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Camille Pissarro (1830-1903)

Paysannes Dans un Champ de Haricots, 1891

etching, aquatint, maniere grise, printed on a cream laid 
paper
image 6 ⅞ x 5 ¼ inches;  platemark 9 ½ x 6 ⅛ inches; 
sheet with deckle edges 16 3/4 x 11 ¾ inches

titled, signed, annotated 1er etat no. 10, also marked with 
a large Z by the artist in pencil

Delteil 103, only state. Delteil notes that there were 14 
lifetime proofs (then 18 posthumous impressions)

In excellent condition.

$23,500

A fine impression of this great rarity, printed personally by Pissarro with a delicate covering of platetone; there is also 
evidence of a special aquatinting process (manire grise which he invented with Degas (see below).

Although Pissarros annotation indicates that this was a first state, no later (or earlier) state is known. Also, although Delteil 
notes that there were 14 lifetime impressions, he accounts for only a few, at institutions (Muse du Luxembourg, Paris 
Bibliothque Nationale, Ashmolean Museum Oxford); this impression was acquired privately, and we have not encountered 
lifetime impressions on the market in many decades.

Pissarro was perhaps the most active printmaker of the Impressionists; printmaking was an essential component of his 
career, and he was deeply involved in the process of creating and printing his prints. By mid-career Pissarro had made many 
etchings, using fairly conventional techniques (although of course aesthetically his work was hardly conventional), but it was 
Degas who introduced Pissarro to a range of unusual ways of working with the etching plate especially the use of aquatint. 
Among other innovations, they developed a variant of the aquatint technique called manire grise in which they scraped the 
plate with an emery point; that technique appears to have been used in this print.

Pissarro did not like professional printing of his etchings, and so he printed his plates himself (also Degas apparently printed 
many Pissarro proofs). The concept was not to produce a large edition of prints similar in appearance (only about 5 of 
Pissarro’s prints were in fact editioned during his lifetime); printmaking for Pissarro was a way of experimenting, achieving 
variations in light, mood, sensibility, with each proof. He did not intend to earn much money through printmaking (and he 
never did).

James McNeill Whistler (1834-1903)

La Marchande de moutarde – The Mustard Merchant, 
1858

etching and drypoint, on cream laid paper with a partial 
script watermark
image 6 x 3 ½ inches; sheet 9 1⁄8 x 7 inches

Kennedy 22, first state (of five); Glasgow 20, first state 
(of 5); Lochnan 24

$18,000

In very good condition, with wide margins.

A very fine impression of the extremely rare first state of five, printing with rich tone; before the intricate lines above the 
pots on the shelf and the vertical lines on the beam just below the arch.

According to the Glasgow catalogue: “The unique first state is in the National Gallery in Washington DC. There are com-
paratively few impressions of the second state (but more of the third state).” This first state impression would thus dou-
ble the total of known first state impressions.  This impression has been examined by Margaret MacDonald, head of the 
Glasgow project, and will be included in the Glasgow catalogue as the second known impression of this print.

The composition is based on a pencil drawing Whistler made in Cologne during a walking tour through France and the 
Rhineland with Ernest Delannoy in 1858. The print was shown together with a portrait etching at the Paris Salon of 1859 
and can be considered the artist’s first introduction to the public. For this historic reason, but also because of the charming 
quality of the image itself, La Marchande is rightly considered one of Whistler’s most important early prints.



Camille Pissarro (1830-1903)

Femme a la Barriere (Woman at the Gate), 1889

etching and drypoint, printed in brown ink, on a cream 
laid Arches paper, with a partial Arches watermark
image 6 7⁄8 x 4 1⁄8 inches; sheet 9 3⁄8 x 6 inches 

signed and annotated in pencil lower right, imprime par 
C.P., annotated lower left No. 3, 6 etat and titled femme a 
la barriere (largely erased)

Delteil 84, sixth state (of 10)

In very good condition, with wide or full margins (re-
mains of prior hinging verso).

$11,500

A fine delicately printed impression. 

Pissarro printed Woman at the Gate himself, working through successive states as he experimented with slight variations 
from state to state and, as was his typical printmaking practice, making only one or a few impressions of each state and then 
omitting any edition. Here, he added the two ducks and the chicken in the yard just to the left of the woman (her right) in 
the third state (only 1 proof of this state), and added some shadow lines to the peasant’s dress and the house in the 4th and 
5th states. In this impression, the sixth state, he added some lines to the leaves of the trees and clarified the hair of the wom-
an.  He printed (personally) three proofs of the sixth state, each annotated and numbered (1 to 3, this is 3).  He made small 
changes in states 7, 8; darkened the plate quite a bit in state 9, and in state 10 added a layering of aquatint. Some lifetime 
impressions were made of state 10, and another group of 12 impressions in the 10th state were printed posthumously (of 
course these later impressions do not withstand comparison in aesthetic terms to the lifetime impressions).

The Impressionists, especially Pissarro and his printmaking partner Degas, approached printmaking as an evolutionary 
medium. It allowed them to have a composition evolve through successive states; the initial state or states were not viewed as 
merely a prelude to some definitive finality, but rather as a representation of one impression of the subject, and the last state 
generally represented the point at which they abandoned the print, not as the place to print an edition (and typically no 
edition, at least no lifetime edition, was made).

Even within states Pissarro experimented with different papers and inks; e.g., we’re aware of one impression of the 7th state 
(of 3 altogether) printed in bistre, and other impressions printed in black; this impression is printed in a brown ink which 
contrasts well with the light brown tint of this paper.

James McNeill Whistler (1834-1903)

The Mill, 1889

etching and drypoint, printed in black/brown ink on laid paper
6 ¼ x 9 ⅜ inches (16 x 23.9 cm)

signed in pencil with the butterfly on the tab and inscribed imp and first state (twice) and annotated Wunderlich and signed 
again with the butterfly verso.  

Kennedy 413, first state (of 5); Glasgow 457, second state (of 6; see discussion below) 

In very good condition, trimmed just outside of the platemark all around except for the tab by the artist.

$85,000

Provenance:  H. Wunderlich & Co., New York; Louis B. Dailey, New York (Lugt 4500); sale, Sotheby’s, New York, October 
31, 2003, lot 69

Literature:  Neue Lagerliste 122: James McNeill Whistler – Etchings and Lithographs, sale catalogue, C.G. Boerner/Harris 
Schrank Fine Prints, New York/Düsseldorf 2007, no. 39

A very fine impression of this great rarity with a slight veil of plate tone.

This impression shows accents of fresh drypoint work with burr, most discernable above the head of the woman standing in 
the shadows at right, above her right hand, and close to her left foot; these touches and additional lines on the woman seated 
at the left suggest this is a second state, not a first as noted by the artist (and, according to Glasgow, the only example of this 
state). It is a much richer impression, with more drypoint burr, than the examples of the first state (at the National Gallery 
and the Freer, Washington D.C.)

The print is annotated by Whistler himself in pencil on the verso 1st state (twice) and signed again with a small butterfly. 
Below this, the artist wrote Wunderlich, designating this impression for Hermann Wunderlich, the founder of H. 
Wunderlich & Co. in New York and the artist’s first and most important dealer in the United States. Whistler is known to 
have chosen particularly fine impressions for Wunderlich.



Camille Pissarro (1830-1903)

Paysanne au Puits (Peasant Woman at the Well), 1891

etching and aquatint
images 9 ¼ x 7 ⁵⁄8 inches: sheet 12 ¼ x 9 7⁄8 inches

signed, titled and numbered 3 etat no 2 

Delteil 101, third state (of 3)

In excellent condition, on an ivory laid paper, no 
watermark discernible, with margins (remains of 
prior hinging verso). 

$33,500

A superb atmospheric impression of this great rarity 
printed with a veil of plate tone overall.

The composition of Paysanne au Puits was essentially complete in the first state of the print (known in one impression); in 
the second Pissarro scratched the plate (seemingly burnishing areas of aquatint) to clarify and lighten areas of the woman’s 
dress and face, and further lightening was done for the third state. In this impression Pissarro left substantial overall 
platetone which tends to mitigate in part the lightening effects of the work done in the third state; the mood created is 
thus relatively dark, and the print’s profound aesthetic effects are achieved through the etching and plate work rather than 
selective plate wiping.

Pissarro personally printed only 9 impressions of Paysanne au Puits, and these are the only lifetime impressions. There was 
one of the first state, 3 of the second, and 5 of the third. This impression is numbered 2 (of the 3 state). The impression 
numbered 4 is in the Musee du Luxembourg; the impression numbered 1 is at the Ashmolean at Oxford.

Pissarro was perhaps the most active printmaker of the Impressionists; printmaking was an essential component of his 
career, and he was deeply involved in the process of creating and printing his prints. By mid-career Pissarro had made many 
etchings, using fairly conventional techniques (although of course aesthetically his work was hardly conventional), but it was 
Degas who introduced Pissarro to a range of unusual ways of working with the etching plate – especially the use of aquatint. 
At this point Pissarro was about 50. He worked closely with Degas for several years; they both enjoyed making prints in 
many successive states, working to refine an image or composition, and often incorporating accidents or unanticipated 
results in the print.

By the early 1890’s Pissarro was having some eye problems which prevented his working out of doors. He re-focused on 
printmaking, eventually (in 1891, the year Paysanne au Puits was made) buying a press so he could print them himself 
conveniently. Pissarro apparently saw printmaking as a way of evolving an image, experimenting with variations on a theme. 
He was not concerned with making exactly repeatable impressions, or making a lot of impressions; for him printmaking was 
an artistic.

Today the vast majority of Pissarro prints on the market are posthumous impressions (there were 50 posthumous 
impressions of Paysanne au Puits), and it is unfortunate that many know his work only through these inferior impressions; it 
is only through his lifetime impressions that one can appreciate Pissarro as one of the great masters of printmaking.

James McNeill Whistler (1834-1903)

The Beggars, 1879-80

etching and drypoint, printed on sturdy laid paper 
image 12 ⅛ x 8 ¼ inches; sheet 13 x 9 ¼ inches 

signed with the butterfly and inscribed imp

Watermark: Strasbourg Lily with a W

Kennedy 194, fourth state (of 9); Glasgow 190, seventh 
state (of 17). From the First Venice Set.

In excellent condition (tiny nick bottom margin; remains 
of hinges verso), with margins. 

$29,500

An exceedingly fine impression, with substantial plate tone especially towards the bottom of the composition, wiped careful-
ly to highlight the figures at the end of the tunnel, and the figures in the forefront.

In this early impression Whistler has moved the lantern from the far left toward the middle of the composition; he has also 
configured the two figures in the foreground as an older woman and a young girl, and added shading to the butterfly at the 
upper left (but in the next state, he would burnish out the butterfly).

Whistler printed proofs of The Beggars both in Venice and London. He delivered five impressions to the Fine Art Society on 
16 February 1881, thirteen on 6 April, four on 25 August, and six on 31 December.  These would have been impressions of 
the first seven states – mostly signed in the margin with the large butterfly with shaded wings (cf. Glasgow).  Our example 
is clearly one of these early impressions. The Fine Art Society begged Whistler to print the additional promised impressions 
over the succeeding years, up to about 1894 when the bulk of the edition was printed, in the last state.



Camille Pissarro (1830-1903)

Marche de Gisors (Rue Cappeville), 1894-5

etching colors
image 8 x 5 ½ inches; sheet 12 ⁵⁄8 x 7 ½ inches

inscribed by the artist in pencil lower left Ep d’etat No. 1 – 
en couleurs trait noir 

Delteil 112, seventh state (of seven)

In very good condition, with wide margins.

$28,000

A fine impression, the colors fresh, printed on a cream/yellow laid paper, with “x” registration marks top and bottom to 
align the plates; various creases, soiling in margins as typical of a proof printed by the artist.

This is the first of the nine color impressions of the definitive state, each of which was numbered (1-9). In the earlier 
states, before the color plates were added, small changes were made to the plate such as the addition of a number of lines 
on clothing, and 9 lines added in drypoint to the second house on the left to represent windows.  In this, the seventh 
state, three new color plates were created, using an orange-red, a blue, and a lemon yellow.  The colors blended differently 
in each printing, so each is unique, and the colors do not follow closely the color pattern of our first state impression 
which was hand-colored.  Pissarro was experimenting with composition and color in printmaking; he was not aiming for 
standardization or regularity, but was fascinated with the variations he could create on a theme. (After Pissarro’s death in 
1903 additional re-strikes were made, in 1923 and 1930.)

In 1895 when Pissarro had completed the color plates for this print (they did not change the composition, just added 
colors) he wrote to Lucien: “I received my colored plates, I had had them steeled. I will send you soon a fine print of …a 
Market in black, retouched with tints; I think some excellent things can be made in this way….It has no resemblance to 
Miss Cassatt, it involves nothing more than retouching with colors, that is all. I have already gotten some fine proofs; it is 
very difficult to find just the right colors.” (Camille Pissarro: Letters to His Son Lucien, ed. with the assistance of Lucien 
Pissarro by John Rewald. New York: Pantheon Books, 1943.)

Camille Pissarro (1830-1903)

Marche de Gisors (Rue Cappeville), 1894-5

etching with extensive hand coloring in watercolors
sheet 7 ⅞ x 10 ⅜ inches

inscribed no. 2 in pencil

Delteil 112, first state (of seven)

In very good condition, with wide margins.

$47,000 

A fine impression, the colors vibrant and fresh.

This is one of the three impressions of the first state, each of which was numbered (1-3). It is before a number of lines on 
clothing, and before 9 lines were added in drypoint to the second house on the left to represent windows.  Small changes 
were made in subsequent states (mostly pulled in only 1 impression), and in the seventh state 9 impressions were pulled in 
colors. (After Pissarro’s death in 1903 additional re-strikes were made, in 1923 and 1930.)

This is one of Pissarro’s earlier experiments with color etching; here he hand-colors the black and white etching with 
watercolor, most probably in anticipation of eventually creating the print in color using color plates rather than hand 
coloring (as in the seventh state). Delteil indicates that the three first state prints were highlighted with color, and our 
impression is completely colored. The Chicago Art Institute has an impression of the third state which was also colored, 
although more darkly than our impression.

In 1895 when Pissarro had completed the color plates for this print (they did not change the composition, just added 
colors) he wrote to Lucien: “I received my colored plates, I had had them steeled. I will send you soon a fine print of …a 
Market in black, retouched with tints; I think some excellent things can be made in this way….It has no resemblance to 
Miss Cassatt, it involves nothing more than retouching with colors, that is all. I have already gotten some fine proofs; it is 
very difficult to find just the right colors.” (Camille Pissarro: Letters to His Son Lucien, ed. with the assistance of Lucien 
Pissarro by John Rewald. New York: Pantheon Books, 1943.)



James McNeill Whistler (1834-1903)

Gants de Suede, 1890

lithograph, printed on a cream laid paper
image 8 ½ x 4 ⅛ inches, the sheet 12 ½ x 8 3⁄16 inches

signed in pencil with the butterfly lower left [also with the 
artist’s butterfly signature in the plate]

Watermark: IV, Spink et al’s Watermark number 191 
(IV countermark to Seven Provinces, nos. 273,274), 
identified as a lifetime watermark characteristic of the pre-
publication lifetime impressions of Gants de Suede.

Spink, Stratis and Tedeschi 35. In good condition, with 
slight evidence of pale mat staining, pinhole toward 
bottom edge.   

Provenance:
Kennedy Galleries, with their stock number (a23958) 
recto; Estate of Marie D. Powers (acquired from above, 
1974)

$7,850

A fine lifetime impression.

Gants de Suede is a portrait of Whistler’s sister-in-law, Ethel Birnie Philip. Whistler was apparently pleased with this 
lithograph, for after a small number of impressions were printed he agreed that it could be published by The Studio, an art 
magazine that had recently been launched. The present impression is before this larger edition.

Spink et al note: “By manipulating several lithographic crayons, Whistler achieved a range of subtle tonalities and a 
convincing sense of the figure’s plasticity in Gants de suede. These qualities were most fully realized in the impressions 
Thomas Way printed by hand from the original stone.”

James McNeill Whistler (1834-1903)

J.H. Woods’ Fruit Shop, Chelsea, 1887-88

etching and drypoint, printed in black ink on ivory laid paper
3 ¾ x 5 ⅛ inches

signed with the butterfly on the tab and annotated imp, also signed with the butterfly in pencil verso and numbered 1. 
Trimmed by the artist around the plate mark except for the tab, in excellent condition. 

Watermark: Partial arms of Amsterdam(cf. Spink/Stratis/Tedeschi, watermark nos. 12ff.)

Kennedy 265 second state (of 2), Glasgow 327 second state (of 4)

$67,500

A fine impression of this great rarity; the print was never published.  Glasgow accounts for four impressions.

This is before the third state in which heavy shading was added around the woman at the center, and the heads of figures at 
right and left of the figure are defined. In Glasgow’s fourth state the shading and the figure were removed; no impression is 
known of this state, but the state is inferred from the cancelled plate.

According to Glasgow “Joseph Henry Wood had a greengrocer’s shop at 1 Park Walk (off the Fulham Road), Chelsea, Lon-
don in 1887. By 1888 he was at 391 Fulham Road.”  This is one of a number of Chelsea shop fronts etched by Whistler. 



James McNeill Whistler (1834-1903)

The Duet, 1894 

lithograph, printed on cream laid paper 
image 9 ½ x 6 ½ inches (246 x 165 mm); sheet 11 x 7 7⁄8 
inches (280 x 196 mm)

signed in pencil with the butterfly lower left margin (also 
signed in the plate upper left)

Spink 104, Way 64, Levy 95, only state; 39 lifetime im-
pressions printed

In very good condition (slight rippling right), with full 
margins.

Provenance: Rosalind Birnie Philip (her stamp verso, Lugt 
406). Birnie Philip, Whistler’s sister-in-law and executrix, 
used two stamps on the lithographs in her collection. Lugt 
406, representing the initials RBP in a square, was meant 
to indicate a lifetime impression (L 405, circle shaped, 
indicated a posthumous impression). 

$21,000

The Duet shows Beatrix Whistler and her sister Ethel at the piano in the Whistler’s Paris home.  It is based on a rather 
sketchy drawing of the same subject made a few weeks earlier (Spink 96). The Duet, a much richer version of the earlier 
attempt, is one of Whistler’s most successful efforts in lithography.

Camille Pissarro (1830-1903)

Grand-mere (effet de lumiere), 1889

etching and drypoint, printed in black on a tan/ivory 
moderate weight Japan wove paper
image 6 ⅝ x 10 ¼; sheet 10 ⅝ x 16 inches

signed in pencil lower right, titled lower left, inscribed No 
3 – 2e etat lower left in pencil

Delteil 80, second state (of 7)

In good condition (slight rubbing in lower right margin at 
the signature).

$10,200

A fine rich impression of this very rare print, with substantial burr from the drypoint work.

Only one impression is known of the first state; this is one of three or four known of the second state. This state is before ad-
ditional work on the face of the woman, additional lines delineating furniture and curtains, and aquatint work resulting in 
the overall greying of the appearance of the print.  The print was not editioned; about nine impressions were made of states 
one through six, and another 6 in the seventh state (there were also 18 posthumous impressions made, easily identifiable by 
their uniform worn look, and stamped signature and number.)

The subject is the mother of the artist.



Camille Pissarro (1830-1903)

Paysanne Donnant a Manger a un Enfant, 1874

etching on zinc, printed in brown ink on cream wove 
paper, with plate tone
image 4 ¾ x 4 ⁵⁄8 inches, Sheet 10 ¾ x 7 inches

signed in pencil lower right and inscribed lower left No 1 
– 1er  etat, also titled in pencil with the added annotation 
zinc

Delteil 12, first state (of 4) 

A fine clear impression, in excellent condition.

Provenance: Kennedy Galleries, NY [and with customs 
stamps verso] 

$8,500 

Pissarro pulled 8 or 9 impressions in this first state, in 1874; 15 years later (1889) he added several layers of aquatint, in an 
additional 3 states, but only made a few impressions of each of these states. In all, there are only about 12 or 13 impressions 
of this print known.

James McNeill Whistler (1834-1903)

Drury Lane, 1880-81

etching, printed in brownish/black ink on 18th Century 
laid paper

image 6 ⅜ x 3 ⅞ inches; sheet 11 x 8 ¾ inches

signed with the butterfly and inscribed imp in pencil [also 
with the butterfly upper right in the plate]

Kennedy 237, only state; Glasgow 243, only state; A 
proof impression apart from The Second Venice Set.

In very good condition, with very wide margins. 

$12,500

A fine early proof impression.

Drury Lane, London, was known then as now as a center of theatres and entertainment. Although titled the Second Venice 
Set, four London scenes were included in the set.

The edition size for the set, and for Drury Lane, was 30 (a number of other prints in the set were also designated for an 
additional printing of 12).



Camille Pissarro (1831-1903)

Enfants Causant (Children Talking), 1889 

etching, on tan laid paper
2 3⁄8 × 4 inches

signed, titled and inscribed No. 6 Epreuve de Artiste

Delteil 89, third state (of 3). In good condition (slight 
time staining and spotting), with margins and archival 
mounting. 

$12,500

A fine impression of this charming composition, a great 
rarity.

Few changes were made in Enfants Causant from state to state. In the third state Pissarro added a small tree trunk in the 
background and extended the hair of the girl standing at the right down over her shoulders. Only 7 or 8 impressions of 
third state of the print were made (and only 10 or 11 in all, each personally printed by Pissarro). Each print was signed, 
numbered, and annotated. Another 12 impressions were pulled posthumously, but of course they lack the character, 
atmosphere and quality of the lifetime impressions; these were stamped and numbered.

Pissarro did not like professional printing of his etchings, and so he printed most of his plates himself (Degas apparently 
printed many Pissarro proofs). The concept was not to produce a large edition of prints similar in appearance (only about 
5 of Pissarro’s prints were in fact editioned during his lifetime); printmaking for Pissarro was a way of experimenting, 
achieving variations in light, mood, sensibility, with each proof. He did not intend to earn much money through 
printmaking (and he never did).

James McNeill Whistler (1834-1903)

The Sisters, 1894/95
 
transfer lithograph with scraping, printed on ivory laid 
Japan paper; signed in pencil with the butterfly at lower 
right
sheet 9 ¼ x 11 3⁄8 inches (234 x 290 mm)
 
Way 71; Spink/Stratis/Tedeschi 109, second (final) state 

Provenance: 
Kennedy Galleries, New York (their stock nos. in pencil 
on the verso twice a37149 and a91584);  Pace Prints, 
New York

Literature: 
Robert H. Getscher, The Stamp of Whistler, exhibition 
catalogue, Allen Memorial Art Museum, Oberlin College/
Museum of Fine Arts, Boston/Philadelphia Museum of 
Art, 1977–78, no. 9

$16,500

A very fine impression in excellent, untreated condition; the sheet retains its deckled edges at right and below.

The print was first exhibited at The Fine Art Society in 1895–96. It was never titled by Whistler himself, but in all likeli-
hood, it shows Beatrix Whistler (Whistler’s wife, known as “Trixie”) and her sister, Ethel Birnie Philip, in the drawing room 
of the Whistlers’ Paris home at 110, rue du Bac. The artist had received the first proof impressions from his London printers, 
Thomas and Thomas Robert Way, in October of 1894 but was not satisfied with the results. The authors of the catalogue 
raisonne? of the artist’s lithographs write that “Whistler did eventually make numerous small corrections to the image … 
either when he and Trixie visited London between December 1894 and March 1895 … or when he returned to England 
for good in September 1895.” They further note that “when the artist’s estate was inventoried in 1903, forty-six impressions 
of The Sisters were found, more than half of them signed. … Whistler seems to have withdrawn the image from circulation 
and sale, possibly because of its painful association with his wife’s illness” (Spink/Stratis/Tedeschi, vol. 1, p. 340).

Beatrix is seen reclining in her chair; she was soon to be diagnosed with cancer of which she died in May of 1896 at the age 
of 38. The composition is dominated by the dark dresses of the two women. The details of the interior are only hinted at 
with the most delicate touch of the crayon. The personal tragedy surrounding the scene is only obliquely referenced in this 
lithograph. The print does, however, evoke a slightly haunting stillness.



James McNeill Whistler (1834-1903)

Venus, 1859

etching and drypoint, printed in black ink on laid paper, 
image 6 x 9 inches (15 x 22.6 cm); sheet 7 ⅜ x 11 ⅞ inches (18.8 x 30.3 cm) 

an impression in the second (final) state: there was no published edition. 

Kennedy 59; Glasgow 60

$54,000

A study of Héloïse, ‘Fumette’, asleep in bed, her head pressed into the pillow and the bedclothes covering her lower legs. 
This is one of three portraits Whistler made of Fumette in 1859: one of the others shows her standing and in the third only 
her head and shoulders are depicted. Venus is a work in the Realist tradition and may be compared with Courbet’s nudes of 
the same period. The artist may also have had in mind Rembrandt’s study of Antiope in his etching Jupiter and Antiope.

Venus was never published and there is no record of it being shown until 1898 when it was included in an Exhibition of 
Etchings, Drypoints and Lithographs by Whistler at H. Wunderlich & Co., New York. To have been overlooked for exhi-
bition until so late in Whistler’s life might suggest that the subject was considered improper. Frederick Wedmore, whose 
catalogue of Whistler’s etchings was published in 1886, certainly disapproved of the image and described it as ‘the nude seen 
by Mr Whistler with rather common eyes, for once – an animal, whom sleep has overcome’.

Camille Pissarro (1830-1903)

Baigneuses a L’Ombre des Berges Boisees (Women Bathing in the Shade of Wooded Banks), 1894

lithograph, on chine applique
image 6 ⅛ x 8 ½ inches, sheet 16 ¾ x 23 ½ inches

signed in pencil lower right

Delteil 142, second state (of two). As published in L’Estampe Originale, with their blind stamp lower right (Lugt 819), 
edition of 100.

In very good condition, with very wide margins (the full sheet, slight browning toward sheet edges, a few grease spots on 
margins far from image; prior hinging verso).

$7,500
A fine impression.

Pissarro made several etchings of nudes bathing in 1894, a year he returned to lithography after a long absence. Baigneuses 
a L’Ombre is a wonderful example of his ability to create new techniques in printmaking; here he uses tusche (lithographic 
ink) diluted in benzine or ether, on a zinc plate; he also probably used a greasy crayon (the more traditional lithographic 
method) as well. The use of tusche is difficult – it’s hard to control. But Pissarro successfully captures the figures playing, 
and envelopes them in a range of light – from light grays to dark blacks. He wrote: “I have done a whole series of printed 
lithographic drawings in a romantic style… which seemed to me to have a rather amusing side: Baigneuses, plenty of them, 
in all sorts of places, in all sorts of paradises.”

In the first state the arm of the woman at the right extended rather vaguely into space; in the second state Pissarro corrected 
this tendency, and he also selectively lightened the plate, creating more intermediate greys, giving the composition greater 
structure and movement.



Camille Pissarro (1830-1903)

A Peaceful Sunday in the Woods (Repos du Dimanche 
dans le Bois), 1891

etching, aquatint and drypoint, in a brownish/black ink 
on a brown laid paper
image 6 ¾ x 11 3⁄8 inches, sheet 8 ¼ x 11 ½ inches

signed in pencil lower right and inscribed by the artist 2e 
etat No.2 repos dans le bois lower left 

Delteil 99, third state (of three, but see discussion below)

$9,000

In good condition apart from a printer’s crease upper center (soiling as befits an artist’s proof, and a blue crayon mark 
verso); trimmed (presumably by the artist) just outside of the plate mark at right and left, with margins top and bottom.

A fine atmospheric impression; in this impression a substantial layer of plate tone has been left on the plate, making it 
a night or late afternoon scene. A splendid example of Pissarro’s impressionist aesthetic, as well as his idiosyncratic and 
personal approach to printmaking.

Only a few impressions of the first state are known, and only one impression of a second state in which some shading lines 
were added. A few impressions are known of a recently discovered intermediate state (2a), in which a few slanting lines 
were added below the peasant woman at the right. The third state (here referred to by Pissarro as a second state) is known 
in about 10 impressions. Each of these impressions is called 2e by the artist, and numbered. (A posthumous edition was 
printed in 18 proofs, each stamped and numbered); the perforated zinc plate was given to the New York Public Library.

James McNeill Whistler (1834-1903)

The Traghetto, 1879-80

etching and drypoint
9 ½ x 11 7⁄8 inches

signed with the butterfly on the tab and inscribed imp 

Kennedy 191, fourth state (of 6), Glasgow (MacDonald 
et al) 223, 7th state (of 9), before the eyes are added to the 
child at the left, and without the carafe on the table. From 
the First Venice Set. 

In excellent condition, trimmed by the artist to the plate-
mark except for the signature tab. 

$21,500

A fine impression, printed on laid paper, with subtle plate tone. Whistler’s three tiny circles in pencil verso, indicating that 
in his view this is a particularly fine impression (of course Whistler’s perspective is always colored by his marketing acumen 
as well as aesthetic sense).

Whistler changed this print numerous times as he progressed through many states; after the first composition he virtually 
re-etched the plate; at times he had a carafe on the table, then burnished it out, then added it back (here it’s out). In the 
state after this he added eyes to the child being held, at the lower left, and added the carafe to the table in drypoint. In this 
impression the areas of the archway are dark and rich, and the people in the distance can be seen clearly.



Camille Pissarro (1830-1903)

Vielle Rue a Rouen (Rue Malpalue), 1883

etching and drypoint, on antique cream laid paper with the 
watermark 1826
image 5 x 4 ⅞ inches; Sheet 9 ½ x 7 inches

signed in pencil and inscribed 1 Ep d’Etat 

Delteil 41, second state (of two, see below)

In very good condition, with full margins.

$12,000

A fine impression of this great rarity, printed personally 
by Pissarro with a delicate covering of platetone; there is 
also evidence of a special aquatinting process (“maniere 
grise” which he invented with Degas (see below). The plate 
is, however, carefully wiped to highlight the front of the large 
house.

Delteil notes that there were only a few lifetime impressions of this print, only one impression of the first state and only 
two or three in the second state (there were also 8 posthumous impressions, which were stamped with the stamp signature 
and numbered). Pissarro’s annotation suggests that this is the first impression of what was to be the definitive state, but 
apparently only one or two others were made.

The bubbles from the ink left on the plate are still evident in the sky; as inked the impression has a cast of night, 
perhaps even a stormy night. Although the print is well within the Impressionist tradition, the great house also has an 
expressionist appearance – its facade juts in and out precariously as it rises.

Pissarro was perhaps the most active printmaker of the Impressionists; printmaking was an essential component of his 
career, and he was deeply involved in the process of creating and printing his prints.  By mid-career Pissarro had made many 
etchings, using fairly conventional techniques (although of course aesthetically his work was hardly conventional), but it was 
Degas who introduced Pissarro to a range of unusual ways of working with the etching plate – especially the use of aquatint. 
At this point Pissarro was about 50. He worked closely with Degas for several years; they both enjoyed working carefully and 
painstakingly to refine an image or composition, and often incorporating accidents or unanticipated results in the print.

Among other innovations, they developed a variant of the aquatint technique called “maniere grise”, in which they scraped 
the plate with an emery point; that technique appears to have been used in this print. As noted, Pissarro and Degas both 
loved to re-work their plates through several iterations, carefully giving the plates different shadings and nuances.  The 
picture of the second state of Vieille Rue in the Delteil catalogue has a white sky, for example; quite different from this 
impression, but probably a difference created by inking rather than changes in the plate.

Pissarro did not like professional printing of his etchings, and so he printed his plates himself (also Degas apparently printed 
many Pissarro proofs). The concept was not to produce a large edition of prints similar in appearance (only about 5 of 
Pissarro’s prints were in fact editioned during his lifetime); printmaking for Pissarro was a way of experimenting, achieving 
variations in light, mood, sensibility, with each proof. He did not intend to earn much money through printmaking (and he 
never did).

In 1883 Pissarro was painting at Rouen, and returned to Paris with a number of sketches and full of recollections, which 
he used in developing the Rouen prints, which were probably completed in early 1884; Pissarro did not yet have a printing 
press of his own, so he used printing facilities in Paris. These are among his most engaging prints, and Vielle Rue a Rouen is 
among the most successful and interesting of this group.

James McNeill Whistler (1834-1903)

The Doorway, 1879-80

drypoint, etching and roulette, printed in brown ink on 
laid paper
11 ½ x 8 inches

signed with the butterfly on the tab and inscribed imp., 
printed on laid paper with a WW countermark

Kennedy 188, Glasgow 193, 9th state (of 20). From the 
First Venice Set. 

In very good condition, trimmed by the artist around the 
plate mark except for the tab. 

$57,500

A very fine dramatic impression, with carefully wiped platetone enabling the details of the figures in the doorway to be read 
with relative precision, and accenting the canal showing the shadowing of the doorway on the water.

The National Gallery (US) impression, of the 14th state, is also printed on laid paper with the WW countermark. Our im-
pression is of the ninth state. Impressions of this state are relatively early and rare; we know of one other in this state, at the 
Institute of Fine Art, Chicago. After this state Whistler made only slight changes in the plate in the next several states, never 
changing the basic composition, and after much wear he reworked and strengthened the plate considerably in the final few 
states. Impressions of the last states can thus be rather striking, although arguably lacking the subtlety of the much earlier 
impressions such as the present example.

The Doorway was most likely started in the spring or early summer of 1880, when Whistler explored the area around San 
Marco for subjects. It shows a young woman on the steps, in front of an older woman, with a carpenter’s shop in the inte-
rior beyond the elaborate Renaissance facade. The passageway at the center of the architectural framing device is still open 
and a window allows some light to come in from behind into the darkened interior of the Pallazzo Gussoni, near Pont San 
Antonio, on the Rio de la Fava. Chairs – the product of the carpenter’s work – hang from the ceiling of the passageway. The 
rhythm of the windows, further accentuated by the changing orientation of the ironwork, makes the ornate architecture the 
manifest subject of this print.



Camille Pissarro (1830-1903)

Rue Saint-Romain, à Rouen, 2nd Plate, 1896

lithograph, printed on a cream wove paper
image 7 ½ x 5 ½ inches, sheet 13 ¾ x 10 ¼ inches 

signed, titled and inscribed No. 1 in pencil

Delteil 177, first state (of 2)

In very good condition, with full margins.

Provenance: unknown collector, with stamp (ES within a 
square) verso (Lugt 3498)

$8,500 

A fine fresh impression of this great rarity.

This is one of only two proofs Pissarro made of the first state, each of which was numbered (1 and 2) titled and signed. 
In the second state Pissarro had about a dozen proofs pulled, of which five were signed and numbered.  Later a small 
posthumous edition of 6 was made, which was stamped and numbered.

In the second state of this print Pissarro removed much of the sky, lightened the street, took out the cart on the street and 
the woman toward the right, and made other small changes. But it is possible he was not satisfied with this second state 
(which looks unfinished, as opposed to our first state, which is a fine coherent composition), for he made another (third) 
plate of the same subject shortly thereafter in a small edition (10), and even made a fourth plate just after that one (printed 
in only 2 lifetime impressions).

Camille Pissarro (1830-1903)

Narrow Street in Rouen (Petite Rue Nationale, a Rouen), 
1896

etching, drypoint, maniere grise, aquatint, printed on an 
ivory laid paper
image 6 ½ x 5 ⅛ inches: sheet 16 ¼ x 11 ⅝ inches

signed in pencil lower right, numbered No 6 and 
annotated ep defi (definitive proof ) lower left, titled below 
(and with the added annotation Z). 

Delteil 122, third state (of 3) 

In excellent condition, the full sheet with very wide 
margins (remains of prior hinging verso, mat staining in 
margins not affecting image). 

Provenance: Henri Petiet, with his blindstamp verso (Lugt 
Supplement 2021a)

$12,000

There was one impression of the first state, one of the second state, and 8 or 9 of the third state, according to Delteil. Each 
of the third state impressions is annotated “ed defi”, numbered and signed, as is this impression; this impression is also 
titled. In the second and third states Pissarro darkened the plate substantially (see notes below).

A very fine impression of this great rarity, printed in a black/grey ink with substantial plate tone overall, wiped to convey a 
sense of light near the streetlight at the back of the street, in the sky, and in the face of the building to the right.

Several years before etching Petite Rue Nationale Pissarro and Degas had worked closely together, developing a variant of 
the aquatint technique called “maniere grise”, in which they scraped the plate with an emery point; that technique appears 
to have been used in this print.  Both Pissarro and Degas loved to re-work their plates through a number of states, carefully 
giving the plates different shadings and nuances.   Printing in this way is time consuming, and for the vast majority of 
prints Pissarro insisted on doing the printing himself. Although Petite Rue Nationale was created in only three states, and 
printed in only about 10 or 11 impressions in all, the plate appears to have been worked over in astonishing detail, with 
a myriad of etching or drypoint lines as well as aquatint and maniere grise.  Then the plate was wiped carefully after each 
printing. Of course, all this meant that the plate could withstand only very limited printings (and no large edition was even 
contemplated). For all of these reasons, it is understandable that only a relatively few lifetime impressions of Petite Rue 
Nationale were ever made, and today lifetime impressions of Pissarro etchings such as this are rarely available.



Camille Pissarro (1830-1903)

Rue Saint-Lazare à Paris, 1897

lithograph, printed in a green/black ink on a chine collé, 
on wove paper
image 9 x 5 ¾ inches, sheet 12 ⅝ x 9 ¾ inches

signed in blue ink lower margin, titled, and noted Ep defi 
No 17 [the “17” crosses out an earlier “16”] by the artist 

Delteil 184, only state. From the edition of 27 signed 
and numbered; an additional 2 or 3 proofs were not 
numbered

In very good condition (two oil marks in margin at right), 
with full margins. 

$14,000

A fine impression. Below the title Pissarro has noted the words sur Z; this refers to the zinc plate on which this was printed. 
The plate, perforated at the corners, was given to the Bibliothèque Nationale.

Pissarro made lithographs as early as 1874, but then abandoned the medium until 1894. Rue Saint-Lazare à Paris shows him 
in full command of the technique, which seems to be particularly effective in enabling the artist to create an impressionistic 
portrait of a city scene.

James McNeill Whistler (1834-1903)

The Venetian Mast, 1879–80

etching, printed in black on laid paper
13 3⁄8 x 6 3⁄8 inches

signed with the butterfly and inscribed imp on the tab 

Watermark: Fellows 1804 (Stratis 119)

Kennedy 195, sixth (final) state; Glasgow 219, 11th state 
(of 12); Lochnan 185 

Published as part of the First Venice Set in 1881
In very good condition. 

Provenance: P. & D. Colnaghi & Co., London (their 
stock no. in pencil verso C.28658) 

$16,500 

A fine impression, printed with subtle plate tone; with two tiny circles in pencil on the verso.

The tiny circles in pencil verso have conventionally been interpreted as Whistler’s sign of a choice impression.  However, as 
Ruth Fine has pointed out, “no document […] has been located which verifies this. […] If these annotations were a Whis-
tlerian designation of quality, they were probably one more aspect of the artist’s public relations campaign, allowing certain 
buyers to think they were getting something extraordinary.” In our experience, while the circles do in fact tend to appear 
only on very fine and well-printed impressions, there are many great impressions of Whistler prints without the circles.

The extreme verticality of the plate’s format here seems to extend to accommodate the tall mast of the title. It also counter-
balances the foreshortening of the row of houses, preventing the viewer’s eye from being drawn into the distance. Instead, 
all the focus is on the group of figures in the foreground that is more carefully rendered than in many other of the artist’s 
Venice views.



James McNeill Whistler (1834-1903)

The Little Mast, 1879-80

etching, drypoint and burnishing, printed on a Chinese 
paper, with a light veil of plate tone heightened toward 
the bottom
image 10 ⁵⁄8 x 7 ½ inches; sheet 12 3⁄8 x 8 7⁄8 inches

signed in pencil with the early shaded butterfly lower left 
and annotated imp 

Kennedy 185; Glasgow 196 third state (of 8). From the 
Twelve Etchings, The First Venice Set. 

Provenance:
Charles C. Cunningham (with his stamp verso, Lugt 
4684; James Lawrence Claghorn (with his stamp recto 
lower right, Lugt 555c); Kennedy Galleries (with their 
stock number a94365 verso) 

In very good condition.

$19,000

A very fine early proof impression.

In the third state the figure in the middle just to the right of the buildings at the left is drawn in in drypoint; in the fourth 
state it is taken out. Also, in the third state an additional row of drypoint lines is added above the diagonal shading to the 
right of group of figures in the foreground; this additional row of drypoint does not appear in the second state. So we have 
deemed this a third state impression.

Early impressions of the second and third state, such as our example, were not trimmed, but signed in the margin with a 
large veined butterfly and ‘imp.’ to show that Whistler had printed them. Early proof impressions such as this one were 
delivered to the Fine Art Society in 1881; Whistler took many years to deliver additional impressions – as late as 1889 – in 
later states.

The Little Mast shows the view west down the broad Via Garibaldi to the Ponte de la Veneta Marina and the quayside, in 
the Castello area of the City of Venice, Italy.  It was near the Public Gardens, and also near Whistler’s lodgings during the 
summer of 1880, at the Casa Jankowitz. This view, drawn accurately on the copper plate, is reversed, as usual, in the print. 
(source: Glasgow)

James McNeill Whistler (1834-1903)

The Little Lagoon, 1879–80 

etching and drypoint, printed in warm black ink on laid 
paper
9 x 6 inches (22.7 x 15 cm) 

signed in pencil with a butterfly and inscribed imp., 
trimmed at the platemark, leaving a signature tab

Kennedy 186; Glasgow 216, fourth (final) state, 
published in an edition of 100 by The Fine Art Society, in 
1880 in the First Venice Set.

$24,500

The Little Lagoon was the smallest work in the First Venice Set, and the artist’s minimal use of line illustrates the difficulty 
many contemporary critics had with Whistler’s work. The Daily News reviewed the exhibition at The Fine Art Society and 
commented ‘In the “Little Venice” and “The Little Lagoon” Mr Whistler has attempted to convey impressions by lines far 
too few for his purpose.’ However, these two works seem to describe the vastness of the open water using plate tone, wiping 
and the forms which caught his eye.

The work was first exhibited at The Fine Art Society in December 1880 and published in the First Venice Set. Whistler de-
livered a total of 66 impressions of the etching to The Fine Art Society, the last four in April 1889, followed by another from 
the cancelled plate (now in the Cincinnati Art Museum, a gift from Frank Duveneck).



James McNeill Whistler (1834-1903)

Nocturne 1879–80

etching and drypoint, printed in dark-brown ink on laid paper
7 13⁄₁₆ x 11 7⁄₁₆ inches (199 x 290 mm)

signed with the butterfly and inscribed imp in pencil on the tab; signed again on the verso with the butterfly and inscribed 
selected proof and Ex –; another early pencil annotation verso: Marked by Whistler “selected proof ” and signed by him. His Ex. 
means extra fine. 

Kennedy 184 fifth (final) state; Glasgow 222 ninth (final) state 

Provenance 
Frederick Keppel & Co., New York (his code in pencil on the verso); Kennedy Galleries, New York (their stock no. in pencil 
on the verso a44254)

Literature 
Robert H. Getscher, The Stamp of Whistler, exhibition catalogue, Allen Memorial Art Museum, Oberlin College/Museum 
of Fine Arts, Boston/Philadelphia Museum of Art, 1977–78, no. 59 Ruth E. Fine, Drawing Near: Whistler Etchings from the 
Zelman Collection, exhibition catalogue, Los Angeles County Museum of Art, 1984–85, no. 59

$52,500

The plate belonged to Whistler’s “First Venice Set,” published in 1880 by the Fine Art Society under the title Etchings of 
Venice. Such Venetian night scenes as this one reflect the artist’s long- standing preoccupation with the subject; one of his 
earliest etchings, Street at Saverne of 1858 (Kennedy 19), is just such a scene, and he continued to develop the theme in his 
paintings of the 1870s as well as in an 1878 lithograph, Nocturne: The River at Battersea (Spink/Stratis/Tedeschi 8).

Robert Getscher calls it “the most dramatic etching” in the “First Venice Set.” Due to a first-state impression at the Universi-
ty of Glasgow inscribed “Venice 1879” we know that the print must have been made within the first months after Whistler’s 
arrival in the city in September 1879.

As Ruth Fine notes, “Of all the Venice etchings, Nocturne is printed with the greatest kind of variation between impres-
sions. Indeed, depending upon the quality of the tonal wiping, the time of day appears to range from dusk to midnight to 
dawn”. The etching work on the plate seems to have been finished in one stage; later developments in the image were to a 
large extent devised solely through the use of plate tone and drypoint. It is not surprising, therefore, that the English critics 
of the time were not ready for such a radical interpretation of what a print (that was ultimately topographically conceived) 
could be.

A review of the show at the Fine Art Society, published in The British Architect on December 10, 1880, reads: “‘Nocturne’ is 
different in treatment to the rest of the prints, and can hardly be called, as it stands, an etching; the bones as it were of the 
picture have been etched, which bones consist of some shipping and distant objects, and then over the whole plate ink has 
apparently been smeared. We have seen a great many representations of Venetian skies, but never saw one before consisting 
of brown smoke with clots of ink in diagonal lines.”

The critic’s objections might easily have been directed to an impression like the one offered here. It is an exceptionally richly 
inked example of the final state in which the drypoint work has lost most of its burr. The artist did not consciously remove 
it, however, but instead allowed it to fade away. The result is a very high level of abstraction, further enhanced in our impres-
sion by the strong plate tone. The composition as a whole does indeed—to quote from the University of Glasgow’s online 
catalogue—“appear to have dissolved in nocturnal mist.”

The artistic intentionality of this effect is also made clear by Whistler’s own careful annotations, marking this impression as 
an outstanding example.



James McNeill Whistler (1834-1903)

Bridge, Amsterdam, 1889

etching, printed in brown ink on thin laid paper
6 ½ x 9 ½ inches

signed with the butterfly on the tab and annotated imp, also signed with the butterfly on the verso and numbered 11

Kennedy 409, Glasgow 447, fifth state (of 5)

In very good condition (slight nicks at edges), trimmed by the artist on the plate mark apart from the tab.

Provenance: 
Vivian and Meyer P. Potamkin, Philadelphia; sale, Sotheby’s, New York, May 11, 1989, lot 302 (the catalogue entry men-
tions a note on the mat which identifies this impression as formerly owned by Walter Steuben Carter and illustrated in the 
Kennedy catalogue; comparison with Kennedy’s plate for his third state and this impression, however, shows that the illus-
trated print is not identical with the present sheet); Samuel Josefowitz, Pully, Switzerland

$88,200

A very fine, shimmering impression of this great rarity.

This impression is included in the Glasgow inventory, ID number K4090301; only about 11 lifetime impressions in all 
states are known (three were also printed posthumously by Nathaniel Sparks).  

Although the structure of the composition was established in the first state, Whistler’s re-working of the plate through all 
five states, with the addition of myriad lines, shading, cross-hatching in both etching and drypoint, results in a radically 
altered look: the final state is a darker, more dramatic, indeed even stormier rendering of what in the first state appeared to 
be a relatively placid scene. Interestingly, Whistler left much of the area in the upper right corner of the composition unfin-
ished, so that the bridge remains unattached – of course he would argue that this furthers the aesthetic intent, and of course 
he’s right.

James McNeill Whistler (1834-1903)

The Bridge, Amsterdam, 1889

etching
6 ½ x 9 ½ inches (16.5 x 24.1 cm)

signed on the tab with the butterfly and inscribed imp, also inscribed on the verso in the artist’s hand first proof pulled to-
gether with the butterfly monogram. 

Kennedy 409, first state of three; Glasgow 447, first state (of five) 

In good condition, printer’s crease bottom center. Trimmed on or outside of the plate mark by the artist, with the tab re-
maining.

Provenance: P. and D. Colnaghi, London; H. Wunderlich & Co., New York (stock no. a 33940); George Washington Van-
derbilt (his sale, Sotheby Parke Bernet Inc., New York, May 14-16, 1974)

$125,000

A fine atmospheric impression of this exceedingly rare work (only 9 lifetime impressions have been located, all but this 
impression in institutional collections) printed in buff ‘antique’ (pre 1800) laid paper, with a light veil of plate tone, slightly 
stronger in the watery foreground and lighter beyond the bridge and in the sky.

This impression has very little etched work in the water in the central part of the print, consistent with Whistler’s note on 
the verso that this is the first impression pulled, and with Glasgow and Kennedy’s description of the first state of this print. 
Instead of the line work, Whistler has left waves of carefully wiped plate tone to represent the movement and shading of the 
water.

In this early state the bridge railing in the center and shadow work in the buildings at the left are yet to be completed. In the 
later states Whistler also added heavy lines in the water and sky suggesting a storm; in this state the lines are drawn with an 
exquisite light touch suggesting a calm before the storm.



Camille Pissarro (1830-1903)

Le Pont de Pierre, a Rouen, 1887

etching and drypoint, printed in black ink on a 
cream/tan laid paper
image 5 x 7 ¾ inches; sheet 10 ½ x 14 inches

signed lower right in pencil, annotated lower left 
No 4 Epreuve d’artiste Pont de Pierre a Rouen Zinc 

Delteil 66, second state (of 2) 

In very good condition (tiny fox mark lower 
right), the full sheet with full margins.

$14,000

A fine impression, with substantial burr from the drypoint work, with plate tone.

Delteil notes that Pissarro printed two impressions of the first state, and about thirty of the second; posthumous impressions 
are not known. Rover dates the first state of Le Pont de Pierre as 1883, the period of Pissarro’s first visit to Rouen.

James McNeill Whistler (1834-1903)

Battersea Morn (also Battersea Dawn), 1875 

drypoint, on laid paper
image 5 ¾ x 8 ⅞ inches; sheet 8 x 13 inches

signed in pencil with the butterfly and inscribed imp, also 
signed in the plate with a faint butterfly upper right

Kennedy 155, first state (of 4), Glasgow 174, first state 
(of 5)

Watermark: Coat of Arms

In good condition with full margins, a few slight fox 
marks and light soiling in the margins, a tiny printer’s 
crease in the right edge, hinge stains and small related 
creases in the upper corners verso.

Provenance:  Ex coll. George Mathew Adams (Lugt 59, 
with his stamp on recto lower right and verso); Kennedy 
Galleries (stock no. a 38302); Knoedler & Co., New York (stock no. MK 17120)

$18,500

A fine, rare, very early proof impression, printed in a pale sepia ink, before extensive additional line work and shading were 
added to give the buildings and vessels further definition.  In this state the print is an iconic impressionist image.  This is 
rather rare; this print was not published but only issued in proofs.

Katherine Lochnan has suggested that when Whistler turned to the Thames in the 1870’s for subjects for printmaking (as 
he had in earlier years) he was experimenting with the possibilities of printmaking, without having any publication in mind. 
In Battersea Dawn, according to Lochnan, Whistler “reduced his line to the thinnest, most suggestive ever employed in the 
history of the medium. The images were drawn with faint, hair like lines, probably using a diamond-tipped needle.” In this 
delicate impression, Whistler gives the industrial area of Battersea, across the Thames from Chelsea, an atmospheric, impres-
sionistic glow.



James McNeill Whistler (1834-1903)

Lagoon: Noon, 1879-1880

etching and drypoint
4 7⁄8 x 7 7⁄8 inches

signed with the butterfly and inscribed imp on the tab, 
also signed with the butterfly in the plate lower left

Kennedy 216, third state (of 3); Glasgow 209, third state 
(of 3); Lochnan 231

$12,000

A fine impression with very little plate tone, and printed with extraordinary attention to the etching and drypoint details. 
The printed butterfly, usually only barely visible, is clearly defined in this impression. Kennedy made special note that an 
impression like this, with the clearly visible butterfly, was in the collection of John H. Wrenn.

On a commission from the Fine Arts Society, Whistler created the plates of his Venice series, including Lagoon: Noon 
during the fall and winter of 1879-1880. He published them in two groups, first with the Fine Arts Society, and then, after 
much disputation with the Society, a second group with the firm of Dowdeswell and Dowdeswell (called the “Second Venice 
Set”). Lagoon: Noon was published in the latter set. Whistler insisted on printing these proofs himself, and of course had 
extremely high standards, so he got behind in printing these impressions (and he had not yet finished the impressions from 
the First Set) – but of course the care he took in printing these proofs make them highly sought after today.

James McNeill Whistler (1834-1903)

Penny Passengers, Limehouse, 1860 

etching and drypoint, printed in black ink on laid paper
3 ¼ x 8 ⅛ inches (8.2 x 20.7 cm)

signed in pencil with a butterfly and inscribed imp, trimmed at the platemark, leaving a signature tab. 

Kennedy 67; Glasgow 71, second (final) state, one of only six recorded

Provenance: Otto Gerstenberg, stamp verso [Lugt 2785]

$21,500

The buildings on the far bank of the Thames and the ship and their masts moored there show the distinctive draughtsman-
ship of the period 1859–1860 when Whistler worked in Limehouse and made an etching there which was published in the 
Thames Set. Penny Passengers, Limehouse is very rare, with only five impressions known, all but our impression in public 
collections. It shows in outline a group of passengers waiting for the ferry to cross the river. Whistler inscribed the impres-
sion from the Samuel P. Avery collection Thames – Limehouse (now in the New York Public Library).



Camille Pissarro (1830-1903)

L’île Lacroix, à Rouen, c. 1887

etching, aquatint, maniere grise, drypoint, burnishing
image 4 ½ x 6 ¼; sheet 10 ¾ x 13 inches

signed and numbered No. 1 in pencil lower left and annotated 1er ét?t lower right

Delteil 69, second state (of 2)

$25,000

A fine impression of this great rarity. In very good condition, with full margins (traces of foxing).

Delteil notes that only a few impressions were made of the first state, and eight impressions of the second.

Although Pissarro himself notes that this is an example of the first state, Delteil shows that in the second state Pissarro bur-
nished the trees and hills at the left, and the water in the lower left corner, as in our example. This would not, of course, be 
the first known instance in which Pissarro mis-stated the state of the print in his pencil notations.

A related drawing for this composition is at the Ashmolean Museum, Oxford. The plate was cancelled after an edition of 
posthumous impressions was printed in 1907; they are not, of course, comparable in quality to the rare lifetime impressions, 
such as the present example.


