated p. 174

EXHIBITED

San Francisco, San Francisco Museum of Art &
Los Angeles, Los Angeles County Museum of
Art, Raoul Dufy, 1954, no. 63, illustrated in the
catalogue

Zurich, The Swiss Institute for Art Research,
Maitres de la premiére génération du XXe
siécle: A Group of Paintings in the Collection

of Peter and Elizabeth Rubel, 1957, no. 21,
illustrated in the catalogue
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PROPERTY FROM A PRIVATE COLLECTION,
NEW YORK

SUZANNE VALADON
1865 - 1938

Nu au miroir

Signed Suzanne Valadon and dated 1909 by
another hand (lower left)

Oil on canvas

353 by 28in.; 90 by 71cm

Painted in 1916-17.

The authenticity of this work has been
confirmed by the Comité Utrillo-Valadon.

$ 25,000-35,000

PROVENANCE

Werner Drucker, Dusseldorf

Eugene Hirsch, Paris

Max Model, Amsterdam (acquired from the
above circa 1923)

Frank P. Model, New York (by descent from
the above)

Thence by descent

EXHIBITED

Martigny, Foundation Pierre Gianadda
Martigny, Suzanne Valadon, 1996, no. 6,
illustrated in color in the catalogue

LITERATURE

Robert Rey, Suzanne Valadon, Paris, 1922,
illustrated p. 23

Paul Pétrides, L'Oeuvre complet de Suzanne
Valadon, Paris, 1971, no. P16, illustrated n.p.
Jeanine Warnod, Suzanne Valadon, New York,
1985, illustrated in color n.p.

Johanna Brade, Suzanne Valadon, Stuttgart &
Zurich, 1994, illustrated p. 77
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PROPERTY FROM THE SUAREZ Y SUAREZ
COLLECTION

DAVID ALFARO SIQUEIROS
1896 - 1974

Retrato de Sefora Teresita Alfaro
Siqueiros de Prieto

Signed Siqueiros, dedicated Para Teresita con
el amor de su Tio and dated 50 (lower right)
Pyroxylin on Masonite

82%8 by 48 in.; 210 by 122 cm

Painted in 1950.

EXHIBITED

Manuel Suarez, Mexico City
(acquired from the artist)
Thence by descent

LITERATURE

David Alfaro Siqueiros, Siqueiros por la via de
una pintura neorrealista, Mexico City, 1951,
no. 197, illustrated n.p.

Philip Stein, Siqueiros: His Life and Works,
New York, 1994, illustrated pl. 49

Please note that this work has kindly been

requested for the upcoming exhibition, De Aviesa

Intencién — Homenaje a la Dra. Teresa Del Conde,
to be held at the Museo de Arte Moderno,
Mexico City, December 5, 2019 - May 24, 2020.

$ 150,000-200,000

#3¢ This painting is part of the National
Heritage of Mexico and cannot be permanently
exported from the country. Accordingly,

itis offered for sale in New York from the
catalogue and will not be available in New
York for inspection or delivery. The painting
will be released to the purchaser in Mexico

in compliance with all local requirements.
Prospective buyers may contact Sotheby’s
representatives in Mexico City and Monterrey
for an appointment to view the work.

“About /7 years ago, a man was born who would give reason and
meaning to the story of my life, linked closely to mine from the

beginning: a life of ambition, fights, and glory, in which | have been

both witness and participant. All the vocabulary of my life was
written by his side. From my earliest consciousness, | have been

his little helper, his little grand defender, and his little confidante.”

Teresa Siqueiros
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PROPERTY FROM A PRIVATE JAPANESE COLLECTOR

KEES VAN DONGEN
1877 - 1968

Alicia Alanova
(Jeune fille aux pieds nus)

Signed Van Dongen. (lower left); signed van
Dongen., numbered 30 and inscribed 75. Rue
de Courcelles Paris (on the reverse)

Oil on canvas

64 by 51%4in.; 162.5 by 130.7 cm

Painted circa 1931.

This work will be included in the forthcoming
van Dongen Digital Catalogue Raisonné,
currently being prepared under the sponsorship
of the Wildenstein Plattner Institute, Inc.

$ 120,000-180,000

go >

Fig.1 A photograph of Alicia Alanova
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PROVENANCE

Collection of the artist, Monte Carlo (by 1959)
Galerie Taménaga, Paris & Tokyo

Acquired from the above circa 1980s

EXHIBITED

Paris, 5, rue Juliette-Lamber, 30 ans de
peinture, Exposition Van Dongen, 1931, no. 62
(possibly; titled Alanova)

Pittsburgh, Carnegie Institute, Thirtieth
International Exhibition of Paintings, 1931,

no. 185 (possibly; titled Miss Alanova)

Paris, Société Nationale des Beaux-Arts, Salon,
1932, no. 1972 (titled Mlle Alanova)
Amsterdam, Frans Buffa & Zonen, Exposeeren
nieuwe werken door Kees van Dongen, 1935, no. 3
Paris, Galerie des Champs-Elysées, Société
du Salon d’automne. Catalogue des ouvrages
de Peinture, sculpture, dessin, gravure,
architecture et art décoratif exposés au Grand
Palais des Champs-Elysées du ler novembre au
8 décembre 1935, 1935, no. 1481

Paris, Galerie Charpentier, La Femme et les
peintres et les sculpteurs contemporains,
1941-42, no. 34

Paris, Galerie Charpentier, Van Dongen, 1942,
no. 107 (titled Femme assise)

Musée de Bordeaux, Bordeaux, Van Dongen,
1943-44, no. 39, illustrated in the catalogue
Paris, Galerie Charpentier, Van Dongen,
Oeuvres de 1890 a 1948, 1949, no. 136,
illustrated in the catalogue

Geneva, Musée Rath, Van Dongen, 1959, no. 69
(dated 1925)

Nice, Musée des Beaux-Arts Jules Chéret,
Hommage a Kees Van Dongen, 1977, no. 14
Toyko, Galerie de Isetan, Van Dongen, 1978,
no.38

IMPRESSIONIST & MODERN ART DAY SALE

LITERATURE

“Kees van Dongen,” in Algemeen Handelsblad,
no. 35225, Amsterdam, March 1935, illustrated p. 4
H.v.C., “Kunst in de hoofdstad, Schilderkunst,
Tentoonstelling van werken door Kees

van Dongen in den Kunsthandel-Buffa te
Amsterdam,” in Gooi- en Eemlander, no. 55,
Amsterdam, March 1935, illustrated p. 5
Philippe Diole, “Le Salon d'’Automne,” Beaux-
arts, Chronique des arts et de la curiosité,

no. 148, November 1935, illustrated p. 1

Pierre du Colombier, “Les Expositions, Van
Dongen,” in Les Beaux-Arts Le Journal des Arts,
no. 84, November 1942, illustrated p. 8

Louis Chaumeil, Van Dongen: I'"homme et
l'artiste, la vie et I'oeuvre, Geneva, 1967,
mentioned p. 228

Alicia Alanova is an outstanding example
of van Dongen'’s fashionable portraits and
epitomizes all that was chic and desirable
during the 1920s. The present work depicts
the glamorous Russian-American ballet dancer
and actress Alicia Alanova (1902-1965). Known
as the principle portraitist among the Fauve
artists, van Dongen executed portraits inspired
by his visits to the cabarets and cafés where
dancers performed in exotic costumes, as well
as those of members of the high society.
Writing about this period of van Dongen’s
career, Denys Sutton comments: “During the
1920s, Van Dongen became one of the most
talked of figures in the French art world and it
is only necessary to run through the volume of
press cuttings belonging to [his daughter] to
be aware of the fact that his name was news.
He was a frequent visitor to Deauville, where
the smart world gathered, and to the cabarets
and restaurants of Paris. What appealed to him
about the années folles were their movement
and gaiety. He once said: ‘| passionately love
the life of my time so animated, so feverish!
Ah! Life is even more beautiful than painting™
(Cornelius Theodorus Marie Van Dongen
(exhibition catalogue), Tucson, 1971, p. 46).
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PROPERTY FROM A PRIVATE COLLECTION, JAPAN

JEAN-PIERRE
CASSIGNEUL
b. 1935

A la fenétre

Signed Cassigneul and dated 64 (lower right)
Oil on canvas

36Y8 by 28%sin.; 91.8 by 72.8 cm

Painted in 1964.

Jean-Pierre Cassigneul has kindly confirmed the
authenticity of this work.

PROVENANCE
Private Collection, Japan (acquired circa 1980s)
Acquired from the above in 2019

$ 40,000-60,000
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JEAN-PIERRE
CASSIGNEUL
b. 1935

Rendezvous de Frangony

Signed Cassigneul (lower left); titled (on the
stretcher)

Oil on canvas

51%8 by 38%8in.; 130 by 97.3 cm

Jean-Pierre Cassigneul has kindly confirmed the
authenticity of this work.

PROVENANCE
Private Collection, Japan
Acquired from the above by the present owner

$70,000-90,000
219
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PROPERTY FROM AN AMERICAN PRIVATE COLLECTION

KEES VAN DONGEN
1877 - 1968

Polo a Alexandria

Signed van Dongen (lower right);
titled (on the stretcher)

Oil on canvas

1434 by 212 in.; 37.7 by 54.8 cm

This work will be included in the forthcoming
van Dongen Digital Catalogue Raisonné,
currently being prepared under the sponsorship
of the Wildenstein Plattner Institute, Inc.

PROVENANCE

Collection of the artist, Monte Carlo (by 1962)
Sale: Drouot Richelieu, Paris, June 4, 1999,
lot 83

Private Collection, Amsterdam (acquired at
the above sale and sold: Sotheby's, New York,
November 8, 2006, lot 472)

Acquired at the above sale

$200,000-300,000

Fig.1 Van Dongen enjoying a day at the races

SOTHEBY'S

Van Dongen established himself as a mainstay
of the aristocratic beau-monde, with a
reputation for enjoying night life, cabarets
and the leisure activities of the wealthy. He
visited Italy, Spain, Morocco and the South of
France, where he fully immersed himself in
the favorite pastimes of the upper class. As
one journalist quipped, “In van Dongen’s work
we find everything that lives, sparkles and is
luxurious” (quoted in All Eyes on van Dongen
(exhibition catalogue), Museum Boijmans Van
Beuningen, Rotterdam, 2010-11, p. 155). Van
Dongen'’s affinity for brilliant color and swift
movement were ideally suited to polo and the
races. Taking on a sporting subject favored

by nineteenth-century painters, van Dongen
presents his Fauve palette at its richest in the
present work, combining burnished yellows,
pale greens and pinks.

IMPRESSIONIST & MODERN ART DAY SALE



221



226

PROPERTY FROM A PRIVATE COLLECTION, CHICAGO

HENRI MATISSE
1869 - 1954

Téte de Marguerite

Stamped with the raised signature HM and
with the foundry mark C. Valsuani Cire Perdue
and numbered 0/10

Bronze

Height: 12%sin.; 32.1cm

Conceived in 1915 cast in bronze in a numbered
edition of 11 between 1930-54; this example cast
circa 1930 by the Valsuani Foundry, Paris.

PROVENANCE

Estate of the artist

Edward Tyler Nahem Fine Art, New York
Acquired from the above in May 2002

EXHIBITED

Brussels, Palais des Beaux-Arts, Henri Matisse:
Dessins et sculpture, 1975, no. 203, illustrated
in the catalogue

$ 250,000-350,000

Alternate view
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LITERATURE

Alfred H. Barr, Matisse, His Art and His Public,
New York, 1951, illustration of another cast p. 401
Mario Luzi & Massimo Carra, L'Opera di
Matisse, dalla Rivolta Fauve all'Intimismo,
Milan, 1971, no. S17, illustration of another cast
p.108

Albert E. Elsen, The Sculpture of Henri Matisse,
New York, 1972, illustrations of another cast
pp. 136 & 137

Isabelle Monod-Fontaine, The Sculpture of
Henri Matisse, London, 1984, no. 51, illustration
of another cast p. 147

Jack Flam, Matisse, The Man and His Art, 1869-
1918, New York, 1986, illustration of another
cast p. 189

Claude Duthuit, Henri Matisse: Catalogue
raisonné de I'oeuvre sculpté, Paris, 1997,

no. 58, illustrations of another cast pp. 164-65 & 167
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Matisse was open about his lack of preference
when it came to medium. He liked to sculpt

as much as to paint and thought highly of his
work in bronze to the extent that sculptures
often outnumbered the framed works hanging
on the walls of his exhibitions. The discoveries
he made working in clay would often help to
inform his painting, and indeed, even Alfred
Barr believed that if Matisse were survived only
by his sculptures, their quality would assure
his standing as a major artist.

In the present portrait of his twenty-one
year-old daughter, Marguerite, the narrow face
and bust that turns into a truncated stele have
prompted comparisons with the iconic bronzes
of Giacometti, though the sculpture pre-dates
Giacometti's attenuated pieces by thirty years.
Interestingly, these narrow proportions are
not reflected in the two painted portraits of
Marguerite done in 1916 and 1917, both frontal
studies, suggesting perhaps that sculpture
allowed a greater examination of profile and
animated modeling. “Viewing the sculpture
from both sides suggests that Matisse was
making two profile studies of his daughter; one
with the right eye closed, the other with the left
eye open,” writes Albert Elsen. "“Asymmetry
was a crucial means for individualizing his
subjects in portraiture, and in The Head of
Marguerite it also gives him the opportunity of
presenting his subject in two different moods”
(Albert Elsen, The Sculpture of Henri Matisse,
New York, 1972, p. 136).
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PROPERTY FROM A PRIVATE WEST COAST
COLLECTION

HENRI MATISSE
1869 - 1954

Buste de femme avec blouse
a carreaux

Signed Henri Matisse and dated 4/39
(lower right)

Brush and ink on paper

2478 by 19%8in.; 63.2 by 59.9 cm
Executed in April 1939.

The authenticity of this work has been confirmed
by Madame Marguerite Duthuit-Matisse.

PROVENANCE

Jacques Dubourg, Paris

Lionel Prejger, Paris

Galerie Beyeler, Basel

Nicola Jacobs Gallery, London

The Waddington Galleries, London
Acquavella Galleries, Inc., New York
Acquired from the above

EXHIBITED

Tokyo, Yayoi Gallery, European Art of the 18th,
19th, 20th Centuries, 1974, n.n.

Paris, Berggruen & Cie., Matisse, Dessins au
pinceau, 1983, no. 8, illustrated in the catalogue
Basel, Galerie Beyeler, Aquarelle, Gouachen,
Zeichnungen, 1988, no. 66, illustrated in the
catalogue

London, The Waddington Galleries, Henri
Matisse—Edgar Degas, 1989, no. 44

$ 150,000-250,000
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Fearing the threat of German invasion,
Matisse fled Paris for the Hotel Régina in

1939, returning to the grand rooms which had
been his home and studio in Nice. Fascinated
by textile decoration and ornamentation, he
transformed the space with paintings, mirrors,
curtains, wallpaper and decorative screens,
creating a theatrical setting in which to depict
his models. Although he suffered intermittently
from ill health and was at times confined to
bed, Matisse produced some of his most life-
affirming compositions during this period.
Amid the exotic splendors of tropical plants,
exotic textiles and a stream of bird-song
issuing from his aviary, Matisse executed a
series of drawings which were among his final
great accomplishments before he devoted
himself to his cut-outs. Buste de femme avec
blouse a carreaux illustrates Matisse's ability
to capture the complexities of the female form
in a few simple lines, while also showcasing
the checkered pattern that adorned both
subjects and backgrounds in his work in Nice.
Alfred Barr characterized Matisse's work at
this time as a “complete synthesis after fifty
years of study and ceaseless research in which
academic, impressionist, quasi-primitive,
arbitrarily abstract and comparatively realistic
styles were all put to the test” (Alfred H. Barr,
Jr., Matisse, His Art and His Public, New York,
1951, p. 237).

IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY FROM AN IMPORTANT NEW YORK
COLLECTOR

HENRI MATISSE
1869 - 1954

Deux femmes lisant

Signed H. Matisse and dated mai 47 (lower right)
Pen and ink on paper

15 by 22in.; 38.1 by 55.8 cm

Executed in May 1947.

The authenticity of this work has been
confirmed by the late Wanda de Guébriant.

PROVENANCE
Galerie Maeght, Paris
Acquired from the above circa 1950s

$ 80,000-120,000

.y
SR,

Between 1946 and 1948, Matisse concentrated
on a series of large-scale drawings that closely
relate to paintings of the same period. The
present work is a wonderful example from this
series, serving as a study for Deux fillettes,
fond jaune et rouge, in the collection of the
Barnes Foundation in Philadelphia (see fig.

1). While immersed in an exploration of color
through his cut outs, Matisse simultaneously
reached a new level of intensity in his
investigation of positive and negative space
through drawing. Capturing the immediate
world around him in his bedridden state,
Matisse “arranged for the array of objects that
had followed him from studio to studio for
more than forty years to be brought from Nice.
These were simple, commonplace objects of
no particular value, sometimes exotic artefacts
he had brought back from his journeys to
Morocco or Algeria, items one could see in any
bourgeois household of the time: a water jug,

a coffee pot, an Alsatian wine glass, brightly
patterned fabrics, a wrought-iron pedestal
table ashtrays, shells, Fez pottery, Chinese
porcelain, English china” (Marie-France Boyer,
Matisse at Villa Le Réve, 1943-1948, London,
2004, p.9).

Fig. 1 Henri Matisse, Deux fillettes, fond jaune et rouge, 1947,

oil on canvas, Barnes Foundation, Philadelphia
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All Things
Beautiful

PROPERTY FROM
AN AMERICAN
PRIVATE COLLECTION
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HENRI MATISSE
1869 - 1954

Portrait de femme

Signed Henri Matisse, dated 11/42 and
dedicated a Albert Skira bien cordialement
(lower right)

Sanguine on board

20Y%2 by 15%4in.; 50.2 by 38.7 cm

Executed in November 1942.

The authenticity of this work has been
confirmed by the late Wanda de Guébriant.

PROVENANCE

Albert Skira, Lausanne (acquired from the
artist)

Evelyn Aimis Fine Art, Florida

Acquired from the above on February 11, 2010

$ 180,000-250,000

Albert Skira founded Editions Skira in
Lausanne in 1928 with a grandiose ambition—
to commission great artists to illustrate

the best in literature. Henri Matisse was
involved with one of the earliest publications
in 1932, producing 29 etchings for Stéphane
Mallarmé's Poésies. In the 1930s Skira opened
an office in Paris, which became a hub for

the city’s leading artists and the Surrealists

in particular. During World War Il Skira's
activity inevitably dipped, but in 1948 the
publisher celebrated its twentieth anniversary
and Matisse designed the cover of its
corresponding catalogue: the head of a woman
that would later become Skira's unofficial

logo (see fig. 1). Skira's vision of quality
reproductions and scholarly essays saw the
publisher’s fine art books achieve successes
internationally and the company today still
produces catalogues across the world.

Fig. 1 The cover of Albert Skira, Vingt ans d’activité, designed by

Henri Matisse in 1948

228 SOTHEBY'S

IMPRESSIONIST & MODERN ART DAY SALE






All Things
Beautiful

PROPERTY FROM
AN AMERICAN
PRIVATE COLLECTION
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MARC CHAGALL
1887 - 1985

Les Amoureux aux bouquets
rouges

Signed Marc Chagall (lower right)

Tempera, brush and ink and pencil on board
18%4 by 15in.; 46.4 by 38.1cm

Executed in 1980.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

Private Collection, Japan (and sold: Sotheby's,
New York, November 13,1997, lot 467)

Evelyn Aimis Fine Art, Florida (acquired at the
above sale)

Acquired from the above

$ 250,000-350,000
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The present composition depicts a young
couple floating below several bouquets of
flowers. Set against the Eiffel Tower and Notre
Dame, the vista recalls his life in Paris with his

first wife Bella, with whom he had lived in Paris.

In juxtaposing this Parisian imagery with the
lush Mediterranean bouquet, Les Amoureaux
aux bouquets rouges combines Chagall's

two lovers: Bella and Vava. With its free-
flowing style and bright, translucent colors,
the present work is a magnificent example

of the effect that the South of France had on
Chagall's art. “The Southern French landscape
had astonished Chagall with its wealth of
colours and its lyrical atmosphere, had
captivated him with the beauty of its flowers

IMPRESSIONIST & MODERN ART DAY SALE

and foliage. These impressions found their way
into his paintings of that period, refined their
peinture and lent them a hitherto unknown
radiance” (Walter Erben, Marc Chagall,
London, 1957, p. 134).

In reference to Chagall’s output from this
period, the artist's biographer Franz Meyer
writes, “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 years. At Vence he 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” (Franz
Meyer, Marc Chagall, London, 1964, p. 519).






All Things
Beautiful

PROPERTY FROM
AN AMERICAN
PRIVATE COLLECTION
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HENRY MOORE
1898 - 1986

Reclining Figure in Red and Green

Signed Moore and dated 72. (lower left)
Gouache, watercolor, colored crayon and pen
and ink on paper

11¥2 by 14Y4in.; 28.5 by 36.1 cm

Executed in 1972.

PROVENANCE

Jeffrey Loria, Inc., New York

Sale: Christie’s, New York, May 10, 2007, lot 188
Evelyn Aimis Fine Art, Florida

Acquired from the above on February 11, 2010

LITERATURE

Anne Garrould, ed., Henry Moore Complete
Drawings 1950-76, vol. 4, Much Hadham, 2003,
no. AG 72.57, illustrated p. 246

$10,000-15,000
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All Things
Beautiful

PROPERTY FROM
AN AMERICAN
PRIVATE COLLECTION

MARC CHAGALL
1887 - 1985

Couple et bouquet vert

Signed Chagall and Marc Chagall (lower right)
Watercolor, brush and ink and ink wash on
paper

15%4 by 12in.; 38.7 by 30.5cm

Executed circa 1960.

The authenticity of this work has kindly been
confirmed by the Comité Chagall.

PROVENANCE

Private Collection, Colorado (and sold:
Sotheby's, New York, May 14, 1998, lot 296)
Evelyn Aimis Fine Art, Florida (acquired at the
above sale)

Acquired from the above on July 27,1998

$ 60,000-80,000
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BALTASAR LOBO
1910 - 1993

Femme assise main croisées
grande taille

Inscribed Lobo, numbered 1/8 and stamped
with the foundry mark Fonderia Art. F.lli
Bonvicini Somma Campagna

Bronze

Height: 7512 in.; 192 cm

Conceived in 1968, this enlargement conceived in
1991, this example cast in 1993.

PROVENANCE
Acquired from the studio of the artist by the
present owner

LITERATURE

Lobo (exhibition catalogue), Galeria Freites,
Caracas, 1993, no. 41, illustration of another
cast n.p.

Baltasar Lobo (exhibition catalogue), Galeria
Freites, Caracas, 1999, illustration in color of
another cast on the cover of the catalogue
Baltasar Lobo: Esculturas Monumentales
(exhibition catalogue), Plaza de Zorrillay Acera
de Recoletos, Valladolid & traveling, 2007-10,
illustration in color of another cast p. 49
Baltasar Lobo (exhibition catalogue), Galeria
Freites, Caracas, 2010, illustration in color of
another cast p. 35

Baltasar Lobo (exhibition catalogue), Instituto
valenciano de arte moderno, Valencia, 2011,
illustration in color of another cast n.p.
Baltasar Lobo, 1910-1993 (exhibition
catalogue), University of Zaragoza, Zaragoza,
2011, illustration in color of another cast n.p.

IT$ 250,000-350,000
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Femme assise main croisées grande taille
exemplifies Lobo's fascination with the
feminine form. Born in the small Zamora
village of Cerecinos de Campos in 1910, Lobo
fled his home country in 1939 following the
Spanish Civil War. On moving to Montparnasse
he formed friendships with Pablo Picasso as
well as fellow sculptors Jacques Lipchitz and
Henri Laurens. Lobo became particularly close
with Laurens who offered him a job working

in his studio and provided Lobo with his own
space.

Working alongside Laurens and his
reclining nudes, Lobo discovered his affinity
for the female figure. This was an interest
further inspired by the Iberian and Cycladic
sculpture he first encountered on a visit
to the Archaeological Museum in Madrid.
Lobo parted from Laurens in the 1950s and
transitioned toward his elegant and refined
style inspired by the work of Constantin
Brancusi and Jean Arp. The present work,
with its soft curves and abstracted minimal
form is a classic example of twentieth-century
sculpture.

IMPRESSIONIST & MODERN ART DAY SALE
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BALTASAR LOBO
1910 - 1993

Contemplative a genoux

Inscribed Lobo and with the foundry mark
Susse Fondeur Paris and numbered 8/8
Bronze

Height: 38Y2in.; 97.8 cm

Conceived in 1991 and cast in bronze in a
numbered edition of 8 plus 4 artist’s proofs; this
example cast in 1995 by the Susse Foundry,
Paris.

PROVENANCE
Acquired from the studio of the artist by the
present owner

LITERATURE

Baltasar Lobo (exhibition catalogue), Galeria
Freites, Caracas, 1993, no. 39, illustration of
another cast n.p.

Baltasar Lobo (exhibition catalogue), Galeria
Freites, Caracas, 1999, no. 50, illustration in
color of another cast p. 91

Baltasar Lobo, Escultures (exhibition
catalogue), Galerie Hopkins-Custot, Paris,
2010, no. 21, illustrations in color of another
cast pp. 50 & 51

Baltasar Lobo (exhibition catalogue), Galeria
Freites, Caracas, 2010, illustration of another
cast p. 132

Baltasar Lobo (exhibition catalogue), Instituto
valenciano de arte moderno, Valencia, 2011,
illustration in color of another cast no. 108
Baltasar Lobo 1910-1993 (exhibition catalogue),
Paraninfo de la Universidad de Zaragoza,
Zaragoza, illustration in color of another cast
p. 86

$ 70,000-90,000
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BALTASAR LOBO
1910 - 1993

Torse a la draperie sur socle

Inscribed Lobo and with the foundry mark
Susse Fondeur Paris and numbered EA. 2/3
Bronze

Height: 1334 in.; 34.9 cm

Conceived in 1972-81 and cast in an edition of 8

plus 3 artist's proofs and 1 hors commerce proof;

this example cast in 1989 by the Susse Foundry,
Paris.

PROVENANCE
Acquired from the studio of the artist by the
present owner

LITERATURE

Lobo (exhibition catalogue), Galerie Daniel
Malingue, Paris, 1988, illustration of another
cast n.p.

Baltasar Lobo (exhibition catalogue), Museo
de arte contemporaneo de Caracas, Caracas,
1989-90, illustration of another cast n.p.

$ 30,000-40,000
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PROPERTY OF A PRIVATE EUROPEAN COLLECTOR

CONSTANTIN BRANCUSI
1876 - 1957

Nu

Signed C Brancusi (lower right)

Gouache and pencil on paper laid down on
board

25%s by 18%4in.; 64.5 by 47.6 cm

Executed circa 1925-26.

The authenticity of this work has kindly been
confirmed by Margit Rowell.

PROVENANCE

Mr. & Mrs. R. Sturgis Ingersoll, Pennsylvania
(acquired from the artist in 1928 and sold:
Sotheby's, New York, May 2, 1974, lot 124)
Achim Moeller Ltd., London (acquired at the
above sale)

Private Collection, United Kingdom (acquired
from the above circa 1974)

Simon C. Dickinson, Ltd., London

Acquired from the above on March 15, 2007

$ 400,000-600,000

EXHIBITED

New York, Brummer Gallery, Brancusi, 1926, n.n.
Chicago, The Arts Club of Chicago, Exhibition
of Sculpture by Brancusi, 1927, n.n.
Philadelphia, Philadelphia Museum of Art, A
Loan Exhibition of Contemporary Painting and
Sculpture from the Collection of Miss Anna
Warren Ingersoll and Mr. and Mrs. R. Sturgis
Ingersoll, 1933, no. 5, illustrated in the catalogue
New York, Solomon R. Guggenheim Museum,
Constantin Brancusi, 1955-56, n.n., illustrated
in the catalogue

Philadelphia, Philadelphia Museum of Art;
New York, Solomon R. Guggenheim Museum
& Chicago, Art Institute of Chicago, Constantin
Brancusi 1876-1957, A Retrospective Exhibition,
1969-70, n.n.

London, Tate Gallery, 1981-2006 (on loan)

LITERATURE

Sidney Geist, Brancusi, The Sculpture and
Drawings, New York, 1975, illustrated p. 21
Brancusi & Duchamp, The Art of Dialogue
(exhibition catalogue), Paul Kasmin Gallery,
New York, 2018, illustrated in color p. 14

Fig. 1 Self-portrait of the artist in his Paris studio with his dog Polaire
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The present drawing was included in the
seminal Brancusi exhibition at the Arts Club
of Chicago in 1927, one of only two occasions
during which Brancusi selected works on
paper to exhibit alongside his sculpture. The
following year it was purchased from the
artist by R. Sturgis Ingersoll, the Philadelphia-
based patron who was one of the foremost
proponents of modern European art in the
United States in the early twentieth century.
Ingersoll’'s backing helped introduce Brancusi
to Philadelphia collectors and many works into
the collections of institutions in and around
the city. Ingersoll later served as the president
of the Philadelphia Museum of Art for 16 years
starting in 1948. It was one of just ten drawings
shown at the artist’s retrospective at the
Solomon R. Guggenheim Museum in 1955.

Although Brancusi worked primarily as a
sculptor, the artist completed a limited number
of works on paper, many of which he made for
his friends or patrons when they visited his
studio. According to Brancusi scholar Margit
Rowell, this body of work numbers between
150-200, though examples as complete as the
present work are rare within this group.

In contrast to the process of sculpting in
marble or wood, drawing provided Brancusi
with more immediacy of expression and
encouraged a freer exploration of form, yet
the change in medium did not deter him
from his primary goal: to strip down detail
and focus on line. Dr. Friedrich Teja Bach,
another leading scholar on Brancusi, explains:
“Simplicity is thus the outcome of the artist’s
effort to resolve the complexity of natural
forms. But there is more to resolution than
mere elimination: it is also the preservation,
even the generation, of form... Essential form
in Brancusi is not reductive but productive.

It is defined not by the precision of geometry
but by the (in every sense) pregnant concision
of life” (Constantin Brancusi: 1876-1957
(exhibition catalogue), Musée national d'art
moderne, Centre Georges Pompidou, Paris

& Philadelphia Museum of Art, Philadelphia,
1995, p. 23).

Nu is divided into three horizontal sections
in a softly gradated palette to suggest a sense
of depth. The model's limbs are outlined with
the aid of negative space where Brancusi has
left the ground unworked. The clean lines and
restraint of the present gouache suggest that
his works on paper deserve the same level of
critical attention as his work in stone or metal.
As Rowell writes, “In his drawings...Brancusi
provides significant clues as to his vision and
his priorities... [His drawings bear] witness
to an approach entirely consistent with his
vision of the world and his approach to form”
(ibid., pp. 287 & 88).
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PROPERTY OF ROBERT A. BERNHARD, A
DESCENDANT OF MAYER LEHMAN

GEORGES BRAQUE
1882 - 1963

Compotier, fruits, verre et
branche

Signed G. Braque and dated 27 (lower left)
Oil and sand on canvas

16%4 by 36Y2in.; 42.5 by 92.7 cm

Painted in 1927.

$ 500,000-700,000

A e B

PROVENANCE

Paul Rosenberg, Paris (acquired by 1932)
Templeton Crocker, San Francisco (acquired
by 1940)

Mr. & Mrs. David E. Bright, Los Angeles

Sale: Christie's, New York, June 27,1972, lot 40
Thomas Gibson Fine Art, London

Acquired from the above in October 1984

LITERATURE

George Isarlov, Catalogue des oeuvres de
Georges Braque, Paris, 1932, no. 455

Galerie Maeght, ed., Catalogue de I'oeuvre de
Georges Braque, vol. |, Paris, 1968, no. 101,
illustrated in color n.p.

EXHIBITED

San Francisco, San Francisco Museum of Art,
Fifth Anniversary, 1940, no. 49, illustrated in the
catalogue

San Francisco, California Palace of the Legion of
Honor, French Painting S.F., 1948, n.n.

Munich, Haus der Kunst, Georges Braque, 1963,
no. 76

Fort Worth, Kimbell Art Museum (on extended
loan)




The still life was a theme to which Braque
returnedconsistentlythroughouthislongcareer.
In every phase, beginning with the Fauve period
and culminating in the majestic interiors of his
last years, Braque found the arrangement of a
limited number of objects on a tabletop orin
an interior to be the most appropriate subject
for his investigations of the formal and tactile
qualities of painting. Inthe decades following the
invention of Cubism, Braque continued to refine
and re-examine the expressive possibilities

of his still lifes: “You see, | have made a great

discovery. I no longer believe in anything.
Objects don't exist for me exceptin so far as a
rapport exists between them or between them
and myself. When one obtains that sense of
peace, which makes everything possible and

right. Life then becomes a perpetual revelation.

That is true poetry” (quoted in John Golding,
Braque, The Late Works (exhibition catalogue),
The Menil Collection, Houston, 1997, p. 10).
The present assortment of pears arranged
in a silvery fruit bowl perched atop a white
cloth, accompanied by a leafy branch and a

bifurcated glass, demonstrates the subtle
mastery of palette and command of form
which characterizes Braque's greatest
canvases. Restrained in its use of color,
Compotier, fruits, verre et branche attests

to the nuanced interplay of black, white and
subtle highlights of green and yellow. It was in
this period that Braque mastered the use of
black in particular, imbuing his works with the
pigment’s psychological potency.
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FERNAND LEGER
1881 - 1955

Etude pour “La Grande parade”

Signed F. Leger, dated 24 Aot 48

and dedicated Vive la Sainte Jeanne!
Affectueusement ton pere normand (lower right)
Gouache, watercolor, brush and ink and pencil
on paper laid down on card

12Y2 by 19%sin.; 32.5 by 49.9 cm

Executed on August 24, 1948.

PROVENANCE

(Probably) Jeanne-Augustine Lohy, Paris (the
wife of the artist)

Private Collection, Florida (and sold: Sotheby's,
New York, May 17,1990, lot 198)

Private Collection, Switzerland (acquired at the
above sale)

Sale: Christie’s, New York, November 7, 2007,
lot 212

Howard Russeck Fine Art, Palm Beach
(acquired at the above sale)

LITERATURE

Jean Cassou & Jean Leymarie, Fernand Léger,
Drawings and Gouaches, London, 1973, no. 299,
illustrated p. 199

Jean Cassou & Jean Leymarie, Fernand Léger,
Dessins et gouaches, nouvelle édition, 2012,
no. 16-147, http://www.
legerdessinsetgouaches.com/tableaux/
etude-pour-la-grande-parade-1/ (accessed on
September 11, 2019)

$ 250,000-350,000

&7

N 98DVIDIES
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Fig. 1 Fernand Léger, La Grande parade, 1954, oil on canvas,

Solomon R. Guggenheim Museum, New York
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Ftude pour “La Grande parade” is a
preparatory work for Léger’'s monumental
masterpiece of 1954, La Grande parade, now in
the collection of the Solomon R. Guggenheim
Museum in New York (see fig. 1). The present
work is a superb example of Léger’s fascination
with the expressive potential of color and
geometric technique, both hallmarks of his
work. Léger renders the pictorial elements of
the current study using vivid planes of color
for the background while outlining the figures'
contours with bold, black lines. The colors, in
keeping with his works of this period, are bold
and fully saturated.

The preparatory series for La Grande
parade includes clowns, acrobats, musicians
and dancers performing together in a colorful
mass. For Léger, the circus was a passion: “If
| have drawn circus people, acrobats, clowns,
jugglers, it is because | have taken an interest
in their work for thirty years... A year elapsed
between the first state of La Grande parade
and its final state. This interval corresponds
to a lengthy process of elaboration and
synthesis. The slightest transformation was
long pondered and worked up with the help of
new drawings. A local alteration often involved
changing the entire composition because it
affected the balance of the whole” (quoted
in Werner Schmalenbach, Fernand Léger,
London, 1991, p. 126).

IMPRESSIONIST & MODERN ART DAY SALE
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AUGUSTE HERBIN PROVENANCE
Galerie Neupert, Zurich
1882 -1960 Acquired from the above by the present owner
Azalées $ 35,000-45,000
Signed Herbin (lower right)

Qil on canvas
2278 by 2278 in.; 58 by 58 cm
Painted circa 1905.

The authenticity of this work has been confirmed
by the late Genevieve Claisse.

244 SOTHEBY'S IMPRESSIONIST & MODERN ART DAY SALE
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PROPERTY OF AN IMPORTANT PRIVATE COLLECTOR

ANDRE LHOTE
1885 -1962

Le Port de Marseille

Signed A. Lhote. and dated 23 (upper right);
signed A.Lhote and titled (on the reverse)
Qil on canvas

36 by 25%2in.; 92 by 65 cm

Painted in 1923.

This work will be included in the forthcoming
catalogue raisonné being prepared by
Dominigue Bermann Martin.

PROVENANCE

Sale: Christie's, London, February 7, 2006,

lot 339

Private Collection, United Kingdom (and sold:
Sotheby's, London, February 6, 2013, lot 330)
Acquired at the above sale

$ 60,000-80,000
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ALEXANDER ARCHIPENKO
1887 - 1964

Small Reclining Figure

Inscribed Archipenko, dated 1913 and
numbered 12/12F

Bronze

Length: 12 in.; 30.4 cm

Conceived in 1913; this example cast in 1969 by
the Sheldow Foundry, Kingwood, West Virginia.

246 SOTHEBY'S

PROVENANCE

Archipenko Associates, Woodstock

Frances Archipenko Gray, Woodstock
(acquired from the above in 1972)

Private Collection, Palm Beach (acquired by 1978)
Irving Galleries, Palm Beach

Private Collection, Florida (acquired from the
above in 2002 and sold: Sotheby's, New York,
May 10, 2016, lot 321)

Acquired at the above sale by the present owner

IMPRESSIONIST & MODERN ART DAY SALE

LITERATURE

Donald Karshan, Archipenko, The Sculpture
and Graphic Art, including a Print Catalogue
Raisonné, Tubingen, 1974, illustration of
another cast p. 69

Katherine Janszky Michaelsen, Archipenko, A
Study of the Early Works, 1908-1920, New York,
1977, illustration of the plaster cast pl. 44
Donald Karshan, Archipenko, Sculpture,
Drawings and Prints 1908-1963, Danville,
Kentucky, 1985, no. 15, illustration of another
castp. 53

Alexander Archipenko Foundation, Alexander
Archipenko Catalogue Raisonné, 2018,

fig. S.13-12, no. 764, http://archipenkocr.org/
(accessed on September 25, 2019)

$ 30,000-40,000
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HENRI LAURENS PROVENANCE _
Sale: Cornette de Saint Cyr, Paris, June 6, 2002,
1885 - 1954
lot 10
. Acquired at the above sale by the present owner
Guitare
Inscribed with the initials HL and with the $50,000-70,000

foundry mark .Georges Rudier. .Fondeur. Paris.
and numbered 3/6

Bronze

59Y%2 by 36in.; 151.1 by 91.4 cm

Conceived in 1926 and cast in a numbered edition
of 6 by the Georges Rudier Foundry, Paris.
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PROPERTY FROM A WASHINGTON, D.C.
PRIVATE COLLECTION

JACQUES LIPCHITZ
1891 - 1973

The Promise

Inscribed J Lipchitz and marked with the
artist's thumbprint

Bronze

Height: 18%in.; 46.3 cm

Conceived and cast in 1942; this work is unique.

The authenticity of this work has kindly been
confirmed by Pierre Levai.

PROVENANCE

Mary Callery, New York (acquired in 1942)
Private Collection, Washington, D.C. (acquired
in May 1960)

Thence by descent

EXHIBITED
New York, Buchholz Gallery, Jacques Lipchitz,
1943, n.n., illustrated in the catalogue

LITERATURE

Alan G. Wilkinson, The Sculpture of Jacques
Lipchitz, A Catalogue Raisonné, vol. I, New York,
2000, no. 362, illustrated p. 30

$ 30,000-40,000
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PROPERTY FROM A WASHINGTON, D.C.
PRIVATE COLLECTION

JACQUES LIPCHITZ
1891 - 1973

The Bone

Inscribed J Lipchitz and marked with the
artist’s thumbprint

Bronze

Height: 25%sin.; 65.1 cm

Conceived and cast in 1958-59; this work is
unique.

The authenticity of this work has kindly been
confirmed by Pierre Levai.

PROVENANCE

Private Collection, Washington, D.C. (acquired
from the artist in November 1959)

Thence by descent

EXHIBITED

New York, Fine Arts Associates, Jacques
Lipchitz, Fourteen Recent Works, 1958-1959,
and Earlier Works, 1949-1959, 1959, no. 12,
illustrated in the catalogue

LITERATURE

Alan G. Wilkinson, The Sculpture of Jacques
Lipchitz, A Catalogue Raisonné, vol. Il, New York,
2000, no. 564, illustrated p. 75

$ 15,000-20,000

249
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PROPERTY FROM AN IMPORTANT
EAST COAST COLLECTION

PABLO PICASSO
1881-1973

Femme debout

Bronze

Height (including base): 19 in.; 48.2 cm
Conceived in wood in Fall 1930 and cast in bronze
in an edition of 3in 1937.

Claude Picasso has confirmed the authenticity
of this work.

PROVENANCE

Estate of the artist

Maya Widmaier-Picasso, Paris (the artist’s
daughter; acquired from the above)

Private Collection, New York

Private Collection, California

Danese, New York

Acquired from the above in September 2000

LITERATURE

Harriet & Sidney Janis, Picasso, The Recent
Years, 1939-1946, New York, 1946, illustrated
in the artist’s studio pl. 129

Roland Penrose, ed., Portrait of Picasso,

New York, 1957, no. 259, illustrated in the
artist’s studio p. 88

Werner Spies, Sculpture by Picasso, New York,
1971, no. 87, illustration of another cast p. 275
Brassai/Picasso, Conversations avec la lumiére
(exhibition catalogue), Musée Picasso, Paris,
2000, illustration of another cast p. 234
Picasso and Greece (exhibition catalogue),
Basil & Elise Goulandris Foundation, Museum
of Contemporary Art, Andros, 2004, illustrated
in the artist’s studio p. 64

Fig.1 A glass cabinet in Picasso’s Paris studio, photograph
by Brassai in 1943
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EXHIBITED

Milan, Palazzo Reale, Pablo Picasso 1898-1972:
200 Masterpieces, 2001-02, no. 80, illustrated
in color in the catalogue

In the late summer of 1930, Picasso created
a series of slender statuettes carved out
of wood. These sculptures were more
compressed in form than any he had ever
attempted, marking a return to his early rough-
hewn carvings of the 1900s as well as a sudden
change of direction from the metal welded
collaborations made with Julio Gonzalez in
the late 1920s. Whittled out of fragments
of stretchers in his studio in Boisgeloup,
these elongated figures have proportions
that give the impressions of giantesses. As
Roland Penrose notes, “This ability to give
scale to small objects so that they appear to
be colossal is present throughout his work”
(Roland Penrose, The Sculpture of Picasso,
New York, 1967, p. 25).

A photograph of Picasso’s studio taken
in 1943 by the French photographer Brassai
shows several of the figurines on display on the
top shelf of a glass vitrine (see fig. 1). Picasso
admired Brassai because of his ability to
convey the monumentality of his sculptures
and he was always eager to see the latest
set of pictures to have been developed since
they allowed him to look at his own work
from without. “Read this book if you want to
understand me" he said of Brassai's photo-
chronicle Conversations with Picasso (1964).

In 1930, the magazine Documents
published an essay illustrated with Etruscan
bronzes from the Louvre and the Villa Giulia
in Rome. “With all due caution in postulating
adirect influence on Picasso, the parallels
visible here—hieratic verticals from which
only the arms slightly project—can hardly
be coincidental,” writes Werner Spies. “The
Etruscan bronzes seem to arrest movement
and gesture. The eccentric shape of the wood
from which Picasso carved most of his figures
placed limitations on non-vertical movement”
(Werner Spies, Picasso, The Sculptures, New
York, 2000, p. 157).

This extraordinary and limited group of
figurines was produced in a short burst of
creativity before Picasso moved on to very
different forms of expression with his bulbous
bust sculptures of Marie-Thérese the following
year. They made a lasting impression, however,
on Alberto Giacometti who met Picasso in 1931
and saw him regularly for the next twenty years.
On first acquaintance the two artists were
incredibly close and Picasso’s elongated forms in
sculptures such as Femme debout were almost
certainly the basis of the younger sculptor’s
earliest experiments in attenuation with Femme
qui marche. It is impossible to understand
Giacometti's ‘Surrealist period’ without keeping
in mind all that Picasso’s art offered him at this
time. Given the bearing which Giacometti's
sculpture had on the course of twentieth-century
artitis difficult to overestimate the importance
of the daring group of figurines by Picasso which
inspired him.

$ 400,000-600,000

Fig. 2 Brassai, Sculptures by Picasso 20, contact sheet 20, 1946-69, Seventeen gelatin silver prints
pasted on cardboard, Musée national d’art moderne, Centre Georges Pompidou, Paris

IMPRESSIONIST & MODERN ART DAY SALE






PROPERTY FROM

THE COLLECTION OF
LUCE & ARTHUR KLEIN

LOTS 246 - 252

Sotheby’s is honored to present the
Collection of Luce & Arthur Klein, which
includes works lovingly selected by the
couple during their time in France and
New York. Luce and Arthur met in a jeep
on their way to Lyon in 1945 to attend the
rededication of the synagogue which had
been desecrated by the Nazis. Arthur served
as an intelligence officer in the U.S. Army
Signal Corps, decoding German messages.
Luce was working in the French Resistance

252 SOTHEBY'S

finding homes for Jewish children. The
two shared a passion for the dramatic arts
and literature, collaborating on articles in
French and English on drama, translating
plays, as well as directing, acting and
producing several theatrical performances
which toured Europe. In 1956, after living
several years abroad, Luce and Arthur Klein
channeled their passions into founding
Spoken Arts, Inc. in New Rochelle, New
York. As one of the first spoken word

IMPRESSIONIST & MODERN ART DAY SALE

recording companies, its mission was “to
encourage a revival and reevaluation of
the importance of the spoken word.” In the
ensuing years, Spoken Arts, Inc. became
well-known for its recordings of twentieth-
century authors and poets reading their own
works, including Arthur Miller, Dorothy
Parker, Langston Hughes and James
Baldwin, among others. The company’s
archives are now housed at Yale University,
New Haven.



246

PROPERTY FROM THE COLLECTION OF LUCE &
ARTHUR KLEIN

SONIA DELAUNAY
1885 - 1979

Rythme couleur

Signed Sonia Delaunay and dated 71
(lower right)

Gouache on paper

30%2by 22Y8in.; 77.5 by 56.2 cm
Executed in Paris in 1971.

The authenticity of this work has been
confirmed by Richard Riss.

PROVENANCE
Acquired from the artist in 1971

$ 50,000-70,000
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PROPERTY FROM THE COLLECTION OF LUCE &
ARTHUR KLEIN

PABLO PICASSO
1881 - 1973

Femme debout

Numbered 8/10 and stamped with the foundry
mark C Valsuani Cire Perdue

Bronze

Height: 834 in.; 22.2 cm

Conceived in 1945 and cast in a numbered edition
of 10 plus 1 unnumbered cast by the Valsuani
Foundry, Paris.

Claude Picasso has confirmed the authenticity
of this work.

PROVENANCE
Galerie Louise Leiris, Paris
Acquired from the above circa 1970s

LITERATURE

Werner Spies, Picasso: Das plastische Werk,
Stuttgart, 1983, no. 315, illustration of another
cast p. 385

$ 70,000-90,000
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PROPERTY FROM THE COLLECTION OF LUCE &
ARTHUR KLEIN

PABLO PICASSO
1881-1973

Femme debout

Numbered 8/10

Bronze

Height (not including base): 53&in.; 13.7 cm
Conceived in 1945 and cast in a numbered edition
of 10 plus 1 unnumbered cast by the Valsuani
Foundry, Paris.

Claude Picasso has confirmed the authenticity
of this work.

PROVENANCE
Galerie Louise Leiris, Paris
Acquired from the above circa 1970s

LITERATURE

Werner Spies, Picasso: Das plastiche Werk,
Stuttgart, 1983, no. 306, illustration of another
cast p. 345

$ 40,000-60,000
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PROPERTY FROM THE COLLECTION OF LUCE &
ARTHUR KLEIN

PABLO PICASSO
1881 - 1973

Téte de femme

Inscribed Picasso

Bronze

Height: 434 in.; 12 cm

Conceived in 1906-07 and cast in an edition of at
least 3.

Claude Picasso has confirmed the authenticity
of this work.

$ 150,000-250,000

Fig. 1 Hemba-Niembo Statue of the Ancestor Kalala Lea,

Democratic Republic of the Congo, circa 19th century, wood,

sold: Sotheby's, New York, November 13, 2017 (detail)
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PROVENANCE
Acquired in Paris circa 1970s

LITERATURE

Christian Zervos, Pablo Picasso, Oeuvres

de 1912 4 1917, vol. lI**, Paris, 1942, no. 574,
illustration of another cast pl. 266

Brassai & Daniel-Henry Kahnweiler, Les
Sculptures de Picasso, Paris, 1949, illustration
of another cast pl. 3

Werner Spies, Sculpture by Picasso, London,
1971, no. 12, illustration of another cast p. 40
Mare-Besnard Bernadec, Michéle Richet &
Hélene Seckel, The Picasso Museum, Paris,
New York, 1986, no. 278, illustration of another
castp. 151

Werner Spies, Picasso: The Sculptures.
Catalogue Raisonné of the Sculptures,
Stuttgart, 2000, no. 12, illustration of another
cast p. 346

IMPRESSIONIST & MODERN ART DAY SALE

This extraordinarily compact, block-like
sculpture was conceived in Paris in the winter
of 1906-07 and is one of Picasso’s most
important early bronzes. The group of works
made between the autumn of 1906 and 1909
posed new questions hitherto unknown in
European sculpture, putting them on a par with
Picasso's work as a painter and draftsman.
Reduced to the essentials, the schematic
treatment of the almond-shaped eyes, the
smooth surface and the symmetrical features
of this piece create the impression of perfect
serenity.

“This mask-like object is the sculptural
consequence of a radical transition in
Picasso's pictorial and graphic work from
a portrait-like conception of the head to a
form of expressive stylization” writes Werner
Spies. “For the first time, Picasso obtains a
sculptural representation in which dependence
onreceived patterns and an interest in
autonomous, compositionally abstract
formative media counterbalance one another”
(Werner Spies, Sculpture by Picasso, London,
1971, pp. 21 & 23).
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PROPERTY FROM THE COLLECTION OF LUCE & ARTHUR KLEIN

GEORGES ROUAULT
1871-1958

Paysage biblique

Signed G Rouault (lower right)
Oil on paper mounted on canvas
10%s by 7in.; 26.3 by 17.8 cm
Painted in 1940-48.

The Fondation Georges Rouault has kindly confirmed the
authenticity of this work.

PROVENANCE
Galerie Bosquet, Paris
Acquired from the above in 1948

$ 25,000-35,000
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PROPERTY FROM THE COLLECTION OF LUCE & ARTHUR KLEIN

ANDRE LHOTE
1885 -1962

Dans I'entrée de la maison de Gordes

Signed A. Lhote. (lower left)
Oil on canvas

24 by 18in.;60.9 by 45.7 cm
Painted circa 1941.

This work will be included in the forthcoming catalogue
raisonné being prepared by Dominique Bermann Martin.

PROVENANCE
Acquired in Paris circa 1970s

$ 30,000-50,000

252

PROPERTY FROM THE COLLECTION OF LUCE & ARTHUR KLEIN

TSUGUHARU FOUJITA
1886 - 1968

Le Couple a l'oiseau

Signed T. Foujita and in Japanese, dated 1917 and inscribed
-Paris- (lower right)

Watercolor and brush and ink on paper

10Va by 8%2in.; 26 by 21.5 cm

Executed in Paris in 1917.

This work will be included in the forthcoming catalogue
raisonné by Sylvie Buisson.

PROVENANCE
Acquired in Paris circa 1970s

$ 40,000-60,000
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PROPERTY FROM AN AMERICAN PRIVATE
COLLECTOR

FRANCOISE GILOT
b. 1921

Applause (Blue Acrobats)

Signed F. Gilot. and dated 1973. (lower left)
Oil on canvas

458 by 62%4in.; 114 by 160 cm

Painted in 1973.

The authenticity of this work has been
confirmed by Francoise Gilot and it is registered
in the artist's archives.

PROVENANCE
Acquired from the artist

EXHIBITED

Collegeville, Pennsylvania, Ursinus College,
Philip and Muriel Berman Museum of Art;
Oceanside, California, Oceanside Museum

of Art & Riverside, Riverside Museum of Art,
Transitions, Works by Frangoise Gilot, 2012, n.n.

LITERATURE

Francoise Gilot, The Painter and the Mask,
Fresno, 1975, no. 8, illustrated p. 65 (titled The
Acrobats)

Francgoise Gilot Painting—Malerei (exhibition
catalogue), Kunstsammlungen Chemnitz
Museum, Chemnitz, 2003, no. 16, illustrated in
the catalogue

$ 80,000-120,000

Fig. 1 Henri Matisse, Icare (from Jazz), 1947, pochoir,
The Museum of Modern Art, New York
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Gilot's use of color was influenced by Matisse,
whom she admired greatly and who became

a close friend through Pablo Picasso, with
whom Gilot had a long term relationship as
well as two children, Claude and Paloma. Gilot
described how “Matisse was the king of color.
| first met him in February 1946 with Picasso,
when he was living at his house, Villa le Réve,
in Vence. | expected his house to be bright,
but the shutters were pulled shut so as to let
in just the smallest amount of light. It was a
complete surprise, this darkness. In the first
room, when we entered, there was a big cage
of birds. I thought, ‘Poor little birds that are
not allowed to see the sun.’ The opposite of
what you expect is always interesting. | began
to understand. Matisse had been afraid at one
point that he was going blind. He was therefore
protecting his eyesight. And strangely enough,
itis in almost complete darkness that you see
things best because you see them one by one
as they emerge” (quoted in “Frangoise Gilot
Reminisces About Henri Matisse,” in The Wall
Street Journal, October 27, 2014).

IMPRESSIONIST & MODERN ART DAY SALE

During her visits with the bedridden
Matisse throughout the 1940s, Gilot observed
him creating his famed cut outs using cut and
pasted paper. In 1947, Matisse published the
groundbreaking artist’s book Jazz, the
illustrations for which were created using
pochoir from these original cut-out maquettes
(see fig. 1). Matisse's distinctive visual vocabulary
continued to influence Gilot throughout her
career, as is clearly evidenced in the present
work painted almost thirty years later.

This animated composition is as analogous
to the daring of the acrobats as it is to that
of the artist. The clapping hands encircling
the perimeter allude to the enthusiasm of the
public encouraging the death-defying high
wire act of the acrobats. Yet the composition
holds their precarious success and security
of mid-air contact in anxious suspension.
Vibrant reds and blues sharply contrast with
orange, black and white as Gilot reinforces the
element of danger through her arrangement of
complementary colors.



261



254

PROPERTY FROM AN IMPORTANT PRIVATE PROVENANCE
COLLECTION Galeria de Arte Mexicano, Mexico City
5 Acquired from the above by the present owner
CARLOS MERIDA
1891 - 1984 $18,000-22,000

Ciro en el cuadrado

Signed Carlos Mérida and dated 1974

(lower center)

Gouache, brush and ink and pen and ink on paper
30 by 22V4in.; 76.2 by 56.5 cm

Executed in 1974.
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PROPERTY FROM AN IMPORTANT COLLECTION,
SPAIN

JOSE GURVICH
1927 - 1974

Constructivo con colores puros

Signed J. Gurvich (lower left); dated 60
(lower right)

Oil on cardboard

18 by 27%4in.; 45.7 by 70.5 cm

Painted in 1960.

PROVENANCE

Estate of the artist

Sammer Gallery, Miami
Acquired from the above in 2013

$ 30,000-40,000
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PROPERTY FROM A PRIVATE COLLECTION,
NEW YORK

JOAQUIN TORRES-GARCIA
1874 - 1949

Constructif avec navire

Signed J.Torres-Garcia (lower center); dated 31
(lower left); dated 1 Juillet 1931 (on the reverse)
Oil on canvas

18 by 15in.; 43 by 38 cm

Painted on July 1, 1931.

This work is included in the Joaquin Torres
Garcfa Online Catalogue Raisonné
(www.torresgarcia.com) as no. 1931.06.

PROVENANCE

Estate of the artist

Ifigenia Torres, Montevideo

(by descent from the above)
Private Collection, Buenos Aires
Adolfo M. Maslach, Caracas
(acquired from the above)
Thence by descent

EXHIBITED

New York, Sidney Janis Gallery; Zurich,

Gimpel & Hanover Gallery & London, Gimpel
Fils Gallery, Paintings, Reliefs & Drawings by

J. Torres-Garcia, 1977-78, no. 11

Caracas, Museo de Bellas Artes, La Coleccién
de Adolfo Maslach—Visién de una Poética
Constructiva, 1997, no. 21, illustrated in color in
the catalogue

Bogota, Biblioteca Luis Angel Arango, Joaquin
Torres-Garcia: armonias y resonancias, 1999, n.n.

LITERATURE

Adolfo Maslach, Joaquin Torres-Garcia: sol
y luna del arcano, Caracas, 1998, no. XLIV,
illustrated in color p. 368

$ 200,000-300,000

264 SOTHEBY'S

By 1931, having spent nearly a decade in
Paris’ avant-garde circles, Uruguayan painter
Joaquin Torres-Garcia reached a critical
tipping point in his career. Unmoved to join
either of Paris’ battling schools of Surrealism
and Abstraction, he instead synthesized their
influences alongside myriad others to build
his own distinct plastic language: Universal
Constructivism.

While shaping the influential but short-lived
abstraction-centric Cercle et carré movement
along with Michel Seuphor just the year before,
he discovered two key fonts of visual and
spiritual inspiration: European Medieval art,
and pre-Columbian art. He longed to rekindle
the link between the human and the divine was
intrinsic to the art of these periods, which he
felt was lost during the shift towards rationalism
that characterized the Enlightenment in Europe.
Where the Surrealists also sought to recapture
this ephemeral mysticism and groups like the
Bauhaus and De Stijl were dedicated to pure,
rational abstraction, Torres-Garcia believed that
only at the intersection of these philosophies
could true, meaningful art be made.

In Torres-Garcia's work from 1931
onwards, the balance of spiritual and rational
is made manifest in his visual vernacular of
Universal Constructivism. Characteristic
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of this period, Constructif avec navire's
composition is constructed upon an
orthogonal grid, in which a dense network of
geometric figures and symbols are suspended.
“By 1930-31, Torres-Garcia's repertory of
symbols was fairly well defined and included
precise references to the cosmos (the sun),
the ideal pentameter (the number five),
human emotions (the heart and the anchor,
representing hope)...the paintings of 1931

also contain familiar references to a modern
context (boats, clocks, motors, skyscrapers)
and generalized symbols of the world of nature
(leaves, snails, fish)” (Margit Rowell, “Order
and symbol: the European and American
sources of Torres-Garcia's constructivism,”

in Torres-Garcifa: Grid-Pattern-Sign (exhibition
catalogue), London, Hayward Gallery, 1985,

p. 16). In Constructif avec navire, symbols of
the domestic world (the house, the broom,
the ladder, the key) are placed in dialogue with
universal icons of inspiration and emotion (the
star, the heart). Perhaps here the inclusion of
the ship alongside the heart and the anchor
presages Torres-Garcia's return to his native
Montevideo three years later where he would
go on to found the influential Taller Torres-
Garcia, actualizing his vision for a Universal
Constructivist school.
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PROPERTY FROM A PRIVATE TEXAS COLLECTION

GUNTHER GERZSO
1915 - 2000

Untitled

Signed Gerzso and dated 57 (lower right);
signed Gerzso, dated 57 and dedicated

A Pierre Comte (on the reverse)

Oil and sand on board

393% by 29%sin.; 101 by 76 cm

Painted in 1957.

PROVENANCE

Pierre Comte, France

Private Collection, France (acquired in Mexico
circa 1959 and sold: Millon & Associés, Paris,
June 27,2007, lot 139)

Acquired at the above sale

$ 200,000-300,000

1950 proved to be a watershed year for
Gunther Gerzso as it “set the course of his
career as Mexico's premier abstract painter
with his first solo exhibition at the revered
Galeria de Arte Mexicano,” founded by dealer
Inés Amor (Diana C. Du Pont, “Gerzso:
Pioneering the Abstract in Mexico,” in Risking
the Abstract: Mexican Modernism and the Art
of Gunther Gerzso, Mexico City, 2003, p. 83).
Gerzso's approach signaled the advent of a
new direction not only in Mexican painting

by challenging the artistic and political
dominance of Muralism, but also paralleled
the dominant international trends of Abstract
Expressionism and geometric Color-Field
painting that immediately followed World War
II. These early-mature paintings articulated

a uniquely personal vision of abstraction.
Void of unnecessary detail and filled with

a poetic and spiritual ease, the influential

underpinnings of Gerzso's aesthetic ethos
were vividly outlined—his unconventional
upbringing, pre-Columbian architecture, and
the landscape of his homeland—and led him
to create an “American art par excellence”
(ibid., p. 114).

Painted in 1957, Untitled reveals an
energized crystallization of Gerzso's decade-
long synthesis of myriad influential sources.
Born in Mexico to a Hungarian father and a
German mother, his affinity for the sensibilities
of abstraction were first marked as a teenager
while living in Lagos, Switzerland with his
uncle, Hans Wendland. A prominent art dealer
and collector who filled his Swiss home with
works by Pierre Bonnard, Eugene Délacroix
and Paul Cezanne, among others, Wendland
gifted Gerzso with a copy of Le Corbusier’s
1923 polemic book, Vers une architecture
nouvelle (Towards a New Architecture). In this
foundational book, the modernist architect
celebrates geometry as the building block
for the construction of the new modern city,
awakening Gerzso to the realm of abstraction.
While he eventually worked as a costume and
set designer, most prominently in the United
States at the Cleveland Play House during the
1930s, it was not until Gerzso's permanent
return to Mexico in 1941 that he would fully
dedicated himself to painting. Gerzso's
homecoming fell in tandem with the advent
of the Surrealist exiles of Europe, among
them Benjamin Péret (the surrealist Poet and
husband of Remedios Varo) and Wolfgang
Paalen (the founder of DYN magazine and
husband of Alice Rahén) who were the most
influential in encouraging and promoting
Gerzso's early development as a painter.
Gerzso's predisposition to the aesthetics of
Surrealism fueled a brief but intense two-year
period throughout 1944 and 1945 where he
“studied and experimented with styles of most
all the major first generation Surrealists, from

Fig. 1 Paul Klee, Ad Parnasum, 1932, oil on canvas, Kunstmuseum Bern, Soci-
ety of Friends of the Kunstmuseum Bern, Switzerland
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the illusionism and of Tanguy to the abstract
biomorphism of Masson” (ibid., p. 98).

Gerzso's interest in Surrealism was
eclipsed by his predilection for abstraction,
in this case a desire for an architectural
structure that Surrealism was unable to
provide. Traveling throughout Mexico, he
found abundant inspiration in the ruins of
Chichén Itz in Mexico's Yucatan Peninsula
and Teotihuacan just outside of Mexico City,
continuing his travels to Bolivia and Peru
to explore Tiahuanaco and Machu Picchu
respectively. In the meanwhile, he was filling
his personal library with the writings of pioneer
archeologists and ethnographers such as
Alfonso Caso, Miguel Covarrubias and Maud
Worcester Makemson. Fascinated by these
ancient and mystical sites, Gerzso would
use “the tropical landscape, pre-Columbian
architecture and figures as a point of departure
the same way the Cubists used African art or
Matisse used Persian miniatures” to usher in
anew strategy for his version of Abstraction
(ibid., p. 110).

As seen in Untitled, Gerzso reoriented
his paintings by the mid-1950s to a vertical
format, layering small and large squares
(harkening advanced pre-Columbian masonry
techniques) to manipulate multiple planes of
perspective, creating moments of light and
shadow. His paintings became uneasy and
mysterious narratives. While appearing to
have a connection to “Paul Klee's fusion of
Surrealism and Constructivism, his method
of transforming impressions of nature into
poetic abstract equivalents represented by
prismatic squares” (ibid., p. 123; see fig. 1),
Gerzso's paintings, unlike Klee's, are subjected
to “architectonic principles” where deliberately
precise and sensibly precarious squares create
heightened rhythmic drama and evoke an
imagined landscape of ancient ruins (ibid., p. 123).

Gerzso's intention for his recontextualized
version of Abstraction, one that poetically
explores a hidden emotional experience, is
seen in Untitled. Enlarged blue and green
prisms reveal themselves behind a cascading
shower of small, golden-hued squares. This
precise, rhythmic succession of multi-sized
forms coupled with a juxtaposition of cold
and warm tones of blue, green, yellow and red
reveal a majestic and overwhelming structure.
As described by Octavio Paz, “in all Gerzo's
pictures there is a secret...his paintings
indicate its existence behind the canvas...
they allude to what lies on the other side”
(ibid., p. 123).
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PROPERTY FROM A PRIVATE COLLECTION,
NEW YORK

LEOPOLD SURVAGE
1879 - 1968

Nice

Signed L. Survage. (lower left)
Oil on canvas

39Y2 by 3178 in.; 100 by 81 cm
Painted in 1916.

PROVENANCE
Estate of the artist, Paris
Acquired from the above in 1972

EXHIBITED

Paris, Galerie Bongard, Peintures de Léopold
Survage, 1917, n.n.

Cologne, Kolner Kunstverein, Leopold Survage
Retrospective, 1960, n.n.

Paris, Galerie Lucie Weill, Survage, 1965, n.n.
Paris, Musée Galliéra, Rétrospective Survage,
1966, no. 26

Lyon, Musée des Beaux-Arts de Lyon, Survage,

1968, no. 11
Paris, Salon Comparaisons, Survage Jean Eve,
1969, n.n.

LITERATURE
Jeanine Warnod, Survage, Brussels, 1983,
illustrated p. 51

$100,000-150,000

The young Russian artist Leopold Survage
arrived in Paris in 1908, drawn by the Modern
French painting he had discovered in the
Shchukin collection and during his studies at
the School of Fine arts in Moscow. In France
he followed the teachings of Matisse whilst
assimilating the influence of Cézanne and the
Cubists with whom he exhibited at the Salon
des Indépendants in 1911.

Survage rapidly developed his own
style in which he schematized figurative
elements and inscribed them within a system
of contradictory perspectives. The painter
did not enlist in World War | due to health
problems and in 1915 left for the South of
France with his mistress the Baroness Hélene
d’'Oettingen. In Nice, as other artists had
before him, he discovered with shock the
beauty of Mediterranean light. The painting
Nice is bathed in sunlight while the bright blue
sky mingles with the sea in the background.
The silhouettes of the figures that appear
within the various perspectival planes of
the buildings give this work a mysterious
quality that seems to anticipate the Surrealist
aesthetic. It was Guillaume Apollinaire, a close
friend of the painter and of Héléne d'Oettingen,
who organized Survage's first exhibition in
Paris in 1917 at the Bongard Gallery where
the artist exhibited 32 paintings, including the
present work, and for which Apollinaire wrote
a foreword in the form of one of his famous
calligrammes.

“No one, before Survage, has been
able to put an entire city with the
interiors of its houses into one
sole painting.”

Guillaume Apollinaire

Fig. 1 René Magritte, La Poitrine, 1961, oil on canvas, Private Collection
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PROPERTY FROM A PRIVATE COLLECTION, GEORGIA PROVENANCE
Teresa Feibelmann, Mexico City (acquired from

GUNTHER GERZSO the artisD

1915 - 2000 Private Collection, Cascade, Colorado
(acquired from the above)

Microcosmos Mary-Anne Martin Fine Art, New York

(acquired from the above)

Signed Gerzso and dated twice 84 and Abril Acquired from the above in 2004

1981 - Dic 7, 1984 (lower right); titled (lower left)
Oil and pen and ink on paper mounted on card $20.000-30,000
Sheet: 15V4 by 13in.; 38.7 by 33 cm

Image: 13 by 10%4in.; 33 by 27.3cm

Painted between April 1981 - December 7, 1984.
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GEORGES BRAQUE
1882 -1963

A Tire-daile
Gouache on paper

735 by 11¥8in.; 18.7 by 28.3 cm
Executed in 1954.

PROVENANCE

Galerie Louise Leiris, Paris

Art Point Inc., Tokyo

Private Collection, Japan

Acquired from the above by the present owner
in May 2019

$ 30,000-40,000
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PROPERTY FROM

THE COLLECTION
OF ENRICO DONATTI,

NEW YORK

Enrico Donati at work in his studio circa 1954
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ARSHILE GORKY
1904 - 1948

Study for “Agony”

Gouache and brush and ink on paper
123 by 9%8in.; 32.4 by 24.4 cm
Executed circa 1946-47.

This work is recorded in the Arshile Gorky
Foundation Archives under number D1352.

PROVENANCE

Jeanne Reynal, New York

Enrico Donati, New York (acquired from the above)
Thence by descent

$ 70,000-90,000
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in America, Enrico Donati’s legacy as

an artist and cultural leader has been
enriched by his activities as a collector.
In line with many of his Surrealist
colleagues and friends, such as André
Breton, Max Ernst and William N. Copley,
Donati (1909-2008) built an exceptionally
eclectic collection of art and artifacts
from across the globe. Over the course of
several decades, he amassed an enviable
collection of masterworks by Picasso,
Matisse, Kandinsky, Brauner, Sage and
Gorky, among others. A pioneer in many
ways, in leaving his native Italy for the
United States Donati was one of the
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first to take a route followed by many

of his contemporaries, including fellow
Surrealists Marcel Duchamp, Max Ernst
and Yves Tanguy. His radical approach

to painting and his tireless promotion

of Surrealism in America is part of an
important chapter in the history of Modern
art that saw a collaboration and exchange
of ideas between Europe and the United
States. The art that Donati collected is an
important part of this story and illustrates
the power of art to transcend cultural
borders.
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PROPERTY FROM AN IMPORTANT NEW YORK
COLLECTOR

WASSILY KANDINSKY
1866 - 1944

Montée des grilles

Signed with the artist’s monogram and dated
39 (lower left)

Gouache on black paper

19Y2 by 13%4in.; 50 by 35.5 cm

Executed in 1939.

$ 180,000-250,000

Fig.1 The artist in his studio in 1936
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PROVENANCE

Nina Kandinsky, Paris (the artist's wife)
Galerie Maeght, Paris

Sidney Janis Gallery, New York (acquired by 1949)
Galerie Maeght, Paris

Acquired from the above

EXHIBITED

Paris, Galerie I'Esquisse, Peintures abstraites,
compositions de matiéres: Domela, Kandinsky,
Magnelli, de Staél, 1944, n.n.

Zurich, Kunsthaus Zurich, Georges Braque,
Wassily Kandinsky 1866-1944, Pablo Picasso,
1946, no. 118

New York, Sidney Janis Gallery, Kandinsky,
1949, n.n.

LITERATURE

The artist’s handlist, no. 632

“Kandinsky'’s Exhibition at Janis,” in Art News,
vol. XLVIII, no. 8, December 1949, illustrated
p. 45

Art News Annual, vol. XX, New York, 1951,
illustrated p. 139

Will Grohmann, Kandinsky, Life and Work,
New York, 1958, no. 747, illustrated p. 411
Vivian Endicott Barnett, Kandinsky
Watercolours, Catalogue Raisonné, 1922-1944,
vol. Il, London, 1994, no. 1267, illustrated p. 465
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While his development was strongly influenced
in the 1920s by his Bauhaus colleague Paul
Klee, whose watercolors and oil paintings
of these years demonstrate similar artistic
predilections, Kandinsky's production in Paris
took a different direction. The stimulation of
Surrealist Paris inspired a shift from primary
colors to pastels. Although Kandinsky was well
aware of Surrealism—he had exhibited with the
proto-surrealist Dada group in Zurich in 1916
and the Surrealists in Paris in 1933—he never
identified as one. Their emphasis on automatic
writing and the unconscious was far from his
concept of “inner necessity” which drew him
instead toward ideas of nature and natural
growth.

“The Paris imagery typically reflects
an accommodation between the geometry
of preceding years,” writes Vivian Endicott
Barnett, “and a new vocabulary of organic
forms. The triangles, circles and squares
that were the basis of Kandinsky's Bauhaus
grammar do not completely disappear but
are still alluded to inirregular, fantastic
biomorphic shapes. They ultimately assume
an independent pictorial life and endow
the paintings and gouaches of Kandinsky's
late years with their unique character”
(Vivian Endicott Barnett, Kandinsky at the
Guggenheim, New York, 1983, pp. 16-17).
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PROPERTY FROM AN IMPORTANT NEW YORK PROVENANCE
COLLECTOR Werner Allenbach, Bern (acquired by 1956)
Berggruen & Cie, Paris (acquired in 1956)
PAUL KLEE The Hanover Gallery Ltd., London (acquired
1879 - 1940 by 1957)
The Redfern Galley, London
Physiognomisches ratsel Acquired from the above
(Physiognomic Riddle) LITERATURE
Signed Klee (lower right); dated 1921, Will Grohmann, Paul Klee, Handzeichnungen,
numbered 222 and titled (on the artist’s Potsdam & Berlin, 1934, no. 82
mount) The Paul Klee Foundation & Museum of Fine
Brush and ink on paper mounted on card Arts, Bern, eds., Paul Klee Catalogue Raisonné,
Sheet: 658 by 3%4in.; 17 by 8.2 cm 1919-1922, vol. Ill, Bern, 1999, no. 2813,
Mount: 10% by 7%sin.; 27.3 by 18.7 cm illustrated p. 357

Executed in 1921.
$ 30,000-50,000
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PROPERTY FROM A PRIVATE COLLECTION

PAUL KLEE
1879 - 1940

Gelagert (Layered)

Signed Klee (lower right)
Watercolor and charcoal on paper
122 by 1878 in.; 31.8 by 48 cm
Executed in 1937.

PROVENANCE

Daniel-Henry Kahnweiler, Paris (acquired in 1937)
Buchholz Gallery (Curt Valentin), Berlin &

New York (acquired in 1938)

Lynne Thompson, Blue Hill, New York
Kleemann Galleries, New York

Thomas A. & Nathalie T. Lewis, New York
Sale: Luper Auction Galleries, Richmond,
November 19, 2011, lot 50
Acquired at the above sale

EXHIBITED

Paris, Galerie Simon, Paul Klee, Oeuvres
récentes, 1938, no. 25

New York, Buchholz Gallery, Paul Klee, March-
April 1938, no. 74

New York, Buchholz Gallery, Paul Klee,
November 1938, no. 31

New York, Buchholz Gallery, Paul Klee, André
Masson & Some Aspects of Ancient and
Primitive Sculpture, 1943, no. 23

New York, Buchholz Gallery, Paul Klee, 1948, no. 11
Palm Beach, Society of the Four Arts, Paintings
by Paul Klee, 1951, no. 65

LITERATURE

The Paul Klee Foundation & Museum of
Fine Arts, Bern, eds., Paul Klee, Catalogue
Raisonné, vol. VII, Bern, 2003, no. 7033,
illustrated p. 247

$ 100,000-150,000
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PROPERTY FROM A PRIVATE COLLECTION

GUSTAV KLIMT
1862 - 1918

Liegender Akt nach rechts (Nude
Reclining to the Right)

Pencil on paper
143/ by 22 in.; 36.5 by 55.9 cm
Executed in 1914.

PROVENANCE

Galerie Ariadne, Vienna

Friedrich Grohe, Echandens

Sale: Dorotheum, Vienna, May 19, 1953, lot 240
Private Collection (and sold: Dorotheum,
Vienna, June 15-18, 1971, lot 295)

Sale: Galerie Wolfgang Ketterer, Munich, May
27,1975, lot 925
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Galerie Welz, Salzburg

Private Collection, Austria (acquired from the
above and sold: Christie's, London, February
10, 2011, lot 234)

Acquired at the above sale

LITERATURE
Alice Strobl, Gustav Klimt: Die Zeichnungen,
1912-1918, vol. lll, Salzburg, 1984, no. 2450,
illustrated p. 81

$50,000-70,000
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Fig. 1 Egon Schiele, Der Maler Max Oppenheimer,
1910, watercolor, black chalk and pen and ink on
paper, The Albertina Museum, Vienna
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PROPERTY FROM A PRIVATE AMERICAN
COLLECTION

MAX OPPENHEIMER
1885 - 1954

Streichquartett (String Quartet)

Signed MOPP (center right)

Oil on canvas

20% by 38Y&in.; 51.4 by 97.5 cm
Painted in 1948.

Dr. Marie-Agnes von Puttkamer has confirmed
the authenticity of this work.

PROVENANCE

Edith Goldman Cooper, New York (acquired
from the artist in 1948)

Thence by descent

A dynamic example of Oppenheimer’s

iconic compositions featuring the Vienna
Philharmonic, the present work was acquired
from the artist by the grandmother of the
present owner, Edith Cooper. It has remained
in the same family since and this sale marks

its first appearance at auction. In 1935,

Edith Cooper, based in Hollywood, California,
established a Jewish relief fund to assist
artists, writers and other intellectuals under
threat of Nazi persecution. In 1938, she aided
Max Oppenheimer’s departure from Germany
to Switzerland and his onward journey to the
United States and remained in contact with
him throughout his years in New York.

Bornin Vienna, Oppenheimer was a
prolific member of the Austrian avant-garde
in the early 1900s and shared a studio with
his friend Egon Schiele (see fig. 1). Music
became a predominant theme in his works by
1914 and he completed many compositions of
members of the Vienna Philharmonic before
his departure from Europe. During this time,
Oppenheimer was heavily influenced by both
Cubism and Futurism, two radical movements
sweeping across neighboring France and Italy.
The dynamic brushwork characteristic of
these movements are plainly evidentin
String Quartet.

$ 80,000-120,000
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ALEXEI JAWLENSKY
1864 - 1941

Abstrakter Kopf (Abstract Head)

Signed with the initials A.J. (lower left); signed
A.v jawlensky, dated Wiesbaden 20 Nov. 28
and dedicated Fur Fraulein Mela Escherich in
tiefster Verehrung (on the reverse)

Oil on canvasboard

103/ by 8V4in.; 26.3 by 21 cm

Painted circa 1927.

PROVENANCE

Mela Escherich, Wiesbaden (acquired from the
artist on November 20, 1928)

Galerie Thomas, Munich (acquired by 1976)
Private Collection, Baden-Wurttemberg,
Germany

Private Collection, Switzerland

Sale: Grisebach, Berlin, November 27, 2014,
lot 49

Private Collection, Cologne (and sold by the
estate: Native Auctions, Brussels, January 27,
2018, lot 117)

Private Collection, Brussels

Acquired from the above by the present owner

LITERATURE

Maria Jawlensky, Lucia Pieroni-Jawlensky

& Angelica Jawlensky, Alexej von Jawlensky,
Catalogue raisonné of the Oil Paintings 1914-
1933, vol. II, London, 1992, no. 1271, illustrated
p. 405

$ 150,000-250,000
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Mela Escherich, to whom the present work

is dedicated, was an art historian based in
Wiesbaden, the town where Jawlensky settled
in the early 1920s and began work on his
seminal series of Abstract (or Constructivist)
heads. Escherich championed Jawlensky

in her 1926 treatise on Russian artists in
Germany, characterizing him as “one of those
distinguished figures whose art touches

us like a breath from a better world” (Mela
Escherich, “Russische Kunst in Deutschland,”
in Osteuropa, Berlin, 1926, p. 461).

Jawlensky is unusual among modern
artists in the consistency with which he
pursued a single theme. Taking the strict
format of the human face, an unbroken line of
artistic development can be traced from his
Fauve period through to the abstract faces of
the 1920s and the glowing “Meditations” of
his final years. The extraordinarily rich range
within this series has been compared to a sort
of abstract calendar for the artist, marking his
interior responses to changing states of mind,
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emotions, weather and seasons: “For me the
face is not just a face but the whole universe”
(quoted in Clemens Weiler, Jawlensky, Heads,
Faces, Meditations, London, 1971, n.p.).

As the present work attests, the
application of paint in this series is so fine
that extremely delicate nuances of tone were
possible. Jawlensky modified the construction
of these compositions slightly, but his prime
means of expression was through color—
the linear features have meaning only as a
framework to support this color. The parallels
to icon painting have inevitably been drawn,
not least because the artist himself pointed
to the importance of his spiritual heritage in
his writings: “Every artist works in a tradition.
Some take their tradition from the art of the
Greeks, others from that of the Renaissance.
| am Russian-born. As such my heart and soul
have always felt close to old Russian art, to
Russianicons, to the art of Byzantium, the
mosaics of Ravenna, Venice and Rome and the
art of the Romanesque period” (ibid., p. 11).
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WASSILY KANDINSKY
1866 - 1944

Schwacher Bogen (Weak Arc)

Signed with the artist's monogram and

dated 29 (lower left); signed with the artist's
monogram, titled, numbered no. 335 and
dated 1929 (on the verso)

Watercolor and pen and ink on paper mounted
on card

19%& by 10%4 in.; 50 by 26 cm

Executed in February 1929.

PROVENANCE

Anatole Jakovski, Paris (acquired in February 1935)
Fernand Graindorge, Liege

Heinz Berggruen, Paris (acquired in 1955)
Kleeman Galleries, New York (acquired in 1956)
Dr. Robert Schnell, Zurich

Sale: Klipstein & Kornfeld, Bern, May 24, 1962,
lot 80

Galerie Berggruen, Paris

Nantenshi Gallery, Tokyo

Acquired from the above by the present owner

EXHIBITED

Halle, Roter Turm, Hallischer Kunstverein &
Stadtisches Museum, Alte Garnisonskirche and
Roter Turm, 1929, n.n.

LITERATURE

The artist’s handlist, no. 335

Vivian Endicott Barnett, Kandinsky
Watercolours, Catalogue Raisonné, 1922-1944,
vol. Il, London, 1994, no. 926, illustrated p. 246

$ 250,000-350,000
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Kandinsky was probably introduced to the
use of the spray technique in his watercolors
by Klee, his close friend and neighbor at the
Bauhaus. First used in 1927, it was a technique
that characterized most of Kandinsky's works
on paper from 1928-30. Vivian Endicott
Barnett has written of the spray technique “the
elements begin to hover and glide, become
transparent, and seem even more immaterial
than other works of the Bauhaus period”
(Vivian Endicott Barnett, op. cit., p. 28).
Barnett writes further of Kandinsky, “Both
in Russia and at the Bauhaus he set out...to
furnish his own conception of art with what
he regarded as a scientific basis, one that was
transferable as a model to other arts. There
were bound to be conflicts; and one of the
reasons for Kandinsky's failure in Moscow was
that the younger artists, such as Rodchenko
and Stepanova, did not share his approach.
The Bauhaus was very different: expressionist,
theosophical, socioromantic, and oriental
ideas played a major part in the prehistory
and immediate origins of the institution. But
above all, Kandinsky was not alone in Weimar
and Dessau. There was his evident affinity with
Klee, who...also regarded art as an analogy
of creation itself” (Vivian Endicott Barnett
& Armin Zweite, Kandinsky, Watercolors and
Drawings, Munich, 1992, p. 28).
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PROPERTY FROM AN IMPORTANT PRIVATE
COLLECTION, CHICAGO

PAUL KLEE
1879 - 1940

Gewalt des Riesen (Power of the
Giant)

Signed Klee (upper left); dated 1933, inscribed
HI and titled (on the artist’'s mount)
Watercolor on paper laid down on board

17 by 12Y2in.; 43.2 by 31.8 cm

Executed in 1933.

284 SOTHEBY'S

PROVENANCE

Daniel-Henry Kahnweiler, Paris (until 1938)
Karl Nierendorf, Cologne & New York (acquired
in 1938)

Eric Ponder (until 1962)

Berggruen & Cie, Paris (acquired in 1962)
James Wise, Geneva & New York (acquired in
1962)

Sale: Galerie Motte, Geneva, July 10, 1970, lot 98
Galeria de Arte Portobello (and sold: Parke-Bernet
Galleries, Inc., New York, May 27,1971, lot 49)
Maurice Perea (acquired at the above sale)
Sale: Christie's, New York, November 20, 1980,
lot 167

Sale: Christie's, New York, May 16, 1985, lot 165
Sale: Christie's, New York, November 20, 1986,
lot 167

Acquired at the above sale

IMPRESSIONIST & MODERN ART DAY SALE

EXHIBITED

New York, Nierendorf Gallery, Paul Klee, 1941,
no. 21

New York, Nierendorf Gallery, Works by Klee,
1945, no. 44

Palm Beach, Society of the Four Arts, Paintings
by Paul Klee, 1951, no. 29

Geneva, Galerie George Moos, Paul Klee, 1963,
no. 23

LITERATURE

The Paul Klee Foundation & Museum of Fine
Arts, Bern, eds., Paul Klee Catalogue Raisonné
1931-1933, vol. VI, Bern, 2002, no. 6287,
illustrated p. 396

$ 40,000-60,000
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PROPERTY FROM A PRIVATE COLLECTION

EMIL NOLDE
1867 - 1956

Selbstportrat mit Hat

(Self-portrait with Hat)

Signed Nolde. (lower right)
Watercolor and pencil on paper
11 by 8%2in.; 27.9 by 21.6 cm
Executed circa 1910.

The authenticity of this work has been
confirmed by Dr Manfred Reuther.

PROVENANCE

Walter Bareiss, Greenwich, Connecticut

New Gallery, New York (and sold: Parke-Bernet
Galleries, Inc., New York, November 30, 1960,
lot 11)

Private Collection, United States (acquired at
the above sale)

Thence by descent

$ 60,000-80,000

285
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PROPERTY FROM A PRIVATE MIDWESTERN
COLLECTION

EMIL NOLDE
1867 - 1956

Rotgelbe Sonnenblume und
Sommerblumen (Red Yellow

PROVENANCE

Private Collection, United States (acquired in
the 1960s)

Thence by descent

$ 50,000-70,000

Sunflower and Summer Flowers)

Signed Nolde (lower l