











TOMAS MORAGAS

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

Oil on canvas

34 x44 cm (17 x 26 in.)
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In Camels, Tomas Moragas (1837-1906) focuses on the
depiction of the camel, an animal central to Arabian and
North African daily life. The composition presents the three
camels in different postures: standing, grazing, and resting
within a neutral landscape setting. This small-scale work
demonstrates Moragas’ ability to adapt academic methods
of animal study to Orientalist subject matter. The forms are
carefully constructed, with attention to anatomy, fur texture,

and natural movement.

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

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

accuracy and appeal for a European audience.
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TOMAS MORAGAS

(Girona 1837 — 1906 Barcelona)

Rest of a Moorish Caravan

Signed lower left: Tomas Moragas
Oil on linen

72 x 144 cm (28Y% x 56 V2 in.)
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Tomaés Moragas (1837-1906), a Catalan painter who studied
in Rome and travelled extensively through Morocco,

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

with the conventions of academic realism.

Moragas’ years in North Africa enabled him to produce

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

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

of Maghrebi culture.
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ANTONIO FABRES

(Barcelona 1854 — 1938 Rome)

A Palace Guard Smoking

Watercolour on paper

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

the most special Orientalist scenes.

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

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

the guard, his customs and traditions.

122

& aishy ,ax8l Glw] OUS 9o (1938-1854) (uy ol gighsl
Loguass @losl & 8,ola)l polisll Joolds @3l asbszaly gl
Cupo Lgliyy digae § pug 3 W3 . 3liawd) g9, ol
Logy § st OF Jud 093l 39y duyie § daelsd AL
dgd byad laud Bdo dumBlol duyis wolul ailds] Jadss
Ly 31 Jlod dabie Cochdiwl clowSdls puasls JI Slos

Ll 030 pad pols” dogly (S o5 punld plezal Gl
Bl dalis gl pu)y e 45080 pay Juds o2

ool> By e AW OlsIVL 33A) dudzh) dogl)l odn § yeka3
Gsloma logaad Jooy @Bse aws 5519 ands T a3y 00,46
&l 003 dSung ghII dash Osale o G335 dysls Loslae
sole plall agadl . Gradl og LS Laule d8L4) Jaory Lods
oddldsg dilsley oyl (Ug.c e d:lo) (a;\fzjg Jolzl) 38009




JOHN VARLEY
THE YOUNGER

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

Oil on canvas

51 x69 cm (20 x 27 in.)

rall &j)lé J9>

1933-1850
1883-1882 “(yI,4! i oy ke”
J P Varley 1882-3 1453505 dsbge

oled e ds olgll
o 69 x 51

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

collection of the Victoria and Albert Museum, London.

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

(Madrid 1817 — 1870)

Ruins with Arab Figures (pair), 1848

Signed
Oil on canvas

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

Romantic taste for dramatic ruins with ‘exoticism’.

Born in Madrid in 1817, Lucas Velazquez trained initially

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

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

Delacroixian and Orientalist influences.
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RICHARD DADD

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

Pencil and watercolour on paper

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

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

intimately portrayed with individualised expression.

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

interest in physical detail and human individuality.

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

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

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

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

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

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

resonated with European audiences.

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

and artistic flair.
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GEORGES-ANTOINE
ROCHEGROSSE

(Versailles 1859 — 1938 El-Biar)

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

Signed lower left: G. Rochegrosse
Oil on canvas

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

perhaps introspective view of the Alhambra.

This depiction of the Alhambra palace marked a turning point

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

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

(Valencia 1867 — 1923)

Moroccan Souk, 1900

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

or market exteriors.

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

even within genre compositions.
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