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INTRODUCTION

In the age of western-dominated modernity,
every nation creates its own Orient'

By Dr. Sophie Bostock

When Napoleon’s army crossed into Egypt in 1798, it was more than a military
campaign; it was a cultural mission. Alongside soldiers, there was a team of
savants — scholars, scientists, archaeologists, and artists. Their documentation
of Egyptian civilisation would ignite a fascination that influenced European art
for over a century. The Orientalist Movement, often traced to this watershed
moment, represented something more than artistic curiosity: it was the West’s

attempt to visualise, understand, and process an imagined East.

The artists featured in this exhibition come from France, Spain, Germany,
Italy, England, Scotland, Sweden, and America — spanning from the late
eighteenth century to the early twentieth century. Some undertook actual
journeys, while others explored the metaphysical. Artists like David Roberts
(1796-1864) and Fausto Zonaro (1854-1929) travelled extensively through
North African and Ottoman territories, meticulously documenting the
architecture, landscapes, and daily life they encountered. Others, including J.
M. W. Turner (1775-1851) and Jules Lefebvre (1836-1911), never left Europe yet
created convincing landscapes and figures through imagination and borrowed
imagery. Collectively, their paintings demonstrate how the Orient functioned
both as a geographical reality and as a cultural construct: shaped as much by

Western desires as by observed truth.

The earliest painting in this exhibition, Jean-Baptiste Hilaire’s (1753-1827)
depiction of the Temple of Zeus ruins at Euromus, captures the duality
perfectly. Created in 1776 during the Comte de Choiseul-Gouffier’s (1752-
1817) expedition to Greece and Turkey, the monumental Déscription de ’Egypte
functioned as a visual primer for European audiences. These publications

established graphic vocabularies and cultural expectations that would influence
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artistic production for generations, creating what might be termed a ‘secondary

Orient’ mediated through European interpretation and reproduction.

This source of borrowed imagery is critical for understanding how Orientalism
evolved as both a documentary practice and an imaginative projection. Even
artists who travelled relied on established visual conventions as much as direct
observation. The Orientalist’s complex relationship with accuracy and fantasy
becomes clear when examining how different artists approached similar

subjects across various geographical and temporal contexts.

Spain: A Cultural Gateway

The recurring pattern of Spanish Moorish architecture inspiring Eastern
journeys reveals structural connections within the Orientalist imagination.
David Roberts’s 1832-1833 Spanish travels, during which he sketched
Andalusian monuments and briefly visited Morocco, established a pattern
followed by several contemporaries. Garl Friedrich Heinrich Werner’s (1808-
1894) 1856-1857 Alhambra studies similarly prompted his Palestinian and
Egyptian expeditions, while Narcisse Berchere’s (1819-1891) 1847 Spanish
journey preceded his extensive Eastern Travels throughout the 1850s and
1860s.

The Spanish connection functioned on multiple levels. Moorish architecture
provided accessible examples of Islamic visual culture, enabling artists to
develop technical skills and aesthetic sensibilities before undertaking more
challenging Eastern expeditions. Culturally, Spain’s Islamic legacy offered
Europeans a domestic form of Oriental ‘otherness’ — exotic yet familiar, foreign

yet European. The psychological comfort of this transitional space cannot be
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underestimated; for many artists, Spanish Moorish monuments served as a

training ground where Eastern expression could be explored.

Roberts’s transformation from theatrical scenographer to topographical
documentarian illustrates this progression. His Spanish sketching tour
enhanced his observational skills and deepened his fascination with the East,
leading to his ambitious journey in 1838-1839. Departing Alexandria in August
1838, Roberts spent months exploring Nile sites before travelling through

Suez, Mount Sinai, and Petra to reach Jerusalem for Easter Sunday. His
meticulous documentation through detailed, annotated drawings, completed

as studio watercolours and oil paintings, reflected Protestant traditions of
biblical landscape study while also satisfying European tastes for archaeological

precision.

Constantinople occupied a unique position in Orientalist imagination,
functioning simultaneously as a European city and an Eastern capital. Its
cosmopolitan character, location at the end of the Silk Road, and shared
Mediterranean and Byzantine heritage made it a natural cultural bridge. Félix
Ziem, already familiar with Venice’s Islamic architectural influences, approached
Constantinople as an aesthetic continuation rather than a cultural rupture. His
repeated visits (1847, 1857-1858) produced atmospheric paintings emphasising

light effects and romantic mystique over documentary accuracy.

Ziem’s approach contrasted with Fausto Zonaro’s (1854-1929) realistic
documentation. Inspired by Edmondo De Amicis’s book Constantinopoli
(1877), Zonaro and his wife, Elisabetta Pante, established themselves in

Constantinople from 1891 to 1910. His appointment as Court Painter to
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Gentile Bellini, 7#e Sultan
Mehmet 11, 1480, oil, originally
on wood transferred to canvas,
The National Gallery, London
NG3099.

Fausto Zonaro, Embarkation
Scene, Constantinople, o1l on

canvas, Lusail Museum, Qatar.
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Sultan Abdul Hamid II provided extraordinary access, enabling him to
document Ottoman aristocratic life with unprecedented intimacy. The Sultan’s
commission to depict events from Sultan Mehmet ITs life created artistic
kinship with Gentile Bellini (c.1429-1507), who had painted the Sultan in 1479

— a connection Zonaro consciously embraced.

Zonaro’s cityscapes, especially his depiction of the Galata Bridge spanning

the Golden Horn with Yeni Cami’s dome and minarets, achieved nearly
photographic realism through the blending of his wife’s photographs and de
Amicis’s literary descriptions. This collaborative method — combining visual
documentation, literary interpretation, and artistic synthesis — demonstrated
how Orientalist art increasingly depended on multimedia sources rather than

solely on observational methods.

Egyptomania

The nineteenth-century surge in artistic interest in Egypt reflected the broader
cultural phenomenon of Egyptomania, driven by Napoleon’s Campaign and
sustained by biblical, archaeological, and colonial interests. Egypt offered
artists multiple interpretative frameworks: ancient civilisation, biblical
landscape, colonial territory, and exotic cultural space. This diversity enabled
a variety of artistic approaches while complicating questions of representation

and cultural authority.

Jean-Léon Gérome’s (1824-1904) seven Egyptian journeys between 1855-
1880 established him as perhaps the most influential Orientalist painter, yet
his methods reveal the Movement’s complex relationship with documentation

and construction. Gérome relied on photography for accuracy while
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collecting artefacts — armour, tiles, costumes — for his Paris studio, essentially

recreating Fastern environments in European spaces. His versatility across
genres — portraits, ethnographic studies, history paintings, religious rituals,
mosque interiors, landscapes, harem scenes, animal studies — demonstrated
comprehensive engagement with Eastern subjects while maintaining European

aesthetic and cultural frameworks.

Gérome’s pencil study of Aiouch, encountered in Luxor but identified as
originating from Hejaz (Saudi Arabia), exemplifies the period’s ethnographic
ambitions and limitations. While praised for accuracy, the drawing served
European scientific categorisation rather than individual portraiture. This
tension between artistic achievement and cultural appropriation runs through

Orientalist practice, especially in depictions of people rather than places.

Charles Theodore Frere’s extended stays in Egypt, including establishing

a Cairo studio in 1853 and attending the 1869 Suez Canal inauguration,

show how some artists attempted genuine cultural immersion. His twilight
scene of a Bedouin encampment beside the Nile captures atmospheric effects
that impressed Claude Monet (1840-1926), suggesting Orientalist painting
contributed technical innovations to European art beyond purely exotic
subject matter. Yet, even Frere’s careful observations remained filtered through

European traditions and romantic sensibilities.
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Paul Dominique
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1924), Examination of a

Mummy: The Priestess of

Ammon, ¢.1895-1910,
oil on canvas, Lusail
Museum, Qatar.
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North African Territories and Colonial Vision

The French Conquest of Algiers in 1830 significantly changed artistic
access to North Africa, opening new opportunities for European artists
while anchoring their practice within colonial frameworks. This political
backdrop affected artistic production in various ways: through direct
military commissions, colonial settlement opportunities, and ideological
frameworks that positioned European presence as a civilising mission rather

than a cultural intrusion.

Eugene Fromentin’s (1820-1876) three Algerian journeys (1846, 1847, 1852)
produced hunting scenes that celebrated desert life’s dynamic energy while
reflecting European fascination with nomadic freedom. His exceptional equine
artistry captured horse movements with remarkable skill, yet his paintings of
Hodna’s salt marshes remained fundamentally European interpretations of

African landscapes filtered through romantic and Orientalising sensibilities.

The colonial context becomes explicit in Isidore Pils’s (1813-1875) 1860 Algerian
commission celebrating Emperor Napoleon III’s visit. Pils’s portrayal of Zouave
soldiers — mercenaries recruited from Algerian Berber tribes exemplified

how Orientalist art supported colonial administration through ethnographic
documentation and military celebration. Zouave uniforms, with their red fez,
silk tassels, blue jackets, and coloured pantaloons, became enduring symbols of
cultural appropriation, transforming military traditions into a French colonial

spectacle.

Frederick Arthur Bridgman’s extended Algerian residences during the 1870s

and 1880s, culminating in his winter (1885-1886) settlement with wife Florence
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Mott Baker, produced artistic innovation and cultural documentation.

His book Wanters in Algieria provided vivid sensory descriptions “sniffing

the odors [sic.] so peculiar to Oriental towns — perfumes of musk, tobacco, orange-
blossoms, coffee, hashish’? that captured genuine experience while filtering
through orientalising literary conventions. His Restaurant in Algiers,
dedicated to his master Gérome, depicts authentic urban architecture with
bold brushstrokes that suggest rapid execution yet convey authenticity,
demonstrating how spontaneous observation can produce compelling

artistic results.

Marie Lucas-Robiquet’s (1858-1959) fourteen-year residence in Algeria
following her marriage to Lieutenant Maurice Edouard Lucas represents
perhaps the most sustained European artistic engagement with North
African culture in this exhibition. Her plein-air sketches, created despite
challenging conditions where “sand fills your hair, your eyes, your water-

bottles, silts up your colour box,”*

attempted documentary accuracy despite
practical limitations.*Artist and writer Amelia Edwards’s vivid description
of artistic challenges — flies following wet brushes, leaving legs in yellow
ochre, plunging into pools of cobalt — humanises the artistic process while

emphasising the physical reality of cultural boundary-crossing.

Even extended residence could not fully resolve questions of cultural
authority and artistic interpretation. Lucas-Robiquet’s position as a
military wife embedded her within colonial structures that inevitably
influenced her artistic perspective, regardless of individual sensitivity or
cultural curiosity. Her works, like those of male contemporaries, continued

to be European interpretations of African life.
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The Architecture of Fantasy

Alberto Pasini’s (1826-1899) travels to Egypt (1860), Constantinople (1876-
1869), Asia Minor, and Syria (1873) produced documentary precision
combined with imaginative composition. Pasini’s mosque scenes usually
included genre elements such as street vendors and figures feeding pigeons,
activities that held spiritual significance within Islamic tradition while also
offering European audiences human interest. This blend of architectural
accuracy and ethnographic detail typified Orientalist practice but

also raised questions around selective representation and cultural

interpretation.

Gustavo Simont’s (1845-1926) residence in Tlemcen, northwestern Algeria,
near the Moroccan border, allowed close observation of local life that
influenced his paintings of markets, festivals, and everyday activities. His
establishment of an Orientalist school in Rome upon returning to Italy
illustrates how Eastern experiences were systematically conveyed through
European artistic institutions, creating pedagogical frameworks that shaped

future generations of artists who may never travel beyond Europe.

The theme of ‘the favourite’ in Simoni’s work was not only a Western
construct but also demonstrates how Orientalist painting adapted
European traditions to Eastern settings. Simoni’s depiction of a reclining
male figure with a female musician draws upon Venetian Renaissance
traditions of musical courtesans while claiming North African authenticity.
This cultural layering of European artistic conventions applied to
imagined Eastern scenes highlights Orientalism’s fundamentally synthetic

characteristics.
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Gender, Power and the Imagined Harem

The enduring fascination with Eastern women, especially odalisques and harem
scenes, exposes the problematic nature of Orientalism. Even artists with extensive
travels in the East, including Gérome, who undertook seven Egyptian expeditions,
generally lacked access to women’s quarters in Islamic societies, making female-

centred paintings imaginative constructs, despite geographical experience.

Jules Lefebvre’s (1836-1911) odalisques, created entirely in European studios
using Western models, exemplify what Linda Nochlin described as a “project
of the imagination, a fantasy space or screen onto which strong desires: exotic,
sadistic or both could be projected with impunity.” The term ‘odalisque’ itself]
derived from Turkish ‘oda’ (chamber), originally referred to a chambermaid
rather than the sensual figure of European artistic imagination, demonstrating
how linguistic and cultural translation inevitably involved interpretation and

possibly distortion.

Helen Bicchmann’s portrait of a woman wearing a coin-decorated headdress
beneath her hijab illustrates another aspect of this dynamic. Likely depicting a
European model adorned with Eastern bridal accessories —a wuqa or money hat
symbolising prosperity or status — the painting belongs to the fancy dress tradition
popularised by seventeenth-century Dutch artists like Rembrandt and Jan Lievens.
This genre explicitly recognised its constructed character, yet when applied to
Eastern subjects, the boundaries between costume portraits and ethnographic

documentation became intentionally blurred.

The prevalence of female subjects in Orientalist art reflected broader European

anxieties about gender, sexuality, and cultural difference. Eastern women
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became screens for projecting European fantasies about feminine submission,
exotic sexuality, and cultural possession, while actual Eastern women remained
largely invisible within artistic representation. This dynamic illustrates how
Orientalist art sometimes served as a means of European self-expression rather

than an accurate representation of the East.

Technical Innovation and Aesthetic Evolution

Beyond its cultural and political dimensions, Orientalism had a profound
influence on European artistic techniques and aesthetic development. The intense
light conditions of Mediterranean and North African settings pushed artists

to develop new approaches to colour, atmosphere, and compositional balance.
Narcisse Berchere’s (1819-1891) palette became notably richer and brighter
following his Eastern travels, while his skill to capture luminous light influenced
contemporary landscape painting. The technical challenges of Eastern travel
also drove artistic innovation. Lucas-Robiquet’s struggles with extreme conditions
pushed plein air painting techniques towards greater adaptability and efficiency.
Frederick Arthur Bridgman’s (1847-1928) previously quoted sensory descriptions
suggest how Eastern travel heightened artistic sensitivity to atmospheric effects

and environmental details that influenced European Impressionist development.

Photography’s emergence during the Orientalist period added both
complications and opportunities. Zonaro’s reliance on his wife’s photographs
for compositional accuracy, Géroéme’s photographic documentation, and the
debate around José Benilure y Gil’s possible use of published photographs all
demonstrate how technological innovation intersected with artistic tradition.
Photography promised greater documentary accuracy while potentially

undermining interpretative authority.
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The enduring aesthetic appeal of Orientalist painting derives partly from
genuine technical achievement that transcended cultural limitations. Tomas
Moragas’s (1837-1906) detailed caravan scenes, featuring Oriental figures,
horses and camels beside modest white mosques, underlies careful observation
combined with compositional skill that creates convincing Eastern environments.
His camel study, depicting the single humped dromedary, genetically adapted for

desert survival, reveals scientific as well as artistic curiosity.

John Varley the Younger’s (1850-1933) enthusiasm for Egyptian subjects,
following his 1874 sailing expedition to Cairo, where he established a studio,
produced numerous watercolours depicting feluccas on the Nile alongside genre
scenes like the Qur’an School. These depicted traditional outdoor elementary
schools (Kuttabs) where boys memorised Qur’anic passages while learning
basic literacy and numeracy. Varley’s respectful documentation of educational
practices suggests how sustained residence in a country could produce

culturally sensitive artistic interpretation.

Persistence of the Imagination

Paradoxically, some of the movement’s most compelling works originated from
artists who never travelled beyond Europe. Turner’s biblical landscapes — The
Cedars of Lebanon and A View of Jerusalem from the Latin Convent — formed
part of twenty-seven paintings for ‘Landscape Illustrations of the Bible’,
commissioned by the Finden brothers, working from drawings by architects
Charles Barry and C.R. Cockerell, and travellers Robert Kerr Porter and
Henry Gally Knight. Turner achieved topographically informed yet spiritually
transcendent landscapes. His characteristic ethereal light, symbolising divine

presence, transformed geographical information into devotional imagery that
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served biblical study while transcending specific cultural contexts.Eugenio
Lucas’s (1817-1870) 1848 Oriental pendants demonstrate the creative potential
of imagination. His endless procession of richly dressed figures — on foot,
horseback, and camels — creates a colourful pilgrimage through river valleys
featuring classical ruins, representing capricci, architectural fantasies that
emphasise aesthetic effect over geographical accuracy. Lucas’s “inexhaustible

imagination”® produces compelling visual narratives that arguably better capture

the essential qualities of Eastern cultural imagination than documentary realism.

Gourlay Steell’s (1819-1894) equine portraits reveal another aspect of imaginative
Orientalism. His exquisite rendering of Lord Strathnairn’s Arab Charger
exemplified Arabian breeding by paying close attention to the breed’s finely
sculpted features, delicate physique, and proud carriage. The horse originated from
Crabbet Park Arabian Stud, established in 1878 by Lady Anne Blunt, Lord Byron’s
granddaughter; who travelled extensively across the Arabian Peninsula to acquire
bloodstock for English breeding programmes. This cultural transfer — bringing
Eastern horses to European contexts — enabled artists like Steell to study Arabian
conformation without travelling; however, it raises questions as to whether cultural

authenticity can be preserved through geographical displacement.

Cultural Translation and Artistic Autonomy

The movement’s complexity deepens when considering how artists navigated
between ethnographic accuracy and artistic interpretation. Richard Dadd’s
(1817-1888) watercolour study sheet of thirteen heads exemplifies a systematic
approach to physiognomic documentation that served contemporary scientific
classification. However, these studies, despite being carefully observed, reduced

complex human identities to visual specimens for Western consumption.
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Adolf von Meckel’s (1856-1893) charming portrait of an elegantly dressed young
man with Salukis illustrates similar tensions. The subjects’ tarboosh, indicating high
social status, vivid yellow galabeya, embroidered outer cloak, and leather mules

are carefully documented, while the indigenous sight hounds, historically bred

for gazelle hunting and valued by pharaohs as ‘El Hor’ (the noble one), provide
ethnographic detail. Yet, the subject’s beatific smile and posed arrangement suggest
collaborative portraiture rather than an anthropological specimen, complicating

questions about agency and representation within colonial artistic encounters.

The Marketplace as a Locus of Cultural Exchange

Market scenes offered rich opportunities for cultural interaction and artistic
interpretation. José Navarro Llorens’s vibrant depiction of Tangier’s souk captures
the colour and movement of bustling commerce while documenting cultural details,
such as djellaba robes with distinctive pointed hoods (qob), which protected wearers
from harsh weather. Such paintings served as both ethnographic documentation
and aesthetic spectacles, satisfying European curiosity about Eastern commercial
practices while providing an exotic backdrop through the use of exotic costumes

and architectural details.

Carl Werner’s (1808-1894) Rug Merchant depicts a carpet dealer in Cairo’s Khan el-
Khalili bazaar, illustrating how architectural subjects can incorporate genre elements
without losing documentary precision. The historic trading centre, dating from the
Mamluk period, offers authentic settings that meet European expectations of Eastern
commercial transactions while also demonstrating the accuracy of the architectural
environment. Such marketplace scenes reveal how Orientalist artists navigated

the delicate balance between observation and interpretation, seeking to document

authentic cultural practices while making them appealing to European audiences.
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The legacy of the Orientalist Movement remains disputed because it functioned
both as artistic exploration, cultural documentation, colonial ideology, and
imaginative projection. Modern viewers approach these works with different
interpretative frameworks than their original audiences, recognising cultural
appropriation and imperial ideology while also appreciating genuine artistic

achievement and significance.

What nineteenth-century Europeans regarded as exotic documentation, we see

as a complex negotiation among artistic ambition, colonial power, and cultural
misunderstanding. However, dismissing these works on this basis would overlook
their real contribution to artistic vocabulary and their role in broadening European

cultural horizons.

Artists like Gérome achieved unprecedented technical precision in depicting
light, architecture, and human expression across various cultural contexts.
Their innovations influenced subsequent artistic development while creating
visual records of historical moments and cultural practices that, despite

interpretative limitations, offer valuable historical insights.

The Orient created by these artists — whether through Zonaro’s Constantinople
cityscapes, Roberts’s biblical topography, Turner’s spiritual landscapes, or
Lefebvre’s studio fantasies — reveals as much, if not more, about Western
desires and anxieties as it does about Eastern realities. Their works act as
cultural artefacts that require nuanced interpretative approaches, recognising
complexity instead of reducing historical detail to simple celebration or

condemnation.

32

é.:jg'jg L“,J.é A e §9b3| 439&) Jus ReOgA Sl iz 5l Syl Uy Y
Osaalidl oy ddlos Al Olblaw]s dylamiul dexgloadsls 3LA3
loygaes Hbl oo dalise dyyawds bl DM o sl oda 5 polsdl

go dlynedl dazslsanVls QLA sMiwdl eanlig &3> zeg (oYl

A3 S8 § dianly Lardodl Liall HlouYl ,uds

olys Loyt Tadss opluasly jdie maltl 0801 & Osa2939Y) 4] Hha3 Lo
B 04a)l 5wy Lyloszadl Bsilly iall pealall ( Badss 8ylse

o5 @)l J] $98sm cosledl lia e TS JbosYl 0d Jarlexs O )
4818301 BT mawsd @ 593 e diax) Loy dpaall Azl § did Bl lgianlus
293 § d3grumn pb duid3 485 pona Jie 093lid 3Ao> 1S dug,8Y

LS dalize duslas OBl NS oo dolesYl Slowlly Byleslly sgull

4y pay Oliggas iy I5edds (rall Hshll s o3| J) ea3hlSa) &3
dydgdme oy daid dumyyl3 h)y Coobl 435 Oluslosy desey)ls Ollasl

ity Lasll e La3yas

dald jolasy Lyl OLy oo 0eliall Yo dils Gl &bl aass
SYULYI e I3 OIS slgw B idl 35Lao) oxlald] yuds 6yl yeal G oo
G dhsl asladl ol e9yUe) dday dpishilawdll dul deelysil)
52395l VLS oF 305 Ly 2l il Il S BULN o (pudyng)y Lyams)
Llysl Olslae Cllazs &8085 Olazhe epllosl Jids ,au8s) Lgadd 2l
Syt dua syl Juolat)l Ui o Yus Bl dudmiy Bisd dids

A515) 9 elass]

33
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interpretation, and that understanding the past requires recognising both its
achievements and limitations. The Orientalist legacy, with all its contradictions,
still influences how we perceive cultural differences and navigate artistic

responsibility across cultural boundaries.
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DAVID ROBERTS

(Stockbridge 1796 — 1864 London)

Crrcular Temple at Baalbek, 1839

Signed and inscribed and dated lower left: Circular
Temple at Baalbek. May 5™. 1839

Watercolour with touches of bodycolour on buff paper
31x22cm (12Y4x 8" 1n.)
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David Roberts (1796-1864) was the first professional British artist
to travel independently to the Middle East in 1838. He was, as
well, the first British artist to draw the ruins of Ancient Egypt and
Roberts produced a series of finished watercolours, including this
painting, which he had developed from sketches made during his
tour. Roberts’ oeuvre was admired by many and gained the support
of Queen Victoria who commissioned him to paint the inaugural
painting of the Great Exhibition of 1851, the first in a series of

world fairs that became popular in the 19" century.

This original watercolour by Roberts depicts the temple at Baalbek,
Lebanon, with the ruined palace behind, seen from the opposite
bank of a brook, where a group of figures are seated and kneeling

around a table, with an arched bridge nearby.

Roberts visited Baalbek near the end of his travels around Egypt
and the Levant. Despite experiencing extreme physical debilitation,
stayed and documented the site: “I was|... Jso much struck with
the magnificence of the temple, that I could not resist visiting

and examining it”. With obscure origins connected with the god
Baal, the city of Baalbek had grown to importance in Hellenistic
times, when it was known as Heliopolis (“The City of the Sun”).

In the first century B.C. the Romans had established a cult of the
Heliopolitan Jupiter there, and both Josephus Flavius, in 64 B.C.
and Strabo mention the city as a centre for worship of the solar
incarnation of the head deity of their pantheon. The city remained
prominent through the 7" century, when the Arab residents of
Baalbek turned the temples into fortresses. Conquered by Saladin
and plundered by Tamerlane, the city saw its glory finally reduced

to rubble in a series of earthquakes in the 17" and 18" centuries.
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DAVID ROBERTS

(Stockbridge 1796 — 1864 London)

Great Gateway, Leading to the Temple
at Karnak, Thebes

Signed and inscribed lower left: Leading to the Temple of
Karnak. Thebes
Pencil and watercolour on buff paper

22x 31 cm (8 2 x 12 Va1n.)
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David Roberts (1796-1864) was the first professional British
artist to travel independently to the Middle East in 1838. He
was, as well, the first British artist to draw the ruins of Ancient
Egypt and Roberts produced a series of finished watercolours,
including this painting, which he had developed from sketches
made during his tour. Roberts’ oeuvre was admired by many
and gained the support of Queen Victoria who commissioned
him to paint the inaugural painting of the Great Exhibition of
1851, the first in a series of world fairs that became popular in

the 19™ century.

The composition of this original watercolour offers one of the
most impressive views of the ruins of Karnak, Egypt. At the
centre we see the stupendous gateway that is situated on the
western side of the grand enclosure that surrounded the whole
of the sacred buildings. This vast gate was one of two in that
wall by which the enclosure was formerly entered; they were of
immense height, from twenty one to twenty four metres, and
were, from the richness of their sculptured decorations as well

as brilliancy of colour, most striking and impressive.

Beyond this gateway, on the right, we see the great Propylon
and vast Obelisks. Through the centre of the gateway is a
smaller gate, on the side of which is recorded, in the language
and character of the Egyptians, the taking of Jerusalem by
Shishak, king of Egypt during the reign of Rehoboam, the
son of Solomon. In the foreground we see the double line of

ruined Sphinxes that lead to the gateway itself.
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FAUSTO ZONARO

(Padua 1854 — 1929 Sanremo)

On the Galata Bridge, Istanbul

Signed and dated lower right: F. Zonaro
Oil on canvas

70 x 65 cm (27 % x 25z in.)
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Fausto Zonaro (1854-1929) was an Italian painter who became
court artist to Sultan Abdiilhamid II and one of the most
significant European chroniclers of late Ottoman Istanbul.
Having settled in the city in 1891, Zonaro devoted himself to
capturing urban life in detail. On the Galata Bridge, Constantinople
presents a vivid view across the Golden Horn, where the
bridge linked Pera to the old city. Pedestrians, hawkers, and
fishermen animate the scene, with the dome and minarets of
the New Mosque rising beyond. Zonaro’s brushwork conveys
the immediacy of daily life, resembling what contemporaries

described as a photographic ‘snapshot’ of the city.

The Galata Bridge was central to Zonaro’s artistic practice.
In his memoirs he noted the endless movement of crowds
and ships as a source of constant inspiration, likening it to “a
cinema with an ever-lasting film.” His privileged position at
court enabled him to access sites and ceremonies normally
closed to foreign artists. In addition to painting city views,
Zonaro also recorded imperial festivals, military parades, and
religious rituals, becoming an important visual interpreter

of Ottoman culture at the turn of the century. The painting
aligns with the broader Orientalist tradition, yet its emphasis
on observation over spectacle reflects Zonaro’s distinctive
contribution. His works were widely reproduced and studied,
as evidenced in publications from Adolphe Thalasso in 1908
to recent monographs, and they remain a primary record of

Istanbul’s modern transformation.
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JOSEPH MALLORD
WILLIAM TURNER

(London 1775 — 1851)

The Cedars of Lebanon, 1832-1834

Pencil and watercolour, with scratching out

13x20.3cm (5'/sx 81n.)
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Executed by Joseph Mallard William Turner (1775-1851) in
1832-1834 in pencil and watercolour with scraping-out, 7%e Cedars
of Lebanon, presents a group of cedar trees shown bending under
the force of an encroaching storm, with dawn light emerging

from behind the viewer to illuminate the scene. A figure in the
foreground, next to his travel companions, raises his arms toward
the towering trunks, emphasising the contrast between human
fragility and nature’s power. While this jewel-like watercolour was
never engraved, it appears to have been conceived for Edward and
William Finden’s Landscape llustrations of the Bible, 1836, a series to
which Turner contributed at least twenty-six topographical designs
(Wilton, op. cit., nos. 1236-1261), alongside Clarkson Stanfield,
Augustus Wall Callcott, and James Duflield Harding, all of whom
frequently relied on the first-hand graphic material produced by Sir
Charles Barry in the Holy Land. Several of the original drawings
by Barry are now at the Royal Institute of British Architects.

Turner’s artistic choice to depict trees bowed by turbulent weather
and an isolated, supplicant figure, resonates with the imagery of
Psalm 29, where “the voice of the Lord breaketh the cedars of
Lebanon”; and “the voice of the Lord... discovereth the forests”.
The theme of divine agency over natural forces aligns with the
broader objectives of the Landscape Illustrations of the Bible, and
John Ruskin’s assessment of Turner’s watercolours for that series
as “unrivalled examples of his richest executive power on a small
scale” reflects the crisp execution, controlled washes, and skilful
scratching out evident here, bestowing a palpable energy on the
drawing. Other watercolours by Turner in this series are in the
collection of the Ashmolean Museum, Oxford, the Fitzwilliam
Museum, Cambridge, the Victoria and Albert Museum, London,
The Lusail Museum, Doha, The Museum and Art Gallery,
Blackburn and the Indianapolis Museum of Art.
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JOSEPH MALLORD WILLIAM
TURNER

(London 1775 — 1851)

View of Jerusalem from the Latin Convent, 1832-1834

Pencil and watercolour, with scratching out

12.7x20.2 cm (5 x 8 in.)
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Executed between 1832-1834, Joseph Mallard William Turner’s (1775-
1851), View of Jerusalem from the Latin Convent, presents a sweeping panorama
of the city from an elevated vantage. In the foreground, robed figures
recline on a rooftop terrace, their quiet assembly set against the clustered
domes, towers, and minarets of Jerusalem. The Mosque of Omar and the
nearby Church of the Holy Sepulchre form two central elements of the
composition. Subtle gradations of wash create atmospheric depth, receding
to the Mount of Olives in the distance. The watercolour was engraved by
Edward Finden in 1833 for Landscape Illustrations of the Bible, 1836, a series
depicting notable biblical sites, often from sketches by Sir Charles Barry.

Though Turner never visited the Holy Land, his compositions transformed
borrowed topography through his own painterly experience. View of
Jerusalem from the Latin Convent, 1832-1834, was one of at least twenty-six
designs he contributed to the Finden series, alongside works by Clarkson
Stanfield, Augustus Wall Callcott, and James Dufhield Harding.

Born in Covent Garden in 1775, Turner entered the Royal Academy
Schools at fourteen and quickly distinguished himself in both oil and
watercolour. Throughout his career, he returned repeatedly to biblical
subjects, from The Fifth Plague of Egypt, 1800 to The Angel Standing in

the Sun, 1846. The early 1830s marked a refined phase in his practice,
characterised by delicate washes, controlled architectural detail, and
heightened atmospheric effects. Ruskin praised his watercolours for the
series as “unrivalled examples of his richest executive power on a small
scale,” a quality abundantly evident in this composition’s balance of
narrative resonance and precise observation. Other watercolours by Turner
in this series are in the collection of the Ashmolean Museum, Oxford,
the Fitzwilliam Museum, Cambridge, the Victoria and Albert Museum,
London, The Lusail Museum, Doha, The Museum and Art Gallery,
Blackburn and the Indianapolis Museum of Art.

48

ooidl) e do-g) (1851-1775) 35 plbys yslle (s gy
deolysil Al lgd ,ba35 18345 1832 ale o “oodl 3 e
40yl Oluass doglll dedde § 45 2y Bse oo dikel
03les L3 gals oo e85 GLbl aol haw (e dudlis dlysh
& el Aol duwcSy Olasdl (o s doean S5 . pwad]
ol 8830 4351 Oloyuad] iy doslll § bl (5 pais
3§ el sl Osnsl e me (oM s agsall Tl
oS § ahd 1933 ple yaodl dodny doglll ode Yurd Hl9o] gud
Al (1836) “uadll OLSII (o s walid dimpiss Slage”
(&b LS ) Ologuy o lgele dazmy

o ol )l dasld OF Y] b duadll (2381 33 § 535 OF o)
gl oday alog) Lyl Outazsl I puyyLas] Sloge § Blesd
JlosT Cile ] ouid dhader § Ly el 26 ol e Bamly o
ol alded puaszy OIS gy putubsly aldilin (5SS

Gl 1775 ple dsalll 9oyle CadgS dihaie § L350 W3

el (e 8pie Ayl G Ul Y 929 Ogaall ASULI dgalSYL
slsw ao e d5lls &l OIIVL el & Tk SaBl Lo Ol s
Teds (pudib] QUSUI (0 83551e Olegige duighl aile Jlgh plle
“omadd) & ladls I U] (1800) “ pas A dunolsdl dallal)” o
()l dglal Hoh e mwld] 0,8 OLaSW glhe agd .(1846)
albs 433 djlome Juolisy did) 0lell Oiliel dloye 1SS
oda § dSWl Wil oSy Osz il gskl st .aiSe aly
oy o 5308 515 o ) 03 Y 2 39¢” ol ladogs dlulud]

oo doslll da § pods Jo daw o9 “azeddl o JlosYl
azg5 . Jwolil) da3WI dasMLlg 3l dudle o O3ls) N
Oliide ged dluludl 0ds o i 6yl Ak Ololl Oilog)
@hlS § plbosid Lisias y5iuST § OWseasl Lasie
Caociog dogull & Juws) st O § Ol b)siSd Casiog
09l G BLS] Casxtag (SN § Osidd] (Byme9

49



51



JULES JOSEPH LEFEBVRE

(Tournan-En-Brie 1836 — 1911 Paris)
Odalisque, 1879
Signed and dated lower right: Jules Lefebvre. /1879.

Oil on panel
81 x96 cm (31% x 38% 1n.)
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Painted in 1879, Jules Joseph Lefebvre’s (1836-1911) Odalisque,
portrays a reclining figure in Ottoman costume, set upon

a large cushion with a plate of oranges at her side. Signed
and dated, the painting is notable for its unfinished quality,
revealing a looser handling than the highly polished finish
that defined Lefebvre’s reputation. The softness of the model’s
skin and the shimmer of her fabrics nevertheless display his
technical command. Although Lefebvre never travelled to
the East, odalisques and Eastern women figured prominently
in his oeuvre, as in Odalisque, 1874, Art Institute of Chicago

and La Servante, Pera Museum, Istanbul.

Born in Tournan-en-Brie in 1836, Lefebvre trained at the
Ecole des Beaux-Arts, winning the Prix de Rome and later
becoming a commandeur of the Légion d’Honneur. Over
nearly fifty years, he exhibited extensively at the Salon, where
his early La Vérité, 1870 won critical acclaim. As a professor at
both the Ecole des Beaux-Arts and the Académie Julian, and
a member of the Salon jury, Lefebvre shaped generations of
painters. Distinguished from his rival William Bouguereau
by working with a variety of models, he blended the classical
ideal with the naturalism of direct observation. This
Odalisque, emerging at the height of his career, offers a rare
glimpse into his working process while reaffirming his place

among the leading academic painters of the late 19" century.
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JEAN-BAPTISTE HILAIRE

(Audun-le-Tiche 1751— 1828 Paris)

An Ottoman encampment by the ruins

of the temple of Euromus, 1776

Watercolour, gouache, pen and black ink on paper laid
down on panel

59.5x 91.5 cm (23%/s x 36 in.)
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Executed in 1776, this large-scale watercolour by Jean-Baptiste
Hilaire (1751-1828) depicts the ruins of the Temple of Zeus at
Euromus, in ancient Anatolia, amidst a Bedouin encampment.
The Corinthian colonnade, originally eleven columns on the
long side, six on the short, with sixteen still standing, is shown
as it appeared in Hilaire’s day. Around the fallen stones, figures
converse, play games, rest, and tend animals including horses,
goats, camels, and dogs. Tents are pitched among the ruins,

while more animals graze in the distance.

Hilaire painted the work during his travels with the Comte de
Choiseul-Gouflier on an expedition to Greece and Asia Minor.
Trained at the Royal Academy of Painting and Sculpture

in Paris under Charles-Louis Clérisseau and Jean-Baptiste
Leprince, Hilaire was influenced by Clérisseau’s expertise

in ancient architecture. Choiseul-Gouffier’s 1776 voyage
sought to document ancient monuments and Greek customs,
resulting in the Voyage pittoresque de la Gréce, 1782-1822. Hilaire
contributed around one hundred illustrations, many engraved
for publication, introducing European audiences to Eastern
Mediterranean sites. An engraving of the Euromus temple after
Hilaire’s watercolour appeared in the Voyage puttoresque, albeit
with fewer figures. The work reflects the 18%-century practice
of creating detailed watercolours as preparatory studies for
prints, enabling engravers to assess light and tonal values before
committing compositions to copperplate. Engravings after
Hilaire’s watercolour exist in the British Library, London and

the Hambis Printmaking Museum, Nicosia.
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CARL FRIEDRICH
HEINRICH WERNER

(Weimar 1808 — 1894 Leipzig)

The Rug Merchant, Khan el-Khalili Bazaar,
Cazro, 1879

Signed and dated lower right: Werner 1879
Oil on canvas

96.5x 151 cm (38 x 592 1n.)
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Born in Weimar in 1808, Carl Friedrich Heinrich Werner
(1808-1894) studied under the artist Julius Schnorr von
Carolsfeld in Leipzig and later trained in architecture in
Munich (1829-1831) before returning definitively to painting.
After earning a travel scholarship (encouraged in part by
Goethe), he spent two decades in Italy — based in Venice,
Rome, Bologna and Florence — honing his draughtsmanship
and exhibiting widely. Like many 19"-century Orientalist
painters, Werner eventually turned his focus to the Near
East. He undertook extensive journeys through the Levant
and North Africa, traveling to Palestine and Egypt in the
mid-19" century (notably a full Nile voyage in 1864). During
these expeditions he filled sketchbooks with detailed on-site
studies, recording everyday life and architectural vistas as

raw material for later compositions.

Painted in 1879, The Rug Merchant, Khan el-Khalili Bazaar,

Cuairo is set in Cairo (then a part of Ottoman Egypt), a city
Werner visited during his journeys and where he gathered
impressions of local bazaars and architecture. Although
completed in his studio years after his Middle Eastern tour,
the painting is directly informed by the artist’s memories of
Cairo’s vibrant street life. By the 1870s Werner was in fact a
professor in Leipzig and an acclaimed Orientalist painter. In
the present painting, he deployed his accumulated knowledge
of Islamic architecture and urban customs to recreate a

characteristic marketplace scene.
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NARCISSE BERCHERE

(Etampes 1819 — 1891 Asniéres-sur-Seine)
Campement Arabe

Signed lower right: Berchere
16x29.3 cm (6% x 11%21n.)
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This intimate oil on panel, Campement Arabe, by Narcisse
Berchere (1819-1891) reflects the painter’s continued interest
in North African daily life, as observed during his numerous
journeys across Egypt and Algeria. Unlike his monumental
depictions of mosques or sweeping Nile landscapes, this
composition focuses on a moment of repose in a desert
encampment. Figures and tents are arranged in a sparse
foreground, their forms harmonising with the surrounding

arid terrain.

Berchere’s Orientalist contemporaries, such as Eugéne
Fromentin (1820-1876) and Jean-Joseph Benjamin-Constant
(1845-1902), often dramatised desert life with theatrical
embellishments. By contrast, Berchére adopts a much quieter,
more observational approach. His eye for light and space
transforms the apparent simplicity of the subject into a study
of atmosphere and cultural presence. Though small in scale,
Campement Arabe, resonates with the 19*-century European
appetite for images of nomadic life, which symbolised
freedom, tradition and a connection to a different mode

of culture. The painting encapsulates Berchere’s role as a
mediator between first-hand observation and European

artistic conventions.
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NARCISSE BERCHERE

(Etampes 1819 — 1891 Asniéres-sur-Seine)
Boats along the Nile, 1867

Signed and dated lower left: Berchere / 1867
Oil on panel
46 x 55 cm (18 x 21 %4 in.)
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In Boats along the Nile, 1867, Narcisse Bercheére (1819-1891)
turns his attention to the timeless rhythms of the Nile river,
a subject that became central to the artist’s oeuvre following
his extensive travels in the region. A close associate of
Eugene Fromentin (1820-1876) and an important chronicler
of Egyptian life, Berchere accompanied Honoré d’Albert,
the Duc de Luynes’, scientific expedition to the Dead Sea

in 1864 and produced numerous oils that combined travel
documentation with painterly sensitivity. Here, a cluster of
Jeluccas are moored along the Nile’s edge, their triangular sails
lowered and their curved silhouettes mirrored in the river’s

calm surface.

Bercheére’s treatment of atmosphere is especially notable: the
soft diffusion of light across the sky and water transforms
what might have been a purely ethnographic view into

an evocative meditation on the setting. His sensitivity to

the subtleties of river life: fishermen, boats, and the gentle
lapping of water, reflects the growing taste among European
collectors for scenes that emphasised the picturesque and
contemplative qualities of the Orient. Executed on panel,
the painting embodies Bercheére’s duality as both artist and

traveler.
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NARCISSE BERCHERE

(Etampes 1819 — 1891 Asniéres-sur-Seine)
Mosquée du Sultan Baybars 11 au Caire, 1878

Signed and dated: Berchere / 1878; also titled on the reverse
Oil on panel
81.3x64.3 cm (32 x 254 1n.)
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Painted by Narcisse Berchere (1819-1891), Mosquée du Sultan
Baybars I au Caire 1878 exemplifies the French Orientalist’s
sustained engagement with Egyptian subjects following

his travels along the Nile during the 1850s and 1860s.
Berchére was a companion of Eugene Fromentin (1820-
1876) and Jean-Léon Gérome (1824-1904) on expeditions

to North Africa and developed a reputation for capturing
architectural monuments with precise attention to detail,
whilst maintaining a painterly atmosphere. The present
work, signed and dated 1878, depicts the celebrated Mamluk
Mosque of Sultan al-Zahir Baybars in Cairo, a landmark of
medieval Islamic architecture. Its monumental silhouette is
rendered with the crisp clarity of an eyewitness record, yet
combined with a soft tonal palette that situates the monument

within a poetic evocation of the Egyptian light.

Exhibited at the Exposition de Bordeaux in 1878, the
painting reflects both contemporary fascination with Islamic
architecture and a broader shift in Orientalist painting
toward architectural studies as autonomous subjects, not
merely stage-settings for narrative purposes. Berchere’s
position as an artist-traveler lent authority to his depictions;
his illustrated travel journals and friendship with Maxime
du Camp positioned him at the intersection of art and early

photographic documentation.
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FELIX ZIEM

(Beaune 1821 — 1991 Paris)

Vue de Istanbul

Signed lower right: Ziem
Oil on canvas

48x 35 cm (19 x 14 in.)
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Félix Ziem (1821-1911), a French painter associated with
the Barbizon school, was best known for his atmospheric
views of Venice and Constantinople. Initially trained as an
architect, Ziem shifted to painting during travels through
the Mediterranean. By the 1850s, his Orientalist subjects,
especially depictions of Istanbul and North African ports,
had earned him significant acclaim. He was awarded the
Légion d’'Honneur in 1857 and his works were acquired by

several major institutions, including the Louvre, Paris.

The present work reflects Ziem’s characteristic interest in
architectural silhouettes set against luminous skies and
reflective waters. His technique, often employing broad, fluid
brushstrokes and a vibrant palette, sought to capture the
transitory effects of light rather than precise topographical
detail. In this sense, Ziem’s Orientalist paintings diverged
from the precision of contemporaries such as Pasini. Ziem’s
depictions of Constantinople and other Eastern locales were
especially popular with collectors seeking both exotic subject
matter and modern painterly approaches. His integration
of Orientalist motifs within a broadly Romantic landscape

tradition situates him as a unique figure within 19"-century art.
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JEAN-LEON GEROME

(Vesoul 1824 — 1904 Paris)
Portrait of @ Woman (Aiouch), 1855-1856

Inscribed lower left: D. hedjas

Inscribed lower right in Arabic: el (Aiouch)
Inscribed lower right: Aiouch /

Louxor 1855 / dessin de J.L.

Gerome / Aimé Morot

Pencil on paper

26.6x16.2 cm (102 x 6" in.)
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Drawn during his first visit to Egypt in 1855-1856, Jean-Léon
Gérome’s (1824-1904) Portrait of a Woman (Aiouch), belongs to

a group of about a dozen highly observed pencil studies of
men and women encountered along the Nile. Here, the sitter’s
name, Aiouch, is inscribed in Arabic and Latin script, along with
a later note by Aimé Morot identifying her origin in the Hejaz
and the location as Luxor. The lithograph published in 1860 as
Négresse de Hedjaz, emphasised the ethnographic interest of the
image. Gérome’s rapid yet exacting draughtsmanship records
the sitter’s distinctive features and voluminous head covering,

combining spontaneity with precise observation.

Already an acclaimed painter at thirty-one, Géréme
embarked on the 1,000 kilometre Nile journey with
companions including dramatist Emile Augier and sculptor
Auguste Bartholdi. The trip yielded sketches, photographs,
and collected objects that underpinned a celebrated series
of Orientalist canvases shown at the 1857 Salon. Gérome’s
portrait studies from this period, such as Portrait of Assan,
The Metropolitan Museum of Art, New York and Portrait of
a Man, J. Paul Getty Museum, Los Angeles, were praised by
Théophile Gautier for their anthropological accuracy. Over
the course of six extended visits to Egypt, Gérome became
aleading figure in Orientalist art, admired for combining
delicate precision with polished pictorial finish. His method
of inscribing sitters’ names reinforced the documentary
quality of works that were nonetheless shaped by his studio

practice and artistic aims.
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CHARLES-THEODORE FRERE

(Paris 1814 — 1888)
Encampment along the Nile
Signed lower left: T.H. Frere

Oil on canvas

46 x 61 cm (18 x 24 in.)
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Charles-Theodore Frére was born in Paris in 1814, as the son
of a music publisher and the older brother of genre painter
Pierre-Edouard Frere. Charles-Theodore studied at the Ecole
des Beaux-Arts under Camille Roqueplan and Leon Cogniet,
and after his studies, embarked upon a tour of Alsace,
Normandy and Auvergne to gather inspiration for landscape
paintings. He returned to Paris and exhibited these landscapes
in the 1834 Paris Salon, before turning his attention to

gathering inspiration from much further afield.

Frere first became fascinated by the ‘Orient’ during a lengthy
stay in Algeria from 1836 to 1839. On his return to Paris, he
exhibited two views of Algiers at the Salon. From 1851 to

1854 Frere travelled through Egypt, Greece, Turkey, Syria and
Palestine. Of all these regions, it was Egypt which spoke to

the artist above all, so much so that in 1853 Freére established

a studio in Cairo. Favoured by members of the Egyptian
government, Irere was awarded the honorific title of ‘bey’.
After multiple journeys, Frere visited Egypt for the final time in
1869 to witness the opening of the Suez Canal.

This mesmerising oil on canvas is a particularly beautiful
example of an Egyptian encampment along the Nile.

Backlit by a stylised sky coloured in yellows, purples and

blues; with impressionistic cloud patterns, a small group of
Bedouins and camels rest along the Nile, accompanied by their
tents. Palm trees and low buildings on the far bank provide a

backdrop.

74

e § T80 OIS OV 1814 ple Guysls & 5258 599923 Dol W3
5L Gl 52,8 Hl9o] xes pluoyl 548 dduds Lol (huwsl

O9ads OMsSe) alS Wy s dalisy dlaz] O9iall duyig 593943
o3V 3blie ] 43318 gz § dzhss amy 3lhiyd duizsS
Sblis Laad oy Olosll plad] saas 0sSa) Gpdsly gilaysills
Osllo & dlesl (pye dpwdyall dasolsll J) d335e O] dumash
Olazs oo pledYl slizal J] dolusl degy of Jud 1834 ple syl
Sy sl

& 18395 1836 wle o azel8] I Gl 8y0 JsY 52,8 331
o d3sge OB sl Osllo § lare ooy 33 ) 515201
Y] 18545 1851 als o ohawdds Lysws LSy3s Qlsddl § 52,9
Lols Bjions puad dl Gio pan 45,5 Gl el OIS 551,391 G
i) ging dy pakl dagSal Huadn Ghsg 1853 ple 8,ala) § 4
1869 ple Loyl CilSs cpan d] 52,8 ©hlij )35 g il “ey
o gaad] 8L plazdl yguicn)

Tagde Gled e a3l OlsIVL 81Aill dssadl doslll oda dxd
9l e degame 4 ,aha3 (Juill Blas e 5 pas izl lnily
43 Cood gl slone @89s @ lpans Ciloy o o3 Jlazdls
post @a 333905 @loz)Vls a0l Ga didg) dadony dBata dyslow
Sy Jilie dumy oo dealsdl § el Lotey deslibail Tag Jaos

s

75



GEORGE VON ROSEN

(Paris 1843 — 1923 Stockholm)
The Memnon Colossus, 1869
Signed and dated: G. Rosen f. 1869

Watercolor on paper

46.5x 36 cm (183 x 144 1n.)
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Georg von Rosen was born in Paris in 1843, the son of Count
Adolf Eugene von Rosen, who had been Consul General in
Sweden. In 1855, he began his training at the Academy of Iine
Arts in Stockholm. His art was highly appreciated by Swedish
high society, and he received a pension from the crown and
became a member of the Royal Academy of Stockholm, where
he taught from 1880. He was also well known in Europe and
France, where he maintained relations with Edouard Manet,
who rented Rosen's studio in Paris for a short period in the late
1870s. His works are held at Stockholm’s Nationalmuseum, the

Gothenburg Museum of Art and in several public collections.

Von Rosen produced this watercolor in 1869, a few years after
his trip to Egypt, Palestine, Greece and Asia Minor. Erected
over three thousand years ago on the western banks of the Nile,
the Colossi of Memnon guard the entrance to the Temple of

a Million Years, an opulent place of worship built by Pharaoh
Amenhotep III. These two stone giants originally represented
the pharaoh himself, solemnly seated, gazing eastwards towards
the rising sun. Time, sand and war have partially erased the
splendor of this religious site. The two sculptures, polished
centuries ago, had already lost all reference to the ancient
Pharaoh, so much so that the ancient Greeks interpreted them
as two portraits of Memnon, the mythical hero, son of the
dawn goddess Eos, who fell in battle at the hands of the great
Achilles. Ancient sources report that a sound described as a real
voice came from the right-hand colossus at dawn (depicted in

this watercolour).
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EUGENE FROMENTIN

(La Rochelle 1820 — 1876)

La Chase a la Gazelle

Signed lower right: Eugene Fromentin
Oil on panel
25x40.5cm (10x 16 1n.)
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Eugene Fromentin (1820-1876) was both painter and writer,
whose depictions of Algeria helped define mid-19"-century
Orientalism. He first visited North Africa in 1846 and returned
several times, producing works that combined the documentary
impulse of his travels with the compositional refinement of
academic painting. The present work, closely related to La
Chasse aux Gazelles of 1864, can be dated to the same period. Its
connection is further supported by the stencil of Jérome Ottoz,

Fromentin’s framer and paint supplier from 1863 until his death.

In this painting Fromentin presents mounted figures against a
vast landscape, capturing both the dynamism of the hunt and
the luminous atmosphere of the desert. His handling of light,
colour, and movement reveals the influence of his literary
sensibilities; especially, his travel writings Un Eté dans le Sahara,
1857 and Une Année dans le Sahel, 1859 were as celebrated as
his paintings. Unlike more theatrical Orientalists, Fromentin
emphasized naturalism and immediacy, a quality that gave his

works enduring critical appeal.

The later ownership of works such as this by prominent
collectors, including Noé¢l Bardac in Paris, reflects Fromentin’s
status within French cultural circles. His art, exhibited at the
Salon and widely reproduced, shaped European perceptions
of Algeria during the Second Empire. As both artist and
writer, Fromentin uniquely bridged visual and textual
Orientalism, leaving a body of work that continues to be

recognised for its historical and aesthetic significance.
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FREDERICK ARTHUR
BRIDGMAN

(Alabama 1847 — 1928 Rouen)
Restaurant, Algiers (dedicated to Gérome), 1886

Signed with initials and dated: FAB. Alger / 1886:
also dedicated a mon cher maitre et ami/ J.L.. Gérome
souvenir affectueux / FA. Bridgman

Oil on canvas

40 x 47.6 cm (15% x 18% in.)

Olozrus )T a8

Olgy 1928-1847 LeLYi

1886 6(‘(€3J\“.?L, ;lml) dauol=]l ;sl).'z.” ‘e.vb.c”

FAB. Alger / 1886: :d5)305 0lal o1 (3,50 dsgn
also dedicated a mon cher maitre et ami/ J.L. Gérome
souvenir affectueux / FA. Bridgman

Gled e daxs Olg)l

o 47.6 x 40

American artist, Frederick Arthur Bridgman (1847-1928),
was a longtime resident in Paris who painted Restaurant,
Algiers in 1886 during one of his sojourns in North Africa.
Bridgman, a pupil of Jean-Léon Gérome (1824-1904) at
the Ecole des Beaux-Arts, Paris, became onc of the most
celebrated Orientalist painters of his generation, producing
vivid depictions of street scenes, interiors, and landscapes
from the Orient. This canvas, signed with his initials and
dedicated to his mentor “a mon cher maitre et ami J.L.
Gérome,” attests to both his artistic lineage and personal

gratitude.

The painting presents an intimate corner of Algiers, a modest
restaurant enlivened by traditional cooking utensils and
saturated with the rich chromatic contrasts, characteristic

of Bridgman’s mature style. Unlike the more staged
grandeuresque nature of Gérome’s historical reconstructions,
Bridgman in this instance chooses immediacy and gestural
detail. His approach reflects the broader, late 19th-century
shift in Orientalist painting from monumental spectacle

to ethnographic observation, influenced in part by
contemporary photography and travel writing. Originally
presented as a gift to Gérome and preserved in his Paris
collection, Restaurant, Algiers also illustrates the transatlantic
dimension of Orientalism, as American artists sought to

emulate and expand upon the French tradition.
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MARIE LUCAS-ROBIQUET

(Avranches 1858 — 1959 Saint-Raphael)

Taking Refreshment in Ain Sefra, c. 1892—1904

Signed lower left: M. Lucas-Robiquet
Oil on canvas

55.5 x 70.5 cm (21%4 x 27% in.)
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Painted between 1892 and 1904, Marie Lucas-Robiquet’s
(1858-1959) Taking Refreshment at Ain Sefra, depicts figures
gathered in the oasis town known as “the gateway to the
Sahara.” In the foreground, a man serves food outside a
mud-and-straw dwelling, with a table set with bowls and
regional pastries. A youth with a donkey waits nearby; to the
left, two men rest, while in the background a group dines
beneath the pale pink and blue light characteristic of Lucas-
Robiquet’s plein air work. The domed roof and minaret of a
Mosque rise above surrounding foliage. This version may be
a preparatory study for a larger composition in the Musée des

Beaux-Arts, Nancy.

Born in Normandy in 1858, Lucas-Robiquet studied under
Félix-Joseph Barrias at a time when women were barred
from the Ecole des Beaux-Arts. Her career encompassed
three periods: portraiture (1880-1890), Orientalist subjects
(1891-1909), and French and Breton scenes (1910-1934).
Following her marriage in 1891 to Lieutenant Maurice
Lucas, she settled in Biskra, Algeria, remaining after his
death in 1895 until 1904. She exhibited almost one hundred
works at the Paris Salon and in regional societies, and showed
alongside artists such as Renoir, Dinet, and Carré at the
Société des Peintres Orientalistes Francais. Her Orientalist
works, portraits, market views, and plein air scenes document
Maghrebi life during a period of cultural change, balancing

direct observation with an eye for light and colour.
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THOMAS SEDDON

(London 1821 — 1856 Cairo)
The Marabout’s tomb, 1854
Signed and dated lower left: T. Seddon / 1854

Oil on canvas

46 x35.5 cm (18 Va x 14 in.)

09w wlogs
8,a3)] 1856-1821 4

1854 sl LI ;8"
T. Seddon / 1854 :.g pucd] dlivud) dysly)) § dsdgas 45330

Siled e L Olg)l
o 35.5 X 46

Thomas Seddon’s (1821-1856) The Marabout’s Tomb, 1854, demonstrates
the artist’s union of Pre-Raphaelite influences with a precise vision

of Egypt. Painted during his first sojourn in Cairo, the oil on canvas
depicts a modest white shrine nestled among palms, mimosa, and cact,
animated by ropemakers at work and a contemplative figure with prayer
beads, accompanied by white pigeons: a symbol of peace in Islamic
tradition. The golden illumination lends the scene both devotional
quietude and topographical veracity, reflecting Seddon’s commitment to

presenting the unfamiliar East with fidelity rather than ‘exoticism’.

Exhibited privately in London in 1856 and posthumously at the Society
of Artsin 1857, the work was praised by contemporary critics as among
Seddon’s most significant achievements. Long untraced, its rediscovery
marks only the eighth appearance of a Seddon oil painting on the

market in the last forty years, underscoring its rarity and importance.

Seddon’s artistic career began in furniture design, before studies under
Charles Lucy and Ford Madox Brown introduced him to Pre-Raphaelite
ideals. His time at Barbizon in 1850 further honed his naturalism. In
Egypt, he worked closely with William Holman Hunt near the Pyramids
before traveling to Jerusalem, where he produced his monumental
Jerusalem and the Valley of Jehoshaphat. His career was cut short by his death
in Cairo in 1856, aged thirty-five.

Praised by John Ruskin for uniting “artistic skill with topographical
accuracy,” Seddon’s landscapes represent a pioneering vision of the
Middle East and can be considered an art of truth, reverence and quiet

observation, exemplified in the present painting.
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EDOUARD-LOUIS DUBUFE

(Paris 1819 — 1883 Versailles)

The Woman with the Gold Grain
Necklace, 1861

Signed and dated lower right: Edouard. Dubufe. 1861
Oil on canvas

73.5x 75.5 cm (28% x 29z in.)
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Painted in 1861 and exhibited in 1864, The Woman with the
Gold Grain Necklace, 1s an exceptional rediscovery in the corpus
of Edouard Dubufe (1819-1883). Rendered with luminous
tones and a compositional tondo form, this portrait of a Black
woman stands out for its introspective depth and dignity, defying

contemporary conventions of racial representation.

The model wears a Creole gold grain necklace; jewelry
historically linked to enslaved women in the French Caribbean
and a marquise ring more common among European
aristocracy, signaling a blending of cultural markers. The
portrait omits eroticism or servitude, presenting instead a poised,
thoughtful subject whose identity remains unknown. Her gaze
meets the viewer, simultaneously reflective and reserved, echoing

a self-awareness rarely afforded to Black sitters of the time.

The hand-on-chin pose evokes contemplation and artistic
intimacy. Dubufe reused this motif in his Portrait of Charles
Gounod, 1867, Musée national des chateaux, Versailles, where
the composer similarly appears immersed in thought. Another
example, La Duchesse d’Uzés, 1869, Musée d’Orsay, Paris,
displays the same refined gesture, suggesting a thematic link in
Dubufe’s search for interiority across sitters. Though Dubufe’s
model remains anonymous, her portrayal breaks from the
convention of the time. Unlike Manet’s Portrait de Laure, 1862,
Pinacotheque Giovanni et Marella Agnelli, Turin, where the
Black figure served as a secondary foil, Dubufe’s subject is the

sole focus, framed with individuality and respect.
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EMILIO SALA Y FRANCES

(Alcoi 1850 — 1910 Madrid)
Portrait of a Man in a Headscarf, 1876
Signed and dated lower right: E. Sala / 1876

Oil on canvas

94 x 79 cm (37 x 31 /s in.)
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Last seen publicly in 1876, Portrait of a Man in a Headscarf,
marks an important rediscovery within Emilio Sala’s
(1850-1910) oeuvre and the broader context of Spanish
Orientalism. Exhibited at the Exposicion General de Bellas Artes
in Madrid that year, it was shown alongside Fumador de Kif
(now Museo Bellas Artes Alicante). Both works, from Sala’s
early maturity, reflect his brief engagement with Orientalism,
strongly influenced by Maria Fortuny, the leading Spanish
artist in the genre. As Sala is not known to have visited North
Africa, the work was almost certainly painted in Madrid,

adding intrigue to the sitter’s identity.

Emilio Sala was born in 1850 in Alcoy, Spain to a family

of merchants, shortly thereafter moving to Valencia to
commence artistic training under the direction of his cousin,
Placido Francés, at the Real Academia de Bellas Artes

de San Carlos. Sala first exhibited at the 1871 National
Exhibition of Fine Arts and later won First Prize in 1878.
During this period of creation, Sala focused on historical
painting and would later shift towards genre scenes,
landscapes, illustrations and portraits. Sala lived and worked
in Rome and Paris during the 1880s where he exhibited at

the 1889 Exposition Universelle, earning several medals.
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ALBERTO PASINI

(Busseto 1826 — 1899 Cavoretto)

Passage d’une caravane a travers les défiles qui séparent
la Perse des grandes steppes du Khorasan, 1859

Signed and dated lower left: A. Pasini 1859
Oil on canvas

118.5 x 198 cm; 46 5/8 x 78 in.

PROVENANCE
Monsieur Delon, Paris, 1859;
Wilhelm I, King of Wurttemberg, 1859;

Private Collection.
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This extraordinary landscape painting by Italian Orientalist
painter Alberto Pasini (Busseto, 1826 - Cavoretto, 1899)
depicts an important episode in the Crimean War (1853-1856):
the moment a French delegation journeyed into Persia to

secure support for the allied forces.

The episode dates to 1855. The previous year, France and
England had joined the Ottoman Empire in its war against
Russia, dispatching their navies to the Crimean Peninsula and
laying siege to Sevastopol. To shore up support in the region,
Russian delegates offered to return Afghan territories to Persia,
in exchange for the country's neutrality. Fearing Russian
influence on Shah Nasir al-Din, in July 1854 Napoleon III
ordered the establishment of a permanent legation in Tehran

and dispatched a French mission to Persia.

This French diplomatic mission would prove historic. Due to
the Russian naval blockade in the Black Sea, the traditional
route to Persia through Trebizond was rendered inaccessible.
Thus, the delegation was compelled to approach Persia from
the south, circumnavigating the Arabian Peninsula. This
route posed great logistical challenges, however, by crossing
hitherto little-known territories the delegation gained precious
insights into the history, geography and political situation of
the region.

The French mission was led by Nicolas Prosper Bourée (1811-
1886), I'rench Minister plenipotentiary to Persia. It included
anthropologist and novelist Count Joseph Arthur de Gobineau
(1816-1882), a first secretary, two assistants, an attaché, two

interpreters (dragomans), as well as many aides and drivers.

Alberto Pasini joined the mission as its documentary illustrator,
following a recommendation from his friend, Théodore
Chasseriau (1819-1856), who was originally ear-marked for the
role but was forced to decline the invitation due to ill health. In
his stead, Chasseriau recommended Pasini, a promising Italian
artist with whom he shared a studio, and whose talent for

landscape and Orientalist scenes he was quick to recognise.
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Pasini had arrived in Paris in 1851 from Parma, where he
had studied at the Accademia di Belle Arti and specialised
in landscape painting. Following the first war of Italian
Independence (in which he took part as a volunteer fighting
for Modena), he sought refuge in Geneva and, subsequently,
Paris. There, he was introduced to Eugeéne Cicéri (1813-
1890), a noted engraver, who hired him as a lithographer
and in whose country house he became acquainted with the
painters of the Ecole de Fontainebleau (1852-53). Following
this important encounter, Pasini began to practice en plem-air
painting and to study the fleeting effects of light and shadow
on nature. Indeed, his skill in capturing light would become
a trademark of Pasini’s art, distinguishing him as one of the

most accomplished among 19th century Orientalist painters.

When Pasini was offered the chance to accompany the

French delegation to Persia, he immediately understood the
significance of the occasion and seized the opportunity to
enrich his formation and advance his career. The delegation
embarked on 10 March 1855 from Alexandria in Egypt,
passed through Cairo, and descended to Suez aboard the
Victoria, a British vessel belonging to the East India Company.
From Suez, it paused at Jeddah and continued its journey
around the Arabian Peninsula, crossing the Bab el Mandeb
Strait. After pausing in Aden, Yemen and Muscat, Oman,

the delegation began its ascent into the Gulf] crossing into
modern-day Dubai, Qatar and Bahrain before entering Persia
at Bouchir. From there, it travelled across the rugged and
impassable Zagros mountains and reached Shiraz and Isfahan.
After traversing the Dasht-e Kavir desert, the delegation finally
entered Tehran on 2 July 1855.

Details of this historic mission are known thanks to Gobineau’s
memoirs Trois ans en Asie (de 1855-1858), published in Paris

in 1859. Equally enlightening are the works of Pasini, who
meticulously documented the journey through personal

notes, drawings and oil sketches realised on route and later
published in two volumes under the title Croquis d°Orient. The

journey made a profound impression on Pasini and marked a
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turning point in his art. The unique insights gained thanks to
his travels allowed him to become a sensitive and perceptive
interpreter of the colours and atmospheres of the Middle East,
and one of the few Orientalist artist of his day to offer a truly
original perspective, both in terms of composition and subject

matter.

Tollowing the conclusion of the Crimean war in March
1856, Pasini returned to Paris and immediately set to work
converting his drawings and studies into large scale paintings
and lithographs intended for the Salon. At the Salon of 1857,
he showcased three Orientalist o1l paintings and drawings;
and, in 1859, he published twelve engravings based on his
travels with Parisian publisher Joseph Lemercier. However,
his great public breakthrough came with the exhibition of
the present painting, Passage d’une caravane a travers les défilés qui
séparent la Perse des grandes steppes du Khorassan, at the Salon of
1859.

This ambitious and innovative painting depicts a caravan
crossing the rugged, inhospitable mountainous terrain

that separates Persia from the vast steppes of Khorasan.

The subject is inspired by a drawing sketched shortly after
Pasini’s arrival in Persia (pencil on paper, 16 x 22 cm, private
collection) (Fig. 1). The composition could not be more
striking, with its alternation of close ups and panoramic views
punctuated by towering precipices, ravines, and verdant plains.
At the summit of the pass, the viewer is presented with an
expansive vista, stretching endlessly into a horizon marked by
billowing clouds of dust and the interplay of light and shadow

cast by dramatic cloud formations.

The depiction of the caravan is both artistically masterful
and historically significant, mirroring Gobineau’s description
of the splendid and culturally diverse entourage that
accompanied the French delegation. Pasini depicts a caravan
composed of two guides leading the way, a "cavaz" sporting
the characteristic red “tarbush”, followed by a soldier armed

with a spear and wearing a black headdress. He shows parade
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horses adorned with gold and silk trappings, preceding
members of the delegation, who travel in comfortable red
and blue tents. Further back are French and Persian servants,
men leading spare horses, and a contingent of armed
cavalrymen under the command of the Shah's appointee (the

“mahmandar”).

What marks this painting’s utter originality is Pasini’s
unparalleled skill in rendering space through composition
and color, coupled with his artistic ingenuity in selecting
viewpoints, and his ability to capture the transparency of air
and the atmospheric nuances of distant lands. The innovative
composition, which allocates significant space to the horizon,
the kaleidoscopic caravan ascending the rugged terrain,

and the ethereal atmosphere, simultaneously dynamic and
suspended, with the swiftly moving clouds casting intricate

patterns of light and shadow, mesmerised Salon attendees.

The painting garnered great public admiration and was
reproduced in “Le Monde Illustré” in an engraving by Charles
Maurand. Almost overnight, Pasini was propelled into the
ranks of the foremost Orientalist painters of his day, and his
painting was acquired by William I, King of Wiirttemberg,
for the considerable sum of 2500 francs. Although this success
was followed by many others, clearly Passage d’une caravane
a travers les défilés qui séparent la Perse des grandes steppes
du Khorassan remained one of the artist’s favourite works if,
towards the end of his career, he made a smaller replica as a
personal memento (Fig. 2). This painting contains, in essence,
the same freshness, luminosity, and suspended atmosphere
found in the earlier larger version. By then, these elements
had become defining features of Pasini’s art and sources of

inspiration for many 19th century Orientalist painters.

Today, Pasini’s works are housed in prestigious museums and
private collections worldwide, including the Metropolitan
Museum of Art, New York; the Art Institute of Chicago;

the Walters Art Gallery, Baltimore; the Museo Thyssen-
Bornemisza, Madrid; the Musée d’Orsay, Paris; the Galleria
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degli Ufhzi, Florence and the Galleria d’Arte Moderna in
Palazzo Pitti, Florence; the Pinacoteca di Brera, Milan and
the Museo di Scienza e Tecnologia, Milan; the Galleria d’Arte
Moderna, Turin; and the Galleria d’Arte Moderna Ricci
Oddi, Piacenza. All of Pasini’s larger canvases are now held in
prominent museums and collections: The Caravan of the Persian
Shah, Marzotto Collection, Rome; A Caravan preparing to leave
Shiraz for Isfahan, Galleria Nazionale, Parma; A Caravan Resting,
Galleria d’Arte Moderna, Milan; Pasture on the route from Teheran

to Tabriz, Musée des Beaux-Arts, Rouen; and 7he Door of the
Mosque of Yni Djami in Istanbul, Musée des Beaux-Arts, Nantes.
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ALBERTO PASINI

(Busseto 1826 — 1899 Cavoretto)

[

WL’ ¥
50,5905 1899-1826 gicws
T”

Outside the Mosque “domus plo

Signed lower right: A. Pasini A. Pasini : pued) duddud) dygl3)l § d=Bg0
Giled e &) ol
o 35 % 27.1 _—

Oil on canvas

27.1x35cm (10%: x 13%4+1n.)

Alberto Pasini (1826-1899) was born in Busseto, Italy. After

losing his father at an early age, Pasini pursued artistic
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Eugene Cicéri and later under the Romantic painter Théodore
Chassériau, who would have a major influence on his corpus

of work and help him gain entry into the Salon in 1853.

Pasini’s voyages through the Middle East and Asia were
extensive, commencing in 1855 as a part of a French
diplomatic mission which included journeying through
Egypt, Persia, Turkey and the entire Arabian Peninsula.

Pasini was favoured by Sultan Abdulaziz of the Ottoman
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collection of The Metropolitan Museum of Art, New York
and is just one example of his many celebrated works housed

in museums all over the world.
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GOURLAY STEELL

(Edinburgh 1819 — 1894)

Lord Strathnavn’s Arab Charger

Signed lower right: Gourlay Steell
Oil on canvas

99 x 112 cm (39 x 44 /s in.)
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Gourlay Steell (1819-1894), one of Scotland’s foremost animal
painters of the 19" century, was celebrated for his accurate
and sensitive renderings of equine subjects. Born in Edinburgh
into a family of artists, Steell studied under William Allan and
Robert Scott Lauder, developing a reputation for his detailed
treatment of animals. His skill was recognised at the highest
level; in 1872, following the death of Sir Edwin Landseer, he
was appointed as official animal painter to Queen Victoria for
Scotland, a position that confirmed his national importance.
He exhibited frequently at the Royal Scottish Academy and
his works are today represented in the National Galleries of

Scotland.

The present painting depicts the Arab charger of Lord
Strathnairn, a British military commander associated with
service in India. The Arabian horse, with its finely chiseled
head, arched neck and high tail carriage was admired
throughout the 19" century for its stamina, agility, and
elegance. Steell captures these qualities with precision; adopting
a naturalistic approach in his handling of the horse’s anatomy
and posture. This work reflects broader Victorian interest in
the Arabian horse, which by the mid-19" century had become a
symbol of both imperial reach and aristocratic prestige. Steell’s
painting situates these celebrated animals within a lineage

of equestrian art, linking Scottish academic painting to the

enduring allure of the Arab charger.

104

Ollgasdl Galdsy 3520 e (1894-1819) Ui Yyod iz

B Bugas dlasl ,atily gie guld] O,a) NS puailzSuy)
Aslwd 8;03] § dasr W Jsasl gy axe A=) dzasliasmys
CeaiSly 939 SsSaw yagns OV pledys iy e dalisy d.id
Gy (Ollgamdl polds 3ol Lged p38 3l alos Lady 8,44
& 1872 ple dipusd o3 lodie gl 3081 Go Sotun sy
8oy 3] Lay5388 IauliSul dSUL ol Cllsaod] pliy oaie
LogolsYI & phanie USi dlosl Jutw p38 w3y (399] ]
Cioxie Oliizhe gad Wl 833258 o9 dsailiSwll 4SUL
RERCIELOR/EIEN YRS

Olsall ad pas 3 Opiliew S5l =)l slgzdl dogll 305
O il lesly =)l desd) Ghs il § 4y pSews])
Blay oo 4y gheny log Jomidl s d3jud Jady s guldl

03 diw oy 23,4 dlydy widll ddisy Bsdwadl dulys d3UTs
ez 25 § desmeeb dJlEe LIS e dialine BBuy Olaall
Lzl P Sl plozall dogll ol uSs dzgmdgs dall
G ysblnaYl Ssbaml Wiz gaol S @yl Jusdly &y 5284l
il Oloaadl gy Juiw dog) 83,3 . dublydau) Yl 43Sl
Y oyl G Joos dlo JSa3s daws bl 03 Bsdo ] 4
2@l Slsadl Ly Gl il 48101 dodladly gailzSwd

105



GEORGES WASHINGTON

(Marseille 1827 — 1901 Douarnenez)
Horsemen Crossing a Wadz
Signed lower left: G. Washington

Oil on canvas

81x 92 cm (31% x 36 Va in.)
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Georges Washington’s, Horsemen Crossing a Wadi, depicts a
group of tribesmen crossing a river in a valley with grassy
plateaus near Algeria’s Atlas Mountains. These river valleys,
known in Arabic as wadi, are wetbeds that only flow when
heavy rain occurs, usually between November and March,

and would otherwise be dry riverbeds.

Although Washington’s date and place of birth are known,
he was born out of wedlock, and his parents’ names were
not recorded. However, it later emerged that his mother

was Marie Besse. His father’s name remains unknown, but
he named his son Georges Washington after America’s first
president, George Washington (1732-1799), whom he greatly
admired. Washington pursued an artistic career, training at
the Ecole des Beaux-Arts in Paris, where he studied under
the history painter Francois-Edouard Picot (1786-1876).
Picot’s highly finished academic style was very different from
that of his pupil. Washington was inspired by the Romantic
style: the use of colour, loose brushstrokes, and the subject
matter of fellow Orientalists Eugéne Delacroix (1798-

1863) and Eugene Fromentin (1820-1876). Delacroix and
Fromentin both spent time in Algiers; they did not overlap
with Washington, whose first visit was in the mid-1850s. All
three painters were renowned for their poetic depictions of
Bedouin life and dramatic equine subjects. Washington first
exhibited at the Paris Salon in 1857 with his view of Plaine du
Hoiina, and regularly exhibited thereafter for fifty years.
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GEORGES WASHINGTON

(Marseille 1827 — 1901 Douarnenez)

Arab Warriors on Horseback

Signed lower right: G. Washington
Oil on canvas

50.2x 61 cm (19%: x 24/in.)
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Arab Warriors on Horseback, was also created by Georges
Washington, an artist renowned for depicting Arabian
horses and scenes from Algeria and Morocco. The painting
shows mounted Arab warriors navigating rugged terrain,
with a central figure atop a white and grey dappled stallion
gesturing forward. It highlights Washington’s skill as an
equestrian painter and his consummate understanding

of Arab customs and attire, knowledge gained during his
travels in the Near East. Influenced by artists such as Eugéne
Delacroix (1798-1863) and Eugéne Fromentin (1820-1876),
Washington’s style is marked by a vivid palette, dramatic
compositions, and expressive brushwork, emphasising the

‘exoticism’ and vitality of his subjects.
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JOSE BENLLIURE Y GIL

(Canamelar 1855 —1937 Valencia)

Inside a Coffee House, Study

Signed and inscribed lower left: J. Benillure / Ttnez
Watercolour on paper

35x 44 cm (13 x 17V in.)
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José Benlliure y Gil (1855-1937), born in Valencia, was

one of the leading Spanish painters of his generation and a
central figure in the development of Spanish Orientalism.
Trained under Francisco Domingo Marqués and later active
in Madrid and Rome, Benlliure cultivated a versatile career
encompassing portraits, costumbrista subjects, and Orientalist

themes.

This watercolor captures the dynamic energy of a Tunisian
café, animated by musicians and patrons. Its loose brushwork
and luminous palette convey atmosphere while preserving
descriptive detail in costume and architecture. Though
rooted in his travels through Algeria, Morocco, and Tunisia,
the composition may also reflect staged artistic recreations,
as contemporary photographs attest. This blending of lived
observation and imaginative reconstruction was typical of
late 19""-century Orientalist practice. Benlliure’s career was
shaped by his links to the Spanish Academy in Rome, where
he became director between 1904 and 1912. His international
reputation was consolidated by patronage from figures such
as the King of Savoy and by exhibitions across Europe. His
works today are represented in the Museo de Bellas Artes de

Valencia, the Prado, Madrid and other important collections.
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GUSTAVO SIMONI

(Rome 1846 — 1926 Palestrina)
With hus Favourite, 1888

Signed and dated lower right: G. Simoni. Rome 1888

Wastercolour on paper

91 x 61 cm (36 x 24 in.)
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Gustavo Simoni (1846-1926), an Italian painter, specialised in
Orientalist watercolors and oils, experienced great popularity
among European collectors in the late 19th century. Trained
in Rome, Simoni traveled extensively in North Africa and
the Middle East, producing on-site sketches that informed

his highly detailed compositions. He gained acclaim for his
ability to combine architectural backdrops with animated
human activity, often capturing scenes of markets, musicians
and everyday street life. The present work, while broadly
titled, is representative of Simoni’s typical subject matter. His
compositions often balance decorative architectural elements
— archways, tiled walls, or courtyard spaces — with finely
observed figures dressed in richly patterned fabrics. Simoni’s
careful rendering of textiles and ornamental surfaces made
his works particularly appealing to collectors interested in

both ethnographic detail and aesthetic refinement.

Simoni exhibited widely in Europe, earning medals in

Paris and London, and his works entered numerous private
collections. His watercolors, especially, were praised for their
luminosity and precision. The painting at hand reflects his
broader contribution to the Orientalist tradition: an emphasis
on decorative richness, lively figural composition, and a
careful integration of observed detail with the conventions of

academic realism.
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EUGENE GIRAUD

(Paris 1806 — 1881)
La Danseuse du Caire, c. 1866

Signed lower left: E. Giraud
Gouache and pencil on paper

48 x31 cm (19x 124 1n.)
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This gouache by Eugéne Giraud (1806-1881) relates to his celebrated
1866 oil painting, La Danseuse du Caire, depicting a Ghawazi dancer
performing the rags baladi, a traditional Egyptian solo dance characterised
by hip movements. The Ghawazi, often described in 19th-century travel
literature, embodied for European audiences the ‘exoticism’ of the East,
as noted by William Prime in 1857 — they were celebrated for their

beauty and grace.

Unlike the educated Awalim courtesans, Ghawazi were professional street
performers of low social status, dancing unveiled at public and private
festivities. Western accounts often conflated the two, with the French
term Almée broadly applied to all female dancers. Edward Lane’s 1836
Manners and Costumes of the Modern Egyptians distinguished them, describing
the Ghawazi dancers appearance as consisting of diaphanous trousers
known as a shntipdn and a shirt of semi-transparent gauze known as a tdb.
He also mentioned that ‘the tips of their fingers, the palms of their hands and their
toes and other parts of their feet, are usually stained with the red dye of the henna’

Giraud travelled to Egypt in 1847 and likely saw such dancers firsthand,
possibly also influenced by Gustave Flaubert’s famous 1850 account

of the Ghawazi Kuchuk Hanem. By the mid-19th century, Egyptian
dancers became a popular subject for Orientalist painters such as
Jean-Léon Gérome and Leopold Carl Miiller. Gérome’s Dance of the
Almeh, 1864, drew both praise and controversy for its eroticism. Giraud’s
version, while sensuous, shows costume details with relative accuracy.
Widely circulated as an engraving, his Ghawazi remains a significant
example of how the Egyptian dancer became an enduring motif in

European art and imagination during the Orientalist period.
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HELENE BUCHMANN

(Berlin 1843 — 1919)
Portrait of a Gurl in a Headscarf

Signed and dated: H Buchmann

Oil on canvas

57.5x46 cm. (22'/2x 18 in.)

oldg Ll

. LR

1912-1843 (wJp
“&{.ﬁ?m slus 4:{)3)5%”
H Buchmann :d=$ 909 4550

Giled e day Olgll
o 46 x 57.5

Painted by Helene Biichmann (Berlin 1843-1912), Portrait of a

Girl in a Headscarf depicts a young girl wearing a floral-patterned
hijab, adorned with six gold coins sewn above her forehead.
Though undated, the exhibition number “1404” on the reverse
suggests it was shown during Buchmann’s lifetime, most likely

in the 1880s or 1890s, when she was at the height of her career.
Despite its Orientalist theme, the artwork was almost certainly
painted in her Berlin studio, as there is no record of her travelling
beyond Western Europe. Her interest appears directed more
toward pattern, form, and texture than ethnographic accuracy, in
keeping with a broader European taste for idealised visions of the
East. Floral-embroidered headscarves and coin embellishments,
common in North Africa and the Levant, provided a decorative

focal point, here rendered with refined attention to detail.

Biichmann was a well-known figure in the Berlin art world of the
1880s and 1890s, frequently exhibiting at the city’s salons and
receiving regular mention in German art reviews. Born in Berlin,
she studied in her native city, as well as in Munich and Paris. Her
most influential teacher was Karl Gussow, who also mentored
prominent German women artists such as Clara von Rappard

and Anna Gerresheim. Specialising in portraiture, Biichmann’s
clientele included members of the Germanophone aristocracy,
among them the Prince and Princess of Courland and Princess
Radziwill. She married the philologist Georg Biichmann, outliving
him by twenty-eight years, and maintained an active studio on the
Bulowstrasse until her death. While her name has since faded from
prominence, in her lifetime she was celebrated for the poise and

technical finesse of her painted likenesses.
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TOMAS MORAGAS

(Girona 1837 — 1906 Barcelona)
Camels
Signed lower right: T. Moragas

Oil on canvas

34 x 44 cm (17 x 26 in.)
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In Camels, Tomas Moragas (1837-1906) focuses on the
depiction of the camel, an animal central to Arabian and
North African daily life. The composition presents the three
camels in different postures: standing, grazing, and resting
within a neutral landscape setting. This small-scale work
demonstrates Moragas’ ability to adapt academic methods
of animal study to Orientalist subject matter. The forms are
carcfully constructed, with attention to anatomy, fur texture,

and natural movement.

Such studies were essential to larger compositions like Rest of
a Moorish Caravan, in which animals played both practical and
symbolic roles. By isolating camels from a broader narrative
context, Moragas highlights their role as indispensable
elements of caravan life. For collectors, such pieces also
served as more immediate examples of Orientalist themes
without the theatrical embellishment sometimes present

in larger canvases. Gamels illustrates Moragas’ systematic
approach to his North African subjects, combining field
observation with a controlled studio practice that ensured

accuracy and appeal for a European audience.
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TOMAS MORAGAS

(Girona 1837 — 1906 Barcelona)

Rest of a Moorish Caravan

Signed lower left: Tomas Moragas
Oil on linen

72 x 144 cm (28Y% x 56 V2 in.)

whge wlogs
Ll 1906-1837 Lig per

(<ot

do yeo A8 4> ful”
Tomas Moragas :8 ) ddiull Loyl § d=d e
OBS e dj ol

o 144 x 72

Tomaés Moragas (1837-1906), a Catalan painter who studied
in Rome and travelled extensively through Morocco,

was among the leading Spanish Orientalists of the 19™
century. Rest of a Moorish Caravan depicts a group of figures,
camels, and horses gathered before a pearlescent Mosque,
with mountains and coastline visible in the distance. The
composition balances figural detail in the foreground with
a panoramic landscape, combining topographical accuracy

with the conventions of academic realism.

Moragas’ years in North Africa enabled him to produce

a plethora of first-hand sketches of daily life, which he

later expanded into finished oils for European collectors.
Here, the clothing, animals and architectural motifs are
carefully delineated, reflecting his training in both figure
and landscape painting. The inclusion of a Mosque situates
the work within the broader Orientalist interest in Islamic
architecture. Moragas’ approach is both descriptive and
direct, presenting caravan life as part of the observed reality

of Maghrebi culture.
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ANTONIO FABRES

(Barcelona 1854 — 1938 Rome)

A Palace Guard Smoking

Watercolour on paper

126.5 x 95.3 cm (49% x 372 in.)
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Antonio Fabrés (1854-1938) was a Spanish painter celebrated
for his meticulous technique and refined draughtsmanship,
particularly within the tradition of Orientalism. Born in
Barcelona, Fabrés trained at the Escola de la Llotja before
establishing himself in Rome, where his mastery of realism
carned him international acclaim — taking him further afield,
to Paris and Mexico. North Africa and the Levant were
places of great interest to Fabrés and the painting of A Palace
Guard Smoking 1s a testament to his ability to create some of

the most special Orientalist scenes.

This intricate watercolour on paper depicts a solitary guard
in traditional attire, leaning at ease within an opulent
Maghrebi architectural setting. The subject inhales from a
long-stemmed pipe which is clasped in his left hand, whilst

in the right, a scroll is present. The scene is tranquil and
contemplative, offering the viewer an insight into the world of

the guard, his customs and traditions.
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JOHN VARLEY
THE YOUNGER

(1850 — 1933)
The Quran School, 1882-1883
Signed and dated: J P Varley 1882-3

Oil on canvas

51 x69 cm (20 x 27 in.)
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John Varley the Younger (1850-1933) was the grandson of his
namesake and the renowned artist, John Varley (1778-1842)
and the son of Albert Fleetwood Varley (1804-1876), who was
also a painter. Between 1870 and 1895, Varley the Younger
exhibited landscapes and genre scenes at the Royal Academy,
London and other notable galleries. In 1891-1892, he traveled
to India, but the artist is best remembered for his depictions
of Egypt, which he visited in 1882. A substantial group of his
landscape and topographical works are held in the permanent

collection of the Victoria and Albert Museum, London.

This charming and colourful observed depiction of young
boys learning to recite the Quran was painted by John Varley
the Younger, during his travels to Egypt in 1882. Inspired
by the Middle East, like Ludwig Deutsch and the other
great Orientalist painters of their time, Varley the Younger
was compelled to accurately recreate paintings of madrasa
(Quranic schools), landscapes, traditional customs and daily
activities of the residents of the places he visited. The history
of the Quranic school dates to the 7" century CE and is the
religious guidance of the Ummah (the Muslim community)
during the lifetime and after the passing of the Prophet
Muhammad (Peace Be Upon Him).
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EUGENIO LUCAS VELAZQUEZ

(Madrid 1817 — 1870)

Ruins with Arab Figures (pair), 1848

Signed
Oil on canvas

129 x 100 cm (50%4 x 39%/s in.) each
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Populated by a multitude of figures colorfully dressed in Arab
drapes and turbans, crumbling Moorish ruins majestically
frame this pair of 1848 orientalist landscapes by Eugenio
Lucas Velazquez (1817-1870). The long caravans, the typical
clothing and the exotic water-facing setting place these
works squarely in the European Romantic fascination with
North Africa. The dilapidated arches and fortifications hint
at a long-gone prosperity, recalling Spain’s own Hispano-
Muslim past. Although no specific historical site is depicted,
the iconography signals a Mediterranean or Maghrebine
landscape at twilight, immersed in a dream-like atmosphere.
By the late 1840s such ‘imaginary Oriental’ scenes became
indeed a signature theme for the Spanish artist, melding the

Romantic taste for dramatic ruins with ‘exoticism’.

Born in Madrid in 1817, Lucas Velazquez trained initially

as a cabinetmaker but soon devoted himself to painting. He
studied at the Academia de San Fernando and copied works
by Veldzquez and Goya in the Prado. His patron in Madrid,
Don Leandro Alvarez de Torrijos, whose portrait he painted
in 1848, supported his studies. By the 1840s Lucas was

well integrated into Romantic circles. In 1844 he married
Martina Hernandez Mufloz, and by the late 1840s exhibited
at the National Academy. These Ruins with Arab Figures were
painted in Lucas’s early maturity, after he had established
his reputation as an imaginative Romantic. He would later
travel to Paris in 1852 and to Morocco in 1859, absorbing

Delacroixian and Orientalist influences.
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RICHARD DADD

(Chatham 1817 — 1886 Broadmoor Hospital)
Study of Middle Eastern Heads, 1848
Signed lower left: R Dadd

Pencil and watercolour on paper

19x 14 cm (72 x 52 1n.)
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Born in Kent, England, Richard Dadd’s (1817-1886) Study

of Muddle Eastern Heads, 1848, is a poignant watercolour and
pencil study, likely executed during or shortly after his 1842
travels in Egypt. The work captures Dadd’s observational
acuity in tightly rendered portraits of local figures, each head

intimately portrayed with individualised expression.

Rendered in delicate pencil outlines and lightly layered
washes of watercolour, the composition reveals a deep
curiosity about the people he encountered and a desire to
record their appearance with care and precision. Rather than
theatrical Orientalism, the watercolour opts for quiet realism:
neutral backgrounds, soft tonal shifts, restrained colour and
tactile lines that evoke character without narrative. The
heads reflect differing ages and postures, showing Dadd’s

interest in physical detail and human individuality.

Though best known for the fantastical visions he created
while institutionalised at Bethlem and Broadmoor, Dadd
had been one of the most promising artists of his generation,
trained at the Royal Academy and selected to accompany Sir
Thomas Phillips on a Grand Tour of the Middle East. This
drawing offers a rare glimpse of his earlier, lucid talent as a
precise and empathetic observer, capturing the dignity and

variety of his subjects with sensitivity and restraint.
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ADOLF VON MECKEL

(Berlin 1856 — 1893)
T he Moorish dog handler, 1889

Signed and dated lower right: A Meckel. 1889.
Watercolor on paper

30x18.7cm (11%x7"/s51n.)
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Adolf von Meckel (1856-1893) was born in Germany and
spent part of his childhood with his maternal grandparents in
St. Petersburg, following the early death of his father. Upon
returning to his homeland, he pursued his artistic education
at the Academy of Fine Arts in Karlsruhe, where he studied
under the renowned landscape painter Hans Fredrik Gude.
This academic grounding laid the foundation for his later
travels and distinctive style. In 1880, von Meckel embarked
on a formative journey through Egypt and Palestine

with fellow artists Eugen Bracht and Gustav Schonleber.
These travels deeply influenced his work, leading to later
expeditions through Algeria and Tunisia. The experiences
and visual richness of these regions became a major theme
in his oeuvre, as he captured vivid Orientalist scenes that

resonated with European audiences.

One such example is a watercolour dated 1889, depicting a
young North African dog handler standing out boldly against
the ornate doors of a building marked by distinctly oriental
architectural features. This composition reflects von Meckel’s
gift for observing and portraying daily life with sensitivity

and artistic flair.
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GEORGES-ANTOINE
ROCHEGROSSE

(Versailles 1859 — 1938 El-Biar)

Patio de los Arrayanes, The Alhambra,
Granada, c. 1890

Signed lower left: G. Rochegrosse
Oil on canvas

68 x 50 cm (26%4 x 19%4 in.)
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Painted by Georges-Antoine Rochegrosse (1859-1938), the
present depiction of the entrance of the Hall of the Ambassadors
in the Patio of the Arrayanes at the Alhambra Palace in
Granada, Spain, showcases Islamic architectural décor as the
true protagonist, undisturbed by narrative action. It also reflects
a broader shift noted by art historians: by the 1890s, Orientalist
art had begun to emphasize mood over story, often approaching
the Symbolist in its evocative, dream-like presentations of the
East. Within this tradition of architectural Orientalism, spanning
from David Roberts’ travel illustrations to Jean-Joseph Benjamin-
Constant’s grand Moroccan palace scenes teeming with courtiers
and wild animals, Rochegrosse offers here a more intimate and

perhaps introspective view of the Alhambra.

This depiction of the Alhambra palace marked a turning point

in Rochegrosse’s career and was what prompted him to journey
to Algeria in 1894. During his travels, the artist met a I'rench
Algerian woman, Marie Leblond. In 1896 the couple got married
in Algeria and from 1900 the couple settled seasonally in El-Biar,
on the hills overlooking Algiers. There Rochegrosse had a villa,
Djenan Meryem, lavishly decorated with oriental ceramics, textiles
and Mashrabiya woodwork. Immersed in the environment that
had once been exotic to him, Rochegrosse became a leading
figure in the local art scene: he taught at the Ecole des Beaux-Arts
of Algiers and was feted as a master of Algerian painting, serving
as honorary president of several Algerian art salons. In recognition
of his artistic merit, after winning the Prix du Salon in 1883 for

a history painting, he was appointed “Chevalier of the Légion
d’honneur” in 1892 and was elevated to “Officier” in 1910.
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JOSE NAVARRO LLORENS

(Valencia 1867 — 1923)

Moroccan Souk, 1900

Oil on panel
12x 16 cm (4%+x 6% 1n.)
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José Navarro (1867-1923), a Spanish painter active in
Valencia and Barcelona, developed a career focused on
genre scenes, portraits, and Orientalist subjects. His works
reflect both academic training and the influence of Spanish
costumbrismo, adapted to themes drawn from North Africa
and the Middle East. The present painting, though generally
titled, exemplifies Navarro’s interest in representing local
figures within carefully described settings, whether interiors

or market exteriors.

Navarro’s compositions are notable for their clear delineation
of form and restrained palette, often emphasising character
studies rather than grand narratives. His Orientalist
paintings typically depicted musicians, merchants or guards,
framed within Islamic architectural contexts. This focus on
individual figures highlights Navarro’s skill as a portraitist,

even within genre compositions.
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FRANCISCO PRADILLA 39597 61 Gty oSumaify3
Y ORTIZ ssde 1921-1848 saJle 5 liysils
(Villanueva de Gallego 1848 — 1921 Madrid)

El suspiro del moro, 1879-1892 1892-1879 4 ,=bl 8,8)”
Signed and dated lower left corner: I Pradilla Oritz / F. Pradilla : g pod) ddéud) dol3)) é 49)5@ 4353,9
Granada 1879 / Rome 1892. Oritz / Granada 1879 / Rome 1892
Oil on canvas oled e dw) Q|5JT
196 x 303 cm (77'/e x 1194 1n.) M303 x 196
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Private collection; (dols degame
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Francisco Pradilla y Ortiz (1848-1921), one of Spain’s
leading history painters of the late 19" century, achieved
international acclaim with his painting, Dofia fuana la Loca,
1877, exhibited at the National Exhibition of Fine Arts in
Madrid in 1878. The success of this work led to numerous
official commissions, including the celebrated La rendicidn
de Granada, 1882, for which Pradilla undertook extensive
preparatory studies in Alhambra. It was during this period
that he conceived El suspiro del moro, a personal endeavor
completed over a long span between 1879 and 1892,

eventually finished in Rome.

Unlike his large commissioned canvases, El suspiro del

moro, 1879-1892, was not painted on order but developed

at Pradilla’s own initiative, allowing him greater freedom

in composition and expression. The subject depicts the
moment after the surrender of Granada in 1492, when the
defeated Nasrid Emir Boabdil is said to have wept as he
looked back on the lost city. Pradilla’s painting embodies
the psychological weight of the scene: the figure of Boabdil,
dressed in white, stands slightly apart from his entourage,
while the white horse, a central motif studied in detail in
1887, dominates the composition. As in many of Pradilla’s
works, the landscape plays a central role, rendered with loose,
painterly brushwork and warm, earthy tones that heighten
the destitute atmosphere. The painting reflects Pradilla’s
characteristic integration of historical narrative with
expressive natural settings. £/ suspiro del moro, became one of
his most admired works, widely copied and reproduced and
remains emblematic of the 19"-century Spanish fascination

with the fall of Granada and the legacy of the Nasrid dynasty.

The artwork has been designated as a BIC (Asset of Cultural Interest)
wn Spain and 1s therefore not eligible for export. As a result, the piece
remains in Spain and is not displayed in our London gallery alongside

the other works in the exhibition.
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