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MARTIN SCHONGAUER 
Colmar 1450 c. – Breisach 1491 

1. Christ Enthroned c. 1470 
 

Engraving. 
Bartsch 70, Lehrs 33 1/ IV, Falk -Hirte 33. 
The New Hollstein 33 I/III, Schmitt 33 1/3 I/III 
173 x 124 mm; sheet 190 x 146 mm 
A superb, rich and black, early impression, in parts with burr, before the reduction and before 
the nail hole in the copperplate. Printed with great clarity on laid paper with watermark Bull’s 
Head with Staff and Heart (similar to Lehrs watermarks 42; c. 1470). The platemark fully visible, 
with wide margins (approximately 7-11 mm) on all sides. 
It is very rare to find a print by Schongauer in such excellent condition. 
Provenance: 
Unidentified stamp on verso (not in Lugt); 
Kornfeld & Klipstein, Bern, auction on 14 June 1967, lot 313; 
acquired there by Dr. Otto Schäfer (1912-2000). 
Exhibitions: 
Exhibition catalogue: Martin Schongauer. Das Kupferstichwerk, edited by Tilman Falk and Thomas 
Hirthe, Staatliche Graphische Sammlung München 11.9.-10.11.1991, München 1991, cat. 33, 
with illustration on page 105. 
Exhibition catalogue. Kunst und Können. Drei graphische Techniken und ihre Meister. Schongauer- 
Kupferstiche, Dürer-Holzschnitte, Rembrandt-Radierungen (...), Martin von Wagner Museum 
Würzburg and Städtische Sammlungen Schweinfurt 1985/1986, Schweinfurt 1985, cat. page 5 
(with illustration). 
Impressions of the first state are very rare. Lehrs records a total of circa 40 impressions of 
which only 12 impressions represent the first state, all 12 are ranked ***. Lehrs does not record 
the watermark Bull’s Head with Staff and Heart for this print. However, this watermark is listed by 
him for early impressions of other prints. In this exceptional quality our print is of the greatest 
rarity and there is to our knowledge no other impression on the market in similar quality. This 
is the impression reproduced in the exhibition catalogue by Falke/Hirthe. 
The figure of the blessing God holding a scepter and a globe was interpreted on the one 
hand as Christ (Lehrs), on the other hand due to the missing cross in the nimbus it was 
interpreted as God the Father (Bartsch/Wurzbach). It is also possible that the artist did not 
want to distinguish between the diverse identities of God the Father and the Son of God, but 
to represent both in one figure. That means God is represented in both his manifestations 
(Hirthe). There is a long pictorial as well as a theological tradition for the fusion of both 
figures into one, for example in book illumination, as in the representation of trinity or in the 
representation of the Deesis in Jan van Eyck’s altarpiece in Gent. By using the formulation 
of a curtain held open by two angels which allows us to see God enthroned and blessing, 
Schongauer recalls previous prototypes, perhaps regarded in his times as particularly 
venerable. 
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GIULIO BONASONE 
Bologna 1498 – Rome 1574 

2. NOAH AND THE ANIMALS LEAVING THE ARK, 1544 
 

Engraving, 1544, after Raphael; Bartsch 4 I (II); Massari 38 I (II). 304 x 384 mm. 
Provenance: 
Peter Lely (1618-1680), London (Lugt 2092); possibly his posthumous sale, Sonnius, Lankrink 
et Thompson, London, 11 April 1688 (and following days). 
Very fine, early impression of the first state of two, trimmed on or just inside the platemark 
but retaining a fillet of blank paper outside the borderline, with a light trace of vertical fold, in 
very good condition. On paper with watermark Ladder in a Circle surmounted by a Star, similar to 
Briquet 5920, and Woodward 238 A (circle 43 x 44 mm, total height 71 mm, c. 1548). 
References: 
Stefania Massari, Giulio Bonasone vol. I, Rome, 1983; no. 38. 
W. L, Strauss, Suzanne Boorsch, John Spike, The Illustrated Bartsch 28 (Formerly Vol. 15, Part 1): 
Italian Masters of the Sixteenth Century, New York, 1985; no. 4, p. 113. 
A painter, engraver and etcher from Bologna, Bonasone was active in Bologna and Rome. He 
made prints after Michelangelo, Raphael, Parmigianino, 
Polidoro da Caravaggio, Perino, Giulio Romano, and 
Titian. He also created prints from his own designs 
of mythological and devotional subjects. His plates 
were published by Salamanca, Barlacchi and Lafreri. 
Bonasone’s important print series include the Amorosi 
diletti degli Dei, the Passio Domini Nostri Iesu Christi and the 
Amori, sdegni e gielosie di Giunone. 

 
The watermark Ladder in a Circle surmounted by a Star 



GIOVANNI JACOPO CARAGLIO 
(Verona 1500 – Parma 1565) 

3. THE ANNUNCIATION

Engraving, after Titian, circa 1537, Bartsch XV.67.3; TIB 28[15], 79.3; TIB Commentary 28, 
2802.003. 
A fine impression of this rare print on paper with watermark Crossed-Arrows with Star 
(similar to Briquet 6300, Brussels 1551-56). 
In very good condition, trimmed on the platemark, light traces of creases, unobtrusive on the 
recto. 
453 x 343 mm 
The print is based on a lost work by Titian painted in 1536 and acquired by Emperor Charles 
V. Charles’s motto Plus ultra appears on banderoles at the top of the print. This may have been
Caraglio’s last print since he left Italy in 1539 to work for Sigismund I of Poland as a medallist
and architect.
A good impression of the print is at the Metropolitan Museum, New York (accession number 
49.97.219) 

Watermark Crossed-Arrows 
with Stars similar to Briquet 
6300, Brussels 1551-56 5 
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ANDREA MELDOLLA, called LO SCHIAVONE 
Zara 1510 /15– Venice 1563 

4. CHRIST AND WOMEN ON THE STAIRCASE, 1541/44 
 

Etching and drypoint. II/III according to recent research by Chiara Callegari. 
Bartsch, vol. XVI, p. 29, n. 14; T.I.B., vol.32, p. 50, n. 14 (47); F. L. Richardson, 1980, p. 83, 
n. 14; Ger Luijten ‘La Bella Maniera- Drukgraphike des Manierismus aus Sammlung Georg 
Baselitz’, Bern, Berlin; p. 178, n. 62; Aa. Vv., ‘Splendori del Rinascimento a Venezia, Schiavone 
tra Parmigianino, Tintoretto e Tiziano’, Milan 2015; n. IV.6, p. 328 (entry by Chiara Callegari), 
illustrated p. 194. 
211 x 144 mm; sheet 216 x 150 mm. 

 
Provenance: Kupferstichkabinett Waldburg Wolfegg (Lugt 2542) 

 
Fine impression of the second state, with the new interventions on the plate; Meldolla has 
engraved some vertical lines to create the profile of the face of Christ, completing the design 
of the cheek, suggested in the first state by only two contiguous lines. The effect obtained is a 
more oval and elongated face; other hatches have been added to the most shaded areas of the 
composition. 

 
Printed on paper with watermark ‘Anchor with single lined arms and shank in circle with 
lozenge quatrefoil’ (Woodward no. 179, p. 113, Venice c. 1566). 
The impression has a rich plate-tone that gives special atmospheric effects, similar to those that 
the artist gets in his chiaroscuro prints and drawings. 
Our impression is early, with wiping scratches, before the appearance of the two holes in the 
upper and in the lower side of the print; the oxidation spots, typical of the early impressions 
(due to the plate material, probably pewter) are still much evident. 
In fine condition, with margins all around. 
A very rare print. 

 
In this sheet Christ is depicted with his left hand raised while he stands in front of a staircase, 
where some women are seated in the act of listening with devotion to his words. Other female 
figures, at the top of the staircase, invite Christ to rise. 
In the lower part of the composition two disciples converse, and one of them points with his 
right hand to the Messiah. It is probable that the composition refers to Matthew’s Gospel (15, 
21-8). 
Richardson dated the sheet to the second phase of Schiavone activity, around 1541/44, when 
he is very close to Parmigianino’s style. 
The scholar pointed out also the Central Italian influences on the artist in particular Francesco 
Salviati, as we can see in the faces of the female figures in the upper part of the composition. 
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AFTER PIETER BRUEGEL THE ELDER 
Eindhoven c. 1525/30 – Brussels 1569 

5. IRA
Anger, 1558

Engraving, by Pieter van der Heiden after Peter Bruegel.
New Hollstein, n. 21, Lebeer 18, Orenstein, 2001, only state.
Sheet 227 x 299 mm.
Inscribed at lower left: .P. brueghel. Inuentor.; at lower center: PAME (monogram); IRA; at 
lower right: .H. Cock. excude. Cum gratia et privilegio .1558.; in lower margin: ORA TUMENT 
IRA, NIGRESCUNT SANGUINE VENAE.
(Anger makes the face swell up, and the veins grow black with blood.) / Gramscap doet den 
mont swillen/ en verbittert den moet /Sy beroert den gheest/ en maeckt swert den bloet.
(Anger makes the mouth swell, and embitters the nerves; it disturbs the spirit, and blackens 
the blood).
Engraved by Pieter van der Heyden after Peter Bruegel, edited by Hieronymus Cock.
From the series of Seven Deadly Sins, completed between 1556 and 1558. The preparatory 
drawing, in pen and brown ink, dated 1557, is preserved at the Gabinetto Disegni e Stampe 
degli Uffizi, Florence.
Fine harmonious impression of this rare engraving, printed with a great clarity and plate-tone, 
in the only state, according to Nadine Orenstein. The guidelines are visible, characteristic of 
the early impressions.

In 1556 Bruegel started to work on his most elaborate achievement in the field of allegorical 
composition as subjects for prints after his design. 
The Series of Seven Deadly Sins is carried out in the style of Hieronymus Bosch and filled with 
fantastic figures in a landscapes. 
The caption at the bottom of the engraving describes how the angry man is prevented by 
the deadly sin of wrath to use Will and Reason, the only two sources of moral action. ‘Wrath 
congests the face, poisons the soul, the spirit upsets and corrupts the blood’. 
The series of Seven Deadly Sins was completed between 1556 and 1558. 

Reference: 
Nadine M. Orenstein, Pieter Bruegel the Elder, Drawings and Prints, New York-London, 2001, page 
158, n. 54. 
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CAMILLO PROCACCINI 
Parma 1561 – Milan 1629 

6. THE TRANSFIGURATION, 1587-90 
 

Etching 
Bartsch, vol. 18, p. 20, no. 4 I/II 
566 x 345 mm 
Signed bottom right on a stone Camillo Percacino Inu.inci., (the Bolognese spelling of his name). 
Fine impression of this very rare and important etching, printed unevenly as usual, on laid 
paper with watermark Fleur-de-Lys in a Circle under Crown, similar to Woodward 1996, nos 103, 
104.; with strong vertical wiping marks; trimmed outside the borderline on three sides and to 
the borderline at the top. In very good condition; traces of creases unobtrusive on the recto. 
This etching relates to the composition of a painting that Procaccini made early in his Milanese 
career, between 1587 and 1590, for the church of San Fedele. 
The same subject was used for the organ shutters of the Milan cathedral between 1592 – 1595, 
but with some changes and the addition of a fourth Apostle kneeling on the ground. 
The etching depicting the Transfiguration was made at the beginning of the artist’s reputation 
in Milan and was regarded as a demonstration of his skills. 
The Transfiguration of Christ is seen as a prefiguration of the Resurrection. Three men 
among his followers Peter, James and John lead him on a distant hill, where they saw Christ 
‘transfigurated before them and his face did shine as the sun, and his garments became white as the light’ 
( Mattew 17:2). The disciples heard Elijah and Moses talking with Jesus, this moment is 
depicted by Procaccini in the Transfiguration etching, the most audacious and powerful 
etching of the sixteenth century. 
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JACQUES BELLANGE 
Nancy 1575 c. - Nancy 1616 

7. JARDINIÈRE AU VASE 

Etching, signed lower left 
Robert-Dumensnil 44; Walch 11 I/II; Worthen-Reed 15; Griffiths-Hartley 35; Tuillier 41c 
Sheet 354 x 213 mm 
An extremely fine impression printed with plate tone and wiping scratches on paper with 
watermark Grape (Griffiths- Hartley 1), in the first state of two, before the addition of Le 
Blond’s address. 
In good condition, apart two printer’s creases in the middle of the composition and another 
upper left in the white paper, trimmed within the platemark on the bottom. 
Our impression is the one exhibited at the British Museum in 1997 and published in the 
catalogue by Griffiths and Hartley. 
The etching is related to a fine drawing in pen, washed in blue, kept at the Stockholm National 
Museum (Inv. 81/1874, No. 88). 
The print belongs to a series of four sheets, depicting female figures. These graceful gardeners 
testify the taste and the tradition of the late ‘500 and early ‘600 of representing the various 
trades and occupations of life. According to the most recent literature, (Griffiths-Hartley, p. 
113), the artist, beyond the tradition and inspired by the ancient world, reaches highly refined 
effects. Our hortulana, with her elegant gait, announces the world of the court festivals. 
Wearing stylish shoes, she carries on her head a basin which evokes the Mannerism and the 
taste of the Fontainebleau school. 

 
 

References: 
Alexandre-Pierre François Robert-Dumesnil, Le Peintre-graveur français, ou catalogue raisonné des 
stampe gravée par les peintres et les dessinateurs de l’école française, vol. V, Paris, 1841, pp. 91- 97 and 
vol. 11, Paris 1871, pp. 9-12 
Nicole Walch, Die Radierungen des Jacques Bellange. Chronologie und kritischer Katalog, München, 
1971 
Amy N. Worthen-Sue Welsh Reed, The Etchings of Jacques Bellange, catalogue of the exhibition, 
Des Moines Art Center - Museum of Fine Arts, Boston - Metropolitan Museum of Art, New 
York, Boston, 1975 
Ger Luiten, La Bella Maniera. Druckgraphik des Manierismus aus Sammlung Georg Baselitz, Bern- 
Berlin, 1994, pp. 251-265 
Paulette Choné, Jacques Bellange, in Allgemeines Künstler Lexikon, vol. 8, München - Leipzig, 1994, 
pp. 434-437 
Antony Griffiths-Craig Hartley, 
Jacques Bellange, ca. 1575- 
1616. Printmaker of Lorraine, 
catalogue of the exhibition, 
British Museum, London, 1997 
Rainer Michael Mason Le 
Beau Style, 1520-1620. Gravures 
maniéristes de la collection Georg 
Baseliz, Köln, 2001, pp. 260-269 
Jacques Thuillier, Jacques 
Bellange, catalogue of the 
exhibition, Musée des Beaux- 
Arts de Rennes, 2001 

watermark Grape 
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GIOVANNI DOMENICO TIEPOLO 
Venice 1727 – 1804 

8. VALOR, FAME AND PRUDENCE, 1749-50 
THE GLORIFICATION OF THE FRANCESCO BARBARO FAMILY 

 
Etching and engraving 
Rizzi, 1971, p. 252, no.113 I/II 
368 x 549 mm 

 
Inscribed in the plate at bottom center: Joannes Batta Tiepolo inv. et pinxit. / Jo. Dominicus Filius 
del. et fecit. 
A very fine, brilliant impression, with velvety effects in the darker areas, in the first state of two, 
before the addition of the number 37 upper left, added in the edition of 1776. 
In fine condition with uncut margins, trace of a vertical fold at center, visible manly on the 
verso, unobtrusive on the recto. 
Domenico made this etching from his father’s painting, formerly at the Palazzo Barbaro in 
Venice and now at the Metropolitan Museum of Art. This is the largest painting by Giovanni 
Battista, his son Domenico translates this subject in an imposing etching with impressive and 
sensuous figures. Printed on XVIII century Venetian paper with watermark: letters S V. 
The print is included in the Domenico’s Catalog with the title: Valor, Fama, Prudence and 
Nobility, but represents the Apotheosis of Francesco Barbaro, as indicated in the Mariette Index: 
The ceiling depicts the subject of the canvas by Giovanni Battista: Valor and Fama with the trumpet that is 
painted in the house of N. H. Barbaro. The canvas, which was on the spot until 1780, is now kept at 
the Metropolitan Museum in New York, (see Pallucchini, L’ opera completa di Giambattista Tiepolo, 
1968, n.190). 
Reference: 
Aldo Rizzi, L’opera grafica dei Tiepolo, Le acqueforti, 1971 
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GAETANO GANDOLFI 
S. Matteo della Decima 1734- Bologna 1802 

9. STUDY OF HEADS 
 

Etching 
De Vesme no. 17; Gozzi no. 15 II/II 
106 x 154 mm 
Monogrammed in lower center: GGF 

 
Very fine impression, brilliant and richly inked, in the second state of two, monogrammed GGF 
in lower center, printed on laid paper, without watermark. 
In excellent condition, with regular margins all around. 
This rare print was attributed by De Vesme to Gaetano Gandolfi in 1906. De Vesme knew 
an impression in the Cabinet of Prints of the National Library of Parma. The sheet was 
erroneously attributed by Nagler (N. II, 3006) to Ch. G. Geisler. 
Fausto Gozzi, in his Catalogue on Gandolfi’s prints, published another fine impression of our 
etching, which is in private collection (no. 15). 
The sheet depicts a Capriccio of heads. In the foreground, frontally, there is a man with 
mustache, turban and a plume, which bears on his shoulder the artist’s monogram. On the left 
we can see two female profiles and on the right side, in the shadow, two male profiles. 
The Capricci di teste were very much in vogue at the time of the Gandolfi and all three of the 
artists competed in the genre with graceful and refined drawings and engravings 
This vogue is documented also by the existence of an album of 23 etchings made by Luigi 
Tadolini (1758-1823); a specimen of the complete series is kept in the Jacques Doucet Library 
in Paris (see D. Biagi Maino, 1994, Gaetano Gandolfi’s capricci of heads: drawings and engravings, in 
The Burlington Magazine, CXXXVI, n. 1905, June, pp. 375-379). 
References: 
Fausto Gozzi, Ubaldo, Gaetano e Mauro Gandolfi: Le incisioni, 2002. 
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FRANCISCO DE GOYA Y LUCIENTES 
Fuendetodos 1746 -1828 Bordeaux 

10. THE SLEEP OF REASON PRODUCES MONSTERS, 1799 
El sueño de la razon produce monstruos 

 
Harris 78, III/1 / III.12 (1. Ed 1799). 
Etching and aquatint 
216 X 151 mm; sheet 288 X 190 mm 
Provenance: Loys-Henry Delteil. Lugt.773 
An extremely fine impression, in the first edition, printed on laid paper, with delicate tone of 
the aquatint. A fingerprint in printer’s ink at the upper right margin between the edge of the 
image and the platemark, another below just on the left edge of the image and a third at the 
upper left corner; which are all marks of an early impression. 
In fine, pristine condition, with good margins all around. 
The print is of the greatest rarity and we must also note its provenance from the collection of a 
scholar who was among the first to study Goya as a printmaker. 
We have here the possibility to appreciate Goya’s full command of the medium, the aquatint 
integrates perfectly with etching. 
This is the most famous plate in the series: Goya had first wanted to use it as a title page. A 
preparatory drawing in the collection of the Prado in Madrid has the title Sueno 1°. Goya 
added a title in pencil, Ydioma univer / sal Dibujado/ y grabado p.r / Fran.co de Goya/ año 1797 
[Language univer / sal Drawn / and engraved by / Francisco de Goya / in the year 1797], as well 
as indications on how to interpret the Caprices: El Autor Soñando. / Su yntento solo es desterrar 
bulgaridades perjudiciales, y perpetuar con esta obra de caprichos el testimonio solido de la verdad. [The 
author, asleep. / His only aim is to drive away harmful superstitions and to perpetuate, through this 
volume of caprices, the firm testimonial of truth]. In another sketch, also in the Prado Museum, two 
self-portraits of Goya are among the visions swarming around the sleeper: they encourage the 
interpretation in which the ‘sleeping author’ would be Goya himself. 



17 

 

  



18 

 

 

GIOVANNI FATTORI 
Livorno 1825 – Florence 1908 

11. PORTRAIT OF A MAN WITH CHIGARETTE HOLDER 
 

Zinc etching, Franconi 124 
157 x 103 mm; sheet 278 x 205 mm. Signed in the plate at bottom right GFattori 
Provenance: Libreria Prandi, Reggio Emilia, their blind stamp at the right of bottom margin. 
Fine impression with strong plate-tone; wide margins, very good condition. 
This is an extremely rare print. Baboni-Malesci in their work of 1983 just mention the print, 
without reproducing any impression. 
The plate also is unknown. One of the very few existing impressions was in the Franconi 
collection, which is now at the Accademia Carrara, Bergamo; see A. Baboni, Le Acqueforti di 
Fattori nella Collezione Franconi, Florence 1989, p. 213 
Giovanni Fattori, possibly the most important painter of the nineteenth century in Italy, 
received his first instruction in drawing in Livorno. In 1846 he moved to Florence to attend 
the Academy. During the 1850s he joined the innovative artists, called ‘Macchiaioli’, who met 
in Florence at the Caffè Michelangelo and were champions of a new technique and style to 
contrast the conventional academic language. During those years, he still produced works that 
could be attributed to the historical-romantic school but his interest in studying from life also 
extended to landscape painting and the military life of the day became the subject of his first 
experiments in painting using the ‘macchia’ technique. In 1867, after the death of his first 
wife, Fattori frequently stayed in the Maremma region, which became the ideal backdrop for 
his works. Fattori began etching in the early 1880s, when he was nearly sixty; quite soon he was 
able to appreciate the difference of expression he could achieve using this new medium. A 
real ‘peintre-graveur’, he improved with etching his research on light and essential shapes in 
reality. 

 
 

References: 
M.C. Bonagura, Le acqueforti di Fattori della collezione Rosselli, Florence 1976; n. 30. 
A. Baboni, G. Malesci, Giovanni Fattori l’opera incisa, Milan 1983; no. LXXIV. 
A. Baboni, Incisioni di Giovanni Fattori nella collezione Franconi /e Catalogo Generale dell’Opera Incisa 
Fattoriana, Florence 1987, no. 52. 
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TELEMACO SIGNORINI 
Florence 1835 – 1901 

12. IL GHETTO: PIAZZA DELLA FRATELLANZA, 1886 
 

Etching and drypoint on zinc 
365x235 mm, the sheet 650x480 mm. 
Monogrammed in the plate at the bottom and signed in pencil by the artist in the lower right 
corner. 
Single state. 
Provenance: Prandi’s library Reggio Emilia, dry stamp at the bottom right. 
The plate is preserved at the Uffizi Drawings and Prints Department (inv.255M). 
Excellent contemporary impression, printed with a rich tone, selectively wiped in a few areas to 
give strokes of light to the composition, as in the center of the road and on the hair and clothes of 
the old lady on the left. 
In excellent condition, uncut margins with the n. 10 at the top right. 
The sheet belongs to the famous series of eleven etchings depicting the Old Market of Florence 
built around 1866. These buildings were restructured in a nefarious manner with the consequent 
destruction and disappearance of the Jewish Ghetto and the Old Market, in favor of the creation of 
the New Central Market , inaugurated in 1874. 
This last date is the one that appears on the cover of the portfolio that collected the series, but, in a 
letter of 1892 by Signorini to the president of the Academy of Florence, the author given the 
execution of the etchings in 1886. 
As is known the series takes the subjects of the paintings dedicated by the artist to the Old 
Florentine Market. 
Signorini belonged to the circle of young artists that gathered regularly at Caffé Michelangelo in 
Florence. Along with Giovanni Fattori and Silvestro Lega, he was one of the leading exponents of 
the Macchiaioli, the Italian variant of the French en plein air painters. Signorini was a passionate free 
spirit, who spent most of his life wandering in Italy and Europe. He frequently travelled to Paris 
and London, to exhibit and sell his works, at the Royal Academy and the Grosvenor Gallery in 
London, and through the dealers Goupil and Reitlinger in Paris. In Paris Signorini met Corot and 
Courbet, he came into contact with Boldini and De Nittis and became interested in the work of 
Manet and Degas. Like the French masters he was fascinated  by the expressive potential of 
printmaking and experimented with new printing techniques. 
 
Reference: 
M. Hopkinson, Italian Prints 1875-1975, catalogue of the exhibition at the British Museum, London 
2007; pages 97-99. 
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LUIGI CONCONI 
Milan 1852 - 1917 

13. SELF-PORTRAIT AS A SHADOW – ante 1888 
 

Etching and monotype. Signed LConconi working the film of ink left on the plate in wiping. 
Mezzetti, 246; Bianchi-Ginex, no. 26 
360 x 280 mm; sheet 508 x 429 mm 

 
A fine impression, printed with black ink, working on the surface tone, on thick wove paper. 
The print is rich in monotypic effects, obtained by the artist working on the heavy film of 
ink left on the plate. In this way Conconi got special effects of light and shadow and put his 
signature in the composition. In very good condition, with large margins, minimal foxing 
Conconi was the leading exponent of the acquaforte monotipata in Lombardy. With this 
technique the artist draws directly with the ink on the plate, before pulling it under the press. 
In this way every print has different characteristics from the others. 
Conconi studied architecture at the Brera Academy and at the Polytechnic, becoming 
acquainted with the literary and artistic circles of the Scapigliatura; Tranquillo Cremona and 
Daniele Ranzoni influenced his early paintings. In the 1880s he moved from the Realism of 
Scapigliatura toward Symbolism. He received international recognition from awards in Paris in 
1900 and in Munich in 1913. Conconi took care personally of the printing of almost all his own 
plates. 
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LUIGI CONCONI 
Milan 1852 - 1917 

14. EBBREZZA - 1896 c. 
 

Etching and monotype. Signed LConconi in the smoke of the cigarette, working the film of ink 
left on the plate in wiping. 
Mezzetti, 238; Bianchi-Ginex, no. 24 
237 x 494 mm; sheet 448 x 693 mm 

 
A fine impression of the second state of two, printed with black ink, working on the surface 
tone, on thick wove paper. The print is rich in monotypic effects, obtained by the artist working 
on the heavy film of ink left on the plate. In this way Conconi got special effects of light and 
shadow and put his signature in the composition. In very good condition, with large margins. 
Conconi was the leading exponent of the acquaforte monotipata in Lombardy. With this 
technique the artist draws directly with the ink on the plate, before pulling it under the press. 
In this way every print has different characteristics from the others. 
Conconi studied architecture at the Brera Academy and at the Polytechnic, becoming 
acquainted with the literary and artistic circles of the Scapigliatura; Tranquillo Cremona and 
Daniele Ranzoni influenced his early paintings. In the 1880s he moved from the Realism of 
Scapigliatura toward Symbolism. He received international recognition from awards in Paris in 
1900 and in Munich in 1913. Conconi took care personally of the printing of almost all his own 
plates. 
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ARTURO MARTINI 
Treviso 1889 – Milan 1947 

15. BAGNANTI, 1914 
BATHERS 

 
Engraving on a clay plate, 1914. 
Monogrammed in the plate AM at bottom left. 
To the image 217 x 307 mm, sheet 352 x 445 mm 
A fine, richly inked impression, of this very rare print. Pulled on wove paper with duble 
watermark Anchor in a Circle and inscription PIORACO. 

Titled and signed in pencil at bottom Le bagnanti / AMartini. 
Reference: 
Maria Masau Dan, Licisco Magagnato, Guido Perocco, Incisori del Novecento nelle Venezie tra 
Avanguardia e Tradizione, catalogue of the exhibition at Gradisca, Palazzo Torriani and Verona, 
Museo di Castelvecchio, 1983; cat. no. 77. 
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UMBERTO BOCCIONI 
Reggio Calabria 1882 – Chievo, Verona 1916 

16. PORTRAIT OF MARIO SIRONI LYING ON A LAWN, 1907 
 

Etching and drypoint. 
Taylor 301, Bellini (2004) 9, Calvesi – Dambruoso 254 
152 x 234 mm; the sheet 362 x 458 mm 
Orginal signature in pencil Boccioni at the right of bottom margin. 

 
An extremely fine and rare impression, with barbs, pulled with a rich plate-tone on thick wove 
paper. This is certainly a rare contemporary proof curated by Boccioni himself, as demonstrated by 
the unquestionable authenticity of the signature. Catalogable as c-d / f variant, according to the 
Bellini classification. 
With large margins, in fine condition. 
The hypothesis that he who has been portrayed is Sironi, a good friend of Boccioni, was originally 
put forward by Luigi Bartolini and confirmed by Ettore Sironi, brother of the artist. 
References: 
J. Taylor, The Graphic Work of Umberto Boccioni, New York, 1961. 
P. Bellini, Umberto Boccioni. Catalogo ragionato delle incisioni, degli ex libris, dei manifesti e delle 
illustrazioni, Cinisello Balsamo, 2004. 
M. Calvesi and A. Dambruoso. Umberto Boccioni. Catalogo Generale delle Opere, Turin, 2016; 2 vols. 
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PAUL GAUGUIN 
Paris 1848 – Atuona 1903 

17. LES DRAMES DE LA MER: UNE DESCENTE DANS LE MAELSTROM, 1889 
 

Zincograph on canary-yellow paper, titled and signed in the lower centre ‘Les Drames de la 
mer P. Gauguin’ 
Mongan-Kornfeld-Joachim, page 20, no. 3, A/B 
180 x 272 mm; sheet 324 x 498 mm 

A fine and rare impression, signed in the lower centre of the plate, printed in black ink on 
canary-yellow paper, belonging to the first of two editions, of between 30 and 50 sets, 
printed by the artist in May 1889 and printed in Paris by Edouard Ancourt. 

The print is no. 7 of the series of 11 zincographs. 

Very fine impression, well-preserved colour, pristine condition with full and uncut margins. 

An exceedingly rare print, of great interest to collectors, printed with painterly effects on 
yellow paper. 
Edition of between about 30 and 50 sets. 

The brilliance of the blacks and greys is due to the mixing of watercolour with the ink and 
water, which was then applied with a brush to the canary-yellow paper. Chosen by Gauguin 
himself, the effect is one of great richness and luminosity. Perhaps the choice of the paper 
colour was in homage to the Sunflowers that decorated the artist’s room at Arles. 

In a January 1889 letter to Vincent van Gogh, the artist spoke of the series of ten zincographs 
and a title page, ‘J’ ai commencé un seriè de lithographies pour être publiées afin de me faire 
connaître. C’est du reste d’après le conseil et sous les auspices de votre frère’. Today, these 
are known by the name ‘Suite Volpini, album de zincographies’ because they were exhibited 
for the first time at the ‘Impressioniste et Synthétiste’ show, held at the Café Volpini in June 
of 1889. It was certainly Théo van Gogh who encouraged Gauguin to experiment in the art of 
printmaking. 

The suite of zincographs was the artist’s first foray into the field of printmaking. 

Only 17 impressions of the present first edition sheet, printed on canary-yellow paper, are 
known. These are in both public and private collections. The image is inspired by the novel 
‘A Descent into the Maelstrom’ by Edgar Allan Poe, translated by Charles Baudelaire (Paris, 
1856). Gauguin was a great admirer of Poe’s work. The scene is compressed into a fan shape 
and provides an excellent idea of the explosive power of the sea. 

Traditional themes, such as those of Aesop’s Fables, reappear in this print. They are, however, 
filtered by contemporary experience. 
We know of 19 examples of the present first edition print, both in public and private 
collections. Seventeen are printed on canary-yellow paper and a further two impressions are 
retouched by the artist. 
One example of the complete Series, which is particularly lively in its colouring and is well- 
preserved belongs to the Clark Art Institute in Williamstown, Massachusetts. 
The themes of the Collection are Breton, Martinique and other sources, and are 
autobiographical in nature, in so far as they synthesize the artist’s life and career. Six of the 
ten zincographs figure themes that were in paintings made in Brittany and in Arles, two derive 
from Martinique canvases, and another two, the ‘Dramas of the Sea” and ‘Dramas of the 
Breton Sea’ allude to Gauguin’s life, rich in drama, solitude, and voyages. 
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GEORG JAHN 
Meissen 1869 – Dresden 1940 

18. FAUN PLAYING THE FLUTE TO A NYMPH 
 

Etching and drypoint 
200 x 535 mm; sheet 275 x 605 mm 
Signed in pencil bottom right, notes in pencil bottom left ….Blatt…Probedr: 
A fine impression pulled on Japan, in very good condition. 
Georg Jahn studied at the Academy of Fine Arts in Dresden, during a period of intense strug- 
gle between the classical and the new emerging styles. The dispute came to a head with a mor- 
dant critique of Dresden’s artistic contributions to the International Art Exhibition at Berlin in 
1891, resulting in the growing tolerance of wider artistic experimentation and the formation 
of the secessionist Dresden Association of Visual Artists, in which Jahn played a significant role. 
He enjoyed a long career as a painter and print maker producing some 350 etchings. 
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