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FOREWORD

Beyond the Threshold: Revisiting Orientalism I1, is conceived as a celebration of artistic encounters; of curiosity,
topographical observation and creative ambition, that have long driven artists to look beyond their own
horizons and engage with the peoples, places and cultures of the Orient. Presented by Colnaghi, Galerie

Ary Jan and Kent Antiques, the artworks brought together in this exhibition reflect a sustained interest with
regions that, for centuries, inspired painters, draughtsmen and collectors alike. For our three dealerships,
Orientalist art occupies a distinctive place in our heritages. For Colnaghi, it was a genre of major significance
during the 1970s and 80s when the firm was owned by Lord Jacob Rothschild, who had a passion for Oriental

art and now in 2026 his legacy and the company’s interest in this area of art history lives on.

Created throughout the nineteenth-century, the artworks published and exhibited emerged from moments
of travel, diplomacy, scholarship and genuine intrigue. Whether informed by direct experience or shaped
by literary, archaeological and artistic sources, these images reveal a profound engagement with cultures
perceived as both inspiring and compelling. Their makers sought not only to record what they saw, but to
translate atmosphere, ritual and daily life into compositions of lasting visual power. The artists represented
in this catalogue approached their subjects with a wide range of sensibilities. Some were drawn to the
monumental presence of ancient cities and sacred sites; others focused on intimate scenes of domestic life,
costume and custom. Across these varied approaches runs a shared commitment to detail, colour and true
ethnographic appreciation for the people, places and cultures depicted. Orientalist art reflects a desire for
understanding across cultures. These works remind us that art has long served as a bridge between worlds,
offering viewers access to places and experiences beyond their own immediate surroundings. When viewed
today, such images invite renewed appreciation not only for their aesthetic refinement, but for the cultural

dialogues they continue to inspire.

This catalogue presents these artworks within a framework that values both scholarship and visual pleasure.
The accompanying texts illuminate historical context and artistic practice while allowing the pieces themselves
to remain at the forefront. It is our hope that this publication will appeal equally to all audiences: those drawn
by the beauty of these works as well as those interested in the histories and cultures they evoke. Above all, this
catalogue affirms the enduring power of art to foster curiosity, appreciation and connection across cultures,
and to remind us of the shared humanity that underlies artistic expression in all its forms. We would like

to take this opportunity to thank our dear collaborators: Dr. Sophie Bostock for her curatorial excellence;

our dear colleagues and partners in this exhibition: Mathias Ary Jan of Galerie Ary Jan, Paris and Mechmet
Keskiner of Kent Antiques, London; Basel Jbaily for his wonderful Arabic translations and Laura Eguiluz de

la Rica for her graphic design brilliance.

Jorge Coll & Mark Keshishian
Colnaght
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INTRODUCTION

Beyond the Threshold: Revisiting Orientalism 11

By Dr. Sophie Bostock
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Joaquin Sorolla (1863-1923)
La Sorpresa de Zahara, oil on card

on canvas, 50 x 73 cm.
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As the centrepiece of Beyond the Threshold: Revisiting Orientalism II, Joaquin Sorolla’s (1863-1923)
La Sorpresa de Zahara transtorms the exhibition’s preoccupation from individual encounter

to historical event. The Puerta de Elvira of the Alhambra frames a scene of extraordinary
consequence: Moorish troops, prisoners, enslaved men and women swarming through
Granada’s great gate in 1481. Itis a scene of apparent triumph, though the viewer already
knows it foreshadows the fall of Granada to Ferdinand and Isabella in 1492. This is not a
doorway glimpsed from the street, or an archway receding into shadows: it is a threshold
through which an entire civilisation, Islamic Spain, Al-Andalus, is passing, and from which

it does not return. Described by the Museo del Prado as Sorolla’s most important work', the
painting was commissioned by the Spanish architect and artist, Arturo Mélida (1849-1902) to
be illustrated in Leyendas de D. José Jorilla by Manuel Pedro Delgado, and later owned by Eugenio
Esteban y Fernandez del Pozo the 2™ Marqués de Torrelaguna (title held from 1899-1943) to
honour the friendship The King of Spain’s father, Alfonso XII (. 1874-1885), had shared with
Spain’s more important poet, José¢ Zorrilla (1817-1893), whose epic poem La Sorpresa de Zahara of
1841 inspired the subject. With this painting, the exhibition gains its most ambitious conceptual
claim: the threshold is no longer a mashrabiya screen, or a mosque doorway open only to the

faithful, or a souk passage negotiated by commerce. It is the boundary of history itself.

Whereas Colnaghi’s first Orientalist exhibition, Dreams and Journeys: Revisiting Orientalism,
traced geographical journeys to the East, Beyond the Threshold: Revisiting Orientalism II, turns
inward to thresholds, not just in an abstract sense but also literally: mosque entrances,
doorways, archways, city gates and market passages. The exhibition’s title carries a double
meaning. ‘Beyond the Threshold’ refers to what lies beyond these painted doorways:
glimpses of minarets, distant figures, shadowed interiors. But ‘revisiting’ signals that we
return to these images with new questions, acknowledging both their colonial asymmetries
and the real encounters artists documented. These new questions reshape how we approach
the works themselves. Rather than asking what these paintings reveal about Western
fantasies of the East, we can also ask: where did artists actually go? What could they see, and
what remained closed to them?? How did architectural and social barriers shape what ended
up on canvas? The threshold becomes both a literal subject and a way of understanding the

partial, mediated nature of cross-cultural encounter.
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These paintings reveal threshold spaces where cultures intersect, souks where Europeans
bought souvenirs such as carpets and Islamic armour, city gates where traders and
travellers negotiated entry, and even, in one instance, a wonderful reversal showing
Turkish merchants arriving in Venice. These were not just Western fantasies but real
places of negotiation and exchange. The paintings that follow move from the historical
and panoramic inwards: from the epic threshold of the Puerta de Elvira to the intimate
genre scenes and portraits of individual figures, from the strictly controlled doorways of
sacred spaces to the open rhythms of city life, from distant landscapes to the harem, that

ultimate threshold where observation gives way entirely to imagination.

Figures and Encounters: Genre Painting and Portraits

The paintings in this section offer something rare in Orientalist art: proximity.

These works bring us close enough to observe individual faces, the texture of fabric,
architectural details, interior luxury, and the intimate rituals of everyday life. A coffee
maker sits beside his brazier. Two figures rest on striped carpets beneath the North
African sun, while others draw on a hookah or long-stemmed pipes, absorbed in the
rituals of smoking. Six paintings, six encounters with figures caught in the rhythms of
everyday life. Yet these figures remain anonymous, types rather than individuals. This
1s the fundamental purpose of genre painting: to depict recognisable categories of people

engaged in various activities.’

Rudolf Ernst (1854-1932) employed a method remarkably similar to this. Born in
Vienna but working primarily in Paris, Ernst too assembled an extensive collection
of ceramics, tiles, textiles, carpets and weapons following his 1880 journey to
Constantinople. His Chubuk Smoker depicts a figure absorbed in the ritual of smoking
the long Turkish pipe, in a sumptuous interior scene surrounded by the intricate
tilework Ernst had collected and studied in his Paris studio. Like Jean-Léon Gérome
(1824-1904), whose father-in-law, the renowned art dealer Adolphe Goupil (1806-
1893), had supported Ernst’s early career, Ernst painted not from direct observation
but from carefully assembled props and photographs, constructing plausible Oriental

scenes in European workshops. Ernst amassed his tiles and exotic props from travels to
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North Africa, Spain and Istanbul; he even pursued a career as a ceramicist from 1900
onwards. The Chubuk Smoker reveals how these artists’ Eastern subjects were mediated
through European collecting practices, the ‘Orient’ reassembled tile by tile in Parisian

ateliers.*

Ludwig Deutsch (1855-1935), Ernst’s lifelong friend and fellow Austrian émigré to Paris,
followed the same pattern. The Coffee Maker depicts a figure tending a brazier in a Cairo
doorway, with the weathered stonework meticulously rendered and a mashrabiya screen
visible above. Like Ernst, Deutsch assembled extensive collections during his Eastern
travels, including tiles, textiles and architectural fragments, which he reconstructed in his
Parisian studio to depict convincing Oriental scenes. Théobald Chartran’s (1849-1907)
Bashi-Bouzouk, 1877, painted the year he won the Prix de Rome, depicts an Ottoman
mercenary soldier absorbed in smoking. Though Chartran came from the French
academic tradition rather than the Viennese school, his approach was similar: meticulous

studio construction presenting plausible Eastern types for European audiences.

Not all artists represented here worked from Parisian studios. Carl Haag (1820-1915),

a German watercolourist based in London, actually shared a studio in Cairo with
Frederick Goodall (1822-1904), painting his subjects from direct observation. Emile
Claus (1849-1924), a Belgian luminist, travelled to Algeria in 1879 and painted Afternoon
Rest en plein air, capturing two figures at rest in brilliant North African light with
impressionist brushwork that contrasts with the academic finish of Ernst. Yet whether
assembled in Paris ateliers or observed under Algerian sun, these genre scenes share an

essential quality: the figures remain types rather than individuals with histories.

It genre scenes depicted anonymous types by design, formal portraits might seem to
promise something different: the sustained observation of a specific individual. Jan
Portielje’s (1829-1908) Oriental Beauty, 1881 and Baltazar Larpenteur’s (1783-1846) Portrait
of an Ottoman Noble, 1845, present themselves as exactly that, carefully composed formal
portraits suggesting direct encounter. Both painters worked within the established studio

tradition. Portielje, based in Antwerp, employed local models dressed in Oriental costume;’
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Larpenteur similarly painted his portraits in the studio.® Yet both demonstrate considerable
accomplishment, the meticulous rendering of textiles, the dignity of the poses and
psychological presence. What makes these paintings distinctive, however, is that even

as formal portraits, they remain titled as types: ‘Oriental Beauty’, ‘An Ottoman Noble.’
The paintings display formal sophistication while their subjects remain types rather than

individuals, a pattern that almost defines this entire section.

The final portrait by John Frederick Lewis (1804-1876) reverses the dynamic entirely.
His watercolour depicts not an anonymous Eastern type but a named European: the
renowned archaeologist Sir John Gardner Wilkinson (1797-1875), shown in local costume.
Wilkinson spent twelve years based at ancient Thebes between 1821 and 1833, studying
material that would establish him as the father of British Egyptology. He made four return
trips to Egypt between 1841 and 1856, during which he encountered Lewis, who was then
residing in Cairo (1841-1851).” Lewis depicts Wilkinson wearing a red fez over a skull cap,
with the hood of his white robe pulled forward, his good-humoured expression suggesting
amusement at this layering of local costume. It was not the first time he had sat for a
portrait in regional dress, as evidenced by Henry Wyndham Phillips’s portrait of Wilkinson
in Calke Abbey, Derbyshire. Such portraits were not uncommon; European visitors to the
Near East routinely commissioned portraits in local costume, inspired by figures such as
Lord Byron, who adopted Eastern dress. Lewis painted his own self-portrait in a paisley

turban, now in the Islamic Arts Museum Malaysia.

Lewis’s portrait of Wilkinson complicates patterns established by the previous paintings.
Here, a European artist depicts a fellow European who has genuinely crossed cultural
thresholds: living for years in Egypt, studying its monuments and engaging seriously
with its culture. Yet Wilkinson remains named, and his adoption of local dress enhances
rather than obscures his identity as a distinguished scholar. By contrast, the figures in the
previous paintings, whether Eastern subjects or European models posed as such, remain
anonymous types: ‘An Oriental Beauty’, ‘A Coffee Maker’, ‘An Ottoman Noble.’

The difference lies not in geography but in representation itself. Wilkinson controls his

own image; the others are painterly constructs.
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Sacred Spaces

While commercial streets and domestic interiors allowed certain proximities, albeit
mediated by studio practice or social custom, sacred spaces imposed thresholds of an
altogether different order. Mosques were active places of worship, and access required
official permission and respect for Islamic ritual. David Roberts (1796-1864) was the first
professional British artist granted permission by Muhammad Ali Pasha (r. 1805-1848)

to sketch inside Cairo’s mosques, but only after shaving his side-whiskers, abandoning
his hog-hair paintbrushes (considered ritually impure), and adopting Arab dress.?

Such permission was exceptional. Most artists depicted mosques from approaches and
thresholds: doorways framing glimpses of interiors, shoes removed at entrances, and

guardians controlling access.

The German painter Gustav Bauernfeind (1848-1904), who had trained as an architect,
first travelled to the Middle East in 1880-1881 and made two further journeys during
this decade. His architectural training shaped his particular attention to buildings. When
he encountered Damascus’s Umayyad Mosque in December 1888, he noted in his diary:
“Today I explored the city and discovered the entry gate to the Great Mosque, a very
gratifying motif.”? However, as a non-Muslim, he was forbidden to enter the holy site.

He recorded bribing the mosque’s wardens to obtain informal permission to sketch the

forecourt, not inside the prayer hall but merely at the threshold.

At the Door of the Umayyad Mosque in Damascus, we see exactly what Bauernfeind could
access through this negotiated permission. A guardian sits at the entrance, his posture
casual but authoritative. Shoes are scattered across the worn stone floor, evidence of
worshippers who have entered barefoot. The ornate doorway frames a view into the
mosque’s interior, but the architectural composition places us firmly at the entrance.

This was what he was permitted to observe.

Charles Robertson’s (1841-1891), The Shoes of the Faithful, 1879 also focuses on this ritual
boundary. Piles of vividly coloured shoes: red, yellow, and orange, cluster at a mosque

entrance, each pair representing a worshipper who has crossed into sacred space.
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Fig. 1 Henry Wyndham
Phillips (1820-1868), Sir
John Gardner Walkinson, in
Turkish Dress, 1844-1869, oil
on canvas, 48 x 40.5 cm,
National Trust, NT 290395,
Calke Abbey, Derbyshire.

© National Trust Images.

Fig. 2 John Frederick Lewis,
RA(1804-1876), Portrait of
a Memlook Bey (possibly a self-
portrait), 1869, watercolour
on paper, 22.6 x 16.5 cm.

© Islamic Arts Museum
Malaysia.

The removal of shoes before entering a mosque is not merely a custom but a religious
obligation, a physical act of purification that marks the transition from secular to sacred
ground. Robertson places us before the discarded footwear: leather slippers, embroidered
babouches, well-worn everyday shoes. This proximity only emphasises our exclusion. We
remain with the abandoned shoes while their owners pray beyond our view. Beyond the
scattered footwear, through an ornate archway, we glimpse an ablution fountain where
worshippers perform wudu, the ritual washing of hands, face and feet required before
prayer. Qu’ranic calligraphy adorns the walls. Distant figures move through the space.
Robertson has brought us as close to the threshold as a non-Muslim observer could stand,
documenting evidence of Islamic practice, including the shoes, fountain and sacred

inscriptions. At the same time, the act of prayer remains inaccessible.

If Bauernfeind and Robertson documented thresholds they could not cross, Hermann
Corrodi’s (1844-1905), Esplanade of the Al-Agsa Mosque, Jerusalem, and Carl Cowen Schirm’s
(1852-1928), View of the Al-Agsa Mosque, 1884, both revered as the third holiest site in
Islam, reveal spaces where controlled access became possible. In the early nineteenth

century, the esplanade surrounding Al-Aqsa was entirely closed to non-Muslims. Access
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began to change under Ottoman rule in 1839, though visitors still required special
permission to enter even these outer zones. The esplanade itself served as a transitional
space between the outside world and the prayer hall, used for communal worship,
ritual purification at its fountains, and social gatherings. It was a sacred space, but not

the innermost sanctuary.

Corrodi’s painting places us in this transitional zone. We see the ablution fountain,
figures moving through the open courtyard, and the mosque’s architectural details,
yet the prayer hall remains beyond our reach. Schirm’s view pulls back further,
showing the mosque’s dome and cypress trees from a more distant vantage point.
Both painters depict exteriors, accessible to European artists with the proper
permissions, but not the interiors where prayer took place. Even this partial access
was a significant privilege, documenting spaces that earlier generations of artists

could only imagine.

Edward Goodall’s (1819-1908) Sultan Hassan Mosque, Cairo, represents the rarest view

in this section: an actual mosque interior. Goodall, a member of the prestigious Royal
Watercolour Society, gained access through a combination of institutional prestige and
diplomatic connections. He stayed with Auguste Mariette (1821-1881), founder of the
Egyptian Museum, and travelled with Carl Haag, who had been granted permission by
the Sultan himself, at Queen Victoria’s request, to paint the Dome of the Rock. This was
not casual access but a carefully negotiated privilege supported at the highest diplomatic
levels.'” The painting shows us the vast interior courtyard of the Sultan Hassan Mosque,
with its ablution fountains beneath an open sky, worshippers scattered across the space,
and massive arches framing the view. Even this exceptional access reveals a courtyard, a
space for ablutions and gathering, rather than the innermost prayer hall. Yet, compared
with the thresholds and exteriors that dominated most artists” work, this interior view was
remarkable. Goodall’s painting stands as evidence of how thoroughly sacred boundaries
shaped what could be depicted: interior access required royal intervention. From
depictions of sacred spaces with their strictly controlled thresholds, the paintings move to

sites of commerce and exchange, places where transactions occurred daily.
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Fig. 3 Robert Scott Lauder
(1803-1869), Portrait of the
Artist (David Roberts) in Arab
Dress, 1840, oil on canvas,
133 x 131.50 cm, Scottish
National Portrait Gallery,
PG 2466. Photo © National
Galleries of Scotland.
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Trade Routes, Markets and Merchant Life

Four paintings depict spaces of transaction: two show caravans resting beyond city
boundaries, and two show the crossing of thresholds into souks and marketplaces. If
mosques controlled access through religious law, cities controlled it through fortifications,

but unlike sacred spaces, city gates opened daily for trade.

Gustav Wertheimer’s (1847-1902) Halt of the Caravan, shows merchants paused a short
distance from Cairo’s outskirts. These caravans were the essence of regional commerce,
ferrying gold, textiles, weapons and spices along the Trans-Saharan route to Cairo, a key
trading destination."" Yet Wertheimer renders this economic reality as romantic poetry. A
crescent moon hangs in a pink-blue sky, creating deliberate ambiguity: is this dawn before
entering the city or dusk after departing? Is the moon waxing or waning? The painting
captures a suspended moment between journey and destination, trade and rest, emphasising

the timeless quality of desert travel rather than the commercial transaction to come.

Edwin Lord Weeks (1849-1903) travelled to Jerusalem in October 1872, and this
watercolour records what he observed: traders resting with their camels outside the city
walls, their merchandise comprising terracotta pots and storage jars. The view looks
towards the Jaffa Gate, with the Tower of David (the Citadel) visible in the distance.
Weeks positions himself just outside the threshold, emphasising Jerusalem’s imposing
fortifications, yet the scene suggests accessibility. Unlike the sacred thresholds of

mosques, city gates opened to merchants bearing goods.

If Wertheimer and Weeks positioned us outside the city walls, Clairin and Rosatti cross
the threshold into the actual spaces of commerce. Giulio Rosati’s (1857-1917) Carpet Seller
depicts an interior space showing a transaction between a merchant and two ladies.

In the background, vividly coloured carpets are stacked and displayed; the space’s
architectural details, such as the intricately carved capital, are meticulously rendered.
Rosati never travelled eastward but found in markets and bazaars a subject that allowed
him to showcase both architectural detail and human transaction. Georges Clairin’s,

The Noble Lady Visiting an Antique Shop, further complicates this commercial theme.
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The painting depicts the celebrated 19*-century French actress Sarah Bernhardt (1844-
1923) selecting a sumptuously decorated saddle in an antique shop. This fantasy was
informed by reality, as Bernhardt toured the East, playing in Constantinople, Smyrna
and Cairo," so her persona as an Oriental aristocrat blended experience with invention.
The carefully rendered textiles and artefacts bear witness to Clairin’s own North
African experience while staging the Orient as a performance for Belle Epoque Parisian

audiences.

Urban Encounters

Beyond commerce, cities had other rhythms: the daily collection of water at public
fountains, passage through monumental gates, pilgrimage to sacred sites and the
gathering of crowds for entertainment. These paintings document urban life in

its social and spiritual dimensions, moving from enclosed architectural spaces to

increasingly expansive views that anticipate the distant landscapes that follow.

Alberto Pasini’s (1826-1899), By the Fountain of Hatice Turhan Sultan in Constantinople depicts
a public fountain (sebil) as both functional infrastructure and a social gathering point.
Figures cluster around the stone basin where horses drink, while a watermelon seller sits
in the foreground, surrounded by his split fruit. The fountain served as a daily necessity
and a meeting place, its architectural grandeur reflecting Ottoman civic pride. Unlike
the restricted thresholds of mosques, public fountains welcomed all who needed water,

making them democratic urban spaces where different social classes intersected.

Edwin Lord Weeks’s Gate of Bab El-Juwayla, Cairo captures one of medieval Cairo’s
great gates, with its striped arch and Qur’anic calligraphy framing the threshold
between the city’s exterior and interior. Figures move through the gateway engaged in
daily activities, and market stalls cluster beneath its monumental architecture. Weeks’s
manipulation of light and shadow emphasises both the gate’s imposing presence and
the animated life it frames. This was Cairo’s southern gate, a threshold crossed daily by
thousands, yet its scale and decoration marked it as more than a passage; it announced

arrival in the city itself.
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Eugeéne Pavy’s (1850-1905) The Marabout and the Sacred Lion, 1883 draws on North African

legend. A marabout (Sufi holy man), in this case Sidi Belyout of Casablanca, was said to have

lived with a wild lion as his protector. Pavy shows the saint emerging from an archway with
his lion companion, spectators gathered in what appears to be a cemetery with tombstones
visible. Marabout shrines existed within cities as pilgrimage sites, blurring the boundary
between urban and sacred space.” The cemetery setting positions this scene at the city’s

edge, a liminal zone between inhabited space and the landscapes beyond.

Karl Wilhelm Gentz (1822-1890) travelled extensively through Morocco, Egypt, Sinai, Asia
Minor and Constantinople in the late 1840s, returning to Jerusalem in 1873. His Storyteller
from 1870 depicts a hakawat, a professional storyteller, entertaining a crowd gathered beyond
the city walls. Storytellers held an important social role in Islamic society, their dramatic
performances drawing audiences into narrative worlds. Gentz’s composition is notable for

its expansiveness: the crowd spreads across open ground, the city silhouetted in the distance,
and the sky dominates the upper canvas. This is no longer an enclosed urban scene but a

panoramic view where the city itself becomes the backdrop.

The section closes with the work that opens the entire exhibition, here revealing a further

dimension: not an artist observing daily life through a gate, but an entire civilisation passing

through one. Joaquin Sorolla’s La Sorpresa de Lahara depicts the Puerta de Elvira of the Alhambra

as a moment of military triumph: Mulay Hassan Ali’s raid on the Christian-held town of
Zahara in 1481, in which his forces paraded back through the gate with their captives. It was
an assertion of Nasrid power, and one that the viewer, with hindsight, knows was among the
last. The fall of Granada to Ferdinand and Isabella was still eleven years away in 1492, but the
raid itself helped trigger the War of Granada that would end it. Sorolla renders that historical
irony in paint: a procession that reads as victory and registers, to contemporary viewers, as the
beginning of an ending. In the context of the Urban Encounters section, which has moved
from the functional and intimate, through fountains and market gates and sacred thresholds,
to the expanding social world of the city, the Puerta de Elvira arrives as the most momentous
of all these passages. It is not a threshold negotiated by daily commerce or mediated by artistic

strategy. It is a boundary crossed by history itself, and the crossing is irreversible.'*
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Distant Views

This section examines artists who stepped back from interior spaces, the portals of mosques
and cities, to look at the bigger picture and contemplate local landscapes. Edwin Lord Weeks
captures a moment of serenity while sailing on the Nile at sunset. He depicts the ‘golden

hour’, a distinct meteorological phenomenon shaped by the setting sun and the atmospheric
composition of the Nile Valley, in which the sunset turns the river and landscape into shades

of gold and amber. With the felucca in the mid-distance, its sails accentuated by the deep red
of the setting sun, Weeks presents us with a different threshold, not man-made but natural, the
‘magic hour’, the threshold between day and night when the sun is low on the horizon, creating

a soft, warm, diffused light.

The Czech-born Orientalist, Otto Pilny (1866-1936), crossed a more intimate threshold. At

the age of nineteen, he spent two years travelling the caravan route from Cairo to Tripoli,
accompanied only by his dog and living among Bedouins whose customs and evening
entertainment would become the subjects of his paintings.” Unlike artists who observed from
hotel terraces or sketched under military escort, Pilny immersed himself in Bedouin life. In
Sunset on the Oasis, a solitary figure stands among palm trees as the sun sets, the lush vegetation a
respite from desert travel. Pilny’s landscapes convey the intimacy of lived experience rather than

touristic observation.

Félix Ziem (1821-1891) was enamoured with both Venice and Constantinople, two cities where
East and West intersect. In Constantinople, the Bosphorus cuts through the city; to the west of
the Bosphorus is Europe, and to the east is Asia. Venice held an important position at the end of
the Silk Road, importing luxury, artistic and commercial goods from the East to the European
market. Venetian merchants travelled to Asia, and, in turn, merchants from the Middle East, Asia
Minor and the Mongol Empire travelled to Venice to trade.'® In Ziem’s Turkish Merchants in Venice,
there is a reversal showing Turkish merchants arriving in Venice. In this painting, a sailing vessel
1s moored on the Giudecca Canal, and a smaller vessel is carrying merchants to the Zattere with
the familiar landmark of the Church of Santa Maria del Rosario (commonly known as I Gesuati)
in the distance. In the nineteenth century, the Giudecca served as a channel for mooring with

smaller vessels transporting merchants and goods across the canal to the main city.
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From Weeks’s painterly meditations on the ephemeral phase of the day to Pilny’s
perspective to Ziem’s reversal, these landscapes document varying relationships to
distance and observation. Yet one threshold remained closed to direct observation:

the harem, where European artists could only imagine what they could never see.

The Harem

The harem represented the ultimate threshold, a space entirely closed to male
observation. Unlike mosques, where artists such as Bauernfeind could at least
sketch from doorways or city gates where daily commerce unfolded visibly, the
harem existed only in the European male imagination. The paintings in this
section reveal not Ottoman reality but Western fantasy. French Orientalist
Benjamin Constant (1845-1902) travelled in North Africa between 1871 and

1873. The Moroccan sojourn influenced his Orientalist subjects, which focused

on the harem, amongst other themes. His Odalisque, 1879 shows a lady reclining
languorously on a divan in a sumptuously decorated interior. A censer on a silver
plate is balanced on her knees. She appears somnolent, her head resting to one side
on a cushion; she is dressed in lavish silks with a blouse barely concealing her upper

torso beneath its gauzy fabric.

Edouard Richter (1913-1844) also specialised in Orientalist genre scenes, though
he remained in Irance; his paintings were studio canvases and entirely imagined.
His Harem Dancer, also known as The Sultan’s Amusement, depicts a harem scene in
which a young woman is dancing, with female musicians to her left and women
reclining dreamily on divans and Oriental carpets to her right. The painting is
focused on the central dancing figure, framed by seated figures on either side. Yet
another opulent interior scene, with luxurious textiles and architectural elements.
The viewer’s eye is drawn towards the dancer, owing to the dramatic illumination
of the central figure, swathed in diaphanous layers. Both paintings are visual
tropes, since no European male painter set foot in a harem. These paintings were
constructed from external motifs and props, creating a space of luxury, lethargy

and abandon.
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However, European women did cross this threshold as Mary Roberts documents in Intimate
Outsiders.'” Roberts demonstrates how British women travellers gained access to Ottoman
harems and discovered something quite different from male fantasies. British women such
as Lady Mary Wortley Montagu (1689-1762) described in their published letters how

they found sophisticated social spaces,'® where elite women exercised power, where they
themselves became spectacles (reversing the gaze), and where the veil functioned not as
oppression but as a privileged position: enabling women to ‘see without being seen,’ the
same principle embodied in the mashrabiya screens that appear intermittently throughout
this exhibition. The harem, like the mashrabiya, offered women a form of visual power:
observation without exposure. What male artists could only imagine, female travellers

actually witnessed, and their accounts complicate the fantasies these paintings promote.
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The exhibition opened with Sorolla’s La Sorpresa de Zahara, and with the most ambitious
claim this exhibition makes: the threshold is not a doorway, or a mashrabiya screen,

or even a mosque gate, but the boundary of history. The Puerta de Elvira frames an
irreversible crossing: the moment at which the Moorish world of Iberia passes through
a portal from which it cannot return. From that epic opening, the exhibition has moved

inwards, from the historical and panoramic to the more intimate and individual.

The paintings that followed documented varying degrees of access. In the genre scenes
and portraits, the artist mainly observed ‘types’, whereas one, John Frederick Lewis,
painted John Gardner Wilkinson in Eastern dress. Sacred spaces were more restrictive,
with guardians at their gateways, sometimes allowing artists to depict views glimpsed
from doorways; though in some instances, exceptional access was granted thanks to
diplomatic intervention. City gates and fountains provided open access to daily urban
life, whereas landscapes offered a different relationship to distance, from Weeks’s
atmospheric views to Pilny’s immersion among Bedouin tribes and Ziem’s reversal
showing Turkish Merchants arriving in Venice as opposed to Europeans travelling

East.

The harem was different, a threshold male artists could never cross. Their paintings
show fantasy, not observation. By contrast, British women travellers like Lady Mary
Wortley Montagu actually entered Ottoman harems and found sophisticated social
spaces very different from male imaginings. The veil, they discovered, gave women
visual power similar to the mashrabiya screen, a privileged position from which to

observe without being observed.

These paintings are not just a story of Western observation and Eastern subjugation but
a negotiation of partial access, strategic restriction and genuine crossing. They remind
us to ask not just what was painted but how artists gained, or failed to gain, access to
what they depicted. And they remind us, finally, that the most consequential thresholds
are not always the ones an artist must negotiate. Sometimes they are the ones history

has already crossed for everyone.

36

Ol goly psaie IS (og Lgysw oSlss LA «slyall Bloliaor dogly (oymbl il
I35 g )b das o Uy carane dilgy i 91 i s 51 (Jae S o duzsll
LV 50l Ak § ekl flall b g dlaodds b dmoy Y g san J] 1] Dl
O sl olssdl ] Jax «pymall $yshadl dull 1ie (e Lgis 3520 Y dilsy e
45,89 duagas Y Ololudl ] dsudall walisy gl

Blodl walin G slsw Jyog)l e 8308)] o Bslite Oloys okl Olog) iy

oo & Bl bLT daode o gulud Uty 0silall 8y duastll Ologll ol duss)
Cadyd A3 0 udle Budye Osatshy S0 sz dido (us) €y b G52 gy

o gy o8lal) BlioT Igomas oy 3llsy ie azlgis ikl oW e usl 058
Jeudll Jady &bl CYl § Jss-Wl &) ga dpas JSIubl oo dudy o) 0S€

& paodl 8Lodl ) Togtie Ysos 1355 8353lly Jumadly Akl by SIS . guloslll
I 1) o Jblia e Ty cblud) me dilzsee 88e dmudal] ol o @ gl
0Se e 3l Y] I Hledl dsos 025 peass Lodl BLAN hwy Gile pwless]
SCPLLRYIINTIUMIRERU SV

Y s Laisles (e s8I o3l (Samy b dzs 548 bz sl o IS
Odludl Clss @l (o paddl e asML &Blg)l puds Jlsd] oilog) Cuodis
Clolus 29y Glisl Aozl d=dlly s2ige )99 Gole o Jio Olsllay )

& e 863 eluat)] i Oloodl OF (28519 (55U Jleh) e Talg dilzsas §yghate
oM 05 0f 093 L8Ib Bohay pmians 3 (o deal) dgaline

Do o b 3l g gasy Lo 2l BasdLl 353 o5 dad 3,0 Slo-gll e S

Ol bigls (2,355 . Aol ysully 9kl e db9,8L) :dlly (332! Usosll Jso po3lis
dl Jsosll dslis Gim sl Ogildll Jas aS dy palall agikl o Jadd (ud Jelus
QL) e ey 2 5 835 pally G da] SYI Szl 31 6,555 Tyl 050y Lo
Fol e Gl ells Tlol 0555 Loy o dayses ol poglaz)

37



10.

11.

13.

14.

18.

38

Diez, José Luis and Thaidigsmann, Javier Baron. Joaquin Sorolla, Exhibition Catalogue, Museo del
Prado 26 May — 6 September 2009. London: Thames & Hudson, pp.129-130.

M. Mackenzie, John. Orientalism: History, Theory and the Arts. Manchester: Manchester University Press,
1995, and Roberts, Mary, Istanbul Exchanges: Ottomans, Orientalists, and Nineteenth-Century Visual Culture.

Berkeley: University of California Press, 2015, offer more nuanced scholarship on cross-cultural
exchange in Orientalist art.

Benjamin, Roger. Orientalist Aesthetics: Art, Golonialism, and French North Africa, 1880-1930. University

of California Press, 2003. This work extensively covers genre painting in Orientalist art, examining
how European and indigenous artists depicted everyday life in North Africa and remains the standard
reference.

L. Roger-Miles. Gatalogue des euvres de Rodolphe Ernst, faiences décoratives, aquarelles. Paris: Maulde, Doumenc
et Cie., 1898.

“Portielje, Jon Frederik Pieter or Jan.” Benezit Dictionary of Artists, October 2011.

“Larpenteur, Balthasar Charles.” Benezit Dictionary of Artists. October 2011.

John Frederick Lewis, RA and Sir John Gardner Wilkinson were part of a prominent expatriate
community in Cairo in the 1840s. A drawing by Lewis at the V&A shows Lewis and Wilkinson with
other expatriates all in Oriental garb at a Scéance in Lewis’s house in December 1841, led by an
Egyptian magician, Shaykh Abd-al-Qadir-al-Magrabi. V&A Prints, Drawings and Paintings, accession
no. SD.586.

Roberts commissioned a portrait by James Lauder showing himself in the actual clothes he purchased
in Cairo, his side-whiskers shaven in accordance with Muhammad Ali’s conditions. Roberts commented
that Lauder’s rendering of the Arab dress so significantly transformed his appearance “that my

dear old mother would never know me.” The portrait demonstrates both the literal and symbolic
transformations required to cross this threshold.

Schmid, Hugo und Héschle, Otto. Die Reise nach Damaskus 1888/1889: Tagebuchaufzeichnungen des
Orientmalers, 1996. This volume contains Bauernfeind’s Damascus diary entries.

Llewellyn, Briony. The Orient Observed: Images of the Middle East from the Searight Collection in The Magazine
Antiques. New York: Brant Publications, 1989. This source details the social circles and permissions of
Orientalist painters like Goodall.

See Bickford Berzock, Kathleen. Caravans of Gold. Fragments in Time: Art Culture and Exchange across Medieval
Sahara Africa. Princeton University Press, 2019.

For further information on Bernhardt’s travels to the East see Chapter 26 of Sarakh Bernhardt as I Knew
Her: The Memotrs of Mme, Pierre Berton as told to Basil Woon. London: Hurst & Blackett Ltd., 1923.

See Escher, Anton, The Sacred Place is the ‘No-Place’. Theoretical Reflections using the Marabout Sidi Abd
ar-Rahman in Casablanca, Morocco, as an Example in Creating and Representing Sacred Spaces. Pevst &
Gutschmidt, Verlag, Heft 2-3, 2003, pp. 57-70.

The painting appeared in the landmark exhibition, De Delacroix @ Kandinsky: L Orientalisme en Europe
(Brussels, Munich and Marseilles, 2010-2011), which confirmed its central place within the scholarly
literature on European Orientalism.

Biographical information from Dorotheum auction catalogue, 19" Century Paintings, 23 October
2024, Lot 286.

See Chapter on Trade and Travel in Howard, Deborah, Venice & The East: The Impact of the Islamic World on
Venetian Architecture 1100-1500. New Haven & London: Yale University Press, 2000, pp. 15-42.

Roberts, Mary. Intimate Outsiders: The Harem in Ottoman and Orientalist Art and Travel Literature. Duke
University Press, 2007.

Montagu, Lady Mary Wortley, and Stuart, Lady Louisa. The Letters and Works of Lady Mary Wortley
Montagu. London: Swan Sonnenschein, 1893, pp. 314-319, 348-350.

e 6 = s3le 26 9315 Chotia (p2ybl IS ¢ hsygw oSleBn 09k pdle Olews by sl dwss Gud
.130-129 Hlimiall (Ggwdn LT 36 &5 1o :oud .2009

(ol (3959 1995 il dwols dsdne :jdsle «Ogidlly & hallg oWl @il (Ge <§}5b
sddB drele drdas 1 JSyn e guld] 08N § & pad) BNy 058 pbilly Ossloisd] sahau] § Joldh
Bl 08 & @I Jslal Jeo 885 ST 65y LS plis p15 2015

dsale dagas «1930-1880 dowdydll Ly 31 Jloss slastadly 01 Bl OWlears yz9) webit

230 &S Gukg (Bl 08 § deesd) Bliddl walin oy 45 zugs JShy Jesdl 1ia gy 2003 dysdJl
Bl (3 oo Ladll odg) Taz e IS I Y L 3T Jlod § dunsdl Bliodl Ogalonkls 050230591 Og3Liall
09,575 Wlizess «gWse igusb il Ologll &yl Oldsall o) As3gy Jasl gollSy b 255 J
.1898

2011 poST aeliall Cojein proaly 0L ol e elyasd 0oz ddio

2011 ;ST L ldl) iy ugaler I HHWL sy

Al 9131 51 5 00 OmieSlys Sosle G5z el AW golSYl sae s ity o5z oo JS O
o) a8 (Odls LoeSid Lisis § sl dogd G5 e muld) 0,81 Slagyl IS 8,01 § & Rsll
Ologuys Olegaas 1841 sausd § o) Jsie duder § &35 pudle laazr 0903 02551 ke @ 05w
SD.586 Juzeasd] 63y iy byeid Cimia Ologls

b s i) dillgu Bl O asy S0l § Laliial pule Lase &) 43,509 gy 595Y puaszr 3o puingy b
Wz ol e w5 o) 8350l ol O Ayl doadle G5 &gyl Ged] O] sy JBs e dasme
sl dasll 03 9 dyjerll of Uil gtus e didyodl slow dygllabl Ngoul]

e Akl s sgioms 1996 <3 phitus play OI,Se 11889/1888 (3ded J) Ao .s3sl cbsty sbon uads
“Bhed o8 Aidiysl Ol Sde

Py .ol 50 Sl Al § Colw degazme 3o ooVl 3l s50 1650 LS 3 s abs)
AIose Jte Gl seluy lggls Jam U gsbadls dslozzdl blusYl os Jeolis Huabl lis

& &y 3 sl ye Jolally 4ad)) B gl g Obhidd .cmdll JBl3r Bl (g 35880 kil
2019 Ogiwi p dzals dsdns «Ghwgll jgasll

Sl O,Sde :lgzye LS 50y Hiler OIS (0 26 Jadl] @l (31 ) 5By oy s> Oleslell oo 30l
1923 Bogumbl CuSyg Cawpd 10 100 (93 Jawld sy LS Osim

1 G samyll s Gt JaalyLl plsetoly ks Ml Ol I 58 ekl SSAI skl ] a2
Olodall 2003 2-3 3usl (Oueadisds Condn 5 ) dwddll (SWYI Jiidy slis] & JbaS co,ibl slayl
70-57

Eigms S5 & lo G gysl G Blaadl :Fuy 58 U] 15,5305 or W1 p2mkl § dsll oda Oiybs
1393991 Bzl Jso degsYI GlusYl § 455,41 il s 053y s 529 20115 2010 (ols Lkearyos

286 3y Jasll 2024 3955123 e mld) G Olog) asB9593 3150 gl Ga AU Bpudl Ologles
Sl s ol Ul 50 135 EBaidl dysus wylsd QLS & Laulls Hleally polsdl Ladll zely
42-15 Slodall 2000 (Lo dmols dagas :0uds o3le s .«1500-1100 &3l

2007 (93 drale 15 515 il w3l B alls Gleisll Gal & 2ol 0sasandl sl 6ol (ung)
Oy 100 oz Bsn Hy95 Grle §o) sy Bluyy sl o Oylsius (Brss $ole o eszlise
350-3485 319-314 Oloxiall (1893 (plitigw

.10

11

12

13

14

15
.16

17
18

39



CATALOGUE & oJGISY)



29
FIGURES AND ENCOUNTERS: & ,5yed) Olog :Sleldly Jogsnd
GENRE PAINTINGS AND PORTRAITS dogd] Slod] (o Jdliag



JOAQUIN SOROLLA

(Valencia 1863 — 1923 Cercedilla)

La Sorpresa de {ahara, c. 1900

Signed lower left: J. Sorolla
Oil on card on canvas

50 x 73 cm (19" x 28 ¥4 in.)

Loygw (Slg>

Wodowsyow 1923-1863 Lewdd 8
1900 Jlgo ccely3)) 8lolaar
boysw ¢ 8] duliud) dgodl § dxdgo

Gled 358 oia B39 e & Ol
o 73 x 50

Joaquin Sorolla (1863-1923) was born in Valencia in 1863 and
trained initially at the Escuela de Bellas Artes de San Carlos before
continuing his studies in Rome on a Spanish government scholarship.
There he absorbed the manner of the technically accomplished
Renaissance composition and history painting that still dominated
official exhibitions in late nineteenth-century Europe. By the 1880s
and 1890s, the Spanish art establishment began supporting canvases
that treated episodes from national history with theatrical clarity and
moral gravity. Sorolla was awarded with a grant from The Provincial
Council of Valencia affording him the opportunity to move to Paris
and study under Léon Bonnat (1833-1922) in 1885. La Sorpresa de
Lahara emerged from this academic milieu with an inventive and
impressionistic style, demonstrating Sorolla’s command of light,
anatomy and historical reconstruction. Commissioned in 1900-1901
by Arturo Mélida (1849-1902) and later owned by Eugenio Esteban y
Fernandez del Pozo the 2 Marqués de Torrelaguna (title held from
1899-1943), La Sorpresa de {ahara, was created and shortly thereafter
illustrated in Leyendas de D. José Zorrilla, by Manuel Pedro Delgado
(dates unknown). Sorolla, amongst a select group of Spain’s most
important artists, were invited to illustrate the poems of the highly
celebrated poet, José Zorilla (1817-1893); who was a dear friend of the
King of Spain’s father, King Alfonso XII (r. 1874-1885). The artists
who illustrated Leyendas de D. jJosé Jorrilla alongside Joaquin Sorolla,
included: Marcelino de Unceta (1835-1905), José Jimenéz Aranda
(1837-1903), Alejandro Ferrant y Fichermans (1843-1917), Emilio
Sala y Francés (1850-1910), Daniel Vierge (1851-1904), Cecilio Pla
(1860-1934) and Enrique Simonet (1866-1927). La Sorpresa de Zahara,
the historical surprise attack of 1481, was illustrated in Leyendas de

D. José Zorrilla on pp. 242-243 and the poem itself by the Spanish-

Romantic poet Zorilla, was conceived in 1841; first published in
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the broadsheet £/ Espaiiol in 1837 and collected in Poesias, vol. 11

in 1841. This masterpiece occupies a singular distinctive position
within Joaquin Sorolla’s oeuvre, who at the time was amongst
Spain’s most favoured court artists having painted portraits of
King Alfonso XIII (r. 1886-1931) and Queen Victoria Eugenie

of Battenberg (r. 1906-1931). Sorolla is otherwise celebrated for

his radiant Mediterranean beach scenes and bravura studies of
light. Unlike the luminous Valencian canvases that would later
secure his international reputation, this vivid and impressionistic
historical masterpiece reveals Sorolla’s early engagement with
Spain’s medieval past, and is considered his most important work
as an illustrator. The painting depicts the Nasrid King of Granada,
Abu I-Hassan Ali (r. 1464-1482, 1483-1485) parading troops and
Christian prisoners through the Puerta d’Elvira of the Alhambra

in 1481, after a surprise raid on the city of Zahara de la Sierra. The
subject itself draws upon the turbulent final years of the Nasrid
Kingdom of Granada and was one of seven visual representations
of Zorilla’s text. Mulay Hassan Ali (known in Spanish chronicles

as Muley Hacén) ruled during a period of dynastic instability and
mounting pressure from the Catholic Monarchs, Ferdinand and
Isabella. The ‘surprise of Zahara’ refers to a raid that intensified
hostilities between Christian and Muslim territories, accelerating
the Granada War (1482-1492). By staging the victorious procession
through the Puerta d’Elvira, an emblematic gateway associated with
Granada’s medieval fortifications, Sorolla situates the event within
a charged architectural symbol of sovereignty and control. The gate
frames the composition as both literal and metaphorical threshold:
a portal between eras, cultures and political destinies. Formally, the
painting exemplifies the dramatic density typical of late nineteenth-
century history painting. Sorolla orchestrates a carefully tiered
composition, in which mounted soldiers, standard bearers, veiled
women, captives and onlookers converge in a pageant of movement
and colour. The king, elevated and centrally positioned, becomes
the axis of authority around which the spectacle unfolds. Sorolla’s
handling of textiles, burnished armour and embroidered banners
demonstrates close study of materiality, while his attention to equine
anatomy and spatial recession attests to rigorous academic training.
Yet even within this controlled theatricality, one senses the seeds of
the painter’s later preoccupation with light: shafts of illumination
break across white garments and metallic surfaces, animating the

entire scene.
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Described by the Museo del Prado as Sorolla’s most important work',
this painting must also be understood within the broader European
fascination with Orientalism. Throughout the nineteenth century,
artists such as Eugene Delacroix (1798-1863), Jean-Léon Gérome
(1824-1904) and Mariano Fortuny (1838-1874) constructed visions
of the Islamic world that oscillated between ethnographic detail and
romantic spectacle. In Spain, however, the Islamic past was not a
distant colonial fantasy but a constitutive chapter of national history.
Sorolla’s canvas participates in this discourse, yet differs subtly

from French Orientalist precedent. This masterpiece by Sorolla
encapsulates the tensions of a generation poised between academic
tradition and modern innovation. By dramatising the procession

of Mulay Hassan Ali beneath the arches of the Puerta d’Elvira,
Sorolla stages more than a medieval Moorish victory: he visualizes
a moment of cultural encounter whose reverberations continue to
shape Spanish historical consciousness. La Sorpresa de {ahara was
included in several important publications, including: as early as
1901 in Leyendas de D. José Zorrilla, by Manuel Pedro Delgado, where
Sorolla illustrated the legend of 1481 on pp. 242-243; the painting
was also included in Joaquin Sorolla 1865—1923, edited by José Luis
Diez and Javier Barén, Prado Museum, 2009, pp. 129-130; and

was further published in De Delacroix a Kandinsky, L'orientalisme en
FEurope, by Odiler Cavalier, Hazan, 2010, pp. 112-113. In 2010-2011
the painting was exhibited in De Delacroix @ Kandinsky, Lorientalisme
en Furope which travelled between three prestigious institutions
including: Musées Royaux des Beaux-Arts de Belgique, Brussels;
Kunsthalle der Hypo-Kulturstiftung, Munich; and Musée des
Beaux-Arts de Marseille, Marseille (Réunion des Musées Nationaux
de France, RMN). This pertinent exhibition is considered one of the
most important curations of Orientalist art and featured over one
hundred and fifty pieces, attracting over three hundred thousand
visitors from across the globe. Sorolla is regarded as one of the most
internationally decorated artists of his time, most prevalently known
for winning the Grand Prix in Paris in 1900 and also for his 1909

American-debut at the Hispanic Society of America, in New York.

1. Diez, José Luis and Thaidigsmann, Javier Baron. Joaquin Sorolla, Exhibition

Catalogue, Museo del Prado 26 May — 6 September 2009. London: Thames &

Hudson, pp.129-130.
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RUDOLF ERNST

(Vienna 1854 — 1932 Fontenay-aux-Roses)

Chubuk Smoker, c. 1885

Signed lower right: R. Ernst
Oil on panel
64.5x 81 cm (15 % x 31 ¥4 1n.)
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Rudolf Ernst (1854-1932) was an Austrian-born painter and one
of the most accomplished figures of the late nineteenth-century
Orientalist movement. Born in Vienna on the 14" of February
1854, Ernst was introduced to the visual arts at an early age
through his father, Leopold Ernst, an architect and respected
member of the Vienna Academy of Fine Arts. He enrolled at
the Academy in 1869, where he received a rigorous academic
training. Between 1873 and 1876, Ernst studied history painting
under the guidance of the eminent Neoclassical master Anselm
Feuerbach (1829-1880), and in 1875 he was awarded a special
prize by the Academy, signalling his early promise.

Like many artists of his generation, Ernst gravitated toward
Paris, where he continued his artistic development and entered
the vibrant milieu of international painters. There, he studied
alongside Ludwig Deutsch (1855-1935) and Jean Discart (1855-
1940), and formed lasting friendships with fellow Orientalist
artists including Charles Wilda (1854-1907), Arthur von Ferraris
(1856-1936), Raphael Ambros (1855-1895) and Rudolf Weiss
(1846-1933). Ernst established a studio on the Rue de Navarin
and began exhibiting regularly at the Salon des Artistes Francais.
While his early works focused on portraits and European genre
scenes, his artistic focus soon shifted decisively toward Orientalist
subjects, executed with extraordinary technical precision and

meticulous attention to surface detail.

A crucial element in Ernst’s early success was the support of the
influential French art dealer Adolphe Goupil (1806-1893), father-
in-law of Jean-Léon Gérome (1824-1904). Through Goupil, Ernst

received important private commissions, particularly from the
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United States, helping to establish his international reputation.
Ernst’s travels to the Eastern Mediterranean further enriched

his work; he visited Constantinople in 1880 and achieved
considerable success there, painting portraits of members of the
Ottoman court. In 1883 he met Osman Hamdi Bey (1842-1910),
himself a painter and prominent cultural figure, whose influence
further anchored Ernst’s engagement with Ottoman subjects. By
1889, Ernst had firmly established himself, exhibiting works such
as A Guardian in Cairo, Imperial Guards of the Ottoman Palace, and
Portrait of M.C.B. at the Salon, and winning a bronze medal at the

Exposition Universelle in Paris.

Chubuk Smoker exemplifies Rudolf Ernst’s quintessential style and
his fascination with moments of quiet ritual and introspection.
The composition centres on a richly attired reclining male figure,
seated upon a spread of luxurious textiles and most distinctly
the pelt of a tiger. To the left of the composition, a female figure
attends to the needs of the chubuk smoker, serving him coftee.

As in many of Ernst’s works, the painting reflects not only his
direct observations and photographs from his travels, but also
his extensive collection of Middle Eastern objects, including
ceramics, textiles, weapons and smoking implements, which he
used as studio references. The result is an image that balances
ethnographic detail with a carefully constructed artistic ideal,
offering the viewer an intimate glimpse into a contemplative

moment of Ottoman life.

The chubuk is a traditional long-stemmed smoking pipe that

was widely used throughout the Ottoman Empire from the
seventeenth to the nineteenth century. Characterised by its
exceptionally long wooden shaft, often made of jasmine, cherry,
or rosewood, the chubuk was fitted with a detachable clay or
stone bowl and a mouthpiece frequently crafted from amber. Its
length allowed the smoke to cool before inhalation, enhancing
both the flavour and the ritualistic pleasure of smoking. Beyond
its functional purpose, the chubuk held strong social and cultural
significance, particularly among Ottoman elites and officials,
for whom finely crafted pipes signified status, refinement and
leisure. Smoking a chubuk was often associated with moments of
contemplation, conversation and hospitality, making it a recurring

motif in Orientalist painting.
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LUDWIG DEUTSCH

(Vienna 1855 — 1935 Paris)
The Coffee Maker, Cairo, c. 1896

Signed lower left: L. Deutsch

Oil on canvas

46 x 33 cm (18 Vax 12 % in.)
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Ludwig Deutsch (1855-1935) was a French painter of
Austrian-Jewish origin, born in 1855 to a prominent
Viennese family. Deutsch’s formative career commenced

in Vienna, receiving early training at the Academy of Fine
Arts from 1872-1875, under the tutelage of the neoclassical
painter, Anselm Feuerbach (1829-1880). Deutsch furthered
his studies under the mentorship of the well known Austrian-
Orientalist painter, Leopold Carl Miiller (1834-1892), in
Paris in 1878. After relocating to Paris, Deutsch befriended

a group of young painters who together became some of the
leading Orientalist artists of their time, including: Arthur von
Ferraris (1856-1936), Jean Discart (1855-1940) and Rudolf
Ernst (1854-1932). Deutsch admired his contemporaries and
Paris, as an artistic city, so decided to relocate to the French
capital in 1880, establishing a studio at rue Le Pelletier,
exhibiting at numerous Paris Salons and achieving great
critical acclaim. Deutsch’s first presentation at the Paris
Salon was in 1883 with the inclusion of his painting titled, Un

Amateur Orientaliste.

Deutsch is best known for his almost-photo-realistic observed
portraits of standing guards, sentries, individuals praying,
merchants and inhabitants of late 19" century Cairo. It is believed
that Deutsch ventured to Egypt on at least three occasions, in
1886, 1890 and in 1898 — informing his corpus of work. Highly
celebrated by the Parisian artistic circles for his depictions of
Cairene culture, Deutsch won Gold Medals at both the 1892

Salon and the Exposition Universelle in Paris in 1900.
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He was also awarded the Chevalier de la Légion d’Honneur by the
French Government for his contribution to the arts. The Coffee
Maker; ¢.1896 1s a perfect example of Deutsch’s great technical
ability to capture the very essence of the person he was depicting
and also offers a metaphorical window into the atmosphere

and Mamluk-period stone masonry architecture of this quiet,
intimate corner in Cairo. The sitter, a gawayi (a person who
prepares and serves traditional Arabic coffee), sits in a moment

of contemplation, nestled within the doorway of a building (likely
his home), charachterised by the many shades of ochre-coloured
stone and the mashrabiya (turned wood screen) window above

the doorway. Deutsch’s paintings are represented in some of the
most important collections in the world including: The Shafik
Gabr Collection, the Islamic Arts Museum Malaysia, the Dahesh
Museum of Art, New York and the Lusail Museum, Doha, Qatar.
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THEOBALD CHARTRAN

(Besangon 1849 — 1907 Neuilly-sur-Seine)
The Bachi-Bouzouk, 1877
Signed and dated lower left:  T.CHARTRAN.1877.

Oil on panel
44x29cm (17 s x 11 "2 1n.)

Ol Jues

O 9w (5995 1907-1849 (yguwdio
1877 c«é}si "",L?»
1877 .0ly5ylir & g ) ddiud) L 9l3) 3 455505 42;‘9,46

led e dy olgll
o 29 x 44

Born in Besangon, Théobald Chartran (1849-1907)
demonstrated precocious artistic talent from an early

age, producing accomplished drawings and caricatures
during his schooling at the Lycée Victor Hugo. At the age
of cighteen, he entered the Ecole des Beaux-Arts in Paris,
where he studied under Alexandre Cabane (1823-1889),

one of the most influential academic painters of the period.

Chartran began exhibiting at the Paris Salon in 1872,
quickly establishing a reputation for technical assurance
and compositional clarity. His success was confirmed in
1877 when he won the prestigious Grand Prix de Rome for
Prise de Rome par les Gaulois, followed by further accolades,
including medals at the Paris Salon and the Exposition
Universelle of 1889. By the 1880s, Chartran had become
a highly sought-after portraitist among European high
society, receiving commissions from royalty, political
leaders, religious figures and celebrated actresses, while
also executing important decorative programs for public

and ecclesiastical buildings.

Painted in the same year as his Prix de Rome triumph,
The Bachi-Bouzouk, 1877 reveals Chartran’s interest in
ethnographic and historical subject matter, treated

with the same academic discipline evident in his larger
history paintings. The work depicts a Bachi-Bouzouk, an
auxiliary soldier of the Ottoman Empire, presented not as
a generalised type, but as a vividly individualised figure.

Chartran’s meticulous attention to costume, weaponry and
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physiognomy underscores his training as a draughtsman,
while the controlled handling of paint lends the figure a
sculptural presence. The sitter’s intense gaze and assertive
posture convey both martial pride and latent volatility,
qualities long associated with these troops in contemporary
European imagination. The painting occupies a space
between portrait and genre scene, offering a compelling
study of character that reflects Chartran’s broader success

as a portraitist. Historically, the Bachi-Bouzouks (from the
Turkish bagibozuk, meaning ‘disordered head’) were auxiliary
soldiers employed by the Ottoman Empire from the
eighteenth through the nineteenth centuries. Drawn from
diverse ethnic backgrounds across the empire, Bachi-Bouzouks
included Turks, Kurds, Circassians and Albanians, often
referred to as Arnauts. The Arnaut Bachi-Bouzouks were
especially renowned for their flamboyant dress, embroidered
vests, pleated kilts, sashes and an array of pistols and daggers;
which made them visually striking subjects for artists

and photographers. While feared for their excesses, they
were also admired for their bravery and ferocity in battle,
attributes that contributed to their enduring fascination
within nineteenth-century Orientalist art. Chartran’s The
Bachi-Bouzouk thus participates in a broader artistic tradition
that sought to capture not only the appearance but also the
complex reputation of these irregular soldiers, balancing
ethnographic curiosity with the dramatic sensibilities of

academic painting.

60

csldll Gl Iy iy dgadll ASHI (e 8352 le B)sasly dalS O S
e pald] o,8l1 G doledsd) dyysblnedly Cudoed] ddydy Olsd (09
Sra9 3,53 13T epin dze 3] degite Lals Cilds e muldly
derg e 19,8231 5ol b33V e ea3ly Gstosy L W addl oW
de3o Vg dyshll yilaly 853kl Ol iuly 45553k bl pogazd)
Osho ealze Lo 529 2 lisdly Olwaud! (o desiie degazoag

Ao B2l 193 03l 03 -l iodl] (r2)3ably ouliall ploxaly
§ paindioss paislond Jady Ole] Jow 1905 003l Y] oailisles

08 L] § pangan il et § lesle Glide Log el
oS 0de Ol dog) Ol (Wl . e gauld] §,A)) N )
& bkl s <laxSYI pas ] G Bl sl (8wl L] §
B Caoms ccnallad] s dgindl (e diall o) Bdsll dresdl QIS
sl Al gllally dalisne O] e Syl Jgadll g 0lsd)
.t:,.gblfyl




CARL HAAG, RWS

(Erlangen 1820 — 1915 Oberwesel)
Kueff Yaus (Rest Is Sweet), 1893

Signed, inscribed and dated lower left: Kieff' Yaoos!
Carl Haag 1893.; Also signed, inscribed and dated on a
label on the reverse: Kieff Yaous! (Rest is sweet!) by Carl
Haag, R.W.S. Hofmaler to H.R.H. the reigning Duke
of Saxe Coburg-Gotha, Ida Villa, 7 Lyndhurst Rd.
Hampstead, London N.W., 1893.

Pencil, ink, watercolor and gouache on card

26x36.5cm (10 Yax 14 V4 1n.)
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Carl Haag, RWS (1820-1915), was a Bavarian-born painter
who rose to prominence in British-artistic circles, becoming
one of the most accomplished Orientalist watercolourists of
the nineteenth century. Born in Erlangen, Germany, Haag
received his early artistic training at the Academy of Fine Arts
in Nuremberg, followed by further studies in Munich, where he
initially practised as an illustrator and painter of portraits and
architectural views. In 1847, he relocated to England, a pivotal
move that exposed him to the refined traditions of British
watercolour painting. Embracing this medium, Haag quickly
distinguished himself, being elected an Associate of the Royal
Society of Painters in Watercolours in 1850 and a full member
by 1853. His reputation was further enhanced through royal
patronage, notably from Queen Victoria (r. 1819-1901) and
through his appointment as Hofmaler (Court Painter) to Charles
Edward, the Duke of Saxe-Coburg and Gotha (r. 1900-1918).

Between the years 1858-1860, Haag undertook extensive
travels throughout the Middle East, spending over a year

in Cairo, where he shared a studio with Frederick Goodall,
RA, RWS (1822-1904) before journeying through Jerusalem,
Lebanon and Syria. These travels profoundly shaped his
artistic output, providing a wealth of visual material that

he later developed into finished compositions in London.

A return journey to Egypt in 1873-1874 reaffirmed his
engagement with Oriental subjects and his meticulously
detailed works earned him acclaim for their ethnographic

sensitivity and compositional precision.
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Executed in 1893 and once belonging to H.R.H. The
reigning Duke of Saxe Coburg-Gotha, Rieff Yaoos!,
exemplifies Haag’s Orientalist practice and his command

of watercolour, pencil, ink and gouache. Signed, inscribed
and dated by the artist, the work presents an intimate genre
scene infused with quiet humour and cultural observation.
The title, translated as “Rest is sweet!”, suggests a moment of
repose, likely following the ritual act of smoking a chubuk. The
figure is rendered with careful attention to costume, posture
and expression, reflecting Haag’s longstanding interest in the

daily rhythms of life in the Orient.
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EMILE CLAUS

(Waregem 1849 — 1924 Astene)

T he Afternoon Rest, c. 1900

Signed and inscribed upper left: Emile Claus Tlemcem
Oil on canvas

65.5 x 100.5 cm (25 % x 39 "2 in.)
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Widely considered as the leading figure of Belgian
Luminism, Emile Claus (1849-1924), studied at the Royal
Academy of Fine Arts, Antwerp under Charles Verlat (1824-
1890), where he received a traditional academic education
before gradually embracing a more modern approach to light
and colour. Claus devoted his career to depicting rural life,
river landscapes and agricultural labour along the banks of
the River Lys, using light as his principal expressive device.
Influenced by Impressionism yet maintaining a distinct
identity, Claus developed a luminous palette characterised
by vibrant colour harmonies and atmospheric effects. Claus
achieved widespread acclaim during his lifetime and exerted
a lasting influence on Belgian modern painting. His works
are held in major public collections, including the Royal
Museum of Fine Arts, Antwerp and the Museum of Fine

Arts, Ghent, as well as in numerous international collections.

This masterpiece set in Tlemgen, Algeria, exemplifies all the

strength of his ability to capture light, focusing on two resting
musicians, known as Gnaour. Claus was such a master at light

that he founded the Society of Life and Light and was known
as the Painter of the Sun.

The Gnaoui are a musical and spiritual brotherhood in the
Maghreb whose origins trace to West and sub-Saharan
Africa, particularly to communities brought north through
trans-Saharan commercial activity between the 16™ and 19™

centuries. Over time, Graout culture developed as a syncretic
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tradition combining Islamic devotion, Sufi mysticism and
African spiritual practices. Gnaou: musicians historically
served ritual functions, performing (7la ceremonies intended
for healing, spirit appeasement and communal cohesion.
Their music, characterised by the guembri, metal grageb and
repetitive polyrhythms, occupies a respected position in

North African cultural history.
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JAN PORTIELJE

(Amsterdam 1829 — 1908 Antwerp)

Oriental Beauty, 1881

Signed lower left: ] Portielje; Also signed, inscribed and
dated on the reverse: The Undersigned Declares / that
this picture has been / painted by himself to the / order

of Mr A D’Huyvetter Jr / of Antwerp / 1881 ] Portielje.

Oil on canvas

111.8 x 81.3 cm (44 x 32 in.)
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Jan Portielje (1829-1908) was a celebrated Dutch-Belgian
painter renowned for his refined genre scenes and portraits,
particularly of elegant female sitters. Born Jan Frederik
Pieter Portielje, he was the tenth of eleven children of Gerrit
Portielje and Jacoba Zeegers, booksellers from Amsterdam.
From 1842 to 1849, he studied at the Koninklijke Akademie
van Beeldende Kunsten, where he trained under Valentijn
Bing (1812-1895) and Jan Braet von Uberfeldt (dates
unknown). These formative years provided Portielje with

a strong academic foundation, evident throughout his
career 1n his assured draughtsmanship and polished finish.
Between 1851 and 1853, he worked in Paris as a portraitist
before establishing a successful practice with a substantial
clientele in both Brussels and Antwerp, where he ultimately

settled.

Portielje enjoyed considerable professional success during
his lifetime. In 1853, he married Eulalie Lemarie (1828—
1903), with whom he had five children, two of whom,
Gerard Portielje (1856-1918) and Edward Portielje (1866—
1949), also became painters. His works were regularly
exhibited at the Exfubition of Living Masters between 1848 and
1888, and he held a major presentation at the Exposition
Internationale d’Anvers in 1894. Particularly popular in
the United States, Portielje worked closely with influential
art dealers, notably Albert D’Huyvetter and his son Albert
D’Huyvetter Jr., who played significant roles in promoting

Belgian genre painters to the North American market.
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Today, his paintings are held in public collections including
the Alfred East Art Gallery, Kettering, and the Bendigo Art
Gallery, New South Wales.

Oriental Beauty, 1881, presents an idealised female sitter,
rendered with delicacy and compositional balance,

and dressed in attire that evokes an imagined Eastern
elegance rather than ethnographic specificity. Portielje’s
characteristic attention to texture: silks, jewellery and
patterns, is matched by his sensitive handling of light, which
lends the figure a serene, almost introspective presence.
Commissioned by Albert D’Huyvetter Jr., the work reflects
both the artist’s close relationship with prominent dealers
and the strong demand for such images among transatlantic

collectors.
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BALTHASAR-CHARLES
LARPENTEUR

(Versailles 1783 — 1846)

Portrait of an Ottoman Noble, 1845

Signed and dated lower right: Larpenteur. 1845
Oil on canvas

80 x 63 cm (31% x 34 ¥4 1in.)
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Balthasar-Charles Larpenteur (1783-1846) was a French
painter whose artistic formation and professional practice
were firmly grounded in the academic traditions of
Neoclassicism, particularly in drawing, clarity of form and
fidelity to the model. Trained during a period in which
line, proportion and controlled expression were central to
artistic instruction, Larpenteur developed a disciplined
visual language that aligned closely with the aesthetic
ideals promoted by official institutions in early nineteenth-
century France. From the outset of his career, he devoted
himself primarily to portraiture, a genre in which he
concentrated the majority of his activity and through which
he achieved sustained professional recognition. His regular
participation in the Paris Salons throughout his career,
where he presented predominantly portraits, attests to both
the consistency of his practice and his successful integration
into the institutional art world of his time. The frequency
and continuity of Larpenteur’s Salon submissions reflect
not only an established and productive career, but also

his ability to respond to the expectations of a discerning
bourgeois and official clientele. His portraits were valued
for their faithful likenesses, dignified presentation. Equally
notable is his refined treatment of costume and textiles,
rendered with precision and sensitivity, which situates his
work within the tradition of ceremonial and bourgeois
portraiture that flourished in the aftermath of the French
Revolution and during the Napoleonic and Restoration

periods.
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Today, Larpenteur’s work is preserved in several important
public collections, underscoring his enduring historical
significance within the canon of early nineteenth-century
French portraiture. Among his most notable works is

A Portrait of Napoleon Bonaparte, 1815, now housed in the
collection of the National Gallery of Art, Washington, D.C.
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JOHN FREDERICK
LEWIS, RA

(London 1804 — 1876 Walton-on-Thames)

Portrait Study of a European in Turkish
Diress, probably Sur fohn Gardner
Wilkinson (1797-1875), c. 1850

Watercolour over pencil and black chalk
heightened with bodycolour
37.5x27.5 cm (14 % x 10 ¥4 in.)
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Initially trained in England, John Frederick Lewis, RA (1804-
1876), first gained recognition as a watercolourist and animal
painter before turning decisively toward Orientalist subject
matter following his extensive travels in the Mediterranean
and the Middle East. His most formative period occurred
during his decade-long residence in Egypt between 1841

and 1851, when he settled in Cairo in a large Ottoman-

style wooden house, consciously distancing himself from
European society. Immersed in local life, Lewis adopted
Near Eastern dress, customs and domestic practices,
enabling him to observe Cairene society with an intimacy
and authenticity that distinguished his work from many

of his contemporaries. During this period, he produced

a body of work characterised by extraordinary precision,
subtle psychological insight and a restrained, almost

timeless atmosphere, earning him a reputation as one of the
most scholarly and empathetic painters of the Orientalist

movement.

Among the most intriguing works associated with Lewis’s
Egyptian years is Portrait Study of a European in Turkish Dress,
probably Sir John Gardner Wilkinson (1797-1875). The painting
is widely believed to depict Sir John Gardner Wilkinson
(1797-1875), the pioneering Egyptologist often described as
the ‘Father of British Egyptology.” By the 1840s, Wilkinson
was already a figure of considerable renown, having spent
twelve years in Egypt between 1821 and 1833, largely
based in Thebes (modern Luxor), and having published his
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landmark study Manners and Customs of the Ancient Egyptians in
1837. His scholarly achievements were formally recognised
with a knighthood in 1839, and he returned to Egypt on
several occasions thereafter, including during the early 1840s

when his paths demonstrably crossed with those of Lewis.

Documentary evidence strongly supports the identification

of the sitter as Wilkinson. The two men moved within the
same expatriate and scholarly circles in Cairo, attending social
gatherings together, including a noted séance hosted at Lewis’s
house in December 1841. References in Wilkinson’s journals,
contemporary correspondence, and later art market records
further reinforce this connection. Most compelling is the
record of a posthumous studio sale of Lewis’s works in 1855,
which included a portrait explicitly titled Sir Gardiner Wilkinson,
wn Oriental Costume. Additional versions and related studies,
including one now in the Ashmolean Museum, Oxford,

attest to Lewis’s sustained interest in this particular sitter. The
portrait itself presents a fair-skinned European man with blue
eyes, a long flowing moustache and heavily hooded eyelids,
dressed in layered Ottoman attire. As with much of Lewis’s
Orientalist portraiture, this work operates on multiple levels:
as a sensitive likeness of a specific individual, as a document
of cross-cultural exchange and as a reflection on identity and

self-fashioning in nineteenth-century Egypt.
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GUSTAV BAUERNFEIND

(Sulz 1848 — 1904 Jerusalem)

At the Door of the Umayyad Mosque, Damascus /
La Porte de la Grande Mosquée a Damas,
c. 1889-1891

Signed lower left: G. Bauernfeind
Watercolour on cardboard

50 x 38 cm (19 Ve x 14 % in.)
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Gustav Bauernfeind (1848-1904) was born in the southern-
German province of Baden-Wiirttemberg and initially
trained as an architect at the Stuttgart Polytechnic Institute,
entering the architectural offices of Wilhelm Baumer (1783-
1848). Despite his talents, Baurenfeind discovered a greater
passion for landscape painting after an eye-opening trip to
Italy in 1873-1874. Bauernfeind started his career depicting
landscapes of German, Swiss and Italian provincial scenes, but
would find little commercial success in this field, so keeping
in lieu with the artistic trend and fascination of his time, he
decided to venture to the Middle East to soak up inspiration
for a new style of painting which was adored by American,
British and European art patrons, of his time. The artist

was encouraged by his sister and brother-in-law, who at the
time were living in Beirut, to make the voyage to the region
of the world they had fallen in love with. Baurenfeind was
known to have made three major trips to the Orient before
calling Jerusalem home in 1896. His first trip to the region
commenced in Egypt, followed by journeys to Palestine,
Lebanon and Syria, during the years 1880-1881. He would
later return for a second trip in the years 1884-1887 and a
third trip in the years 1888-1889, before returning to Munich
in 1890. However, still drawn to the region which inspired his
greatest artworks, Baurenfeind decided to return to Jerusalem

in 1896, where he would live for eight years until his death.

The present watercolour, believed to be created during his first

trip to Damascus, would have offered western-19"-century
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viewers and art collectors an unprecedented lens into the
world of the Umayyad Mosque and Damascene culture. As

a non-Muslim, Baurenfeind was not permitted to enter the
holy site which was built in the 8" century after the Umayyad
Caliphate conquered Damascus in 634 A.D. Negotiating a
means to paint this scene would have been a complex task in
itself and would have been afforded the possibility to paint the
fourth holiest site in Islam, from a respectful distance, by the
guardians of the Great Mosque — likely the guardian situated
in a reclining pose in the right third of the composition. This
watercolour which was also realised into an oil on canvas in
1891 was recorded in Bauernfeind’s diary on the 9" of April
1889, stating in his entry: “Between the various stalls of a
covered bazaar street there opens up a small side entrance of a
mosque, inviting the faithful to its luminous court and playing
fountain. The muezzin has called the hour of prayer, and some
people followed the call. They put their shoes, weapons and
other burdens under the care of the warden [guardian of

the mosque].” (Petra Kithner, Gustav Bauernfeind, Gemdilde und
Agquarelle, Frankfurt/M, 1995, p.218).

Bauernfeind’s artworks are represented in some of the most
important collections in the world including: The Shafik Gabr
Collection, the Islamic Arts Museum Malaysia and the Dahesh
Museum of Art, New York.
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CHARLES ROBERTSON,
RWS

(Walton-on-Thames 1844 — 1891 Godalming)

The Shoes of the Faithful, 1879

Signed, monogrammed and dated lower right: CR 1879
Oil on canvas

107 x 78 cm (42 "4 x 30 ¥+ 1n.)
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Charles Robertson, RWS (1844-1891), was a British painter
whose career was shaped by extensive travel to North Africa

and the Levant, and by his close association with the Orientalist
tradition established by earlier Victorian artists. Born in London,
Robertson began exhibiting at the Royal Academy in 1863 and
developed his practice during a period of substantial British
interest in the world of the Orient. He first travelled to Algeria
in 1862, returning to the region repeatedly over the following
decades. In 1872, Robertson journeyed through Jerusalem

and Cairo, producing pencil and watercolour sketches of both
ancient monuments and contemporary street life, which he is
most celebrated for. These travels formed the visual foundation
of his most ambitious works. Influenced by his friend and
mentor John Frederick Lewis, RA (1804-1876), with whom he
lived in proximity to at Walton-on-Thames, Robertson adopted
a similarly meticulous approach to architectural detail and
cthnographic observation. By the 1880s he had increasingly
embraced watercolour, becoming a member of the Royal Society
of Painters in Watercolour and later serving as Vice-President of

the Royal Society of Painter-Etchers and Engravers.

Shoes of the Faithful, 1879 monogrammed and dated to 1879, is set
at the entrance of the Mamluk-period Mosque of Sultan Hassan
in Cairo and exemplifies Robertson’s engagement with Egyptian
subject matter at the highest level. This oil on canvas is one of
the most important paintings produced by Robertson and was
exhibited and published extensively throughout the 19" century.

The painting is situated around a contemplative guardian of
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the mosque, who is depicted bearing a pair of slippers in front

of a wall of carefully painted ceramic tiles. In the foreground,
fourteen pairs of slippers placed outside the mosque signal the
sacred interior beyond and reference the enduring Islamic custom
of removing one’s shoes before prayer. Painted from an outward
vantage looking-in, the artist would have had to carefully position
himself in a way which would not have been a disturbance to the
local worshipers during their time of prayer in the background.
Rendered with extraordinary attention to detail and form, these
humble slippers serve as both an ethnographic detail and a quiet
metaphor for devotion. Painted most likely in Robertson’s Surrey
studio but informed by repeated visits to Egypt in 1872, 1876
and later years, the work reflects his ability to transform direct

observation into a contemplative image of faith and daily ritual.

The Mosque of Sultan Hasan, Cairo, stands as one of the
monumental achievements of the Mamluk dynasty and a defining
landmark of the medieval-Islamic world. Constructed between
1356 and 1363 during the reign of Sultan al-Nasir Hasan (r.
1347-1351), the complex functioned as both a congregational
mosque and a madrasa dedicated to the four Sunni schools of
law. By the 19" century, the mosque had become a focal point for
European-traveller artists drawn to its energy and rich interplay
of light and shadow. Among the earliest were John Frederick
Lewis, RA (1804-1876), Carl Haag, RWS (1820-1915), Edward
Angelo Goodall, RWS (1819-1908) and Charles Robertson,

RWS (1844-1891), each finding in the mosque an ideal subject
for watercolour’s expressive precision. United by their mastery

of the medium, these artists translated the monument’s grandeur
and devotional character into beautiful works of art. Shoes of the
Faithful, 1879, was exhibited at The Royal Academy of Arts,
London in 1879 (no. 954) and was published in numerous
publications including: The Royal Academy of Arts; a complete
Ductionary of contributors and their work from its foundation in 1769

o 1904, by Algernon Graves I'S.A., vol. VI, p. 328; Victorian
Painters, by Christopher Wood, Christopher Newall and Margaret
Richardson, 1995, Woodbridge, Suffolk: Antique Collectors’
Club, p. 442; and No Day Without a Line, by Martin J.Hopkinson,
and Claire Tilbury, Ashmolean Museum, 1999, p. 56.
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HERMANN D.S. CORRODI

(Frascati 1844 — 1905 Rome)

The Esplanade of Al-Agsa Mosque in Jerusalem,
c. 1876

Signed lower left: H.Corrodi.Roma
Oil on canvas

127 x 75 em (50 x 29 V2 in.)
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Born in Frascati to a family of artists, Hermann David Salomon

Corrodi (1844-1905), is considered as one of Italy’s most eminent

Orientalist painters, best known for his detailed and meditative
depictions of the Orient. Influenced by his family’s artistic flair
and the plethora of art within Rome (only twelve miles from
Frascati), the artist grew to critical acclaim during his lifetime.
Corrodi commenced his artistic career in 1860 when he studied
under Alexandre Calame (1810-1864) in Geneva in the artist’s
studio. In 1866 Corrodi entered the Academia di San Luca

in Rome, where he received mentorship from his father, the
celebrated Swiss-Italian landscape painter, Salomon Corrodi
(1810-1892). In 1872 Corrodi ventured to London where his
artworks were admired by the British royal family and a year
later in 1873 won Gold Medal at The Universal Exhibition

in Vienna. Corrodi later travelled further afield to North
Africa, Anatolia and the Levant — some of his most famous
depictions he made were of Egypt, Syria, Cyprus, Palestine,
Constantinople and Montenegro. The artist was known to
depict numerous sketches of landscape scenes throughout his
travels, later transposing onto canvas in his studio in Rome
(the inscription “Roma” on our painting indicates this method
of production). Corrodi’s talents attracted noble patronage,
including the support of members of the German upper class
and the British and Austro-Hungarian royal families, who all
purchased his artworks — namely Kaiser Wilhelm II (r. 1888-
1918) who acquired this view of the Al-Aqgsa Mosque reflected
in this catalog. Corrodi was known to be a friend of Queen

Victoria and also received much recognition in Egypt, from
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the Ottoman Khedieve Isma’il Pasha (also known as Ismail the
Magnificent of Egypt) (r. 1863-1879) who purchased several
paintings from the artist in 1876. Corrodi was a master of light
and gradations of colour, which made his paintings so popular
during his lifetime and beyond. Unfortunately in 1892 a fire
broke out in his studio destroying many Orientalist scenes,

making his pieces even more rare today.

This masterpiece from Corrodi’s corpus is one of his rarest

and most important paintings to come to market, as it depicts
worshipers at the Sacred Fountain in front of the Mosque of
Omar, at the compound of Al-Agsa, the third holiest site in
Islam; and was once owned by Kaiser Wilhelm I1, the last
German Emperor and King of Prussia. Al-Agsa sits atop the
Temple Mount in the Old City of Jerusalem and dates back to
the year 637 A.D. when Umar (r. 634-644)(also spelt Omar),
the father-in-law of The Prophet Muhammad (Peace Be Upon
Him) (570-632) and Rashidun Caliph, took Jerusalem from the
Byzantine Empire. The structure extant today was built in its
current shape by the Ayyubid Sultan Al-Afdal ibn Salah ad-Din
(r. 1193-1196) in 1193 to commemorate the prayer of the Caliph
Umar. The Esplanade of Al-Aqsa Mosque in Jerusalem, was included
in a major exhibition, De Delacroix a Kandinsky, Lorientalisme en
FEurope, in 2010-2011 which travelled between three prestigious
institutions including: Musées Royaux des Beaux-Arts de
Belgique, Brussels; Kunsthalle der Hypo-Kulturstiftung,
Munich; and Musée des Beaux-Arts de Marseille, Marseille
(Réunion des Musées Nationaux de France, RMN). This
pertinent exhibition is considered one of the most important
curations of Orientalist art and featured over one hundred and
fifty pieces, attracting over three hundred thousand visitors from
across the globe. In extension, The Esplanade of Al-Agsa Mosque

in jerusalem, was published in the exhibition catalogue and is
featured on p. 148 of De Delacroix a Kandinsky: Lorientalisme en
Europe, by Odile Cavalier, Hazan, 2010.
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CARL COWEN SCHIRM

(Wiesbaden 1852 — 1928)
View of the Al-Agqsa Mosque in Jerusalem, 1884
Signed and dated lower right: G.C.Schirm 1884.

Oil on canvas

35 x37.5cm (21 Y2x 14 V2 1n.)
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Carl Cowen Schirm (1852-1928) was a Polish painter whose
artistic practice developed at the intersection of academic
training, plein-air observation and an early engagement
with photography. Active during the late nineteenth century,
Schirm belonged to a generation of European artists who

combined traditional painterly methods with modern visual

technologies to achieve heightened realism. Although based for

much of his career in Warsaw, where he later ran a landscape
painting studio, Schirm traveled extensively in the eastern
Mediterranean. His journey to Syria and Palestine in 1880-
1881 proved particularly formative, providing both direct
visual material and lasting impressions that would inform his
Orientalist and architectural views. Notably, Schirm traveled
with a camera and his documented interest in photography
situates his work within a broader nineteenth-century artistic

dialogue between painting and the captured image.

Painted shortly after his return, View of the Al-Agsa Mosque in

Jerusalem, 1884 stands as one of Schirm’s most accomplished

and evocative works. The composition presents the north facade

of the Al-Agsa Mosque, partially revealed through trees at the
end of a paved path leading to the ablution fountain, Al-Kas.

The scene 1s bathed in an intense, radiant light, characteristic
of Schirm’s confident handling of atmosphere. The geometric

rigour of the stone paving is carefully contrasted with the

organic suppleness of the surrounding trees, creating a balanced

interplay between architectural order and natural form. The

overwhelming heat of the sun is conveyed through the strong
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shadows and the warm tonalities of the stone, which accentuate
the tactile presence of both the mosque fagade and the fountain.
Particularly striking is the framing of the view: the Dome of the
Rock appears in the background, anchoring the composition
within Jerusalem’s sacred topography. The precision of the
perspective and the clarity of detail give the painting an almost
photographic quality, underscoring Schirm’s reliance on visual

memory and, most likely, his own photographs.
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EDWARD ANGELO
GOODALL, RWS

(London 1819 — 1908)
The Sultan Hasan Mosque, Carro, 1870

Signed lower right: Edward A Goodall
Inscribed and dated lower left: Mosque Sultan Hasan,
Cairo, 1870

Watercolour heightened with white
33.6 x52 cm (13 Ya4x 20 Y2 1in.)
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Edward Angelo Goodall, RWS (1819-1908) was a British
painter and watercolourist associated with the later generation
of nineteenth-century Orientalist artists. Born into an artistic
family, his father, Edward Goodall, was a respected engraver

— Goodall initially trained in London, where he developed

a strong grounding in draughtsmanship and architectural
observation. Although less widely travelled than some of his
contemporaries, Goodall undertook an important journey

to Egypt and the Orient in the mid-nineteenth century, an
experience that profoundly shaped his artistic output. Like many
Victorian Orientalists, he was drawn not only to the picturesque
qualities of Islamic architecture, but also to its social and
spiritual functions, producing works that imbue a quiet sense of

reverence.

Goodall exhibited regularly in Britain, including at the Royal
Academy and his works were appreciated for their precision,
subtle colouring and measured restraint. Unlike the more
theatrical Orientalism of other contemporaries, Goodall’s
paintings avoided favoured calm, observational scenes that
foreground ritual and architecture. His interest in Cairo was
particularly pronounced and he returned repeatedly, both
literally and through his sketches. The Sultan Hasan Mosque,
Cairo, 1870, exemplifies Goodall’s mature approach to
Islamic architecture and sacred space. The painting depicts
the monumental fourteenth-century mosque-madrasa of
the Mosque of Sultan Hassan, one of the most significant

expressions of Mamluk architecture in Cairo. Commissioned
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by Sultan al-Nasir Hassan (r. 1347-1351, 1354-1361) and
completed in 1363, the mosque stands at the foot of the

citadel and has long dominated Cairo’s urban and spiritual
landscape. Conceived as both a congregational mosque and a
center for religious learning, it symbolised political authority,
plety and architectural ambition at the height of the Mamluk
Sultanate. Goodall’s composition emphasises the immense scale
and geometry of the structure — its towering walls, recessed
portals and carefully articulated stone surfaces — while subtly
animating the scene with human figures engaged in prayer or
quiet movement. These figures underscore the mosque’s role

as a space of humility and devotion within Cairene daily life.
The restrained palette and controlled light lend the scene a
contemplative stillness, suggesting the spiritual gravity of the site
rather than mere spectacle. Today, Goodall’s works are held in
important public and private collections, including the Victoria
and Albert Museum, and remain valued for their contribution to
nineteenth-century European visual understandings of Islamic

architecture and Cairene religious life.
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GUSTAV WERTHEIMER

(Vienna 1847 — 1902 Paris)

The Halt of the Caravan, Cairo, c. 1883

Signed lower right: G. Wertheimer.
Oil on canvas

73.5x 122.5 cm (28 ¥4 x 48 V4 in.)
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Gustav Wertheimer (1846-1902) was an Austrian painter
whose refined Orientalist scenes reflect the Vienna
Academy’s commitment to realism and disciplined
craftsmanship. He studied at the Academy of Fine Arts
in Vienna under Carl Wurzinger (1817-1883), where

he developed a strong grounding in academic drawing
and compositional structure. Wertheimer traveled
extensively to Egypt and throughout the Ottoman
Empire, immersing himself'in the architectural and
social fabric of the Orient. This particular painting of a
caravan preparing to embark at sunrise in the outskirts
of Cairo, embodies the atmosphere and light of the scene.
His palette is notably restrained, favouring earth tones
and softened contrasts that enhance the contemplative
mood of his compositions. Figures are often shown
engaged in prayer or repose, their gestures understated
and dignified. Though his career was cut short by his
carly death, Wertheimer achieved recognition within
Austrian and European artistic circles. His works were
collected by discerning patrons who valued subtlety and
realism. Today, his paintings are represented in Austrian
museum collections, the Indianapolis Museum of Art,
Newfields, and in significant private collections devoted
to 19™-century Orientalist painting. Wetheimer exhibited
extensively at the Royal Academy, London and the Société
des Artistes Frangars, throughout his career. Wertheimer
received Honorary Awards at the Paris World Exhibitions
of 1889 and 1900.
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North African caravans were fundamental to the economic,
social and cultural life of the Maghreb from antiquity
through the 19" century. Operating along trans-Saharan
routes, caravans facilitated the exchange of gold, salt,

ivory, textiles and manuscripts between sub-Saharan
Africa and Mediterranean ports. Beyond commerce,
caravans served as vectors of cultural transmission,
spreading Islamic scholarship, legal traditions and artistic
forms across vast regions. Caravan organisation relied

on specialised knowledge of desert geography and tribal
alliances, underscoring their role as highly structured social
institutions. In Maghrebi culture, caravans symbolised
endurance, collective cooperation and connectivity between

Africa’s interior and the wider Orient. The Halt of the Caravan,

Cairo, was published in The Austrian Art Chronicle as no. 30,

in vol. VII, in 1883.
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EDWIN LORD WEEKS

(Boston 1849 — 1903 Paris)

A Group of Traders gathered at the outskirts
of the Old Caty of Jerusalem, 1872

Inscribed lower left: Jerusalem October 1872
Watercolour on paper-carton
25.8x37.2 cm (10 Vax 14 2 in)
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Edwin Lord Weeks (1849-1903) is considered as one of the
most important American Orientalists and chroniclers of
Spain, North Africa, the Levant, Persia, Anatolia and India.
Weeks’ connection to the Orient commenced early in his
childhood, being exposed to the teas, spices, coffees and fruits
of the places and cultures he would later visit in life, thanks
to his parents, who were prominent importers and retailers
of merchandise from the Orient. Such an early encounter
with commodities from distant lands likely inspired Weeks’
fervour for travel and painting. As a young man, in the late
1860s, the artist visited Florida Keys and later, Surinam in
South America — during this time he would have produced
artwork for himself but wouldn’t start a full-time professional
application to painting until 1870 when he opened a small
studio in Newtonville, close to Boston. Very soon after in
1872, Weeks made his first trip across the Atlantic to spend
time in Paris, then later in Spain which would be his gateway
to the Middle East, leading him to: Egypt, Syria, Palestine
and Lebanon. By March 1873, Weeks returned to Boston
where he exhibited some Egyptian sketches at the Boston
Arts Club. On September 27* 1874, upon a return to Paris,
Weeks registered at the Ecole des Beaux-Arts in the atelier
of the most celebrated of the French Orientalist painters,
Jean-Léon Gérome (1824-1904). Following some months

of instruction under Géréme, Weeks went on to study with
Léon Bonnat (1833-1922) and he preferred to be known as a
student of Bonnat and labeled himself “éléve de M. Bonnat”

in the Salon exhibition catalogues until the end of his life.
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In 1896 the French Government recognised Weeks’
contributions to the world of art, awarding him the Great

Medal and naming him Chevalier de la Légion d’Honneur.

Jerusalem’s historical significance as a center of trade

derives largely from its strategic position at the crossroads

of major ancient trade routes linking Africa, Asia and the
Mediterranean world. From antiquity, the city lay near the
junction of the Via Maris and the King’s Highway, routes
that facilitated the movement of spices, incense, metals,
textiles and agricultural goods between Egypt, Arabia,
Mesopotamia and the Levant. Though not itself a port city,
Jerusalem benefited from its proximity to coastal hubs such as
Jaffa and Acre, which connected inland markets to maritime

commerce.

Under successive powers, including the: Israelites,
Babylonians, Persians, Romans, Byzantines and later
Islamic dynasties, Jerusalem functioned as a commercial and
administrative center supporting pilgrimage economies and
regional exchange. Markets and caravanserais emerged to
serve merchants and travelers drawn to the city’s religious
institutions. During the medieval period, Jerusalem became
a focal point for long-distance trade linked to Christian,
Jewish and Muslim pilgrimage networks, further enriching
its mercantile life. Ottoman rule from 1516-1517 onward,
formalised commercial guilds and market districts,
embedding trade within the urban fabric. Across millennia,
Jerusalem’s commercial vitality has been inseparable from
its spiritual prominence, making trade both an economic
necessity and a cultural constant in the city’s layered history.
The present artwork was acquired from the Estate of Ediwn
Lord Weeks and will be included in the catalogue raisonné

currently in preparation by Dr. Ellen K. Morris (PhD).
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GIULIO ROSATI

(Rome 1857 —1917)

The Carpet Seller, c. 1904

Signed lower right: Giulio Rosati
Watercolour on cardboard

52x 73 cm (20 2 x 28 Y4 in.)
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Giulio Rosati (1857-1917) emerged as one of the most
accomplished Italian Orientalist painters of the late nineteenth
and early twentieth centuries, distinguished by his refined
draftsmanship and sensitivity to surface, texture and costume.
Born in Rome, Rosati began his formal artistic training around
1875 at the Accademia di San Luca, where he studied under the
guidance of Francesco Podesti (1800-1895) and Dario Querci
(1831-1918). Although grounded in the Academic tradition,
Rosati soon grew dissatisfied with its rigidity and sought a more
expressive visual language. This led him to join the studio of the
celebrated Spanish history and genre painter Luis Alvarez Catala
(1836-1901), who would later become director of the Prado
Museum, Madrid. Catald was closely associated with the Spanish
artistic colony in Rome, a circle led by Mariano Fortuny (1871-
1949), whose vibrant Orientalist compositions had garnered
widespread acclaim in the 1860s and proved highly influential for
aspiring Italian painters such as Rosati. Drawn to the prevailing
vogue for Orientalist painting, Rosati devoted the majority of his
career to depicting imagined and observed scenes of the Islamic
world. While documentary evidence of his travels to North
Africa remains elusive, the assuredness with which he rendered
architecture, textiles and daily life strongly suggests first-hand
exposure to the region. His works demonstrate an intimate
familiarity with Eastern material culture, conveyed through
meticulously described carpets, metalwork, ceramics and richly
layered garments. These carefully observed details, combined
with a balanced compositional clarity, established Rosati as one

of the most celebrated Italian Orientalists of his generation.
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The Carpet Seller stands as a quintessential example of Rosati’s
mature style and technical sophistication. The composition
centres on the merchant amidst an abundance of finely
patterned textiles, catering to a seated client and her attendant
— each rendered with remarkable precision and chromatic
subtlety. The artist’s exceptional ability to depict woven
surfaces: silks, woollen rugs and densely patterned carpets,
elevates the scene beyond genre painting into a meditation on
craftsmanship and commerce of the Orient. Similar examples
of carpet merchant scenes by Giulio Rosati are housed in
The Shafik Gabr Collection and the Islamic Art’s Museum
Malaysia.
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GEORGES CLAIRIN

(Boston 1849 — 1903 Paris)

The Noble Lady (Sarah Bernhard)
visiting an Antiques Shop, c. 1889

Signed lower left: G. Clairin
Oil on canvas

111 x 161 cm (43 %4 x 63 V3 in.)
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Georges Clairin (1843-1919) had an artistic career which
bridged academic classicism, Belle Epoque portraiture
and a keen interest in Orientalist subject matter. Clairin
received his early artistic training as an apprentice in
the workshops of Isidore Pils (1813-1875) and Frangois-
Edouard Picot (1786-1868), before entering the Ecole des
Beaux-Arts in Paris in 1861. He made his debut at the
Paris Salon in 1866 and quickly established himself as

a versatile painter of history, portraiture and decorative
scenes. Clairin’s artistic outlook was shaped by extensive
travel: he journeyed to Spain with Henri Regnault
(1843-1871), toured Italy alongside I'rangois Flameng
(1856-1923) and Jean-Léon Gérome (1824-1904) and in
1868 travelled through Morocco, where he met Mariano
Fortuny (1838-1874), visiting Tétouan in his company.
These formative encounters, combined with a later
journey to Egypt in 1895 with the composer Camille
Saint-Saéns (1835-1921), deepened Clairin’s fascination
with North African and Oriental cultures, which

would recur throughout his oeuvre. Alongside his easel
paintings, Clairin received numerous prestigious public
commissions, including ceiling decorations for the Opéra
Garnier and murals for major Parisian institutions. A
regular exhibitor at the Salon des Artistes Frangais and
Orientalist exhibitions in both Paris and Algiers, he was
awarded the Great Medal in 1887 and named Chevalier
de la Légion d’Honneur in recognition of his contribution to

French art.
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The Noble Lady (Sarah Bernhardt) Visiting an Antiques Shop
exemplifies Clairin’s ability to amalgamate Orientalist
mystique with contemporary portraiture. The painting
depicts the celebrated actress Sarah Bernhardt, Clairin’s
close friend and most frequent muse, portrayed as an
elegant noblewoman accompanied by a guard and her
greyhound, selecting a saddle within the richly appointed
interior of an antique dealer’s shop. The scene is imbued
with theatricality, reflecting both Bernhardt’s public
persona and Clairin’s familiarity with costume, staging

and performance. Architectural elements and decorative
objects evoke the material culture of the Islamic world,
while the carefully rendered textiles, weaponry and artefacts
attest to Clairin’s first-hand exposure to North African
environments and his meticulous visual research. This
fusion of exoticism and celebrity, appealed strongly to late
19-century Parisian audiences and situates the painting
within the broader context of Belle Epoque fascination with
the Orient as a space of escapism and cultivated fantasy.
This masterpiece by Clairin was exhibited in two major
exhibitions Harem: Geheimnis des Orients, Kunsthalle Krems,
Krems-Stein, Austria in 2005 and in De Delacroix A Kandinsky,
Lorientalisme en Europe, a major curation of one hundred and
fifty Orientalist paintings and sculptures in 2010-2011, which
travelled across three important international museums.
The painting is also published in Harem: Geheimnis des Orients,
by Tayfun Belgin, Kunsthalle Krems, 2005, p. 87 and in

De Delacroix a Kandinsky: Lorientalisme en Europe, by Odile
Cavalier, Hazan, 2010, p. 307.
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ALBERTO PASINI

(Busseto 1826 — 1899 Cavoretto)

By the Fountain of Hatice Turhan Sultan
in Constantinople, c. 1870

Signed lower left: A. Pasini
Oil on canvas

35x27 cm (13 %4 x 10 Y2 1n.)
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Born in Busseto on the 3rd of September 1826, Alberto
Pasini (1826-1899), entered the Academy of Fine Arts in
Parma, Italy, at the age of seventeen, where he studied
landscape painting and drawing under the support of his
uncle, Antonio Pasini. His early promise was recognised
in 1852 when he exhibited a series of thirty designs,
attracting the attention of the engraver Paolo Toschi
(1788-1854), who encouraged him to continue his studies
in Paris. There, Pasini joined the workshops of Pierre-
Luc-Charles Ciceri (1782-1868) and Eugene Eugene
Cicéri (1813-1890), before gaining admission to the
Paris Salon in 1853 and entering the atelier of Théodore
Chassériau (1819-1856).

Pasini’s career as an Orientalist was decisively shaped
by his first journey to the East in 1855, when he
accompanied the French diplomat Nicolas Prosper
Bourrée (1814-1886) to Constantinople. This landmark
expedition marked the beginning of a lifetime of travel
throughout the Ottoman Empire, Persia, Egypt and
Arabia. Pasini returned repeatedly to Istanbul, receiving
important commissions from Sultans Abdulmecid I (r.
1839-1861) and later from Abdulaziz (r. 1861-1876), for
whom he executed works now held in the Dolmabahge
Palace. Throughout these journeys, Pasini produced
numerous en plein air sketches that later served as the
foundation for his highly finished studio paintings, many

of which were exhibited regularly at the Paris Salon.
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By the Fountain exemplifics Pasini’s mature Orientalist style
and affirms his reputation as both a meticulous observer
and accomplished colourist. The composition presents a
bustling urban scene animated by the rhythms of daily life:
street vendors negotiate with customers, tethered horses
wait patiently, armed men converse in the shade and figures
gather beneath beige awnings as smoke rises gently behind
them. In the foreground, bright green watermelons, one
split open to reveal its vivid pink interior, add a striking
note of colour and immediacy. At the centre of the scene
stands the public fountain of Hatice Turhan Sultan (d. 1683),
mother of Sultan Mehmed IV (r. 1648-1693), constructed

in 1664 as part of the Yeni Mosque complex in the Emininii
district of Istanbul. Pasini’s accurate rendering of the
fountain’s grilled windows and architectural form attests to
his direct engagement with the site, while the intense light,
deep shadows and cloudless blue sky evoke the heat of a
summer day, transforming a documentary view into a vivid,

immersive portrayal of Ottoman urban life.
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EDWIN LORD WEEKS

(Boston 1849 — 1903 Paris)

Bab El-Juwayla, Cairo, c. 1872

Watercolour on paper-carton

37.2x25.8 cm (14 o x 10 in.)
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Edwin Lord Weeks (1849-1903) is considered as one of the
most important American Orientalists and chroniclers of
Spain, North Africa, the Levant, Persia, Anatolia and India.
Weeks’ connection to the Orient commenced early in his
childhood, being exposed to the teas, spices, coffees and fruits
of the places and cultures he would later visit in life, thanks
to his parents, who were prominent importers and retailers
of merchandise from the Orient. Such an early encounter
with commodities from distant lands likely inspired Weeks’
fervour for travel and painting. As a young man, in the late
1860s, the artist visited Florida Keys and later, Surinam in
South America — during this time he would have produced
artwork for himself but wouldn’t start a full-time professional
application to painting until 1870 when he opened a small
studio in Newtonville, close to Boston. Very soon after in
1872, Weeks made his first trip across the Atlantic to spend
time in Paris, then later in Spain which would be his gateway
to the Middle East, leading him to: Egypt, Syria, Palestine
and Lebanon. By March 1873, Weeks returned to Boston
where he exhibited some Egyptian sketches at the Boston
Arts Club. On September 27" 1874, upon a return to Paris,
Weeks registered at the Ecole des Beaux-Arts in the atelier
of the most celebrated of the French Orientalist painters,
Jean-Léon Gérome (1824-1904). Following some months

of instruction under Géréme, Weeks went on to study with
Léon Bonnat (1833-1922) and he preferred to be known as a
student of Bonnat and labeled himself “éléve de M. Bonnat”

in the Salon exhibition catalogues until the end of his life.
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In 1896 the French Government recognised Weeks’
contributions to the world of art, awarding him the Great

Medal and naming him Chevalier de la Légion d’Honneur.

Bab El-Juwayla, Cairo constitutes an important place within
Weeks’ oeuvre as it 1s one of the early sketches the artist would
have made in situ during his first travels to the Middle

East and North Africa. The watercolour on paper-carton
offers an immediate impression of Weeks’ creative process
and technical ability. Weeks, like other Orientalists of his
generation, would have travelled on numerous occasions

for relatively short periods of time, creating sketches and
collecting artefacts to bring back to his studio in Paris, which
was a treasure trove of inspiration and often the location
where his larger oil paintings were completed. The Bab El-
Zuwalya (The Gate of The Zuwalya), located at Al-Mu’izz
street, Cairo, is considered as one of the most important
historic landmarks in the city as it dates back to the early
construction of the Fatimid Walls in the 11" century A.D.,
built by the Fatimid Vizier Badr al-Jamali (1005/08-1094)
during the reign of the Fatimid Caliph al-Mustansir (1029-
1094). The gate is flanked by two semi-circular towers
framing an entrance approximately 4.82 meters wide.

The Gate is of particular significance as it has stood the

test of time, surviving a thousand years of invasions from
the Crusades, to the Mamluks, to the Napoleonic invasion
and the British occupation of Egypt. The Bab El-Zuwalya

is amongst one of the three largest entryways into the
original walled city of medieval Cairo, dating back to 1091.
Commercial traffic still flows through the Gate till this day.
Week’s artworks are housed in some of the most important
institutions in the world, including: the Smithsonian
American Art Museum, Washington, D.C.; the Art Institute
of Chicago, Chicago, Illinois; Dallas Muscum of Art, Dallas,
Texas; Nationalgalerie, Staatliche Museum, Berlin; Musée
d’Orsay, Paris; and Museo Thyssen-Bornemisza, Madrid.
The present artwork was acquired from the Estate of Ediwn
Lord Weeks and will be included in the catalogue raisonné

currently in preparation by Dr. Ellen K. Morris (PhD).
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EUGENE PAVY

(1850 — 1905)

T he Marabout and The Sacred Lion, 1883

Signed and dated lower left: Eug. Pavy. 1883.

Oil on canvas

89 x 155 cm (35 x 61 in.)
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Eugene Pavy was a French painter born in 1850, active during
the apex of French academic Orientalism. He received his
artistic formation in Paris, where he studied under Jean-Léon
Gérome (1824-1904), one of the most influential figures

in shaping the visual language of Orientalist painting in

the second half of the 19" century. Gérome’s insistence

on anatomical precision, clarity of form and ethnographic
plausibility left a decisive imprint on Pavy’s work. The artist’s
practice was closely tied to travel, particularly to the Maghreb
and likely Egypt, as well — places that served as vital sources

of inspiration for IFrench Orientalist painters of this era. He
exhibited depictions of street vendors, armed guards and souks
in both Paris and London, where he resided from 1879 to
1884 and presented two paintings for exhibition at the Royal
Academy, London (including the present painting); whilst
eight further works were shown at the Royal Society of British
Artists and at the Grosvenor Gallery. Other pieces by Pavy
reside in the Glasgow Art Gallery, where they entered the

collection in 1889.

Exhibited at The Royal Academy of Arts, London in 1883
(no. 82), The Marabout and The Sacred Lion, 1883 is one of
Pavy’s most ambitious and important paintings ever created,
capturing a moment of true spectacle within souk-life in
Casablanca, as a proud Barbary lion saunters through the
crowd, whilst being restrained by his owner , who is the
Marabout (a Sufi holy man), Sidi Belyout of Casablanca
(father of lions). The Barbary lion (Panthera leo leo), once
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indigenous to the forests and mountainous regions of the
Maghreb, held profound symbolic, political and cultural
significance throughout North African history. By the 19"
century, as its population declined sharply due to habitat loss
and intensified hunting, the Barbary lion had become less a
presence of the natural landscape and more an emblem of
power and authority. In Morocco and neighboring Berber
regions, lions were captured and maintained in royal
menageries, where they functioned as symbols of sovereignty,
martial strength and dynastic legitimacy. Possession of
Barbary lions signified dominion over nature and reinforced
the ruler’s role as protector and supreme authority.
Concurrently, European fascination with the species led to
its export to zoos and circuses, transforming the lion into a

colonial trophy.

In Maghrebi culture, the term marabout refers to a holy person,
typically a Sufi saint, scholar or ascetic, believed to possess
baraka, or spiritual blessing. Historically, marabouts occupied

a central role in religious, social and political life across North
Africa. They functioned as mediators between the divine

and the community, offering spiritual guidance, healing and
moral authority, particularly in rural or tribal contexts where
state power was limited. The tombs of revered marabouts
(apparent in the background in the left third of our painting),
often marked by white-domed shrines, known as qubba,
became important pilgrimage sites and loci of communal
identity. During the 18" and 19" centuries, marabouts also
held significant socio-political influence, arbitrating disputes,
legitimising rulers and mobilizing resistance against external
authority. In European Orientalist discourse, the marabout
was often exoticised, yet within Maghrebi society, the figure
represented continuity, sanctity and deeply rooted local
spiritual authority. This masterpiece by Pavy was published
in The Royal Academy of Arts; a complete Dictionary of contributors
and their work from its foundation in 1769 to 1904, by Algernon
Graves F.S.A. vol. VI, p. 82 and in The London News, as a
double page spread, on the 25" of August 1883.
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KARL WILHELM GENTZ

(Neuruppin 1822 — 1890 Berlin)
The Story Teller, 1870
Signed lower right: W. Gentz. 1870

Oil on canvas

58 x 103.5 cm (22 ¥4 x 40 ¥4 in.)
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Karl Wilhelm Gentz (1822-1890) was a German painter
whose work occupies a distinguished position within 19"-
century Orientalism, characterised by scholarly observation,
dramatic composition and a refined sensitivity to light. Born
in Neuruppin, Brandenburg, Gentz initially trained in Berlin
under August von Kloeber (1793-1864), before continuing his
studies at the Antwerp Academy of Art, where he absorbed
the traditions of Flemish realism and classical draftsmanship.
His artistic formation was further shaped by extended periods
in Paris, first in the studio of Paul Delaroche (1797-1856)
from 1846 and later under Thomas Couture (1815-1879),
whose emphasis on colour harmony and expressive brushwork
proved fundamental to Gentz’s mature style. These formative
years coincided with the rise of Orientalist painting in France,
exposing Gentz to the works of Jean-Auguste-Dominique
Ingres (1780-1867), Eugeéne Delacroix (1798-1863) and Jean-
Léon Gérome (1824-1904). Travel became central to his
artistic vision: after journeys through Spain and Morocco,

Gentz undertook a pivotal expedition to Egypt and the Sinai

in 1850, returning via Asia Minor, Greece and Constantinople.

The direct experience of North African light, architecture and
daily life would inform his work for decades. His achievements
were recognised with his appointment as professor at the
Berlin Royal Academy in 1874.

Painted in 1870 in the artist’s Berlin studio, The Story Teller,

is considered as Gentz’s most ambitious and celebrated

painting, notable for its monumental scale, dynamic energy
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and atmospheric complexity. Inspired by his earlier travels

to Egypt and Morocco, the painting captures a vibrant

scene at one of Cairo’s city entrances, where a storyteller
animates a gathered crowd. Gentz masterfully evokes

the pulse of Cairene life, integrating figures, beasts of
burden, architecture, drifting dust and shimmering light

into a unified whole. In the distance rises the Mosque of
Muhammad Ali and the palaces of the Fatimids, anchoring
the composition within a recognisable historical and
architectural context. Through carefully modulated lighting
and rhythmic movement, Gentz transforms a moment of
communal entertainment into a vivid meditation on urban
life in 19™-century Cairo. Both extensively exhibited and
published, The Story Teller, 1870, exemplifies the finest
qualities of German Orientalist painting. This masterpiece
by Gentz, was included in a major exhibition, De Delacroix a
Kandinsky, Lorientalisme en Europe, in 2010-2011 which travelled
between three prestigious institutions including: Musées
Royaux des Beaux-Arts de Belgique, Brussels; Kunsthalle der
Hypo-Kulturstiftung, Munich; and Musées des Beaux-Arts
de Marseille, Marseille (Réunion des Musées Nationaux de
France, RMN). This pertinent exhibition is considered one of
the most important curations of Orientalist art and featured
over one hundred and fifty works of art, and attracted over
three hundred thousand visitors from across the globe.

In extension, The Story Teller, 1870, was published in the
exhibition catalogue and is featured on p. 264 of De Delacroix
a Kandinsky: Lorientalisme en Europe, by Odile Cavalier, Hazan,
2010. Furthermore the painting was published on p. 73 of Les
orientalistes de Uécole allemande et autrichienne, by Martina Haja
and Giinther Wimmer, ACR Edition, 2000, and pp. 186-187
of The Orientalists: Western Artists in Arabia, The Sahara, Persia
and India, by Kristian Davies, Laynfaroh, 2005.
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EDWIN LORD WEEKS

(Boston 1849 — 1903 Paris)

Sailing at Sunset on the Nile, c. 1872

Oil on canvas

26x40.6 cm (10 Yax 15 % 1n.)
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Edwin Lord Weeks (1849-1903) travelled to Egypt on
multiple occasions during the 1870s and 1880s, drawn by the
country’s ancient monuments and contemporary urban life.
In Cairo, he studied Islamic architecture, bazaars, mosques
and street scenes, producing numerous studies that informed
finished works exhibited in Paris. He also journeyed along
the Nile, visiting sites such as Luxor and Karnak, where

the monumental scale of Pharaonic architecture reinforced
his interest in historical continuity and cultural spectacle.
Egyptian subjects, ranging from temple interiors to everyday
scenes of worship and commerce, occupy an important

place within Weeks’ broader Orientalist oeuvre. Through
his disciplined academic training and sustained engagement
with the regions he depicted, Weeks emerged as one of the
most accomplished and credible Orientalist painters of

his generation, bridging American origins and European

academic tradition with first-hand experience of the Orient.

The Nile River has long been regarded as the lifestream of
northeastern Africa, shaping the political, economic and
cultural development of the civilisations that flourished
along its banks. Stretching over 6,600 kilometers, the Nile

is the longest river in the world and was central to the
emergence of ancient Egyptian society from as early as the
fourth millennium B.C. Its annual inundation deposited rich
alluvial silt across the floodplain, enabling highly productive
agriculture in an otherwise arid environment and fostering

sustained population growth. This predictable cycle informed
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not only farming practices but also religious belief systems,
calendrical science and state administration. Beyond its
agricultural function, the Nile served as Egypt’s principal
artery of communication and trade. Flowing northward
while prevailing winds blew south, the river enabled efficient
two-way transport, uniting Upper and Lower Egypt and
facilitating the movement of stone, grain, gold and other
commodities. The Nile also connected Egypt to Nubia and
sub-Saharan Africa, acting as a conduit for cultural exchange
and imperial expansion. Over successive dynasties; temples,
cities and monumental architecture rose along its banks,
testifying to the river’s centrality in both sacred and secular
life. The Nile thus functioned not merely as a geographic
feature, but as a foundational force in the continuity and
identity of ancient Egyptian civilisation. The present artwork
was acquired from the Estate of Ediwn Lord Weeks and

will be included in the catalogue raisonné currently in

preparation by Dr. Ellen K. Morris (PhD).
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OTTO PILNY

(Ceské Budg&jovice 1866 — 1936 Ziirich)
Sunset on the Oasis, 1901
Signed and dated lower right: O. Pilny. 1901

Oil on canvas

72 x 60 cm (28 V3 x 23 V2 1n.)
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Otto Pilny was an Austrian-Orientalist painter born in 1866,

whose career unfolded at a moment when Vienna stood as a major
intellectual and artistic center of the Austro-Hungarian Empire.

Pilny received his formal artistic education at the Academy of Fine
Arts in Vienna, where he studied under Christian Griepenkerl (1839-
1916), one of the most influential academic painters of the period.
Griepenkerl’s emphasis on historical accuracy, compositional discipline
and polished finish shaped Pilny’s artistic sensibility, instilling in him a

commitment to technical exactitude that would define his work.

From an early stage, Pilny demonstrated a fascination with the
cultures, architecture and ceremonial life of the Orient. Pilny
undertook extensive travels throughout Egypt, Palestine and the
broader Levant. These journeys afforded him direct access to the
people, places and cultures of the Orient, which he meticulously
recorded through sketches and studies executed on site. His paintings
frequently depicted Arab desert camp life. Pilny’s work is distinguished
by its jewel-like precision, almost impressionistic rich colour palette
and an accurate attention to costume and ornament. His compositions
convey a sense of ceremonial stillness and presents the Middle East in

a timeless fashion.

During his lifetime, Pilny achieved considerable commercial success
and exhibited widely across the Europe continent. His works

entered prominent public and private collections, and today they are
represented in institutions such as the Belvedere Museum, Vienna and
the National Gallery, Prague, as well as in important private collections

devoted to 19"-century Orientalist painting.
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FELIX ZIEM

(Beaune 1821 — 1891 Paris)

Turkish Merchants in Venice, c. 1889

Signed lower right: Ziem.
Oil on canvas

41 x63 cm (16 V4 x 24 % 1n.)
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Félix Ziem (1821-1891) was a French painter whose luminous
visions of Venice and the eastern Mediterranean secured his
reputation as one of the most distinctive landscape painters

of the 19™ century. Born in Beaune to a family of modest
means, Ziem initially trained as an architect in Dijon, an edu-
cation that endowed him with a lasting sensitivity to structure
and spatial rhythm. Largely self-taught as a painter, he began
exhibiting at the Paris Salons in 1849, where his atmospheric
landscapes quickly attracted critical and commercial attention.
By the early 1850s, Ziem had established close ties with the
Barbizon circle, particularly Théodore Rousseau (1812-1867),
whose emphasis on working from nature and tonal harmony
influenced his artistic approach. Admired for his handling of
light and atmosphere, Ziem attracted an elite clientele and
achieved the rare distinction of being the first living artist to
have his paintings acquired by the Louvre. In 1857, the French
government formally recognised his contribution to the arts by
awarding him the Great Medal and appointing him Chevalier de
la Légion d’Honneur.

Travel proved central to Ziem’s artistic identity. Beginning in
the 1840s, he journeyed extensively through Italy, Russia and
the eastern Mediterranean, developing a lifelong fascination
with Venice, which he visited more than twenty times. His
exposure to Constantinople in 1847 and again after 1856
further expanded his engagement with Ottoman subjects, while
subsequent travels to Egypt, Beirut and Damascus enriched his

visual repertoire. Turkish Merchants in Venice, acquired directly
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from The Walters Museum of Art, Baltimore, reflects Ziem’s
deep understanding of Venice as a liminal space between East
and West. Set against the city’s distinctive architecture and
waterways, the painting depicts Ottoman merchants as integral
participants in Venetian commercial life and within the city’s
economy. Irom the late medieval period through to the early
modern era, Venice and the Ottoman Empire maintained
one of the most complex and enduring relationships in
Mediterranean-economic history. Though frequently political
rivals, the two powers were bound by mutual economic
dependence. Venice relied heavily on Ottoman territories for
access to spices, silk, cotton, grain and luxury goods arriving
from Asia and the Levant, while Ottoman markets benefited
from Venetian maritime expertise and European distribution
networks. Venetian merchants maintained permanent trading
quarters in key Ottoman ports, including Constantinople,
Alexandria and Smyrna, operating under carefully negotiated
capitulations that regulated commerce and diplomacy. This
sustained interaction fostered profound cultural exchange.
Ottoman textiles, ceramics, and costumes entered Venetian
visual culture, while Venetian artistic conventions influenced
Ottoman court aesthetics and urban architecture. Both empires
functioned as global trade hubs, mediating the flow of goods,

people, and ideas between East and West.
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HERMANN D.S. CORRODI

(Frascati 1844 — 1905 Rome)

Sunset on The Nile, c. 1880

Signed lower left: H. Corrodi Roma
Oil on canvas

67 x 127 cm (26 V2 x 50 in.)
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Hermann David Salomon Corrodi (1844-1905) was a Swiss
painter renowned for his luminous landscapes and evocative
genre scenes of the Mediterranean world, North Africa

and the Levant. Born into a distinguished artistic family,
Corrodi’s early formation was shaped by rigorous academic
training and extensive travel. From 1860, he studied in
Geneva under the celebrated Swiss landscape painter
Alexandre Calame (1810-1864), whose dramatic Alpine
vistas instilled in him a keen sensitivity to atmosphere and
natural light. In 1866, Corrodi continued his education at
the Accademia di San Luca in Rome, studying under his
father, Salomon Corrodi (1810-1892), a highly respected

figure within European landscape painting.

Corrodi’s career was defined by near-constant movement
across Europe and the eastern Mediterranean. He travelled
widely through Egypt, Syria, Cyprus, Constantinople

and Montenegro, experiences that informed his pictorial
language. By the early 1870s, his reputation had grown to
an international level. He studied in Paris in 1872, exhibited
at the Munich International Exhibition and travelled

to London, where members of the British Royal Family
acquired his works. His success was further cemented when
he received a Gold Medal at the Universal Exhibition in
Vienna in 1873. From 1876 onwards, Corrodi adopted a
scasonal rhythm, spending winters in Rome and summers in
Baden-Baden, where he received numerous commissions from

the German aristocracy, including Wilhelm II (. 1888-1918),
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who acquired his celebrated Dome of the Rock, Jerusalem. Egypt
occupied a particularly important place within Corrodi’s
artistic intrigue. His first journey there, undertaken in the
winter of 1876-1877, proved profoundly influential and

was followed by several return visits. These travels allowed
him to study the Nile Valley firsthand, producing countless
sketches that later served as the foundation for finished
studio compositions in Rome. His work was consistently
well received by British audiences; notably, Storm in the Desert,
Fgypt was exhibited at the Royal Academy, London, in 1881.
In recognition of his achievements, Corrodi was knighted
Accademico di Merito by the Accademia di San Luca in 1893,

where he had also served as a long-standing professor.

Sunset Along the Nile stands as a quintessential example of
Corrodi’s mature engagement with Egypt. In this work, he
masterfully synthesises his strengths as a landscape painter
with his refined abilities in genre painting. The composition
1s suffused with the warm, fading light of dusk, as the sun
sinks behind the horizon and casts golden and rose-hued
reflections across the calm surface of the Nile. Silhouetted
figures, likely local inhabitants engaged in daily routines
along the riverbank, provide a gentle human presence,
anchoring the scene in lived experience while never

overwhelming the grandeur of the landscape itself.
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JEAN-JOSEPH BENJAMIN
CONSTANT

(Paris 1845 —1902)

Odalisque (Intérieur de Harem), 1879

Signed and dated lower right: Benjamin Constant 79
Oil on canvas

100.5 x 62.5 cm (39 Vo x 24 /2 in.)
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Jean-Joseph Benjamin-Constant (1845-1902) was born in
Paris and received his early artistic formation at the Ecole
des Beaux-Arts in Toulouse, where he studied under Jules
Garipuy (1817-1893). There, he acquired a rigorous academic
foundation through the study of anatomy, drawing after
antique sculpture and the compositional principles of history
painting. His promise was swiftly recognised when he was
awarded the prestigious Grand Prix de Peinture, which he
shared with his close friend Jean-André Rixens (1846-1925).
In 1867, Benjamin-Constant continued his training in Paris
at the Ecole des Beaux-Arts under Alexandre Cabanel (1823-
1889). Although his earliest works were rooted in subjects
from ancient history, his admiration for Eugene Delacroix
(1798-1863), Peter Paul Rubens (1577-1640) and Antoine
Watteau (1684-1721) already signalled an emerging sensibility
for expressive colour and theatricality. His participation in
the Paris Salon of 1869 marked an early public success and
the State’s acquisition of Hamlet and the King, 1867 (RMN-
Grand Palais, Musée d’Orsay, Paris) confirmed his growing
reputation, particularly for his dramatic handling of light and

shadow.

A decisive turning point in Benjamin-Constant’s career
occurred with his travels to Spain and Morocco in 1870
alongside Georges Clairin (1843-1919) and Henri Regnault
(1843-1871), followed by an extended return to Morocco
in 1871. These journeys proved fundamental, providing

both visual material and conceptual direction for an oeuvre
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increasingly devoted to Orientalist themes. Tangier, with

its luminous architecture, winding streets and distinctive
social spaces, left a lasting impression on the artist.

The secluded terraces and interiors associated with the
harem, in particular, inspired many of his most celebrated
compositions. Upon his return to Paris, Benjamin-Constant
exhibited Orientalist works at the Paris Salon to considerable
acclaim, earning medals in 1874 and 1876, while major
museums across Irance acquired his paintings. By the 1880s
and 1890s, his stature was such that he shared the honorary
presidency of the Society of French Orientalist Painters with
Jean-Léon Gérome (1824-1904) and undertook prestigious

decorative and portrait commissions.

Set within a softly illuminated interior, the reclining female
figure in Odalisque, 1879, evokes the imagined intimacy of
the harem, a space filtered through Western fantasy rather
than ethnographic observation. Luxurious textiles, warm
tonal harmonies and the languid pose of the sitter create a
composition that privileges mood and visual opulence over
narrative specificity. As with much of Benjamin-Constant’s
work, Odalisque reveals his mastery of colour and surface,
while also reflecting the broader 19*-century European
fascination with the Orient as a site of beauty, leisure and
exotic reverie. The painting stands as a refined expression
of his contribution to Orientalism, situating him among the
leading figures who shaped the movement’s visual language

at the height of its popularity.
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EDOUARD FREDERIC
WILHELM RICHTER

(Paris 1844 — 1913)

T he Harem Dancer, c. 1866

Oil on canvas

51.5 x 75.5 em (20 Va x 29 ¥4 in.)
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Edouard Frédéric Wilhelm Richter (1844-1913) was a

French painter born in Paris, whose academic formation and
cosmopolitan outlook placed him firmly within the milieu

of late 19"-century Orientalist painting. Richter began his
artistic training at the Hague Academy of Fine Art before
continuing his studies in Belgium, experiences which exposed
him to Northern European traditions of realism and careful
draftsmanship. Upon returning to Paris, he enrolled at the
Ecole des Beaux-Arts, studying under Ernest Hébert (1817-
1908) and Léon Bonnat (1833-1922), both of whom were
instrumental in shaping his disciplined approach to figure
painting. During the 1860s, Richter’s exhibited works consisted
largely of portraits and genre scenes; however, his growing
fascination with North Africa and the Orient became evident
early on, notably with his 1866 Paris Salon submission,
Orientale a la Fontaine, Alger. By the 1870s and 1880s, Richter
had fully embraced Orientalist subject matter, becoming a
permanent member of the Société des Artistes Irangais in
1883. His refined handling of colour earned praise from
contemporaries, with Louis du Seigneur famously describing
his palette as one of “precious gems.” Though documentation
of Richter’s travels remains limited, the ethnographic
specificity and architectural accuracy of his work strongly
suggest first-hand exposure to Andalusia and possibly Algeria,

either through direct travel or sustained visual study.

The present Harem scene by Richter exemplifies the artist’s

fascination with the Orient, combining a more imagined
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and stylised dancer in the foreground with precise attention

to architectural detail in the background. The carefully
orchestrated interior reveals unmistakable features of Moorish
architecture, particularly the scalloped arches, carved stucco
and geometric ornamentation reminiscent of the Alhambra

in Granada. Within this opulent harem setting, reclined and
seated female figures are rendered with calm intimacy, some
playing instruments such as the tambourine and the mandolin,
and others watching rather than participating. Richter’s
interest in ethnographic precision is especially evident in the
costumes, which closely resemble £at fabrics worn by noble
Algerian women in the late 19" century, textiles rooted in the
Karkabou artistic tradition. Such richly detailed interiors typify
Richter’s Orientalist period and were widely admired within
Parisian artistic circles, particularly by Austrian and German
painters working in France, including Ludwig Deutsch and
Rudolf Ernst. The painting thus stands as a compelling
synthesis of academic training, imaginative reconstruction and
the enduring European fascination with the imagined private

worlds of the Orient.
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