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Works on Paper



P1ETER HOLSTEIJN THE YOUNGER
(Haarlem 1614 - 1673 Amsterdam)

Megaceras Jason and Six Other Insects,
¢.1640-50

Pen and ink, watercolor with body color,
gold and gum arabic on paper,

162 x 216 mm (6.4 x 8.5 inch)
Monogrammed PH

PROVENANCE:
Private collection, Switzerland;
Private collection, USA.

LITERATURE:

Thea Vignau-Wilberg, Pieter Holsteijn the

Younger 1614-1673. Allerhande Kruypende
en Vliegende Gedierten - Diverse Crawling
and Flying Animals, Munich 2013,

p- 32-3, no. 4.

For the other drawings in the group refer to
www.daxermarschall.com.

A Group of Insect Drawings by Pieter Holsteijn the Younger

We are greatful to Thea Vignau-Wilberg for her research
findings and for her assistance with the following catalo-
gue entry based on Pieter Holsteijn the Younger 1614-1673.
Allerhande Kruypende en Vliegende Gedierten - Diverse
Crawling and Flying Animals.

Until the late nineteenth century descriptions in auc-
tion and sale catalogues name only one Pieter Holsteijn in
connection with animal images. By 1900 study of written
sources had led scholars to identify two artists bearing this
name, father and son. Differentiating precisely between
their respective lives and ceuvres proved difficult, with
confusion aggravated by the fact that both Pieter Holsteijn
the Elder (c.1580/90-1662) and his son Pieter Holsteijn
the Younger (1614-1673) were accepted into the painters’
guild in Haarlem in the same year, 1634. It can therefore
be difficult to determine which of them was responsible for
which works. The situation is exacerbated by the fact that
comparison of their motifs reveals that they both drew on
the same collection of source material. Not even the artists’
monograms constitute areliable clue, as some of them were
added at later dates in other hands. But scholars now agree
that most of the images of flora and fauna were produced
by the younger Holsteijn.

The most striking image of an insect featured here is
that of the Megaceras jason that dominates the present leaf.
Pieter Holsteijn the Younger pulled out all the stops here.
With consummate skill, he suggests the different materials
of the shield, the head and the snout-like extension of the
head. The light, coming from the top left, is reflected in
the black areas of the body. All the beetles are illuminated
equally, creating a unified insect still life in which each
animal has its own cast shadow. Holsteijn used gum arabic
to intensify the reflections in all the beetles’ ‘amour’.

The Megaceras jason is a relatively large tropical insect,
reaching a length of up to seven centimeters. Holsteijn’s
image, though it resembles the Megaceras jason very closely,
may well have been intended as a depiction of the elephant
beetle (Megasoma elephas), which, with a length of up to
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twelve centimeters, was the largest known beetle in his day.
The elephant beetle had been imported into the Netherlands
from its natural habitat in southern Central America and
South America in the sixteenth century. As an exotic
animal, it was a treasured item in cabinets of curiosities
and had already been depicted by Joris Hoefnagel, a version
included by his son Jacob at the beginning of Archetypa
Studiaque Patris Georgii Hoefnagelii (Frankfurt, 1592,
Pars I, 1), a collection of engravings after works by his
father. Holsteijn did not copy Hoefnagel’s image. Both
men permitted themselves a certain artistic license, but
Holsteijn’s representation of the Megaceras jason comes
close to reality.

Six further insects are grouped skillfully around the
beetle in the center. From left to right, and from top to
bottom, they are: a Brazilian diamond beetle (Entimus
tmperialis), atrue bug (Heteroptera), a true weevil, or snout
beetle (Curculionidae), a scarab beetle (Scarabaeidae), a
darkling beetle (Tenebrionidae) and a giant metallic ceiba
borer (Euchroma gigantea). Some of them occur in other
works by Holsteijn the Younger. They were painted from
items in the Holsteijns’ collection of artistic models but,
as with Hoefnagel and others, this did not diminish the
vividness and beauty of the images. The main motif here,
the Megaceras jason, appears in a work by the younger
Holsteijn in Copenhagen (Royal Museum of Fine Arts,
Department of Prints and Drawings, Tu Nederl. Mag. II,
44) in which the ‘snout’ is clearly identifiable but the front
leg difficult to specify.

Text continues on p. 88



P1ETER HOLSTEIJN THE YOUNGER
(Haarlem 1614 - 1673 Amsterdam)

Horseshoe Crab , ¢.1640-50

Pen and ink, watercolor with body color,
gold and gum arabic on paper,

163 x 214 mm (6.4 x 8.4 inch)
watermark: bells from a fool’s cap and
number ,4’ with theer balls attached
(watermark C)

Monogrammed below the head PH,
inscribed zeespinnekop

PROVENANCE:
Private collection, Switzerland.
Private collection, USA.

LITERATURE:
Thea Vignau-Wilberg, Pieter Holsteijn the

Younger 1614-1673. Allerhande Kruypende
en Vliegende Gedierten - Diverse Crawling

and Flying Animals, Munich 2013,

p. 34, no. 5.;

Marlise Rijks, ‘A painter, a collector, and
a horseshoe crab: connoisseurs of art
and nature in early modern Antwerp’, in
Journal of the History of Collections,
vol. 31, Issue 2, July 2019, pp. 5-6, fig. 4.

Despite its English name ‘horseshoe crab’ (Limulus polyphe-
mus) the animal is not a crab but a relative of the arachnid
(spider) class of insects. It lives in and around shallow
seawater, on the east coast of North America and on the
coasts of South, South-east and East Asia. The Limulus
polyphemus ranks as a ‘living fossil because it has existed
for over four hundred million years. It can reach a length
of sixty centimetres (information kindly provided by Dr.
Damir Kovac, Forschungsinstitut Senckenberg, Frankfurt
am Main). The animal was highly prized among collectors
of natural objects and was regarded as a major acquisition
for any cabinet of curiosities. Holsteijn’s image reflects this
precious quality.

The body of the Limulus polyphemus is roughly hor-
seshoe-shaped - hence its common name. It comprises two
flexibly linked segments, that at the rear issuing in a long,
rigid, pointed tail. The hard shield of the front segment
rises in two places to accommodate primary compound
eyes, which are rendered here in a glowing light brown.
Six pairs of plate-shaped appendages in the rear segment
function as rudder-like feet.

Holsteijn uses watercolour and body colour, including
highlighting, in masterly fashion to represent the metallic
texture of the shield. Accurate depiction of such features
as the eyes and legs requires familiarity with the animal:
a painter can reproduce correctly only what he knows. The
high artistic quality of the execution enhances the exotic
nature of the insect and conveys a sense of value. The leaf
may be identical with one sold at auction in Amsterdam in
1887 (Amsterdam, Fred. Muller, 24 January 1887, lot 95).

Pieter Holsteijn the elder was the son of the stain-
ed-glass painter Cornelis Pietersz., who hailed from the
duchy of Schleswig-Holstein and is documented in Haarlem
in 1580.! He was accepted into the painters’ guild, the St
Luke guild, relatively late, in 1634, when already a well-es-
tablished artist. In 1640 and 1642 he headed the guild.
The elder Holsteijn made a reputation as a creator of
monumental stained glass.> He produced a large number
of cartoons for church windows and executed them in his
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workshop, often to commissions from the municipality of
Haarlem, which donated the windows to various small
towns north of Haarlem. Pieter Holsteijn the Elder’s use
of watercolour was praised at an early date.? The artist’s
first known image of an animal, a wagtail, is dated 1621.*
He was buried in Haarlem on 23 July 1662.

Pieter Holsteijn the younger was born in Haarlem
around 1614 and trained as a stained-glass painter and
draughtsman in his father’s workshop. Initially he seems
to have been his father’s closest associate: certainly, no
independent works of stained glass by the younger Holsteijn
are documented. He subsequently focused on engraving,
producing portraits and works on religious, historical and
mythological subjects. In 1661 de Bie wrote in his Het
Gulden Cabinet: ‘His skill will be praised honourably as
long as impressions are taken from his printing plates’.’
He became a member of the Haarlem St Luke guild in the
same year as his father, 1634. He was subsequently based
in Miinster, Amsterdam and Zwolle, before returning to
Haarlem in 1662 - the year of his father’s death — and
once more entering its painters’ guild. In 1671 he sett-
led in Amsterdam, where he died in November 1673. The
younger Holsteijn frequently based his portrait engravings
on paintings by well-known artists, such as Gerard ter
Borch and Gerard Honthorst, or by his brother Cornelis,
but also produced them from his own drawings. Yet it was
with images of flowers, especially tulips, that he made his
reputation. In addition, he painted single leaves and albums
featuring animals, occasionally mammals, but principally
birds. Even more exquisite - and rarer — are his striking
images of insects: beetles, butterflies and moths.

For the other drawings in the group refer
to www.daxermarschall.com.



Léon Spilliaert
(Ostend 1881 - 194:6 Brussels)

Végétation avec lis - Vegetation with Lily,
1913

Indian ink, pen, pencil on paper,

11.6 x 18.4 cm (4,6 x 7,2 inch)

Signed and dated lower left 25 Avril /
1913 / L. Spilliaert

PROVENANCE:

Madeleine Spilliaert, Uccle (the artist’s
daughter);

Irmine van Rossum, Brussels
(granddaughter);

Anne Mortelmans, Brussels (great-
granddaughter);

Brussels art trade (2005);

German private collection.

Dr. Anne Adriaens-Pannier will include
the drawing in her forthcoming catalogue
raisonné of Spilliaert’s work.

Fig. 1 Léon Spilliaert, Arums, 1913, Indian
ink, pen, pencil on paper, 11.1x 17.8 cm,
private collection.

Léon Spilliaert
‘Végétation avec lis’

We are grateful to Anne Adriaens-Pannier for her research
findings.

The present drawing is an autonomous work by Léon
Spilliaert, signed and dated 1913. No sketches or prepara-
tory drawings for these smaller works are known. He was a
masterly, strikingly original draftsman, working chiefly on
paper. His repertoire of motifs included still-lifes of bottles,
flowers, plants and shells in addition to the larger-format
interiors, seascapes, harbor views and self-portraits for
which he is better known. A drawing titled Arums, also
dated Aoril 1913 and executed in the same technique, is
closely related to the present flower motif (Fig. 1).

The common link between Léon Spilliaert, James Ensor
and Fernand Khnopff is their rich creative imagination.
A tendency towards reclusiveness and melancholic intro-
spection is also something these three Belgian Symbolists
have in common. Spilliaert’s only formal training was at
the Académie des Beaux-Arts in Bruges between 1899 and
1900. After a period of just a few months at the Académie,
he decided to strike out on an independent career. On
a visit to the Paris World’s Fair in 1900 he saw work by
Gustav Klimt and first discovered the paintings of leading
Symbolists such as Jan Toorop, Giovanni Segantini and
Ferdinand Hodler.

In 1902, Spilliaert began to produce illustrations for
Edmond Demon, an influential Brussels publisher and
collector. It was through Demon that he discovered the
work of Fernand Khnopff, Théo Van Rysselberghe, George
Minne, Félicien Rops and James Ensor. He also came across
the work of Odilon Redon and other contemporary French
artists. Spilliaert spent a large part of the year 1904 in Paris
where he struck up a friendship with the Belgian poet Emile
Verhaeren, a key figure in the Symbolist movement. For a few
years, before marrying and settling down to address motifs
from the natural world, Spilliaert appeared tormented by
solitude and hallucination. His restless, feverish tempera-
ment' is reflected in his work. The much-admired series of
monochrome self-portraits he made around 1907 are ruth-
lessly honest and surreally disturbing in equal measure.?
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One of Spilliaert’s greatest strengths was his ability to
develop a wide variety of themes without committing him-
self'to one particular genre or style. His work is a symbiosis
of expressionist and symbolist tendencies. He devoted him-
selfintensively to his art, never ceasing to create remarkable
visual imagery. His dramatic vision was strongly influenced
by his study of Nietzsche and the writings of Stefan Zweig.
His restless mind might explain why he preferred working
in pencil, ink and watercolor rather than oils.



Lovis CORINTH
(Tapiau, East Prussia 1858 - 1925
Zandvoort, Netherlands)

A Joyful Dance, 1919

Gouache, pencil and colored chalk

on paper, 72.5 x 43 cm (28.5 x 16.9 inch)
Signed and dated lower right

Lowvis Corinth 1919

Inscribed on the verso Bayerisches Dirndl
(Walchensee Triptychon)

PROVENANCE:

Charlotte Berend-Corinth (the left wing of
a triptych painted by Corinth for his wife
specifically for their house at Walchensee);
private collection, 1958

(see Geddchtnisausstellung,

Wolfsburg 1958);

Galerie Wolfgang Ketterer, Munich,
Lagerkatalog 121,1979/1, no. 340;

Cesar Zimnoch, Mannheim;

Munich, Ketterer Kunst, auction sale,
June 9, 2012, lot 38;

private collection, Munich.

EXHIBITED:

Lovis Corinth, Geddchtnisausstellung:

zur Feier des 100. Geburtsjahres, Stadthalle
Wolfsburg, Munich 1958, no. 264;

Lowvis Corinth. Die Bilder vom Walchensee.
Vision und Realitdt, exhib. cat.,
Regensburg, Ostdeutsche Galerie and
Kunsthalle Bremen, 1986, no. 91.1,

repr. p. 194-5.

Fig. 1 The ‘Walchensee Triptych;, 1919
(from left):

A Joyful Dance, 72.6 x 42.6 cm;
Walchensee Landscape with Helios and
Aurora, 1919, gouache, 73 x 88 cm;
Young Bavarian Boy, 1919, gouache,
72 x 42 cm.

Lovis Corinth
A Joyful Dance

Lovis Corinth and his family spent their first summer
vacation at Walchensee in Upper Bavaria in 1918. In the
following year, he purchased a lakeside plot on the northern
shore in Urfeld. His wife Charlotte Berend-Corinth oversaw
the construction of a wooden house which was completed in
late summer 1919. The Walchensee house - Corinth named
it Haus Petermann, his nickname for his wife - was to serve
him as a retreat and place of inspiration until his death in
1925. A large number of the paintings he produced in his
final years depict the lake, the surrounding landscape and
the mountains.

Corinth had originally intended to furnish the entire
house with paintings but ultimately only a few were hung.
One of these was the so-named ‘Walchensee Triptych’ (Fig. 1).
Charlotte describes the genesis of the painting — which was
personally dedicated to her - as follows: ‘One morning
in Urfeld he [Corinth] accorded me a delightful mark of
affection, handing me a triptych-like watercolor with the
simple explanation: “Petermannchen, I've painted this for
you so that the sun forever comes up over the Jochberg.”
Overwhelmed by the beauty of the dawn sky tinted by the
sun rising over the still-dark heights I repeatedly cried out

92

at the breakfast table, “Look, the sun’s coming up over the
Jochberg!” and Corinth teased me about it. But there is no
better proof of how well he understood, or indeed shared,
my enthusiasm than this wonderful watercolor with its
conjuring-up of Aurora scattering roses — soon it was the
jewel in our rustic room.

The central panel of the triptych depicts two mytholo-
gical figures — Helios, the sun god, and his sister Aurora,
the goddess of the dawn. Helios is shown driving his chariot
over the Jochberg while Aurora, naked, scatters flowers on
her way. The allegorical image is flanked by two figures in
traditional costume. A Bavarian girl dances freely, arms
raised as her skirt sways to the music. The foreground of
the scene is framed by the heads of two cows while in the
right wing of the triptych a young Bavarian man performs
a courtship dance known as the Schuhplattler, partnered
- it would seem - by a pair of goats.



Lupwic MEIDNER

(Bierut6w, formerly Bernstadt 1884 - 1966

Darmstadt)
Self-Portrait at Work, 1921

Grease crayon on paper, 63.7 x 47.5 cm
(25.1x18.7 inch)

Monogrammed and dated lower left LM
1921, also dated lower right 1.111.1921

PROVENANCE:

Peter Hopf (1937-2004), Berlin';
private collection, England;
private collection, Switzerland.

EXHIBITED:

Tendenzen der Zwanziger Jahre. Die
Novembergruppe, 15. Europdische
Kunstausstellung, exhib. cat., Berlin,
Kunstamt Wedding, Walther-Rathenau-
Saal, Berlin 1977, no. 43, repr.

Fig. 1 Ludwig Meidner, Self-Portrait,
1922, grease crayon on brown paper,
75.5 x 55.5 cm, Art Institute of Chicago,
inv. C1997.428.

Ludwig Meidner
Self-Portrait at Work

Ludwig Meidner’s extensive output of self-portraits is
almost unmatched in twentieth-century art.2 Throughout
his artistic career he called himself into question, sought
dialogue with his own mirror image and created a wealth
of grandiose, harrowing and at times deeply disconcerting
self-portraits. In these, as in his literary work, he repeatedly
laid bare his soul in an intoxicating alternation of ecstatic
experience, jubilation and sorrow.

Meidner’s depictions of himself are a thread running
through his entire ceuvre. The earliest of these display typi-
cal academic characteristics and echoes of Jugendstil. The
year 1912 brought a stylistic change in his work. Like his
Apocalyptic Landscapes — unstable, disjointed, lurching
cityscapes strongly influenced by Jewish and Christian
mysticism — Meidner’s portraits and self-portraits are frag-
mented under the influence of Cubism and Futurism. Faces
are distorted, heads deformed, hands crippled. Where color
is used, it is expressive and blazingly intense. The present
self-portrait resonates with emotional energy. Executed
in grease crayon in forceful, frenzied strokes, it is a quin-
tessential example of Meidner’s extraordinarily dynamic
style which only gradually became more restrained in the
early 1930s.

This compelling self-portrait was executed on March 1,
1921. It belongs to an important group of large-format dra-
wings in grease crayon. One of the sheets from the group is
now in the collection of the Art Institute of Chicago (Fig. 1).
Disillusioned by the failure of the November Revolution in
1919, Meidner decided to withdraw from the cultural-po-
litical stage and embark on a quest for his own identity.?
In the present sheet he depicts himself as an artist at work
in the process of drawing his own image. With an intense,
piercing gaze he scrutinizes his own reflection, a crayon
gripped in his right hand. The dense, energetic swathes of
parallel hatching, which are reminiscent of prints, appear
in other Meidner drawings of the period.*

This self-portrait still displays the distortion and aliena-
tion characteristic of earlier works, expressed particularly
in the striking contrast between Meidner’s diminutive
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hand and his huge head. However, the density of the lines
results in a more finely differentiated facial expression. His
features are firmer, in contrast to the self-portraits of the
years around 1912, in which lines seem to burst explosively
away from one another.

After only two and a half years spent studying at the
Art Academy in Breslau, Meidner moved to Berlin briefly in
1905. He spent the years 1906-7 in Paris, where he attended
painting classes at two respected private art schools, the
Académie Julian and the Atelier Cormon. His friendship
with Amadeo Modigliani dates from his stay in Paris. From
1910 onwards, influenced by the works of Robert Delaunay,
Meidner combined Cubist and Futurist elements with his
strongly Expressionist style. He became known in Berlin for
his Apocalyptic Landscapes, which seem to foreshadow the
horrors of the World Wars, as well as for his self-portraits
and his portraits of fellow artists working in Berlin. From
the 1920s onwards, religious themes played a determining
role in his art. His previously dynamic Expressionist style
became more restrained and his draftmanship, particularly
in his works on paper, more intricate. In 1935, to escape the
increasing repression in Berlin, moved to Cologne to teach
drawing at a Jewish school. In August 1939 he emigrated
to England, where he and his family lived in straitened
circumstances. It was only after he returned to Germany
in 1953 that his work, which had fallen into oblivion after
years of defamation, slowly regained recognition.

The originality and dynamism of Meidner’s art and
poetry show him to have been an Expressionist of major
importance. He produced a diverse and extensive ceuvre,
not only as a painter, draughtsman and etcher, but also as
aman of letters and a columnist.



ERNsST WILHELM NAY
(Berlin 1902 - 1968 Cologne)

‘Scheibenbild’ - Composition with Discs,
1955

Watercolor on paper, 17 x 25 cm

(6.7 x 9.8 inch)

Signed and dated lower right Nay. 55
On the verso a pencil sketch (Fig. 1)

PROVENANCE:
Private collection, Malmo.

The Ernst Wilhelm Nay Stiftung will
include the work in volume III of the
forthcoming catalogue raisonné of E.-W.

Nay'’s watercolors, gouaches and drawings.

It has been allocated the registration
number CR 55-047.1

Ernst Wilhelm Nay
Schetbenbild’

The present watercolor is a fine early example of Ernst
Wilhelm Nay’s Scheibenbilder [Composition with Discs].
This important body of work was executed between 1954
and 1962. It now ranks as one of his most highly sought-af-
ter series. Nay was an individualist with no professed iden-
tification with any particular group of artists, although he
was attracted to elements of the Art Informel movement
in Germany. The Scheibenbilder series saw him develop a
unique abstract pictorial language. In his book titled Vom
Gestaltwert der Farbe, published in 1955, he described the
genesis of the Scheibenbilder:

“This is how it started: I began making simple new experi-
ments and discovered that if T applied a brush to the canvas
it produced a small blob; and if T enlarged the blob, I then
had a disc. The presence of the disc was already having
quite an effect on the surface. If I added more discs, this
created a system of colored and quantitative proportions
which were then combinable and could be further confi-
gured to create larger pictorial systems.”

At the Entartete Kunst exhibition in Munich in 1937
Nay was one of the youngest painters to have his work
denigrated as ‘degenerate’. He was banned from exhibiting
and was unable to pursue his career as an artist until 1945.
In the following twenty years he gradually distanced himself

Fig. 1 Verso
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from figurative art. In his earlier paintings and drawings
he had focused on dunes and fishermen, mountains and
lakes. But in the 194.0s, color began to take precedence over
human forms and objects. Figurative elements paled into
insignificance.? He moved to Cologne in the early 1950s,
where he was influenced by the city’s vibrant contemporary
music scene. Its impact resonates in a number of the titles
he gave his paintings - Silver Melody (1952, CR 600), Vocal
Sound (1952, CR 604) and Black Rhythms, Red into Grey
(1952, CR 629).

Nay’s Scheibenbilder contributed fundamentally to the
development of abstraction in post-war Germany. The series
marked a turning point in his career and established him as
one of the leading German artists of the post-war period.



PEDER BALKE

1

3 Ov

Important exhibitions include: Peder Balke 1804-1887, exhib.
cat., Oslo, Kunstnernes Hus, 1954; Peder Balke. Ein Pionier
der Moderne, Kunsthalle Krems, September 2008 - February
2009, Copenhagen, Ordrupgaard, March - July 2009;
Paintings by Peder Balke, Tromse, Nordnorsk Kunstmuseum,
June - October 2014, The London, National Gallery, November
2014 - April 2015.

See Per Kirkeby, Peder Balke, Trick, Depth and Game, Hellerup
1996.

The Finnmark region lies in the extreme north-east of the
country and is the only part of Norway that borders on Russia.
Balke traveled from Trondheim to Nordkap and farther east-
ward to Varde and Vadse. For his travel route, see Paintings
by Peder Balke, exhib. cat. London, National Gallery, Tromsg,
Northern Norway Art Museum, London 2014, p. 64.

In Paris he succeeded in obtaining an audience with King
Louis-Philippe, who, as a young man, had toured the north
of Norway in the years after the French Revolution. Balke
showed the king a selection of oil sketches depicting scenes
of northern Norway, from which the king chose several to be
used as models for large-format paintings. Twenty-six of these
oil sketches survive and are now on display in the Museé du
Louvre. Balke’s artistic future appeared to be secure, but the
1848 revolution in France put an abrupt halt to the King’s
plans, and Louis-Philippe was forced to abdicate. At the end
of 18477, Balke saw no alternative but to leave Paris. First he
spent a short time in Dresden, but in the spring of 1849 he
set out for London. There he had the opportunity to study
the work of William Turner, whose paintings strengthened his
resolve to make radical changes to his painting technique. See
Marit Ingeborg Lange, ‘Peder Balke: Vision and Revolution),
in Paintings by Peder Balke, op. cit., pp. 6-41.

See Paintings by Peder Balke, op. cit., no. 6.

See Peder Balke. Ein Pionier der Moderne, op. cit., p. 22

Per Kvaerne and M. Malmanger (eds.), Un peintre norvégi-
en au Louvre. Peder Balke (1804-1887) et son temps, Oslo,
Instituttet for Sammenlignende Kulturforskning, 2006 p. 35.

Lovis CORINTH

1 Lowvis Corinth. Die Bilder vom Walchensee. Vision und Realitdt,

exhib. cat., Regensburg, Ostdeutsche Galerie and Kunsthalle
Bremen, 1986, p. 270.

Lovis CORINTH

1

2

Georg Bussmann, Lovis Corinth, Carmencita, Malerei an der
Kante, Frankfurt 1985, pp. 59-60.

See Karl Voll, ‘Die Frithjahr-Ausstellung der Miinchener
Secession und der Luitpoldgruppe), in Die Kunst fiir alle:
Maleret, Plastik, Graphik, Architektur, April 13,1899, p. 189.
For a discussion of the friendship see Nico Kirchberger (ed.),
Jugendstil skurril. Carl Strathmann, exhib. cat. Miinchener
Stadtmuseum, Koln 2019, pp. 21, 30.

The first edition appeared in 1909 and a revised edition was
published in 1918. See <http://www.zeno.org/Kunst/M/
Corinth,+Lovis/Legenden+aus+dem+K%C3%BCnstlerleben/
Carl+Strathmann> (accessed January 22, 2020).

Lovis CORINTH

1

Cited after Ulrich Luckhardt, Lovis Corinth und die
Hamburger Kunsthalle, Ostfildern 1997.

JoHAN CHRISTIAN DAHL

1

2

Dabhl’s Liber Veritatis drawing documenting the present pain-
ting: Schiolden i Sogn. Norwegen Dahl 184.3.

17 Z1. 13 1/2 Z.h. S. M. (...), Bergen, Billedgalleri, inv. 803,
LV. 693.

GI1UsePPE DE NITTIS

1

2

See Enzo Mazzoccoli and Nelly Rettmeyer (eds.), Giuseppe
De Nittis, Taccuino 1870-1884, Bari 1964.

See Christine Farese Sperken, ‘Alle Falde del Vesuvio), in De
Nittis. Impressionista italiano, exhib. cat., Rome, Chiostro
del Bramante, Milan 2004, pp. 33-8.

See Pino Dini and G. L. Marini, De Nittis. La vita, i documentsi,
le opere dipinte, Turin 1990, I, pp. 83-161.

Gilles Chazal, Dominique Morel and Emanuela Angiuli

(eds.), Giuseppe De Nittis: la modernité élégante, exhib. cat.,
Paris, Petit Palais, Musée des Beaux-Arts de la Ville de Paris
and Barletta, Pinacoteca Giuseppe De Nittis, Paris 2010.-
Emanuela Angiuli and Fernando Mazzocca (eds.), De Nittis,
exhib. cat., Padua, Palazzo Zabarella, Venice 2013.- Maria
Luisa Pacelli, Barbara Guidi and Héléne Pinet, De Nittis e
la rivoluzione dello sguardo, exhib. cat., Ferrara, Palazzo dei
Diamanti, Ferrara 2020.

GIUsePPE DE NITTIS

1

@

See Christine Farese Sperken, Giuseppe De Nittis, Barletta,
Palazzo della Marra, catalogo generale, Bari 2016.

De Gregorio’s work is now in a private collection in Milan.
Information kindly supplied by Professor Farese Sperken.
Jean Dieterle and the Dieterle family: Martin Dieterle is a
fifth-generation Corot expert. His great-great-grand- father,
Jules Dieterle, was one of Corot’s closest associates. His great
grandfather, Charles Dieterle, spent a decade in Corot’s atelier
as a student and factotum. Charles’s wife, Marie Dieterle, was
a successful landscape and animal painter. She was also a close
friend of Corot. Martin Dieterle’s grandfather, Jean Dieterle,
annotated the catalogue raisonné of Corot’s work. He was a
friend of De Nittis’s son, Jacques. Jean Dieterle’s father, Pierre
Dieterle, was also a leading Corot scholar. See <https://oac.
cdlib.org/findaid/ark:/13030/kt867nc9vn/admin/> (accessed
February, 11, 2020).

Enrico Piceni, De Nittis, Milan 1955, p. 178

Piero Dini and Giuseppe Luigi Marini, De Nittis. La vita,
documenti, le opere dipinte, catalogue raisonné, Turin 1990,
no. 468.

THOMAS FEARNLEY

1

Dahl und Friedrich. Romantische Landschaften, exhib. cat.,
Oslo, Nasjonalgalleriet and Dresden, Albertinum, 2014-5,
p- 195.

Torsten Gunnarsson, Nordic Landscape Painting in the
Nineteenth Century, New Haven and London 1998, p. 99 f.
See <http://samling.nasjonalmuseet.no/en/object/
NG.K_H.A.03787%> (accessed December 11, 2019).

In Front of Nature. The European Landscapes of Thomas
Fearnley, exhib. cat., The Barber Institute of Fine Arts -
University of Birmingham, 2012-3, pp. 31-2.

See <http://samling.nasjonalmuseet.no/en/object/
NG.K_H.A.03793-013> (accessed December 11, 2019).



CARL JoHAN FORSBERG

1 SILENCIUM! PAX - AR - FRED - OFVER - DE - LEFVANDE

PAX - AR - FRID - OFVER - DE - DODE LUGNT - HVILAR -
HAFVET - AZURBLATT... UNDER - HIMLAHVALFNINGEN
-DRIFVA - FJADERLATTA - VARMOLN SAKTA - FRAMAT
OCH - PA - JORDENS - RUNDA - YTA FOLJA - MORKA
SKUGGOR - TROGET . EFTER LUFTEN - AR - SOLVARM
- REN - SOM - ATER FYLD - AF - BLOMSTERDOFT -
OCH - FAGELSANG VIND - RISSLAR - LATT - I -
PALMERNAS - KRONOR LJUFT - BOJANDE - ROS -
INTILL - RODNANDE - ROS PA FESTSMYCKADT TORG
- OCH - GATA MED - TREFARGAD - FLAGG - OCH -
BLOMSTERGUIRLAND TUNG ¢ AF - MOGNADE -
FRUKTER HORES - MANDOLINENS - KLIRR - OCH -
GITARRENS JUBEL I LYSANDE - FARGSTRALANDE
- DRAGTER DANSAR - FOLKET BARN . LEKA MAN -
SJUNGA KVINNOR - LE BLOD - KOKAR VIN - FLODAR
SOL - VARMER PIL - SARAR OCH - KARLEK - FAMNAR
- LYCKA! ALT - AR - LIF FLODENS - DYIGA - GULA
VAGOR - VALTRA - FRAMAT FARGANDE - HAFSVIKEN
- GRAGRON DEN - AR - BRED OCH - DEN - MOTSATTA
STRAND - LIKNAR - EN - BLA - STRIMMA VAGEN -
FOLJER - FLODENS - SLINGRANDE - LOPP STOLTA -
TINNKRONTA - SLOTT MED - POPPELSKUGGADE -
BYAR JAMTE - STAD - EFTER - STAD SKYMTA - FRAM
- PA - SLATTEN OCH - STRANDERNA - NARMASIG -
HVARANDRA HVITKLADDA - ALPSPETSAR RESA
- SINA - HJASSOR - HOGT - OFVER GRONSKANDE -
FRUKTBARA DALAR SPEGLANDE - SIG - I - ALPSJONS
- DJUPT - MJOLKBLAA - VATTEN VAGEN - STIGER -
SLINGRANDE - SIG - UPPAT STANDIGT - FOLJANDE
- FLODENS - ALTMER - BRUSANDE - LOPP BRUSET -
DOR - BORT BLOMSTREN - FORFRYSA LUFTEN - AR -
ISKALL TYSTNADEN - RADER OCH - LIFLOS - LIGGER
- GLETCHERN INKLAMD - MELLAN - HARDA - STELA
- KLIPPVAGGAR ALT - AR DOD PAX - AR - FRIDENS -
DIGT I FARGER PAX - AR . HELGA - RUNAN . RISTAD
. OFVER - VERLDSFRED

The lake is said to derive its name from the slaughter of enemy
soldiers on its shore after the Battle of Ulrichen in 1211. The
men were overcome at the lake by the victorious Valaisian army
when Bertold V, Duke of Zahringen, was defeated in the battle
to seize the Valais. On another occasion many soldiers lost
their lives when the armies of General Alexander Suvorov and
Napoleon clashed near the lake in the early nineteenth century.
Carl Johan Forsberg, Opera af Carl Johan Forsberg, Stockholm
1913, pp. 49-60.

Harald Sohlberg: Infinite Landscapes, exhib. cat., The National
Museum of Art, Architecture, and Design, Oslo, Dulwich
Gallery, London and Museum Wiesbaden, Wiesbaden, 2018-
19, pp. 75-76.

Thieme/Becker, Allgemeines Lextkon der Bildenden Kiinstler,
XII, Leipzig 1916, p. 218.
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JEAN-LEON GEROME

1 Gérome’s own notes recording his travel experiences have sur-
vived, as has a travel journal kept by the Dutch painter Willem
de Famars Testas, a book by the painter Paul Lenoir and a
large body of studies and sketches made on the expedition.
Although Goupil’s fellow travellers mention his photographs it
was not until 1996 that the Bibliothéque nationale de France,
département des Estampes et de la Photographie was able to
acquire an album of 79 photographic prints. The album bears a
dedication to the painter and fellow traveler Ernest Journault.
It is not inconceivable that Goupil gave each member of the
expedition, including his brother-in-law Gérome, a similar
album, although Gérome may have received a more complete
group of prints. See Dominique de Font-Réaulx, ‘Gérome and
photography: accurate depictions of an imagined world), in
The Spectacular Art of Jean-Léon Géromes (1824-1904,), exhib.
cat., Los Angeles, The J. Paul Getty Museum; Paris, Musée
d’Orsay; Madrid, Museo Thyssen-Bornemisza, 2010-1, p. 234
2 Inan autobiographical essay of 1878 Gérome emphasizes the
importance of plein-air oil sketching to him: Quoique fatigué
apres de longues marches en plein soleil, je me mettais avec
ardeur au travail dés que Uendroit de la halte était atteint.
Mais, hélas! Que de choses laissées derriére soi dont on n'em-
porte que le sowvenir! Etjaime mieux trots touches de couleur
sur un morceau de toile que le plus vif des souvenirs; mais il
Saut en aller en avant avec des regrets.
3 See The Spectacular Art of Jean-Léon Gérome, op. cit., p. 236-7.

CARL WILHELM GOTZLOFF

1 Markus Bertsch, ‘Im Zeichen kiinstlerischen Austauschs. Carl
Wilhelm Gétzloffs Anfiange in Dresden und seine ersten Jahre
in Italien’, in Alexander Bastek and Markus Bertsch (eds.), Carl
Wilhelm Gotzloff (1799-1866): Ein Dresdner Landschaftsmaler
am Golfvon Neapel, exhib. cat., Liibeck, Museum Behnhaus
Drigerhaus and Mittelrhein-Museum Koblenz, Petersberg
2014, p. 19 (containing a catalogue raisonné of the paintings).

2 Andreas Stolzenburg, ‘Franz Ludwig Catel als kiinstlerisches
und 6konomisches Vorbild fiir Gotzloffs Entwicklung als
Landschafts- und Genremaler in Neapel, in Gotzloff; op.
cit., pp. 48-50.

3 See Ernst-Alfred Lentes, Carl Wilhelm Gotzloff: Ein Dresdner
Romantiker mit neapolitanischer Heimat, Stuttgart and
Zurich 1996.

OTTO HESSELBOM

1

See A Mirror of Nature. Nordic Landscape Painting 1840-
1910, exhib. cat., Helsinki, The Ateneum Art Museum;
Stockholm, Nationalmuseum; Oslo, The National Museum
of Art, Architecture and Design; Copenhagen, Statens Museum
for Kunst; The Minneapolis Institute of Arts, 2006-7, p. 280.

2 Otto Hesselbom,Vart land. Motiv fran Dalsland, 1902, oil

on canvas, 126 x 248 cm, Stockholm, Nationalmuseum, inv.
NM 1704

3 Michelle Facos, Nationalism and the Nordic Imagination.

Swedish Art of the 1890s, Berkeley 1998, p. 188.

4 Tts first stanza reads in Swedish:

Vart land, vart land, vart fosterland,
Ljud hogt, o dyra ord!

Ej lyfts en hojd mot himlens rand,
Ej sdnks en dal, ej skoljs en strand,
Mer alskad &n var bygd i nord,

An véra fiders jord.

PIETER HOLSTEIJN THE YOUNGER

1

Biographical information on the Holsteijns comes from
Michael Bischoff, ‘Pieter Holsteyn d.A” and ‘Pieter Holsteyn
d.J’, in Thieme/Becker, Allgemeines Kiinstlerlexikon, Leipzig
2012, pp. 321-2.

2 Cornelis de Bie, Het Gulden Kabinet vande edel vrij

Schilderconst, Antwerpen 1661, reprint Soest 1971.

3 In 1628 Samuel Ampzing noted in his cultural history of

Haarlem: ‘Holsteijn, death may cause your hand to rot, but
your art and name will never die. [ You are a] great writer on
glass, but what your bold spirit does in works in watercolour is
foremost. 'En Holsteyn dijne hand mag door den dood verder-
ben.//Maer dijne konst en naem en konnen nimmer sterben.
Groot Schrijver op het glas: doch dat dijn kloeke geest//Met
waterverwen maekt if§ ver het aldermeest. Samuel Ampzing,
Beschryvinge ende lof der stad Haarlem, Haarlem 1628, p. 373.

4. Haarlem, Noord-Hollands Archief, 53- 002926 K; Michael

Bischoff, Eine Menagerie auf Papier: Der niederlindische
Tierzeichner Pieter Holsteijn d.J. (um 1614-1673), Lemgo
2011, p. 31, fig. 38.

5 ‘Daer Fama noyt en sal zijn lot en eer verlaten / soo langh

noch eenich print ghedruckt wort op sijn platen’. De Bie,
op. cit., p. 533.

LOTTE LASERSTEIN

1

Neue Sachlichkeit. Bilder auf der Suche nach der Wirklichkett.
Figurative Malerei der zwanziger Jahre, exhib. cat., Kunsthalle
Mannheim, 1994-5, see p. 40.

See Anna-Carola Krausse, Lotte Laserstein. Meine einzige
Wirklichkeit, Berlin 2018, p. 56f.

Laserstein and Wolfsfeld remained in contact after she left
the Academy. He occasionally supplied her with painting
materials, particularly after the Nazis seized power in 1933.
See Krausse, op. cit., p. 53.

LOTTE LASERSTEIN

1

2

Anna-Carola Krausse, Lotte Laserstein: Meine einzige
Wirklichkeit, Berlin 2018, p. 57.

The concept of the Pathosformel (‘pathos formula’) was de-
veloped by the art historian Aby Warburg (1866-1929) in the
early twentieth century.

MAX LIEBERMANN

1

Lily (alternatively spelt ‘Lilly’ or ‘Lili") Christiansen-Agoston
(1894-1951) was the lover and business partner of gallerist, art
dealer and publisher Wolfgang Gurlitt (1888-1965). She was
portrayed by a number of artists, including Oskar Kokoschka
and Rudolf Grossmann. Her marriage to a Danish citizen
(probably named Christiansen) was arranged by Gurlitt in
¢.1940 to avoid potential persecution arising from her Jewish
heritage. She acquired Danish citizenship and continued to
pursue her business interests under the name of Christiansen
or Christiansen-Agoston.

That corner of the earth smiles for me more than any other.
Cited after Jenns Eric Howoldt, ‘Die Gartenbilder und ihr
zeitgeschichtlicher Hintergrund, in Im Garten von Max
Liebermann, Hamburger Kunsthalle and Alte Nationalgalerie,
Berlin 2004-5, p. 11.

See Matthias Eberle, Max Liebermann 1847-
1935. Werkverzeichnis der Gemdlde und Olstudien,
11, Munich 1995, nos. 1916/18 and 1916/19:

- Max Liebermann, The Flower Terrace, Wannsee
Garden to the North-West, 1916, oil on canvas,
58.4 x 89.4 cm, signed and dated lower right M

Liebermann 1916, whereabouts unknown.

- Max Liebermann, The Flower Terrace, Wannsee Garden
to the North-West, 1915-6, oil on canvas, 59.5 x 89.5 cm,
signed lower left M Liebermann 1916, Diibi-Miiller-Stiftung,
Kunstmuseum Solothurn, inv. C 80.20.

Cited after Stephanie Ritze, ‘Die Blumenterrasse, in Im Garten
von Max Liebermann, op. cit., p. 88.

MAX LIEBERMANN

1

2

10

11

12

13

14

15

See Max J. Friedlander, Max Liebermann, Berlin 1898, p.
94, fig. 46.

See Hans Rosenhagen, Max Liebermann, Bielefeld and Leipzig
1900, p. 97, fig. 103.

See Matthias Eberle, Max Liebermann 1847-1935.
Werkverseichnis der Gemdlde und Olstudien, I: 1865-99,
Munich 1995, no. 1898/5, p. 482.

Schwersenz set up as a Kommissiondr fiir Kunstsachen [ com-
mission agent for art objects] in Berlin in 1916 and worked
as an art and antiques dealer. His firm was deleted from the
Berlin business register in 1937. He was of Jewish origin and
documents show that he was a target of Nazi persecution.
See Weltkunst, 28/20,1958, p. 61 (this is a print advertisement
for Kunsthandlung Norbert Nusser & Sohn in Munich. The
advertisement features an illustration of the present painting
and is captioned: ‘Max Liebermann “Sonntagnachmittag in
Laren”. 1898. Ol/Lwd., 147x110 cm, sign.).

See Max J. Friedlander, Max Liebermann, Berlin 1898, p.
94, fig. 46.

See Hans Rosenhagen, Max Liebermann, Bielefeld and Leipzig
1900, p. 97, fig. 103.

See Matthias Eberle, Maax Liebermann 1847-1935.
Werkverzeichnis der Gemilde und Olstudien, 1: 1865-99,
Munich 1995, no. 1898/5, p. 482.

Schwersenz set up as a Kommissiondr fiir Kunstsachen [com-
mission agent for art objects] in Berlin in 1916 and worked
as an art and antiques dealer. His firm was deleted from the
Berlin business register in 1937. He was of Jewish origin and
documents show that he was a target of Nazi persecution.
See Weltkunst, 28/20, 1958, p. 61 (this is a print advertisement
for Kunsthandlung Norbert Nusser & Sohn in Munich. The
advertisement features an illustration of the present painting
and is captioned: ‘Max Liebermann “Sonntagnachmittag in
Laren”. 1898. Ol/Lwd., 147x110 cm, sign.).

Eberle, op. cit., 1995, nos. 1882/24-26, 1894/13-14 and
1896/7-8.

See Anna Wagner, Max Liebermann in Holland, Bad Honnef
1973, p. 21.

See Barbara Gaehtgens, ‘Holland als Vorbild’, in Max
Liebermann, Jahrhundertwende, exhib. cat., Berlin, Alte
Nationalgalerie, 1997, pp. 88-90.

See Thomas W. Gaehtgens, ‘Liebermann und der
Impressionismus), in Max Liebermann, Jahrhundertwende,
op. cit., pp. 93-4.

Max J. Friedldnder, Max Liebermann, Berlin 1924, p. 42.

16

17

See Max Liebermann und die Holldnder, exhib. cat., Hanover,
Niedersachsisches Landesmuseum; Assen, Drents Museum,
Zwolle 2006.

Dutch drawing society, based in The Hague.

BRUNO LILJEFORS

1

Johan Akerlund (1856-1902) was a Swedish landscape
and genre painter from Stockholm; see Thieme/Becker,
Allgemeines Lexikon der Bildenden Kiinstler, 1, Leipzig 1992,
p. 705.

For further information and a biography, see In the Realm of
the Wild. The Art of Bruno Liljefors of Sweden, exhib. cat., New
York, American Museum of Natural History; Minneapolis,
James Ford Bell Museum of Natural History; Goteborgs
Konstmuseum, Gothenburg 1988-9.

- A Mirror of Nature. Nordic Landscape Painting 1840-1910,
exhib. cat., Helsinki, The Ateneum Art Museum; Stockholm,
Nationalmuseum; Oslo, The National Museum of Art,
Architecture and Design; Copenhagen, Statens Museum for
Kunst; The Minneapolis Institue of Arts, 2006-7, p. 286.
See Bo Lindwall, ‘Artistic Revolution in Nordic Countries’,
in Kirk Varnedoe (ed.), Northern Light. Realism and
Symbolism in Scandinavian Painting 1880-1910, exhib. cat.,
Washington D.C., Corocran Gallery of Art; Minneapolis, The
Minneapolis Institute of Art; The Brooklyn Museum, New
York, 1982-3, p. 40-2. The two driving forces of the 85-strong
Konstndrsforbundet were Richard Bergh and Ernst Josephson.
Other leading members were Nils Kreuger, Karl Nordstrom,
J.A.G. Acke, Per Ekstrom, Gustaf Fjaestad, Eugen Jansson,
Bjorn Ahlgrensson, Eva Bonnier, Bruno Liljefors, Carl Larsson,
Axel Sjoberg, Carl Wilhelmson, Christian Eriksson, Hanna
and Georg Pauli.

LupwiG MEIDNER

1

3
4

Peter Hopf (1937-2004) was a painter and stage designer.
He ran the ‘Kunstamt’ in Wedding, originally a working-class
district of Berlin. His collecting interests focused on the ar-
tists of the November Group, a group of Expressionist artists
and architects with left-wing political tendencies. Formed in
Berlin in 1918, the group took its name from the month of
the German Revolution (or November Revolution) of 1918-9.
See Gerda Breuer, Ludwig Meidner. Zeichner, Maler, Literat
1884-1966, exhib. cat., Darmstadt, Mathildenho6he, September
15 - December 1 1991, Stuttgart 1991; Thomas Grochowiak,
Ludwig Meidner, Recklinghausen 1966.

See ead., I, p. 37.

Compare Ludwig Meidner, Portrait of a Man, 1921,



watercolor and grease crayon on paper, 70.8 x 56.0 cm,
Kupferstichkabinett, Staatliche Museen zu Berlin, inv. 1116
and Ludwig Meidner, Portrait of the Pianist Walter Kaempfer,
1920, grease crayon, Abraham Horodisch collection.

ANTOON HENRICUS JOHANNES MOLKENBOER

1

Marcella Loosen-de Bruin, ‘Antoon Molkenboer (1872-1960).
Een in vergetelheid geraakte kunstenaar?), in Kunsthistorisch
Tijdschrift Desipientia, 1998, V, pp. 36-40.

ANGELO MORBELLI

1

On Divisionism, see Flavio Caroli, Il Divisionismo, exhib. cat.
Tortona, Pinacoteca Fondazione Cassa Risparmio di Tortona,
2013-2015, pp. 16-37.

Worth of mention are the political, social and economic chan-
ges brought about by the unification of Ttaly in 1861 and by the
industrialization taking place throughout Europe in the 1890s.
Ziircher Kunstgesellschaft, Kunsthaus Ziirich (ed.), Revolution
des Lichts. Italienische Moderne von Segantini bis Balla, exhib.
cat. Kunsthaus Ziirich, London, National Gallery, Ostfildern
2008, p. 16 (‘rigoroseste und engagierteste Verfechter der
neuen Technik’).

Our canvas can be connected with two pictures that origina-
ted around 1906, which depict early morning and mid-day,
respectively. Pasesaggio montano (Mountain Landscape),
oil on canvas, 30 x 45 cm, private collection. Tetti di paese
montano (Roofs of a Mountain Village), oil on canvas, 30 x
45 cm, private collection. Cf. Giovanni Anzani and Elisabetta
Chiodini, L'Ottocento tra poesia rurale e realta urbana. Un
mondo in trasformazione, exhib. cat., Rancate, Pinacoteca
Ziist, 2013-14, pp. 202-203, no. 73a and 73b.

The Divisionists differ from one another not only in the ori-
ginality of their subjects but also in their manner of painting:
the thinnest of lines, dots and brushstrokes alternate in the
work of Pellizza, whereas Previati’s decorative allegories display
flowing, organic lines, and Morbelli employs parallel hatching.
Angelo Morbelli, Mountains at Sunset, oil on panel, 12 x 21
cm, private collection. See Angelo Morbelli. Tra realismo e
divisionismo, exhib. cat. Turin, GAM Galleria Civica d’Arte
Moderna e Contemporanea, Turin 2001, p. 97.
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ErRNST WILHELM NAY

1

Magdalene Claesges, E. W. Nay. Lesebuch, Cologne 2002, p. 246.
For biographical information; see Aurel Scheibler, Ernst
Wilhelm Nay: Werkverseichnis der Olgemdilde, T: 1922-1951,
Cologne 1990, pp. 7-24-

FRIEDRICH NERLY

—

Based on information provided by the former owner.
Johannes Myssok, ‘Friedrich Nerly in Venedig), in MDCCC
1800, Universita Ca’ Foscari, Venice, I/1, 2012, pp. 58-9:
<https://edizionicafoscari.unive.it/media/pdf/article/mdc-
cc-1800/2012/1/art-10.14277-2280-8841-MDCCC-1-12-4.
pdf> (accessed December 12, 2019).

Friedrich Nerly und die Kiinstler um Carl Friedrich Rumohr,
exhib. cat., Schleswig-Holsteinisches Landesmuseum, Kloster
Zismar and Landesmuseum Mainz 1991, p. 14.

Friedrich Nerly, op. cit., p. 12, note 24.

HELMER OSSLUND

1

See A mirror of nature. Nordic Landscape Painting 1840-1910,
exhib. cat., Copenhagen, Statens Museum for Kunst; Helsinki,
Ateneum Art Museum; Stockholm, Nationalmuseum; and
Oslo, The National Museum of Art, Architecture and Design,
2006, p. 290; Torsten Gunnarsson, Nordic landscape painting
in the nineteenth century, New Haven (and elsewhere), 1998,
pp-247-52; Helmer Osslund: norrlands mdlare, exhib. cat.,
Stockholm, Nationalmuseum, 1971.

Michelle Facos, Nationalism and the Nordic Imagination.
Swedish Art of the 1890s, Berkeley 1998, p. 189.
Landschaft als Kosmos der Seele. Malerei des nordischen
Symbolismus bis Munch 1880-1910, exhib. cat., Cologne,
Wallraf-Richartz-Museum, 1998, p. 80.

Osslund left Paris for Sweden by way of Germany, Holland and
Scotland in 1898. On his return to Sweden he studied briefly
at the art school of the Artists’ Association in Stockholm but
broke off his studies to travel to Norrland in the far north of
Sweden in 1899.

Paul Gauguin, exhib. cat., Fondation Beyeler, Richen/Basel,
2015, p. 29.

Landschaft als Kosmos der Seele, op. cit., p. 79.

THEODORE ROUSSEAU

1

Unruly Nature: The Landscapes of Théodore Rousseau, exhibit.
cat., J. Paul Getty Museum, Los Angeles and Ny Carlsberg
Glyptotek, Copenhagen, 2016-17, pp. 1-9.

Ibid., pp. 1-88.

HELENE SCHJERFBECK

1

Described as ‘Landskap fran Hyvinge - Hyvinkdan maise-
ma. Hyvinge, 1916, olja. — Tillhor Direktor Carl Liickou.’
(Landscape at Hyvinge [titled in Swedish and Finnish].
Hyvinge, 1916, oil. - Belonging to Director Carl Liickou (sic).)

TELEMACO SIGNORINI

1

The best-known artists of the movement in addition to
Telemaco Signorini were Giuseppe Abbati, Cristiano Banti,
Odoardo Borrani, Vincenzo Cabianca, Adriano Cecioni, Vito
D’ Ancona, Serafino De Tivoli, Giovanni Fattori, Raffaello
Sernesi and Silvestro Lega.

See Piero Dini and Francesca Dini, Diego Martelli, lamico dei
Macchiaioli e degli Impressionisti, exhib. cat., Castiglioncello,
Galleria Comunale d’Arte Contemporanea - Castello
Pasquini, 1996.

Cited after Les Macchiaioli 1850-1874. Des Impressionnistes
italiens?, exhib. cat., Paris, musées d’Orsay et de 'Orangerie
and Madrid, Fundaciéon MAPFRE, 2013-4, p. 49.

See Francesca Dini, ‘Poesia dei Macchiaioli’, in I Macchiaioli.
Sentimento del vero, exhib. cat., Rome, Chiostro del Bramante,
2007-8, pp. 25-31, esp. pp. 30-1.

See Mostra di Disegni di Telemaco Signorini, exhib. cat.,
Rome, Galleria Nazionale d’Arte Moderna, 1969, p. 26, no. 98.

LEON SPILLIAERT

1

[Son] caractere «inquiet et fiévreuax»(...). Leila Jarbouai in
‘Arrét sur une oeuvre: Léon Spilliaert, « Autoportrait aux
masques », in LEstampille/L’'Objet d’Art hors-série no. 76,
Les archives du réve. DESSINS DU MUSEE D’ORSAY, Dijon
2014, p. 32.

See Anne Adriaens-Pannier (ed.), Léon Spilliaert: a free spirit,
exhib. cat., Royal Museums of Fine Arts of Belgium, Brussels
2006, pp. 14-15.

F£LiXx EDOUARD VALLOTTON

1

2

Une cote roussie, dominée par une tourelle de briques, a
droite une vigne.

Letter dated 17 August 1923: I have made thirteen canva-
ses from the notes I took in the Maine-et-Loire and I believe
this to be quite a good group. Ducrey, 2005, op. cit., p. 801.
Only one other letter to Vallotton’s brother and a postcard to
Jacques Rodrigues-Henriques provide information on his
stay in Champtoceaux.

In the Middle Ages, Champtoceaux, or Chateauceaux, was one
of the most important fortresses in France, Anjou’s bulwark
against the Duchy of Brittany, England’s ally. In the War of the
Breton Succession John V, Duke of Brittany (Jean le Vaillant,
1339-99) was held prisoner in Champtoceaux. Freed by the
English troops, he ordered the destruction of the fortress.
See Félix Vallotton - Le feu sous la glace, exhib. cat.,
Paris, Galeries nationales du Grand Palais, 2 October 2013-20
January 2014, Paris 2013, p. 47.

Ducrey, 2005, op. cit., p. 218 and note 25. Pierre Goujon (1875-
1914) was a lawyer and politician. Renoir painted his portrait
in 1885. Goujon married Lily (Julie) Reinach (1885-1971) in
1905. Lily was the daughter of Joseph Reinach (1856-1921), a
journalist, politician, lawyer and champion of Alfred Dreyfus.

Louls-ETIENNE WATELET

1

The intellectual challenge of discovering the genius loci of art
and antiquity held Grand Tourists in thrall, and Rome was
a magnet for eighteenth-century aesthetes. An altogether
different attraction was the hedonistic lifestyle of Naples
with its promise of endless culinary pleasures and easy living

amid striking natural scenery and a benign climate. For the
Protestant northerner, Naples was a tempting and at the same
time intimidating experience.

Like the humanists of the Italian Renaissance, the influential
scholar and archaeologist Johann Joachim Winckelmann
(1717-68) reflected on the concept of a dichotomy between
the two opposing sides of man’s nature - on the one side
the apollonian (standing for reason, order and intelligence)
and on the other, the dionysian (representing abandonment,
irrationality and passion).

Pierre-Henri de Valenciennes, Elemens de perspective pra-
tique, a lusage des artistes, Suivis De Réflexions et Conseils
aun Eléve sur la Peinture, et particuliérement sur le genre du
Paysage, Paris (1799-1800).

Explication des ouvrages de peinture, sculpture, gravure, litho-
graphie et architecture des artistes vivans, exposés au Musée
Royal des Arts, exhib. cat. Salon, Paris, 1824, p. 186, no. 1745.
Thieme/Becker, Allgemeines Lexikon der Bildenden Kiinstler,
XXXV, Leipzig 1916, pp. 179-80.
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