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Director’s Foreword

Marking the beginning of a new century,
this exhibition celebrates the strength of
the National Gallery of Art’s permanent
collection. The exhibition highlights the
growth and enhancement of the collec-
tion during the past decade. Many of the
finest works we have acquired during

the past ten years have been gifts to the
Gallery, while others were purchased
with funds donated specifically for the
acquisition of art.

The exhibition includes approxi-
mately 2 percent of the Gallery’s recent
acquisitions. Selecting the show required
us to make difficult choices among works
of art of the highest quality. Although
some choices reflect our wish to have
substantial representation from each of
the last five centuries, the selections have
been influenced primarily by rarity, art
historical significance, and quality.

The exhibition is part of a series of
exhibitions showcasing the permanent
collection. The great bequest of Paul

Mellon was presented last year. Twentieth-

century drawings will be featured in

an exhibition in 2001. This show under-
scores the character, breadth, interest,
and—most important—the quality

of recent acquisitions and epitomizes the
standards of excellence on which the
nation’s collection is built.

We are profoundly grateful to Verizon
Communications for its sponsorship of
this exhibition. Verizon continues in the
tradition of its predecessor companies,
GTE and Bell Atlantic Corporations,
who have been generous friends of the
National Gallery for close to twenty years,
having most recently underwritten
Alexander Calder (1098) and Picasso: The
Early Years, 1892—1906 (1997). On the
present occasion, Verizon has not only
helped with the organizational costs but
also contributed to the purchase of one
of the new acquisitions, illustrated on page
217. We thank Charles R. Lee, chairman
and co-chief executive officer, Verizon
Communications, for his friendship and
his encouragement of our efforts.

The entire curatorial staff parti-
cipated in the selection of the show and
in writing the entries for this catalogue,
working under the leadership of Alan

Shestack, deputy director and chief
curator, who was responsible for coordi-
nating the project. All contributors to
the catalogue are listed on page 4. It is
our talented, well-informed, and hard-
working staff who, along with our mag-
nanimous and discriminating donors,
made possible the superb acquisitions
recorded here.

As you look through the pages of
this book, and as you walk through the
exhibition, I am sure you will agree that
the National Gallery has added to the
collection works of art that are the finest
of their kind, and I trust that the exhibi-
tion demonstrates the continuing com-
mitment of the National Gallery of Art
to acquiring superb works of art from
the late Middle Ages to the present day.

EARL A. POWELL Il

Director



Collecting Art in the 1990s

The permanent collection is the core and
raison d’étre of any important art museum.
The collection gives the museum its
personality, establishes its position in the
hierarchy of art collections worldwide,
and forms the basis for most of the other
activities of the museum—conservation,
education, and the special exhibition
program. American museums, including
the National Gallery, have certainly
established new initiatives in recent times
(public outreach and the engagement
of the community, interpretive programs,
and creative use of new technologies, to
name a few); collecting, however, remains
a very high priority for the National
Gallery. Compared to the great national
museums of Europe, our National Gallery
is a young institution, whose collection
can still be augmented in many areas.
Collecting for art museums has
become an increasingly difficult and chal-
lenging task in recent years. There have
always been voices claiming that the
great era of collecting is over, that the vast
majority of great works of art have
already found their way from private into
public hands. But that dire statement

now actually seems to be coming true.
The number of museum-quality paintings
and sculptures that appears on the art
market these days is very small. Art deal-
ers are quick to admit that finding first-
class objects is now the hardest part

of their business. Art is not a renewable
commodity; the corpus of works by any
given artist is finite. Once all the Rem-
brandts or Caravaggios are in museums,
no amount of money is going to shake one
loose. The opportunities to buy have been
progressively reduced. As a result, the
law of supply and demand comes into
play, and prices for the great objects, and
even just the fine ones, go sky high. When
an unpublished and unknown work by

an important artist emerges, it attracts
tremendous attention and an extremely
high price. Museum acquisition funds,
like works of art, are also finite, and raising
money for significant purchases is in-
creasingly difficult, especially when prices
reach eight figures.

The National Gallery has been very
fortunate in receiving the support of
many collectors who understand that in
order to continue acquiring art in a mean-
ingful way, substantial sums must be
provided to take advantage of the declin-
ing number of opportunities.

Other factors, however, constrain
collecting in America today. Because many
European nations do not wish to see
their own cultural heritage diminished,
they have put in place export prohibitions
to protect their own cultural patrimony.
Many works of art still privately held—
in Italy, say, or in English country
houses—will never leave their country
of origin.

On a personal note, when I first
started shopping for works of art for a
museum in the early 1970s, I could go to
London for a brief time and easily find
several dozen desirable acquisitions,
priced in a range between $100,000 and
$1,000,000. The task was deciding which
of the many options to pursue. Today,
one can go to Europe for an extended
stay, call on major painting dealers in the
primary art market cities, and find only
two or three works worthy of an impor-
tant museum. And, of course, these
few works will have multimillion dollar
price tags.



As the supply of great art continues
to dwindle, curators are more and more
frequently offered works of less than
superlative quality or works in question-
able condition. The astute and knowledge-
able curator, able to place the work in
the context of hundreds of similar works
in museum collections, will immediately
perceive the inferiority of the proffered
work and not be seduced by the oppor-
tunity to fill a gap or add a famous name
with a weak example. I am proud to
report that our curators are constantly
looking and learning, staying in touch
with the primary art dealers in their fields
so that our Gallery might get first refusal
when some outstanding art object first
comes on the market. Our curators are
constantly judging and ranking works
of art in the effort to be certain that only
the finest works are recommended for
acquisition by the Gallery. Wise and
effective curators also stay in touch with
art collectors in their own fields of
specialization and are sure to let those
collectors know which works would find
happy homes in the National Gallery
(where millions of visitors could view
them each year). Historically, well over
75 percent of the works of art in Ameri-
can museums were donated rather than
purchased. The enlightened tax laws

of the United States, which provide a full
market value tax deduction for gifts of
appreciated property, have encouraged
the flow of important works of art from
private collections to public museums.
This is especially true of works of art
whose quality has been sanctioned by
informed judgment over time and whose
dollar value has thus greatly appreciated.
Some donors, of course, decide to give or
bequeath their collections to art museums
out of a sense of civic commitment or
national pride; they believe, as did Andrew
W. Mellon many years ago, that a nation
is judged as much by its cultural accom-
plishments as by its prowess in business
and industry. Many of our donors also
share the belief that great works of cul-
tural, historic, or aesthetic value belong
in the public realm. Reading through

this catalogue will make clear that all the
works of art in the present exhibition
were donated by astute and discriminat-
ing collectors, or were purchased with
funds donated by generous supporters.
Not one federal dollar has ever been spent
on an acquisition.

The present exhibition presents ap-
proximately 150 works surveying the last
five centuries of European and American
art. This group of objects hardly does
justice to the record of National Gallery
of Art acquisitions, since it represents
only a fraction of the works acquired dur-
ing the past decade. The purpose of this
exhibition, however, is to demonstrate
the breadth and depth of our collecting
and to show a sample of the paintings,
sculptures, prints, drawings, and photo-
graphs acquired since our fiftieth anniver-
sary exhibition in 1991. We work hard
to maintain the level of quality set by our
founding collections—Mellon, Kress,
Widener, and Dale.

In acquiring new works, we have
often devoted entire curatorial meetings
to lively discussion about possible “can-
didates.” Many works are considered
before a few are selected for presentation
to the Board of Trustees for a final
decision. In the end, we hope that we are
living up to our mandate to present
for the benefit of a broad public a survey
of Western art with examples of the high-
est possible quality.

ALAN SHESTACK

Deputy Director and Chief Curator
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Nuremberg

15TH CENTURY
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This rare example of an intact portable
triptych from the late fifteenth century
is further enhanced by its superb state

of preservation. On the exterior wings are
two of the most popular saints in West-
ern art, Saints Barbara and Catherine,
who represent the active and the contem-
plative life, respectively. Saint Barbara
holds a ciborium above which floats a
wafer of the host; she was often invoked
as protection against sudden death with-
out benefit of Communion. A brilliant
philosopher, Saint Catherine stands upon
a broken wheel, a reference to her at-
tempted martyrdom, and holds a sword,
which was used to behead her.

Opening the triptych reveals one of
the earliest depictions of the Raising of
the Cross, a subject that began to appear
in northern Europe in the late fifteenth
century. An account of the attachment
of Christ’s body to the cross and its eleva-
tion does not occur in the Gospel narra-
tives. Rather, it grew out of late medieval
piety, in particular, the religious move-
ment known as the Devotio Moderna
(Modern Devotion), which amplified the
narrative of Christ’s Passion and urged
its followers to empathize with Christ’s

pain and suffering. Here, the event

is spread over the three interior panels,
unified by a continuous landscape. In

the center panel a jeering crowd watches
and gestures angrily as the cross is raised.
For the contemporary viewer the tattered
blue garments and the striped robe and
red cowl worn by the men at the right
would have identified them as disrepu-
table and marginal members of society.
Two very different groups of onlookers
are found on the wings. On the left wing
are the holy women: Mary Magdalene
kneels in the foreground, Saint Veronica
holds the sudarium bearing an imprint
of Christ’s face, while the weeping Virgin
dries her tears with her light blue robe.
On the right wing in the foreground

the bad thief, identifiable by his shaved
head and ragged clothing, awaits his
crucifixion. At the top are dark ominous
storm clouds that have begun to move
into the center panel.

The Raising of the Cross was first
owned by a member of the Starck family
of Nuremberg, as indicated by the coat of
arms at the bottom of the center panel.
The altarpiece was used for private devo-
tion in an ecclesiastical or, more likely,

a domestic setting. The artist also can be
firmly associated with the city of Nurem-
berg and in particular with two of that

city’s leading painters, Hans Pleydenwurff

and Michel Wolgemut. When Pleyden-
wurff died in 1472, Wolgemut was quick
to marry his widow and take over the
workshop. The anonymous artist was
almost certainly trained in this atelier,
and the clear, vibrant colors, firm drafts-
manship, and dynamic composition of
The Raising of the Cross demonstrate

his skill and importance. To the Gallery’s
already formidable collection of German
art, this triptych adds a superb work
from Nuremberg at the moment when
Albrecht Diirer, who also apprenticed
with Wolgemut, began his ascendancy.

JOHN OLIVER HAND

Provenance: A member of the Starck
family, Nuremberg. John, 16th earl of
Shrewsbury, Alton Tower, Staffordshire;
given in 1839 to Saint Mary’s College,
Oscott; French & Company, New York,
by 1976.



The Raising of the Cross

c. 1480/1490, oil on panel
Center: 66 x 48.3 (26 x 19)
Wings: each 66 x 23.5 (26 x 9 ¥4)
Patrons’ Permanent Fund

1997.100.1 a
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Giovanni de’ Busi, called Cariani venetian, 1485/1490-1547 OR AFTER
b
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Reproduced on the cover of the standard
monograph on Cariani, A Concert is
widely regarded as the artist’s master-
piece. The painting first came to light
in the 1960s, when it was attributed to
Cariani with a dating of c. 1519. Born
c. 1485 near Bergamo, the westernmost of
the Venetian mainland territories, Cariani
was trained in Venice, first in Giovanni
Bellini’s workshop and then among the
circle of Giorgione. In Venice until 1517,
he underwent further influences from
Titian, Sebastiano del Piombo, and Palma
Vecchio, the last of whom also came
from Bergamo. Cariani returned to live
in his native city twice, from 1517 to 1523
and again from 1528 to 1530; otherwise
he was active in Venice until his death.
This pattern of alternating between
the two artistic centers, one a sophisti-
cated metropolitan capital and the other
a provincial city with strong ties to
Lombardy; is reflected in Cariani’s style,
and nowhere more than in A4 Concert.
The oblong composition, featuring a lute
player and two companions shown half-

length behind a ledge, derives from Gior-
gione, as do the two themes that Cariani
combined in his painting: The subject

of a young man with his teacher goes
back to Giorgione’s Three Ages of Man,

in the Pitti Gallery, Florence, and to the
National Gallery’s own Giovanni Borgherini
and His Tutor, from the artist’s studio,
both dating from c. 1505 to 1510. Cariani
united this theme with the even more
popular one of music making, epitomized
in Titian’s famous Concert in the Pitti
Gallery. The warm color in Cariani’s
picture—the green cloth draped over
the ledge, the red garments and book,
and, above all, the stunning red-and-pink
hat worn by the musician, set off against
a gray background—is also Venetian

in origin.

Cariani interpreted his Venetian
models in a highly realistic Lombard
manner. The musician accurately strums
the six-stringed lute; near him are a white
handkerchief with which to wipe his
hands and a small box containing a spare
string. Like the musical instruments, the
costumes, especially the fur-lined cloaks,
are treated with the utmost attention to
texture and detail. All three figures, to

judge from their individualized features,
must be portraits, although the sitters
have yet to be identified. Most impressive
is the corpulent musician. He bursts onto
the scene, separating the tutor, who is
shown holding a book on the left, from
his aristocratic young pupil, who looks
out at the viewer from the right. Cariani’s
earthy realism gives the musician a
humorous air: with his head cocked as if
seeking inspiration, he is one of the great
comic inventions of Italian Renaissance
painting. DAVID ALAN BROWN

Provenance: Heinemann Collection,
New York, by 1962.



A Concert 15

c. 15181520, oil on canvas

02 x 130 (36 ¥4 x 51 %)

Bequest of Lore Heinemann in memory
of her husband, Dr. Rudolf ]. Heinemann

1997.57.2
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The Miraculous Draught of Fishes

1545, oil on canvas
143.5 x 243.7 (56 2 x 95 1%46)
Patrons’ Permanent Fund

1997.21.1
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This painting, which came to light in
1989, is a major addition to the work of
Jacopo Bassano. One of the four leading
mid-to-late sixteenth-century Venetian
painters, Jacopo is less well-known than
are his contemporaries Titian, Veronese,
and Tintoretto. Only with the exhibi-
tion of his work in his native town of Bas-
sano del Grappa in 1992 did the artist
finally get the recognition he deserves.
Aside from the quality and variety of his
production, Bassano had the most extra-
ordinary development of any sixteenth-
century Venetian master except Titian.
After modest beginnings, Bassano’s work
exploded into greatness with a series

of pictures dating from the 1540s, which
demonstrated his true measure as an
artist. He overcame his provincial isola-
tion and kept abreast of artistic trends
by studying prints by or after other mas-
ters such as Raphael. Bassano’s manner-
ist compositions of the 1540s and 1550s,
with their rich color and animated figures,
gave way to the expressive lighting and
more genre-like character of the works of
the 1560s. Thereafter, Bassano’s art in-
creasingly emphasized figures of peasants

and their animals. With their dark ton-
ality, flickering brushwork, and somber
mood, the best of his late pictures
approach Rembrandt.

As we learn from the painter’s
account book, The Miraculous Draught of
Fishes was ordered in April 1545 by the
Venetian governor of Bassano, Pietro
Pizzamano. Returning to Venice later that
same year, the patron took his picture
with him, where, in 1547, Titian copied
it for the background of an altarpiece
he painted. In the Miraculous Draught of
Fishes Jacopo typically drew on a print
source for the composition—Ugo da
Carpi’s chiaroscuro woodcut of the same
subject. The print in turn reproduces (in
reverse) Raphael’s great tapestry cartoon
of the Miraculous Draught of Fishes of
c. 1515, which, with the other cartoons
in the series, is now in the Victoria and
Albert Museum, London. Though relying
here, as elsewhere, on a visual source,
Jacopo nevertheless transformed the print
he took as a point of departure. The
aesthetic appeal of the Miraculous Draught
of Fishes lies in the way the brilliant hues
of rose red, ocher, and green are set off
against the broad expanse of blue water.
Jacopo’s colorful tableau, extending across
the width of the canvas, has an almost

vertiginous effect, in which the play of
gestures and expressions of Christ, Peter,
and Andrew on the left contrasts with the
denser grouping of Zebedee and his sons
James and John on the right. Uniting the
two groups of apostles is the dramatic
form of Andrew’s billowing cape, a signa-
ture motif of the artist. Bassano further
enlivened the composition through the
careful observation of nature, reflected in
Zebedee’s oaring, the fish struggling in
the net, and the view of his native town
in the upper right. pAvip aLaN BrROWN

Provenance: Commissioned 1545 in Bas-
sano by Pietro Pizzamano, Venice. Private
collection, London, by 1989; sold 1997
through Matthiesen Gallery, London.



]an Brueghel thC Elder FLEMISH, 1568—-1625
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Jan Brueghel, whose delicate brushwork
earned him the name Velvet Brueghel,
was an artist of remarkable versatility. He
is justly famed for his atmospheric land-
scapes and riverscapes, which come alive
not only through the careful yet fluid
strokes of his brush, but also through the
activities of the figures who populate his
scenes. He also painted flower bouquets,
many of which include depictions of
precious objects; mythological, allegori-
cal, and historical subjects; and evocative
scenes of hell.

Brueghel apparently received his
early training in Brussels, the city of his
birth, but his first recorded works date
to the mid-1590s, when he was in Italy.
His early style reflects the work of Paul
Bril, a contemporary artist from Antwerp
working in Rome and a close follower
of Jan’s father, Pieter Bruegel the Elder.
In 1597, after returning to Antwerp, Jan
entered the Guild of Saint Luke and
quickly established himself as an impor-
tant member of the artistic community.
He served as dean of the guild in 1602.

In 1606 he became court painter for Arch-
duke Albert and Archduchess Isabella,
regents in the Southern Netherlands.
Brueghel, who often collaborated with
other artists, including Peter Paul Rubens

and Joos de Momper, was highly valued
by kings and princes throughout Europe
for his refined and delicate images, many
of which he painted on copper.

Brueghel executed this exquisite
small-scale work depicting an expansive
river landscape in 1607, when he was
at the height of his artistic powers. His
image focuses upon daily life near the
juncture of a broad river and a smaller
tributary, which passes through a small
village. Gentle pools of light, as well as
changes in the color tonalities of the trees
and water—from ochers and browns in
the foreground, to greens in the middle
distance, to blues in the distance—
ease the transition into depth. Although
the scene is fanciful, it must reflect life
along the Scheldt, the main river passing
through the low-lying Flemish country-
side. The large church dominating the
distant city on the horizon is recogniz-
able as Saint Michaelis, the Antwerp
cathedral.

The foreground activities center
on a tender moment when a boatman
passes a baby to his father after having
transported the family across the wide
river. While a group of elegant ladies and
a child awaits passage, other ferryboats
filled with travelers, horses, and cattle
approach the shore. Many other figures,
including fishermen and families work-
ing around their homes, enliven the
sunlit middle distance near the village.

Paintings such as this had enormous
influence on Flemish art and, perhaps,
on Dutch landscapes in the second decade
of the seventeenth century. Brueghel’s
river views were certainly known to
artists working in Haarlem, including
Esaias van de Velde and Willem Buyte-
wech, whom he may have met when he
visited that artistic center in 1613 while
accompanying Peter Paul Rubens on a
diplomatic mission to The Netherlands.

ARTHUR K. WHEELOCK JR.

Inscription (lower left): BRVEGHEL 1[6]o7

Provenance: Duke of Chandos, Stowe,
thence by descent; Gallery Sanct Lucas,
Vienna.



River Landscape 19

1607, oil on copper

20.7 x 32.1 (8 Y6 x 12%)
Patrons’ Permanent Fund
and Nell and Robert
Weidenhammer Fund

2000.4.1




Osias Beert the Elder

FLEMISH, ACTIVE 1596-1623
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In their successful endeavors to convey
a world of abundance and beauty, seven-
teenth-century painters presented sump-
tuous tabletop still lifes to delight the
viewer’s senses. Osias Beert was perhaps
the most refined painter of this popular
genre. The carefully crafted objects and
expensive delicacies depicted by Beert
celebrate his Flemish culture in a style
that clearly articulates his mastery
of textural effects and realistic detail.
The eleven opened oysters arranged
upon the pewter plate are striking exam-
ples of this realism: their amorphous
forms appear to be so liquid that one can
almost imagine the oysters’ easily slip-
ping from their pearly white shells.
Nearby, two exotic shells from distant
seas emphasize the exceptional rarity of
the foods in the expensive vessels arrayed
on the table. Luxurious sweets decorated
with gold leaf fill the Wan-li bowl in
the foreground, while dried raisins, figs,
and almonds overflow two other Ming
period bowls. In the center, elegant
sweets, including candied cinnamon bark
and candied almonds that have been

colored yellow, pink, and green, fill a

ceramic tazza. Quince paste, which was
stored in simple, round wooden boxes,
was another delicacy enjoyed at special
festivities. Both red and white wine,

so appropriate to this feast, are visible
through the transparent glass of the
elegant Venetian-style vessels made by
Flemish craftsmen.

Like many of his contemporaries,
Beert minimized the overlapping of these
exquisite objects by composing his scene
with a high vantage point. This approach
allowed him to maintain the individual
character of each of his compositional
elements and, significantly, to augment
his splendid use of color. Drawing pre-
dominantly upon earth colors for his
composition, Beert used warm browns
for the succulent morsels and wine that
he placed behind the cool blues and grays
of the oysters and candies. His range of
whites varies from the subdued, chalky
tones he used to depict the exotic sweets
in the foreground to the glistening
sheen of the oysters. Beert’s artistry is
evident in his sensitive rendering of the
oysters’ reflections in the pewter plate
and in the delicate modeling of the fagon
de Venice vessel of wine, whose form he
enlivened with varied reflections from
his studio window.

Beert’s mastery of illusionism and
his carefully arranged compositions
were the hallmarks of his style. Once he
had established a compositional format
with which he was comfortable, he fre-
quently revisited it, subtly modifying the
types of foods and their arrangement
across the table. Such lavish still lifes are
joyous, grand pronouncements of the
abundance and beauty of his culture, of
which he was undoubtedly proud.

ARTHUR K. WHEELOCK JR.

Provenance: P. de Boer, Amsterdam;
purchased 1952 by private collector, Swe-
den; by inheritance to his son, Sweden;
sale, Sotheby’s, London, 6 July 1994,

no. 17; Johnny van Haeften, London.



Bangquet Piece with
Oysters, Fruit, and Wine

¢. 1610/1620, oil on panel
52.5x 73.3 (20% x 28%)
Patrons’ Permanent Fund

1995.32.1
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The Fall of Man

1616, oil on canvas

104.5 x 138.4 (41 Y6 x 54%2)
Patrons’ Permanent Fund
1996.34.1




Hendrik Goltzius

DUTCH, 1558-1617
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Hendrik Goltzius was honored across
Europe during his lifetime for his extra-
ordinary abilities as a draftsman and print-
maker. Born in the Lower Rhine region
of Germany in 1558, Goltzius moved to
Haarlem in 1576 where he met Karel van
Mander, the painter, poet, and art theo-
rist. In 1590—1591, Goltzius traveled to
Italy to study classical and Renaissance
art. Goltzius, who turned his talents to
painting only about 1600, drew inspira-
tion from the classicizing images of his
contemporaries Cornelis Cornelisz. van
Haarlem and Peter Paul Rubens.

In 1616, Goltzius painted this mag-
nificent image of Adam and Eve reclining
like mythological lovers in the Garden
of Eden. Traditionally, images of the Fall
emphasized shame, punishment, and the
origins of humanity’s mortality. Goltzius’
emphasis on seduction through believably
represented physical beauty was new in
northern painting in 1616. Eve, with her
back to the viewer, has already taken the
first bite of the apple and turns, with a
knowing gaze, toward Adam. Mesmerized
by his companion, Adam looks into her
eyes with complete devotion. It is clear
that they have encountered their first
awakening of desire.

Several animals comment symboli-
cally on the pair’s relationship. The
serpent’s sweet female face is a visual
statement on the deceptiveness of appear-

ances. The elephant, in the distance to

the right of Adam’s hand, refers to the
Christian virtues of piety, temperance,
and chastity and represents a symbolic
contrast to Adam’s weakness of the

flesh and infidelity to God. Goats, which
are sometimes associated with Eve, sig-
nify a lack of chastity; Goltzius painted
two. According to Van Mander, a cat
could refer to an unjust judge. Here,

the cat returns the viewer’s gaze, remind-
ing spectators not to enjoy what they
should condemn, lest they, like the unjust
judge, cause more harm than good.

Thus, through these symbolic references,
Goltzius suggests that humanity’s

fall from grace was tied to Adam’s and
Eve’s inability to restrain their physical
appetites.

Through his artistic ability to
re-create the look of the visible world,
Goltzius entices his viewer to become
emotionally engaged in this biblical nar-
rative. He placed the almost life-size
figures of Adam and Eve so close to the
front of the picture plane that they seem
to occupy a space coexistent with our
own. Details of flesh, hair, even grass and
plants are all painted in a bewitchingly
believable fashion. The vine covering
Adam’s genitals, for instance, is so botani-
cally accurate that it is easily identified as
ground ivy. The individuality of Adam’s
feet, the boniness of his knees, the fleshi-
ness around his waist, and the convinc-
ingly tactile quality of his skin all suggest
a living presence. Although no prepara-
tory drawings survive for such motifs,
Goltzius must have worked from nature

in creating them. Nevertheless the artist

based Adam’s pose on a drawing he made
in Rome after an ancient personification
of the Tiber River, a classical source that
helps give dignity and restraint to the
scene. Thus, through varied pictorial
means, Goltzius created an early instance
of what would be called the baroque
style, a naturalistic manner of represen-
tation that depends upon the viewer’s
empathetic response to fulfill its meaning,
LYNN PEARSON RUSSELL

Provenance: Possibly Boudewijn de Man,
Delft; his sale, Delft, 15 March 1644,

n0. 2, as Een Adam ende Eva. Possibly pri-
vate collection, Amsterdam, 1671. Proba-
bly anonymous sale, Dupuy and Hubert,
Paris, 3 June 1774, no. 34, as Adam &
Eve. Camillo Davico, Turin, before 1936.
Mario Micheletti, Turin, 1936; private
collection, Switzerland, 1972. Sale,
Christie, Manson & Woods, New York,
15 May 1996, no. sI.
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Valentin de Boulogne was born near
Boulogne (from whence he takes his last
name) in Picardy. He came from a family
of artists, but little else is known of his
early life and training. Although he is not
firmly documented in Rome until 1620,
he most likely settled there in 1613 or
1614. He spent the rest of his short life

in Rome, where he worked for prominent
patrons, such as Cardinal Francesco Bar-
berini, who obtained for him the com-
mission of an altarpiece for Saint Peter’s
in competition with Valentin’s compatriot
Nicolas Poussin (the two altarpieces are
now in the Vatican Museums). Like Pous-
sin and many other artists from north of
the Alps, Valentin lived and worked in the
area around the Piazza del Popolo, inside
the northern gateway to the city. There
he fell under the influence of Caravaggio,
two of whose masterpieces— The Martyr-
dom of Saint Peter and The Conversion of Saint
Paul—hung in the neighboring church

of Santa Maria del Popolo. Although Car-
avaggio had died in 1610, his influence
remained strong in Rome for the next two
decades. Valentin was inspired by Car-
avaggio’s chiaroscuro, the bold contrasts

of light and shade that lent such visual
drama to his works. Like Caravaggio,
the young Frenchman was also drawn to
the realistic depiction of his cast of
characters, whether they were figures in
a religious narrative or in scenes from
contemporary low life.

The subject of Soldiers Playing Cards
and Dice is inspired by one of Caravaggio’s
most famous paintings, The Cheats (Kim-
bell Art Museum, Fort Worth). Like
Caravaggio’s prototype, Valentin’s paint-
ing shows a group of rough mercenary
soldiers, types who idled about Rome
in the seventeenth century waiting for
employment and who are identifiable by
their armor, worn piecemeal, and assorted
livery. They are gaming at a table in a
tavern or a dark alley, where two roll dice
while two others, center and left, play
cards. As the more finely dressed youth in
a feathered cap at the left examines his
cards, a fifth figure in the shadows behind
him signals to his accomplice in the cen-
ter the hand of the young dupe. Valentin
presented a raw and sinister scene of
contemporary street life, which is at the
same time a moral admonition of the
incaution and profligacy of youth. The
crowding of the figures into the picture
space adds to the tension of the scene.
The painting is indebted to Caravaggio

not only for its subject, but also for the
vivid sense of actuality with which
Valentin invested his protagonists, for
the strong chiaroscuro, and for the thinly
and rapidly brushed execution. As

was Caravaggio’s practice, this work is
painted a/la prima, directly onto the pre-
pared canvas without underdrawing

or any other apparent preliminary work.
This approach enhances the sense of
spontaneity and the feeling that the
spectator is catching a glimpse of illicit
low life. pHiLIP coNIsBEE

Provenance: Borros de Gamangon, a
mayor of Périgueux in the early nine-
teenth century; private collection near
Bordeaux, 1989; sale, Arcole, Paris,

11 December 1989, no. 58; Jacques
Chevreux, Paris; Eric Turquin, Paris.



Soldiers Playing Cards and Dice
(The Cheats)

. 1620/1622, oil on canvas
121 x 152 (47% x 597s)
Patrons’ Permanent Fund
1098.104.1
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Ambrosius Bosschaert the Elder

DUTCH, 1573-1621
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Ambrosius Bosschaert, a pioneer in the
history of Dutch still-life painting, in-
fused his flower bouquets with a sense of
joy. He had an unerring compositional
awareness, and delighted in combining a
range of flowers with different colors and
shapes to create a pleasing and uplifting
visual experience. As in this exquisite
work, Bosschaert generally arranged
his blossoms symmetrically. Here, two
spectacular blossoms, a yellow iris and
a red-and-white striped tulip, surmount
a bouquet that also contains a wide vari-
ety of species, among them roses, a blue-
and-white columbine, fritillaria, grape
hyacinth, lily of the valley, and a sprig of
rosemary. A dragonfly alighting on the
iris and a butterfly on the cyclamen blos-
som that rests on the wooden table fur-
ther enliven his composition.
Bosschaert, who was born in Ant-
werp, moved to Middelburg after 1587
for religious reasons. Middelburg, a pros-
perous trading center and the capital of
Zeeland, was renowned for its botanical
gardens, the most important of which
was established in the 1590s by the great
botanist Matthias Lobelius. After Lo-
belius left for England in 1602, his herb
garden was transformed into a flower
garden, and almost certainly filled with
exotic species imported from the Balkan
peninsula, the Near and Far East, and
the New World. Collectors at this time
particularly admired bulbous plants such

as the iris, the narcissus, the scarlet lily,
the fritillaria, and, above all, the tulip—
species whose bright colors and dramatic
forms frequently accent early seven-
teenth-century flower paintings.

Bosschaert, who may have trained
with his father, probably began his career
depicting rare and exotic flowers in such
gardens, perhaps even for the botanist
Carolus Clusius. Bosschaert certainly
used such drawings to compose his paint-
ings, which often include identical flow-
ers, sometimes depicted in reverse.

Bosschaert’s career in Middelburg
was extremely successful, both as a
painter and as an art dealer. He was also
an effective teacher, and was able to
ensure that his distinctive style of paint-
ing was effectively perpetuated by his
talented students, among them his son-
in-law Balthasar van der Ast, and his sons
Ambrosius the Younger, Johannes, and
Abraham. In 1614, Bosschaert left Mid-
delburg and moved to Amsterdam. He
remained there only a short while before
moving first to Bergen op Zoom (1615),
then to Utrecht (1615—1619), and even-
tually to Breda (1619—1621), where he
executed this painting,

Bosschaert’s style of flower painting
became more naturalistic over time, as he
developed techniques for painting petals
with soft, velvety textures. He also intro-
duced subtle tonal gradations in the
background to enhance the sense of light
flooding the image. Although he began to
arrange his flowers more informally, often
overlapping individual blossoms, he con-
tinued to compose symmetrical bouquets
surmounted by one or two large flowers,

including those that bloom at various

times of the year. These bouquets of
blossoms that no gardener could have
gathered reflected a fundamental theolog-
ical concept held by both Catholics and
Protestants. They believed that the bless-
ings of God’s creation were to be found

in the extraordinary richness and beauty
of the natural world. Thus, while accu-
racy was important in recording God’s
individual creations—flowers, insects,
and shells—an imaginative melding of
beautiful lowers from different seasons
of the year celebrated the greatness of
his munificence.

Bouguet of Flowers in a Glass Vase
occupies a special place in Bosschaert’s
oeuvre, for its inscription, filling an illu-
sionistic plaque attached to the table’s
front, offers one of the most moving
testaments to the artist’s enormous repu-
tation at the time of his death: “Clest
I’ Angelicq main du grad Peindre de Flore
AMBROSE, renommé jusqu’au Riuage
Mort” (It is the angelic hand of the
great painter of flowers, Ambrosius,
renowned even to the banks of death).

ARTHUR K. WHEELOCK JR.

Provenance: Sale, Christie, Manson &
Woods, London, 7 April 1922, no. §4;
private collector, England; John Mitchell
& Sons, London; private collection,
England; Edward Speelman, Ltd.,
London.



Bouguet of Flowers
in a Glass Vase

1621, oil on copper

31.6 x 21.6 (12716 x 8 12)
Patrons’ Permanent Fund
and New Century Fund

1996.35.1
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The Rebuke of Adam and Eve

1626, oil on canvas
121.9 x 172.1 (48 x 67%)
Patrons’ Permanent Fund

2000.3.1
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Domenico Zampieri, called Domenichino itauian, 1581-1641

Domenichino was trained at the art
academy run by the Carracci family in
Bologna during the last decades of the
sixteenth century. In 1602 he joined his
master Annibale Carracci in Rome and
assisted him with the fresco decorations
of the galleria in the Palazzo Farnese.
Subsequently, Domenichino executed
major fresco cycles of his own in such
Roman churches as San Luigi dei Francesi
and Sant’Andrea della Valle, and at the
monastery at Grottaferrata. Domenichino
also painted altarpieces for churches in
Rome and Bologna, smaller private devo-
tional works, and landscapes. After
Annibale’s mental disorders brought his
artistic career to an end about 1604,
Domenichino took over his master’s stu-
dio. In 1631 Domenichino went to Naples,
where he spent the last years of his life
executing important fresco decorations

in the Treasury Chapel of San Gennaro;
but his classicizing style did not find
favor in the southern city, especially in its
artistic community. Domenichino was
celebrated throughout the seventeenth
and eighteenth centuries as the upholder
of the classical tradition reestablished

in Italian seventeenth-century art by the
Carracci family. His art was especially

admired by French academic artists;
Nicolas Poussin’s paintings, for example,
owe much of their clear narrative struc-
ture to works Domenichino executed in
Rome in the mid-to-late 1620s.

The Rebuke of Adam and Eve perfectly
illustrates Domenichino’s classical style
at the peak of his career. In a clear narra-
tive sequence, God the Father, borne by
cherubim and angels, descends to rebuke
Adam, who blames Eve, who in turn
points to the serpent as the cause of their
fall from grace. Animals still roam freely
in their earthly paradise, but the lion
at the right is already metamorphosing
from a friendly feline to an aggressive
beast. The group of God and the angels
is derived directly from Michelangelo’s
Creation of Adam (Sistine Chapel, ceiling)
and should be read as a homage by the
seventeenth-century painter to his great
predecessor. But Domenichino’s treat-
ment of the narrative has an archaic,
almost medieval feel, and indeed this
subject is unusual in seventeenth-century
painting, He may have looked back to the
famous late thirteenth-century frescoes
by Pietro Cavallini in San Paolo fuori
le Mura as a source. Also unusual is his
depiction of the Tree of Knowledge as a
fig tree (based on the traditional descrip-
tion of the Fall in early Jewish texts)
rather than as the apple tree of popular

custom. The existence of a full-size

preparatory drawing in the Louvre is
evidence of the particular care Domeni-
chino devoted to this composition.

Although first recorded in an inven-
tory of the Colonna collection in Rome
in 1714, The Rebuke of Adam and Eve is the
type of painting done for display in grand
picture galleries of the seventeenth cen-
tury, such as those that still exist in the
Palazzo Colonna and other noble houses
of Rome. PHILIP CONISBEE

Provenance: Colonna family, Rome, by
1714; Barberini family, Rome, by 1844;
sold through Studio d’Arte Palma, Rome,
to deputado Macado Coelho, Rio de
Janeiro, 1948; private collection, Rio de
Janeiro, 1976; sale, Sotheby’s, New York,
4 June 1987, no. 96; Richard L. Feigen

& Co., New York; Saul Steinberg, New
York, 1989; sale, Sotheby’s, New York,

28 January 2000, no. 63.
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The Old Testament is filled with poig-
nant stories of the often harsh and cruel
world of ancient Israel, where, despite
human frailties and personal betrayals,
a nation was formed through spiritual
faith, military valor, and the forgiveness
and reconciliation of bitter antagonists.
Rubens, perhaps more than any other
artist, understood the forcefulness
of these narratives and captured their
powerful emotional impact in his
expressive images.

The story of David and Abigail
is about reconciliation, a quality Rubens
suggestively conveyed with the gentle
forward movements of the two distinctive
figural groups that have joined in this
peaceful landscape setting. As Abigail
kneels before David and offers him the
gift of bread, this military leader, touched
by her eloquence and humility, tenderly
reaches toward her to help her rise.
Rubens indicated through gaze and ges-
ture that Abigail’s sincere supplication
and comely features have successfully
persuaded David to forgo his intended
attack against her husband.

The narrative, which is recounted in
1 Samuel (25:2—42), describes an episode
that occurred during David’s exile in
the wilderness in southern Judah. David,
in need of provisions, sent some of his
men to request aid from a wealthy sheep
farmer named Nabal, whose herd David

had allowed to graze unmolested all win-
ter. The sheep farmer curtly refused their
requests. Infuriated, David set out with
four hundred armed men to seek revenge.
Abigail, having learned of David’s
impending attack, quickly packed gener-
ous provisions—including bread, wine,
meat, and fruit—on the backs of asses,
and set out to intercept David and his
soldiers. There she pleaded with him to
forgo his revenge, reminding David that
he was fighting the Lord’s battles and
that he should not allow evil to enter
into his life. After her successful mission,
Abigail returned home and told her hus-
band the following morning what she
had done. Her joyous news caused her
husband’s heart to die “within him, and
he became as a stone.” Upon hearing
of Nabal’s death, David, rejoicing that
God had acted to support his cause, sent
servants to ask Abigail to marry him.
Rubens painted this luminous oil
sketch, which may have served as a model
for a tapestry, in the early 1630s, shortly
after he had returned to Antwerp upon
the conclusion of his diplomatic ventures
in Spain and England. The fluid brush-
work and flickering highlights that
both model and accent forms, the deeply
resonant colors, and the broad, atmos-
pheric handling of the landscape all
reflect Rubens’ appreciation of Titian’s
and Veronese’s artistic achievements—
an appreciation rekindled in Madrid
and London in the late 1620s when he
had renewed his study of these Vene-
tian masters.

The reasons Rubens chose this story
after returning to Antwerp in March 1630
are not known. The emotional rapport
between David and Abigail that Rubens
so sensitively conveys may have appealed
to him at this stage of his life. After all,
in 1630 Rubens had fallen in love with
and married Helena Fourment, who,
like Abigail, brought nourishment and
encouraged a peaceful existence. However,
the pronounced compositional similarities
between The Meeting of David and Abigail
and The Meeting of Abrabam and Melchi-
zedek (c. 1624, National Gallery of Art),
in which an Old Testament hero and
his soldiers are offered bread and wine
by the priest of Salem and his entourage,
suggest that typological associations
may also have underlain Rubens’ decision
to paint this work. Just as the meeting
of Abraham and Melchizedek was
understood to be a prefiguration of the
Eucharist, so was Abigail seen as a
prefiguration of the Virgin in her role
as Intercessor. ARTHUR K. WHEELOCK JR.

Provenance: Wieszbicki collection,
Warsaw, 1935; Knoedler’s, New York, by
1957; Dr. and Mrs. Rudolf J. Heinemann,
New York; by inheritance 1975 to Lore
[Mrs. Rudolf ].] Heinemann [d. 1996],
New York; her estate.
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¢. 1630, oil on panel

46.4 x 68 (18 V4 x 26%)

Bequest of Lore Heinemann in memory
of her husband, Dr. Rudolf ]. Heinemann
1997.57.8




Adriaen Brouwer
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The uncouth youth in this painting
confronts us with a recognizable, yet
thoroughly unexpected gesture. Packed
with an energy that far exceeds its scale,
Adriaen Brouwer’s unidealized depiction
of this young Flemish peasant is an
excellent example of seventeenth-century
realism. Yet, as evident in the youth’s
aggressive behavior, this slice-of-life image
also offers a visual critique of rural be-
havior and mores.

The mocking gesture of Brouwer’s
youth is one that could well be found in
a seventeenth-century tavern, but its
tradition reaches back to depictions of
Christ appearing before Pilate that drew
upon the Scriptures: “. . . the men that
held Jesus mocked him, and smote him”
(Luke 22:63). In Brouwer’s painting, the
offensive and shocking gesture of this
peasant is directed at the viewer. The
unkempt hair, the stubble under his chin,
and the knife stuck through his fur hat
elicit a surprised, if not horrified, re-
sponse. Additionally, Brouwer’s vigorous
handling of paint, with his character-

istically short, unmodulated brush-
strokes, heightens this small painting’s
dramatic impact.

Adriaen Brouwer’s keen observa-
tion and biting wit suggest that he sought
to create a “vulgar painter” persona.
Numerous anecdotes also indicate that
he led a colorful and dissolute existence.
According to one account, Brouwer was
frequently excluded from family cele-
brations because of his untidy appear-
ance. Anticipating a certain wedding, he
bought a fashionable costume that earned
him an invitation. In the midst of the
festivities, he took two pies and smeared
them all over his fancy clothes. Brouwer
then announced to the astonished guests
that since it was the suit, rather than
the man wearing it, that had been invited,
it deserved to feast on the food.

With Touth Making a Face, Brouwer
created an image that exposes human
folly and forces the viewer, regardless of
status, to confront a threatening and
mocking world. Brouwer does not pretend
to help us with this world; he only warns
us of its existence and the fact that its
disquieting face can appear at unexpected
times. The mocking gesture also reminds

us, whether through our laughter or
outrage, that we recognize with
embarrassing familiarity the all-too-
human nature of his character.

ARTHUR K. WHEELOCK JR.

Provenance: Eberhard Jabach, Paris,

1646, inv. no. 661; possibly Hudtwalcker,
Hamburg, 1861; Nathan Katz; sale, Char-
pentier, Paris, 7 December 1950, no. 9;

P. de Boer, Amsterdam; W. Reincke, Amers-
foort; private collection, The Nether-
lands; Robert Noortman, Maastricht.



Youth Making a Face

¢. 16321635, oil on panel
13.7 x 10.5 (5 % x 4 V&)
New Century Fund
1094.46.1
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Andries Stilte as a Standard Bearer

1640, oil on canvas

101.6 x 76.2 (40 x 30)
Patrons’ Permanent Fund
1098.13.1
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Johannes Cornelisz. Verspronck ourch, 1606/1609-1662

With great bravura, this fashionably

clad member of the Haarlem civic guard
stands with arm akimbo, staring out at
the viewer. His proud character, accented
by the panache of his brilliant pink satin
costume and jauntily placed hat with

its brightly colored feathers, suggests
the confidence felt by the Dutch during
the formative years of the republic.

This remarkable portrait shows
Andries Stilte, whose family coat of arms
decorates the upper corner. Stilte is pre-
sented as a standard bearer or ensign of
Haarlem’s Kluveniersdoelen, the company
of militiamen originally organized in 1519
as a firearms unit under the patronage of
Saint Hadrian. He bears the blue standard
and sash of his company; the style of the
rest of his outfit was determined by his
individual taste and wealth. Elaborate,
brightly colored costumes such as the one
Stilte sports were worn for banquets
and ceremonial massings of the guard.
During the Dutch revolt against Spanish
control in the late sixteenth and early
seventeenth centuries, militia companies
served as a civic guard. By 1640, when
Verspronck painted this work, civic
guards had lost most of their military

character and had become more like
gentlemen’s clubs. Officers were chosen
from the wealthy families of Haarlem
and enjoyed remarkable social prestige.
Andries Stilte, son of Mattheus
Stilte and Hester Monnicx, was probably
elected ensign in the Kluveniersdoelen
in 1639. Stilte commissioned Verspronck
to paint this portrait in 1640, the year
that he resigned his rank to marry Eva
Reyniers. According to Haarlem regula-
tions, ensigns had to be bachelors. Subse-
quently, he was required to wear black!
Verspronck was one of the foremost
portraitists in Haarlem during the mid-
seventeenth century. Little is known
about his artistic background: he proba-
bly studied first with his artist father
in his native city of Gouda. Johannes
Verspronck may also have trained with
Frans Hals, although the younger artist
painted in a smoother and more modu-
lated manner than did Hals. As in this
work, Verspronck rendered faces and
materials with great sensitivity, delight-
ing particularly in the delicacy of lace
and the luminous sheen of satins. The
care with which he arranged elements
of high visual interest is evident in the
change he made in the sweep of feathers
on Stilte’s hat. Over the centuries, the
top layers of paint have become more
transparent so that today we can see
traces of the plumes’ original placement.

While many seventeenth-century Dutch
artists, including Frans Hals, portrayed
Dutch militia companies, Verspronck

is the only one known to have executed
a life-size portrait of an ensign.

LYNN PEARSON RUSSELL

Provenance: Jacques Goudstikker, Ams-
terdam, before 1917. C. von Pannwitz,
Berlin, by 1917; by descent in his family
until at least 1975. Otto Nauman, Ltd.,
New York; purchased 1988 by private
collection; sale, Sotheby’s, New York,
30 January 1998, no. 69.
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By the mid-seventeenth century the
Dutch were the greatest sea power in
the world. Their ships sailed the seven
seas, from the Caribbean to the Indian
Ocean, assuring not only military secu-
rity, but also wealth. Indeed, their far-
reaching trade brought to Dutch shores
everything from exotic spices to rare
bulbs. The Dutch fleet also satisfied more
essential needs. For example, “flutes,”
Dutch transport ships that regularly
sailed the Baltic, often brought lumber
from Poland, which was essential not
only for building and ship construction,
but also for artists’ panels such as the
one used here.

Simon de Vlieger, who lived and
worked in Rotterdam, Delft, and Amster-
dam, was one of the most important and
influential Dutch marine artists. Active
from the 1620s to 1640s, he was the link
between the turbulent tonal paintings
of his teacher Jan Porcellis and the sun-

filled calm images of his student Willem
van de Velde the Younger. De Vlieger
was a versatile artist who was equally
comfortable painting dramatic storms
or stately parade pictures, all of which
he enlivened with small figures carefully
situated within the pictorial context.
De Vlieger knew the sea and the
ships that sailed it. He recorded accu-
rately the distinguishing features of the
various types of boats—from large war-
ships to small fishing and transport ves-
sels—and set them convincingly in the
water. But it was De Vlieger’s sensitivity
to the atmospheric effects of water and
sky along the North Sea that separates
him from most other marine painters.
No other artist was as effective as he in
capturing the subtle ranges of grays and
gray-blues found along coastal waters.
De Vlieger’s most innovative paint-
ings, including Estuary at Dawn, capture
the flavor of daily life along the Dutch
coast. In this restrained and sensitive
composition, De Vlieger depicted two
workers applying pitch to the hull of
a ship resting on a sandbar at low tide.
Beside them smoke rises from the fire

heating the pitch, while above dramatic
rays of light break through the vigor-
ously painted clouds. In the background,
clouds billow from the sides of a large
Dutch ship as it fires a salute. The scene
is simple, but the effects of light and
atmosphere give the painting a tremen-
dous sense of drama, qualities enhanced
by the work’s remarkable state of pre-

servation. ARTHUR K. WHEELOCK JR.

Inscription (lower right): s DE ¥LIEG[ER]

Provenance: Edward Donner, Hurst-
bourne Park, Hampshire, England; Gurr
Johns, London.
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]an van Huysum DUTCH, 1682-1749
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Jan van Huysum, more than any other
artist before or after, could capture the
dynamic energy of a profuse array of
flowers and fruit. In this superb example,
flowers overflowing their terra-cotta vase
and peaches and grapes spilling over the
foreground ledge create a sense of opulent
abundance. Woven in and out of the
densely packed bouquet of roses, asters,
hyacinths, auriculae, irises, and holly-
hocks are the rhythmically flowing stems
and blossoms of tulips, poppies, and
carnations.

Van Huysum’s lasting fame has
centered on his exuberant arrangements
and technical virtuosity. He could convey
both the varied rhythms of a striped
tulip’s petal and the glistening sheen of
its variegated surface. He masterfully
integrated insects into his bouquet and
suggested the translucence of dewdrops
on petals and leaves. He delighted in
enhancing the flowers’ vivid colors, pri-
marily pinks, yellows, oranges, reds, and
purples, with striking light effects that
add to the visual richness. He often illu-
minated blossoms situated at the back of
the bouquet and silhouetted darker fore-
ground leaves and tendrils against them.

Although trained by his father Justus
van Huysum the Elder, Jan derived his
compositional ideals and technical prow-
ess from the examples of Jan Davidsz. de
Heem (1606—1683 /1684) and Willem van
Aelst (1626—1683). Following De Heem’s
lead, Jan van Huysum organized his bou-
quets with sweeping rhythms that draw
the eye in circular patterns throughout
the composition. Like his predecessor, he
also included flowers that do not bloom
at the same time, for example, tulips and
roses. From Van Aelst, on the other hand,
Van Huysum learned the advantages of
massing brightly lit flowers to focus the
dynamically swirling rhythms underlying
his compositions.

The dark background of this paint-
ing is characteristic of works the artist
painted in the second decade of the eigh-
teenth century. One contemporary critic
explained that “Van Huysum painted
his flowers and fruit for many years on
dark backgrounds, against which, in his
opinion, they stood out more, and were

better articulated.”®

Responding to the
evolving tastes of his patrons, he eventu-
ally changed his style and situated his
floral bouquets against light backgrounds,
which were usually outdoor garden

settings.

Van Huysum was a secretive artist,
forbidding anyone, including his own
brothers, to enter his studio for fear
that they would learn how he purified
and applied his colors. However, it seems
that he painted at least some of his
flowers from life. In a letter to a patron,
Van Huysum explained that he could
not complete a still life that included a
yellow rose until it blossomed the follow-
ing spring. Indeed, this Amsterdam
artist’s keenness for studying flowers led
him to spend a portion of each summer
in Haarlem, then, as now, a horticultural
center. Nevertheless, the remarkable simi-
larities in the shapes and character of
individual blossoms in different still-life
paintings indicate that he also adapted
drawn or painted models to satisfy pictor-

ial demands. ARTHUR K. WHEELOCK JR.

Provenance: Rothschild Collection,
Vienna; Gallery Sanct Lucas, Vienna;
Philip and Lizanne Cunningham, Alexan-
dria, Va., 1994; Otto Naumann, Ltd.,
New York.
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The Marquis de Beringhen

1722, oil on canvas

147 x 114 (57% x 447s)

Eugene L. and Marie-Louise Garbéty
Fund, Patrons’ Permanent Fund, and
Chester Dale Fund

1094.14.1
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Jean-Baptiste Oudry erench, 1686-1755
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Oudry was the leading painter of still-
life and hunting scenes in France during
the first half of the eighteenth century.
Much admired by Louis xv, he portrayed
favorite royal hounds and painted scenes
of the king riding to the hunt, which was
the monarch’s sporting passion. On occa-
sion Oudry painted portraits; The Marquis
de Beringhen, his masterpiece among them,
most likely played a part in launching his
artistic career at court.

Henri Camille de Beringhen (1693 —
1770) came from a family that had served
the French crown since the sixteenth
century. After a military career, he inher-
ited the title Premier Ecuyer de la Petite
Ecurie du Roi (Master of the King’s Pri-
vate Stables) in 1724, in which capacity
he organized the royal hunt. He was a
success at court, and was endowed with
a number of lucrative and honorary
titles. It was Beringhen who introduced
Oudry to the young Louis XV, and the
artist soon joined the royal hunts as an
observer. Beringhen was a keen patron of
contemporary artists, especially Nicolas
Lancret, Frangois Boucher, and Oudry,

who provided decorations for his Paris
town house and his country home at Ivry.
The Marquis de Beringhen is an elabo-
rate image, in which Oudry combined
portraiture, a still life with dead game,
a living animal, and a landscape. The
twenty-nine-year-old marquis, seated
on a knoll at the base of a tree, is dressed
in a linen shirt, a pale gray hunting coat
lined with teal-blue velvet and trimmed
with silver braid and buttons, breeches,
and thigh-length boots. Strands of his
powdered hair are caught at the back of
his head in a black silk ribbon. In his
left hand he holds aloft a red-legged par-
tridge; with his right he pets a pointer.
In the left corner is a still life of powder
horn, fowling piece, game, and a game
bag. In the distance two women converse
on the terrace of a country house, which
probably represents not an actual place,
but a suitably gentlemanly setting that
Oudry devised for Beringhen.

Oudry’s art is characterized by sharp

observation of nature, a bold sense of the
decorative, and brilliantly assured tech-

nique. There are especially lively passages

of painting in the costume, such as the
handling of the lace of Beringhen’s shirt

and the silver embroidery on his coat, and

in the feathers of the partridge and the

fur of the hound. The Marquis de Bering-
hen epitomizes Oudry’s approach to
painting; the sophisticated elegance of
the rococo style is combined with an
acute sense of observation that is charac-
teristic of the Age of Enlightenment.
PHILIP CONISBEE

Inscription (lower right): peint par /
JB. Oudry 1722

Provenance: Acquired in 1860 by the
marquis de Moustiers; by descent to the
marquis de Moustiers, Chiteau de Bour-
nel, Rougemont, by 1950; Eric Turquin,
Paris; Wildenstein, New York.



Bernardo BCHOttO VENETIAN, 1722-1780
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Nephew and pupil of the celebrated
Venetian view painter Canaletto, Ber-
nardo Bellotto began by depicting various
locations in Venice in the precisely topo-
graphical style of his uncle. As he trav-
eled throughout Italy, however, Bellotto
gradually developed a distinctive and
increasingly poetic manner of his own.
The turning point in the artist’s career
came in 1747, when Augustus I1I, elector
of Saxony and king of Poland, invited
him to Dresden, where he became court
painter. Though accurate enough to have
served centuries later in the post—World
War 11 reconstruction of the city, Bel-
lotto’s varied and imaginatively conceived
views of Dresden transcend the limits

of topography. When Prussian troops
captured the Saxon capital in the autumn
of 1756, Bellotto moved on to work for
the courts of Vienna and of Munich,
where his redute (view paintings) became
even more artistically complex. The
influence of Ruisdael and other seven-
teenth-century Dutch landscapists played
a crucial role in forming Bellotto’s mature
concept of landscape. After attempting
unsuccessfully to resurrect his career in

Dresden (his munificent patron had died),
Bellotto ended by working for Augustus’
successor in Warsaw, the last great Euro-
pean center he recorded and ennobled
through his art.

Although Bellotto was primarily
a painter of the urban scene, his Forzress
of Konigstein, commissioned by Augustus
111 in the spring of 1756 and acquired by
the Gallery in 1993, is one of five large
canvases depicting the renovated med-
ieval fortress in the countryside near
Dresden. The other canvases in the series,
of identical size and format, consist of
images of both the interior and the exte-
rior of the castle, viewed from a closer
vantage point than that adopted for the
Gallery’s painting. The two exterior
views are in the collection of the earl of
Derby at Knowsley House, Lancashire,
while the other two taken from inside the
castle walls belong to the City Art
Gallery, Manchester. The castle of Konig-
stein, almost unchanged in appearance
today, sits atop a mountain rising preci-
pitously from the Elbe River valley.
Exploiting the picturesque quality of the
site, Bellotto invested the Gallery’s pic-
ture with a sense of drama and monumen-
tality rarely found in eighteenth-century
view painting. Bellotto’s panorama effec-
tively contrasts the imposing mass of
the fortress, perched on a rocky precipice,

with the broad expanse of cloud-filled
sky and with the bucolic scene of rustic
peasants and their animals, picked out in
the foreground by the flickering light.
The middle ground is occupied by forests,
fields, and pathways leading to the castle
at the apex of the mountain. In Bellotto’s
interpretation, Konigstein castle becomes
an awesome—and ironic— symbol of

his patron’s might at the very moment

of his defeat. pAviD ALAN BROWN

Provenance: Commissioned by Frederick
Augustus I11, king of Poland and elec-
tor of Saxony; 2d and 3d viscounts
Palmerston, London; 1st earl Beauchamp,
Madresfield Court, Worcestershire;
Beauchamp sale, Sotheby’s, London,

11 December 1991; Bernheimer Fine Arts
Ltd., London and Munich, and Meissner
Fine Art Ltd., Zurich and London.
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Luis MCléI’ldCZ SPANISH, 1716-1780
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Luis Meléndez was the greatest still-life
painter of eighteenth-century Spain,
and ranks as one of the greatest painters
of the genre in all Europe. Soon after
his birth in Naples, his family returned
to Spain. His father, Francisco, was a
well-known artist instrumental in the
long-overdue founding of the Spanish
Royal Academy of Fine Arts, provision-
ally established in 1744. He was named
an honorary professor and Luis was
admitted as a member with much promise
in 1745. However, the father’s haughty
and difficult character, unfortunately also
shared by the son, was their undoing,
Francisco printed and circulated a peti-
tion denouncing the academy for imag-
ined slights, and Luis personally delivered
it to the academy director. Both father
and son were dismissed from the powerful
institution in 1748, and Luis’ career was
irrevocably damaged. Denied academy
credentials and a prestigious study schol-
arship in Rome, Luis nevertheless trav-
eled to Naples and Rome on his own.
After a few years, he returned to Madrid,
assisting his father and brother in paint-
ing choir books for the new royal palace.
Much of what is known of Luis
Meléndez comes from his own writings.
In 1760 his unsuccessful petition to
Charles 111 makes no mention of the still
lifes that he had been painting since 1759;
the artist’s famous letter of 1772 to the

future Charles 1v, however, centers on

this work. Meléndez wrote of painting
“the four Seasons of the Year, or more
properly, the four Elements, with the aim
of composing an amusing cabinet with
every species of food produced by the
Spanish climate.” Meléndez eventually
delivered forty-four such canvases to
the royal residency in 1773, some just
painted, some completed as many as
fourteen years earlier. While his canvases
were much appreciated by the royal
family and private patrons, his difficult
personality often worked against him.
Meléndez died in poverty in 1780.
Meléndez’ previously unpublished
Still Life with Figs and Bread contains many
elements characteristic of the master’s
greatest works. His talent for rendering
everyday objects with exacting detail is
evident, as are his marvelous effects of
color and light, which usually comes from
the left, and subtle variations of texture.
The bone handle of a kitchen knife pro-
jects over the edge of a rough, wooden
tabletop into the viewer’s space. The eye
is led in a zigzag line from the plate of
green and purple figs to the crusty bread,
to a small barrel and wine flask, and
finally to a cork keg or cooler. This cork
barrel, with wooden staves, a copper-
handled container inside, and what seems
to be snow or ice showing at the top,
appears in several of his still lifes. The
dish, whose undulating rim marks it
as de castaiiuela (in the castanet style) from
the Talavera region of Spain, is also
a familiar object from his kitchen. The
smooth bone knife handle, the subtle

variations in the skin and hues of the figs

(leathery green and iridescent bluish-
purple), the crusty bread, the wood grain
of the bucket, the rubbery cork, and

the shiny glass and copper surfaces show
his mastery at portraying contrasting
textures through the skillful manipula-
tion of the fluid properties of oil. The
vertical format and the combination

of ordinary fruits and kitchen utensils
placed in close contact with one another
suggest a date in the 1760s, before the
larger and more ambitious horizontal
canvases of the 1770s.

An x-ray done at the time of the
painting’s acquisition by the National
Gallery reveals that the artist made many
changes to the composition. Meléndez
originally painted a large wedge of cheese
at the lower right, large, highlighted
reddish berries instead of figs, and a
few berries in place of the knife on the
left. He also reworked the contour of
the bread, the upper contour of the
cooler, and the highlights on the flask.

GRETCHEN A. HIRSCHAUER

Provenance: Mlle Anna Petit, c. 1895
and thence by descent. Private collection,
France. Edward Speelman Ltd., London.
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The Shipwreck

1772, oil on canvas
113.5 x 162.9 (44116 x 64 Y8)
Patrons’ Permanent Fund and
Chester Dale Fund

2000.22.1




Claude-Joseph Vernet erench, 1714-1789
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Claude-Joseph Vernet was one of the
most famous landscape and marine
painters in Europe during the second half
of the eighteenth century. After his initial
schooling in his native Avignon and in
Aix-en-Provence, the twenty-year-old
artist traveled to Rome in 1734. He stud-
ied there for a brief time with the French-
born marine painter Adrien Manglard,
but quickly established his own reputa-
tion. Vernet made sketching trips in

and around Rome and along the Mediter-
ranean coast as far south as Naples,
capturing scenes that provided the basic
repertoire of his art for the rest of his
long career. He was soon sought after

by Roman collectors, as well as by the
international community of French dip-
lomats in Italy and the many wealthy
travelers from north of the Alps, especially
the British making their Grand Tour.

For these patrons Vernet painted views
of Rome and Naples, and imaginary
landscapes and coastal scenes that evoke,
rather than describe, an idyllic Italian
countryside and coastline. He usually
painted landscapes in pairs or even in

sets of four in order to depict nature

in a variety of forms and weather effects.
In 1750 Vernet was summoned back to

France, where he returned in 1753 and
began to paint a series of monumental
views of the principal seaports of the
realm, on commission from Louis Xv. How-
ever, Vernet continued to paint landscapes
and marine scenes for an international
clientele, enjoying critical and commer-
cial success until his death on the eve
of the French Revolution.

The Shipwreck epitomizes the type
of marine subject for which Vernet was
best known. It was commissioned, with
a pendant Mediterranean Coast by Moon-
light (location unknown since c. 1955), by
Lord Arundell in November 1771. The
Shipwreck formed a dramatic contrast with
the peaceful moonlit coast scene, illus-
trating respectively the “Sublime” (elicit-
ing a sensation of horror in the spectator)
and the “Beautiful” (an agreeable and
reposeful sensation), concepts that were
much discussed in aesthetic discourse of
the day. A ship flying a Dutch flag has
foundered on a rocky seashore during a
dramatic storm. Wind crashes the waves,
bends a tree to breaking point, and sends
clouds scudding across the sky, while a
red zigzag crack of lightning illuminates
a harbor town farther along the coast.
Survivors from the wreck are distraught,
exhausted, or just grateful to have
clambered ashore. As the ship takes a
final lurch against the rocks, desperate
survivors slide down a rope in an attempt
to gain the land. Such dramatic narra-

tive incidents along the shores of Vernet’s
shipwrecks were greatly admired by

his public and his critics, and spectators
responded with genuine emotion to his
depiction of the plight of man in the

face of an unrelenting nature. Shipwrecks
were a real hazard of travel in the eigh-
teenth century, much like the automobile
or airplane crashes of our own time.
Vernet painted the scene with lively
brushwork, corresponding to the various
effects of clouds, waves, and foam,

for example; his figures, however, were
carefully and precisely rendered.

PHILIP CONISBEE

Inscription (lower left): F. Vernet /F. 1772

Provenance: Lord Arundell, Wardour
Castle, 1772 to 1952; sold at Wardour
Castle, 10 September 1952, no. 144;
Galerie Popoff, Paris, by 1957; private
collection, France.



Pierre-Henri de Valenciennes

FRENCH, 1750-1819
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Valenciennes holds a position of consider-
able importance in the history of land-
scape painting of the late eighteenth and
the nineteenth centuries. In 1800 he
published the influential treatise on land-
scape painting Elémens de perspective pra-
tigue, 4 ’usage des artistes, suivis de Réflexions
et conseils & un éléve sur la peinture, et partic-
ulierement sur le genre du paysage (which

was still read by Camille Pissarro in the
1860s). In this book, Valenciennes recom-
mended an almost systematic program

of study by painting oil sketches out-of-
doors, the better for the young artist to
understand nature’s myriad appearances
and to train his hand and eye in capturing
them in paint. This theory was based

on Valenciennes’ own practice: since the
early 1780s he had been painting a var-
iety of oil studies in the open air, includ-
ing a notable series executed during a
period of study in Rome, between 1782
and 1785, most of which are now in the
Louvre, Paris.

Study of Clouds over the Roman Cam-
pagna is related in style and subject to
several oil sketches from that series,
for instance At the Villa Borghese: White
Clouds (Louvre, Paris). The artist adopted
an elevated site, with just a suggestion
of the brown rolling slopes of the Roman
countryside indicated along the bottom
of the image. His true subject is the blue
sky above, streaked with silvery white
clouds. The sketch was painted rapidly,
with a delicately applied and lively im-
pasto that captures the changing cloud
formations. Valenciennes’ observation
was exact and scientific, yet at the same
time highly poetic in spirit. In his treat-
ise, Valenciennes placed great importance
on the study of the sky because it is
the main source of light in landscape
painting, He recommended that the artist
should paint such studies of the sky
and its cloud formations in order to learn
the different ways light modifies the
appearance of nature, and to train his
hand and eye in capturing a variety
of natural effects.

These sketches were not made for
sale or exhibition, but for purposes of
study, as part of the long process that
would lead to the creation in the artist’s
studio of more finished exhibition pic-
tures. Valenciennes also employed them
to teach his students how to paint rap-
idly, and how to select and simplify the
complex forms of nature into the limited
pictorial compass of a few square inches.
Although such works were not normally
sold during the artist’s lifetime, they were
sometimes exchanged among painters
and were often acquired by fellow artists
in estate sales of studio effects.

PHILIP CONISBEE

Provenance: Private collection, France;
John Lishawa, London.
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LOUiS—LéOpOld BOIHY FRENCH, 1761-1845
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Raised near Lille in northern France,
Boilly trained with his father before mov-
ing in 1778 to Arras, where he studied
with the trompe I’oeil painter Dominique
Doncre. In 1785 Boilly settled in Paris
and painted trompe P’oeil subjects, small
portraits, and scenes of erotic gallantry.
With the Revolution and the disbanding
of the old royal academy, exclusive privi-
lege to show at the Salon was no longer
accorded just to academicians; in 1791
any artist could exhibit. And from that
year onward, Boilly exhibited regularly at
the Salon: in 1808 he showed Cardsharp

on the Boulevard along with a pendant Young
Savoyards Showing Their Marmot (private
collection, Paris). These paintings mark
an important moment in his career, as
they were among his first depictions of
everyday Parisian street life. Democratic
or even populist in subject, they were
designed especially to appeal to the wide
public that attended the annual Salon
exhibitions.

The boulevards of Paris—broad
avenues lined with trees—had been a
distinctive feature of the city since the
eighteenth century, attracting crowds
of strollers from all social classes, ven-

dors of all kinds, street entertainers,

and purveyors of various licit and illicit
pleasures. Cardsharp on the Boulevard shows
several episodes on the boulevard du
Temple, where, to the right, the scene

is dominated by a cardsharp or conjurer,
offering cards to a group of attractive
young women and children. Various types
look on, including the artist himself,

the glum, skeptical figure portrayed in a
bicorne hat at the center of the group.

To the far right a trestle table displays a
cup, balls, and dice, the articles of various
other tricks. In the left background an-
other crowd makes its way into the prem-
ises of a café and patisserie, while in the
left foreground a young woman is engaged
in the oldest profession. The companion
picture shows other popular street enter-
tainments, including young lads from
Savoy displaying their pet marmot and
playing the hurdy-gurdy. Contemporary
critics—and Salon visitors—appreciated
Boilly’s very fine technique and his ability
to capture so many details of costume,
custom, and character, which he skillfully
worked into a coherent narrative whole.
Cardsharp on the Boulevard was designed

to appeal to a wide audience, and this
delightful slice of Parisian life in the early
years of the Empire is no less engaging
today than it was in Boilly’s time.

PHILIP CONISBEE

Inscription: L. Boilly. 1806.

Provenance: Duchesse de Berry; her sale,
Bellavoine and Margny, Paris, 28 January
1848, no. 80; Forestier and Descharmes
collection; their sale, A. Perrot, Paris,
11—15 December 1871, no. 6; Duc de
Persigny, Chiteau de Charamande; his
sale, Charles Pillet, Paris, 1§ March 1876,
no. 4; anonymous sale, Georges Blond,
Paris, 13—14 December 1943, no. 68;
anonymous sale, Sotheby’s, Monaco, 23
February 1986, no. 310; Brod collection,
London; anonymous sale, Christie,
Manson & Woods, New York, 27 January
2000, no. 67.
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Simon Denis

BELGIAN, 1755-1812
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At the turn of the eighteenth and nine-
teenth centuries, Simon Denis had a
European-wide reputation as a painter of
landscapes in Italy, where he lived from
1786 to his death in 1812. His reputation
declined after his demise and has only
recently been rehabilitated, as a number
of his works have appeared on the art
market in the last ten years. A 1992 auc-
tion in Monaco, for example, offered
paintings and drawings from his studio
that had come by descent through the
artist’s family. Denis was born in Ant-
werp, where he trained with the local
landscape and animal painter Henri
Antonissen. In 1775 he moved to Paris,
where he worked and studied under the
patronage of the painter and art dealer
Jean-Baptiste Lebrun. In 1786 Lebrun
encouraged Denis to visit Rome, where
he settled, married a Roman woman,
and established his successful career as
a painter of landscapes. He painted
idealized landscapes in the tradition of

Claude Lorrain, topographical views,

and sketches executed in the open air.
He was elected to the Accademia di San
Luca in Rome in 1803. He was appointed
court painter to Joachim Murat, king

of Naples, in 1808, and spent the rest of
his life based in Naples.

The French painter Frangois-Marius
Granet recalled in his memoirs that,
when he arrived as a young artist in
Rome in 1802, Denis advised him that
he could profit by following his example
and painting small landscapes in and
around the city. Denis would certainly
have encouraged Granet to paint open-air
oil sketches, and ample evidence in their
many surviving studies in oil on paper
shows that both artists made this a regu-
lar activity. They were following the
precepts and practice of their contempo-
rary Pierre-Henri de Valenciennes, a
seminal figure in the history of open-air
painting whose work is also represented
in the present exhibition (see page 49).

View near Naples is typical of Denis’
oil studies made from nature: the delicacy
and the lively variety of the painter’s
touch, the feeling of fresh observation,
and his sensitivity to the nuances of
outdoor light. Denis’ point of view, char-
acteristically unusual and decidedly not

“picturesque,” looks forward to the infor-
mality of photography. It is not without
humor that he pushed the peaks of Vesu-
vius into the far left background, playing
down one of the most famous tourist
sites in southern Italy in favor of some
nondescript farm buildings and a local
working landscape. The place appears to
be near the agricultural village of Gra-
gnano, inland from Castellammare to

the south of Naples. This fertile and
wooded area was much frequented by
Neapolitans, who came to avoid the sum-
mer’s heat of the crowded city. Denis
very likely worked there in or after his
permanent move to Naples in 1806.

PHILIP CONISBEE

Inscription (verso): D.

Provenance: Private collection, France;

James Mackinnon, London.
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c. 1806, oil on paper on canvas
31.2 x 41.8 (12% x 161%)
Chester Dale Fund
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Raphaelle Peale AMERICAN, 1774-1825
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As the oldest son of Charles Willson
Peale, Raphaelle Peale was the first in a
dynasty of painters and botanists bur-
dened by the names of famous artists and
scientists that their father admired. In
the first history of American art, pub-
lished nine years after Raphaelle Peale’s
death and one of the very few notices
taken of him, William Dunlap wrote

that Peale, like his father, was “a painter

of portraits in oil and miniature, but

excelled more in compositions of still life.

He may perhaps be considered the first
in point of time who adopted this branch
of painting in America.”! Dunlap was
absolutely right about the excellence of
Raphaelle’s still lifes and, as far as we can
tell, about his being America’s first still-

life painter. What Dunlap did not see as
clearly was that Raphaelle Peale was one
of the most gifted artists in America

at the turn of the nineteenth century, and
one of its most daring, for he chose still
life at a time when that subject was held
in low esteem.

Raphaelle Peale did not have a happy
or a tranquil life. He lived in uncertain
times of revolution, war, profound social
and political change, and rapidly shifting
values and tastes. Given the name of the
greatest artist of modern times, Raph-
aelle Peale was freighted with an unbear-
able standard of perfection. His marriage
was unhappy, he was irresponsible as a
parent, and he was chronically unsuccess-
ful as an artist. By his thirties his hands
and legs were crippled by gout. He was
so seriously ill from alcoholism that he
was committed for “delirium,” and from
its effects he died at the age of fifty-one.

None of this is seen or felt in the
technical refinement, classic order, and
serene beauty of his still lifes, least
of all in what is surely his greatest and
most perfect one, A4 Desserz.

NICOLAI CIKOVSKY JR.

Provenance: James Fullerton, Boston,
by 1818 until at least 1828. Oswald J.
Arnold, Chicago and Minneapolis;

by inheritance to his sister, Charlotte
Arnold, Minneapolis; her descendants,
San Diego; Terry DeLapp, Los Angeles,
in 1975; purchased 1976 by Jo Ann and
Julian Ganz Jr., Los Angeles.?



A Dessert (Still Life with $5
Lemons and Oranges)

1814, oil on panel

34 x 48.3 (13% x 19)

Gift (partial and promised) of

Jo Ann and Julian Ganz Jr.,

in memory of Franklin D. Murphy

1999.44.1
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View of a Villa, Pizzofalcone, Naples

1819, oil on canvas

41 x 54 (16 Y6 x 21Y4)

New Century Fund,

Gift of Lois and Robert Erburu

1997.102.1
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Lancelot-Théodore Turpin de Crissé rrench, 1782-1859

Turpin de Crissé came from an aristo-
cratic family, but his father, a talented
amateur artist, lost his life and the family
fortune in the French Revolution. During
the Directory he was supported by the
comte de Choiseul-Gouflier, enabling him
to study landscape painting and make a
trip to Switzerland in 1803. At the Salon
of 1806 he exhibited a painting, René’s
Farewell to His Sister, based on a literary
subject from Chateaubriand, the French
writer and statesman. During the Empire,
Turpin de Crissé attended the court of
Josephine as one of her chamberlains, but
returned to his artistic career after her
death and the fall of Napoléon in 1814.
By this time an inheritance had made him
financially secure. A frequent exhibitor
at the Paris Salon until 1835, he traveled
to Italy in search of landscape motifs

in 1818, 1824, and 1830. Trusted by the
Bourbons after the restoration of the
monarchy, he held a number of official
posts concerned with the administration
of the arts and museums, and was elected
to the Legion of Honor in 1825. After

the Revolution of 1830, he retired to

his native town of Angers, and devoted for the artist’s choice of an unusual and

himself to building a collection of certainly unconventional site, in a
antiquities and works of art, which he city otherwise full of famous views and
bequeathed to the local museum that historic monuments. The finesse of his
still bears his name.

View of a Villa, Pizzofalcone, Naples

was probably painted in 1819 (according

technique and the precision of his obser-
vation, combined with the surprising
viewpoint, convey a vivid sense of place.
to an inscription on a related drawing), Although this is a finished studio paint-
just after Turpin de Crissé’s first visit ing, it was very likely closely studied
to Italy. In 1826 he published a suite of on the spot: the clear, bright light
thirty-nine lithographed views in and of the southern Mediterranean gives it
around Naples, Souvenirs du golfe de Naples, an immediacy and a feeling of the out-
although the subject of our painting does doors. PHILIP CONISBEE
not appear there. View of a Villa, Pizzo-
falcone, Naples shows a modest neoclassical Provenance: Private collection, Berne;
villa, perched atop an overgrown, rocky Marc Blondeau, Paris.
cliff and grotto, with animals and

passersby heading for the ancient tunnel

to the right. The same site was depicted

in the 1770s by the British painter

Thomas Jones (Glynn Vivian Art Gallery,

Swansea); the little villa, however, was

constructed later, at some point between

then and 1819. Turpin de Crissé’s paint-

ing contrasts the crisply whitewashed

villa with the undeveloped terrain below.

The site in the Pizzofalcone neighborhood

of Naples is much altered today, with

a garage and parking lot, but the house

above, although modified, can still be

identified as the Palazzo Villino Wenner.

Turpin de Crissé’s painting is remarkable
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Among early nineteenth-century artists,
John Constable was one of the most
assiduous and systematic students of the
sky. As a landscape painter he was acutely
aware of the sky as the principal source
of light and of the extent to which cloud
cover, the formations of clouds, and atmos-
pheric effects could influence the appear-
ances of nature. Constable was keenly
aware of contemporary scientific study of
these natural phenomena, and followed
current developments in the recent science
of meteorology, as in Luke Howard’s
seminal essay “On the Modifications of
Clouds,” first published in serial form in
1803, and reissued in his book The Climate
of London in 1818, or in Thomas Foster’s
book, Researches about Atmospheric Phenom-
ena, published in 1812. The artist felt that
a thorough understanding of such natural
phenomena would give his art greater
truth to nature.

In the early 1820s Constable lived in
Hampstead, a village situated just north
of London on an elevated, open, hilly
heathland that made him especially aware
of the sky and its ever-changing effects.

It was during his residence there that he
made many oil sketches of the sky itself
and of the sky set off against the dark

foliage of treetops. He painted such works
rapidly, usually in oils on paper, working
directly from nature in the open air. The
paper support enabled Constable to work
fluidly, while the relatively absorbent
qualities of the paper allowed the studies
to dry more quickly than they would

on canvas. Constable referred to these
painterly exercises as “skying,” He often
annotated these studies with the date,
time of day, wind direction, and the sci-
entific nomenclature invented by Howard
for the cloud formation depicted.

Cloud Study: Stormy Sunset is typical
of Constable’s Hampstead oil sketches of
the sky. It is freely and quickly executed,
the colors brushed on with gusto, wet
paint into wet paint. Yet it conveys
vividly the effects of light, atmosphere,
and movement in the western sky on
a cloudy evening after a stormy day.

This oil sketch is not visibly annotated,
although Constable may have written
on the back of the mounted paper or at
the bottom of the image, where slight
traces of pen strokes may be the tops

of letters from an original annotation,
trimmed off the sheet for aesthetic rea-
sons at an unknown later date. This work
is one of about forty extant cloud and
sky studies by Constable. For him, such
sketches were not so much works of art
complete in themselves, as raw materials

gathered in the field, empirical research

matter that would serve to better inform
the naturalism of his more finished exhi-
bition pictures worked up in the studio.
Toward the end of his life, in the 1830s,
Constable’s art became more emotionally
charged. He increasingly regarded the sky
as “the chief organ of sentiment” in land-
scape painting, and very likely looked

to his cloud studies more for their expres-
siveness, than for their empirical or

scientific content. PHILIP CONISBEE

Provenance: Ella Mackinnon, née
Constable; Sir Henry Newson-Smith;

Sir Frank Newson-Smith, 1898; his sale,
Christie, Manson & Woods, London,

26 January 1951, no. 31; Leggatt, London;
Agnew’s, London; private collection;
Salander O’Reilly, New York.
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18211822, oil on paper on canvas
20.3 x 27.3 (8 x 10%)

Gift of Louise Mellon in honor of
Mr. and Mrs. Paul Mellon

1998.20.1
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In 1811 Johan Christian Dahl moved from
his native Bergen to Copenhagen, where
the twenty-three-year-old landscape
painter studied in the Academy of Fine
Arts. Dahl combined an interest in Dutch
seventeenth-century landscape painters
such as Jacob van Ruisdael and Allart

van Everdingen with the influence of the
crisply observed Roman landscape views
of his contemporary Christoffer Wilhelm
Eckersberg, whose work he discovered in
Copenhagen. Dahl remained a specialist
in landscapes, painting open-air oil stud-
ies, finished views, and imaginary land-
scapes based on memory and on the work
of his Dutch predecessors. In 1818 Dahl
traveled south, spending two years in
Dresden, where he fell under the strong
influence of the German romantic land-
scape painter Caspar David Friedrich. At
the invitation of the Danish prince Chris-
tian Frederick, Dahl traveled to Rome
and Naples, where he painted oil sketches
and finished views of Italian sites. In 1821
he returned to Dresden, remaining for

the rest of his life and sharing a house
with Friedrich. Dahl made frequent trips
to Norway and Denmark, and exhibited
regularly in Copenhagen.

View from Vaekero near Christiania
was painted in Dresden in January 1827,
after one of Dahl’s trips to Norway (he
had visited Christiania, present-day Oslo,
the previous summer). An annotated
landscape drawing dated Fune 1826 sur-
vives (National Gallery, Oslo), showing
the ship and nets hanging out to dry at
Vacekereo. The painting is infused with a
melancholy, nocturnal mood frequently
found in the art of Friedrich, and the
repertoire of romantic motifs—cloud-
covered moon, rocky inlet, misty hills,
haunting ship riding at anchor, drying
nets, and the couple contemplating the
nocturnal scene—can also be found in
the great German painter’s works. Indeed
Dahl owned one of Friedrich’s most char-
acteristic and comparable landscapes,
Two Men Contemplating the Moon, which he
sold to the Royal Picture Gallery in Dres-
den in 1840. View from Vackero near Chris-
tiania is one of Dahl’s most Friedrich-like
landscapes, and as such is a highly typical
example of romantic landscape painting
of the Dresden school. For all that it was

painted from memory, it has a remark-
ably fresh feeling for nature, especially in
the subtle effects of light modulated by
clouds, mist, and reflections. It was com-
missioned from Dahl by the Hamburger
Kunstverein, an artists’ cooperative and
exhibiting society in Hamburg, Germany,
where it was exhibited in 1827 and pur-
chased by a Norwegian collector, Jacob
All.pHiLIP cONISBEE

Inscription (lower right):
Dabhl Januar 1827

Provenance: Jacob All, Nes, Norway;
N.H. All; P. Senstehagen, Oslo; Mrs.
Cappelen, Ulefoss; Mrs. Levenskiold,
Vaekero; Christian Blich, Oslo;
Jean-Frangois Heim, Paris.
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1827, oil on canvas
60.5 % 96.5 (23 %6 x 38)
Patrons’ Permanent Fund

1999.99.1
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Santissima Trinita dei Monti,

in the Snow

18271828, oil on paper on canvas
22 x 30 (8116 x 111%16)

Chester Dale Fund

1997.65.1
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Giroux first studied painting under his
father in his native Paris, and began to
exhibit landscapes at the Salon in 1819.
He entered the Ecole des Beaux-Arts

in 1821 and won the Prix de Rome for
historical landscape in 1825. This coveted
prize took him to the Académie de France
in Rome, where he studied until 1830.
Many a French artist made the trip to
Rome during this period, and Giroux
numbered among his friends there such
innovative young landscape painters as
Jean-Baptiste-Camille Corot, Caruelle
d’Aligny, Edouard Bertin, and Léon
Fleury. Although idealized, historical
landscapes won official academic favor, in
practice Giroux and his contemporaries
had a passion for working out-of-doors.
They sought to capture their experience
of nature as immediately as possible by
painting in oils, usually on prepared
paper, in the open air. A sense of immedi-
acy is often conveyed by the sketchiness
of these open-air studies, which were
usually made quite quickly. Sometimes,
however, these artists completed such
works in the studio, bringing them to a
greater degree of finish. Giroux and his

compatriots went on painting expeditions
together, both in Rome and beyond its
walls, into the surrounding campagna. In
1831 Giroux submitted a group of such oil
studies made in Italy— probably the
more finished type, rather than freely
executed sketches—for exhibition at the
Salon in Paris, where they won him a

gold medal. This indicates a growing public
and official acceptance, immediately
following the Revolution of 1830, of a
more naturalistic aesthetic.

Santissima Trinitd dei Monti, in the Snow
was most likely painted from a window,
rather than strictly in the open air: after
all, such weather was hardly conducive
for working outdoors! The view is taken
from the north side of the Villa Medici,
the seat of the Académie de France on the
Pincian Hill in Rome, looking toward the
famous church and convent of the title;
the convent’s snow-covered kitchen gar-
den is in the foreground. We can speculate
that the view was made from the artist’s
own window while he was a student at
the Villa Medici. The date of 18271828,
suggested by an old pencil inscription
on the stretcher of the canvas, is consis-
tent with Giroux’s residence there. Be-
yond the church of Santissima Trinita dei
Monti, the Palazzo Quirinale blocks the
horizon; the obelisk to the right in front

of the church marks the top of the
Spanish Steps. Giroux has captured the
steely gray light of a cold winter’s day,
and brilliantly combines a sharp sense
of topographical accuracy with a lively,
sketchy, painterly touch. The National
Gallery of Art has acquired two other
paintings in oil on paper by Giroux dur-
ing the last decade: Forest Interior with a
Painter, Civita Castellana and Forest Interior
with a Waterfall, Papigno (both gifts in
1994 of Mrs. John Jay Ide in memory of
Mr. and Mrs. William Henry Donner).
The former depicts one of Giroux’s com-
panions painting a waterfall in a wood-
land setting on one of their sketching
excursions into the countryside around
Rome; in the latter, Giroux himself
painted a similar cascade on the spot.
PHILIP CONISBEE

Provenance: Private collection, France;
John Lishawa, London.
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Thomas Cole, generally considered
America’s first important landscape painter,
first traveled to Europe in 1829. In
London that year he saw and admired the
English painter John Constable’s great
Hadleigh Castle: The Mouth of the Thames—
Morning after a Stormy Night (1829, Yale
Center for British Art, New Haven),
which depicted a ruined medieval tower
standing on a high hill. While in Italy in
1831—1832, Cole saw and sketched similar
scenes and upon his return to America
painted a number of fine pictures of cir-
cular towers set in lonely landscapes.
Cole began this painting to fulfill a com-
mission for a scene from Byron’s narrative
poem, “The Corsair.” Encountering diffi-
culties with that subject, he shifted to a
different source, Coleridge’s introduction
to “The Ballad of the Dark Ladié,” which
includes lines describing a moonlit scene
with a ruined medieval tower. However,

as Cole struggled to bring the painting to

completion, he was beset by doubts
and his mood became troubled. As he
recorded in his journal on 19 May 1838:

When I remember the great works produced
by the masters, how paltry seem the produc-
tions of my own pencil; how unpromising
the prospect of ever producing pictures that
shall delight, and improve posterity, and

be regarded with admiration and respect.’

Feeling shackled by the demands of
illustrating someone else’s imagery, Cole
abandoned his poetic sources and made
the picture into something more purely
his own. A few days later, on 22 May
1838, he wrote in his journal:

I am now engaged in painting a Picture repre-
senting a Ruined & Solitary Tower that stands
on a craggy promontory whose base is laved
by a calm unruffled ocean. . . . I think it will be
poetical, there is a stillness, a loneliness about

it that may reach the Imagination.?

Italian Coast Scene with Ruined Tower,
probably the work Cole exhibited in
Boston in 1839 as Izalian Seashore, with
Tower, was unknown to modern scholar-
ship on Cole until its acquisition by
the Gallery in 1993. As one of Cole’s

major statements on the theme of the
mutability of man’s creations and

the transience of life, it may be seen as
a pictorial version of ideas he also ex-

pressed in poetry:

Or is it that the fading light reminds

That we are mortal and the latter day

Steals onward swiftly, like unseen winds,

And all our years are clouds that pass
quickly away.3

FRANKLIN KELLY

Provenance: Possibly Hugh D. Scott,
Boston, Mass.; his daughter, Helen
Livingston Scott Greenway [1903—1980],
Wellesley and Needham, Mass.; her son,
James C. Greenway 111, Fairfield, Conn.
and Easton, Md., [1962—1993]; sold
through Martin Chasin Fine Arts,
Fairfield, Conn.



Italian Coast Scene with Ruined Tower

1838, oil on canvas

86.4 x 16.8 (34 x 36)

Gift of The Circle of the National
Gallery of Art

1993.55.1
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The Approaching Storm

1849, oil on canvas on board

116.2 x 157.5 (45 % x 62)
Chester Dale Fund

1995.42.1
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Constant Troyon was one of the leading
ninetcenth—century animaliers, artists
specializing in the depiction of animals in
a landscape setting, and he is best known
for large-scale bucolic scenes of cattle

or sheep dating from later in his career,
which ended when his health failed in

the late 1850s. The Approaching Storm, in
contrast, is an earlier masterpiece. On the
far bank of a watercourse a woman and
child scurry toward a barge while two
ferrymen, faced by bad weather, hasten
to remove their poles from the riverbank
to signal the closing of the ferry. The
peasant staffage and rustic scenery signal
Troyon’s allegiance to the ideals of the
Barbizon movement: the dignity of com-
mon man and the nobility of life in the
countryside. The drama of the impending
storm, with clouds towering over the
meadows and dominating the diminutive
figures, also places Troyon’s composition
within the romantic tradition.

The Approaching Storm attests to
Troyon’s admiration of the great English
landscape painter John Constable (1776~
1837). The work has the breadth and
sweep of Constable’s major exhibition
pieces, his so-called six-foot paintings.
Troyon also favored a larger scale for
major compositions, even though it ran
counter to the scale prescribed by the
academic hierarchy, which placed land-
scape near the bottom of the range of
artists’ subjects. Troyon’s attention to
the details of the construction of the
wooden ferryboat and landings echoes
Constable’s and the low point of view he
adopted looking across a gentle water-
course toward a vista of pastures, wood-
land, and a village on a distant ridge
recalls Constable’s depictions of the Stour
Valley. Troyon underscored his debt
to the English painter by borrowing and
adapting the pose and costume of the
near ferryman from Constable’s 1824
painting The Lock (Carmen Thyssen-
Bornemisza Collection, Madrid).

Appreciation for Troyon’s mastery
only emerged during the 1990s. The
Approaching Storm lay unknown in a pri-

vate collection from 1927 to 1995, when
the National Gallery of Art acquired it.
Contemporary critics ranked Troyon on
a par with the Barbizon painter Théodore
Rousseau, a ranking secured for our artist
by paintings like The Approaching Storm.

FLORENCE E. COMAN

Inscription (lower left): C. Troyon. /1849

Provenance: J. Grant Morris, of Allerton
Priory, Woolton, Liverpool; sale, Christie,
Manson & Woods, London, 23 April
1898, no. 126, to Arthur Tooth & Sons,
London; transferred to Arthur Tooth &
Sons, New York, in April 1901; private
collection, Chicago, by 1927; thence by
descent; sale, Christie, Manson & Woods,
New York, 25 May 1995, no. 216.
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The exhibition of Home, Sweet Home in
the spring of 1863 auspiciously marked
Winslow Homer’s debut as a painter. The
painting was enthusiastically admired.
“Winslow Homer is one of those few
young artists who make a decided impres-
sion of their power with their very first
contributions,” a critic observed. “He
at this moment wields a better pencil,
models better, colors better, than many”!
more established artists.

Home, Sweet Home was a remarkable
technical achievement for someone,
like Homer, who was largely self-taught.
In this, one of his very first paintings,
Homer’s contemporaries were able not
only to take clear measure of his large
artistic gifts, but also to sense qualities
of mind and character that were impor-
tant parts of what one of them called the
“promise of a worthy art future.”? They
saw those qualities in the “delicacy and
strength of emotion™3 of Home, Sweet
Home, its “real feeling”* and lack of
sentimentality. They saw them, too, in
its directness, and in its intelligence:
“There is no clap-trap about it. Whatever
of force is in the picture is not the result
of trickery, and is not merely surface
work, not admitting of examination, but
painstaking labor directed by thought.”’
And they saw them in its modernity: It

is “inspired by a fact of to-day.”¢

"Two union soldiers (infantrymen,
as the insignia on their caps show) listen
as the regimental band plays “Home,
Sweet Home.” In what might almost be
a description of Homer’s painting, and
of the kind of experience Homer himself
must have had when he visited the front
in 1861 and 1862, the Union general
Nelson A. Miles described an occurrence
in the valley of the Rappahannock:

Late in the afternoon our bands werc accus-
tomed to play the most spirited martial

and national airs, as “Columbia,” “America,”
“E. Pluribus Unum,” “The Star-spangled
Banner,” etc., to be answered along the
Confederate lines by bands playing, with
equal enthusiasm, “The Bonny Blue Flag,”
“Southern Rights,” and “Dixie.” These
demonstrations frequently aroused the hostile
sentiments of the two armies, yet the ani-
mosity disappeared when at the close some
band would strike up that melody which
comes nearest the hearts of all true men,
“Home, Sweet Home,” and every band within
hearing would join in that sacred anthem

with unbroken accord and enthusiasm.”

The title of Homer’s painting evokes
the “bitter moment of home-sickness

and love-longing”8

that the song inspired
in the soldiers. The title also refers to the
soldiers’ “home,” shown with all of its
domestic details—a small pot on a smoky
fire, a tin plate holding a single piece of
hardtack—which Homer, who did the
cooking and washing when he was at the
front, knew intimately, and which, with
surely intended irony, are very far from

“sweet.” NICOLAI CIKOVSKY JR.

Provenance: Samuel Putnam Avery,

New York, possibly 1863 to 1867;9

his sale, Leeds Art Galleries, New York,
4—s February 1867, 2d day, no. 59;'°
Mrs. Alexander H. Shephard [or Shep-
herd], New York;'! Howard Young
Galleries, New York; M. Knoedler & Co.,
New York, in 1918.'> George M.L.
LaBranche, New York, by 1944 until at
least 1950.13 Mr. and Mrs. Nathan

Shaye, Detroit, by 1958 until 1984;™
sale, Sotheby’s, New York, 30 May 1984,
no. 19, bought in; consigned 29 August
1984 to Hirschl & Adler Galleries,

New York; sold 1 February 1985 to
private collection; sale, Christie, Manson
& Woods, New York, s June 1997,

no. 12; purchased by Hirschl & Adler
Galleries, New York.%S



Home, Sweet Home

c. 1863, oil on canvas
$4.6 x 41.9 (212 x 16%4)
Patrons’ Permanent Fund

1997.72.1
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Although many nineteenth-century
American landscape painters traveled
abroad in search of subjects, Sanford
Gifford was one of the very few who
ventured beyond England and the
Continent. Early in 1869 he traveled

the Nile from Cairo to the first cataract
(actually rapids) and back. On 4 March
he reached the village of Siout, which lay
in the midst of an extensive and fertile
plain below the Libyan Hills at the start
of a great caravan route running through
the Libyan Desert to the Sudan. The
town was known for its picturesqueness
and its history, having been the capital of
the thirteenth nome (province) of Upper
Egypt during antiquity and the birth-
place of Plotinus, the great Neoplatonic
philosopher. Gifford described the view
that inspired this painting in his journal:

Looking westward, the town with its domes
and minarets lay between us and the sun,
bathed in a rich and beautiful atmosphere.
Behind, on the right, were the yellow cliffs of
the Libyan mts., running back into the tender
grades of distance. Between us and the town
were fields of grain, golden green with the
transparent light. On the right was a tent
with sheep and beautiful horses, the sunlight
sparkling on a splendid white stallion. On
the left the road ran in, with a fountain

and figures of men and women and camels.
The whole glowing and gleaming under

the low sun.!

Siout, Egypt is the most important
and the finest of Gifford’s dozen or so
known Egyptian works and ably demon-
strates his mastery of both atmospheric
and linear perspective. The glowing
light serves both to give tonal unity
and balance to the overall composition
and to reveal the myriad details of the
scene with exceptional clarity. The result
is a work that is less about the physical

facts of the scene it depicts and more
about the very act of perceiving. As one
of the artist’s contemporaries wrote:

Gifford’s art was poetic and reminiscent. . . .

It was nature passed through the alembic

[a device that refines or transmutes through

distillation] of a finely organized sensibility.?

FRANKLIN KELLY

Provenance: J.I. Nesmith, Brooklyn,

N.Y., by 1881. Vose Galleries, Boston,
Mass.; to Webster and Douglas B. Collins,
Longmeadow, Mass., by 1970; to Vose
Galleries, Boston, Mass.; to Jerald Dillon
Fessenden, New York; to James Maroney,
New York, 1986; to Hirschl & Adler
Galleries, New York.
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1874, oil on canvas

$3.3 x 101.6 (21 x 40)

New Century Fund,

Gift of Joan and David Maxwell

1999.7.1
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The Dance Lesson

c. 1879, oil on canvas
38 x 88 (141%16 x 34%)
Collection of Mr. and Mrs. Paul Mellon

1995.47.6
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Degas’ best-known works are those in-
spired by the ballet. For an artist com-
mitted to the depiction of modern life,
the theater in all of its forms—the ballet,
the opera, even the more raucous café-
concerts—held a special appeal. What
intrigued him the most, however, was
not the formal, polished performance,
but rather the behind-the-scenes, casual,
candid moments of dancers rehearsing
or resting. It is a theme that the artist
was to explore time and again, not only
in his ballet paintings but also in his
horse-racing scenes.

Painted c. 1879, The Dance Lesson is
the first ballet scene in a distinctive group
of some forty pictures, all executed in
an unusual horizontal format. Degas had
already begun to experiment with this
format in some of his racing scenes in
order to create an almost panoramic sense
of space. In the ballet scenes, the setting
was transformed into an oblong rehearsal
room populated by dancers in various
states of activity and exhaustion. This
format, which has been likened to a frieze,
has a decidedly decorative quality. Degas’
fascination with the unexpected views
and flattened forms of Japanese prints is
also apparent: figures are sharply cropped

and placed off center, while the floor,
which dominates the scene, seems tipped
upward, an illusion that is accentuated
by the elongated format.

Like most of his ballet scenes,
The Dance Lesson is a deceptively straight-
forward image. Although the overall effect
seems spontaneous, the picture was care-
fully orchestrated from start to finish.
Degas produced a compositional sketch
in one of his notebooks (possibly after he
had already started the painting), laying
out several crucial components: the
seated figure at the center, the window
at the far right, and the double bass and
open violin case at the far left. Into this
basic framework he then introduced the
figures of other dancers. Pulled from a
number of his drawings and other paint-
ings, these figures, like mannequins, were
moved and arranged in artful configu-
rations. The dancer adjusting her bow,
for example, appears not only in a number
of pastels but also in several paintings
from this group of friezelike compositions
(The Detroit Institute of Arts, The Met-
ropolitan Museum of Art, New York).
Even after the forms had been placed
within the composition, they were sub-
ject to change. Degas altered a number of
details, many still visible to the naked
eye: the angle of the seated dancer’s foot;
the positioning of the legs and back of
the chair; and the violin case, which the
artist painted out at an early stage.

When shown in the fifth impression-
ist exhibition in 1880, The Dance Lesson
passed largely unnoticed, and what com-
mentary it elicited was equivocal. The
critic Joris Karl Huysmans admired other
works Degas exhibited and praised the
artist’s keen observational skills. Never-
theless, he characterized this painting as
“dismal,” though more in response to the
mood than to the execution. Paul Mantz,
troubled by the artist’s tendency to slip
into caricature, was less enthusiastic,
though he did praise its “transparently
fine atmosphere.” KIMBERLY JONES

Provenance: Durand-Ruel, Paris; sold

to G.G. Keansward Jr., Boston. Rev.
George S. Fiske, by 1937. Mrs. Chester-
Beatty, London. Paul Rosenberg & Co.
Sold November 1957 to Mr. Paul Mellon,
Upperville, Va.



William Michael Harnett american, 1848-1892
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William Michael Harnett was the best-
known and most influential still-life

painter in America during the last quarter

of the nineteenth century. The 0ld Violin
was in its time his most widely repro-
duced, most imitated, and most famous
image. Stories of policemen controlling
the crowds that it attracted when exhib-
ited, particularly to restrain those doubt-
ing Thomases who wanted to touch it
to confirm the reality of its illusion, are
almost folkloric. Today it is universally
considered not only one of two or three
masterpieces by this artist, but also a
masterpiece of trompe Ioeil illusionism
in general.

The Old Violin was painted in 1886,
shortly after Harnett returned from a
six-year stay in England, Germany, and
France. He was then an artist in full pos-
session of his technical and imaginative
powers, and at the height of a career that

would in a few years be cut short by his
early death at age forty-four. The central
object of the painting, named in its title,
is a Guarneri violin that Harnett, him-
self an accomplished musician, acquired
“at a great cost” in Paris. It hangs, im-
probably but convincingly, against a
splintered and weathered door and partly
covers a curling sheet of music contain-
ing the legible scores of an aria from
Bellini’s popular opera La Sonnambula and
Edmond Servel’s song, “Hélas Quelle
Douleur.” The painting is signed in the
lower left corner by the conceit of an
envelope postmarked Paris and addressed
to “W.M. Harnett” at his New York ad-
dress, 28 East 14th Street.

The painting is full of such subtle-
ties of observation, replication, and
invention. Upon these humble objects,
represented with such deceptive preci-
sion, Harnett bestowed an exquisitely
refined arrangement of form and color.
The Old Violin is, moreover, a work of
multilayered and richly textured mean-
ings in the interplay between illusion

and reality, old and new, the momentary
and the enduring. Few works of the late
nineteenth century are as eloquently

beautiful. NicoLAl cikoVsKY JR.

Provenance: Purchased 1886 at Cincin-
nati Industrial Exhibition by Frank
Tuchfarber, Cincinnati;' mortgaged and
forfeited 1912 to Atlas National Bank,
Cincinnati;? sold to William M. Haas,
Cincinnati; offered c. 1934—1937 in

lieu of a loan payment to Charles Finn
Williams [d. 1952], Cincinnati;3 his
wife, Elizabeth R. Williams, Cincinnati;
transferred c. 1955—1957 to her son,
William J. Williams, Cincinnati; sold
1990 to James Maroney, New York.



The Old Violin

1886, oil on canvas

96.5 x 60 (38 x 23 %)

Gift of Mr. and Mrs. Richard Mellon
Scaife in honor of Paul Mellon

1993.15.1
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John Haberle

AMERICAN, 1856-1933
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John Haberle, with his contemporaries
William Harnett and John Peto, was one
of the most important trompe I’oeil still-
life painters in late nineteenth-century
America. Of them, Haberle was specially
noted for his style (the microscopic paint-
ing of detail) and for his favorite subject
(money). He was also an artist of great
aesthetic sensibility and inventive power,
as seen in the refined and subtle composi-
tional arrangement of Imitation. Judging
from the multileveled plays on reality and
identity in Imitation—his signature, the
imitated clipping on the imitated frame,
and the imitated tintype portrait photo-
graph—he was also richly endowed with

a keen wit and intelligence.

When Imitation was exhibited at the
National Academy of Design in New York
in 1887, it became the first of Haberle’s
trompe I’oeil paintings to receive public
recognition. It was acquired from the
exhibition by the most important collec-
tor of American art of the period, Thomas
B. Clarke (one of Winslow Homer’s prin-
cipal patrons). Clarke reported that the
painting, “which created so much talk in
the National Academy of Design,” was
particularly admired by William Harnett,
who “said that he had never seen such
reproduction anywhere.”!

Among its many virtues, Imitation
Is in a pristine state of preservation. It is
unlined and has its original varnish and
frame, which still bears Thomas B. Clarke’s

monogram. NICOLAI CIKOVSKY JR.

Provenance: Purchased 1887 by Thomas
B. Clarke [1848—1931], New York; his
sale, Chickering Hall and American Art
Galleries, New York, 14—18 February
1899, first day, no. 36; H. Staples Potter,
Boston. Robert M. Snyder, Kansas City,
Mo.; his son, Kenneth W. Snyder, Kansas
City, Mo.; by descent to Mr. and Mrs.
Peter L. Chapman;? sale, Sotheby’s, New
York, 28 May 1987, no. 81; Berry-Hill
Galleries, Inc., New York.



Imitation

1887, oil on canvas

25.4 x 35.6 (10 x 14)

New Century Fund, Gift of the
Amon G. Carter Foundation

1998.96.1
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Self-Portrait

1889, oil on canvas

57.2x 43.8 (222 x 17Y4)
Collection of Mr. and Mrs. John
Hay Whitney

1998.74.5




Vincent van GOgh DUTCH, 1853-1890
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Although his career was brief, lasting
a mere ten years, Vincent van Gogh
proved to be an exceptionally prolific and
innovative artist. While he experimented
with a variety of subjects—landscape,
still life, portraiture—it is his self-portraits
that have come to define him as an artist.
Like his predecessor, Rembrandt van
Rijn, Van Gogh was a devoted and prob-
ing practitioner of the art of self-por-
traiture. He painted no fewer than thirty-
six self-portraits, undertaking his first
forays just after his arrival in Paris in
March 1886 and executing his last, culmi-
nant works during his stay at the asylum
of Saint-Paul-de-Mausole in Saint-Rémy:.
The Washington canvas is one of the
very last self-portraits Van Gogh painted.
During the first months of his volun-
tary internment at the asylum, the artist
showed little interest in figure painting
and concentrated instead upon the sur-
rounding landscape. But in early July 1889
while painting in the fields near the
asylum, Van Gogh suffered a severe break-
down. Incapacitated for five weeks and
greatly unnerved by the experience, the

artist retreated to his studio, refusing to
go out even to the garden. This painting
is the first work he produced after recov-
ering from that episode. In a letter to his
brother Theo written in early September
1889, he observed:

They say—and I am very willing to believe
it—that it is difficult to know yourself—
but it isn’t easy to paint yourself either. So

I 'am working on two portraits of myself at
this moment—for want of another model—
because it is more than time I did a little
figure work. One I began the day I got up; I
was thin and pale as a ghost. It is dark violet-
blue and the head whitish with yellow hair,
so it has a color effect. But since then I have
begun another one, three quarter length on

a light background.”

This self-portrait is a particularly
bold painting, apparently executed in
a single sitting without later retouching,
Here Van Gogh portrayed himself at
work, dressed in his artist’s smock with
his palette and brushes in hand, a guise
he had already adopted in two earlier
self-portraits. While the pose itself and
the intense scrutiny of the artist’s gaze
are hardly unique—one need but think
of the occasionally uncompromising self-
portraits of Rembrandt— the haunting,
and haunted, quality of the image is

distinctive. The dark blue-violet of the
smock and ground, the vivid orange

of his hair and beard, create a startling
contrast to the yellow and green of

his face and heighten the gauntness of

his features and his sallow complexion.
The dynamic, even frenzied brushwork
lends an uncommon immediacy and
expressiveness to his portrayal. In its
sheer intensity, it stands in sharp contrast
to the other self-portrait he painted at
the same time (Musée d’Orsay, Paris) in
which the artist appears calmer and more
self-possessed. Nevertheless, Van Gogh
preferred the Washington painting as the
25 «

one that captured the artist’s “true char-

acter.” KIMBERLY JONES

Provenance: ].J. Isaacson, The Hague.
H. Tutein Nolthenius collection, Delft,
by 1904 until at least 1939. Private
collection, Switzerland, by 1945;

M. Knoedler & Co., New York; sold

9 June 1947 to Mr. and Mrs. John Hay
Whitney, New York.
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Farmbouse at Le Pouldu

1890, oil on canvas

72 x 60 (28 % x 23 %)

Gift (partial and promised) of
Alexander M. and Judith W. Laughlin




Paul Sérusier

FRENCH, 1864-1927
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Paul Sérusier was born in Paris, and
signed on as a student at the Académie
Julien—the largest private art academy
in Paris—in 1884. In the summer and
autumn of 1888 he traveled in Britanny,
where he visited for several weeks the
village of Pont-Aven. At the Pension
Gloanec, a gathering place of artists, he
came into contact with Paul Gauguin.
Gauguin and other painters were
attracted by the remoteness of Brittany
from the sophisticated art world of Paris,
and they admired the relative simplicity
of the Breton peasants’ rural life, their
picturesque regional costumes, and a
traditional religious faith seemingly un-
changed since medieval times. Sérusier
soon became an intimate of the artistic
circle around Gauguin, including Emile
Bernard and Maurice Denis, who called
themselves the Nabis (derived from a
Hebrew word for prophet). They did not

wish to capture the appearances of nature

in a realistic manner, but rather to sim-
plify form and color, and to arrange their
sense perceptions into works of art that
were decorative objects with a certain
autonomy or independent artistic iden-
tity. Denis expressed these ideas most
radically in his famous statement: “Re-
member that a painting— before being a
war horse, a nude woman, or some anec-
dote—1is essentially a flat surface covered
with colors arranged in a certain order.”’
Sérusier’s Farmbouse at Le Pouldu is
based on his observation of a typical
Breton farmhouse, with a woman in local
costume crossing the yard. But he has
simplified shapes, flattened forms, and
reduced the complexities of sunlight and
dappled shade to broad areas of color,
bounded by clear outlines. This flattening
out of forms and the employment of
sinuous linear patterns to unify the pic-
ture surface was sometimes referred to
by the Nabis as “synthetism,” denoting
the idea of an artificial pictorial unity
that sets the work of art apart from mere
natural appearances. Sérusier’s manner

of painting is strongly influenced by

Gauguin and Paul Cézanne, notably in
the deliberately applied rows of short,
finely hatched brushmarks, quite visible
in the sky, trees, thatch of the cottage,
and the pile of hay. Rather than the con-
ventional pictorial subjects of farmhouse,
peasant woman, farmyard, gate, trees,
and the fields beyond, it is their decora-
tive organization that forms the true
subject of Sérusier’s picture.

PHILIP CONISBEE

Provenance: Rosensaft Collection, New
York; Frank Lloyd, New York.



Martin ]ohnson Heade AMERICAN, 1819-1904
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Heade was the only major American artist
of the nineteenth century to make impor-
tant contributions in landscape, marine,
and still-life painting. Virtually all of his
still lifes were floral picces, starting with
simple pictures of flowers in vases in the
early 1860s and culminating with a splen-
did series of roses, magnolias, and other
flowers spread out on tables covered with
velvet cloths. This painting, a prime and
much-admired example from the latter
series, 1s considered one of the finest still
lifes of Heade’s entire career.!

In 1883, after a lifetime of restless,
uneasy personal relationships, and only

modest critical and popular success as an

artist in the northeast, Heade married for
the first time and settled permanently in
Saint Augustine, Florida. There he found
his first and only important patron, the
oil and railroad magnate Henry Morrison
Flagler, who would purchase the artist’s
works regularly during the 1880s and
1890s. At the age of sixty-four Heade had
at last found personal and professional
stability, and the renewed energy and in-
terest in painting evident in his late

still lifes, especially the magnolias, may
have been inspired by these new circum-
stances.? Certainly works such as Giant
Magnolias on a Blue Velvet Cloth, with their
striking contrasts of brilliantly lit flowers
and leaves set against a dark background,
are among the most original still lifes of
the nineteenth century. They are also for
many observers strongly sensual, their

lush colors, full, curving contours, overall
sense of opulence, and implied perfumed
scent of the flowers suggestive, perhaps,
of female nudes languidly reclining

on luxurious couches.3 FRANKLIN KELLY

Provenance: Victor Spark, New York,
1962—c. 1965; Dr. and Mrs. Samuel
Finkelstein, New York, c. 1965—1995;
by descent to private collection;
consigned 1995 to Hirschl & Adler
Galleries, New York.



Giant Magnolias 83
on a Blue Velvet Cloth

c. 1890, oil on canvas
38.4 x 61.5 (155 x 24%16)
Gift of The Circle of the National

Gallery of Art in commemoration

of its 1oth anniversary
1996.14.1




Chllde Hassam AMERICAN, 1859-1935
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Childe Hassam was a regular visitor

to the Isles of Shoals, nine small, rocky,
treeless islands off the New Hampshire
coast. His acquaintance with the islands
was due to his poet friend Celia Thaxter,
whose house on Appledore Island was

a summer mecca for writers, painters,
illustrators, musicians, and other artistic
visitors. Between 1890 and 1894, the
year of Thaxter’s death, Hassam painted
many fine works there, some depicting
the interior of Thaxter’s cottage, others
(the majority), outdoor scenes set either
in or nearby her much-admired flower
garden. Poppies, Isles of Shoals presents

a broad vista moving from a dense fore-
ground of flowers to a background of
rocks, water, and sky. This view, centered
on an outcropping called Babb’s Rock,

was one of Hassam’s favorites, for he

painted it many times. Although ample
signs of man’s presence were readily
apparent from Celia Thaxter’s garden,
Hassam usually excluded them from his
paintings. Here, only a passing sailboat
hints that we are not in some pristine,
wild environment.

The composition is divided into
three distinct and equal bands of space,
in which different colors predominate:
green and red for the flowers; blue,
purple, and white for the rocks and
water; and pale blue for the sky. Hassam’s
brushwork is equally varied, ranging
from lush red and white strokes defining
the flowers to long drags of pigment
suggesting the multihued surfaces of
the rocks. At the bottom he left areas
of canvas bare, adding yet another color
and texture. For anyone accustomed
to academic landscape painting, seeing
one of Hassam’s Isles of Shoals paintings

was, as one reviewer wrote, “like taking

off a pair of black spectacles that one
has been compelled to wear out of doors,
and letting the full glory of nature’s
sunlight color pour in upon the retina.”

FRANKLIN KELLY

Provenance: John Stringer Tilney,
Orange, N.J., 1900—1925; Mrs. John
Stringer Tilney, 1925—1957; Marie
Tilney Inge, Mobile, Ala., 1957—1965;
Hirschl & Adler Galleries, New York,
1965; Mrs. Ralph Ritter, until 1987;
Hirschl & Adler Galleries, New

York, 1987.



Poppies, Isles of Shoals

1891, oil on canvas

50.2 x 61 (19% x 24)

Gift (partial and promised) of
Margaret and Raymond Horowitz

1997.135.1
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For the Track

1895, oil on canvas

110.5 x 75.9 (43 V2 x 2978)
Gift (partial and promised)
of Jo Ann and Julian Ganz Jr.

1997.131.1




]ohn Frederick Peto american, 1854-1907

87

The still-life paintings of John F. Peto are
notable not only for their sophisticated
qualities of formal design and precise
recording of the appearance and textures
of the things they depict, but also for
their psychological complexity." For the
Track, one of his most accomplished late
works, presents an array of worn and
well-used objects connected with horse
racing. Against a dark green painted door
are displayed a red jockey’s cap, a riding
crop, a spur, a thinned and bent horse-
shoe, betting stubs, a racetrack announce-
ment, a tattered image of a dark horse,
and various fragments of torn paper,
such as the illegible newspaper clipping
at the top right. At the bottom, a dark

blue envelope or piece of paper seems

to have fallen and become lodged between
canvas and frame, enhancing the sense

of illusion.

Peto often painted pictures on com-
mission that depict objects such as
letters, cards, or pamphlets that made
reference to specific patrons. Presumably,
the objects depicted in this work also
had some personal significance, although
we do not know for whom it was painted
(an individual’s name is not found any-
where on it). But whatever specific mean-
ings it may have held, For the Track clearly
refers to one of still-life painting’s most
enduring themes: the passage of time
and the transience of earthly things. The
worn surfaces, broken and rusty hinges,
bent nails, and torn bits of paper all
resonate with a sense of the past, the
forgotten, and the discarded. The races

have been run, bets have been won or
lost, and the rider’s equipment—or, at
least, thesc few bits of it—has been hung
up, perhaps for good. But the abstract
power of Peto’s composition and the sheer
visual beauty of his bold colors counter-
act any sense of somber nostalgia, ani-
mating the painting with a remarkable

aesthetic vitality. FRANKLIN KELLY

Provenance: Private collection; sale,
Christie, Manson & Woods, New York,
I June 1984, no. 32; to Jo Ann and Julian
Ganz Jr., Los Angeles, Calif.



Claude Monet

FRENCH, 1840-1926

88

In 1883 Monet moved his household, his
two sons along with Alice Hoschedé and
her children, to the rural community

of Giverny, where he leased a house that
he was able to purchase seven years later.
In early 1893, he acquired a swampy area
across the railroad tracks abutting his
property and petitioned the village coun-
cil for permission to divert a small stream
into it. But it was only toward the end

of that decade that he turned to the gar-
den he created there as a rich source of
artistic motifs.

When Monet looked to his water
garden in 1899, he painted twelve works
from one single vantage point, focusing
on the arching blue-green bridge and the
microcosm of the water garden. Among
the twelve was the National Gallery’s
Fapanese Footbridge. Everything in the
painting— from the bridge itself to the
waterlilies and other plantings, to
the shape and even the existence of the

pond—was formed by Monet. The artist,
who as a leader of the impressionists
had espoused the spontaneity of directly
observed works that capture the fleeting
effects of light and color, had in these
later paintings subjected a nature he re-
created to sustained, meditated scrutiny.
When Monet exhibited these paint-
ings at Durand-Ruel’s gallery in 1890,
a number of critics mentioned his debt
to Japanese art. More telling, the impene-
trable green enclosure—heightened
in the National Gallery painting by the
placement of the top of the bridge’s
arch just below the painting’s top edge—
harkens back to the bortus conclusus (closed
garden) of medieval images, while also
evoking a dreamlike contemplative zone
consonant with symbolist literature,
especially poems such as “Le Nénuphar
blanc” by Stéphane Mallarmé. Gustave
Geffroy described this effect in his review
of the exhibition (Le Fournal, 26 Novem-
ber 1900), speaking of “this minuscule
pool where some mysterious corollas
blossom,” and “a calm pool, immobile,

rigid, and deep like a mirror, upon
which white water lilies blossom forth,
a pool surrounded by soft and hanging
greenery which reflects itself in it.”
FLORENCE E. COMAN

Inscription (lower right):
Claude Monet /99

Provenance: Purchased January 1900
from the artist by Durand-Ruel, Paris;
sold 1920 to the Carnegie Institute,
Pittsburgh; sold 1953 to Sam Salz,
New York; sold to Henry T. Mudd,
Los Angeles; by inheritance to his
wife, Victoria Nebeker Coberly [Mrs.
William B. Coberly Jr., 1917-1991],
Los Angeles; her estate.



The Fapanese Footbridge 89

1899, oil on canvas

81.3 x 101.6 (32 x 40)

Gift of Victoria Nebeker Coberly, in
memory of her son John W. Mudd,

and Walter H. and Leonore Annenberg

1992.9.1
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Henri Matisse

FRENCH, 1869-1954
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Matisse’s Open Window, Collioure is an

icon of early modernism. A small but
explosive work, it is celebrated as one of
the most important early paintings of
the so-called fauve school, a group of
artists, including André Derain, Maurice
de Vlaminck, and Georges Braque, that
emerged in 1904. Fauve paintings are
distinguished by a startling palette of
saturated, unmixed colors and broad
brushstrokes. The effect is one of spon-
taneity, although the works reveal a
calculated assimilation of techniques
from post-impressionism and neo-
impressionism. Open Window represents
the very inception of the new manner

in Matisse’s art.” It was painted in Col-
lioure, a small town on the Mediterranean
coast of France to which Matisse traveled
with Derain in the summer of 1905.

Open Window was exhibited at the
landmark Salon d’automne of 1905,
where Matisse and other fauve painters
were greeted with critical skepticism
and public disdain. The “fauve” (savage
beast) label itself originated in the art
critic Louis Vauxcelles’ newspaper review
of the exhibition. Vauxcelles, who re-
proached Matisse for the diminishing
coherence of form in his work, praised the
artist as “one of the most robustly gifted
of today’s painters”; his use of the term
“fauves,” which appears twice, is actually
ambiguous: it alludes both to Matisse’s
fellow painters in Salle v1I of the Salon
and to the insensitive public, who scorned

Matisse’s work. Nonetheless, the press
was soon referring to Salle vII as a cage
aux fauves (cage of wild beasts), and, by
1906, this had become an accepted epi-
thet for Matisse, Derain, and his fellow
painters.?

The lyrical beauty of Open Window
belies the optical and conceptual com-
plexity of the work, in which conven-
tional representation is subordinated
throughout by other pictorial concerns.
During the time when this work was
painted, Derain wrote that even the shad-
ows in Collioure were a “whole world
of clarity and luminosity.”3 Matisse courts
the maximum intensity of color, essen-
tially eschewing chiaroscuro, the play of
light and dark that creates an illusion
of volume and spatial depth. Instead, the
interior wall surrounding the window
is equally divided into broad areas of
blue-green and fuchsia, a contrast that is
derived from the complementary oppo-
sition of green and red on the color wheel
(this contrast recurs in the flowerpots
at the bottom of the picture). Virtually
the same, almost abstract, color rela-
tionship occurs in the background of
Matisse’s The Woman with the Hat (San
Francisco Museum of Modern Art),
also from this period. Further, Open Win-
dow also contains a dazzling variety of
brushstrokes, from long blended marks
to short, staccato touches. Matisse repre-
sented each area of the image—the
interior of the room, the window itself,
the balcony, the harbor view—with a
distinctly different handling of the brush,
creating an overall surface effect of pul-

sating cross-rhythms. Finally, the com-
position of the work is a series of frames
within frames: the wall contains the
window; the window frames the middle
ground; and the balcony crops the
landscape.

Comparing a painting to a window
has been a conventional trope in art the-
ory since the Renaissance. In making this
comparison the very subject of a picture
that is only cryptically representational
(by the standards of the day), Matisse
allowed Open Window, Collioure to epito-
mize a new direction in modern art, one
in which paintings develop an increasing
autonomy from the things they depict.
The open window (and the painting-
window metaphor) would subsequently
become a central motif in Matisse’s oeuvre.

JEFFREY WEISS

Inscription (lower right): Henri Matisse

Provenance: Galerie Druet, Paris. Van

de Velde, Le Havre, 1906. General
Réquin, Paris, 1915—1918. Private collec-
tion, Paris, in 1949. Carstairs Gallery,
New York. Sidney Janis Gallery, New
York; sold 6 August 1952 to Mr. and Mrs.
John Hay Whitney, New York.



Open Window, Collioure

1905, oil on canvas

$5.3 x 46 (21 % x 18148)
Collection of Mr. and Mrs. John
Hay Whitney

1998.74.7
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Tugboats on the Seine, Chatou

1906, oil on canvas

50.2 x 65.1 (19% x 25 %)
Collection of Mr. and Mrs. John
Hay Whitney

1998.74.4




Maurice de Vlaminck

FRENCH, 1876-1958
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Vlaminck is often portrayed as the most
unruly painter of the fauve school, an
impression that reflects both on his per-
sonality (as it is revealed in his biography
and writings) and his work. A self-taught
artist, Vlaminck insisted that painting
should be the unmediated expression

of an artist’s temperament, “emotive,
tender, ferocious, as natural as life itself.”!
Indeed, having been an anarchist sympa-
thizer during the prewar period, he
would later link the strident colorism
and bold brushwork of his work to social
and political dissent, a connection that
was actually made by several art critics.?
In this regard, Vlaminck is largely respon-
sible for the essential myth of fauvism

as an audaciously undisciplined, sponta-
neous, or emotive style.

Careful examination of Vlaminck’s
work shows, instead, that in 1905—1906
he was a brilliantly intuitive student of
Van Gogh and Gauguin, whose works had
been the subject of various important
exhibitions in Paris at that time. It was a
Van Gogh exhibition at the Galerie Bern-
heim-Jeune in 1901 to which Vlaminck
himself credited his preoccupation with
color, although his work did not fully
develop the implications of Van Gogh’s
style until 1905, after Vlaminck had
been exposed to the new paintings that
Matisse and Derain had brought back
from their trip to the south of France.3
Under the impact of their progress,
Vlaminck’s work exploded with pure
color and broad strokes of paint.

Both Derain and Vlaminck lived
in Chatou, a suburb of Paris in the Seine
valley, and they began painting together
there—as well as in other towns along
the river—in 1900, at which time they
rented a studio on the Ile-de-Chatou.
The two artists had grown up in and
around Chatou, a fairly quiet, picturesque
spot that had been spared the kind of
industrial activity that had recently
influenced the character of other nearby
towns such as Argenteuil.# In 1901, De-
rain entered military service, thus ending
a fifteen-month partnership that would
only be resumed in 1904. During the
fauve years, Vlaminck and Derain painted
many of the same sites, including views
of and from the pont de Chatou, an old
railroad bridge. Vlaminck in particular
much preferred the suburban landscape
to the sites of Paris (which, in general,
did not occupy fauve painting), and his
images of Chatou were personal paeans
to familiar ground.

Tugboats on the Seine is a brilliant
example of Vlaminck’s most accom-
plished fauve manner. Executed with
broad, loose but loaded, densely accumu-
lated brushstrokes, the surface of the
picture teems with a calligraphic energy
that typifies fauve painting, and is a
special hallmark of Vlaminck’s manner.
This effect is heightened by the absence
of shadows; the use of pure colors
throughout the composition allows all
areas of the image to occupy the picture
plane with equal weight. Unlike Matisse
and Derain, Vlaminck did not employ
a mixed technique, and the uniformity
of his brushstrokes serves, on a secon-
dary level, to unify his work.

Tugboats on the Seine can be closely
compared to other paintings of the river
by Vlaminck from 1905 and 1906, such as
The Seine at Chaton (Jacques and Natasha
Gelman Collection), which shows both
a remorquent, or tugboat, and sailboats.
The Washington painting is distin-
guished, however, by its decidedly un-
picturesque composition: the tugboat
approaching from the right is a cropped
intrusion, and the artist has omitted
strong, vertical foreground elements such
as trees or the pier of the bridge, which,
in related works, serve to frame the
composition and clarify the definition
of middle ground and background space.
Vlaminck carries the coloration of the
tugboats, which were painted with blue,
white, and red bands, into the water. As
a reflection, this effect lends a degree of
naturalism to the painting, an element
that often distinguishes Vlaminck’s work
from that of Derain and Matisse; the result,
however, also evokes the French national
colors, or tricolore, an impression that

is essentially abstract. jeFFrEY WEISS

Inscription (lower left): Plaminck

Provenance: Private collection, Paris;
Fine Arts Associates, New York; sold
13 March 1950 through John Rewald
to Mr. and Mrs. John Hay Whitney,
New York.
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Braque was raised in the Normandy port
town of Le Havre, where he first studied
art. His early work was characterized

by a conservative impressionist manner
derived from artists such as Eugéne
Boudin and Johan Barthold Jongkind.
While the lessons of post-impressionism
eluded him at first, he emerged as a
modernist painter following his revela-
tory experience of fauvism at the Salon
d’automne in 1905. Braque’s own fauve
period was a short one, occupying less
than two years between 1906 and 1907.
He was especially close to the painter
Othon Friesz, a fellow Norman with whom
he made four sojourns: to the Belgian
city of Antwerp in the summer of 1906;
to L’Estaque, in the south of France,

in the fall; to the southern town of La
Ciotat during the late spring of 1907;
and back to L’Estaque in October. All
four trips represent important painting
campaigns during which Braque assimi-
lated elements of fauvist style, ultimately
converting them into the dense, con-
structive Cézannesque manner that pre-
ceded cubism.

The Port of La Ciotat, dating from
spring 1907, typifies Braque’s work in
the south of France, where the golden
tonality that distinguished his palette
throughout this period had already been
heightened by his exposure to the

southern light of I’Estaque. In the Midi,
Braque also developed an increasingly
abstract technique, allowing strokes and
contours to gain an autonomous presence.
The result was a flat, decorative quality
that Braque shared with Friesz (although
Friesz’ sinuous brushwork is more closely
related to the graphic mannerisms of art
nouveau). While The Port manifests these
elements, it is somewhat more naturalis-
tic than Braque’s more radical work from
mid-1907. Open areas of ground and sky
relieve the denser passages, coherently
evoking deep space, and the distribution
of lights and darks lends plasticity to
the boats in the foreground. True to the
innovations of fauve painting, however,
colors are almost uniformly nondescrip-
tive. The Port also contains certain ambi-
guities of the kind that Braque would
continue to pursue in his cubist works—
areas of indeterminate space, for example,
and the highly cryptic representation of
distant objects (here, boats in the water)
with one or two thick strokes of the
brush. Extended observation reveals a
latent structural element: across the top
and bottom of the scene, three sets of
masts function as broken vertical lines,
dividing the composition into four bands.
The subject of The Port is a common
one. Both Braque and Friesz painted
many such harbor scenes in L’Estaque and
La Ciotat. La Ciotat was a shipbuilding
town, and its small harbor was dominated
by a large dry dock facility that appears
in the background of the present picture,

where two steamers are shown.!

Braque began exhibiting his fauve
canvases, including five works produced
during his trip to the Midj, at the Salon
des indépendants in the spring of 1907.
By the time of his return to L’Estaque
that fall, Braque, whose interest had
been piqued by the posthumous retro-
spective of Cézanne’s work at the Salon
d’automne, was exploring the implica-
tions of a structural relief style that
would gradually but dramatically dis-
tance him from the patterned colorism
of fauve painting, JEFFREY WEISS

Inscription (lower right): Brague

Provenance: Galerie Kahnweiler, Paris,
no. 1037; sequestered by the French
government during World War 1 and sold
by the government at third Kahnweiler
collection sale, Paris, 4 July 1922, no. 44;
purchased by Constantin Rodenbach,
Paris and Zurich; sold 28 March 1952
through Irma Hoenigsberg, Paris and
Zurich, and René Gas for Galerie André
Maurice, Paris, to Mr. and Mrs. John
Hay Whitney, New York.



The Port of La Ciotat

1907, oil on canvas
64.8 x 81 (252 x 3178)
Collection of Mr. and Mrs. John

Hay Whitney
1998.74.6
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Edouard Vuillard FRENCH, 1868-1940
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Although best known today for the
small, intimate interiors he painted in the
1890s while affiliated with the group of
artists known as the Nabis (prophets),
Edouard Vuillard also produced a number
of large decorative works, such as Place
Vintimille, for both public buildings and
private residences. It was painted for
Marguerite Chapin— later the princess
of Bassiano—an American expatriate
living in Paris whom Vuillard first met
in March 1910 through his friend Pierre
Bonnard. Shortly after this meeting she
commissioned the artist to execute a
large decorative panel, The Library (Musée
d’Orsay, Paris), for her new apartment
at 11, rue de ’Université. Following
its installation in late April or early May
1911, Chapin commissioned a second
work from Vuillard, the Place Vintimille,
a five-panel decorative screen. Vuillard
worked rapidly, and by early June 1911
the painting was mounted on a wood
support backed by wallpaper and ready
for installation in her home.

The painting’s subject is the place
Vintimille (now the place Adolf-Max)
in springtime, as viewed from the artist’s
Paris apartment. In the summer of 1908,
Vuillard took up residence in a fifth floor
apartment at 26, rue de Calais, which
would remain his home for the next eigh-

teen years. During this time, he painted
several street scenes from his window,
including three panels showing the place
Vintimille in wintertime that were com-
missioned by the playwright Henry Bern-
stein and that served as the inspiration
for the Chapin screen. The format of
Place Vintimille, however, clearly distin-
guishes it from these earlier paintings,
which were closely related but ultimately
independent panels executed as part
of a larger group depicting the streets
of Paris. By contrast, Place Vintimille was
clearly a self-contained and articulated
whole. While Vuillard was obviously
intrigued by this format—he included
screens into the backgrounds of several
of his paintings—he only produced
three such decorative screens, of which
Place Vintimille is the last.

In many respects, Place Vintimille
is a quintessential example of the artist’s
mature style. Its subject is drawn from
modern life, and it reflects Vuillard’s
fascination with Japanese art, a passion
he shared with fellow Nabis. The format
itself—that of a folding screen—was
based on Japanese prototypes, while the
composition, with its striking bird’s-eye
view, off-center composition, and casual
array of cropped forms and patches of
color, seems drawn from Japanese prints.
Even Vuillard’s seemingly novel choice

of medium reflects the artist’s personal

style. Although he used oil paint through-

out his career, by the early twentieth
century he was showing a marked prefer-
ence for distemper, a glue-based paint.
Here Vuillard juxtaposed the matte areas
of color with the exposed portions of
the beige cardboard, allowing the support
to become an active part of the compo-
sition. The result is a richly patterned
surface that retains a remarkable sense
of freedom and freshness despite the
work’s imposing scale. KIMBERLY JONES

Inscription: (lower left, far right panel):
E. Vuillard

Provenance: Commissioned 1911 by
Marguerite Chapin [later the princess
of Bassiano, born c. 1885]; her collection
until at least 1924. Albert Sancholle
Henraux [1891—1953] possibly by 1938
until at least 1945. Enid A. Haupt.



Place Vintimille 97

1911, distemper on paper
laid down on canvas
Five-panel screen: each panel
230 x 60 (90%16 x 23 %)

Gift of Enid A. Haupt

1998.47.1
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The Procession, Seville

1912, oil on canvas

121.9 x 121.9 (48 x 48)

Chester Dale Fund and Gift of Barbara
Rothschild Michaels from the Collection
of Herbert and Nannette Rothschild

1997.43.1
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Before establishing himself as a pioneer-
ing member of the dada movement
during and after World War 1, Picabia
experimented with various forms of
modernist painting. Procession, Seville
belongs to a group of works from 1912

in which the artist demonstrates a sophis-
ticated and highly idiosyncratic assimi-
lation of recent developments in cubism
and futurism.” Fragmented planes, shal-
low space, and an allover pattern of flick-
ering lights and darks are all associated
with the analytic cubism of Pablo Picasso
and Georges Braque; the quasi-abstract
evocation of bodies in motion is an inter-
est Picabia shared with Italian futurist
painters such as Gino Severini and Um-
berto Boccioni, who were just beginning
to exhibit in Paris.

The paintings in this series, which
includes several large-scale works, were
produced between June and September.
All of the pictures have descriptive titles
that are often boldly inscribed on the
painting itself; many of these, including
Procession, Seville, relate to scenes of peas-
ant and religious life that Picabia had
witnessed on his honeymoon in Spain in
1909. Procession, Seville purports to repre-
sent a hillside religious procession, with
nuns in black habits and white headgear.
Figures coalesce into a mass in the center
of the canvas, making their way up the
rugged terrain, with blue sky showing in
the upper-left and upper-right corners

of the composition. The restricted palette,
dominated by blacks, whites, and grays,
derives in principle from analytic cubism,
but the acidic passages of blue and orange
(presumably the nuns’ faces) are peculiar
to Picabia’s work. Picabia’s paintings from
1912 were often produced in formal and
thematic sequences or groups, including
several canvases devoted to images of the
dance. The subject of the present paint-
ing is probably related to two other works
from this period, Procession and Processional
Music, both now lost. Despite Picabia’s
titles, the paintings of 1912 and 1913
were considered by various observers of
the period as virtually abstract.

Picabia participated in a number of
exhibitions of avant-garde painting dur-
ing the prewar period. Procession, Seville
was shown in the Salon de la section d’or,
an important early cubist exhibition
that was held at the Galerie de la Boétie
in Paris in October 1912. It was on this
occasion that the poet-critic Guillaume
Apollinaire attempted to codify recent
developments in cubist and futurist
painting: Picabia—along with Robert
Delaunay and Marcel Duchamp—was an
“Orphic” cubist devoted to “pure paint-
ing,” an abstract idiom that was analo-
gous to music.? This comparison between
painting and music, which was a common
one during the prewar period, was fre-
quently made by Picabia himself in inter-
views and statements about his work
in 1913.3 Procession, Seville was also one
of four works by Picabia that appeared in
the landmark New York Armory exhibi-
tion of 1913,% which introduced an

American audience to the most advanced
developments of the time in modernist
European and American art. The painting
has an important provenance: it was
originally acquired by Marcel Duchamp,
Picabia’s close friend since 19171;
Duchamp sold the painting at a large
auction of Picabia’s works in his collec-
tion in 1926, at which time Procession,
Seville was acquired by André Breton.

JEFFREY WEISS

Inscription (lower right): Picabia;
(upper right): L4 PROCESSION / SEVILLE

Provenance: The artist; Marcel Duchamp,
Paris; sold, Hotel Drouot, Paris, 8 March
1926, no. 75 to Mme André Breton,

Paris; Léonce Rosenberg, Paris before
1953; Prince Igor Troubetzkoy, Paris;
Simone Collinet, Paris; Sidney Janis
Gallery, New York, by 1956; purchased
1956 by Herbert and Nannette Roth-
schild, Kitchawan, N.Y.; gift 1973 to their
daughter and her husband, Barbara and
Roger Michaels, Ossining, N.Y.
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During the first half of his career,
Edward Steichen practiced both painting
and photography. His early paintings
consist of soft, monochromatic land-
scapes and portraits executed in a turn-
of-the-century tonalist manner that
corresponded to the muted qualities
of his photographic work. By contrast,
during the late 1910, Steichen developed
a striking, hard-edge modernist style.
This dramatic departure is exemplified
by The Sunflower, which was apparently
executed in 1920. Sometime between 1920
and 1923, in a crisis of faith, Steichen
abandoned painting and destroyed all
the canvases still in his possession.
By this time, The Sunflower had already
left his hands; it is, therefore, virtually
the only surviving example of its kind.!
In 1906, after four years in New
York, Steichen moved to France with his
wife and children, settling in a country
house in the town of Voulangis in Brit-
tany, where he was able to pursue a pas-
sion for gardening along with his work
in painting and photography. Follow-
ing World War 1 (during which he had
served in the United States Army)
Steichen returned to Voulangis, and
remained there until 1922. In his garden,
Steichen raised sunflowers, photograph-

ing them in a series of intense close-up

images. The iconography of the present
painting is obviously related to his activi-
ties both as horticulturist and photogra-
pher. Steichen also studied the intrinsic
mathematical ratios of plant growth

(as explicated by mathematicians such

as Jay Hambridge and Theodore Andrea
Cooke),? deriving formal principles that
he applied to a series of small, abstract
tempera paintings of triangular shapes.
Conceived as illustrations for an unreal-
ized children’s book about the inhabitants
of an imaginary land, these stark but
fanciful images, called “Oochens,”3 are
clearly relevant to the formal vocabulary
of The Sunflower, especially the passages
that surround the flower and vase.

Given the fate of Steichen’s late
paintings, his stylistic development
remains somewhat obscure. Clearly,

The Sunflower also reflects certain wartime
and postwar developments in European
and American art, notably the new em-
phasis on machine-made or streamlined
forms in the work of French painters such
as Fernand Léger and Francis Picabia, as
well as American painters such as Charles
Sheeler, Georgia O’Keeffe, and Gerald
Murphy. Steichen, who was extremely
active in the modernist communities

of Paris and New York, would have been
closely familiar with this new, post-cubist
tendency. The Sunflower stands apart,
however, for its boldly simplified manner
and its striking, off-key palette. Even
more than other paintings of the period

around World War 1, The Sunflower recalls
the sculptures of Steichen’s friend Con-
stantin Brancusi (whom he photographed
during the 1920s). Indeed, Steichen’s
vase bears a remarkable formal kinship to
Brancusi’s Maiastra (Tate Gallery, Lon-
don), a swelling, streamlined figure of
a bird in polished bronze that Steichen
set in a dramatic installation in the
garden at Voulangis. Like Brancusi’s bird,
The Sunflower is a highly refined synthesis
of organic and industrial form.

The Sunflower was exhibited at the
Salon d’automne in Paris in 1922,
an important venue for new painting.4

JEFFREY WEISS

Inscription (on stretcher): Edward .
Steichen / Voulangis par Crécy-en-Brie S. et
M. /(Agént Lucien Foinet 19 rue Vavin)

Provenance: Gift from the artist to Fran-
cis Jourdain, France, ¢. 1920/1922; by
descent in his family until 1985; Robert
Miller Gallery, New York, 1985—1999.



Le Tournesol (The Sunflower)

¢. 1920, tempera and oil on canvas
02.1 x 81.9 (36% x 32%4)
Gift of the Collectors Committee

1999.43.1
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Black White and Blue was painted at a
critical juncture in Georgia O’Keeffe’s
life. In 1929 she began to spend several
months of each year in New Mexico, away
from both New York and her husband,
Alfred Stieglitz, the photographer and
promoter of American modernist paint-
ing and photography. As she embraced
the clear light of New Mexico, her art
changed and became cleaner, sharper, and
both literally and metaphorically larger
and more focused. Rejecting some of the
emotionalism of her work from the 1920s,
she began to adopt a more distanced
approach and to concentrate on simpler
forms and cooler subjects, often with
overt religious symbolism. The under-
lying structure of the parched land of
the Southwest and its churches, crosses,
and animal skulls became the object of
her scrutiny. Like Black White and Blue,
the best of her paintings after 1929

are infused with a religious, iconic, and
even monumental quality.

In addition, after 1929 O’Keeffe
started painting larger canvases, perhaps
as a result of the scale of the land itself
or even of the magnitude of her revived
ambition. During the 1920s she had
made many small paintings, several not
much more than 9 x 10 inches. Only
New York—another big subject—had
consistently motivated O’Keeffe to create
large paintings. Her only other paintings
of comparable size, Black Cross, New
Mexico (1929, 39 x 3016 inches, The Art

Institute of Chicago) and Cow Skull: Red,
White, and Blue (1931, 3978 x 3578 inches,
The Metropolitan Museum of Art, New
York), are New Mexico works of compa-
rable ambition that were clearly inspired
by O’Keeffe’s fascination with the crosses
that dot the Southwest landscape. “Any-
one who doesn’t feel the crosses,” she told
the critic Henry McBride, “simply doesn’t
get that country.”?

O’Keeffe said little about her paint-
ings, but in 1976 she wrote that Black and
White (1930, Whitney Museum of Ameri-
can Art), an earlier version of Black White
and Blue, “was a message to a friend—
if he saw it he didn’t know it was to him
and wouldn’t have known what it said.
And neither do 1.2 Messages, though,
can usually be decoded. The friend was
most likely a New Mexico male acquain-
tance who did not often, if ever, see
O’Keeffe’s paintings.3 It could have been
Tony Luhan, Mabel Dodge Luhan’s
Native American husband, whose quiet,
dignified, enigmatic presence O’Keeffe
greatly admired.# In addition, because
O’Keefle repeatedly asserted that she
could express herself better in color
and form than in words, the “message”
is also undoubtedly encoded in the color
and structure of the painting itself.

Black White and Blue presents the inter-
section of two quite different forms—
one black and fluid, one blue and rigid—
that are both pierced and about to be
divided by a sharp white wedge. Again,
parallels can be drawn to the dark and
mysterious Tony Luhan, who also had

a Native American wife whom he regu-

larly saw, provoking fits of jealousy
and despair in Mabel that threatened
to tear apart their union.

However, the critical point is that
O’Keeffe stated that she herself did
not know what the message was. This
was not a coy remark on her part. For
O’Keeffe the very act of painting was
a way of clarifying an experience for her-
self: it was not a way of illustrating an
idea or explicating a cause, but simply
the means she used to express her visual,
emotional, sensual, and tactile experience
of the world. It was her way of coming
to terms with, of knowing and under-
standing, an experience. As she repeatedly
insisted, her paintings embodied the
“things that I had no words for . . . the
intangible thing in myself that I can only
clarify in paint.”3 SARAH GREENOUGH

Inscription (on panel, reverse): 6o %;
(on label, reverse): Black White and
Blue 1930

Provenance: The artist; Edith Gregor
Halpert, New York; sale, Sotheby Parke
Bernet, Inc., New York, 14 March

1973, no. 46 to Mr. and Mrs. Barney A.
Ebsworth, Saint Louis.



Black White and Blue

1930, oil on canvas

121.9 x 76.2 (48 x 30)

Gift (partial and promised) of
Mr. and Mrs. Barney A. Ebsworth

1998.93.1
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Classic Landscape

1931, oil on canvas

63.5 x 81.9 (25 x 324)
Collection of Mr. and
Mrs. Barney A. Ebsworth
2000.39.2
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Charles Sheeler was a master of both
painting and photography, and his work
in one medium influenced and shaped

his work in the other. In 1927 he was
commissioned to photograph the Ford
Motor Company’s new River Rouge Plant
near Detroit. Then the world’s largest
industrial complex employing more than
seventy-five thousand workers, the plant
produced Ford’s Model A, successor to
the famed Model T. Sheeler’s photographs
were used for the company’s advertising,
but he found himself greatly inspired

by the subject, which he declared “incom-
parably the most thrilling I have had

to work with.”! In 1930 he began painting
oils of the plant, creating over the next
six years American Landscape (1930, The
Museum of Modern Art, New York),
Classic Landscape (1931), River Rouge Plant
(1932, Whitney Museum of American
Art, New York), and Cizy Interior (1936,
Worcester Art Museum).

Classic Landscape depicts an area of
the plant where cement was made from
by-products of the manufacturing
process. The silos in the middle distance
stored the cement until it could be

shipped for sale. Sheeler’s choice of this
rather anonymous scene, rather than one
connected with the production of auto-
mobiles, suggests that his interest lay

in making a generalized portrait of the
landscape of industry. That, in part, may
explain his use in the painting’s title of
the word “classic,” with its connotations
of typical or standard. But “classic”

also evokes the culture of ancient Greece
and Rome, and Sheeler certainly implies
that this modern American scene can

be compared to the high achievements
of the classical past. One might well be
reminded of classical architecture by

the templelike form of the silos and the
pedimentlike roofs of the nearby build-
ings, but the matter clearly went beyond
superficial resemblance. Like others of
his day, Sheeler admired architecture that
was functional and straightforward, with
shape and plan determined by specifics
of use rather than by conventions of style
and decoration. For the great French
architect Le Corbusier, whose influential
Towards a New Architecture Sheeler proba-
bly read about this time, the timeless
principles of good design embodied by
ancient architecture were indeed still at
work in “the American grain elevators
and factories, the magnificent first-fruits
of the new age.”?

The iconic power and special impor-
tance of Classic Landscape were recognized
from the time of its first public exhibition
in New York in 1931. Through the years,
it has become one of the most widely
exhibited and best-known works of its
era, and today it stands as a key master-
work of twentieth-century American

art. FRANKLIN KELLY

Provenance: The Downtown Gallery,
New York; Edsel B. Ford, Dearborn,
Mich.; Mrs. Edsel B. Ford, Grosse Point
Shores, Mich.; Edsel and Eleanor Ford
House, Detroit, 1082—1983, by transfer;
sale, Sotheby Parke-Bernet, New York,
no. 5055, 2 June 1983, lot 210; Hirschl

& Adler Galleries Inc., New York;

Mr. and Mrs. Barney A. Ebsworth, Saint
Louis, Mo., 1984—2000.
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In the summer of 1933, after much hesi-
tation, Arthur Dove moved back to his
family home in Geneva, New York, in
order to escape the grinding poverty that
was sapping his ability to focus on his
painting,' Supported, in part, by Duncan
Phillips, who sent a stipend in exchange
for paintings, Dove enjoyed a remarkably
productive period during his years in
Geneva (1933-1938), which also coin-
cided with a renewed interest in paint-
ing.2 He had abandoned his extensive
experimentation with collage and in
February 1932 decided “to let go of
everything and just try to make oil paint-
ing beautiful in itself with no further
wish.”3 Once settled in Geneva, he con-
tinued these explorations by carefully
examining his technique. He had always
been fascinated with the materials of

his art—he often ground his own pig-
ments—and had avidly read such books
as Jacques Blockx’s Compendium of Painting
and Maximilian Toch’s Materials for Per-
manent Painting. In October 1935 he read,
as he told Stieglitz, “every inch” of Max
Doerner’s recently translated Materials
of the Artist.4 Intrigued by Doerner’s
description of the use of resin oil color
and resin oil color with wax, which

the author wrote produced colors with
“a misty, pleasingly dull and mat appear-
ance, and great brightness and clarity,”
Dove immediately began to experiment
with these materials.5

This painting, made during the fall
of 1935, depicts a tree covering the glow-
ing moon. Derived directly from the
landscape and light of the Finger Lakes
region, the painting is composed of
earthy colors, with shades of brown,
yellow, green, and red ranging in inten-
sity from pale muddy tones to richly
saturated hues. Like other works from
1935, Moon incorporates some of Doer-
ner’s lessons. Painted with short, thinned,
almost translucent brushstrokes over
underlying hues of different intensity,
Moon has a surface that seems almost to
throb with luminosity and energy. But
this technique also creates the impression
of an all-enveloping atmosphere, like
“walking on the bottom under water,” 6
where the air surrounding objects is as
weighty, charged, and meaningful as the
things themselves.

With its highly simplified composi-
tion, Moon looks forward to works that
Dove would create in Geneva in 1936
and 1937. During these years, spheres
and columns, the sun, the moon, and tree
trunks came to dominate his imagery
as he sought to create a “definite rythmic
[sic] sense.” He was interested not in
“geometrical repetition,” but in making
his works “breathe as does the rest of
nature” by using “the play or spread or
swing of space [that] can only be felt
through this kind of consciousness.”?

Although the natural rhythms that
Dove captured and the shapes he explored
are undeniably sexual, often phallic in

form, such allusions were not Dove’s

intention. Rather, he sought to construct
independent aesthetic forms that are real
unto themselves and speak of his experi-
ences of nature. In the fall of 1935 these
experiences were grounded in the glow-
ing, exuberant, even euphoric feelings
that enveloped him in the light, colors,
atmosphere, and almost palpable energy
of the Geneva landscape.

But he also strove to reveal the pres-
ence of the divine in the natural world.
Moon, with its Redon-like, all-knowing
eye and its tree that connects both the
terrestrial and celestial worlds, speaks
both of his symbolist heritage and his
then-current fascination with theosophy.8
In Moon, Dove’s spirit strove to burst
forth into the light of the heavens, while
his strength, his nourishment, and indeed
his inspiration were firmly rooted in
the ground. sARAH GREENOUGH

Provenance: Alfred Stieglitz (An Ameri-
can Place), New York. The Downtown
Gallery, New York. Mr. and Mrs. Max
Zurier, Los Angeles. John Berggruen
Gallery, San Francisco. Acquired 1985
by Mr. and Mrs. Barney A. Ebsworth.



Moon

1935, oil on canvas

88.9 % 63.5 (35 x 25)
Collection of Mr. and
Mrs. Barney A. Ebsworth
2000.39.1
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In 1945, Dubuffet began to model his
work on forms of figuration that lie
outside the canon of “high art” and its
conventions of beauty and taste. Known
collectively as l’art brut, these included
children’s drawing, prehistoric cave paint-
ing, graffiti, and the art of the “insane.”
Dubuffet’s interests correspond to a
larger pursuit of putatively primitive and
subconscious forms of expression among
artists and writers in postwar France who
had abandoned conventional notions of
beauty and taste in their work and sought
new means of authenticity in response
to the crisis of the war.

The painting Berzelé bouquet flenri
is an outstanding example of the essential
early period of Dubuffet’s postwar work,
in which the artist contributed to the
invention of a new kind of easel painting,
Above all, Dubuffet developed an original,
aggressive approach to the medium itself,
creating a dense compound of paint and
aggregate materials—his so-called hauze
pate—that is applied to the canvas with
brushes and knives in thick, uneven lay-
ers. This heavy, raw mariére is the physical
equivalent of Dubuffet’s crude assault
on the human figure. In Berzelé, oil paint
is mixed with plaster and sand, producing
a tough, intractable surface that resem-
bles the face of an old wall. The figure is
both painted over and incised through

this surface in a process that was, for
Dubuffet, intended to reveal the artist’s
struggle with materials and tools.

During 1946 and 1947, Dubuffet
produced a large group of portraits of
writers, artists, musicians, and other
members of his circle, including poet and
critic René Bertelé, who is depicted here.
With its exaggerated proportions, mari-
onette-like gestures, and savage grimace,
the figure of Bertelé is at once monu-
mental and caricatural, a menacing but
grotesquely comic death’s head perched
atop a diminutive, round body. Starkly
presented as a dark presence against a
light ground, it possesses striking graphic
power. The extended title of the picture
is typical of Dubuffet, who compared
most of his subjects to other unlikely
creatures and things—in this case, ironi-
cally, a bouguet fleuri (blossoming bou-
quet); in addition, Dubuffet also describes
the picture as a portrait de parade (literally,
a sideshow portrait), associating it with
the folk-art images and freak show sub-
jects of the carnival fairground.

The portrait of Bertelé appeared in
Dubuffet’s second groundbreaking exhibi-
tion at the Galerie René Drouin in Paris
in October 1947. The exhibition, titled
People Are More Beautiful Than They Think,
contained seventy-two portraits—both
paintings and drawings—of Dubuffet’s
artistic and literary community in Paris.
(Bertelé is depicted in several works, each

time resembling a skull.) Dubuffet himself

composed a wryly irreverent catalogue
essay for the show in which he compared
portraiture to landscape painting, ex-
plaining that the figure is, physically, just
like a landscape, with “its towns and sub-
urbs, its fairs, its fields and wild woods,
putrescent ponds and unfrequented
escarpments.”” Such a trope lays bare
the coarsely fantastic imagination that
enabled Dubuffet to reinvent both

the appearance and the meaning of

the portrait genre. JEFFREY WEISS

Inscription (upper left reverse on
stretcher): Bertelé bougquet fleuri portrair
de parade / appartient a Rene Drouin

Provenance: Galerie René Drouin,

Paris. Maria Martins. Gérard Oury, Paris;
Léon Lambert, Brussels, sold Christie,
Manson & Woods, New York, 12 May
1987, no. 13 to Stephen Hahn, Santa
Barbara, Calif.



Bertelé bouquet fleuri, Portrait 109
de parade (Bertelé as a Blossoming
Bouguet, Sideshow Portrait)

1947, oil, plaster, and sand on canvas
116 x 89 (45116 x 35 V16)

Gift (partial and promised) of

The Stephen Hahn Family Collection
1995.29.5
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Tiger

1953, oil on canvas (five joined panels)
Overall size: 205.1 x 217.2 (80 % x 85 12)
Gift (partial and promised) of the artist

1992.85.1




EHSWOI'th KCHY AMERICAN, BORN 1923

ITI

Ellsworth Kelly realized his first abstrac-
tions during his stay in France from
1948 to 1954. In these extremely produc-
tive years, he created a body of work
whose refinement of line, form, and color
remains the fundamental language of
his art.!

In November 1951, Kelly left Paris
for the Mediterranean fishing village
of Sanary, where he remained until May
of the following year. There Kelly pro-
duced his first monochrome polyptychs
and studies for related works that he
executed later. Tiger, painted in the winter
of 1953 in Paris, was based on several
studies produced in Sanary.? The first
of the studies incorporates the design
for the painting into a larger format that
turns the composition on its right side
and adds green and blue horizontal
panels in order to create a right edge.3
The subsequent studies for Tiger closely
resemble the configuration and propor-
tion of the final painting, indicating
that Kelly used the studies as a testing
ground for determining the size and shape
of each rectangle. Kelly’s abstract works
are derived intuitively, even though they
may appear to be based on mathematical
formulae, such as the ratio of one panel
to another or to the work as a whole.

The colors for Tiger were taken
from the study collages made from papier
gommette, a colored gummed paper sold
by Parisian stationers and used in French
kindergartens.4 Kelly’s use of this mate-
rial reveals his particular interest in
the objer rrouvé (found object), which is
a key to understanding his visual world,
for Kelly finds his abstract forms and
contours in the negative spaces of his
natural or urban environment. Whether
recalling shadows from a barn, or the
empty space of an opened window, Kelly
often used shapes created in architecture
for his abstract works.

During this period, Kelly spent a
lot of time looking at art and architecture
in Europe. The geometric structures he
saw probably provided source material
for Tiger, however nondeliberate or indi-
rect.> Most noted are Matthias Griine-
wald’s Isenheim altarpiece, which Kelly
visited in 1948, and Le Corbusier’s
Marseilles apartment complex, Unité
d’habitation, which Kelly saw in 1952.
The Griinewald multipaneled altarpiece,
particularly, bears a structural correla-
tion to Tiger’s five joined panels, both in
its multipart format and in its rectili-
near cutout shape. Also, the palette of
the altarpiece’s intermediate presentation
panel, notably that of the Resurrection
on the right panel, coincides with the
contrasting black, white, yellow, dark
pink, and orange of Tiger.

Kelly’s works from his years in
France are characterized chiefly by his
use of multiple rectangular planes, most
of which are uniform in size within a
given work. In Tiger, however, Kelly used
for the first time differently sized, indi-
vidually crafted stretchers in one paint-
ing, lending special significance to this
work in his early oeuvre. The artist had
each stretcher prepared by the Paris
company Lucien Lefevre et Foinet, mark-
ing one of the first instances he employed
this fabricator.® Previously, Kelly had
stretchers and wood panels made by an
ébéniste (fine woodworker). Tiger is among
the few paintings that Kelly produced
in France in 1953, and among the last
he made before his return to the United
States in July 1954. MOLLY DONOVAN

Inscription (center upper left panel
reverse): EX PARIS 53; (left support
bar reverse): #60 /TIGER

Provenance: Gift of the artist.
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Autumn Gold is an important example of
Hofmann’s most familiar body of work.
These images are distinguished by heavy
rectangular slabs of intense, unmodulated
colors that hover or superimpose them-
selves on the surface of the picture and
are, in certain places, secured by thick,
vigorous passages in a lower key. In
Autumn Gold, incipient rectangles of
color have been formed from the smaller
dabs that Hofmann used in previous
works, but here greatly enlarged. The
rectangular forms first materialized in
1957, the year in which Hofmann created
Aurumn Gold; the following year, they
would become more sharply defined,
although painterly edges would continue
to appear. In the words of the New York
critic Clement Greenberg, Hofmann’s
commanding idiom was composed of

a “fat, heavy, and eloquent surface”

on which color is “saturated corporeally
as well as optically.” In his paintings,
“presence” is related to “the picture’s
concentrated radiance, its effulgence

and plenitude as an identity.”*

Hofmann had been teaching art since
1915 (when he opened an art school in
Munich), and, throughout his life, formal
principles in his work were rigorously
applied. The slabs—some created with a
palette knife—possess a flat, aggressive
opacity that is unique to the artist,
while an impression of shallow pictorial
space is created by subtle and deliberately
calibrated adjustments of scale, by the
relationship between colors, and by varia-
tions in tint and tone. Hofmann’s work
from this period is governed by a dynamic
interaction of form, color, and material
that he characterized as one of “push
and pull.”? The premise, which Hofmann
explained in numerous notes, is that the
compositions represent a tension between
mere flatness (which is “passive™) and
illusive depth (which is “sterile”). This
tension was achieved by using purely
pictorial means in order to approximate
the perceptual and psychological experi-
ence of depth in nature. The result,
for Hofmann, is a pictorial space that
is “alive, dynamic, fluctuating and
ambiguously dominated by forces and
counter-forces, by movement and
counter-movement, all of which summa-
rize into rhythm and counter-rhythm
as the quintessence of life experience.”

Hofmann shared his quasi-utopian faith
in the emotional or spiritual resonance
of abstract form with the early pioneers
of nonobjective art. His strict formal
principles were, in turn, a significant
model for many abstract painters in
New York, where Hofmann had settled
In 1934. JEFFREY WEISS

Inscription (lower right): hans bofmann 57;
(on reverse): bans hofmann 1957

Provenance: The artist; Samuel M. Kootz
Gallery, New York; sold 1958 to Robert
and Jane Meyerhoff, Phoenix, Md.
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Autumn Gold

1957, oil on canvas

132.7 x 153.4 (52 Y4 x 60%)

Robert and Jane Meyerhoff Collection
1996.81.4
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GCOI‘g Baselitz GERMAN, BORN 1938
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Georg Baselitz was born Hans-Georg
Kern in Grossenbaselitz near Dresden

in what would become East Germany.

He received his art education in both
East and West Berlin, settling in the
latter in 1958. There he gradually devel-
oped his figurative painting, thus chal-
lenging the orthodoxy of abstraction in
the twentieth century. He has come to be
regarded as a pioneer in the renewal of
figurative painting and as a founder of the
so-called international neo-expression-
ist movement. Man in the Moon— Franz
Pforr is an outstanding example of
Baselitz’ early figurative painting and a
powerfully evocative progenitor for his
subsequent work.

In 1965, while studying in Florence,
Baselitz became interested in the six-
teenth-century Italian mannerists Agnolo
Bronzino, Rosso Fiorentino, Parmigia-
nino, and Pontormo. He identified with
their “daring, destructive approach to
the heroic imagery of the Renaissance.””
He later admitted he is a “mannerist in
the sense that I deform things. I’m brutal,
naive, and Gothic.”? Inspired by his visit
to Florence, Baselitz produced a group
of paintings from 1965 to 1966, which
he called his Helden or Hero paintings,
of which Man in the Moon— Franz Pforr
is an early example. Like the mannerists,
Baselitz undertook a daring approach to
his art, which for him entailed a return to

figurative painting, a style long absent in

post—World War 11 art, particularly in his
native Germany. The Hero paintings were
critically acclaimed and Baselitz became
the focus of international attention.

The attenuated head and gross torso
in Man in the Moon— Franz Pforr recall
the mannerist tradition and the figurative
distortion associated with it. Here, the
snakelike / beastlike forms contort in and
around the figure suggesting a sexual
attraction/ repulsion shared by many of
the Hero paintings. The swollen, exposed
fleshy areas are lushly painted, and at
once convey a beautifully fantastic, mys-
teriously grotesque figure. Adding an
almost lyrical quality to the image are
the podlike forms emanating from the
body in a pulsating rhythm.

Painterly, colorful, and fluid swaths
surrounding the figure’s upper region
contrast with the painting’s dark, shallow
background, causing the figure to emerge
as a floating, glowing presence. This effect
has been tied to the title’s allusion to
the man in the moon, the fabled nursery
rhyme figure.’

The title’s allusion to the German
Romantic painter Franz Pforr (1788—
1812) refers to yet another painterly
tradition that Baselitz confronted.

The Hero paintings portray not specific
people, but types that convey historical
and spiritual overtones. Man in the
Moon— Franz Pforr evokes the romantic
vision of Pforr and the legendary heroes
in his work, such as Sazint George Slaying
the Dragon (Collection Noll, Frankfurt
am Main). Baselitz’ so-called Neue Types

(New Types) present heroes, often
culled from the past, that fill the void of
the artist’s postwar Germany. Both the
mannerists and the romantics appeal

to Baselitz because of their reputations
as outsider artists, a distinction with
which he identifies. The struggle in
Baselitz’ work to resolve historic tradi-
tions in a disjointed environment has
been seen as a metaphor for modern Ger-
many, a country that until recently was
divided against itself4 moLLy bonoOVAN

Provenance: The artist; Galerie Michael
Werner, Cologne; private collection,
Cologne, by 1988; purchased 1995
through Galerie Michael Werner, Cologne
by Charles and Helen Schwab, San

Francisco.



Mann im Mond— Franz Pforr
(Man in the Moon— Franz Pforr)

1965, oil on canvas

161.9 x 129.9 (63 % x 51 Y5)
Gift (partial and promised)
of Charles and Helen Schwab

1995.96.1
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Seated Figure with Hat

1967, oil on canvas

152.4 x 152.4 (60 x 60)

Gift of the Collectors Committee
and Mr. and Mrs. Lawrence Rubin

1991.176.1
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Richard Diebenkorn AMERICAN, 1922-1993
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Several times throughout his career,
Richard Diebenkorn shifted between
abstract and representational modes—
each critical to his work. In 1983 an inter-
viewer remarked to Diebenkorn of his
“capacity to move back and forth between
figuration and abstraction.” Such a
description, the artist replied, “makes it
sound as though ‘I know how to do it’
and this is very far from the case.” Rather
he proceeded with “the utmost trepida-
tion and great difficulty.”!

When the artist shifted from one
idiom to the other, he was invariably look-
ing for a new challenge or for the next
step in the formal progression of his
work. For example, after Diebenkorn rose
to acclaim with the Berkeley paintings,
his brilliant series of abstract landscapes
made from 1953 to 1956, the artist chose
the subject of the figure to provide him
with a new set of pictorial problems:

I came to mistrust my desire to explode the
picture. . . . It was as though I could do too

much too easily. There was nothing hard

to come up against. And suddenly the figure
paintings furnished a lot of this.?

The artist developed his mature figura-
tive works from 1956 to 1967. By the
end of that period, Diebenkorn began to
flatten the pictorial space in his work,

a direction that eventually led back to

abstraction in the windowlike apertures
of the Ocean Park series. Despite these
shifts from representation to abstraction,
Diebenkorn continued to work from the
figure throughout his career, often using
family members as models.

Seated Figure with Hat was among
the last of Diebenkorn’s monumental
figurative works. The sitter, the artist’s
wife Phyllis, appears flattened, stationary,
and anonymous, owing to the large
hat concealing much of her profile and
the compressed space of the picture
plane. She appears to be sitting in front
of an abstract painting, in a stage set,
or in a construction of the artist’s imagi-
nation, replete with the figure’s skirt
falling over the brown and the blue fram-
ing edge, seemingly into the viewer’s
space. The narrow colored bands on the
canvas’ outer edges anticipate the quasi-
architectonic elements in the Ocean Park
series on which Diebenkorn began work-
ing later that year.

Diebenkorn’s formal concern with
discrete areas of color and a simplified
composition also prefigures the abstract
mode he was about to enter. With regard
to composition and refinement of color,
the painting Seated Figure with Hat recalls
Whistler’s famous Arrangement in Grey
and Black: Portrait of the Painter’s Mother
(“Whistler’s Mother”) (1871, Musée
d’Orsay, Paris), although the sitter faces
the opposite direction. Diebenkorn’s

composition is partially derived from

his related watercolor Seated Figure with
Hat (1967, private collection).? While
most of Diebenkorn’s works on paper did
not directly influence his paintings, this
watercolor and this oil are among the
closest translations of the same subject.
In the painting, most extraneous objects
are eliminated save for the drawn glass

in the figure’s right hand. A brushy sun-
drenched yellow background reveals the
blue underpainting found in many other
works both earlier and later. Although the
yellow field dominates the composition,
other nonrepresentational qualities do
not. Seated Figure with Hat strikes a bal-
ance between Diebenkorn’s figurative and
abstract idioms, allowing the extraordi-
nary strengths of each to come to the fore
on the same canvas. MOLLY DONOVAN

Provenance: The artist; Poindexter
Gallery, New York; private collection,
U.S.; Mr. and Mrs. Lawrence Rubin,
New York.



Cy Twombly

AMERICAN, BORN 1928
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Twombly is a reclusive, quasi-mythic
figure of contemporary art. Born in
Lexington, Virginia, the artist spent his
early career in New York before moving
to Italy in 1957, where he has lived ever
since. Long celebrated as a painter’s
painter, Twombly remains less popularly
known than the two most prominent
members of his generation, Robert
Rauschenberg and Jasper Johns. Twom-
bly’s work, however, was characterized
almost from the beginning as a surprising
and dazzling complement both to abstract
expressionist painting (especially the
work of Jackson Pollock) and the neo-
dada practices of Rauschenberg and
Johns. Twombly’s development was also
shaped by new postwar European art,
including Jean Dubuffet and Italian artists
such as Alberto Buri and Piero Manzoni,
whose own work marked a striking depar-
ture from old conventions of beauty

and taste. Deliberately unstable and
momentary in its initial appearance,
Twombly’s pictures engage formlessness
as a vernacular pictorial medium for
intense personal rumination on mytho-
logical and poetic themes. With his
agitated line, his scattered accretions of
pigment, and his highly idiosyncratic

evocation of the classical past as a haunt-
ing experience of time and change,
Twombly has achieved a unique and
deeply challenging body of work.
Untitled (Bolsena) is one of a series
of fourteen large paintings that Twombly
created during August and September
1969, working by himself in the Palazzo
del Drago, a desolate stone house over-
looking the lake of Bolsena, north of
Rome." Comprising oil-based housepaint,
wax crayon, and lead pencil on warm
ocher-white ground, the work marks an
eruptive departure from the relatively
uninterrupted sequence of dark-ground
gray—or “blackboard” —paintings that
Twombly had been producing since 1966.
Both abstract and cryptically imagistic,
the artist’s vigorous yet fragile hybrid
of painting and script here includes a
loosened geometry of tumbling diagram-
matic signs. Indeed, the sparse, varie-
gated marks that characterize the Bolsena
series stand significantly apart from the
refined, allover scrawl of the gray paint-
ings. Twombly derived these graphic
forms from a group of drawings that he
produced in January of that year on
the Caribbean island of Saint Martin.
The surfaces of these works are endowed
with an insistent presence, although
wiped areas lend a subtle impression of

shallow pictorial space.

Since the beginning of his career,
Twombly has employed themes from
classical mythology in his work, often in-
scribing names and places as a means
of identifying motifs. In Untitled (Bolsena),
mythological content appears in an
unexpected guise: according to the artist,
some of the signs in the Bolsena series
allude to the Apollo space flight and
moon landing that occurred in July 1969,
just before he began this series of work.
Numbers, diagrammatic images, and
other marks apparently allude to the logis-
tics of the Apollo mission, which filled
the news that summer.? These marks
are set against areas of erasure and ob-
scuring clouds of paint, passages that
transform the surface of the work into a
palimpsest—a metaphor for the passage
of historical time. JeFFREY WEISS

Inscription (upper left reverse):
Cy Twombly 1969

Provenance: Karsten Greve, Cologne,

by 1982—-198s; Hirschl & Adler Modern,
New York, July 1985—March 1986;

sold to private collection, New York,
1986; purchased through C&M Arts,
New York.
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1969, oil-based housepaint,

wax crayon, and graphite on canvas
203.2 x 244.2 (80 x 96 )

Gift of the Collectors Committee
and Adriana and Robert Mnuchin

1995.73.1
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Susan Rothenberg’s intuitive approach to
painting led her one day in 1973 to spon-
taneously sketch the image of a horse—
a subject that would preoccupy her until
1980. She later recalled, “I had been doing
abstract paintings, using a central divid-
ing line so as to keep the painting on the
surface and call attention to the canvas.
... The horse was just something that
happened on both sides of my line. The
image held the space and the line kept
the picture flat.””

Rothenberg’s horse imagery sig-
naled a return not only to painting but
to painting recognizable forms following
the predominantly abstract, object ori-
ented minimalist era of the 1960s and
early 1970s. This “New Image Painting,”
named after a benchmark Whitney mu-
seum exhibition in 1978 in which Buzzerfly
was featured, called attention to recogniz-
able imagery while subverting its promi-
nence through painterly application.

In Butterfly, Rothenberg laid the
intersecting black diagonals and the
silhouetted black horse against a burnt
sienna ground. This composition at once
blurs the distinction between the form-
flattening diagonals and the horse’s anat-
omy while creating tension between the
static of the black bars and the implied
motion of the horse. “The geometry,”
Rothenberg exp<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>