











CARL SCHUCH

A Weir in Prags, South Tyrol

Carl Schuch
(1846 - Vienna - 1903)

A Weir in Prags, South Tyrol,
summer 1877

Oil on canvas

Bearing the stamped signature in
black lower right CSchuch
Stamped with an identical
signature in red on the verso, with
black stencilled number 79

67 x 82 cm

The work is listed under no. CK.B48 in
the catalogue raisonné compiled by
Dr. Roland Dorn.

Provenance:

Karl Haberstock, Berlin (before 1927)
Frankfurt am Main, Rudolf Bangel,
auction sale 1093, 29-30 March 1927, lot
1972

Galerie Fritz Zickel, Munich

Munich, Hugo Helbing, auction sale,
26.11.1927, lot 170; 28.01.1933, lot 140;
03.10.1933, lot 142; 27.03.1935, lot 227;
Friedrich Kaltreuther, Mannheim

Private collection, Mannheim
(with the same family from 1937 to
2009)
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Rudolf Migacz, Carl Schuch als
Landschaftsmaler, Diss., University of
Vienna, 1973, fig. 96
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In May 1877 Schuch set out from Venice on what he described as an ‘inspection trip’ to the Alps, in
search of fresh landscape motifs. He spent the summer in the Puster Valley near Prags. Roland Dorn
ascribes a small group of only half a dozen paintings, of which this is one, to this visit.

The present landscape is undoubtedly one of Schuch’s important works in this genre,
comparable in quality to the painting titled Alpine View. This is now in the collection of the Bayerische
Staatsgemaldesammlungen in Munich (inv. no. 8714) ! Raimer Joachims dates the Munich painting
to the year 1877.

We are grateful to Roland Dorn, Zurich, who has confirmed Schuch’s authorship after
examining the painting in the original. He will be including it in the forthcoming Schuch catalogue
raisonné.

1. Brigitte Buberl (ed), Cézanne, Manet, Schuch, drei Wege zur autonomen Kunst, exhib. cat., Dortmund, Museum fiir Kunst und Kunstgeschichte,
Munich 2000, no.72, p. 13f.






HENRI-JOSEPH HARPIGNIES
The Pont des Saints-Peres in 1870

Henri-Joseph Harpignies
(Valenciennes 1819 - 1916
Saint-Privé [Yonne])

The Pont des Saints-Peres in 1870
(seen from the Tuileries Gardens, with
the Dome of the Institut de France in
the Background)

Oil on canvas

Signed and dated lower left
H Harpignies 1870
182 x 89 cm

Henri-Joseph Harpignies, Paris from the Bois, 9.5
x 7.57, signed and dated H.Harpignies Mai 1870,
Cleveland Museum of Art.

Provenance:

Paris, Hotel Drouot, anonymous
sale, 20 January 1908;

Arnold et Tripp, Paris;

Paris, Hotel Drouot, Vente Tripp,
9 February 1934, lot 58;

Marliere Collection, Valenciennes
Exhibited:

Harpignies, Valenciennes, Musée
des Beaux-Arts, 1934, no. 18;
Harpignies, Maubeuge, Musée des
Beaux-Arts, 1977, no. 10, repr.
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Henri-Joseph Harpignies’s long life spanned many of the major movements in nineteenth-century
painting. As he set out on his career the painters of the Barbizon School were emerging to challenge
the traditional view of landscape painting and called for it to be elevated to the same status as his-
tory painting. Later, Harpignies witnessed the arrival of the Realist movement, and the rise of both
Impressionism and Post-Impressionism. Although he was keenly interested in these movements and
came to be influenced by them to some extent, analysis of his work shows that he remained indebted
to the artistic influences of the first half of the nineteenth century. In this, he can be likened to his
friend and mentor Jean-Baptiste-Camille Corot. His love for Rome and the surrounding country-
side, coupled with his fondness for the classical landscape tradition, dominated his whole ceuvre.

He studied under Jean Archard (1807-84). He visited Rome for the first time in 1850,
staying at the Villa Medici. He spent two years studying in Italy, concentrating on the landscapes of
the Campagna Romana. He also chose motifs from urban environments and on his visits to Naples
produced a number of views of Vesuvius. He was particularly drawn to Capri, where he worked for
six months. The influence of the island’s landscapes on his painting was powerful and it was his View
of Capri that was to mark his successful début at the Paris Salon in 1853.

A second visit to Italy in 1863-5 included a close and lengthy study of Corot’s landscape
paintings. In 1866, Harpignies’s first major work, Evening in the Campagna Romana, brought him of-
ficial recognition and established his reputation. The painting is now in the collection of the Louvre.
He was to receive numerous public honours throughout his career and a great many of his works
were acquired by public collections.

After his studies in Italy and his return to France, his style reached maturity of expression
with rich, bold colour marking his best period. He spent considerable time in the Burgundian coun-
tryside of the Yonne near the Canal du Nivernais. He moved to Burgundy in 1878.

This view of the old Pont des Saints-Péres — the new bridge is known as the Pont du Car-
roussel' — was executed shortly before the outbreak of the Franco-Prussian War in 1870. Although
the composition is carefully structured, the exhuberance of the brushwork lends it spontaneity. The
view skilfully suggests that the choice of motif was spontaneous. A repoussoir effect is achieved by the
placing of the trees at the sides of the composition. The viewer’s eye is led from the shade of the
trees through a bright gap towards the bridge glinting in the sunlight in the middle ground. Above
the bridge rises the distant silhouette of the dome of Louis Le Vau’s celebrated Institut de France.
The Cleveland Museum of Art holds a watercolour by Harpignies executed in the same year which
depicts a similar motif.?

1. The old Pont des Saints-Péres was built in 1834. It was a wooden and iron construction unsuited to increasing traffic volumes. It was
replaced by a new structure in 1935-9. The appellation ‘Pont du Carroussel’ was already in use in the nineteenth century.

2. Cleveland Museum of Art, Paris from the Bois, 9.5 x 7.5, signed and dated H.Harpignies Mai 1870. See Henri-Joseph Harpignies. Paintings
and Watercolors, exhib. cat., Memphis, Tennessee, Dixon Gallery and Gardens, December 3, 1978 — January 14, 1979, no. 3, repr.
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JAMES JACQUES JOSEPH TISSOT

The Kitchen Garden

James Jacques Joseph Tissot
(Nantes 1836 - 1902 Buillon)

The Kitchen Garden
Oil on cardboard
Verso inscribed vente Tissot

1907 [3]

32 x 40 cm

Provenance:
Studio sale of the artist, Paris,
Hotel Drouot, 1903

On the back of this picture is an inscription identifying it as James Tissot / Le Presbyterre [sic] / signé
a gauche’. Further inscriptions give details of sales, including ‘Vendu a U’Hotel Drouot / Vente Tissot
(James) / en 1907 . Tissot’s Paris studio sale in fact took place in 1903, on 9-10 July. Lot number
20 comprised ‘les Etudes croquis et dessins and there were further lots of various items not listed in
the printed catalogue, according to a copy with pencil annotations in a French library. Many of
these sketches and drawings were bought by an artist friend of Tissot, Xavier Desparmet-Fitzgerald,
but other purchasers are unknown. Additional studies that remained at Tissot’s country house, the
Chateau de Buillon near Besancon, were dispersed through auction in 1968 following the death
of Tissot’ niece, Jeanne. These various sketches included ones in oil paints on card or board, some
of them ‘on the spot’ studies, such as that of Richmond Bridge (Sotheby’s, London, 15 June 1999,
lot 46, withdrawn). No trace of a signature is now evident on Le Presbytere but a number of elements
support an attribution to Tissot.

Jacques Joseph Tissot (1836-1902), who called himself James from at least the time he began
art studies in Paris, lived and worked in the French capital from 1855 to 1871, then again from late
1882 until his death. From mid-1871 until late 1882 he lived in London, but visited the city from time
to time both before and after that period. He also travelled across the country to places as far apart
as Glasgow, Brighton, Manchester and Newcastle, at the invitation of dealers, exhibition organisers
and patrons, to view exhibitions where his work was shown or to make studies for portraits. Other
visits Tissot made for sketching purposes included trips up the Thames to Twickenham, Richmond
and Oxford, and rail or steamer trips to the south coast. The location and identity of the church and
parsonage in Le Presbytere are unknown but the church architecture is English fourteenth century,
according to Professor Paul Crossley, the medieval specialist at the Courtauld Institute of Art. The
distant tower of a castle or church on the left might help identify the location. Tissot was a Roman
Catholic and regular Mass attender but there were few Catholic churches in England as Roman
Catholics had been banned from practising their religion for three centuries.

The artist’s caricatures for Vanity Fair magazine included Anglican clergymen but little is
known about the extent of his social circle, or individual friends and acquaintances, other than fellow
artists. It is probable that Tissot was friendly with a broad range of Anglicans as well as Catholics,
since he did not become overtly religious until after his visit to the Holy Land in 1886, when he
became very devout and focused on the illustration of the life of Christ then of the Old Testament.

Two of the things that Tissot most admired in England were English buildings and gardens.
His house in Paris, at the end of the very fashionable newly constructed Avenue de I'Impératrice
(now Avenue Foch) near the Bois de Boulogne, was ‘an English-style villa’ set in a small garden.
When he decided to settle in London, because his work was selling much faster and for higher sums
than it had in Paris, Tissot bought the leasehold of a Queen Anne-style villa in St John’s Wood, built
of red brick with white stone dressing and having a large garden. He added a huge conservatory for
exotic plants, extending from a new studio, and laid out the garden with formal English-style colour
beds and areas of more informal ‘romantic’ planting such as he was familiar with from French
parks. There were kitchen gardens too, and existing greenhouses expanded for fruit and vegetables
as well as flowers. The contrast of red brick and green vegetation seen in Le Presbytere, with its
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The Kitchen Garden

brick-built Gothic church and added house, creeper-covered buttresses and kitchen garden, appears
in numerous paintings by Tissot. For example, The Convalescent (Art Gallery of Ontario, Toronto),
dated 1870 or 1872, sets a white-clad figure by red-brick planters filled with ferns and exotic plants
in various shades of green; and pictures set in Tissot’s London garden frequently include red/green
juxtapositions of brick and vegetation, such as in the background of Matinée de Printemps (Collection
of Mrs Wrightsman), dating from about 1874, to the several versions of La Soeur ainée, about 1881-82,
showing Kathleen Newton seated on the steps leading down from the studio or conservatory to the
garden.

Tissot had an astounding facility with paint and could give the impression of particular plants
or objects through a touch or swirl of his brush. The deft way in which are painted the cabbages,
sunflowers and crookedly angular tree branches in Le Presbytere recall passages in Matinée de Printemps
and other garden paintings such as En plein soleil (Collection of Mrs Wrightsman). Small dabs of red
or yellow to indicate the blooms of geraniums, nasturtiums or sunflowers are a device used by Tissot
to draw the eye and enliven the painting, and flicker across many of his garden paintings in the same
way that they do in Le Presbytere.

A black cat walking across the cinder footpath in the background of En plein soleil echoes the
tabby cat in the foreground of Le Presbytere, whose stripes enhance the animation given to the scene
by the movement of this animal caught as in a snapshot photograph. The cat has turned its head
and stares out at the painter and us, the viewers. Tissot frequently included a figure looking out and
directly engaging the viewer, though it was more usually a woman in this role than a cat.

The technique of painting in oils on a reddish-brown prepared ground, which is employed
in Le Presbytere, was one favoured by Tissot for sketches and compositional studies. He would rough
out the composition with pencil or dark paint then fill in areas of sky or highlights with toned white
oil paints, in a similar way to the painting of the sky to the left of the tree in Le Presbytére. Touches of
colour were then added but the ground showed through to a greater or lesser extent, giving overall
tone and body and saving the time that would be needed to fill in dark areas on a pale ground. Use
of a dark ground in this way was common practice among French artists. Le Presbytére has a level of
detail that is more usually found in Tissot’s paintings on wooden panels or canvas. This suggests it was
a picture created impromptu with sketching materials the artist had to hand, painted on the spot en
plein air. Pin-holes in the corners indicate where the card was pinned to a wooden board for support
while working.

Krystyna Matyjaszkiewicz, 12 October 2009

Krystyna Matyjaszkiewicz is currently writing a book on James Tissot to be published by Phaidon Press. She organised and selected Tissot
exhibitions for the Barbican Art Gallery, London/Whitworth Art Gallery, Manchester and Musée du Petit Palais, Paris in 1984-85, and
for Brain Trust Inc, Tokyo, in 1988, and worked as a curator, arts officer and editor before returning to research in recent years while
continuing to work in museums. She is also the world expert on the British and European pictures of 19th century artist David Roberts.






GIUSEPPE DE NITTIS

Impressione Agreste’, Apulia

Giuseppe De Nittis

(Barletta 1846 - 1884 St.-Germain-

en-Laye)

‘Impressione Agreste’, Apulia, 1875

Oil on panel

Signed lower right De Nittis
Bearing the estate stamp on the
verso Atelier de Nittis

17.7x 12.8 cm

Literature:

Piero Dini and Giuseppe Luigi
Marini, De Nittis. La Vita,

I Documenti, Le Opere Dipinte,
Turin 1990, 11, no. 601
(‘Impressione Agreste’)
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Piero Dini and Giuseppe Marini date the present oil study to the year 1875. De Nittis visited Naples
and his home town of Barletta between September and November of that year. It was on this extended
stay in southern Italy that he produced a number of oil studies that are stylistically very closely
related to the present panel. The panel was very probably executed at this time, possibly in Apulia.
The massive, block-like segment of the building depicted in the background recalls the architecture
of fortifications and cathedral buildings of Arabic and Norman origin in Apulia.1

Small-format, unprimed panels are not unusual in de Nittis’s work in the mid-1870s. They
aided informality of composition when he was sketching a rapid impression of the scene before him,
capturing its essential features in a few brief strokes. In the present panel, his brushwork is fluid
and his use of paint sparing, creating transparent tones that allow the brown ground of the wood
to show through. This ground acts as a medium tonal value and parameter to which all remaining
tonal values relate. De Nittis handles architectural elements in terms of flat, contrasting planes of
light and shade. Figures are reduced to dabs of pure white and black paint.

The present study has less in common with French Impressionism than with the variety of
realism practised by the group of young plein-air painters known as the Macchiaioli [spotmakers].
De Nittis had first encountered them in Florence in 1867. The realistic capturing of light effects
and the primacy of colour over form are clearly his central preoccupations. Motifs such as the street
scene in the present sketch, or rain-washed surfaces, hazy meadows, dusty streets and similar subjects
predominate in the oil sketches of this period.

De Nittis is the bestknown Apulian painter of the nineteenth century. He returned
frequently to the region of his birth. He took up his studies at the Istituto di Belle Arti in Naples
but early on abandoned the academic tradition of his training and turned to plein-air painting. He
moved to Paris in 1868 and quickly made his name in artistic and literary circles. The outbreak of
the Franco-Prussian War in 1870 prolonged his visit to Italy and he did not return to Paris until 1873.
Soon after his return, he participated in the first exhibition of ‘impressionist’ painting organized
by Nadar in 1874. In London his reputation flourished, like that of his contemporary, James Tissot.
He was appointed a member of the Légion d’honneur during the 1878 Paris World Exhibition at
the height of his fame. He was an influential figure in the world of art and letters and his Parisian
residence was a popular meeting-place for leading French and Italian artists and writers like Degas,
Manet, Daudet and Zola.? His widow donated a large body of work from his estate to the museum in
Barletta in 1913.

Enrico Piceni confirmed the authenticity of this study in a letter dated (19)85.

1. See Dini and Marini, op. cit., I, p. 158 and II, nos. 591, 602, 603, 607 and 608.
2. See Saur Allgemeines Kiinstler-Lexikon: die Bildenden Kiinstler aller Zeiten und Vilker, vol. 26, Munich and Leipzig 2000.
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PAUL-DESIRE TROUILLEBERT

‘Les Chaussures’

Paul-Désiré Trouillebert
(1831 - Paris - 1900)

‘Les Chaussures’

Oil on board

Bearing a dedication from the
artist’s widow on the verso

A monsieur Gautiez en souvenir de
mon cher mari / Marie Trowillebert /

6 juillet 1904

25.5 x 36.0 cm

Provenance:

Auction Sale, 19th and 20th-Century
LEuropean Paintings, London,
Sotheby’s, 23 February 1983, lot 117
Private collection, London
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Paul-Désiré Trouillebert ranks as one of the best-known French plein-air painters of the nineteenth century.
His landscapes draw on the English school of plein-air painting. He was also in close contact with the
innovative artists of the Barbizon School. His landscapes have often been attributed to Jean-Baptiste Camille
Corot. On one occasion, a misattribution erupted into a public scandal — known as the Tedesco-Dumas
Affair — the Dumas involved being Alexandre Dumas fils.!

Trouillebert embarked on a career as a musician at the Théatre Lyrique in Paris. On the death
of his father in 1855, he put music behind him and devoted his energies to painting. He took up an
apprenticeship with Ernest Hébert (Court Painter to Napoleon III) and later with Charles-Francois
Jalabert. Trouillebert proved to be an extremely talented and versatile artist. He produced a large body of
landscapes and portraits, orientalist nudes and genre paintings. In the mid-1880s he started to work on
small-format still lifes while continuing to paint landscapes. He exhibited regularly at the Paris Salon and
rejected the Impressionist style and aesthetic. In the 1890s he organized a number of Salons in an effort to
dissociate himself from the Impressionists. He died shortly before the Salon d’¢t¢ he had arranged at Baron
Haussmann’s.

This freely executed still life represents something of an exception in Trouillebert’s ceuvre. The
majority of his still lifes — flower and fruit pieces — were executed after 1885. The subject of the painting
is distinguished by its informal spontaneity. The work was probably painted in the artist’s studio. In the
left background is the verso of a canvas on its stretcher, truncated at the left and the top by the edge of
the painting. Standing upright on the floor directly in front of the canvas is a pair of riding boots. Lying
casually beside them is a pair of black, leather-soled boots, their laces undone as if the wearer had hurriedly
thrown them off in a corner of the studio.

Trouillebert focuses his attention on these supposedly banal everyday objects with the same
painterly precision and mastery with which he handles a landscape subject executed sur le motif. He
concentrates not simply on the objects themselves but on the fleeting effects of light, creating an impression
of spontaneity and immediacy. He captures the ephemeral qualities of atmosphere in a private space. The
intimacy of the artist’s quiet moment of observation is underlined by the personal dedication inscribed by
his widow, Marie Trouillebert, on the verso of the painting. On his death she had discovered a whole group
of small-format still lifes in a locked room. Over time she gave these to friends as gifts.

The accidental effect of this brief segment of observed reality, its immediacy and appearance of
spontaneity reflect the growing awareness of photography by late nineteenth-century artists. They illustrate
the changes that photography brought about in ways of seeing and constructing images and underline
the interrelationship of photography and art. In the compositions of Cézanne and Manet the accidental
element seems constructed. Degas, who was fascinated by photography, exploited these accidental effects
as a conscious stylistic device.

1. Alexandre Dumas fils had purchased a painting in the belief that it was a Corot (it bore a forged signature), however the painting was
in fact by Trouillebert. The court case was a turbulent affair but it brought Trouillebert considerable fame.
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