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Sale Interest: 145 Lots

101

Bob Thompson
The Family

EstimateEstimate $60,000 — 80,000

102

Richard Mayhew
Guardian

EstimateEstimate $50,000 — 70,000

103

Emily Mason
Like Frost Upon a Glass

EstimateEstimate $15,000 — 20,000

104

Vivian Springford
Untitled

EstimateEstimate
$70,000 — 100,000

105

Wolf Kahn
Evening Brook

EstimateEstimate $12,000 — 18,000

106

Joan Mitchell
Untitled

EstimateEstimate
$400,000 — 600,000

107

Ed Clark
Black Daylight

EstimateEstimate
$200,000 — 300,000

108

Beauford Delaney
Yellow Abstraction

EstimateEstimate
$70,000 — 100,000

109

Gerhard Richter
14.2.88

EstimateEstimate
$250,000 — 350,000

110

Howard Hodgkin
Tea with Mrs. Parikh

EstimateEstimate
$280,000 — 350,000
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111

Jack Whitten
Dutch Treat II

EstimateEstimate
$100,000 — 150,000

112

Sam Gilliam
Untitled

EstimateEstimate
$120,000 — 180,000

113

Norman Lewis
Untitled

EstimateEstimate
$500,000 — 700,000

114

Helen Frankenthaler
Saturday Night

EstimateEstimate
$800,000 — 1,200,000

115

Helen Frankenthaler
Brown Bird

EstimateEstimate
$400,000 — 600,000

116

Norman Lewis
Fleshy Phase

EstimateEstimate
$400,000 — 600,000

117

Ernie Barnes
Window Wishing

EstimateEstimate
$80,000 — 120,000

118

Ernie Barnes
My Man

EstimateEstimate
$150,000 — 200,000

119

Alex Katz
Richard Marshall

EstimateEstimate
$350,000 — 500,000

120

John Wesley
Let's Get Out of the Hall

EstimateEstimate
$90,000 — 120,000
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121

Ed Ruscha
Industrial Village and Its Hill

EstimateEstimate
$400,000 — 600,000

122

Gerhard Richter
Hyänen

EstimateEstimate
$400,000 — 600,000

123

Andy Warhol
Mineola Motorcycle (positive)

EstimateEstimate
$600,000 — 800,000

124

George Segal
The Dancers

EstimateEstimate
$650,000 — 850,000

125

Roy Lichtenstein
Modern Sculpture with Velvet R…

EstimateEstimate
$400,000 — 600,000

126

John Chamberlain
Noogatory

EstimateEstimate
$200,000 — 300,000

127

Craig Kauffman
Untitled

EstimateEstimate
$180,000 — 250,000

128

Ken Price
Zazz

EstimateEstimate
$150,000 — 200,000

129

Agnes Martin
Untitled

EstimateEstimate
$150,000 — 200,000

130

Brice Marden
Untitled

EstimateEstimate
$300,000 — 500,000
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131

Ettore Spalletti
Azzurro, eco

EstimateEstimate
$70,000 — 100,000

132

Anne Truitt
Parva LIII

EstimateEstimate $50,000 — 70,000

133

Sergio Camargo
Untitled

EstimateEstimate $70,000 — 90,000

134

Louise Nevelson
Dawn's Landscape XXIX

EstimateEstimate
$300,000 — 500,000

135

Carmen Herrera
Futuro

EstimateEstimate
$400,000 — 600,000

136

Jiro Takamatsu
Shadow (No. 1448)

EstimateEstimate
$80,000 — 120,000

137

Isamu Noguchi
Model for Twin Sculpture for Ba…

EstimateEstimate $70,000 — 90,000

138

Yayoi Kusama
No. B

EstimateEstimate
$150,000 — 200,000

139

Barbara Hepworth
Squares (June)

EstimateEstimate
$100,000 — 150,000

140

Barbara Hepworth
Three Forms (Winter Rocks)

EstimateEstimate
$300,000 — 500,000
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141

Henry Moore
Girl Seated against Square Wall

EstimateEstimate
$700,000 — 1,000,000

142

Joan Miró
Femme

EstimateEstimate $60,000 — 80,000

143

Salvador Dalí
Vénus de Milo aux tiroirs

EstimateEstimate
$250,000 — 350,000

144

Pablo Picasso
Le transformateur

EstimateEstimate
$600,000 — 800,000

145

Joaquín Torres-García
Tres figuras en estructura

EstimateEstimate
$600,000 — 800,000

146

Leonora Carrington
Untitled (Griffin)

EstimateEstimate $50,000 — 70,000

147

Julio Galán
Diamah

EstimateEstimate $50,000 — 70,000

148

Moïse Kisling
Nu allongé

EstimateEstimate
$70,000 — 100,000

149

Pablo Picasso
Nu se coiffant

EstimateEstimate
$300,000 — 500,000

150

Piet Mondrian
Iris Bloom in Bud Vase

EstimateEstimate
$100,000 — 150,000
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151

Wassily Kandinsky
Ohne Titel

EstimateEstimate
$300,000 — 400,000

152

Marc Chagall
Bouquet au village

EstimateEstimate
$300,000 — 500,000

153

Andrew Wyeth
Loon Drake (Loon)

EstimateEstimate $60,000 — 80,000

154

Jaune Quick-to-See S…
Summer Journey thru Indian La…

EstimateEstimate $10,000 — 15,000

155

Jean-Michel Basquiat
Vehement Alley Cats

EstimateEstimate
$70,000 — 100,000

156

Ouattara Watts
La Danseuse de Zanzibar

EstimateEstimate $6,000 — 8,000

157

Robert Colescott
Love Hate Relationship

EstimateEstimate $30,000 — 40,000

158

Ernie Barnes
Study Sketch for Dance Couple

EstimateEstimate $15,000 — 20,000

159

Romare Bearden
The Blue Light

EstimateEstimate $25,000 — 35,000

160

Steve Wheeler
The Jewel Thief

EstimateEstimate $15,000 — 20,000
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161

Carl Andre
Untitled

EstimateEstimate $35,000 — 45,000

162

Yayoi Kusama
Infinity Nets (Sunset)

EstimateEstimate $60,000 — 80,000

163

Anne Truitt
Summer '96 No. 65

EstimateEstimate $30,000 — 50,000

164

Carmen Herrera
Untitled

EstimateEstimate $50,000 — 70,000

165

John Wesley
Cheep

EstimateEstimate $20,000 — 30,000

166

Tom Wesselmann
Judy

EstimateEstimate $60,000 — 80,000

167

Tom Wesselmann
Study for Bedroom Nude (foldin…

EstimateEstimate $80,000 — 120,000

168

Tom Wesselmann
Study for Mauve Roses

EstimateEstimate $30,000 — 50,000

169

Alex Katz
Vivien

EstimateEstimate $35,000 — 55,000

170

Alex Katz
Vincent

EstimateEstimate $35,000 — 55,000
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171

Andy Warhol
Hamburger

EstimateEstimate
$80,000 — 120,000

172

Andy Warhol
Monkey (Toy Painting)

EstimateEstimate
$80,000 — 120,000

173

Andy Warhol
Torso

EstimateEstimate
$90,000 — 120,000

174

Mel Ramos
Donut Doll: The Lost Painting of …

EstimateEstimate $80,000 — 120,000

175

Larry Rivers
The Elimination of Nostalgia, ABC

EstimateEstimate $60,000 — 80,000

176

Elaine de Kooning
John Glykos

EstimateEstimate $25,000 — 35,000

177

Elaine de Kooning
Catskill Series

EstimateEstimate $20,000 — 30,000

178

Willem de Kooning
Untitled

EstimateEstimate $60,000 — 80,000

179

Atsuko Tanaka
1975 March

EstimateEstimate
$100,000 — 150,000

180

Adolph Gottlieb
Calligraphy

EstimateEstimate
$150,000 — 200,000
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181

Theodoros Stamos
Greek Easter

EstimateEstimate $20,000 — 30,000

182

Vivian Springford
Untitled

EstimateEstimate $60,000 — 80,000

183

Elizabeth Murray
Pico

EstimateEstimate $20,000 — 30,000

184

Thomas Downing
Split Possession

EstimateEstimate $40,000 — 60,000

185

Joe Goode
Untitled (from Vandalism Series)

EstimateEstimate $60,000 — 80,000

186

De Wain Valentine
Untitled (Red Double Wheel)

EstimateEstimate $40,000 — 60,000

187

James Turrell
Untitled (XC)

EstimateEstimate $40,000 — 60,000

188

Ed Ruscha
Gasoline Stations

EstimateEstimate
$120,000 — 180,000

189

Joseph Kosuth
Word, Sentence, Paragraph (Z. …

EstimateEstimate $80,000 — 120,000

190

George Rickey
Ommaggio a Bernini Variation III

EstimateEstimate
$100,000 — 150,000
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191

Frank Gehry
Fish Lamp

EstimateEstimate
$150,000 — 200,000

192

Beverly Pepper
Shedua Plaza

EstimateEstimate $20,000 — 30,000

193

Dorothy Dehner
Untitled

EstimateEstimate $10,000 — 15,000

194

Melvin Edwards
Makatini

EstimateEstimate $30,000 — 50,000

195

Louise Nevelson
Black Cryptic V

EstimateEstimate $15,000 — 20,000

196

Louise Nevelson
Volcanic Magic XXIV

EstimateEstimate $15,000 — 20,000

197

Richard Artschwager
Untitled (Chair)

EstimateEstimate $7,000 — 10,000

198

Sir Anthony Caro, O.…
Dusky Rose

EstimateEstimate $60,000 — 80,000

199

Sir Anthony Caro, O.…
Table Piece CCCXXXVI

EstimateEstimate $30,000 — 50,000

200

Sir Anthony Caro, O.…
Table Piece CCLXI

EstimateEstimate $30,000 — 40,000
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201

Mimmo Paladino
Untitled

EstimateEstimate $30,000 — 40,000

202

Manolo Valdés
Mariposas IV

EstimateEstimate
$120,000 — 180,000

203

Juan Genovés
Columna I

EstimateEstimate
$120,000 — 180,000

204

Karel Appel
The Entry

EstimateEstimate
$80,000 — 120,000

205

Bernard Buffet
Glaïeuls rouges

EstimateEstimate
$100,000 — 150,000

206

Victor Vasarely
Song II

EstimateEstimate $40,000 — 60,000

207

Julian Stanczak
Offended Red

EstimateEstimate $25,000 — 35,000

208

Pedro Coronel
Año uno Luna No. 3

EstimateEstimate
$180,000 — 250,000

209

Carlos Cruz-Diez
Transchromie Dames B Permut…

EstimateEstimate $45,000 — 55,000

210

Carlos Cruz-Diez
Transchromie Mecanique A

EstimateEstimate $40,000 — 60,000
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211

Omar Rayo
Velamen del Wayuú XXV

EstimateEstimate $20,000 — 30,000

212

Alberto Biasi
8-8 8-8 dinamiche

EstimateEstimate $10,000 — 15,000

213

Jorge Eielson
Amazzonia

EstimateEstimate $30,000 — 40,000

214

Sam Gilliam
Over and Under

EstimateEstimate $20,000 — 30,000

215

Frank Stella
Wake Island Rail

EstimateEstimate
$70,000 — 100,000

216

Julian Opie
Hoodie.

EstimateEstimate $20,000 — 30,000

217

Larry Rivers
Ann Among the Golden Oldies

EstimateEstimate $25,000 — 35,000

218

Larry Rivers
Grey & Shadow Camel

EstimateEstimate $40,000 — 60,000

219

Richard Artschwager
Pull

EstimateEstimate $18,000 — 25,000

220

Bernar Venet
Cosmography Drawing

EstimateEstimate $15,000 — 20,000
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221

Larry Poons
Untitled

EstimateEstimate $10,000 — 15,000

222

Richard Pousette-Dart
Composition

EstimateEstimate $15,000 — 20,000

223

Helen Marden
Mali

EstimateEstimate $8,000 — 12,000

224

Hannah Wilke
Three works (i-iii): Untitled

EstimateEstimate $10,000 — 15,000

225

Helen Bershad
Untitled

EstimateEstimate $3,000 — 5,000

226

Teresa Serrano
Present, past and future

EstimateEstimate $5,000 — 7,000

227

Tomás Sánchez
Liberación del verde

EstimateEstimate $15,000 — 20,000

228

Dorothea Tanning
Rêve d’une jeune femme

EstimateEstimate $7,000 — 10,000

229

Marisol Escobar
Woman from Paris

EstimateEstimate $12,000 — 18,000

230

Max Ernst
Deux personnages réciproques

EstimateEstimate $15,000 — 20,000
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231

Georges Valmier
Untitled

EstimateEstimate $6,000 — 8,000

232

Max Ernst
Arizona Landscape

EstimateEstimate $15,000 — 20,000

233

John Marin
From Green Head

EstimateEstimate $15,000 — 20,000

234

Max Weber
Seated Figure

EstimateEstimate $2,000 — 3,000

235

George Grosz
At the Beach

EstimateEstimate $15,000 — 20,000

236

Joseph Cornell
Die Weisse Frau (La Dame Blan…

EstimateEstimate $25,000 — 35,000

237

Alexander Calder
Untitled

EstimateEstimate $40,000 — 60,000

238

Tom Wesselmann
Drawing for Great American Nu…

EstimateEstimate $20,000 — 30,000

239

Tom Wesselmann
Study for Self Portrait While Dra…

EstimateEstimate $15,000 — 20,000

240

Tom Wesselmann
Judy

EstimateEstimate $8,000 — 12,000
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241

Tom Wesselmann
Two works: (i) Untitled; (ii) Stud…

EstimateEstimate $20,000 — 30,000

242

Alex Katz
Unfamiliar Image

EstimateEstimate $20,000 — 30,000

243

Roy Lichtenstein
St. Macarius Before His Monast…

EstimateEstimate $10,000 — 15,000

244

Kenny Scharf
Exotic Trend

EstimateEstimate $25,000 — 35,000

245

Sol LeWitt
Untitled

EstimateEstimate $12,000 — 18,000
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PROPERTY OF A NOTABLE WEST COAST COLLECTION

101

Bob Thompson

The Family

signed, titled and variously inscribed ""The family" B
Thompson" on the reverse
oil on panel
20 x 23 1/2 in. (50.8 x 59.7 cm)
Painted in 1961.

EstimateEstimate
$60,000 — 80,000

Go to Lot
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Illustrative of his bold painterly style, Bob Thompson’s The Family, 1961, presents a beautifully
abstracted, yet recognizable family portrait. The painting is one of around 1,000 works Thompson
created during his all-too-short eight-year career before his premature death in 1966 at the age of
28. In the first museum show dedicated to his work in over two decades, Thompson’s legacy is
currently being celebrated in the nationally touring exhibition This House is Mine, which began last
year at the Colby College Museum of Art in Waterville, Maine, and has since traveled to the Smart
Museum, Chicago, the High Museum, Atlanta, and now to the Hammer Museum, Los Angeles.

Before moving to Europe in 1961, the year this work was painted, Thompson first studied at the
University of Louisville, followed by a stint in New York City. As a Black figurative painter in the
1950s and 1960s, Thompson was greatly influenced by other artists in his cohort. Among these
peers were musicians, writers, and visual artists. He was particularly influenced by jazz,
frequenting places like The Five Spot and Slugs' Saloon. Thompson was able to move abroad with
his wife on a fellowship from the Whitney Foundation. It can be surmised that this work was
painted somewhere in continental Europe, where he traversed cities looking for the 18th and 19th
century paintings he was so enamored by.

Follower of Poussin, The Holy Family on the Steps, 1648, National Gallery of Art, Washington D.C.,
Image: National Gallery of Art, Washington, D.C., Samuel H. Kress Collection, 1952.5.49

Thompson was known for his profound interest in art history, with a particular fondness for the Old
Masters, often quoting references to Francisco Goya and Nicolas Poussin. His flat, modern way of
painting, coupled with a penchant for the past, set Thompson apart from his peers. Referencing
some of art history’s most famous landscapes and subjects, The Family bears resemblance to
Poussin’s The Holy Family on the Steps from more than three centuries prior. The position of
Thompson’s faceless figures suggests a family adoring their newborn. Through this recreation, the
artist inserts himself and his characteristic style into the canon of Old Master painting, leaving us
to question to what period this family belongs. The present work is a masterful portrayal of
Thompson’s unique fusion of classical European techniques with the colorful dynamism tied to
Abstract Expressionism.

PrProovvenanceenance
The artist
Noah Goldowsky Gallery, New York
Collection of Mr. and Mrs. Stephen D. Paine, Boston
Museum of The National Center of Afro-American Artists, Boston (gifted from the above in 1974)
Michael Rosenfeld Gallery, New York
Acquired from the above by the present owner in 2012

ExhibitedExhibited
Provincetown Art Association and Museum; Boston, Northeastern University Art Gallery,
Northeastern University, Kind of Blue: Benny Andrews, Emilio Cruz, Earle Pilgrim, Bob Thompson,
August 22–September 28, 1986
Los Angeles, California Afro-American Museum; Niagara Falls, Buscaglia-Castellani Art Gallery,
Niagara University; Montgomery Museum of Art; Akron Art Museum, Novae: William H. Johnson
and Bob Thompson, May 4, 1990–March 24, 1991, p. 64 (illustrated on the back cover)

101

Bob Thompson
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PROPERTY FROM THE DANIEL TEXIDOR PARKER
COLLECTION

102

Richard Mayhew

Guardian

signed "Mayhew" lower right
oil on canvas
48 1/4 x 40 in. (122.6 x 101.6 cm)
Painted in 1999.

EstimateEstimate
$50,000 — 70,000

Go to Lot
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"I actually use landscape image as a metaphor for the feeling of time and illusion."
—Richard Mayhew

Vibrant and elusive, subtle yet poignant, Richard Mayhew’s landscapes—or “mindscapes” as he
calls them—are about much more than what meets the eye. Born in 1924 in Amityville, New York
on Long Island, Richard Mayhew became inspired by nature at a young age and continues to be
today at his home in Santa Cruz at age 98. Rather than depict landscapes as they are, he chooses
to focus on how they make him feel. They are meant to elicit an emotional response. “What I do
with landscapes is internalize my emotional interpretation of desire, hope, fear, and love. So,

instead of a landscape, it’s a mindscape.”i

Mayhew is of African American and Native American descent. His grandmother, a member of the
Shinnecock Indian Nation, was a major inspiration to him in his artmaking. Of his paintings he says,

“I’m painting the treaty land that was never honored for Native Americans.”ii In white artists’
interpretations of landscape, particularly those in the 19th century, Native Americans and slaves
were seldom depicted, and if they were, it was often in shadow. Mayhew felt that this “omission”

suggested that as a person of color, “you don’t exist.”iii In this way, Mayhew’s saturated vistas are
not just a celebration of nature’s beauty, but also a means of reclaiming the land taken from his
ancestors—whether by white slave owners on southern plantations, or Europeans in the colonial
era. “My mindscapes are also about the healing of the long trauma that Black and native

communities have experienced collectively.”iv

Such contributions to the canon of art history are often overlooked. In 1963, Mayhew joined the
artist’s collective Spiral alongside founders Norman Lewis and Romare Bearden, but in the Broad,
Los Angeles’ 2019 exhibition Soul of a Nation: Art in the Age of Black Power, his were the only
works not featured in the room dedicated to the Spiral artists. Today, his work is finally getting the
due recognition it deserves. In 2020, ACA Galleries in New York, who began representing the artist
in the mid-1990s, mounted a solo exhibition of Mayhew's work in conjunction with the release of
the first monograph published.

Video: https://www.youtube.com/embed/Jj1W_EsFImQ

i Richard Mayhew, quoted in Julie Schneider, ”At 96 Years Old, Richard Mayhew Is Still Painting
Transportive “Mindscapes,” Hyperallergic, September 21, 2020, online
ii Richard Mayhew, quoted in Janet Berry Hess, The Art of Richard Mayhew, Jefferson, 2014, p. 72.
iii Ibid, p. 70.
iv Richard Mayhew, quoted in Julie Schneider, ”At 96 Years Old, Richard Mayhew Is Still Painting
Transportive “Mindscapes,” Hyperallergic, September 21, 2020, online

PrProovvenanceenance
Sherry Washington Gallery, Detroit
Acquired from the above by the present owner in 2009

102

Richard Mayhew
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103

Emily Mason

Like Frost Upon a Glass

oil on canvas
54 x 50 in. (137.2 x 127 cm)
Painted in 1985.

EstimateEstimate
$15,000 — 20,000

Go to Lot
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Born into a lineage of artists—including the early American Republic painter John Trumbull, and
her mother, the abstract painter Alice Trumbull Mason—Emily Mason was known for her vibrant,
joyous compositions which radiate warmth in whatever room they're in. The late artist, who passed
away in 2019, split her time between her studio in Manhattan and her home in Brattleboro,
Vermont, which she shared with her husband and fellow painter, Wolf Kahn. After she married
Kahn in 1957, Mason’s success as an artist was frequently minimized by that of his and her
mother’s. As the writer David Ebony said, “she developed her art overshadowed by these

formidable talents.”i Throughout the 1980s, her work was often included in group exhibitions
which featured all three of the artists’ paintings; it wasn’t until the 1990s when her work truly
began to flourish on its own.

"Pick it up, make a move, wait, let time go in between. Then I know what to do."
—Emily Mason

Mason was named after the poet, Emily Dickinson, and her mother gifted her a book of Dickinson’s
poems as a child. Many of her painting’s titles were taken from lines in these poems, like the
present work, which is from Dickinson’s “’Twas warm—at first—like Us.” It is interesting that this
work features a bright and warm palette, dominated by a field of fuchsia—a paradoxical choice for
the description of cold “frost.” Beautifully and somewhat eerily, the date of Mason’s recent passing

was also Dickinson’s birthday—just before the winter solstice, on December 10th.

Paintings like Frost Upon a Glass are the result of a long, improvisational process which Mason first
began to develop while on a Fulbright scholarship in Venice in 1955. Rather than plan out her
compositions beforehand, Mason would pour paint onto canvases on the floor and then move the
canvas around to spread the paint out, after which she would often leave the work to rest before
coming back to it later. She compared the act of painting to a game of chess: “Pick it up, make a
move, wait, let time go in between. Then I know what to do.”

'Twas warm — at first — like Us — Until there crept upon A Chill — like frost
upon a Glass — Till all the scene — be gone.

The Forehead copied Stone — The Fingers grew too cold To ache — and like a
Skater's Brook — The busy eyes — congealed —

It straightened — that was all — It crowded Cold to Cold — It multiplied
indifference — As Pride were all it could —

And even when with Cords — 'Twas lowered, like a Weight — It made no Signal,
nor demurred, But dropped like Adamant.

Emily Dickinson

i David Ebony, quoted in Neil Genzlinger, “Emily Mason, Who Created Colorful Canvases, Is Dead at
87,” The New York Times, February 7, 2020, online

PrProovvenanceenance
Grace Borgenicht Gallery, New York
Acquired from the above by the present owner

103

Emily Mason
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PROPERTY OF AN IMPORTANT COLLECTOR

104

Vivian Springford

Untitled

numbered "VSF576" on the overlap; further stamped
by the Estate of the Artist on the reverse
acrylic on canvas
70 1/4 x 70 1/4 in. (178.4 x 178.4 cm)
Painted in 1975.

EstimateEstimate
$70,000 — 100,000

Go to Lot
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"Painting is my attempt to identify with the universal whole. The expansive center of
the universe and of nature as in blossoming flowers of the ripples radiating from a

stone thrown in a pool of water are my constant challenge in abstract terms."
—Vivian Springford, 1975

PrProovvenanceenance
Almine Rech Gallery, Brussels
Acquired from the above by the present owner

LiteraturLiteraturee
Vivian Springford, exh. cat., Almine Rech Gallery, New York, 2018, pp. 118, 204 (illustrated, p. 118)
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105

Wolf Kahn

Evening Brook

signed "W Kahn" lower center
oil on canvas
16 x 22 1/8 in. (40.6 x 56.2 cm)
Painted in 1978.

EstimateEstimate
$12,000 — 18,000
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PrProovvenanceenance
Grace Borgenicht Gallery, New York
Acquired from the above by the present owner in 1979
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106

Joan Mitchell

Untitled

signed and dedicated “To Elga Merry Christmas love
Joan Joan Mitchell” on the left stretcher; signed “Joan
Mitchell” on the right stretcher
oil on canvas, diptych
each 18 1/4 x 15 in. (46.4 x 38.1 cm)
overall 18 1/4 x 30 in. (46.4 x 76.2 cm)
Painted in 1975.

EstimateEstimate
$400,000 — 600,000

Go to Lot
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Green hues dance energetically across two canvases in Joan Mitchell’s 1975 painting Untitled.
Intimately scaled, the present work is a precious example of the artist’s prodigious abstract
technique. Signed and dedicated “To Elga Merry Christmas love Joan” on the back, Untitled was
painted as a Christmas gift by Mitchell to her dear friend and fellow artist, Elga Henzein. The
friendship between these two women grew over many years, both residing in the French commune
of Vétheuil, just short of 40 miles northwest of Paris. Heinzen served as a central support for
Mitchell across difficult periods of her life including bouts of illness and the death of her beloved
German shepherds. It is noted in the artist’s biography, by Patricia Albers, that Heinzen was
amongst the “lady painters” in attendance of a celebration Mitchell threw upon being deemed

“Cancer free” in 1985.i Originally from Switzerland, Heinzen now lives in Paris where she practices
sculpture.

"I did not experience grief until 1992, when I lost Joan Mitchell. We were very close"

—Elga Heinzenii

Claude Monet, Agapanthus. 1914-26, The Museum of Modern Art, New York. Image: © The Museum of
Modern Art/Licensed by SCALA / Art Resource, NY

"Remember"Remembered Landscapes"ed Landscapes"

Mitchell, a Chicago native, spent the early years of her career in New York City before moving
abroad to Europe. After eight years in Paris, the artist moved to Vétheuil in 1967 where she lived
and worked until her death in 1992. Situated on two acres of land, Mitchell’s countryside residence
was close to the village of Giverny where Claude Monet once lived in a gardener’s cottage. It was
here that Mitchell delved deep into nature as way of informing her abstract canvases. The
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expansiveness of the countryside saw her works play out across multiple surfaces, including
diptychs, like this work, triptychs, and polyptychs. Though rooted in nature, Mitchell’s work
prefers to evoke the feelings it elicits rather than explicitly depict it. She discloses, “I paint from
remembered landscapes that I carry with me - and remembered feelings of them, which of course
become transformed. I could certainly never mirror nature. I would like more to paint what it leaves

me with.”iii The Abstract Expressionist mode of painting employed by Mitchell confirms such
sentiment, erring on the side of representation. Brushstroke mindfully layered upon brushstroke,
Mitchell creates a dialogue between movement and tone ranging from darker pine greens to sage
grey greens with accents of plum and white. We may compare such color and movement to that of
mid-season greenery drifting with the wind.

"From the little balcony outside her kitchen, Joan Mitchell can see down the hill to

Monet's house." —Deborah Solomoniv

Untitled was painted the year following the artist’s preeminent show at the Whitney Museum of
American Art, New York, and just before her first solo show at Xavier Fourcade, New York. Painted
at the peak of her artistic career, the present work illustrates Mitchell’s refinement of style and
craft, fully realized by the 1970s. In color and composition, this work resembles some of the artist’s
most celebrated masterpieces, such as her 1977 painting Posted, owned by the Walker Art Center,
Minneapolis. In conjunction with Mitchell’s celebrated traveling retrospective and the recent
opening of the Monet - Mitchell exhibition at the Fondation Louis Vuitton in early October, the sale
of Untitled offers a unique glimpse into the artist’s life and practice.

i Patricia Albers, Joan Mitchell: Lady Painter a Life, New York, 2011, p. 382.

ii Elga Heinzen, quoted in "Entretien: Elga Heinzen and Hélène Lhote," Elga Heinzen: La
Permanence du Pli, 2011, online

iii Joan Mitchell quoted in, Judith E. Bernstock, Joan Mitchell, New York, 1988, p. 31.
iv Deborah Solomon, “In Monet’s Light,” The New York Times, November 24, 1991, online

PrProovvenanceenance
Elga Heinzen, Switzerland (gifted by the artist)
Private Collection, Paris
Phillips, London, October 20, 2020, lot 22
Acquired at the above sale by the present owner
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PROPERTY FROM AN AMERICAN COLLECTION

107

Ed Clark

Black Daylight

signed and dated "Clark 66" lower right; signed, titled,
inscribed and dated "BLACK DAYLIGHT CLARK Paris
66" on the reverse
oil on canvas
32 x 39 in. (81.3 x 99.1 cm)
Painted in 1966.

EstimateEstimate
$200,000 — 300,000

Go to Lot
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Firmly rooted in the artist’s experiences abroad, Black Daylight is a sumptuous example of Ed
Clark’s unique Abstract Expressionist style painted by the artist in Paris. Clark first traveled to Paris
in 1952 to study under Edouard Goerg at the Académie de la Grande Chaumière. Following this
initial visit, he would later establish a second home for himself in the French capital in 1966, the
same year he painted the present work. With thick layers of paint applied in quick, smooth
gestures, Clark’s Black Daylight is an especially dynamic, early example from the artist’s celebrated
oeuvre.

"It was the most famous city for an artist in the 1950s. I mean New York in that
moment was not considered the capital of the art world—it was Paris. They were all

alive, man! Picasso, Braque, both of them. Everybody was there!" —Ed Clark

PParis as an Intellectual and Craris as an Intellectual and Creativeative Capitale Capital

Marking a major turning point in the artist’s career, Clark’s experience abroad was spotted with
success and hardship. After his initial arrival to Paris in the 1950s, Clark’s work was included in
several Salons across the city, as well as in solo exhibitions at the Galerie R. Creuze. Funding for his
trip from the U.S. came largely from the G.I. Bill, which had also funded his education at the Art
Institute of Chicago. After ten months in Paris, Clark said, “I didn't have any money, but I stayed. I

starved over there, almost! But I was determined to stay there.”i Committed to his practice, Clark
quickly met other artists and gallerists, including Sam Francis, Al Held and Jack Whitten. It was
also in France where the artist would make his first known oval picture, The Big Egg, 1968,
currently housed in the permanent collection of the Smithsonian National Museum of African
American History and Culture, Washington, D.C.

Ed Clark and The City in the courtyard at 22, rue Delambre. Artwork: © Ed Clark

"No matter what I do... there’s not a day that I’m not an artist." —Ed Clark

The composition in this painting boasts a combination of warm and cool colors, with bright orange,
purple and green swept against a black and blue background resembling a late-night sky. Before
introducing his push-broom technique, inspired by Jackson Pollock’s drips and Gerhard Richter’s
squeegee, Ed Clark explored the possibilities of the conventional brush, creating paintings of
gestural abstraction. Finding his own unique form of expressionism, Clark’s works are
fundamentally intimate, humble and accessible to viewers. Long overlooked, he is now finally seen
as a forefather of abstraction. As John Yau aptly said, “[Ed Clark] wanted to transform Pollock’s
vision of materiality into [his] own — and, more importantly, [he] did so; [he] wanted to paint
[himself] into a history that had excluded [him] on every level, from segregation to aesthetic

hierarchies.”ii It wasn’t until he was 54 years old when Clark had his first museum retrospective at
the Studio Museum in Harlem in 1980. His works are now held in the collections of the Whitney
Museum of American Art, New York, the Pérez Art Museum, Miami, and the Centro de Arte
Moderno, Guadalajara, among others.

i Ed Clark, quoted in “Edward Clark by Jack Whitten,” Bomb Magazine, June 2, 2014, online
ii John Yau, “Recognizing Ed Clark’s Contribution to Abstraction,” Hyperallergic, October 7, 2018,
online
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PrProovvenanceenance
Shirley Robinson (the artist's sister, acquired directly from the artist in 1966)
Acquired from the above by the present owner

ExhibitedExhibited
New York, Karma; Los Angeles, Parker Gallery, The De Luxe Show, August 12–September 25, 2021
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108

Beauford Delaney

Yellow Abstraction

signed, variously inscribed and dated "BEAUFORD
DELANEY 1957 Clamart France" on the reverse
oil on canvas
16 3/8 x 13 in. (41.6 x 33 cm)
Painted in 1957.

EstimateEstimate
$70,000 — 100,000
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"There always seems to be the shadow which follows the light." –Beauford Delaney,
writing to James Baldwin

Painted four years after Beauford Delaney’s career-defining move to Paris from New York, Yellow
Abstraction is an intimate example of the artist’s luminous abstractions for which he became
known. As indicated by the inscription on the reverse, this work was painted in Clamart, a suburb
of Paris where Delaney lived from 1956 to 1962. His close friend and mentee James Baldwin said,
“There was a window in Beauford's house in Clamart before which we often sat—late at night,
early in the morning, at noon. This window looked out on a garden; or rather, it would have looked
out on a garden if it had not been for the leaves and branches of a large tree which pressed directly
against the window. Everything one saw from this window, then, was filtered through these

leaves.”i

In contrast to his portraits of fellow artists and creatives made in New York City, Delaney’s abstract
paintings of the late 1950s and 1960s boast a layered vibrancy. Beneath the bright yellow impasto,
a signature color in the artist’s work, peek through subtle passages of green and pink—like the
foliage interspersed with bright rays of sunshine outside of the window in Clamart. The canvas is
textured from the artist’s varied application methods, for which he used palette knives, his own
fingers, and sometimes even squeezed paint directly from the tube. The palette bears
resemblance to some of Delaney’s most prized masterworks in collections as esteemed as The
Museum of Modern Art, New York—where Composition 16, 1954-1956 currently hangs on the
fourth floor—and the Cleveland Museum of Art, who recently acquired a yellow abstract painting
from 1958 this past September.

Beauford Delaney, Composition 16, 1954-1956, The Museum of Modern Art, New York. Image: © The
Museum of Modern Art/Licensed by SCALA / Art Resource, NY, Artwork: © Estate of Beauford Delaney

by permission of Derek L. Spratley, Esquire, Court Appointed Administrator; Courtesy of Michael
Rosenfeld Gallery LLC, New York, NY

Despite being highly regarded by some of the most important 20th century artists such as Georgia
O’Keeffe and Willem de Kooning, Delaney suffered through financial hardship throughout his
entire career. It wasn’t until a year before his death in 1978 that the Studio Museum in Harlem
mounted the first retrospective of the artist’s work. Today, Delaney’s work is finally receiving the
recognition it deserves with its inclusion in major exhibitions around the world, and its acquisition
by various notable institutions.

Video: https://fb.watch/gllxVYJIl2/

Translation:

Interviewer: You come from the United States but yet your name is French. Why?
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Beauford: On the occasion of my birth...

Interviewer: When you were born...

Beauford: At the moment when I was born, a woman with wisdom...

Interviewer: A midwife...

Beauford: A midwife with my mom, whose maiden name was Beauford. She was from North
Carolina in the south of the United States and my mother had developed an affection for her.
Because of this I was given the name Beauford.

i James Baldwin, quoted in Stephen C. Wicks, ed., Beauford Delaney and James Baldwin: Through
the Unusual Door, Knoxville, 2020, p. 27.

PrProovvenanceenance
The artist
Private Collection, New York
Janet Lehr, New York
Private Collection, New York
The Shin Collection, New York

ExhibitedExhibited
New York, Shin Gallery, Amalgamation: Celebrating 10 Years of Shin Gallery, March 3–June 4, 2022
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PROPERTY OF A LADY
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Gerhard Richter

14.2.88

signed, titled, and dated “14.2.88 - Richter” lower left
of the mount; titled and dated “14.2.88” on the reverse
of the mount
oil on paper mounted on card
sheet 11 3/4 x 16 1/2 in. (29.8 x 41.9 cm)
mount 13 1/4 x 18 1/4 in. (33.7 x 46.4 cm)
Executed on February 14, 1988.

EstimateEstimate
$250,000 — 350,000
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"I want to end up with a picture that I haven’t planned. This method of arbitrary
choice, chance, inspiration and destruction may produce a specific type of picture,
but it never produces a predetermined picture…I just want to get something more

interesting out of it than those things I can think out for myself." —Gerhard Richter

Executed in 1988, 14.2.88 is a stunning example of Richter’s late and unprecedented abstractions.
With its thick strokes of red in a chromatic yet profound composition, the present work exemplifies
Gerhard Richter’s endless exploration of the medium of oil paint. Recognized as one of the most
important artists of our time, Richter has continued to push the boundaries of painting,
consistently surprising the viewer in new ways.

Reminiscent of Richter’s iconic body of abstract paintings, Abstraktes Bild, this work on paper is an
intimate example of the artist’s unique and renowned technique of an almost mechanical
application of paint. 14.2.88 features thin yet active strokes of scarlet with hints of white and
crimson oil paint that the artist has broken apart with his own fingers, creating a powerful
sensation of space and perspective. Richter’s abstract body of work is the culmination of his
extraordinary artistic career—a phase he is still very much in. Throughout his decades-long
practice, he has explored the medium of painting in ways that only masters such as Cy Twombly,
Clyfford Still and Willem de Kooning did. The present work is a testament to Gerhard Richter’s
stated goal as a painter: “to bring together in a living and viable way, the most different and the
most contradictory elements in the greatest possible freedom.”

PrProovvenanceenance
Damon Brandt Gallery, New York
Private Collection (acquired from the above in 1989)
Private Collection (thence by descent from the above)
Sotheby’s, New York, October 2, 2020, lot 218
Acquired at the above sale by the present owner
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Howard Hodgkin

Tea with Mrs. Parikh

oil on wood
18 1/4 x 20 1/4 in. (46.4 x 51.4 cm)
Executed in 1974-1977.

EstimateEstimate
$280,000 — 350,000
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Tea with Mrs. Parikh is the first of two versions dedicated to the artist’s friend in Mumbai. Howard
Hodgkin was enamored with India and returned there almost annually ever since he first made the

trip to the country in 1964 at the age of 32. Initially inspired by 17th century Mughal art during his
school years at Eton, Hodgkin built a collection of 122 works from the Mughal period over his
lifetime. Holding a special place in his heart, India is the source of some of Hodgkin’s most vibrant
and celebrated compositions, as evidenced in the present example.

“[India], I couldn’t work without it.” – Howard Hodgkin

Hodgkin’s diaries from his visits to India are full of the same color, energy, and vivacity that we find
in his paintings. An excerpt from his diary on January 25, 1975, while the current work was being
painted, provides an insight into his packed schedule visiting friends among his inspirational
surroundings:

"Delhi morning. Get tickets for Ooty and beyond, and then off to Qutb… More
beautiful than on previous visit, because of the beautiful light and the happy

atmosphere of Saturday, with people, families, and school parties. Rugs laid on the
ground and picnics for 40. Very dull lunch and then dinner with Tyeb Mehta, the
painter... Sparkling evening with much Indian whiskey and little lovely food." –

Howard Hodgkin

Tea with Mrs. Parikh reveals emotions, recalls friendship and refers to a particular moment in time.
The recreation of this specific friendly intimacy took place over a three-year period, a recurring
feature in Hodgkin’s works, particularly the earlier examples. Now recognized as a central medium
in Hodgkin’s oeuvre, the wooden panel support was first used by the artist in his India Paintings,
like this one. By adopting a wooden support, Hodgkin was able to rework his surfaces numerous
times over several years.

Enclosed in the artist’s recognizable painted frame, the present work is alive with color, gesture
and moving forms, each element seamlessly flowing into the next, leading the viewer’s eye
through the abstracted composition. By continuing the reaches of the picture plane onto the frame
itself, Hodgkin successfully breaks with compositional convention and blurs traditional boundaries.
The dappled block forms, strong wavy lines and layering of colorful brushstrokes, all form part of a
constructed language of representation that Hodgkin was trying to develop, appealing to the
viewer’s sense of intrigue, and seducing them to study the work for longer.

Hodgkin’Hodgkin’s Admiration for Henri Matisses Admiration for Henri Matisse

Hodgkin’s application of pattern and color exemplify his reverence for the 20th century master,
Henri Matisse. As a teenager, Howard Hodgkin was gifted Alfred Barr’s Matisse - His Art and His
Public by his father, and the importance of Matisse’s works on the young Hodgkin had a profound
and immediate effect: “I got the book, I went to bed and didn’t get up for several days, until I’d
read it twice."¹

In a BBC documentary with Alastair Sooke in 2010, Hodgkin stated, "I wouldn’t be the painter I am
if Matisse had never existed … there was a feeling on his part that nothing mattered more than art
and he knew a great deal about pictorial space...They [the paintings] don’t depend on the subject
matter. They don’t depend on visible emotion. They are just themselves.”

The importance of Henri Matisse’s application of color, mark making and use of pattern are
exquisitely evidenced in the present work. Similar to Matisse’s belief that pictures are simply
themselves, in his own mark making, Hodgkin insisted on the importance of avoiding the
“autograph mark." For Hodgkin, a mark should be just that, allowing individual marks to have a
combined meaning once placed next to one another.

Video: https://www.bbc.co.uk/programmes/p007hsbh

Modern Masters: Henri Matisse – Howard Hodgkin. Howard Hodgkin tells Alastair Sooke about
the genius of Henri Matisse, and the influence his work has had on his own paintings.

Hodgkin is one of Britain’s most celebrated painters. In 1984 he represented Britain at the Venice
Biennale, and in 1985 he was awarded the Turner Prize. First shown in the United States in
1995-1996, his works were met with critical acclaim at his exhibition at the Metropolitan Museum
of Art, New York, which went on to travel to the Modern Art Museum of Fort Worth, Texas;
Kunstverein für die Rheinlande und Westfalen, Düsseldorf; and the Hayward Gallery, London. In
2006, Hodgkin was honored with his first comprehensive retrospective at the Irish Museum of
Modern Art, Dublin, which later moved to Tate Britain, London, and Museo Nacional Centro de
Arte Reina Sofía, Madrid. Hodgkin made his final trip to India in the autumn of 2016. During this
visit, he completed six new works which were exhibited at the Hepworth Wakefield’s exhibition in
2017, Painting India. The exhibition was a celebration of Hodgkin’s deep-seated love of the Indian
subcontinent, and the sister work to the present example, Tea with Mrs. Parikh (second version)
was shown here.

¹ Howard Hodgkin, quoted in Judd Tully, "Remembering Howard Hodgkin, an Interview," JuddTully,
March 14, 2017, online
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PrProovvenanceenance
Kasmin Gallery, London
Waddington Galleries, London
Hirschl & Adler Galleries, Inc., New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, André Emmerich Gallery, Howard Hodgkin: New Paintings, September 15–October 5,
1977
London, Hayward Gallery, Hayward Annual: Current British Art selected by Michael Compton,
Howard Hodgkin and William Turnbull, Part Two, July, 20–September 4, 1977, no. 157, p. 138
(incorrect dimensions listed)

LiteraturLiteraturee
Donald B. Kuspit, "Howard Hodgkin at Emmerich," Art in America, vol. 65, November–December
1977, p. 134
Marla Price, Howard Hodgkin: The Complete Paintings Catalogue Raisonné, London, 2006, no.
142, p. 154 (incorrect image illustrated with incorrect dimensions)
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Jack Whitten

Dutch Treat II

signed, titled and dated "DUTCH TREAT II © 1985 Jack
Whitten" on the reverse
oil and acrylic on canvas
12 1/4 x 12 1/4 in. (31.1 x 31.1 cm)
Painted in 1985.

EstimateEstimate
$100,000 — 150,000
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PrProovvenanceenance
Acquired directly from the artist by the present owner circa 1985-1990
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Sam Gilliam

Untitled

each signed and dated “Sam Gilliam, ‘76” on the
reverse
acrylic and canvas collage on canvas, in artist’s frame,
diptych
each 33 5/8 x 33 5/8 in. (85.4 x 85.4 cm)
Executed in 1976.

EstimateEstimate
$120,000 — 180,000
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PrProovvenanceenance
Hemphill Fine Arts, Washington, D.C.
Private Collection (acquired from the above)
Phillips, New York, May 16, 2018, lot 159
Acquired at the above sale by the present owner
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Norman Lewis

Untitled

signed and dated “Norman Lewis 67” lower right
oil on canvas
40 x 60 in. (101.6 x 152.4 cm)
Painted in 1967.

EstimateEstimate
$500,000 — 700,000
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"Art is a language in itself, embodying purely visual symbols which cannot properly
be translated into words, musical notes or, in the case of painting, three-dimensional

objects, and to attempt such is to be unable to admit the unique function of art or
understand its language." —Norman Lewis

A vibrant and dynamic example of Norman Lewis’ practice, Untitled, 1967 was painted at a pivotal
moment in the artist’s career. Beginning as a realist painter before shifting to abstraction in the
mid-1940s, Lewis was a crucial member of the New York School of Abstract Expressionism—the
only African American in the group. While he rejected the notion that narrative art could promote
change in a racist world, Lewis’ 1960s paintings are, at times, politically charged. The present work,
like others made during the last two decades of his life, uniquely straddles the line between
abstraction and figuration, examining the duality of these opposing styles.

Norman Lewis, Title Unknown (March on Washington), 1965. Artwork: © Estate of Norman W. Lewis;
Courtesy of Michael Rosenfeld Gallery LLC, New York, NY

RitualsRituals

At the height of the civil rights movement in 1960s America, Lewis and his Black artist peers were
faced with increasing discrimination and rejection in a white-dominated art world. In his founding
of the artist collective Spiral in 1963, which aimed to promote the work of Black artists in
institutions, Lewis continued to rely on abstraction as a means to assert his power as an artist.
However, in paintings made throughout the tumultuous decade, it became clear that Lewis could
not ignore the events around him. His so-called Ritual paintings are defined by repeated
calligraphic and, at times geometric, marks rendered against a field of color, whether it be
monochromatic black or a vibrant color. These brushstrokes are thought by scholars to represent
masses of figures in ritual-like gatherings, such as civil rights protests and even Ku Klux Klan
marches. Ruth Fine, the curator of his 2006 retrospective Procession: The Art of Norman Lewis,
which traveled to the Pennsylvania Academy of the Fine Arts in Philadelphia, Amon Carter
Museum of American Art in Fort Worth, and the Chicago Cultural Center, wrote: “These Klan
paintings are dominated by Lewis’ broad calligraphy, with the gestures signifying figures
intermixed with field. Layered paint creates interactive color surfaces far more complex than that

of a simple figure/ground relationship.”i Untitled from 1967, with its sweeping organic forms,
teeters on this boundary between abstraction and figuration, creating a lyricism that defines the
best of Lewis’ practice. While we may not identify the ritual depicted in this work, its gestural
marks intermixed within a field of yellow are certainly reminiscent of the socially and politically
charged paintings he was creating at this time.

"Color can evoke a great deal of visual excitement, to see colors that you don’t
ordinarily see, that you take for granted. I don’t think that so many people would be

killed on the street if they really saw a red light, if they really looked at it."
—Norman Lewis

In 1967, the same year this painting was made, Lewis moved into a loft on Grand Street after
breaking from his representative Willard Gallery in 1965. From that point on, the artist would not
have a gallery, forced to promote his own work in the art world. Perhaps it is for this reason that
Lewis’ work becomes even more difficult to categorize. A departure from his more subtly colored
paintings, his use of vibrant colors in Untitled represent a fascination with using color “in such a

way that it could become other things.”ii Indeed, the colors employed in this work evade an exact
link to representation, possibly meant to signify a gathering of bodies, or perhaps just the simple
beauty of abstract painting. This inability for concrete categorization is essential to Lewis’ legacy,
solidifying him as one of the premier, though lesser-known, painters of his generation, renowned
for his innovative explorations of the interplay between form and color.

i Ruth Fine, “The Spiritual in the Material,” in Procession: The Art of Norman Lewis, exh. cat.,
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Pennsylvania Academy of the Fine Arts, Philadelphia (and travelling), 2015, p. 80.
ii Norman Lewis, quoted in Ann Eden Gibson, “Black is a Color: Norman Lewis and Modernism in
New York,” in Norman Lewis: Black Paintings, 1946-1977, exh. cat., Studio Museum in Harlem, New
York, 1998, p. 11.

PrProovvenanceenance
Tarin M. Fuller (the artist's daughter)
Derek Beard (art advisor)
Acquired from the above by the present owner
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signed “frankenthaler” lower right
acrylic on canvas
83 3/4 x 71 1/2 in. (212.7 x 181.6 cm)
Painted in 1985.
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"I think of my pictures as explosive landscapes, worlds and distances held on a flat
surface." —Helen Frankenthaler

Helen Frankenthaler, a preeminent member of the second generation of Abstract Expressionist
painters, displays her usual graphic tact with Saturday Night. Painted in 1985 and housed in the
same private collection since its acquisition a year later, the present work showcases the artist’s
distinctive focus on the creation of pictorial space with a subtle but complex rendering of color,
providing insight into a critical year in the artist’s life. It is one of many of the artist’s works that

justify the claims of esteemed 20th century art critic Barbara Rose, that “Frankenthaler changed

painting.”i

[left] Helen Frankenthaler in her studio, New York, 1957. Image: © Burt Glinn/Magnum Photos [right]
Jackson Pollock painting in his studio, Long Island, 1950

Exploration of CExploration of Color and Spaceolor and Space

Frankenthaler had always been preoccupied with how paint can create the illusion of space, a
predilection in her art-making that has been attributed to the artist’s early fascination with Cubism
and Pablo Picasso in particular. But it was not until she met Jackson Pollock, an artist she cites as a

profound influence, that her work became what we know it today. After their meeting,
Frankenthaler began to think not simply about pictorial space, but its relationship to the flat
canvas. When she, like Pollock, took her painting off the easel to the floor, space and scale, as she

later said, became “endless.”ii At this moment, in the early 1950s, her work starts to sing.

In Saturday Night, executed more than 30 years after this breakthrough moment, Frankenthaler’s
mastering of spatial rendering is plain to see. A deep soak-stained purple forms the backdrop to
the minimal brushstrokes that make up the foreground. The marks, which comprise a painterly
structure within the canvas’ boundaries, swing backwards and forwards, their densities varying to
make them appear as if they’re fading in and out. Within the canvas’ geography, her marks defy
recognition while demanding interrogation. As with most of Frankenthaler’s works, Saturday Night
functions on ambiguity – a quality that the artist herself attributes to any painting’s success.

Willem de Kooning, Saturday Night, 1956, Kemper Art Museum. Artwork: © 2022 The Willem de
Kooning Foundation/Artists Rights Society (ARS), New York
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A SA Saturaturday Night in 1985day Night in 1985

The painting’s title, Saturday Night, furthers the enigma. Perhaps it is a reference to the artist’s
memorable evening in the same year of 1985, when she attended the White House dinner honoring
Prince Charles and Princess Diana alongside other artists, celebrities, and dignitaries.
Frankenthaler later described this spectacular event in an Op-Ed piece published in The New York
Times in 1997. Unbeknownst to her at the time, she asked none other than the star of Saturday
Night Fever, John Travolta, to a whirlwind dance. She recalled, “I’d waited a lifetime for a dance like

this.”iii It was not until she got home when debriefing to her friends that she realized who her
famed dance partner was.

Frankenthaler could also have been referencing a Willem de Kooning painting with the same title,
Saturday Night, 1956, housed in the Kemper Art Museum, St. Louis. Whether intentional or not,
juxtaposing the two paintings illustrates how Frankenthaler’s aesthetic differs from those of her
male Abstract Expressionist predecessors and peers. Unlike de Kooning’s depiction of a weekend
night out on the town, with active brushstrokes going in different directions against a background
of pastel pinks, ultramarine blues and fiery reds, Frankenthaler’s interpretation is softer. A similarly
cool palette is used, but rather than multiple focal points, the eye is drawn to a single bright arc in
the lower right quadrant, one which resembles the light from a streetlamp on an otherwise dark
road, or perhaps even a spotlight on the dance floor.

John Elderfield described 1985, the year the artist executed Saturday Night, as a year which saw

“the artist at the height of her powers.”iv Her paintings from this period are often characterized as

“tragic and sublime”v and see a return to drawing in her painting technique, which the artist

brought about “with new authority.”vi Under Frankenthaler’s artful strokes, the plane of the canvas
became a surface for her dramatic expression. Her simple, decisive strokes are representative of a
period in which the artist began to create work where “fewer decisions [were] made, but greater

deliberation [went] into each decision.”vii

"The painter makes something magical, spatial, and alive on a surface that is flat
and with materials that are inert. That magic is what makes paintings unique and

necessary." — Helen Frankenthaler

Unlike other Abstract Expressionists, such as de Kooning, Frankenthaler was not interested in

creating “an exclusively hedonistic color experience.”viii Instead, her colors in Saturday Night come
together to create a mysterious space in which to guide our interpretation. Her works are imbued
with the power of the immediate moment—whether that be a nighttime stroll or a dance to
remember. Color, brushstroke, and space harmonize upon the canvas, allowing us to recall our own
memories in looking deep into its expanse. Saturday Night is a sumptuous example of the work of
an artist whose “paintings are not merely beautiful. They are statements of great intensity and
significance about what it is to stay alive, to face crisis and survive, to accept maturity with grace

and even with joy.”ix

i Barbara Rose, Frankenthaler, New York, 1979, p. 11.
ii Helen Frankenthaler in a video interview, 1993, online
iii Helen Frankenthaler, ”My John Travolta Dress,” The New York Times, July 8, 1997, online
iv John Elderfield, Frankenthaler, New York, 1989, p. 354.
v Pepe Karmel, in Pittura/Panorama: Paintings by Helen Frankenthaler 1952-1992, exh. cat.,
Museo di Palazzo Grimani, Venice, 2019, p. 11.
vi John Elderfield, Frankenthaler, New York, 1989, p. 352.
vii Barbara Rose, Frankenthaler, New York, 1979, p. 100.
viii Ibid, p. 18.
ix Ibid, p. 106.
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PrProovvenanceenance
André Emmerich Gallery, New York
Acquired from the above by the present owner in 1986

ExhibitedExhibited
New York, André Emmerich Gallery, Helen Frankenthaler: New Paintings, October 9–November 1,
1986, no. 13, n.p. (illustrated)
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signed and dated "Frankenthaler 59" lower center
oil on canvas
48 3/8 x 50 1/4 in. (122.9 x 127.6 cm)
Painted in 1959.
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"A line, color, shapes, spaces, all do one thing for and within themselves, and yet do
something else, in relation to everything that is going on within the four sides [of the
canvas]. A line is a line, but [also] is a color... It does this here, but that there. The

canvas surface is flat and yet the space extends for miles. What a lie, what
trickery—how beautiful is the very idea of painting." —Helen Frankenthaler

Painted in 1959 at the beginning of her career, Helen Frankenthaler’s Brown Bird showcases her
prowess in the gestural improvisation of Abstract Expressionism. Before transitioning towards a
more quiet and calligraphic style of painting, Frankenthaler was a leading member of the second-
generation of Abstract Expressionists. Predating her soak-stain technique, Brown Bird belongs to
a lesser-known group of paintings created between 1959 and 1962, distinguished by their powerful
and active brushstrokes. In contrast to her color field paintings, which are known for their subtle
use of color, the paintings of this period are expressive and raw.

Frankenthaler in her studio at Third Avenue and East 94th Street, New York, with Mediterranean
Thoughts (1960, in progress, left) and Figure with Thoughts (1960, in progress, center), March 1960.

Image: Tony Vaccaro

"think-tough, paint-tough." —John Elderfield, borrowing the words from poet James
Schuyler to describe Helen Frankenthaler’s work in the late 1950s

Recognized as one of the most important female American artists of the 20th century,
Frankenthaler has been named a leader in the transition from Abstract Expressionism to Color
Field painting. She first entered the New York scene in 1950, when Adolph Gottlieb selected one of
her paintings to be included in Fifteen Unknowns: Selected by Artists of the Kootz Gallery. By 1959,
the year she painted this work, her paintings had a regular presence in exhibitions around the
world alongside some of the most important mid-century artists.

The ManThe Many Fy Facets of Frankenthaler's 1950s Pacets of Frankenthaler's 1950s Paintingsaintings

Curator John Elderfield has identified several distinct periods and styles within Frankenthaler’s
work from the 1950s. While she started the decade with her first soak-stain paintings, marked by
Mountains and Sea, 1952, by 1954 her technique became more material, and in turn, more like that

of her peers. By 1959, she returned to a purely Abstract Expressionist vocabulary,i as is the case in
Brown Bird. Many have attributed this to Willem de Kooning’s famous exhibition that took place
that year at Sidney Janis Gallery in New York, which sold out on the first day—one of the highest
points of 1950s Abstract Expressionism. Others believe that another motivation for this change
was Frankenthaler’s marriage to Robert Motherwell in 1958. Regardless of the reason, her early
1950s paintings still stood apart from those of her peers for their more emotional compositions. In
an effort to assert her position in a male-dominated movement, she truly proved her personal

toughness and drive in these works.ii
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"At some point, I recognized a birdlike shape - I was ready for it - and I developed it
from there." —Helen Frankenthaler

Brown Bird has a vast array of painterly forms in its composition: dramatic lines, pools of colors
that spread across the canvas, and a rich violet brown wash that one could only relate to a bird, as
the title of the work suggests. In the background, a white expanse creates negative space,
emphasizing the vibrantly colored brushstrokes, a key characteristic of the works she was creating
at the time. Coming from the esteemed collection of Philadelphia lawyer Jack R. Bershad and his
wife, artist Helen Bershad, the present work is an exquisite example of a defining period in
Frankenthaler’s career—a painting that exists in a league of its own.

PrProperopertty fry from the Estate of Jack R. Bershadom the Estate of Jack R. Bershad

Over nearly six decades, Philadelphia lawyer Jack R. Bershad and his wife, artist Helen Bershad,
amassed an impressive collection of art and ceramics. Phillips is thrilled to be offering a selection of
the American and Post-War masterworks in our 20th Century & Contemporary Art Day Sale this
season. Most of these works were acquired soon after they were made, making this a rare chance
to acquire works that have remained in the same collection for more than 30 years. An artist in her
own right, Helen Bershad was inspired by many of the artists in hers and Jack’s collection, citing
Helen Frankenthaler as one of her heroes. Of choosing the painting Brown Bird from 1959, she
said, “I had to have something that she did. It was very important to me. A lot of people didn’t like
her work at that time, but I did, and I was right...” Such persistence defines the collection, as Jack
and Helen went searching in galleries and auctions throughout the 1970s and 1980s for the best
examples of 20th century art. This included one of Louise Nevelson’s Dawn’s Landscape works
from 1975, which Helen considered “a part of our marriage, of how we talk, how we discuss things.”
Two impressive sculptures by Anthony Caro and exceptional American works on paper by John
Marin and Max Weber fill out the collection, alongside one of Helen’s own large-scale paintings
from 1980—a beautiful and expressive field of blues and pinks coalescing on canvas. Together, this
selection of works acquired by Helen and Jack demonstrates their passion for collecting, and for
each other. As Helen aptly states, “[they just] wanted to be surrounded by good music and good
art.”

i John Elderfield in “Frankenthaler: John Elderfield and Lauren Mahony discuss Helen
Frankenthaler in the years 1959-1962, a period of daring experimentation and
innovation,” Gagosian, Fall 2017, online
ii Ibid.

PrProovvenanceenance
André Emmerich Gallery, New York
Mr. And Mrs. Robert B. Mayer, Winnetka (acquired from the above in 1960)
Sotheby’s Parke Bernet Inc., New York, October 26, 1972, lot 11
Acquired at the above sale by the present owner

ExhibitedExhibited
Philadelphia Museum of Art, Philadelphia Collects Art Since 1940, September 28–November 30,
1986, p. 70 (illustrated)
Delaware Art Museum, Abstract Expressionism and Beyond: Motherwell's Circle, June
22–September 12, 1999

LiteraturLiteraturee
Barbara Butler, “Movie Stars and other members of the cast,” Art International, vol. 4, nos. 2–3,
February–March 1960, pp. 51–56 (illustrated, p. 55)
Barbara Rose, Frankenthaler, New York, 1971, no. 71, n.p. (illustrated)
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Norman Lewis

Fleshy Phase

signed and dated “NORMAN LEWIS 74” lower right;
titled and dated “1973 Fleshy PHASE” on the original
stretcher
oil on canvas
83 x 49 1/2 in. (210.8 x 125.7 cm)
Painted in 1973-1974.
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"For Lewis, Black Painting provided an entry to a cosmos, as his contemporary
Charles Davis so memorably put it, in which modernism and African-American

identity can coexist. Like Davis, he wanted to place the art of African Americans in
what we would now call its intercultural visual milieu." —Ann Eden Gibson on

Norman Lewis’ Black Paintingsi

Painted between 1973 and 1974, Fleshy Phase, is a splendid example of Norman Lewis’ late “Black
Paintings,” demonstrating the artist’s unique place within the Abstract Expressionist movement.
Standing among artists like Willem de Kooning, Jackson Pollock, Robert Motherwell, Mark Rothko,
and Franz Kline, Norman Lewis was the first African American to become a member of the first
generation of the New York School. This was marked by his inclusion in the historic symposium at
Studio 35 in 1950, the event where the term “Abstract Expressionism” was first coined. Unlike the
dynamic brushstrokes of his peers, Lewis became known for his more subtle use of color. In fact, it
was the color black which served as the starting-off point for his exploration of abstract painting,
one he revisited again and again throughout his career.

Robert Rauschenberg, Untitled, c. 1951, Whitney Museum of American Art, New York. Image: ©
Whitney Museum of American Art / Licensed by Scala / Art Resource, NY, Artwork: © 2022
Robert Rauschenberg Foundation / Artists Rights Society (ARS), New York

LLewis’ signaturewis’ signature use of the color blacke use of the color black

Lewis’ “Black Paintings” recall the treatment of the color by some of his younger contemporaries
like Frank Stella and Robert Rauschenberg. Like both artists, Lewis was fascinated by black’s

relation to other colors and the effects it could have on the luminosity of the pigments around or
within it. As Ann Gibson explains, he uniquely treated the “color in such a way that it could become

other things.”ii His signature use of black distinguished himself from those like Ad Reinhardt, for
whom black signified the elimination of color. For Lewis, the color black served a unique purpose: it
was meant to bring out the bold colors present around it. Fleshy Phase is a testament to this
notion, incorporating bold reds and blues that emerge from the black background like flames.
Perhaps, as the work’s title suggests, these brightly colored forms are meant to emulate human
flesh, composed of muscle and fat. In its ambiguity, Lewis makes the work not about the subject
itself, but about its formal qualities: color, composition and form.

In-Between: Black ArIn-Between: Black Art and Abstract Exprt and Abstract Expressionismessionism

While Lewis began his career, like many of his African American peers, as a Social Realist painter,
by the mid-1940s, Lewis turned away from representational painting in favor of abstraction. The
result was a surprising oeuvre characterized by color and form that positioned him as the sole
African American artist of the New York School by the 1950s. Despite his change in style, Lewis
remained a key figure in supporting and promoting the art of Black artists. In 1963 he founded
Spiral, along with Romare Bearden and Charles Alston, an artist collective with the goal of
promoting Black art in institutions. Throughout his career, he remained dedicated to abstraction,
which differentiated him from artists like Bearden. It was his unique position at this intersection of
the Black Art and Abstract Expressionist movements that precluded Lewis from experiencing the
fame that many of his peers did.

In recent years, Lewis’ works are finally getting the due recognition they deserve. The Whitney
Museum of American Art, New York recently acquired their first Lewis painting, American Totem,
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in 2019. The work is currently on view on the seventh floor of the museum alongside a major Franz
Kline painting, asserting Lewis’ importance in the art historical canon. Between 2015 and 2017,
other museums that have acquired works by Lewis include the Newark Museum, the Cleveland
Museum of Art, and SFMOMA.

i Norman Lewis, quoted in Ann Eden Gibson, “Black is a Color: Norman Lewis and Modernism in
New York,” Norman Lewis: Black Paintings, 1946-1977, exh. cat., Studio Museum in Harlem, New
York, 1998, p. 11.

ii Ibid.

PrProovvenanceenance
The Artist
Estate of Norman Lewis
Acquired from the above by the present owner

ExhibitedExhibited
New York, Bill Hodges Gallery, Norman Lewis: Shades of Blackness, November 18, 2021–January
29, 2022, pp. 5, 18–19, 29 (illustrated, pp. 19, 29)

LiteraturLiteraturee
David Carrier, “The Transcendent Power of Black in Norman Lewis’s Abstractions,” Hyperallergic,
January 5, 2022, online (illustrated)
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Ernie Barnes

Window Wishing

acrylic on canvas, in artist’s frame
canvas 30 x 20 in. (76.2 x 50.8 cm)
framed 35 1/4 x 24 3/4 in. (89.5 x 62.9 cm)
Painted in 1993.

Please note, Window Wishing is included in the
upcoming Ernie Barnes Catalogue Raisonné by the
artist’s estate. We wish to thank the Ernie Barnes
Estate for their kind assistance with this work.
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"I am bound by the strongest ties with the organic life of all people. And being an
artist had created in me the desire to continually affirm beauty. I am well aware that
art has no concrete connection to beauty, but beauty is profoundly interwoven into

the fabric of the individual and his environment." —Ernie Barnes

PrProovvenanceenance
Estate of the Artist
UTA Artist Space, Beverly Hills
Acquired from the above by the present owner

ExhibitedExhibited
Los Angeles, California African American Museum, Ernie Barnes: A Retrospective, May
8–September 8, 2019

LiteraturLiteraturee
Victoria Valentine, “Ernie Barnes Retrospective Brings Renewed Attention to African American
Who Found Fame After Playing Pro Football,” Culture Type, September 6, 2019, online (illustrated)
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Ernie Barnes

My Man

signed “Ernie Barnes” lower right
acrylic on canvas, in artist’s frame
canvas 15 x 30 in. (38.1 x 76.2 cm)
framed 20 x 35 in. (50.8 x 88.9 cm)
Painted in 1980.

Please note, My Man is included in the upcoming Ernie
Barnes Catalogue Raisonné by the artist’s estate. We
wish to thank the Ernie Barnes Estate for their kind
assistance with this work.
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IntrIntroducingoducing RicharRichard Rd Roundtroundtreeee

Richard Roundtree as Shaft, 1970. Image: Moviestore Collection Ltd / Alamy Stock Photo

Ernie Barnes’ My Man comes from the collection of Richard Roundtree—the iconic actor best
known for his role as cool-cat private detective John Shaft in the Shaft movie franchise. His
breakout performance in the first Shaft film—a 1971 classic that defined the "Blaxploitation"
genre—earned him a Golden Globe nomination.

Roundtree was born in 1942 in New Rochelle, New York, and began his career as a model, having
been discovered by Eunice W. Johnson, of the Johnson Publishing Company, which published

Ebony and Jet magazines. Over his five decades as an actor, he has appeared in some 160 film and
television projects—sharing the screen with actors including Clint Eastwood, Peter O’Toole,
Laurence Olivier, Samuel L. Jackson, and Brad Pitt—and received numerous awards, such as an
MTV Lifetime Achievement Award, a Peabody Award, and a Black Theater Alliance Lifetime
Achievement Award.

Roundtree was familiar with Barnes’ football career in the 1960s and learned of his artistic practice
when Sammy Davis Jr. and Charlton Heston purchased his works. He discovered that Barnes lived
just four blocks away from him in Los Angeles and walked to his home to meet with him. He
purchased My Man—as well as another Barnes painting that Phillips is offering this season, Slam
Before the Storm—directly from the artist in 1981.

Ernie Barnes: “This is My Man.”

Richard Roundtree: "No, that is my man named Worm. That picture looks just like
my friend Worm; I want it."

In My Man, painted in 1980, Ernie Barnes offers a close-up view of a stylish man in profile on a
cream-colored ground. The subject’s tilted cap, afro, and white t-shirt convey his effortless cool, as
do the brushstrokes that swirl around him, echoing his contours, as though he directs the way the
winds blow.

The painting features several Barnes hallmarks, including his Mannerist-style figuration, in which
bodies are rendered with elongated limbs and features. Barnes wrote that this formal distortion
expresses an internal conflict: “the hero’s firm roots in this earthly life and his simultaneous
dissatisfaction with it; his worldly interests and ambitions on one hand, and his otherworldly and

metaphysical aspirations on the other.”i

In the present work, the figure’s evocative facial expression also conveys this duality. Barnes said
he depicted his figures with closed eyes to represent “our blindness to one another’s

humanity.”ii Indeed, the shut-off expression of the man in My Man suggests a degree of
solipsism—a condition that, of course, frequently plagues the hip. His modish hat covers the eye
that’s turned away from us, so that even when his eyes are open, he’s partially blinded by fashion.
And yet, his expression communicates more than mere egotism. He looks introspective and
thoughtful.

"Tragedy became a dramatic element in the age of mannerism . . . because moods of
humans are governed by life’s insoluble conflicts." —Ernie Barnes
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My Man recalls works by portrait painter Barkley L. Hendricks, who likewise depicted stylish Black
subjects against monochrome backgrounds. Hendricks, however, rendered his subjects
realistically; from a distance, so that they and their outfits are represented in their full glory; and
with head-on gazes that project unapologetic confidence. While Hendricks’ powerful images are
just as sympathetic to their subjects as My Man is, they come from a different perspective than
Barnes’ more nuanced portraits do.

Purvis Young, Untitled (MM 11311), 1989. © Estate of Purvis Young / Artists Rights Society (ARS), New
York

The artist’s frame on My Man represents another characteristic Barnes feature. Such frames for
Barnes, with their weathered wood and chipped paint, alluded to the white picket fence that had
surrounded his family home in Durham, North Carolina, and fallen into disrepair before his father’s

death.iii They also connect Barnes’ work with the vernacular styles of many of his fellow Southern
Black artists, including Lonnie Holley, Beverly Buchanan, and Purvis Young.

The title My Man suggests Barnes’ brotherly feeling towards the subject in the painting. Similar
feelings prompted Richard Roundtree to buy the work from the artist. When Barnes showed him
the painting and said, “This is My Man,” Roundtree replied that it was actually his man, since the
figure looked just like his close friend Worm. (In fact, he still affectionately refers to the painting as
Worm.) Barnes’ ability to create pictures with which viewers so strongly identify was one of his
greatest gifts and is a reason his works are enjoying such a renaissance today.

i Ernie Barnes, From Pads to Palette, Waco, 1995, p. 53.
ii Ernie Barnies, interviewed by Dave Price for the TV Land series “Here’s the Story,” online
iii Barnes’ frames are discussed in the biography on the artist’s website, online

PrProovvenanceenance
Acquired directly from the artist by the present owner in 1981

118

Ernie Barnes

63



PROPERTY FROM AN IMPORTANT PRIVATE
COLLECTION

119

Alex Katz

Richard Marshall

signed and dated "Alex Katz 07" on the overlap
oil on linen
60 x 72 in. (152.4 x 182.9 cm)
Painted in 2007.
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"Katz’s astonishing achievement is to have reconciled abstraction and realism in post-

World War II America." —Richard Marshalli

Painted in 2007, Richard Marshall is a wonderful example of Alex Katz’s later portraits, rendered in
the artist’s signature style for which he has become recognized over his long and illustrious career.
Flat and figurative, simple and bold, Katz’s quintessentially graphic mode of painting breeds
anonymity around his subjects. Here, Katz has depicted Richard Marshall, famed curator at the
Whitney Museum of American Art in New York, who passed away in 2014. Marshall and Katz had a
decades-long relationship, which begun when Marshall curated the first-ever retrospective of the
artist’s work in 1986. Years later, Katz portrayed him as the subject of this painting—the result of
which beautifully symbolizes the give and take of relationships, and, pointedly, a special
relationship in the art world. Aptly, Richard Marshall comes to auction alongside the most recent
major museum retrospective dedicated to Katz’s work since the one Marshall curated, now on view
at the Guggenheim in New York.

Richard Marshall, Alex Katz, exh. cat., Whitney Museum of American Art, New York, 1986, title page

RicharRichard Marshall: Ard Marshall: Art Historian, Curator and Writert Historian, Curator and Writer

Richard Marshall presents a portrait of a man whose contributions to contemporary art shaped the
art world we know today. Entering the New York art scene in the early 1970s, Marshall, known for
his public support of artists, is remembered for his original and rebellious way of thinking, one
which often went against the status quo. He was a beloved art historian, curator, and writer, who
spent more than 20 years at the Whitney curating biennials, group shows, and celebrated solo
exhibitions of artists including Alexander Calder, Claes Oldenburg, Ed Ruscha, James Rosenquist,
Jean-Michel Basquiat, and Robert Mapplethorpe, to name but a few. In 1986, Katz joined this list
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of solo exhibiting icons, as Marshall curated the portraitist’s first retrospective.ii Painted seven
years before Marshall’s death in 2014, and 21 years after this historic retrospective, this portrait
honors a man whose impact on Katz and his career can only be surmised. The artist and his subject
strike a commonality in their shared, lifelong dedication to art: one through the encouragement of
creativity and expression, and the other through the physical act of producing it.

"The face, name, and presence may be rendered familiar by the paintings. But at no
point do they invite incursions into the life of the portrayed... [Katz] gives you the

look, not the scoop." —Writer and curator Jan Verwoert

In the present work, there’s a sophistication to Katz’s intentional brushstrokes that elevates the
subject. As if there is a spotlight on his head, Marshall is framed with a halo-like aura, walking
away from us, the viewer, into a dark abyss. To not exaggerate the narrative, however, Katz is
discerning in the amount of detail he provides. There’s a resulting freedom in the portrayal, one
which gives the viewer the opportunity to interpret the subject’s position relative to the artist.
From behind, we are able to make an identification almost solely through the title of the painting,
but those close to Marshall may recognize the manner in which his hair is styled, or the way his
right earlobe is defined. As such, Katz portrays a level of intimacy with just enough ambiguity,
allowing the painting to speak to more than just those who knew Marshall, yet poignantly to those
who were close to him.

i Richard Marshall, “Alex Katz: Sources of Style,” in Alex Katz, exh. cat., Whitney Museum of
American Art, New York, 1986, p. 13.

ii Ibid.

PrProovvenanceenance
Richard Gray Gallery, Chicago
Acquired from the above by the present owner in 2007
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From its two-toned color palette to the symmetrical oscillation of silhouetted female forms, Let’s
Get Out of the Hall is a prime example of John Wesley’s work. Debuted at Kassel’s Documenta 5 in
1972, Let’s Get Out of the Hall illustrates Wesley’s unmatched ability to convey erotic desires and
fears found deep within the human psyche.

Inspired by Andy Warhol’s repeated Tomato Soup Cans, Giorgio de Chirico’s metaphysical
paintings, and the comic strip Blondie, Wesley continually combined the characteristics of playful
cartoons with tantalizing imagery that together draw the viewer into a sense of allurement. Let’s
Get Out of the Hall tessellates the contour of female bare legs in a lyrical dance, while being
pursued by an open-mouthed dalmation in a metaphorical erotic chase. Composed in his signature
muted pinks against a powder blue backdrop, the contrastingly stark black contours position the
work decidedly in the Pop canon, while retaining its unique Wesleyan qualities.

"Wesley was intent rather on depicting the habits and common places with which we
fill our lives as darkly humorous, and he did so with all conceivable visual

cunning."i –Martin Hentschel

Andy Warhol, Campbell’s Soup Cans, 1962, The Museum of Modern Art, New York. Image: © The
Museum of Modern Art/Licensed by SCALA / Art Resource, NY

i Martin Hentschel, John Wesley’s Wondrous World, in John Wesley: The Bumsteads, Fredericks &

Freiser, New York, 2007, p. 6.

PrProovvenanceenance
Daniel Weinberg Gallery, Los Angeles
Private Collection, Atlanta
Kevin Bruk Fine Art
Acquired from the above by the present owner

ExhibitedExhibited
Kassel, Documenta 5, June 30–October 5, 1972
Los Angeles, Daniel Weinberg Gallery, Time and Again, June 15–July 20, July 2002

LiteraturLiteraturee
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2002, online
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508 (illustrated, p. 139)
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"Route 66, I’ve had a great affection for that road because of its connection between
the places I’ve been and worked. It was like a continuous ribbon, it was like a real
magical formula for keeping my life going. I thought it was great." —Ed Ruscha

Spanning over 13 feet long, Industrial Village and Its Hill, painted in 1982, bestows upon us Ed
Ruscha’s signature style in which text and image coexist. Originally from Nebraska, Ruscha spent
years in Oklahoma City before moving to Los Angeles to study at what is now the California
Institute of the Arts. Here, Ruscha discovered Pop masterworks like Jasper John’s 1950s target
paintings, which would inspire him to rely on similarly commercial imagery in his own work. Yet, it
was Ruscha’s fascination and admiration for the American landscape which truly distinguished his
paintings, prints and photographs from his Pop predecessors and contemporaries. Such regard for
the west coast is palpable in the present work, which abstractly depicts the famous Route 66 in his
home state of California. Above silhouettes of the San Bernardino and San Gabriel Mountain
ranges across the lower expanse of the canvas are two small phrases rendered in Ruscha’s iconic
stenciled letters, as if mapping out the landscape from left to right: “THE HILL ABOVE INDUSTRIAL
VILLAGE” and “INDUSTRIAL VILLAGE.” Originally housed in the collection of Merry Norris, founder
of the Museum of Contemporary Art, Los Angeles, Industrial Village and Its Hill, is a prime example
of Ruscha’s characteristic use of text immersed in the American landscape.

"There is a big difference between vertical movement and horizontal movement."
—Ed Ruscha

Throughout his long and illustrious career, Ruscha has explored and used different techniques
playing around with the juxtaposition of words and symbols into images. Just a few years before he
created the present work, Ruscha started utilizing the grand horizontal canvas format, largely
inspired by billboards and murals. Rendered in monochromatic black and white, Industrial Village
and Its Hill illustrates just enough to identify Route 66 by its silhouette. The text embedded in the
painting points out where the unnamed “hill above the industrial village” is located, versus the
anonymous “industrial village,” creating the visual effect of an elongated distance between these

two landmarks. Ruscha explains, “The reason I’m happy with these pictures is because, even with
the width of the canvas, I’m able to miniaturize things so that there’s almost thousands of miles
between the left side of the canvas and the right side of the canvas...The lettering also brings you
down to the miniature aspect of it. That’s why the letters are no larger than they are...It has to do
with the fact that our eyes run in a horizontal line. There is a big difference between vertical
movement and horizontal movement. I seem to be on horizontal movement, and I’ve been here for

years.”i

Route 66, California. Image: trekandshoot / Alamy Stock Photo

"Using exact geographical terms to particularize the uninflected abstraction of a
landscape (a Route 66 landscape par excellent) is witty... Not the idea of landscape
but something like the experience of an actual landscape is induced in the viewer,

who seizes on the internal captions “industrial village” and “hill” to stave off
vertigo." —Peter Schjeldahl, “Ed Ruscha: Traffic and Laughter," 1985

Many of the works Ruscha was creating during the 1980s and 1990s recall grainy film stills. These
so-called silhouette paintings, like the present work, were created with a technique that mimics
the process used in making commercial billboards—air brushing and stenciling together remove
the appearance of any handmade brushstrokes. Here, the technique is used in a manner contrary
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to that of advertisement. With its vague phrases and unidentifiable background, the imagery does
not resemble any one thing in particular. The text atop the mountains transmits a distance,
evoking a sense of nostalgia without labeling it as anything specific. The result is a composition
that is at once familiar and anonymous. Ruscha said, “a lot of my paintings are anonymous
backdrops for the drama of words. In a way, they’re words in front of an old Paramount Studios
mountain. You don’t have to have a mountain back there - you could have a landscape, a farm. I
have a background, foreground. It’s so simple. And the backgrounds are of no particular character.

They’re just meant to support the drama, like the Hollywood sign being held up by sticks.”ii

An important work in the artist’s prolific oeuvre, this painting has been featured in seminal
institutional shows, including Ruscha’s traveling 1989-1991 and 2000-2001 retrospectives. It was
also referenced by the late and revered art critic, Peter Schejdahl in his 1985 essay “Traffic and
Laughter,” who died just this past October. Of this painting, he aptly stated, “Not the idea of
landscape but something like the experience of an actual landscape is induced in the viewer, who
seizes on the internal captions 'industrial village' and 'hill' to stave off vertigo."

i Edward Ruscha, quoted in Richard Marshall, Ed Ruscha, New York 2003, p. 181.
ii Ed Ruscha quoted in Richard Marshall, Ed Ruscha, London 2003, p. 239.

PrProovvenanceenance
Merry Norris, Los Angeles
Acquired from the above by the present owner

ExhibitedExhibited
Reading, Freedman Gallery, Albright College, Contemporary Landscape Painting, June 17–July 30,
1983, n.p.
Paris, Musée national d'art moderne, Centre Georges Pompidou, no. 14, pp. 32-33, 78 (illustrated,
pp. 32-33); Rotterdam, Museum Boymans-van Beuningen, no. 12, pp. 46-47, 123 (illustrated, p.
47); Barcelona, Fundacio Caixa de Pensions, pp. 61-62 (illustrated); London, Serpentine Gallery;
Los Angeles, The Museum of Contemporary Art, Edward Ruscha, December 6, 1989–February 24,
1991
Washington, D.C., Hirshhorn Museum and Sculpture Garden; Chicago, Museum of Contemporary
Art; Miami Art Museum; Modern Art Museum of Fort Worth, Ed Ruscha, June 29,
2000–September 30, 2001, pp. 88-89, 204 (illustrated, pp. 88-89)
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53
Bonnie Clearwater, “Edward Ruscha: Words Without Thoughts Never To Heaven Go,” Edward
Ruscha, Lannan Museum, exh. cat., Lake Worth, 1988, no. 23, pp. 34, 37 (illustrated, p. 37)
“Art,” International Herald Tribune, 1990, p. 7
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Offering a rare glimpse into Gerhard Richter’s creative process, Hyänen, 1968, is a testament to the
German artist’s trailblazing oeuvre. A year following his receipt of the New Western Artists Prize in

1967 and just four years before he would represent Germany at the 36th Venice Biennale in 1972,
this work was created at a pivotal moment in the artist’s illustrious career. It is both related to and
entirely independent from the artist’s renowned photo-paintings of the 1960s composed of oil on
canvas. In the present work, we bear witness to the genius of Richter’s intentional marks rendered
in charcoal on primed canvas. What we see is a thoughtful composition which, while
representational in nature, is both an extension of the blurred grey 1960s masterworks as well as a
precursor to the Abstrakte Bilder that would come to define the mature part of his career. This
work was originally acquired directly from the artist by German art historian and notable collector
Professor Carl Vogel, author of the first edition of Sigmar Polke’s catalogue raisonné and known for
his prominent collection of works by both Richter and Polke. Hyänen is the first work of its kind to
come to auction in over a decade.

Gerhard Richter, Dusseldorf, 1971. Image: bpk Bildagentur / Angelika Platen / Art Resource, NY

The Origins of Richter’The Origins of Richter’s Drawing Practices Drawing Practice

Hyänen depicts two identical hyenas barking into the sky, based on a reproduction of a photograph

projected twice onto canvas.i The importance of photography as a reference point began while
Richter was an art student in Dresden. At school, Richter had a “fractured relationship” with
drawing. Unable to sketch from live models, he recalls how he drew a bathing scene from a

reference image, feeling guilty given that he was academically trained.ii Years later, Richter would
begin to rely on such photographs as jumping off points for his most successful works. Instead of
being ashamed of this process, he fully embraced it. By 1967, Richter did his first image projection
onto a large sheet of paper, and a year later, he used the same process for the present work,
among a handful of others, rendered instead with charcoal on canvas. The subject matter of these
works included mountains, seascapes and even portraits, such as Zeichnung Bischofberger
(Drawing Bischofberger), held in the personal collection of the famed dealer, which depicts Daniel

Spoerri, Bruno Bischofberger and Eric Dietman.iii

Dieter Schwarz describes Richter’s canvas drawings, with specific reference to Hyänen in the
artist’s catalogue raisonné of drawings: “...one could regard the preparatory drawings on gessoed
canvas from 1968-1969, which Richter left as independent drawings instead of covering them with
paint, as a reaction to [artists such as Walter] De Maria’s radical elimination of an actual drawing.
Although these motifs – mountains, clouds, and seascapes – would certainly have been suitable for
pictures, Richter valued them for their surprisingly realized, almost abstract appearance, which he
could not have achieved through painterly means... For the pictorial drawings, he principally used
extraneous pictorial material... in Hyenas... he used the projection of the same animal twice
because the picture seemed to him empty, which in contrast to the landscape, rendered in brief

crosshatchings, leads to an alienation otherwise scarcely encountered in Richter’s work.”iv
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Gerhard Richter, Gebirge (Pyrenäen Z.), 1968. Gerhard Richter Archiv, Staatliche Kunst-sammlungen
Dresden. Image and Artwork: © Gerhard Richter (0218)

Gerhard Richter, Zeichnung Bischofberger, 1968. Collection Bruno Bischofberger, Zurich. Image and
Artwork: © Gerhard Richter (0218)
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"The photograph is the most perfect picture. It does not change; it is absolute, and
therefore autonomous, unconditional, devoid of style. Both in its way of informing,

and in what it informs of, it is my source." —Gerhard Richter, 1964-1965

His decision to leave these drawings on canvas without overpainting is a prime example of
Richter’s desire to break with conventional modes of image making and combat the
contemporaneous critique that “painting is dead.” The result is a work that, even more so than the
oil photo-paintings from the same decade, uniquely illustrates the artist's masterful relationship
with photography. The composition is framed by a wide border, as if Richter himself is focusing,
zooming and cropping the image. This aesthetic decision calls attention to the fact that the work
originated with a photograph, and that the artist has transferred not only the imagery from the
photograph, but also its imperfections. Of his photo-based paintings, Richter stated, “All that
interests me is the gray areas, the passages and tonal sequences, the pictorial spaces, overlaps
and interlockings. If I had any way of abandoning the object as the bearer of this structure, I would
immediately start painting abstracts.” In this statement, Richter emphasized his preference for the
abstract over the representational, in turn foreshadowing the future of his practice, with the

Abstrakte Bilder of the later part of the 20th century. v

i Dieter Schwarz, Gerhard Richter Drawings 1964-1999 Catalogue Raisonné, Dusseldorf, 1999, p.
18.
ii Ibid., p. 8.
iii Dietmar Elger, Gerhard Richter Catalogue Raisonné Nos. 1-198, Volume 1, 1962-1968, Ostfildern,
2011, no. 197-3, p. 396.
iv Dieter Schwarz, Gerhard Richter Drawings 1964-1999 Catalogue Raisonné, Dusseldorf, 1999, pp.
17-18.
v Dietmar Elger, Gerhard Richter Catalogue Raisonné Nos. 1-198, Volume 1, 1962-1968, Ostfildern,
2011, p. 19.
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Acquired at the above sale by the present owner
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"I adore America. My image is a statement of the symbols of the harsh, impersonal
products and brash metallic objects on which America is built today. It is a

projection of everything that can be bought and sold, the practical but impermanent
symbols that sustain us." —Andy Warhol

Painted between 1985 and 1986, Andy Warhol’s Mineola Motorcycle (positive) presents his iconic
pop vernacular in large scale. Presumably one of just two paintings of the subject matter executed
in this size, the work’s presence alone nods to that of a billboard, aiding in the artist’s appropriation
of advertised imagery. In this particular work, Warhol employs a minimal palette of black and white
to illustrate the ad for a motorcycle. In contrast to Warhol’s colorful Maos and Marilyns, the
monochrome nature of the work recalls some of the artist’s earliest explorations with projected
imagery onto cavas such as Typewriter (1) and Bathtub, each from 1961 and both housed in the
Andy Warhol Museum, Pittsburgh. More than two decades later and in the last of his life, Warhol’s
Mineola Motorcycle transcends these earlier paintings, elevating the branded imagery to a larger-
than-life icon—a symbol of post-war American subculture.

The EThe Evvolution of the Wolution of the Warharhol’ol’s Motors Motorcycyclecle

The image of the motorcycle was, to Warhol, a symbol of masculinity—a theme he embraced often
throughout his prolific oeuvre. In 1966, Warhol silkscreened a still of Marlon Brando from the 1953
film The Wild One, where Brando played a biker named Johnny Strabler. Later, Kenneth Anger’s
1963 film, Scorpio Rising highlighted a new biking subculture among the gay community, while
Dennis Hopper’s famed Easy Rider from 1969 followed two bikers carrying cocaine from Mexico to
Los Angeles. In these films, the motorcycle served as a means to transport quintessential
American bad boys. Warhol was fascinated by these figures, and likely saw the bike as an object
which represented both freedom and rebellion. While Warhol’s portraits of Brando celebrate the
man himself, here in Mineola Motorcycle, Warhol strips the subject to just the bike. The emphasis
switches to the bike as a commodity, specifically the classic motorcycle produced in Mineola, New
York. “We ship worldwide / Credit cards accepted” reads across the bottom, suggesting that now,
in 1986, everyone can be Johnny Strabler. In typical Warholian fashion, the artist finds universality
in the seemingly mundane, and symbolism in the object.

Marlon Brando (Johnny Strabler). Image: United Archives GmbH / Alamy Stock PhotoImage.

"I painted them all by hand—I myself." —Andy Warhol

During the time of Mineola Motorcycle (positive)’s creation, Warhol began revisiting his earlier
artmaking techniques. In the beginning of his career with works like Typewriter (1) and Bathtub,
the artist utilized opaque projectors to enlarge images onto surfaces, after which he painted them
by hand. For the Black & White Ads, Warhol revisited this technique with new tools. He began by
clipping ads, tracing their projections onto paper, and making acetates that would then be
screened onto canvas. He also returned to the technique of making brush studies to emulate
brushstrokes and paint drips in the screens. Finally, to finish off the work, he would paint directly
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onto the canvas, tracing over the projections of the ads. As Joseph D. Ketner II states in his essay
on Warhol’s last decade, “In these Ads Warhol toys mischievously with the illusory potential of

hand and mechanical processes, putting a new spin on trompe-l'oeil painting.”i

Andy Warhol, The Last Supper, 1986, Collection of The Andy Warhol Museum, Pittsburgh. Image: ©
2022 The Andy Warhol Foundation for the Visual Arts, Inc. / Licensed by DACS/Artimage, London,

Artwork: © 2022 The Andy Warhol Foundation for the Visual Arts, Inc./Artists Rights Society (ARS),
New York

Mineola Motorcycle (positive), like many of the works Warhol made towards the end of his life, is
thus a culmination of some of his best techniques and concepts. One of Warhol’s late masterworks,
The Last Supper, also known as “The Big C,” Andy Warhol Museum, Pittsburgh, from the same
year of the present work, is quite literally a “greatest hits” homage to Warhol’s practice. Here, we
see his renewed interest in figure painting, coalesced with branded imagery, including the
trademark Mineola motorcycles in various sizes and a “6.99” price tag emblazoned in the center of
the canvas in red and yellow. The combination of these elements illustrates Warhol’s own
reinventions in this defining decade of the 1980s. Works such as Mineola Motorcycle (positive) and
The Last Supper showcase Warhol’s unmatched ability to combine appropriated imagery with his
own hand, while simultaneously commenting on the brand-obsessed consumer culture he was
living in—a model that has lived on in today’s contemporary art world.

i Andy Warhol: The Last Decade, exh. cat., Milwaukee Art Museum, Milwaukee, 2009, pp. 35-36.

PrProovvenanceenance
Leo Castelli Gallery, New York
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Acquired from the above by the present owner
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"[…] I made them so you and I could walk in and around, and among these
sculptures." —George Segal

Executed between 1971 and 1982, The Dancers is one of the most iconic sculptures by American
sculptor, George Segal, inspired by living models. Though Segal formally started his career as a
painter, he transitioned to sculpture as his medium of choice in the late 1950s. His early figurative
works feature a combination of mediums like chicken wire, burlap, and plaster. In 1961, Segal
refined his technique, adopting similar practices to those followed by orthopedic surgeons used to
make casts. Segal began to wrap his models in gauze bandages dipped in plaster. Once dry, he cut
the stiffened casts away from the live bodies, freezing their pose in time. For The Dancers, Segal
employed the same technique, also deciding to cast the sculpture in bronze—one of the first times
he did so. Another example of the edition was acquired by the National Gallery of Art in
Washington, D.C. in 1983 and is now housed in their permanent collection, making it one of the
artist’s most celebrated and recognized masterpieces.

George Segal, The Dancers, model 1971, cast 1982, National Gallery of Art, Washington, D.C. Image:
National Gallery of Art, Washington, D.C., Gift of the Collectors Committee, 1983.78.1, Artwork: © The

George and Helen Segal Foundation / Licensed by VAGA at ARS, New York

Matisse'sMatisse's DanceDance in 3Din 3D

The subject of Segal’s The Dancers is reminiscent of earlier art historical masterpieces such as
Edgar Degas' ballerinas and Henri Matisse’s nudes. Matisse’s historic La Danse series was a
specific influence on Segal’s work. In 1970, one year before the sculpture’s creation, Segal was
invited to privately view Matisse’s retrospective at The Grand Palais des Champs-Élysées in Paris.
It was here where Segal first encountered Matisse’s Dance (I) and Dance (II) side by side. These
paintings each depict five nude women dancing together in a circle with linked arms. In his own
The Dancers, Segal takes this motif and transforms it into three dimensions. Unlike Matisse’s
ethereal beings, Segal’s dancers are anchored by gravity, and instead of casting five figures, he
chooses to only cast four. In Segal’s interpretation, all the women link arms, except two. In the
place of Matisse’s fifth woman, Segal creates an open space. This open space invites the audience
to join the dance. The potential for viewer interaction is key to Segal’s works. Whether erected in
an open gallery or on the streets of New York, passersby are encouraged to engage with his
figures, ones that are sculpted with such realism that we feel a connection to them.

Henri Matisse, Dance (I), 1909, The Museum of Modern Art, New York. Image: © The Museum of
Modern Art, New York/Licensed by SCALA / Art Resource, NY, Artwork: © Succession H. Matisse /
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Artists Rights Society (ARS), New York

Segal's LSegal's Legacyegacy

Segal has previously been associated with the Pop Art movement, due to his references to mass
culture and the intersection between fine art and commercial art. Yet unlike Warhol’s celebrity
portraits and Lichtenstein’s cartoon figures, Segal’s subjects are sculpted with a more realistic
approach, highlighting the fragility of the human condition. The life-size scale of his works, as
evidenced in The Dancers, facilitates a unique dialog between his audience and his forms by
evening the playing field. We are the same size, and therefore we can recognize ourselves in his
figures, easily slipping into their shoes. In the presence of The Dancers, we may recall a time in
childhood where we joined hands with one another and collectively produced a movement. Or
perhaps we are reminded of a more general feeling of belonging. Whatever the case may be, The
Dancers encapsulates the true essence of Segal’s oeuvre, in its ingenuity and sculptural presence.

"I decided to deal with images of daily life […] I was after some combination of
people in familiar places, I had a look at them from this whole variety of viewpoints
and somehow put everything together […] So that I could physically compose shapes,
empty air, negatives spaces, positive things, volumes and try to make daily stuff make

look like carefully considered art." —George Segal

PrProovvenanceenance
George and Helen Segal Foundation
Acquired from the above by the present owner in 2006
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32-33, 75, 79 (another example exhibited and illustrated, pp. 32-33, 75; another example
illustrated with the artist, p. 79)
Philadelphia, Locks Gallery, George Segal: The Asian Picnic, October 22–November 22, 2003
(plaster version exhibited)
Philadelphia, Locks Gallery, Sculpture Garden, September 9–October 31, 2005

LiteraturLiteraturee
New Sculpture by George Segal, exh. cat., Sidney Janis Gallery, New York, 1974, n.p. (another
example illustrated)
Phyllis Tuchman, George Segal, New York, 1983, nos. 47, 48, pp. 52, 54 (another example
illustrated, p. 54)
Sam Hunter and Don Hawthorne, George Segal, New York, 1984, no. 121, pp. 126-127, 368 (another
example illustrated, pp. 126-127)
John Wilmerding, American Masterpieces from the National Gallery of Art, Washington, D.C.,
1988, p. 45 (another example illustrated)
Jeremy Strick, Twentieth-Century Painting and Sculpture: Selections for the Tenth Anniversary of
the East Building, Washington, D.C., 1989, pp. 118-119, 152 (another example illustrated, p. 119)
Sam Hunter, George Segal, New York, 1989, no. 45 (another example illustrated)
Philip Kopper, America's National Gallery of Art: A Gift to the Nation, New York, 1991, p. 5 (another
example illustrated)
Frances Smyth, ed., Sculpture: An Illustrated Catalogue, National Gallery of Art, Washington, D.C.,
1994, p. 215 (another example illustrated)
Richard Kalina, The Changing Boundaries and Nature of the Modern Art World: The Art Object and
the Object of Art, London, 2021, fig. 17, p. 15 (plaster version illustrated)
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Roy Lichtenstein

Modern Sculpture with Velvet Rope

incised with the artist's initials, number and foundry
mark "rfl 3–3" on the edge of each base
brass and velvet rope, in 3 parts
left 59 x 25 x 15 in. (149.9 x 63.5 x 38.1 cm)
right 83 1/4 x 26 x 15 in. (211.5 x 66 x 38.1 cm)
rope length 72 in. (182.9 cm)
Executed in 1968, this work is number 3 from an
intended edition of 3 (4 were fabricated).

Other examples from the edition are housed in the
permanent collections of the Whitney Museum of
American Art, New York and the Israel Museum,
Jerusalem.

EstimateEstimate
$400,000 — 600,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"However modern you are, you are going to look antique pretty quickly." —Roy
Lichtenstein

First shown at the artist’s solo exhibition at the Solomon R. Guggenheim Museum, New York, in
1969, and later internationally exhibited in a traveling retrospective at the Tate Modern, London;
Centre Pompidou, Paris; and the Art Institute of Chicago, among others, Roy Lichtenstein’s
Modern Sculpture with Velvet Rope belongs to the artist’s “most successful group of

sculptures.”i Executed in 1968, the work displays Lichtenstein’s obsession with artifice, reference,
and irony that defined his career. The Modern sculptures take the Art Deco glamour of the 1930s as
their starting point, and, typical of Lichtenstein’s modus operandi to “set up a situation in which

style is subject,”ii embody the glitz of that bygone era. Beyond this, Modern Sculpture with Velvet
Rope probes contemporary culture–provoking the question of what it means to be modern in an
age of invention and technology, a topic that feels more pertinent today than ever.

The Grand Foyer Staircase at Radio City Music Hall.

Lichtenstein’Lichtenstein’s Modern Sculpturs Modern Sculptureses

The Modern sculptures transform “architectural ornament” into fine art.iii In Modern Sculpture
with Velvet Rope, the ornate, shiny brass poles are reminiscent of 1930s and 40s New York where
the artist grew up, while the velvet rope, hanging dramatically between the two brass stanchions,
calls to mind the nostalgia of Hollywood’s golden age. His configuration of the elements, however,
is wholly modern, in that the sculpture is stripped of any utility. The artist, in his own words,
“humorously [makes] a relationship” between the past and his present–a present which was itself
deeply fascinated by progression. By removing the object's purpose, whether it be containing a
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queue of people waiting in line for a ticketed event, or blocking off a restricted area, Lichtenstein
proves its redundancy. In challenging the existence of such structures, he reinvents the objects as
pawns in his 1960s fantasy, one in which everything is fair game.

As much as Modern Sculpture with Velvet Rope functions as a joke on an affected past, it also
critiques the present–both Lichtenstein’s and our own. The sculpture “explicitly connects the
modernist past with a modern present” and, in doing so, forces us to question our own definition of

modernism.iv By ridiculing the modernity of the past, Lichtenstein calls his own technologically
obsessed contemporary culture to trial.

Bringing a drawing to lifeBringing a drawing to life

Modern Sculpture with Velvet Rope is not only interesting conceptually, but spatially too. From his
sketchbook plans to the finished product, Lichtenstein appeared to be more focused on the frontal
effect of the piece than its three-dimensional whole. The piece is made up of line and shape,
instead of scale and mass as one might expect of a sculpture. It is “contingent upon Lichtenstein's

sense of pictorial illusionism” and reads as “a single plane.”v It was while working on the Modern
group of sculptures that Lichtenstein developed tension between two-dimensional images and
three-dimensional forms, which would characterize his later work. The present work therefore
represents a turning point in Lichtenstein’s practice—a moment when the artist truly began to
offer us new ways to look at the world in which we live.

i Lawrence Alloway, Lichtenstein, New York, 1984, p. 58.
ii Lawrence Alloway, American Pop Art, New York, 1974, p 75.
iii Diane Waldman, Lichtenstein, 1993, New York, p. 321.
iv Robert Slifkin, Out of Time: Philip Guston and the Refiguration of Postwar American Art,
Oakland, 2013, p. 87.
v Diane Waldman, Transformations in Sculpture: Four Decades of American and European Art,
1985, New York, p. 31.

PrProovvenanceenance
Leo Castelli Gallery, New York
Mr. and Mrs. Milton Fischmann, St. Louis (acquired from the above in 1972)
Max Palevsky, Beverly Hills (acquired from the above in 1974)
Christie’s, New York, May 6, 1986, lot 56
Acquired at the above sale by the present owner

ExhibitedExhibited
New York, The Solomon R. Guggenheim Museum, Roy Lichtenstein, September–November 1969,
no. 67 (another example exhibited)
London, Hayward Gallery, Pop Art, July 9–September 3, 1969
Paris, Galerie Ileana Sonnabend, Lichtenstein: Sculptures, opened March 3, 1970
New York, Leo Castelli Gallery, Group Exhibition: John Chamberlain, Dan Flavin, Donald Judd, Roy
Lichtenstein, Robert Morris, Robert Rauschenberg, James Rosenquist, Andy Warhol, June
17–September 23, 1972
St. Louis, Greenberg Gallery, Roy Lichtenstein, January 2–31, 1973
Boston, Institute of Contemporary Art, Roy Lichtenstein: The Modern Work, 1965–1970, November
8–December 31, 1978 (another example exhibited)
East Hampton, New York, Guild Hall, Roy Lichtenstein: Three Decades of Sculpture, August
15–October 4, 1992 (another example exhibited)
New York, The Solomon R. Guggenheim Museum; Los Angeles, The Museum of Contemporary Art;
The Montreal Museum Fine Arts, Roy Lichtenstein, October 8, 1993–September 5, 1994, no. 253,
pp. 321, 324-325 (another example exhibited and illustrated, pp. 324-325)
Mexico City, Museo del Palacio de Bellas Artes and Instituto Nacional de Bellas Artes, Roy
Lichtenstein: Imágenes reconocibles: Escultura, pintura y gráfica, July 9–October 18, 1998, p. 98;
traveled as Museo de Arte Contemporáneo de Monterrey; Washington, D.C., Corcoran Gallery of
Art, Roy Lichtenstein: Sculpture and Drawings (revised and expanded), November 5,
1998–September 30, 1999, no. 19, p. 84; then traveled as Valencia, Instituto Valenciano de Arte
Moderno; A Coruña, Fundación Pedro Barrié de la Maza; Lisbon, Centro Cultural de Belém, Roy
Lichtenstein: Imagens Reconhecíveis, October 21, 1999–August 15, 2000 (another example
exhibited and illustrated)
Cleveland Center for Contemporary Art; Milwaukee Art Museum; Columbia Museum of Art;
Indianapolis Museum of Art; Oakland Museum of California, Pop Impact! From Johns to Warhol:
Selections from the Whitney Museum of American Art, September 9, 1999–January 6, 2002
(another example exhibited)
The Art Institute of Chicago; Washington, D.C., National Gallery of Art; London, Tate Modern;
Paris, Musée National d'Art Moderne, Centre Georges Pompidou, Roy Lichtenstein: A
Retrospective, May 16, 2012–November 4, 2013, no. 93, p. 239 (another example exhibited and
illustrated)
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LiteraturLiteraturee
Paul Katz, “Roy Lichtenstein, Modern Sculpture with Velvet Rope,” Art Now, New York, I/1,
January 1969
Diane Waldman, Roy Lichtenstein, New York, 1971, no. 159, pp. 204-205, 247 (another example
illustrated, pp. 204-205)
John Coplans, ed., Roy Lichtenstein, New York and Washington, D.C., 1972, no. 60 (another
example illustrated)
Lawrence Alloway, Modern Masters Series: Roy Lichtenstein, New York, 1983, no. 57, pp. 58-59
(another example illustrated, p. 59)
Susan Morgan, “A Few Good Colors Are Plenty: Has it really been 30 years since Roy Lichtenstein
first brought us those cartoon paintings? Well, yes. And now take a guided tour with the artist
through his life, times and all those dots,” Los Angeles Times, January 30, 1994, online
Robert Slifkin, Out of Time: Philip Guston and the Refiguration of Postwar American Art, London,
2013, pp. 87-88 (another example illustrated, p. 88)
Germano Celant, ed., Roy Lichtenstein Sculptor, ehx. cat., Fondazione Emilio e Annabianca
Vedova, Milan, 2013, no. 45, pp. 88-89, 279 (another example illustrated, p. 89)
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126

John Chamberlain

Noogatory

painted and chromium-plated steel
48 x 60 5/8 x 29 7/8 in. (121.9 x 154 x 75.9 cm)
Executed in 2003.

EstimateEstimate
$200,000 — 300,000

Go to Lot
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New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
The artist
Private Collection (acquired directly from the above)
Dranoff Fine Art, New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, Leila Heller, Inaugural Exhibition, March 6–April 20, 2019
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127

Craig Kauffman

Untitled

acrylic lacquer on press formed plastic
96 x 61 in. (243.8 x 154.9 cm)
Executed in 1973.

EstimateEstimate
$180,000 — 250,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session
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88

https://www.phillips.com/detail/NY010822/127/
https://www.phillips.com/detail/NY010822/127/
https://www.phillips.com/detail/NY010822/127/


"I’m accused of skirting the ground between painting and sculpture and several
people these days are accused of skirting the real problems of art by the older critics.
Whether it’s painting or sculpture I don’t really know." —Craig Kauffman, 1971

PrProovvenanceenance
Acquired directly from the artist by the present owner
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128

Ken Price

Zazz

fired and painted clay
13 x 12 x 12 1/2 in. (33 x 30.5 x 31.8 cm)
Executed in 2004.

EstimateEstimate
$150,000 — 200,000

Go to Lot
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Small and highly rendered, “abstract” yet “overly specific,”i Price’s sculptures have a powerful,
charged quality, and Zazz is no exception. Executed in 2004, the sculpture revels in its biomorphic
form. Swathes of clay swirl downwards, like molten lava on the run. Colored pockmarks spark the
surface of the piece – jewel-like glints beneath a mass of deep purple-gray. The sculpture plays on
tension. It can look pre-historic and futuristic at the same time; organic yet totally manufactured.
Price’s process was unique - he formed mounds of clay which, once fired in the kiln, he painted
with multiple layers of different colors. The surface was then sanded down, revealing the color
hidden beneath. The finish is the result of a reductive process, and the viewer is left asking: what
else hides beneath the surface?

"To view Price’s intimately scaled work as they evolved over a career of 50 years is to
appreciate how his unrelenting quest for new forms and possibilities led ultimately to
a redefinition of contemporary sculpture." —Tom Campbell, former director of the

Metropolitan Museum of Artii

Price’s work proves crucial in the development and elevation of ceramic craft to fine art that has
taken place in the last fifty years. His work, which spans sculpture, drawing, printmaking, painting,
and crockery, displays a unique vision of the world – one pounding with artificial color and
characterized by a desire to push what art can do.

i Roberta Smith, “Ken Price, Sculptor Whose Artworks Helped Elevate Ceramics, Dies at 77,” The
New York Times, February 24, 2012, online
ii Statement from the opening of the Metropolitan Museum of Art’s exhibition: Ken Price
Sculpture: Retrospective, 2013

PrProovvenanceenance
Matthew Marks Gallery, New York
Acquired from the above by the present owner
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PROPERTY FROM AN IMPORTANT PRIVATE
AMERICAN COLLECTION

129

Agnes Martin

Untitled

signed and dated “a. martin ‘95” lower right
watercolor, graphite and ink on paper
11 x 11 in. (27.9 x 27.9 cm)
Executed in 1995.

EstimateEstimate
$150,000 — 200,000

Go to Lot
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PrProovvenanceenance
PaceWildenstein, New York
Collection of Ed. Cohen and Victoria Shaw (acquired from the above in 1996)
Sotheby’s, New York, May 17, 2018, lot 129
Acquired at the above sale by the present owner

ExhibitedExhibited
New York, PaceWildenstein, Agnes Martin New Drawings and Watercolors, March 28–April 27,
1996

LiteraturLiteraturee
Tiffany Bell, ed., Agnes Martin: Catalogue Raisonné: Works on Paper, New York, 2019–ongoing, no.
1995.052 WP, online (illustrated)
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130

Brice Marden

Untitled

signed "B. Marden" lower right of image
charcoal and graphite on paper
20 x 23 3/4 in. (50.8 x 60.3 cm)
Executed in 1966-1967.

EstimateEstimate
$300,000 — 500,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"Marden’s black reveals its qualities only to those who look and can see its
changes…Each area of blackness has its history, its experiential specificity."

—Richard Shiff, art historian, on Brice Marden’s early drawings

PrProovvenanceenance
Mary Boone Gallery, New York
Acquired from the above by the present owner in 1986
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PROPERTY FROM AN IMPORTANT PRIVATE
AMERICAN COLLECTION
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Ettore Spalletti

Azzurro, eco

signed, titled and dated "AZZURRO, ECO 2016 Ettore
Spalletti" on the reverse of the backing board
color impasto and gold leaf on board
59 x 59 in. (149.9 x 149.9 cm)
Executed in 2016.

EstimateEstimate
$70,000 — 100,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Vistamare Gallery, Pescara
Acquired from the above by the present owner
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132

Anne Truitt

Parva LIII

signed and dated "Truitt '01" on the underside
acrylic on wood
18 3/4 x 3 x 3 in. (47.6 x 7.6 x 7.6 cm)
Executed in 2001.

EstimateEstimate
$50,000 — 70,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Danese, New York
Acquired from the above by the present owner in 2003
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133

Sergio Camargo

Untitled

signed and dated "Camargo 65" on the reverse
painted wood assemblage
9 1/2 x 7 x 2 in. (24.1 x 17.8 x 5.1 cm)
Executed in 1965, this work is accompanied by a
certificate of authenticity issued by Raquel Arnaud.

EstimateEstimate
$70,000 — 90,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Michel Seuphor (acquired directly from the artist in 1966)
Acquired from the above by the present owner in 1971
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THE ESTATE OF JACK R. BERSHAD

134

Louise Nevelson

Dawn's Landscape XXIX

painted wood
61 x 49 3/4 x 4 1/2 in. (154.9 x 126.4 x 11.4 cm)
Executed in 1975.

EstimateEstimate
$300,000 — 500,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session
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102

https://www.phillips.com/detail/NY010822/134/
https://www.phillips.com/detail/NY010822/134/
https://www.phillips.com/detail/NY010822/134/


"When you put things together, things that other people have thrown out, you’re
really bringing them to life – a spiritual life that surpasses the life for which they

were originally created." —Louise Nevelson

Executed in 1975, Dawn’s Landscape XXIX illustrates Louise Nevelson’s career-long exploration of
light, dimension, and geometry as a means of transcending a sculpture’s planar form. The present
work is from the renowned Dawn series of white wooden sculptures including three-dimensional
“landscapes.” These "environments” evolved from the artist’s practice of reworking older pieces
and extracting entire elements from past works to resurrect new structures. By the late 1950s,
Nevelson was an established artist in her own right, having had several successful exhibitions with
Grand Central Moderns and Martha Jackson Gallery leading to her longstanding representation by
the Pace Gallery. However, it wasn’t until 1958 that she received her first invitation to contribute to
a museum exhibition, to which she responded, “we ’ll do a white show; keep it secret, I want it to

be a surprise.”i

"What was I going to do anywhere but New York?” —Louise Nevelson

The success of Louise Nevelson’s oeuvre in the New York art scene is due to the artist’s
groundbreaking practice of limiting material and color in her abstracted structures. Nevelson
sourced materials found outside of her Spring Street studio to create free-standing and wall-

mounted sculptures painted in monochromatic black and white paint. Made entirely of wood, the
present work consists of square units fitted together to create an off-kilter yet harmonious
composition. Layers of geometric configurations function as textural evocations of the artist’s
personal “landscape.” Inspired by the Cubism of Pablo Picasso, particularly in his works which
engage angular form with light and shade such as Landscape: Ceret, 1911, Nevelson introduced this
Modern painterly language into a sculptural resolution. By utilizing her signature monochrome
palettes to flatten space, we are left with just the reflection of light and shadow to create the
space. As such, the planar form of the present work acts as both a blank white canvas and three-
dimensional sculpture transcending visual perception. Though called a landscape, Dawn’s
Landscape XXIX, has no interest in realistically illustrating an environment, so much as capturing
the essence of one. There is no distinct allusion to a certain time or place, yet the foundation of the
structure fits into a grid in which abstracted architecture is revealed. The enigmatic clusters of
rectangles, circles, and squares, which protrude from the sculpture’s surface, suggest the idea of a
cityscape—apartment buildings, sidewalks, and parks. Though shrouded in ambiguity, the visual
clues of Dawn’s Landscape XXIX are certainly a reference to the artist’s eternal inspiration: the
irregular, expansive, and varied landscape of New York City.
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Pablo Picasso, Landscape: Ceret, 1911, The Solomon R. Guggenheim Museum. Image: The Solomon R.
Guggenheim Foundation / Art Resource, NY, Artwork: © 2022 Estate of Pablo Picasso / Artists Rights

Society (ARS), New York

TheThe DawnDawn seriesseries

Perhaps thought to be a departure from the artist’s acclaimed black painted sculptures, the first
work in the Dawn series, Dawn’s Wedding Feast, was executed in 1959 on the occasion of an
exhibition at The Museum of Modern Art, New York. Signifying Nevelson’s transition from dark to
light and night to day, Dawn’s Wedding Feast, the artist’s first white sculpture, was executed in
celebration of Nevelson’s career-defining inclusion in the exhibition. The multi-part structure,

which filled a room, was later dismantled, its elements reused in subsequent works such as Dawn’s
Wedding Pillow, 1959. A procession of reincarnated wedding sculptures would follow until
Nevelson revived the formal idea of horizontal, wall-bound landscapes. Painted in the same stark
white as Dawn’s Wedding Feast, the reductive form of Dawn’s Landscape XXIX, made more than a
decade later, emphasizes what was at once Nevelson’s evolving and consistent aesthetic.

PrProperopertty fry from the Estate of Jack R. Bershadom the Estate of Jack R. Bershad

Over nearly six decades, Philadelphia lawyer Jack R. Bershad and his wife, artist Helen Bershad,
amassed an impressive collection of art and ceramics. Phillips is thrilled to be offering a selection of
the American and Post-War masterworks in our 20th Century & Contemporary Art Day Sale this
season. Most of these works were acquired soon after they were made, making this a rare chance
to acquire works that have remained in the same collection for more than 30 years. An artist in her
own right, Helen Bershad was inspired by many of the artists in hers and Jack’s collection, citing
Helen Frankenthaler as one of her heroes. Of choosing the painting Brown Bird from 1959, she
said, “I had to have something that she did. It was very important to me. A lot of people didn’t like
her work at that time, but I did, and I was right...” Such persistence defines the collection, as Jack
and Helen went searching in galleries and auctions throughout the 1970s and 1980s for the best
examples of 20th century art. This included one of Louise Nevelson’s Dawn’s Landscape works
from 1975, which Helen considered “a part of our marriage, of how we talk, how we discuss things.”
Two impressive sculptures by Anthony Caro and exceptional American works on paper by John
Marin and Max Weber fill out the collection, alongside one of Helen’s own large-scale paintings
from 1980—a beautiful and expressive field of blues and pinks coalescing on canvas. Together, this
selection of works acquired by Helen and Jack demonstrates their passion for collecting, and for
each other. As Helen aptly states, “[they just] wanted to be surrounded by good music and good
art.”

i Louise Nevelson, quoted in Harriet Janis and Rudi Blesh, Collage: Personalities, Concepts and
Techniques, Boston, 1967.

PrProovvenanceenance
The Pace Gallery, New York
Makler Gallery, Philadelphia
Acquired from the above by the present owner in 1976
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135

Carmen Herrera

Futuro

each signed, inscribed and dated ""SALAMANCA"
Carmen Herrera 2009" on the overlap; each titled in
English and dated ""FUTURE" 2009" on the stretcher
acrylic on canvas, in 2 parts
each 72 x 36 in. (182.9 x 91.4 cm)
overall 72 x 72 in. (182.9 x 182.9 cm)
Painted in 2009.

EstimateEstimate
$400,000 — 600,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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“There is nothing I love more than to make a straight line. How can I explain it? It’s
the beginning of all structures really.” –– Carmen Herrera

Cuban artist Carmen Herrera, today recognized as a pioneer of Geometric Abstraction and Latin
American Modernism, did not receive any recognition after almost seven decades of painting. The
present work, Futuro, was painted in 2009 when Herrera was in her 90s, the same year of her first
solo exhibition at Ikon Gallery, Birmingham, and a year before her first major international solo
exhibition in Germany. This work was then included in her representative Lisson Gallery’s first solo
show dedicated to the artist’s work in 2012, after which her work finally began to receive overdue
recognition. She continued to paint and draw every day from her New York City home until the day
she passed away earlier this year at the age of 106. An exquisite example of her formal simplicity,
Futuro presents a combination of line, form and space, which boasts a unique physicality of
geometric abstraction in two dimensions.

HavHavana, Pana, Paris and New Yaris and New Yorkork

Due to political unrest in Cuba in the 1930s, the art school where Carmen Herrera wanted to attend
was often closed, so she instead pursued architectural studies at the University of Havana from
1937 to 1938. The influence of her academic background in architecture is evident in her
compositions, through her geometric division of the canvas with shapes and lines, which she then
complemented with blocks of color. The artist once said, “There [at the University of Havana], an
extraordinary world opened up to me that never closed: the world of straight lines.”¹ She moved to
New York in 1939, and started going on frequent visits to museums, like the Whitney Museum of
American Art, where she became fond of two American artists—Stuart Davis and Georgia
O’Keeffe—undoubtedly gravitating towards them for the graphic precisionism in their paintings.
While she had arrived from Cuba with an interest in sculpture, in New York, she started gravitating
towards painting, which she studied at the Art Students League from 1942-1943. Herrera recalled,
“little by little I forgot about architecture.”² After moving to Paris in 1948, her work started taking a
new direction, arriving at what became the preamble to her signature style through the discovery
of established modes of abstraction such as Russian Supremacist. Eliminating all figurative
references, Herrera finally arrived to a pure geometric visual language in the 1960s, which she
continued to explore through the end of her life and career.

Reminiscent of one of Herrera’s most important series of paintings, Blanco y Verde, created
between 1969 and 1971, Futuro illustrates the architectural influences which ground her work. The
composition, made of two canvases, is dominated by a homogenous white surface that seems to
almost dissolve into the wall. In choosing to paint the turnover edges of the canvases as well,
Herrera reinforces the architectural quality of the piece, blurring the lines between painting and
sculpture. In this way, diptychs like Futuro may have also served to inform her sculptural body of
work, such as the reprised Estructuras she began working on around this time. Where the two
canvases meet, she leaves areas of raw canvas untouched, replacing her typical blocks of color,
something she started experimenting with later in her career. This aesthetic decision
demonstrates the importance of surface and texture in her paintings, as the smooth, white painted
surface juts up against the visible weave of the canvas. The result is an elegant and subtle
composition, which brings to life the most basic tenets of Herrera's practice, reinforcing her legacy

as a pioneer of 20th century abstraction.

Herrera’s paintings are now housed in prominent collections including The Museum of Modern Art,
New York; Hirshhorn Museum and Sculpture Garden, Washington, D.C.; Walker Art Center,
Minneapolis; Smithsonian American Art Museum, Washington, D.C.; and Tate Modern, London.

“Nobody cared what I did…It was a hard thing to get people to accept it. Now
they’ve accepted it. That’s okay with me.” –– Carmen Herrera

¹ Dana Miller, “Carmen Herrera: Sometimes I Win” in Carmen Herrera: Lines of Sight, exh. cat.,
Whitney Museum of American Art, New York, 2016, p. 15.

² Ibid.
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PrProovvenanceenance
Lisson Gallery, London
Acquired from the above by the present owner

ExhibitedExhibited
London, Lisson Gallery, Carmen Herrera, February 1–March 3, 2012

135

Carmen Herrera

107



136

Jiro Takamatsu

Shadow (No. 1448)

signed, partially titled and dated "JIRO TAKAMATSU
1997 No. 1448" on the reverse
acrylic on canvas
64 x 51 1/4 in. (162.6 x 130.2 cm)
Painted in 1997.

EstimateEstimate
$80,000 — 120,000

Go to Lot
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PrProovvenanceenance
Akira Ikeda Gallery, New York
Acquired from the above by the present owner
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PROPERTY BEING SOLD TO BENEFIT THE DAVIS ART
FOUNDATION, CLEVELAND

137

Isamu Noguchi

Model for Twin Sculpture for Bayerische Vereins Bank,

Munich

incised with the artist’s initials and dated “I.n. ’70.” on
one of the interior black faces
marble
14 1/4 x 17 7/8 x 17 3/4 in. (36.2 x 45.4 x 45.1 cm)
Executed in 1970.

EstimateEstimate
$70,000 — 90,000

Go to Lot
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PrProovvenanceenance
David E. Davis, Cleveland (gifted by the artist circa 1973)
The Bernice and David E. Davis Art Foundation

ExhibitedExhibited
Cleveland, The Sculpture Center, Private Collections: Privately Owned Modern Sculpture in Public
View, December 17, 2004–January 21, 2005

LiteraturLiteraturee
Isamu Noguchi Foundation and Garden Museum, The Isamu Noguchi Catalogue Raisonné, digital,
ongoing, no. 727-1-M (illustrated)
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138

Yayoi Kusama

No. B

signed, titled and dated "NO. B KUSAMA 1964" on the
reverse
macaroni and paint on panel
13 1/8 x 11 in. (33.3 x 27.9 cm)
Executed in 1964, this work is accompanied by a
registration card issued by Yayoi Kusama Inc.

EstimateEstimate
$150,000 — 200,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"The thought of continually eating something like macaroni, spat out by machinery,
fills me with fear and revulsion, so I make macaroni sculptures. I make them and

make them and then keep on making them, until I bury myself in the process. I call
this obliteration." —Yayoi Kusama

PrProovvenanceenance
Galleria del Naviglio, Milan
Private Collection, Europe
Private Collection, Italy (acquired from the above)
Sotheby’s, Hong Kong, April 3, 2017, lot 896
Acquired at the above sale by the present owner
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139

Barbara Hepworth

Squares (June)

incised with the artist’s signature, number, foundry
mark and date “Barbara Hepworth 1969 4/9 MS” on
the base
polished bronze
sculpture 8 x 3 7/8 x 1 1/4 in. (20.3 x 9.8 x 3.2 cm)
overall 9 x 6 x 4 1/2 in. (22.9 x 15.2 x 11.4 cm)
Conceived in 1969 and cast in bronze by the Morris
Singer foundry, this work is number 4 from an edition
of 9.

EstimateEstimate
$100,000 — 150,000

Go to Lot
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PrProovvenanceenance
Marlborough Fine Art, London
Private Collection (acquired from the above in May 1970)
Thence by descent to the present owner

ExhibitedExhibited
London, Marlborough Fine Art, Barbara Hepworth; Recent Work: Sculpture, Paintings, Prints,
February–March 1970, no. 27, pp. 7, 30 (illustrated, p. 30)

LiteraturLiteraturee
Alan Bowness, ed., The Complete Sculptures of Barbara Hepworth 1960-69, London, 1971, no. 488,
pp. 48-49 (illustrated, p. 48)
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PROPERTY OF AN IMPORTANT PRIVATE COLLECTOR
BEING SOLD TO BENEFIT THE GEISEL SCHOOL OF
MEDICINE AT DARTMOUTH COLLEGE

140

Barbara Hepworth

Three Forms (Winter Rocks)

slate on a lacquered wood base
sculpture 13 x 10 1/2 x 7 in. (33 x 26.7 x 17.8 cm)
overall 14 3/4 x 14 x 11 in. (37.5 x 35.6 x 27.9 cm)
Executed in 1965.

EstimateEstimate
$300,000 — 500,000

Go to Lot
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"In always remaining constant to my conviction about truth to material, I have
found a greater freedom for myself." —Barbara Hepworth

Executed in 1965 at the peak of Barbara Hepworth’s career, Three Forms (Winter Rocks), is a prime
example of the artist’s unique experimentations with material and space. By this year, Hepworth
was considered one of Britain’s most prominent artists. After winning the Grand Prix at the São
Paulo Biennale in 1959, which successfully toured North America, South America and Switzerland,
her recognition grew significantly, as did her artistic output and ambitions. In the last decade of her
career, when the present work was created, Hepworth continually pushed the boundaries in
composition, scale and medium.

Barbara Hepworth in her carving yard, 1960. Artwork: Barbara Hepworth © Bowness

New MaterialsNew Materials

Three Forms (Winter Rocks), is one of the first of approximately sixty sculptures carved in slate
Hepworth made between the 1960s and 1970s. Like Irish and Swedish marbles, slate was one of
the new materials the artist started experimenting with in the 1960s. The slate sculptures are
characterized by their smoothness, richness in color and polished finish. The first sculpture
Hepworth made from slate was Carving (Mylor), executed between 1962 and 1963. It was carved
from the top of a billiard table, likely made of Welsh slate. After this, she was introduced to the
more famous Delabole slate, found in a quarry in North Cornwall. A thinner version of Delabole
slate had been used as a construction material for years, but Hepworth discovered that if they
quarried deeper, one would find a thicker and more sophisticated slate, known as the “Heart slate.”

The Heart slate gave her a higher quality material, more suitable for sculpting.i St. Ives architect
and close friend of Hepworth’s, Henry Gilbert, had previously used this material for his
constructions, and became her main connection to get Delabole slate for her sculptures. In an
interview with Alan Bowness, Hepworth expressed: “... every time they come across what they
consider a sculptor's piece, they telephone me. The slates from these deep beds are very

beautiful.”ii We can presume that Three Forms (Winter Rocks) was made from this precious
Delabole slate.

140

Barbara Hepworth

117



Barbara Hepworth, Three Forms, 1935, Tate, London. Image: © Tate, London / Art Resource, NY,
Artwork: Barbara Hepworth © Bowness

FigurFigures in Landscapees in Landscape

The title of the present work, Three Forms (Winter Rocks), refers to one of the main themes in
Barbara Hepworth’s work—forms in landscape. This work appears to have been inspired by the
landscape of St. Ives, presumably completed during the winter months. The standing rocks in St.
Ives were a major source of inspiration throughout Hepworth’s entire career. The work’s title also
emphasizes the use of three separate elements. The importance of “three” in Hepworth’s practice
began as early as the 1930s. She made her first three-part sculpture in 1935, after giving birth to
triplets the previous year, and she continued making variations of three-part compositions
throughout the years. While the three forms in the present work are differently sized and
imperfect in shape, the space between them is proportional to each other, demonstrating the
artist’s always harmonious arrangements of form. As Hepworth once said, “[I am] absorbed in the
relationships in space, in size and texture and weight, as well as the tensions between forms.” The
harmony among the three organic, curved forms present in Three Forms (Winter Rocks)
exemplifies Hepworth’s mastery of an advanced abstract language in sculpture.

Notes frNotes from a Pom a Peripatetic Ceripatetic Collectorollector

“When, after years of focused work, gifted young women and men begin medical school. They are
often told by thoughtful deans and mentors that a wondrous big new world awaits them. But what
I learned is: “not yet!” It became axiomatic that the initial two years of basic science would require
grueling hours of concentrated effort. What I soon wished for was an expanded sense of freedom.

Fortunate at the time, to be studying at Columbia College of Physicians & Surgeons in New York
City, I found my corner of freedom by visiting the museums and galleries close by, where creativity
lived and thrived. I of course quickly realized how disciplined and determined these artists were.
But for me, the reaction was often awe and a hope that one day I would be free and creative as
well. With honesty, my outreach was to become a form of psychotherapy. So began what was to be
a sixty-year love affair with the visual arts.”

i Alan Bowness, ed., The Complete Sculptures of Barbara Hepworth 1960-69, London, 1971, p. 8.

ii Ibid.

PrProovvenanceenance
Marlborough-Gerson Gallery, Inc., New York
Acquired from the above by the present owner in 1966

ExhibitedExhibited
New York, Marlborough-Gerson Gallery, Inc., Barbara Hepworth, April–May 1966, no. 22, n.p.
(illustrated)

LiteraturLiteraturee
Alan Bowness, ed., The Complete Sculptures of Barbara Hepworth 1960-69, London, 1971, no. 374,
pl. 107, p. 39 (illustrated, n.p.)
Sophie Bowness, ed., Barbara Hepworth: Writings and Conversations, London, 2015, p. 187
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141

Henry Moore

Girl Seated against Square Wall

bronze with dark brown and green patina
40 1/2 x 33 x 27 1/2 in. (102.9 x 83.8 x 69.9 cm)
Conceived in 1957-1958 and cast in 1958, this work is
from an edition of 12 plus 1 artist’s proof.

Another example from the edition is housed in the
permanent collection of the Norton Simon Museum,
Pasadena.

EstimateEstimate
$700,000 — 1,000,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"All good art has contained both abstract and surrealist elements, just as it has
contained both classical and romantic elements – order and surprise, intellect and
imagination, conscious and unconscious. Both sides of the artist’s personality must

play their part." —Henry Moore

Between 1957 and 1958, Henry Moore conceived Girl Seated Against Square Wall as a possible
sculpture for a commission by UNESCO (United Nations Educational, Scientific and Cultural
Organization) in Paris. When he was approached by UNESCO in May 1955, the British sculptor was
already well-established in his career. By the late 1940s, Moore had already had a major
retrospective of his work at The Museum of Modern Art, New York and was awarded the
International Sculpture Prize at the Venice Biennale in 1948. In 1950, Moore was offered
knighthood, which he politely declined, and was featured in yet another retrospective, this time at
Tate Galleries, London one year later.

The sculptor Henry Moore in front of his work in the UNESCO Gardens

While the UNESCO board ultimately decided on a monumental Reclining Figure, the present work
posed a thoughtful solution for the unique issues presented in this site-specific commission.
Herbert Read wrote, “Some of these [preparatory] maquettes illustrate...the problem of having to
accommodate the piece of sculpture against a background of busy fenestration which tended to
destroy its outlines and mass. The sculptor played with the possibility of interposing his own wall
between the figure and the building, and though this solution was abandoned, it led to a theme,

‘the wall,’ which the sculptor was to exploit later.”i By placing the figure within a rectangular space,
Moore foreshortens the viewer’s perspective, placing our attention on the figure at hand. As in a
painting on canvas, with a backdrop, the sculptor could more explicitly manipulate the context and
mood of a work by limiting the subject’s interaction with its surroundings.

Henry Moore, Ideas for a Sculpture in a Setting, 1938. Artwork: © The Henry Moore Foundation / Artists
Rights Society (ARS), New York

Interestingly, the sculptural walls which Moore employed in a series of eleven sculptures during
the late 1950s–of which the present work is the largest–are strikingly similar to his early Surrealist
drawings from the 1930s. Psychologist Erich Neumann surmised that, “The setting ... [may] be
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taken as a symbol of our civilization, or our urban, walled-in existence, and of the restrictedness of

our consciousness, which has lost touch with nature and life.”ii Moore’s initial ideas and sketches
for the UNESCO commission aimed to convey the scientific and educational goals of the
organization, sometimes featuring a figure or group of figures reading. However, the mood of the
present work is more pensive than hopeful, as the distorted nude sits alone in a sterile space
demarcated by the hard edges of the backdrop, emphasizing her “walled-in existence.” Yet, upon
closer examination, the seated girl looks like an active participant in the scene, as she sits alert,
listening intently to the words of an unseen speaker. While her feet are planted firmly on the
ground, the exaggerated curve of her body implies inherent movement, her hand resting on the
edge of the seat, as if to push herself from the bench and stand.

"The ‘Seated Girl in front of a rectangular Wall’ is a special case. This is a ghostly,
surrealistic situation in which figure and wall are on a par with one another, as are
the organic and the inert, the mobile and the rigid, the spiritual and its enemy. The

architectonic space is open and at the same time enclosed; the seated figure is free and
at the same time imprisoned; but it is more of a dream world, removed from time

and space, neither tragic nor terrible. The composition exists in an undefinable
dream world and cannot be compared to anything." —Will Grohmann

David and GerrDavid and Gerry Pincusy Pincus

Originally housed in the collection of Philadelphian philanthropists, David and Gerry Pincus, the
present work comes accompanied by storied provenance. The Pincuses were close friends with
Henry Moore for years, and this sculpture was the first work they acquired by the artist in 1961.
While in Rome for their honeymoon in 1960, they happened to stay at the same hotel as Moore,
the Hassler Villa Medici, where they met and initiated a long-time friendship. Gerry, who had seen
Moore, wrote a note to him saying her husband was a great admirer of his work and asked him if
they could meet. Soon after, Moore invited the couple to visit him in England, and so they changed
their honeymoon plans to visit the artist’s studio in Much-Hadham, the first of what became
annual visits. It was on this visit in 1961 that they acquired Girl Seated against Square Wall, and
they loved it so that they created a cement base in their backyard to display it in front of their front
door.

i Herbert Read in Alan Bowness, ed., Henry Moore, Volume 3: Complete Sculpture 1955-64,
London, 1986.

ii Erich Neumann, The Archetypal World of Henry Moore, New Jersey, 1985.

PrProovvenanceenance
David & Gerry Pincus, Philadelphia (acquired directly from the artist circa 1960)
Christie’s, New York, May 12, 2016, lot 5C
Acquired at the above sale by the present owner

ExhibitedExhibited
Philadelphia Museum of Art, Philadelphia Collects 20th Century, October 3–November 17, 1963, p.
26 (illustrated)
Chicago, Renaissance Society at the University of Chicago, Chicago’s Homage to Henry Moore: An
exhibition of sculpture and drawings by Henry Moore, December 1–22, 1967, no. 26, n.p. (another
cast exhibited and illustrated)

LiteraturLiteraturee
Will Grohmann, The Art of Henry Moore, London, 1960, nos. 186-187, pp. 9, 240-241 (another cast
illustrated, pp. 240-241)
Robert Melville, ed., Henry Moore: Sculpture and Drawings 1921-1969, London, 1970, no. 570, pp.
254-255, 361 (another cast illustrated, p. 254)
Alan Bowness, ed., Henry Moore, Volume 3: Complete Sculpture 1955-64, London, 1986, no. 425,
pp. 32-33, 116 (another cast illustrated, pp. 33, 116)
David Mitchinson, ed., Henry Moore Sculpture, London, 1988, no. 289, pp. 141, 312 (another cast
illustrated, p. 141)
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142

Joan Miró

Femme

incised with the artist's signature, number and
stamped with the foundry mark "Miró 6/6" Fonderia
Artistica Bonvicini, Verona on the reverse
bronze with black patina
16 x 13 x 8 in. (40.6 x 33 x 20.3 cm)
Conceived in 1978 and cast by Fonderia Artistica
Bonvicini, Verona, this work is number 6 from an
edition of 6.

EstimateEstimate
$60,000 — 80,000
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PrProovvenanceenance
The Estate of Joan Miró (reference number 22897)
Locks Gallery, Philadelphia (acquired from the above)
Acquired from the above by the present owner

ExhibitedExhibited
Centre D'Art Contemporain D'Istres, Joan Miró, January 20–March 12, 1994
Helsinki, Galerie Kaj Forsblom, Joan Miró, 1994
London, Galerie Annely Juda, Joan Miró, May 4–June 24, 1995, n.p. (illustrated)
Philadelphia, Locks Gallery, Joan Miró, October 16–November 30, 1996, pp. 16-17 (illustrated, p. 17)
New York, Barbara Mathes Gallery, Dubuffet & Miró: A Dialogue, October 29–December 19, 2009
(another example exhibited)

LiteraturLiteraturee
Alain Jouffroy and Joan Teixidor, Miró Sculptures, Paris, 1980, no. 297, p. 247 (plaster version
illustrated)
Jacques Dupin, Joan Miró, Locks Art Publications, Philadelphia, 1996, p. 17 (illustrated)
Emilio Fernández Miró and Pilar Ortega Chapel, Joan Miró: Sculptures. Catalogue Raisonné
1928-1982, Paris, 2006, no. 355, p. 333 (another example illustrated)
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143

Salvador Dalí

Vénus de Milo aux tiroirs

incised with the artist’s signature and number
“Salvador Dalí E.A. III/IV” upper center of the base;
stamped with the foundry mark "C. Valsuani Cire
Perdue" on the left side of the base
bronze
86 x 28 x 30 in. (218.4 x 71.1 x 76.2 cm)
Conceived in 1964 and cast at a later date, this work is
artist’s proof EA 3 from an edition of 8 plus 4 artist's
proofs marked EA, 2 non-commercial proofs marked
HCM and 1 foundry proof marked HCF.

EstimateEstimate
$250,000 — 350,000

Go to Lot
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"With the drawers, it is now possible to look at the soul of the Venus de Milo through
her body." —Salvador Dalí

Salvador Dalí’s Vénus de Milo aux tiroirs (Venus de Milo with Drawers) is regarded as one of the
most important sculptures by the famed Surrealist. Originally cast in plaster in 1934 and later in
editioned bronze versions in different sizes in 1964, this work stands over seven feet tall, almost
the exact same size as the 2nd Century BCE Venus de Milo sculpture of Aphrodite it references,
housed in the Musée du Louvre, Paris. Dalí’s take on the original marble antiquity showcases his
manipulation of classical references to create his own obscure, dream-like artworks. Here, fantasy
is erected by way of drawers emanating from the figure’s chest, abdomen, and legs. The Venus de
Milo is the first woman he modeled as a child, in clay, copying a reproduction that adorned his
family’s dining room. He recalled: "I also did, at this period, a copy of the Venus de Milo in clay; it
was the source of my first attempt at sculpture and an unforgettable and delicious erotic

pleasure."i

Sigmund Freud’s psychoanalytic work around dreams greatly influenced Dalí and the Surrealists in
their efforts to permeate the subconscious. In the present work we experience the Roman goddess
of sexuality, love, and desire, becoming an inanimate cabinet. As the artist proclaimed, "you see, in

Greek civilization there is no introspection, no Freud, no Christianity."ii With the addition of
drawers, Dalí attempts to peek inside some of the most secretive and private of human
sensibilities.

i Robert and Nicolas Descharnes, Dalí: Le dur et le mou, Sculptures & Objects, Paris, 2003, p. 32.

ii Ibid.

PrProovvenanceenance
Gattlen-Galerie, Lausanne
Private Collection, Europe
Michael Rosenfeld Gallery, New York (acquired from the above in 1998)
Acquired from the above by the present owner

LiteraturLiteraturee
Robert and Nicolas Descharnes, Dalí: Le dur et le mou, Sculptures & Objects, Paris, 2003, no. 68,
pp. 32, 37 (another cast illustrated, p. 37)
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PROPERTY OF AN ESTEEMED PRIVATE COLLECTOR

144 Ο◆

Pablo Picasso

Le transformateur

signed “Picasso” lower right; dated “10 juin 53” upper
left
oil on canvas
8 3/4 x 10 1/2 in. (22.2 x 26.7 cm)
Painted on June 10, 1953.

EstimateEstimate
$600,000 — 800,000
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"La Galloise, the little bicoque [“shack”] where Picasso and Françoise set up house in

Vallauris, was almost impossible to find." —John Richardsoni

Le transformateur was painted in the summer of 1953 from Pablo Picasso’s Villa La Galloise, the
home where he and artist-girlfriend, Françoise Gilot, moved to in the late 1940s. The painting
belongs to a group of thirteen works which Picasso painted while living in the Cote D’Azur region,
landscapes which mark key moments in the artist’s life and career. Previously housed in the
collection of Herman C. Goldsmith, a collector who owned several works by Picasso as well as
others by Henri Matisse and Giorgio Morandi, the present work, which depicts the countryside
surrounding the Vallauris commune in southeastern France, displays the typical playfulness of
form and surety of line that is central to Picasso’s practice. Yet, despite the tranquility reflected in
the lush greenery of the villa atop a hill, Le transformateur was painted at a particularly
tumultuous time in the artist’s life, thus functioning as an important documentation in the life of
one of the world’s great artists.

Picasso outside La Galloise, 1948. Image: Robert Capa © International Center of Photography 1948

"His procedure was anti-hierarchical, subordinating no one form to any other, but
instead adding element to element to produce the pictorial continuum which was at

the heart of Picasso’s concerns at the time." —Werner Spiesii

The present work is one of two depictions of the same vista, which the artist painted on the same
day, June 10, 1953. In both, Picasso’s loose style suggests the works were completed quickly, an
immediate response to his surrounding French countryside. But the speed with which the
paintings may have been made takes nothing away from their power. Instead of a realistic
rendering, the viewer is offered an impression of the moment, and specifically, of the artist’s
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emotions in that moment. In this work, Picasso has drawn into the canvas with the back of his
brush, scraping paint away and leaving a dappled, textured surface. These active marks exist
outside and on top of the architectural framework of the villa’s red roof, as well as the cables that
hang across the two poles. Such boundaries exist in direct opposition, both visually and
symbolically, to the natural foliage around the structure, contrasting the natural landscape with
the man-made structure. The certainty of these lines is a hallmark of Picasso’s oeuvre in general,
which Rosalind Krauss attributes to what “the invention of collage and cubism had made

permissible,” namely “the flatness of physical space.”iii Here, we have a highly stylized version of
landscape painting only made possible through Picasso’s own Cubist innovations.

Pablo Picasso, Jardin a Vallauris, 1953, Solomon R. Guggeheim Museum. Artwork: © 2022 Estate of
Pablo Picasso / Artists Rights Society (ARS), New York

By November of 1953, Gilot and their two children left Picasso and La Galloise, ending a 10-year
relationship. The mood of his paintings changed after she left, as happy family portraits shifted to
something more sinister; one canvas displayed the shadow of Picasso looming over a naked Gilot,
lying in bed. The Vallauris landscapes, in contrast, provide insight into Picasso’s relationship to the
peaceful villa—a place where he likely found a safe haven from times of emotional upheaval.

i John Richardson, A Life of Picasso: The Painter of Modern Life, New York, 1996, vol. 2, p. 93.

ii Picasso’s World of Children, exh. cat., Kunstsammlung Nordrhein-Westfalen, Düsseldorf, 1995, p.
48.
iii David Breslin, "The Map and the Territory: Notes on Picasso’s Cartographic Line" in Picasso The
Line, exh. cat., Menil Collection, Houston, 2016-2017, p. 28.

PrProovvenanceenance
Galerie Louise Leiris, Paris
Herman C. Goldsmith, New York
Private Collection (acquired from the above in 1983)
Sotheby’s, New York, November 3, 2010, lot 311
Private Collection (acquired at the above sale)
Christie’s, London, February 7, 2013, lot 508
Acquired at the above sale by the present owner

LiteraturLiteraturee
Christian Zervos, Pablo Picasso, Oeuvres de 1946 à 1953, vol. XV, Paris, 1965, no. 273, p. 150
(illustrated)
Klaus Gallwitz, Picasso: The Heroic Years, New York, 1985, no. 65, p. 66 (illustrated)
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PROPERTY FROM A DISTINGUISHED LONDON
COLLECTOR

145

Joaquín Torres-García

Tres figuras en estructura

signed and dated “J. Torres 28 Julio 1937” lower left;
signed “AAÇ” lower right
tempera on cardboard
31 7/8 x 39 3/4 in. (81 x 101 cm)
Executed on July 28, 1937, this work is no. 1937.19 in
the Joaquín Torres-García Online Catalogue Raisonné.

EstimateEstimate
$600,000 — 800,000
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"Torres-García was certainly always fascinated by what is chaotic, in terms of form,
and what is germinal, in terms of sign or cypher […] His is an abstraction that is not

concrete yet is rooted in reality–an abstraction that is an instrument of
representation, providing an account of reality, yet does not depend on its mundane

circumstances: its moment, its fashion, its moralities, its passions." —Luis Pérez-

Oramas on Joaquín Torres-Garcíai

Painted in 1937, Tres figuras en estructura uniquely showcases Torres-García’s signature
Universalismo Constructivo (Universal Constructivism)–the movement he fathered in South
America. After more than forty years traveling between Barcelona, Madrid, New York, and Paris,
this work was created upon the artist’s return to Montevideo, Uruguay in 1934, one of the most
important periods in Torres-García’s career. In 1935, he founded the Asociación de Arte
Constructivo (AAC), and in 1943, he spearheaded the Taller Torres-García (TTG, or School of the
South). Through these organizations, Torres-García began his mission to distinguish Universal
Constructivism from the European Constructivist Abstraction—a movement influenced by artists
like Piet Mondrian and Theo van Doesburg—advocating for an independent style of constructivism
in Latin America. Belonging to this final Montevidean period, the present work beautifully
embodies Torres-García’s distinct language and style, combining the tenets of geometry with the
spirituality of man and nature.

UnivUniversalismersalismo Co Constructivonstructivoo

By 1937, Joaquín Torres-García had experienced three fruitful years back in his native Uruguay,
after decades spent among the avant-garde circles of Europe and New York, but most importantly,
Paris. Torres-García first encountered geometric abstraction when he moved to Paris in 1926, and
by 1929, he was a founding member alongside Belgian artist Michel Seuphor of the artist group
Cercle et Carré (Circle and Square), accompanied by an esteemed publication under this same
name. Dedicated to a rational approach to geometric abstraction, the group eventually became
broad enough to include artists like Piet Mondrian, Wassily Kandinsky and Jean Arp. In Torres-
García’s words, their mission was to find “the search for equilibrium, for unity, equivalent
relationships between forms, planes, colors, between the simple elements that compose the work
of art.” The influence of artists like Mondrian and van Doesburg became apparent in Torres-
García’s work, evident primarily in his gridded compositions, which represent a reduction of form
to its most essential lines. But their influence also served as inspiration for the Uruguayan artist to
find his own artistic language. Their purely rational approach conflicted with Torres-García’s belief
in a balance between the rational and the emotional in artmaking. From 1931 onwards, Torres-
García mastered this equilibrium as it matured into his "definitive language” as an

artist,ii Universal Constructivism—modern grids filled with pictographic universal symbols, of
which Tres figuras en estructura is a prime example.

[left] Piet Mondrian, Composition in Brown and Grey, 1913, The Museum of Modern Art, New York,
Image: © The Museum of Modern Art/Licensed by SCALA / Art Resource, NY
[right] Theo van Doesburg, Composition in Gray (Rag-Time), 1919, Peggy Guggenheim Museum,
Venice

BrBreaking Down the Seaking Down the Symbolsymbols

In the works created after his return to Montevideo in 1934, Torres-García was actively concerned
with bringing human emotion to the constructivist abstraction he encountered in Paris. He
believed this sensitivity had gotten lost after the Enlightenment took hold in Europe in the late 17th
century. To embrace a more emotional sensibility, Torres-García turned to two main sources of
inspiration—Western Medieval Art and Pre-Columbian Art. He began to incorporate motifs and
symbols derived from the art and architecture of Pre-Columbian civilizations, particularly from the
Andes, but also from Mexico and North America. In Tres figuras en estructura, the pictograms and
symbols, some of which are recurrent in his oeuvre, are rendered in black. Most of the symbols
used by Torres-García refer to humanistic notions. Here, he references the cosmos (represented by
the sun, a powerful pre-Columbian symbol), nature (represented by the fish), humanity
(represented by the man and woman), infinity (represented by the spiral), and the unity of the
individual and the cosmos (represented by the number “1”). The compositions created during this
Montevidean period are housed within a geometric structure that echoes Incan stonework. They
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are also characterized by their restricted color palette to mostly earth tones–evidenced here in the
present work with different shades of brown, ochre, and maroon.

Torres-García and his students, c. 1946. Image: Courtesy of the estate of Joaquín Torres-García

"Our North is the South" —Joaquín Torres-García

During the last decade of his life in Montevideo, Torres-García dedicated himself to teaching and
promoting the Latin American aesthetic of constructivism. Upon his return to Montevideo, he said:
“I come to achieve something concrete, something that ought to come about…something that is
already fermenting.” Torres-García actually references the Asociación de Arte Constructivo (AAC),
in the present work—“AAC” is inscribed in the lower right corner. This artistic decision cements his
dedication to the ideology, which he codified with his first theoretical text, Estructura in 1935. Less
than ten years later, El Taller de Torres-García (or the School of the South) furthered Torres-
García’s mission to define Latin American art on its own terms, rather than on those from the
United States and Europe. Through these efforts, Torres-García became the single most important
figure in establishing Constructivism as a key movement in South America. For almost a century,
his work has encouraged the next generations of artists to continue his teachings, making him one
of the most influential Latin American artists of the 20th century.

i Luis Pérez-Oramas, “The Anonymous Rule: Joaquín Torres-García, The Schematic Impulse, and
Arcadian Modernity” in Joaquín Torres-García: The Arcadian Modern, The Museum of Modern Art,
New York, 2015, p. 37.

ii Ibid, p. 11.

PrProovvenanceenance
Estate of the artist
Augusto Torres, Montevideo (acquired directly from the above)
Rose Fried Gallery, New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, Rose Fried Gallery, Joaquín Torres-García 1874-1949: 15th Memorial Exhibition, January
6–February 13, 1965, n.p. (illustrated)
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Leonora Carrington

Untitled (Griffin)

woven with the weaver's mark upper left
wool tapestry
47 1/2 x 70 1/8 in. (120.7 x 178.1 cm)
Executed circa 1950.

We wish to thank Dr. Salomon Grimberg for his kind
assistance in the cataloguing of this work.

EstimateEstimate
$50,000 — 70,000
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The subjects in Leonora Carrington’s tapestries are the same as those found in her paintings.
Instead of these figures being placed in a setting with other metamorphic creatures, they seem to
be removed, and placed against a solid color background like a cut-out. Untitled
(Griffin) presumably references a Greek mythological female minotaur, a semi-human and semi-
animal figure inspired by the Dionysian thiasus, the court of the God Dyonisus, a theme which
fascinated Carrington throughout her career. Carrington made very few tapestries in her career

while living in Mexico in collaboration with the Rosales family.i

"They were a family of serape weavers from Chiconcuac, an Aztec village (‘seven
serpents’ in Aztec): they lived here in my house for about ten years. We had a

beautiful loom and we weaved tapestries. I drew large drawings that were later
transferred onto the fabric. They were very good people; our association finished with

the death of Ricardo, the head of the family." —Leonora Carrington

i Giulia Ingarao in Leonora Carrington, exh. cat., Irish Museum of Modern Art, Dublin, 2013, pp.
91-92.

PrProovvenanceenance
Juan Martín Gallery, Mexico City
Elba Szclar, Mexico City (acquired from the above in 1975)
Acquired from the above by the present owner in 2012

ExhibitedExhibited
Dublin, Irish Museum of Modern Art; Malaga, Museo Picasso, Leonora Carrington: The Celtic
Surrealist, September 17, 2013–June 8, 2014, p. 92 (illustrated)
Hermosillo, Sonora, Instituto Municipal de Cultura y Arte, May 27–June 1, 2008
Xalapa-Enríquez, Veracruz, August 8–November 7, 2008
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Julio Galán

Diamah

mixed media on canvas
64 x 74 in. (162.6 x 188 cm)
Executed in 1988.

EstimateEstimate
$50,000 — 70,000
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PrProovvenanceenance
Annina Nosei Gallery, New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, Annina Nosei Gallery, Julio Galán: On the Border, 1989, n.p. (illustrated)
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PROPERTY FROM AN ESTEEMED COLLECTION

148

Moïse Kisling

Nu allongé

signed “Kisling” lower left
oil on canvas
15 1/4 x 28 1/4 in. (38.7 x 71.8 cm)
Painted in 1927.

EstimateEstimate
$70,000 — 100,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST

136

https://www.phillips.com/detail/NY010822/148/
https://www.phillips.com/detail/NY010822/148/
https://www.phillips.com/detail/NY010822/148/


PrProovvenanceenance
Private Collection, Paris
Versailles, Salons du Trianon Palace, November 30, 1969, lot 73
Private Collection, Paris
Galerie Daniel Malingue, Paris
Sotheby’s, New York, May 12, 1994, lot 374
Private Collection
Sotheby’s, New York, May 9, 2007, lot, 447
Acquired at the above sale by the present owner

ExhibitedExhibited
Tokyo, Musée d'Art de Mitsukoshi; Mitsukoshi Matsuyama; Kawagachiko, Musée des Beaux Arts;
Mitsukoshi Hiroshima; Mitsukoshi Takamatsu; Fukuoka, Musée Departmental de Beaux-Arts,
Moïse Kisling Centenaire, 1991–1992, no. 29

LiteraturLiteraturee
Jean Kisling, ed., KISLING, tome III, Landshut, 1995, no. XI, p. 350 (illustrated)
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Pablo Picasso

Nu se coiffant

signed and inscribed “PR Picasso” lower left
pastel on paper
6 1/8 x 7 1/8 in. (15.6 x 18.1 cm)
Executed in 1901, this work is accompanied by a
certificate of authenticity issued by Maya Widmaier-
Picasso.

EstimateEstimate
$300,000 — 500,000

Go to Lot
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Executed in 1901, Pablo Picasso’s Nu se coiffant presents an intimately scaled drawing of a nude
woman styling her hair. Rendered in pastel, the present work beautifully illustrates a celebrated
subject matter of Picasso: a portrayal of femininity. Here, his subject tilts her head down with her
arms reaching up to her hair in an act of grooming. While artists before him like Edgar Degas had
previously embraced this subject matter in drawings and pastels, using paid models to depict in
situ, in contrast, Picasso’s approach was more lyrical, distinct from the realism of his predecessors.
Picasso drew Nu se coiffant in Paris during his second stay which lasted from May of 1901 to
January of 1902. Most likely created just before the commencement of his famed “Blue Period”
and when the artist was preparing for his first exhibition organized by dealer Ambroise Vollard on
June 23, 1901, this work features the stylistic elements found in Picasso’s earlier works. Not yet
submerged in a sea of sorrowful blues and greens hues, the 19-year-old Picasso grants us the
opportunity to glimpse an early exploration of what would become a sustained fascination over the
course of his life. This work lends itself to the fantasies and fetishes directed by the male gaze via
a voyeuristic act of the artist’s imagination. Sensual and deeply private, Nu se coiffant stages an
encounter that feeds our more tender sensibilities.

PrProovvenanceenance
Fukushima Collection, Japan
Bern Auction, 1959
Private Collection
Acquired from the above by the present owner

LiteraturLiteraturee
Pierre Daix and Georges Boudaille, Picasso 1900-1906: Catalogue Raisonné de L'oeuvre Peint,
Neuchâtel, 1966, no. IV.16, p. 146 (illustrated)
Pierre Daix and Georges Boudaille, Picasso: The Blue and Rose Periods. A Catalogue Raisonné of
the Paintings, 1900-1906, Neuchâtel, 1967, no. IV.16, p. 146 (illustrated)
Christian Zervos, Pablo Picasso: Supplement aux volumes 1 à 5, vol. VI, Paris, 1983, no. 377, p. 179
(illustrated, p. 46)
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PROPERTY FROM THE ESTATE OF MARGUERITE
CULLMAN

150

Piet Mondrian

Iris Bloom in Bud Vase

signed with the artist’s initials “PM” lower right
pencil on paper
22 x 11 in. (55.9 x 27.9 cm)
Executed circa 1909-1910.

EstimateEstimate
$100,000 — 150,000
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"I enjoyed painting flowers, not bouquets, but a single flower at a time, in order that
I might better express its plastic structure." —Piet Mondrian, 1942

A rare precursor to the gridded and colorful canvases which would come to make Piet Mondrian a
household name, Iris Bloom in Bud Vase, executed circa 1909-1910, reveals both the artist’s skills
as a draughtsman, as well as his almost obsessive character. Here we can see clearly the
beginnings of the geometric artist’s fascination with structure, composition, and form that came to
define his practice. Moreover, the drawing, part of a larger series of naturalist drawings and

paintings that he began in the first decade of the 20th century and returned to later, offers a
unique insight into an artist whose more famous works deny representation.

"I too find flowers beautiful in their exterior beauty; yet there is hidden within a
deeper beauty." —Piet Mondrian

Scholars have debated the reason for Mondrian's sustained interest in natural forms. In art deco
imagery, which was flourishing at the time this work was made, the beauty of flowers and women
was often equated. Artists like Odilon Redon reveled in this theme, depicting women surrounded
by flowers, making both equitable objects of the male gaze. Mondrian instead focused on the
single floral form, highlighting its soft subtleties and innocence without human presence. His
obsession with flora has also been attributed to his contemporaneous entrance into the

Theosophical Society, whose symbolism revolved around nature.i British painter Bridget Riley
meanwhile sees Mondrian’s desire to depict the world around him as a simple part of the artist’s

progression.ii Whatever the reason, Mondrian’s singular Iris deserves attention for its beautiful
rendering, detailed marks, and the unique opportunity it presents to look beyond the renowned
artist’s abstraction.

i Robert P. Welsh, Piet Mondrian Catalogue Raisonné, New York, 1998, p. 396.
ii Bridget Riley, Mondrian Nature to Abstraction, exh. cat, Tate Modern, London, 1997.

PrProovvenanceenance
Marguerite and Howard Cullman, New York
Thence by descent to the present owner
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Wassily Kandinsky

Ohne Titel

signed with the artist’s monogram “K” lower left;
signed and dated "Kandinsky 1918" on the reverse
watercolor, pen and India ink on paper
14 1/8 x 10 5/8 in. (35.9 x 27 cm)
Executed circa 1918.

EstimateEstimate
$300,000 — 400,000
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"Must we not then renounce the object altogether, throw it to the winds and instead
lay bare the purely abstract?" —Wassily Kandinsky, 1911

Ohne titel (Untitled), executed in 1918, is one of the works that Wassily Kandinsky made after
returning to his native Russia from 1914 to 1921, following the outbreak of WWI. It is a vibrant and
dynamic example from a period in which the artist moved increasingly towards complete
abstraction. Beginning in 1909 in Munich, Kandinsky started to remove identifiable imagery from
his paintings, relying more so on color and line to define his compositions. In Ohne titel, the image
calls to be read, but denies the viewer a way in. We see space without geography and shape
without definition. As line blends with color, an undeniable energy pulsates across the work, which
has no gravity, center, nor end. Previously housed in the private collection of the artist’s wife, Nina
Kandinsky, before she gifted it to the preeminent Parisian gallerist Karl Flinker in 1980, this work
on paper exhibits a clear desire to challenge formal approaches to art making—a type of avant-
garde rebellion that defined the career of Wassily Kandinsky.

A pioneer in abstractionA pioneer in abstraction

Between 1910 and 1911, Kandinsky came home one evening from a day of sketching and noticed a

painting he had never seen before. Unable to recognize anything in the piece, he was instantly
moved by the ambiguity of the work. The image, as it turned out, was his own painting, in the
wrong orientation—a silly mistake, but one that would end up having a profound effect on his
evolving practice. From this point on, Kandinsky committed himself to making art without
representation. His seminal text, On the Spiritual in Art, outlined “his program for developing an

art independent from observations of the external world.”i As he strove to move away from
figuration and imbue his paintings instead with qualities of almost divine vivacity, he became

rightfully known as an “eminent aesthetic theorist” and the “pioneer of abstract art.”ii His first ever
abstract painting, completed in 1911, Painting with Circle, displays his tenets of abstraction—the
focus on color over matter, shape over form—that later came to characterize his more refined
works. It was in this same year of 1911 that the artist created the Blaue Reiter (Blue Rider) group

with Franz Marc, changing the course of European Expressionism forever.iii
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Wassily Kandinsky, Picture with a Circle, 1911. Image: Shim Harno / Alamy Stock Photo

KKandinskandinsky's Journey's Journey Homey Home

A few years later, while in Russia, Kandinsky painted little and instead focused on cultural
reorganization, devoting his time to education. He engaged with the cultural politics of Russia and
museum reform, teaching at the Svomas (Free State Art Studios) in Moscow. During this time,
Kandinsky cited his Russian heritage as a main influence on his new work, specifically the rich
colors of Russian folk art, which would in turn lead him closer to abstraction. Ohne titel is from this
reduced output of 1918, a year when, according to Vivian Endicott Barnett, the artist did not paint

any canvases. A composition imbued with his views on the power of form and color, Kandinsky
here forges graphic and melodic lines that intersect one another. Upholding the principles of his On
the Spiritual in Art, the present work echoes his sentiments that "the painter must train not only
his eye but also his soul, so that he learns to weigh color not only by perceiving exterior
impressions or sometimes inward ones, but also by utilizing it as definite power in his

creations.”iv In the all-over, explosive composition of this work, it is hard to ignore the movement,
and the sense that the piece is shifting and changing before our eyes. Kandinsky, with his typical
prowess, has caught something unidentifiable in the act, which is as unsettling as it is beautiful.

"Painting is like a thundering collision of different worlds that are destined in and
through conflict to create that new world called the work. Technically, every work of
art comes into being in the same way as the cosmos – by means of catastrophes.... The
creation of the work of art is the creation of the world." —Wassily Kandinsky, 1913

i “Kandinsky Gallery,” Solomon R. Guggenheim Museum, online
ii Ibid.
iii “The Blaue Reiter (Recollection),” 1930, in Kandinsky: Complete Writings on Art, New York,
1994, p. 745.
iv Wassily Kandinsky, On the Spiritual in Art, Munich, 1911

PrProovvenanceenance
Nina Kandinsky, Paris
Karl Flinker, Paris (gifted from the above in 1980)
Sotheby's, London, December 1, 1992, lot 17
Private Collection (acquired at the above sale)
Christie's, New York, May 13, 1999, lot 355
Acquired at the above sale by the present owner

ExhibitedExhibited
Tokyo, Galerie Tokoro, Wassily Kandinsky: exposition des aquarelles de 1910 à 1944, October
22–November 24, 1979, no. 7 (illustrated)

LiteraturLiteraturee
Vivian Endicott Barnett, Kandinsky Watercolours, Catalogue Raisonné, Volume One , 1900-1921,
London, 1992, no. 502, p. 441 (illustrated)
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PROPERTY OF AN ESTEEMED PRIVATE COLLECTOR

152 Ο◆

Marc Chagall

Bouquet au village

signed and dated “Marc Chagall 1979” lower right
pastel, colored wax crayons, India ink and grey wash on
paper
30 3/4 x 22 1/4 in. (78.1 x 56.5 cm)
Executed in 1979, the Comité Marc Chagall has
confirmed the authenticity of this work.

EstimateEstimate
$300,000 — 500,000
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"He said that when he painted a bouquet it was as if he were painting a landscape. It

represented France to him." —John James Sweeneyi

i John James Sweeney, Marc Chagall, The Museum of Modern Art, New York, 1946

PrProovvenanceenance
Estate of the artist
Bouquinerie de l’Institut, Paris
Martin Lawrence Galleries, San Francisco
Acquired from the above by the present owner in 2003
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PROPERTY FROM THE DU PONT FAMILY,
WILMINGTON, DELAWARE

153

Andrew Wyeth

Loon Drake (Loon)

signed and dated “Andrew Wyeth August 1949” lower
right
watercolor on paper
19 x 24 3/4 in. (48.3 x 62.9 cm)
Executed in 1949, this work will be included in Betsy
James Wyeth’s forthcoming catalogue raisonné of the
artist’s work.

EstimateEstimate
$60,000 — 80,000
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"I think one's art goes as far and as deep as one's love goes. I see no reason for
painting but that. If I have anything to offer, it is my emotional contact with the

place where I live and the people I do." —Andrew Wyeth

A striking work executed in 1949, Loon Drake (Loon) expressively depicts one of Andrew Wyeth’s
most well-known subjects—the natural beauty of Maine’s landscape and wildlife. Widely

recognized as the premier American realist painter of the 20th Century, Wyeth dedicated his
artistic career to depicting the everyday life and surroundings of New England. Inspired by his visit
to the summer home of Dr. Margaret Irving Handy, a family friend and pediatrician to his two sons,
Jamie and Nicholas, Wyeth produced the present work, as well as a sensitive portrait of the Doctor,
during his visit to Onawa, Maine in 1949. The previous year, Wyeth created what is perhaps his
most iconic work, Christina’s World, which was acquired shortly after it was painted by the The
Museum of Modern Art in New York.

Andrew Wyeth, Christina's World, 1948, The Museum of Modern Art, New York. Image: © The Museum
of Modern Art, New York/Licensed by SCALA / Art Resource, NY, Artwork: © 2022 Andrew Wyeth /

Artists Rights Society, New York

Atop a simplified horizon line, Wyeth’s loon stands tall with its gaze tilted upwards, appearing
larger than life and commanding the presence of one of the artist’s portrait subjects. The bold,

painterly execution of the bird’s spotted plumage contrasts with the minimalist, ethereal
background of Maine’s rugged landscape, giving the work a modern air while its elements render a
timeless spirit—at times recalling Albrecht Dürer’s lifelike details in the famous Young Hare (1502);
at others resembling the elusive, contemplative ink paintings from China or Japan. A
quintessential and intimate example of Wyeth’s nature-inspired oeuvre, the present work
embraces the beauty of simplicity in its subject matter, all the while showcasing the painter’s
unique sophistication and his artistic prowess.

Albrecht Dürer, Hare, 1502; watercolor and gouache, brush, heightened with white gouache © The
Albertina Museum, Vienna

153

Andrew Wyeth

148



PrProovvenanceenance
The du Pont Family, Wilmington
Thence by descent to the present owner
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Jaune Quick-to-See Smith

Summer Journey thru Indian Lands

signed “Jaune Smith” lower right; dedicated “To Carla
with love” lower left; titled and dated “1989 Summer
Journey thru Indian Lands” on the reverse
pastel, oilstick and gouache on paper
30 x 22 in. (76.2 x 55.9 cm)
Executed in 1989.

EstimateEstimate
$10,000 — 15,000
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"This is my lineage, my heritage, these are my antecedents, that have impacted my
world view and that cause me to do the work that I’ve done most of my adult life. It’s

about networking, trading intellectual ideas, bringing people together, being a
catalyst to make things happen, and above all being an activist, acting on those
things that I see need to be done and that can make something more positive or

helpful to others. This is what it’s all about. And in the end, this comes back to feed
my art." —Jaune Quick-to-See Smith

PrProovvenanceenance
Carla Roberts, Fremont (gifted by the artist)
Acquired from the above by the present owner
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Jean-Michel Basquiat

Vehement Alley Cats

signed "BASQUIAT" lower center
oilstick on paper
21 x 17 1/2 in. (53.3 x 44.5 cm)
Executed circa 1982, this work is accompanied by a
certificate of authenticity issued by the Authentication
Committee of the Estate of Jean-Michel Basquiat.

EstimateEstimate
$70,000 — 100,000
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PrProovvenanceenance
Private Collection (acquired directly from the artist)
Private Collection, Ontario
Phillips de Pury & Luxembourg, New York, November 12, 2002, lot 243
Acquired at the above sale by the present owner
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Ouattara Watts

La Danseuse de Zanzibar

signed, titled and dated "La Danseuse de ZANZIBAR
2000 Ouattara Watts" on the reverse
acrylic, gouache and graphite on handmade paper
28 x 36 1/8 in. (71.1 x 91.8 cm)
Executed in 2000.

EstimateEstimate
$6,000 — 8,000
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PrProovvenanceenance
Gifted by the artist to the present owner

156

Ouattara Watts

155



PROPERTY FROM AN AMERICAN COLLECTION

157

Robert Colescott

Love Hate Relationship

signed, titled and dated “Love Hate Relationship R.
Colescott 89” lower right
oil on paper
42 1/2 x 30 in. (108 x 76.2 cm)
Executed in 1989.

EstimateEstimate
$30,000 — 40,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
The artist
Phyllis Kind Gallery, New York
G.R. N'Namdi Gallery, New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, G. R. N’Namdi Gallery, Robert Colescott: Troubled Goods, September 12–November 5,
2008
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Robert Colescott
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PROPERTY FROM A CANADIAN PRIVATE
COLLECTION

158

Ernie Barnes

Study Sketch for Dance Couple

signed and partially titled “Ernie Barnes Study Sketch”
lower right
colored pencil on paper
23 1/4 x 18 in. (59.1 x 45.7 cm)
Executed circa 1994.

Please note, Study Sketch for Dance Couple is included
in the upcoming Ernie Barnes Catalogue Raisonné by
the artist’s estate. We wish to thank the Ernie Barnes
Estate for their kind assistance with this work.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST

158

https://www.phillips.com/detail/NY010822/158/
https://www.phillips.com/detail/NY010822/158/
https://www.phillips.com/detail/NY010822/158/


PrProovvenanceenance
Private Collection
Michaan’s Auctions, Alameda, December 17, 2021, lot 5055
Acquired at the above sale by the present owner
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159

Romare Bearden

The Blue Light

signed "Romare Bearden" upper right
collage and acrylic on Masonite
11 x 13 1/8 in. (27.9 x 33.3 cm)
Executed in 1973.

EstimateEstimate
$25,000 — 35,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Cordier & Ekstrom, Inc., New York
Private Collection, Vermont
ACA Galleries, New York
Acquired from the above by the present owner

ExhibitedExhibited
Charlotte, Jerald Melberg Gallery, Romare Bearden Revisited, September 7–November 2, 2002
New York, ACA Galleries, Dreams and Memories: The Art of Romare Bearden (1911-1988),
September 20–November 1, 2003

LiteraturLiteraturee
Roberta Smith, “Art in Review; ‘Dreams and Memories’ -- ‘The Art of Romare Bearden
(1911-1988),’” The New York Times, October 24, 2003, online
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Romare Bearden
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160

Steve Wheeler

The Jewel Thief

signed “Wheeler” lower right
gouache on paper
20 x 26 in. (50.8 x 66 cm)
Executed in 1942.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
The Estate of Steve Wheeler
Snyder Fine Art, New York
Acquired from the above by the present owner in 1997

ExhibitedExhibited
The Art Institute of Chicago, The Twenty-second International Exhibition of Water Colors, May
13–August 22, 1943, no. 447
New York, Snyder Fine Art, Steve Wheeler: Formative Years 1938-1942, September–October, 1997
Montclair Museum of Art, Steve Wheeler: The Oracle Visiting the 20th Century, September 28,
1997—January 4, 1998, no. 20, pp. 32, 46 (illustrated, p. 32; erroneously labeled as oil on canvas)

LiteraturLiteraturee
Roberta Smith, “Art View: Reclaiming a Long-Lost Loner,” The New York Times, October 19, 1997

160

Steve Wheeler
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161

Carl Andre

Untitled

signed "@carl andre" on the reverse
printed board collage on board
11 1/4 x 9 3/4 in. (28.6 x 24.8 cm)
Executed circa 1958-1963.

EstimateEstimate
$35,000 — 45,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Hollis Frampton (acquired directly from the artist)
Thence by descent to the present owner

ExhibitedExhibited
New York, Andrea Rosen Gallery, Carl Andre: Early Works on Paper 1958-1966, March 16–April 21,
2007
Dia Beacon, Carl Andre: Sculpture as Place, 1958-2010, May 5–March 9, 2015, pp. 141, 384
(illustrated, p. 141)
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PROPERTY OF A LADY

162

Yayoi Kusama

Infinity Nets (Sunset)

signed, titled and dated “YAYOI KUSAMA 2002
INFINITY NETS (SUNSET)” on the reverse
acrylic on cardboard
14 3/8 x 10 1/8 in. (36.5 x 25.7 cm)
Executed in 2002, this work is accompanied by a
registration card issued by Yayoi Kusama Inc.

EstimateEstimate
$60,000 — 80,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
MOMA Contemporary, Fukuoka
Private Collection (acquired from the above)
Sotheby's, Hong Kong, April 15, 2020, lot 9553
Acquired at the above sale by the present owner
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Yayoi Kusama
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163

Anne Truitt

Summer '96 No. 65

signed, titled and dated "Summer '96 No. 65 Truitt" on
the reverse
acrylic on paper
30 x 41 1/2 in. (76.2 x 105.4 cm)
Executed in 1996.

EstimateEstimate
$30,000 — 50,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Danese, New York
Acquired from the above by the present owner in 2003

ExhibitedExhibited
New York, Danese Gallery, Anne Truitt Paintings, February 16–March 17, 2001
New York, Danese/Corey, Line to Form, January 11–February 23, 2019

163

Anne Truitt

169



PROPERTY FROM AN IMPORTANT PRIVATE
AMERICAN COLLECTION

164

Carmen Herrera

Untitled

signed and dated "Carmen Herrera 2011" lower right
acrylic and pencil on paper
27 1/2 x 19 5/8 in. (69.9 x 49.8 cm)
Executed in 2011.

EstimateEstimate
$50,000 — 70,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Lisson Gallery, New York
Walker Art Center, Avant Garden Auction, September 12, 2016
Acquired at the above sale by the present owner

164

Carmen Herrera
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165

John Wesley

Cheep

signed, titled and dated "'CHEEP' John Wesley 2002"
lower left
gouache on paper
22 1/2 x 22 1/4 in. (57.2 x 56.5 cm)
Executed in 2002.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Daniel Weinberg Gallery, Los Angeles
Acquired from the above by the present owner in 2005
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166

Tom Wesselmann

Judy

signed with the artist’s initial and dated "W 59" upper
left
collage and acrylic on cut canvas
7 3/4 x 6 1/4 in. (19.7 x 15.9 cm)
Executed in 1959.

EstimateEstimate
$60,000 — 80,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection (gifted by the artist)
Thence by descent to the present owner

ExhibitedExhibited
Long Beach, The Art Galleries, California State University; Athens, Trisolini Gallery of Ohio
University; Kansas City, Nelson Gallery-Atkins Museum, Tom Wesselmann: The Early Years,
Collages 1959-1962, November 10, 1974–March 10, 1975
New York, Pavel Zoubok Fine Art, The Tiny Picture Show, December 10, 2015–January 23, 2016
New York, Maxwell Davidson Gallery, Tom Wesselmann Perfecting the Process, September
12–October 26, 2019

LiteraturLiteraturee
Melissa Stern, “The Vast Possibilities of Tiny Collage and Assemblage,” Hyperallergic, January 15,
2016, online
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Tom Wesselmann
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167

Tom Wesselmann

Study for Bedroom Nude (folding screen)

signed, titled and inscribed by Claire Wesselmann, the
Executor of The Estate of Tom Wesselmann "D8553
STUDY FOR BEDROOM NUDE (FOLDING SCREEN),
THE ESTATE OF TOM WESSELMANN, Claire
Wesselmann, EXECUTOR" on the reverse
pencil and Liquitex on Bristol board
10 1/4 x 20 1/2 in. (26 x 52.1 cm)
Executed in 1985.

EstimateEstimate
$80,000 — 120,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"For many years, drawing, especially from the nude, was a desperate attempt to
capture something significant of the beauty of the women I was confronted with...it

was always frustrating because the beauty of the woman was so elusive." —Tom
Wesselmann

PrProovvenanceenance
The Estate of Tom Wesselmann
Private Collection, New York
Acquired from the above by the present owner

167

Tom Wesselmann
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168

Tom Wesselmann

Study for Mauve Roses

signed, partially titled and inscribed by Claire
Wesselmann, the Executor of The Estate of Tom
Wesselmann "D9247 THE ESTATE OF TOM
WESSELMANN, Claire Wesselmann, EXECUTOR /
STUDY FOR MAUVE FLOWERS" on the reverse
Liquitex on Bristol board
16 x 16 in. (40.6 x 40.6 cm)
Executed in 1992.

EstimateEstimate
$30,000 — 50,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
The Estate of Tom Wesselmann
Private Collection, New York
Acquired from the above by the present owner

168

Tom Wesselmann
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169

Alex Katz

Vivien

signed and dated "Alex Katz 96" upper right
oil on board
12 x 9 in. (30.5 x 22.9 cm)
Painted in 1996.

EstimateEstimate
$35,000 — 55,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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Installation view of Alex Katz: Small Paintings, 2001. Image: © Whitney Museum of American Art /
Licensed by Scala / Art Resource, NY, Artwork: © 2022 Alex Katz / Licensed by VAGA at Artists Rights

Society (ARS), New York

PrProovvenanceenance
Collection of the artist
PaceWildenstein, New York
Acquired from the above by the present owner in 2004

ExhibitedExhibited
Andover, Addison Gallery of American Art; New York, Whitney Museum of American Art; Kansas
City, Kemper Museum of Contemporary Art, Alex Katz: Small Paintings, April 7, 2001–June 4,
2002, p. 85 (illustrated)
New York, Adam Baumgold Gallery, Alex Katz: Master Paintings and Drawings, February 28–April
18, 2015
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Alex Katz
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170

Alex Katz

Vincent

signed and dated "Alex Katz 96" upper right
oil on board
12 x 9 in. (30.5 x 22.9 cm)
Painted in 1996.

EstimateEstimate
$35,000 — 55,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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Installation view of Alex Katz: Small Paintings, 2001. Image: © Whitney Museum of American Art /
Licensed by Scala / Art Resource, NY, Artwork: © 2022 Alex Katz / Licensed by VAGA at Artists Rights

Society (ARS), New York

PrProovvenanceenance
Collection of the artist
PaceWildenstein, New York
Acquired from the above by the present owner in 2004

ExhibitedExhibited
Andover, Addison Gallery of American Art; New York, Whitney Museum of American Art; Kansas
City, Kemper Museum of Contemporary Art, Alex Katz: Small Paintings, April 7, 2001–January 4,
2002, pp. 68-69, 85 (illustrated, pp. 69, 85)
New York, Adam Baumgold Gallery, Alex Katz: Master Paintings and Drawings, February 28–April
18, 2015
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PROPERTY FROM THE COLLECTION OF DANIELA
MORERA

171

Andy Warhol

Hamburger

inscribed, dedicated and dated "I certify that this is an
original painting by Andy Warhol completed by him in
1986 / for Daniella [sic]" on the overlap; stamped with
the artist's signature on the reverse
acrylic and silkscreen ink on canvas
10 x 12 in. (25.4 x 30.5 cm)
Executed in 1986.

EstimateEstimate
$80,000 — 120,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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In her own words, Daniela Morera describes her close relationship with Andy Warhol that spanned
decades around the world:

In "Unseen Warhol” by John O’ Connor and Benjamin Liu, one of the many books about Andy
Warhol, I am Daniela Morera “The European Editor on Andy’s Persona”.

But actually, I was raised in Rome before I came to New York as a model and I met Andy at Max
Kansas City, I think it was 1970. That was the beginning of his confrontation with the world after he
was shot in 1968 risking his life, I always say that he was not shot: he was actually killed, but he
survived.

He asked me to visit him at the office, of course I went, and he told me that he wanted me to write
for Interview Magazine from Roma. I replied: Andy I walk for fashion shows I don’t know how to
write, let me show you how I walk. His answer: exactly the way you talk, don’t touch anything, and
bring it to us next time. It’s obvious that I was living in both sides of the Atlantic.

I became the Italian correspondent and later the European Editor of Andy Warhol’s Interview
Magazine, for about 20 years, and at the same time the New York correspondent for 5 Italian
Condé Nast Magazines including Italian Vogue and L’Uomo Vogue and 2 Japanese publications and
art director, art curator including The Andy Warhol Show at La Triennale in Milano 2004 (catalogue
Skira). Andy didn’t talk too much but I found all of him interesting: his wig, his silences, his unusual
appearance, his knapsack, I adored his voice and hands, his trivial embarrassing questions.

Andy Warhol's Studio, The last day of 860 Broadway, January 1985. Photo: Self-Timer by Daniela Morera

Andy was enchanted by Roma, the incredible parties in the Palazzos with the Princesses, the
movie stars, the handsome guys at Fregene beach, he wanted to know everything about them
while he was asking me: do you have to go to bed with all of them?

Ah ah ah!
And we were there with Sofia Loren, Gina Lollobrigida, Paulette Goddard, and he was saying that
he had the intention to marry her because she had the most beautiful rubies. The scene was a fairy
tale.

And afterwards was Studio 54 time, Keith Haring, Jean-Michel Basquiat, where for the first time I

171

Andy Warhol
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saw him touching boys and lips. Andy was always a workaholic, generous with his incessant
autographs, I always respected him deeply, he was so delicate, so fragile. Many times, as different
voices said, he was a bitch, but that’s the way I saw him. He has always been very sweet with me.

The first time I posed for Andy’s polaroid for my portrait was at 860 Broadway and the second one

22 East 33rd Street.

Daniela Morera, photo by Andy Warhol

He wanted to do another portrait, so I said: let’s do something different "my body" a la Ingres or
Matisse, Man Ray? I don’t want another portrait. I’m not so vain like many other women that cover

their walls with their portraits. I have already many. He didn’t know how to reply, and he said I
don’t think so. I insisted a little, showing different poses and he said it’s a good idea. He used his
own hands, sweet Andy, to put the white powder all over my back, his assistant Benjamin was
buying it in Chinatown. The result is history.

Andy’s The Last Supper, after Leonardo da Vinci, was inaugurated in Milano in ex-convent across
the street from the church Santa Maria delle Grazie where Leonardo da Vinci painted Il Cenacolo in
1400. (I am in the Netflix Andy Warhol Diaries not talking about social life or gossip but his
suffering, his pain). It was an enormous success. People came from all over Italy and Europe. Andy
was ill, exhausted but until last minute signing everything including ties, jeans, plastic glasses,
human skin. The Last Supper was the last show of his life, about one month before he passed
away. I was in New York on February 22, 1987, it was late morning, and I was still in bed, I dialed
Andy’s home number. I wanted to ask how he was feeling, Vincent Fremont replied and said: I can’t
talk, but put the TV on. I saw on the screen Andy’s face and the running words AW died this
morning at 6am. I fainted on my bed.

Andy is always in my heart
❤ ANDY IS FOREVER

PrProovvenanceenance
Gifted by the artist to the present owner
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PROPERTY FROM THE COLLECTION OF DANIELA
MORERA

172

Andy Warhol

Monkey (Toy Painting)

inscribed, dedicated and dated "I certify that this is an
original painting by 19 completed by Andy Warhol / to
Daniella [sic]" on the overlap
acrylic and silkscreen ink on canvas
10 x 8 1/8 in. (25.4 x 20.6 cm)
Executed in 1983.

EstimateEstimate
$80,000 — 120,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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In her own words, Daniela Morera describes her close relationship with Andy Warhol that spanned
decades around the world:

In "Unseen Warhol” by John O’ Connor and Benjamin Liu, one of the many books about Andy
Warhol, I am Daniela Morera “The European Editor on Andy’s Persona”.

But actually, I was raised in Rome before I came to New York as a model and I met Andy at Max
Kansas City, I think it was 1970. That was the beginning of his confrontation with the world after he
was shot in 1968 risking his life, I always say that he was not shot: he was actually killed, but he
survived.

He asked me to visit him at the office, of course I went, and he told me that he wanted me to write
for Interview Magazine from Roma. I replied: Andy I walk for fashion shows I don’t know how to
write, let me show you how I walk. His answer: exactly the way you talk, don’t touch anything, and
bring it to us next time. It’s obvious that I was living in both sides of the Atlantic.

I became the Italian correspondent and later the European Editor of Andy Warhol’s Interview
Magazine, for about 20 years, and at the same time the New York correspondent for 5 Italian
Condé Nast Magazines including Italian Vogue and L’Uomo Vogue and 2 Japanese publications and
art director, art curator including The Andy Warhol Show at La Triennale in Milano 2004 (catalogue
Skira). Andy didn’t talk too much but I found all of him interesting: his wig, his silences, his unusual
appearance, his knapsack, I adored his voice and hands, his trivial embarrassing questions.

Andy Warhol's Studio, The last day of 860 Broadway, January 1985. Photo: Self-Timer by Daniela Morera

Andy was enchanted by Roma, the incredible parties in the Palazzos with the Princesses, the
movie stars, the handsome guys at Fregene beach, he wanted to know everything about them
while he was asking me: do you have to go to bed with all of them?

Ah ah ah!
And we were there with Sofia Loren, Gina Lollobrigida, Paulette Goddard, and he was saying that
he had the intention to marry her because she had the most beautiful rubies. The scene was a fairy
tale.

And afterwards was Studio 54 time, Keith Haring, Jean-Michel Basquiat, where for the first time I
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saw him touching boys and lips. Andy was always a workaholic, generous with his incessant
autographs, I always respected him deeply, he was so delicate, so fragile. Many times, as different
voices said, he was a bitch, but that’s the way I saw him. He has always been very sweet with me.

The first time I posed for Andy’s polaroid for my portrait was at 860 Broadway and the second one

22 East 33rd Street.

Daniela Morera, photo by Andy Warhol

He wanted to do another portrait, so I said: let’s do something different "my body" a la Ingres or
Matisse, Man Ray? I don’t want another portrait. I’m not so vain like many other women that cover

their walls with their portraits. I have already many. He didn’t know how to reply, and he said I
don’t think so. I insisted a little, showing different poses and he said it’s a good idea. He used his
own hands, sweet Andy, to put the white powder all over my back, his assistant Benjamin was
buying it in Chinatown. The result is history.

Andy’s The Last Supper, after Leonardo da Vinci, was inaugurated in Milano in ex-convent across
the street from the church Santa Maria delle Grazie where Leonardo da Vinci painted Il Cenacolo in
1400. (I am in the Netflix Andy Warhol Diaries not talking about social life or gossip but his
suffering, his pain). It was an enormous success. People came from all over Italy and Europe. Andy
was ill, exhausted but until last minute signing everything including ties, jeans, plastic glasses,
human skin. The Last Supper was the last show of his life, about one month before he passed
away. I was in New York on February 22, 1987, it was late morning, and I was still in bed, I dialed
Andy’s home number. I wanted to ask how he was feeling, Vincent Fremont replied and said: I can’t
talk, but put the TV on. I saw on the screen Andy’s face and the running words AW died this
morning at 6am. I fainted on my bed.

Andy is always in my heart
❤ ANDY IS FOREVER

PrProovvenanceenance
Gifted by the artist to the present owner
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PROPERTY FROM THE COLLECTION OF DANIELA
MORERA

173

Andy Warhol

Torso

signed and dedicated "to daniella [sic] Andy Warhol"
on the overlap
acrylic and silkscreen on canvas
14 1/4 x 11 in. (36.2 x 27.9 cm)
Executed in 1976–1977.

EstimateEstimate
$90,000 — 120,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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In her own words, Daniela Morera describes her close relationship with Andy Warhol that spanned
decades around the world:

In "Unseen Warhol” by John O’ Connor and Benjamin Liu, one of the many books about Andy
Warhol, I am Daniela Morera “The European Editor on Andy’s Persona”.

But actually, I was raised in Rome before I came to New York as a model and I met Andy at Max
Kansas City, I think it was 1970. That was the beginning of his confrontation with the world after he
was shot in 1968 risking his life, I always say that he was not shot: he was actually killed, but he
survived.

He asked me to visit him at the office, of course I went, and he told me that he wanted me to write
for Interview Magazine from Roma. I replied: Andy I walk for fashion shows I don’t know how to
write, let me show you how I walk. His answer: exactly the way you talk, don’t touch anything, and
bring it to us next time. It’s obvious that I was living in both sides of the Atlantic.

I became the Italian correspondent and later the European Editor of Andy Warhol’s Interview
Magazine, for about 20 years, and at the same time the New York correspondent for 5 Italian
Condé Nast Magazines including Italian Vogue and L’Uomo Vogue and 2 Japanese publications and
art director, art curator including The Andy Warhol Show at La Triennale in Milano 2004 (catalogue
Skira). Andy didn’t talk too much but I found all of him interesting: his wig, his silences, his unusual
appearance, his knapsack, I adored his voice and hands, his trivial embarrassing questions.

Andy Warhol's Studio, The last day of 860 Broadway, January 1985. Photo: Self-Timer by Daniela Morera

Andy was enchanted by Roma, the incredible parties in the Palazzos with the Princesses, the
movie stars, the handsome guys at Fregene beach, he wanted to know everything about them
while he was asking me: do you have to go to bed with all of them?

Ah ah ah!
And we were there with Sofia Loren, Gina Lollobrigida, Paulette Goddard, and he was saying that
he had the intention to marry her because she had the most beautiful rubies. The scene was a fairy
tale.

And afterwards was Studio 54 time, Keith Haring, Jean-Michel Basquiat, where for the first time I
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saw him touching boys and lips. Andy was always a workaholic, generous with his incessant
autographs, I always respected him deeply, he was so delicate, so fragile. Many times, as different
voices said, he was a bitch, but that’s the way I saw him. He has always been very sweet with me.

The first time I posed for Andy’s polaroid for my portrait was at 860 Broadway and the second one

22 East 33rd Street.

Daniela Morera, photo by Andy Warhol

He wanted to do another portrait, so I said: let’s do something different "my body" a la Ingres or
Matisse, Man Ray? I don’t want another portrait. I’m not so vain like many other women that cover

their walls with their portraits. I have already many. He didn’t know how to reply, and he said I
don’t think so. I insisted a little, showing different poses and he said it’s a good idea. He used his
own hands, sweet Andy, to put the white powder all over my back, his assistant Benjamin was
buying it in Chinatown. The result is history.

Andy’s The Last Supper, after Leonardo da Vinci, was inaugurated in Milano in ex-convent across
the street from the church Santa Maria delle Grazie where Leonardo da Vinci painted Il Cenacolo in
1400. (I am in the Netflix Andy Warhol Diaries not talking about social life or gossip but his
suffering, his pain). It was an enormous success. People came from all over Italy and Europe. Andy
was ill, exhausted but until last minute signing everything including ties, jeans, plastic glasses,
human skin. The Last Supper was the last show of his life, about one month before he passed
away. I was in New York on February 22, 1987, it was late morning, and I was still in bed, I dialed
Andy’s home number. I wanted to ask how he was feeling, Vincent Fremont replied and said: I can’t
talk, but put the TV on. I saw on the screen Andy’s face and the running words AW died this
morning at 6am. I fainted on my bed.

Andy is always in my heart
❤ ANDY IS FOREVER

PrProovvenanceenance
Gifted by the artist to the present owner

ExhibitedExhibited
Milan, La Triennale di Milano, The Andy Warhol Show, September 22, 2004–January 8, 2005, p. 27
(illustrated)

LiteraturLiteraturee
Georg Frei and Neil Printz, eds., The Andy Warhol Catalogue Raisonné of Paintings, 1976–1978,
Vol. 5B, London, 2018, no. 3870, pp. 55, 339 (illustrated, p. 55)
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PROPERTY FROM A PRIVATE COLLECTION, SAN
FRANCISCO

174

Mel Ramos

Donut Doll: The Lost Painting of 1965 #42

signed and dated "Mel Ramos 04" on the reverse
oil on canvas
28 3/4 x 39 1/4 in. (73 x 99.7 cm)
Painted in 2004.

EstimateEstimate
$80,000 — 120,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Modernism, San Francisco
Acquired from the above by the present owner in 2005

ExhibitedExhibited
San Francisco, Modernism, Mel Ramos: Recent Works, March 3–April 23, 2005

LiteraturLiteraturee
Thomas Levy, ed., Mel Ramos: Catalogue Raisonné of the Paintings 1953-2015, Bielefeld, 2016, pp.
112, 243 (illustrated)
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PROPERTY FROM A PRIVATE COLLECTION, LOS
ANGELES

175

Larry Rivers

The Elimination of Nostalgia, ABC

mixed media construction
84 x 64 1/2 x 25 3/4 in. (213.4 x 163.8 x 65.4 cm)
Executed in 1967.

EstimateEstimate
$60,000 — 80,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Marlborough Gallery Inc., New York
Jane Holzer, New York
Sotheby Parke-Bernet, New York, November 13, 1980, lot 54
Hedy and Kent Klineman, New York (acquired at the above sale)
Sotheby’s, New York, November 15, 2001, lot 138
Acquired at the above sale by the present owner

ExhibitedExhibited
New York, Marlborough Gallery Inc., Larry Rivers 1965-1970, December 1970–January 1971, pp. 14,
32 (illustrated, p. 32)

LiteraturLiteraturee
Sam Hunter, Larry Rivers, New York, 1969, pl. 201, pp. 48–49 (illustrated, pl. 201)
Helen A. Harrison, Larry Rivers, New York, 1984, pp. 77, 79, 96 (illustrated, p. 96)
Larry Rivers: Recent Work, exh. cat., Marlborough Fine Art Ltd., London, 1990, p. 4 (illustrated)
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PROPERTY FROM A CANADIAN PRIVATE
COLLECTION

176

Elaine de Kooning

John Glykos

signed with the artist's initials and dated “E de K 73”
lower right; signed, titled and dated ""John Glykos" '73
by E. de Kooning" on the stretcher
oil on panel
30 x 36 in. (76.2 x 91.4 cm)
Painted in 1973.

EstimateEstimate
$25,000 — 35,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Lilac Gallery, New York
Emily Friedman Fine Art, Los Angeles
Acquired from the above by the present owner

ExhibitedExhibited
San Antonio, McNay Art Institute, American Artists ‘76: A Celebration, May 23–July 31, 1976, no.
34
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PROPERTY FROM A CANADIAN PRIVATE
COLLECTION

177

Elaine de Kooning

Catskill Series

signed with the artist’s initials “E de K” lower right
watercolor on paper
26 1/8 x 19 3/4 in. (66.4 x 50.2 cm)
Executed in 1965.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
McClain Gallery, Houston
Acquired from the above by the present owner
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PROPERTY OF A PRIVATE COLLECTOR, NEW YORK

178

Willem de Kooning

Untitled

signed “de Kooning” lower right; dedicated “to
CRISTOPHE AND TAYA LOVE LISA AND BILL” lower
left
oil on newsprint
35 1/2 x 30 in. (90.2 x 76.2 cm)
Executed circa 1978.

EstimateEstimate
$60,000 — 80,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection (gifted by the artist)
Thence by descent to the present owner
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179

Atsuko Tanaka

1975 March

signed, partially titled and dated "1975 Mar. Atsuko
Tanaka" on the reverse
acrylic lacquer on canvas
28 x 23 1/2 in. (71.1 x 59.7 cm)
Executed in 1975.

EstimateEstimate
$100,000 — 150,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection
Acquired from the above by the present owner in 2014
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180

Adolph Gottlieb

Calligraphy

signed, inscribed and dated "Adolph Gottlieb 1970 69"
lower right
acrylic on paper
40 x 30 1/8 in. (101.6 x 76.5 cm)
Executed in 1970.

EstimateEstimate
$150,000 — 200,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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Calligraphy installed in Adolph Gottlieb: Works on Paper 1970, Marlborough Gallery Inc., New York,
November 2–June 3, 1971. © Adolph and Esther Gottlieb archive.

PrProovvenanceenance
Dunkelman Gallery, Toronto
Private Collection (acquired from the above)
Sotheby’s, New York, November 18, 2016, lot 105
Acquired at the above sale by the present owner

ExhibitedExhibited
New York, Marlborough Gallery Inc., Adolph Gottlieb: Works on Paper 1970, February 11–March 6,
1971
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181

Theodoros Stamos

Greek Easter

signed and dated “T. Stamos. ‘47” lower left; signed,
titled and dated "Stamos 1947 GREEK EASTER" on the
reverse
oil on Masonite
20 x 24 in. (50.8 x 61 cm)
Painted in 1947.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST

207

https://www.phillips.com/detail/NY010822/181/
https://www.phillips.com/detail/NY010822/181/
https://www.phillips.com/detail/NY010822/181/


PrProovvenanceenance
Betty Parsons Gallery, New York
Mrs. Shapiro, New York (acquired from the above in 1949)
André Emmerich Gallery, New York
Louis Harrow (acquired from the above in 1960)
Ericson Gallery, New York
Private Collection, Europe
Hollis Taggart Galleries, New York (acquired from the above in 2008)
Martha Parrish & James Reinish, Inc., New York
Acquired from the above by the present owner in 2009
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PROPERTY FROM A CANADIAN PRIVATE
COLLECTION

182

Vivian Springford

Untitled

signed and dated "Springford 1968" on the reverse
oil on canvas
45 3/4 x 65 in. (116.2 x 165.1 cm)
Painted in 1968.

EstimateEstimate
$60,000 — 80,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Taylor | Graham, New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, Taylor | Graham, Vivian Springford: Stain Paintings 1960-80, September 11–October 24,
2014
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183

Elizabeth Murray

Pico

signed and dated "Elizabeth Murray 2006" lower right
three-dimensional assemblage of hand-carved and
hand-painted foam
36 x 30 x 1 1/4 in. (91.4 x 76.2 x 3.2 cm)
Executed in 2006, this work is from a series of 16
unique works.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Gemini G.E.L. at Joni Moisant Weyl, New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, Hunter Dunbar, 9th Street and Beyond: 70 Years of Woman in Abstraction, Part 2: The
Geometric, April 14–May 25, 2022
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184

Thomas Downing

Split Possession

signed, titled, inscribed and dated "SPLIT
POSSESSION # RED 54 O.K. Downing (JAN 27-72)" on
the overlap
acrylic on canvas
66 x 130 1/4 in. (167.6 x 330.8 cm)
Painted on January 27, 1972.

EstimateEstimate
$40,000 — 60,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Thomas Downing Estate
Gary Snyder Fine Art, New York
Acquired from the above by the present owner

ExhibitedExhibited
Kensington, Pazo Fine Art, Colors of Confidence, July 16–September 3, 2021

LiteraturLiteraturee
Mark Jenkins, “In the galleries: Showcasing an artist’s exploration and influence,” The Washington
Post, August 6, 2021, online
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185

Joe Goode

Untitled (from Vandalism Series)

torn oil on canvas mounted to board
each 35 1/2 x 23 7/8 in. (90.2 x 60.6 cm)
overall 35 1/2 x 71 1/4 in. (90.2 x 181 cm)
Executed in 1974.

EstimateEstimate
$60,000 — 80,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection, New York

185
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186

De Wain Valentine

Untitled (Red Double Wheel)

fiberglass
16 x 27 x 16 in. (40.6 x 68.6 x 40.6 cm)
Executed in 1965.

EstimateEstimate
$40,000 — 60,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Mr. and Mrs. Melvin Hirsh, Los Angeles
Private Collection (thence by descent from the above)
Private Collection, Los Angeles
Los Angeles Modern Auctions, February 21, 2016, lot 258
Acquired at the above sale by the present owner

LiteraturLiteraturee
B. Miller, "Americana/70: One Couple's Collection, Home with the Melvin Hirshes," Los Angeles
Times Home, May 17, 1970, n.p. (illustrated)
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PROPERTY FROM AN IMPORTANT PRIVATE
AMERICAN COLLECTION

187

James Turrell

Untitled (XC)

signed, partially titled and dated “James Turrell XC
February, 2004” on a label affixed to the reverse
hologram and glass construction
22 3/4 x 16 1/2 in. (57.8 x 41.9 cm)
Executed in 2004.

EstimateEstimate
$40,000 — 60,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Haines Gallery, San Francisco
Private Collection (acquired from the above in 2004)
Phillips, New York, May 17, 2017, lot 218
Acquired at the above sale by the present owner

ExhibitedExhibited
Palo Alto, Pace Gallery, James Turrell, April 28–August 28, 2016
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PROPERTY FROM AN IMPORTANT NEW YORK
COLLECTOR

188

Ed Ruscha

Gasoline Stations

signed, numbered and dated "A.P. Ed Ruscha '89" on
the title sheet
gelatin silver print, in 10 parts
each 19 1/2 x 23 in. (49.5 x 58.4 cm)
portfolio box 20 3/8 x 25 5/8 x 1 3/8 in. (51.8 x 65.1 x
3.5 cm)
Conceived in 1962 and printed in 1989, this portfolio is
artist’s proof 1 from an edition of 25 plus 8 artist’s
proofs and 1 trial proof.

The portfolio contains the following photographs:
Union-Needles, CA; Shell-Daggett, CA; Phillips
66-Flagstaff, AZ; Texaco-Jackrabbit, AZ; Flying A-
Kingman, AZ; Dixie-Lupton, AZ; Self-Service-Milan,
NM; Standard-Amarillo, TX; Knox-Less-Oklahoma City,
OK; Fina-Groom, TX

EstimateEstimate
$120,000 — 180,000 Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Collection of the artist
Private Collection
Christie's, Los Angeles, December 5, 2000, lot 105
Acquired at the above sale by the present owner

LiteraturLiteraturee
Siri Engberg and Clive Phillpot, Edward Ruscha: Editions 1959-1999, Catalogue Raisonné, New
York, 1999, vols. I & II, no. 187-196; vol. I, pp. 53-55; vol. II, pp. 108-109 (illustrated, vol. l, pp. 53-55)
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189

Joseph Kosuth

Word, Sentence, Paragraph (Z. & N.) #16

mounted photograph, neon and transformers
113 x 105 in. (287 x 266.7 cm)
Executed in 1987, this work is accompanied by a
certificate of authenticity signed by the artist.

EstimateEstimate
$80,000 — 120,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Jay Gorney Modern Art, New York
Acquired from the above by the present owners in 1988
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190

George Rickey

Ommaggio a Bernini Variation III

stainless steel
height 84 in. (213.4 cm)
Executed circa 1958.

EstimateEstimate
$100,000 — 150,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST

225

https://www.phillips.com/detail/NY010822/190/
https://www.phillips.com/detail/NY010822/190/
https://www.phillips.com/detail/NY010822/190/


PrProovvenanceenance
Union Carbide Co., Toronto
The University of Waterloo, Canada (gifted from the above in 1965)
Private Collection, Canada
Christie’s, New York, November 9, 2011, lot 624
Acquired at the above sale by the present owner

ExhibitedExhibited
New York, Kraushaar Gallery, George Rickey: Kinetic Sculpture, October 4–28, 1961, pp. 2, 13
(installation view illustrated, p. 2)

LiteraturLiteraturee
Maxwell Davidson III, George Rickey: The Early Works, New York, 2004, p. 170 (illustrated)
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191

Frank Gehry

Fish Lamp

formica, glass, wood, steel and electrical lighting, in 2
parts
64 x 28 1/2 x 20 in. (162.6 x 72.4 x 50.8 cm)
Executed in 1984.

EstimateEstimate
$150,000 — 200,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"The fish is a perfect form." —Frank Gehry

Famed for his uniquely dynamic and abstract monumental buildings breaking from classical
architectural forms, Frank Gehry’s aesthetic vocabulary often explores fragmentation, dynamism
and movement within architecture and design. In the fish, Gehry saw an opportunity to move away
from the modernist stagnation of the stark box to a more active, undulating architecture. Infused
with movement, seemingly disparate pieces come together to form a whole figure, such as the
scales of a fish creating an arching and energetic creature. While the fish is not exactly linked to the
mythos of the live carp his grandmother bought once a week while Gehry was growing up in
Toronto to make gefilte fish, the figure takes on a greater historicism as a way of grounding his

abstract designs in a recognizable form.i

Fish sculpture by Frank Gehry at Port Olympic marina. Barcelona seafront. Catalonia, Spain. Image: Nick
Hawkes / Alamy Stock Photo

"He had never been comfortable with mimicking the forms of the past, and he was
far more interested in finding other ways out of the dilemma of modernism’s aesthetic

fatigue. The fish, for Gehry, was one of those ways—its form was emphatically not
modern; perhaps even more to the point, it was not really a part of the architectural

vocabulary at all." —Paul Goldbergerii

In 1982 Frank Gehry was invited by the Formica Corporation to design with their new, solid core
laminate Colorcore ©. Having directed his team to throw a sheet of the material forcibly against a
wall, the retrieved shards made him declare “fish scales!” Gehry was also fascinated by the
material’s translucency–which enabled light to pass through its surface. Fish imagery appears
regularly in early Frank Gehry sketches; and it was only a small leap for the game-changing
architect to envision a fish lamp composed of broken Colorcore shards. Over the following 24
months, Frank Gehry in association with New City Editions, Venice, California produced
approximately three dozen fish and snake lamps, with a variety of fish forms each resting on an
individualized, innovative base. In the current work, a subtly swimming fish rests on top of a
massive eucalyptus tree trunk. It was made for the architect’s first presentation of fish lamps in
New York. Many of the works from that exhibition were acquired by recognized collectors as well
as several historically acclaimed artists.

The fish lamps were not Gehry’s first foray into exploring the fish form, having utilized the concept
in many of his architectural designs, both realized and unrealized. These fluid and curvilinear
shapes inspired by the fish’s form grant visual harmony to the apparent unpredictability and
fragmentation of his iconic buildings such as the Guggenheim Museum in Bilbao and the Walt
Disney Concert Hall in Los Angeles. In one such attempt to incorporate the actual fish figure into
his project, Gehry was paired on a project by the Architectural League of New York with sculptor
Richard Serra, working to develop a bridge connecting the Chrysler Building and World Trade

Center in which he sketched a monumental fish leaping from the water.iii For Gehry’s first major
retrospective at the Walker Art Museum, Minneapolis in 1986, director Martin Friedman
commissioned as its center piece a large-scale outdoor fish sculpture, which is now on long-term
loan to the Weisman Art Museum at the University of Minnesota. As with his friend Claes
Oldenburg, Gehry brings an easily recognized form such as the carp to a monumental scale,
leading the viewer to take another glance and reconsider the figure. Other large-scale sculptural
iterations of the fish include a 40-foot wood fish sculpture for Castello di Rivoli in 1985; a two-
story, chain-link mesh and copper jumping fish structure for a restaurant in Kobe, Japan built
between 1986 and 1988; and a monumental commission for the 1992 Olympic Pavilion in
Barcelona.

i Frank Gehry: Fish Lamps, Gagosian, June 2, 2021, online
ii Ibid.
iii Ibid.
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PrProovvenanceenance
New City Editions, Los Angeles
Metro Pictures, New York
Joyce Eliason, Los Angeles
Thence by descent to the present owner

ExhibitedExhibited
New York, Metro Pictures, Frank Gehry: Fish and Snake Lamps, November 27–December 22, 1984
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PROPERTY FROM A NOTABLE NEW YORK
COLLECTION

192

Beverly Pepper

Shedua Plaza

brass, steel and iron
47 3/4 x 17 3/4 x 12 3/8 in. (121.3 x 45.1 x 31.4 cm)
Executed in 1984-1987.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
André Emmerich Gallery, New York
Acquired from the above by the present owner in 1987
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PROPERTY OF AN IMPORTANT PRIVATE COLLECTOR
BEING SOLD TO BENEFIT THE GEISEL SCHOOL OF
MEDICINE AT DARTMOUTH COLLEGE

193

Dorothy Dehner

Untitled

incised with the artist's signature and date "Dehner
'67" lower edge
bronze
8 1/2 x 5 3/4 x 2 1/2 in. (21.6 x 14.6 x 6.4 cm)
Executed in 1967.

EstimateEstimate
$10,000 — 15,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"Just making art itself is the great thing. It has always been my biggest thrill. It’s a
joy, a high, better than ten martinis!" —Dorothy Dehner

Born in Cleveland in 1901, Dorothy Dehner originally began her creative career as a performing
artist, studying drama at University of California, Pasadena before becoming a modern dancer. She
moved to New York in 1922 and attended The Art Students League, where she met emerging
American modernists, including David Smith, who she married shortly afterwards in 1927. During
their tumultuous marriage, Smith limited her artistic output to paintings and drawings, only letting
her participate in a few shows. These early two-dimensional works were figurative, and mostly
depicted images of her daily life, which reflected the deterioration of her marriage. It was not until
she was in her late 40s, and after separating from Smith, that she became a sculptor in her own
right. Dehner said “I was never taught sculpture at all; nobody told me anything. I didn’t need it.
The minute I had (the wax) in my hands, I knew what to do.” She became very close with like-
minded artists such as Louise Bourgeois and David Slivka, and after she created her first sculpture
in 1955, her work rapidly gained recognition. That same year, she had a solo exhibition at the Art
Institute of Chicago, and two years later in 1957, she joined the Willard Gallery at the age of 54.
Despite losing her eyesight in the 1980s, she continued working as an artist until she died in 1994.

Recently, Dehner’s output has received a reinvigorated spotlight with its inclusion in shows around
the country. Speaking about her works in the 2021 group exhibition at Rosenberg & Co., A Future
We Begin to Feel: Women Artists 1921-1971, in New York last fall, Roberta Smith aptly stated “the
Dehner works remind us that every piece in the group show represents a career that deserves

greater visibility.”i

Notes frNotes from a Pom a Peripatetic Ceripatetic Collectorollector

“When, after years of focused work, gifted young women and men begin medical school. They are
often told by thoughtful deans and mentors that a wondrous big new world awaits them. But what
I learned is: “not yet!” It became axiomatic that the initial two years of basic science would require
grueling hours of concentrated effort. What I soon wished for was an expanded sense of freedom.

Fortunate at the time, to be studying at Columbia College of Physicians & Surgeons in New York
City, I found my corner of freedom by visiting the museums and galleries close by, where creativity
lived and thrived. I of course quickly realized how disciplined and determined these artists were.
But for me, the reaction was often awe and a hope that one day I would be free and creative as

well. With honesty, my outreach was to become a form of psychotherapy. So began what was to be
a sixty-year love affair with the visual arts.”

i Roberta Smith, “3 Art Gallery Shows to See Right Now: Dorothy Dehner gets her own spotlight,”
The New York Times, August 18, 2021, online

PrProovvenanceenance
Willard Gallery, New York
Acquired from the above by the present owner
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Dorothy Dehner
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194

Melvin Edwards

Makatini

welded with the artist's signature, title and date
"MAKATINI M EDWARDS 92" on the reverse
welded steel
19 x 16 x 8 in. (48.3 x 40.6 x 20.3 cm)
Executed in 1992.

EstimateEstimate
$30,000 — 50,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
CDS Gallery, New York
Acquired from the above by the present owner in 1993

ExhibitedExhibited
New York, CDS Gallery, Melvin Edwards: Steel Life, June 5–July 24, 1993, no. 1

194

Melvin Edwards
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195

Louise Nevelson

Black Cryptic V

painted wood
9 3/4 x 6 x 4 in. (24.8 x 15.2 x 10.2 cm)
Executed in 1979.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
The Pace Gallery, New York
Hokin Gallery, Inc., Miami
Acquired from the above by the present owner in 1983

195

Louise Nevelson
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196

Louise Nevelson

Volcanic Magic XXIV

signed and dated “Nevelson ‘85” lower center
wood, paper and metal collage, in artist's frame
41 x 33 x 7 in. (104.1 x 83.8 x 17.8 cm)
Executed in 1985.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
The Pace Gallery, New York
Claude Bernard Gallery, Ltd., New York
Private Collection, New York
Doyle, New York, May 14, 2019, lot 2030
Acquired at the above sale by the present owner

196

Louise Nevelson
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197

Richard Artschwager

Untitled (Chair)

wood with metal bolts
45 1/2 x 42 1/2 x 19 in. (115.6 x 108 x 48.3 cm)
Executed in 1994.

EstimateEstimate
$7,000 — 10,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Mary Boone Gallery, New York
Acquired from the above by the present owner

197

Richard Artschwager
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THE ESTATE OF JACK R. BERSHAD

198

Sir Anthony Caro, O.M, R.A.

Dusky Rose

painted steel
43 1/2 x 42 1/2 x 23 1/2 in. (110.5 x 108 x 59.7 cm)
Executed in 1985.

EstimateEstimate
$60,000 — 80,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"I saw the piece and I loved it; I kept going back to it, back and forth, and Jack did
too." —Helen Bershad referring to Louise Nevelson, Dawn's Landscape XXIX, 1975

PrProperopertty fry from the Estate of Jack R. Bershadom the Estate of Jack R. Bershad

Over nearly six decades, Philadelphia lawyer Jack R. Bershad and his wife, artist Helen Bershad,
amassed an impressive collection of art and ceramics. Phillips is thrilled to be offering a selection of

the American and Post-War masterworks in our 20th Century & Contemporary Art Day Sale this
season. Most of these works were acquired soon after they were made, making this a rare chance
to acquire works that have remained in the same collection for more than 30 years. An artist in her
own right, Helen Bershad was inspired by many of the artists in hers and Jack’s collection, citing
Helen Frankenthaler as one of her heroes. Of choosing the painting Brown Bird from 1959, she
said, “I had to have something that she did. It was very important to me. A lot of people didn’t like
her work at that time, but I did, and I was right...” Such persistence defines the collection, as Jack
and Helen went searching in galleries and auctions throughout the 1970s and 1980s for the best

examples of 20th century art. This included one of Louise Nevelson’s Dawn’s Landscape works
from 1975, which Helen considered “a part of our marriage, of how we talk, how we discuss things.”
Two impressive sculptures by Anthony Caro and exceptional American works on paper by John
Marin and Max Weber fill out the collection, alongside one of Helen’s own large-scale paintings
from 1980—a beautiful and expressive field of blues and pinks coalescing on canvas. Together, this
selection of works acquired by Helen and Jack demonstrates their passion for collecting, and for
each other. As Helen aptly states, “[they just] wanted to be surrounded by good music and good
art.”

PrProovvenanceenance
André Emmerich Gallery, New York
Acquired from the above by the present owner in 1986

ExhibitedExhibited
New York, André Emmerich Gallery, Anthony Caro: Painted Sculpture 1983–1985, March 6–29,
1986, no. 6, n.p. (illustrated)

LiteraturLiteraturee
Dieter Blume, Anthony Caro: Catalogue Raisonné Vol. VI, Paris, 1987, no. 1794, p. 170 (illustrated)

198

Sir Anthony Caro, O.M, R.A.
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PROPERTY OF AN IMPORTANT PRIVATE COLLECTOR
BEING SOLD TO BENEFIT THE GEISEL SCHOOL OF
MEDICINE AT DARTMOUTH COLLEGE

199

Sir Anthony Caro, O.M, R.A.

Table Piece CCCXXXVI

rusted and varnished steel
15 1/2 x 77 x 17 in. (39.4 x 195.6 x 43.2 cm)
Executed in 1976-1977.

EstimateEstimate
$30,000 — 50,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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Notes frNotes from a Pom a Peripatetic Ceripatetic Collectorollector

“When, after years of focused work, gifted young women and men begin medical school. They are
often told by thoughtful deans and mentors that a wondrous big new world awaits them. But what
I learned is: “not yet!” It became axiomatic that the initial two years of basic science would require
grueling hours of concentrated effort. What I soon wished for was an expanded sense of freedom.

Fortunate at the time, to be studying at Columbia College of Physicians & Surgeons in New York
City, I found my corner of freedom by visiting the museums and galleries close by, where creativity
lived and thrived. I of course quickly realized how disciplined and determined these artists were.
But for me, the reaction was often awe and a hope that one day I would be free and creative as
well. With honesty, my outreach was to become a form of psychotherapy. So began what was to be
a sixty-year love affair with the visual arts.”

PrProovvenanceenance
Harcus Gallery, Boston
Acquired from the above by the present owner

ExhibitedExhibited
New York, Acquavella Contemporary Art, Christmas Show, December 1–January 1, 1979
Boston, Harcus Krakow Gallery, Recent Bronzes, May 9–June 10, 1981

LiteraturLiteraturee
Jürgen Schilling, "Anthony Caro - Versuch Einer Bestimmung" in Anthony Caro: Table and Related
Sculptures 1966-1978, exh. cat., Kunstverein Braunschweig, 1979, no. 334, pp. 11-18, 122, 228
(illustrated, pp. 122, 228)
Dieter Blume, Anthony Caro: Catalogue Raisonné Vol. I, Paris, 1981, no. 261, p. 228 (illustrated)
H.F. Westly Smith, Anthony Caro: Small Sculptures vol. 4/5, Surrey, 2010, no. 9, pp. 17-18
(illustrated, p. 17)
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Sir Anthony Caro, O.M, R.A.
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THE ESTATE OF JACK R. BERSHAD

200

Sir Anthony Caro, O.M, R.A.

Table Piece CCLXI

rusted and varnished steel
23 x 57 x 24 in. (58.4 x 144.8 x 61 cm)
Executed in 1975.

EstimateEstimate
$30,000 — 40,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"I saw the piece and I loved it; I kept going back to it, back and forth, and Jack did
too." —Helen Bershad referring to Louise Nevelson, Dawn's Landscape XXIX, 1975

PrProperopertty fry from the Estate of Jack R. Bershadom the Estate of Jack R. Bershad

Over nearly six decades, Philadelphia lawyer Jack R. Bershad and his wife, artist Helen Bershad,
amassed an impressive collection of art and ceramics. Phillips is thrilled to be offering a selection of

the American and Post-War masterworks in our 20th Century & Contemporary Art Day Sale this
season. Most of these works were acquired soon after they were made, making this a rare chance
to acquire works that have remained in the same collection for more than 30 years. An artist in her
own right, Helen Bershad was inspired by many of the artists in hers and Jack’s collection, citing
Helen Frankenthaler as one of her heroes. Of choosing the painting Brown Bird from 1959, she
said, “I had to have something that she did. It was very important to me. A lot of people didn’t like
her work at that time, but I did, and I was right...” Such persistence defines the collection, as Jack
and Helen went searching in galleries and auctions throughout the 1970s and 1980s for the best

examples of 20th century art. This included one of Louise Nevelson’s Dawn’s Landscape works
from 1975, which Helen considered “a part of our marriage, of how we talk, how we discuss things.”
Two impressive sculptures by Anthony Caro and exceptional American works on paper by John
Marin and Max Weber fill out the collection, alongside one of Helen’s own large-scale paintings
from 1980—a beautiful and expressive field of blues and pinks coalescing on canvas. Together, this
selection of works acquired by Helen and Jack demonstrates their passion for collecting, and for
each other. As Helen aptly states, “[they just] wanted to be surrounded by good music and good
art.”

PrProovvenanceenance
André Emmerich Gallery, New York
Acquired from the above by the present owner in 1986

LiteraturLiteraturee
Jürgen Schilling, "Anthony Caro - Versuch Einer Bestimmung" in Anthony Caro: Table and Related
Sculptures 1966-1978, exh. cat., Kunstverein Braunschweig, 1979, no. 261, pp. 11-18, 109, 214
(illustrated, pp. 109, 214)
Dieter Blume, Anthony Caro: Catalogue Raisonné Vol. I, Paris, 1981, no. 261, p. 214 (illustrated)

200

Sir Anthony Caro, O.M, R.A.
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201

Mimmo Paladino

Untitled

incised with the artist's signature, number and date
"M-Paladino -2004- 1/1 di 2/4" on the base
bronze
76 3/4 x 30 7/8 x 36 5/8 in. (194.9 x 78.4 x 93 cm)
Executed in 2004, this work is artist’s proof 1 from an
edition of 4 plus 1 artist’s proof.

EstimateEstimate
$30,000 — 40,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Galerie Thaddaeus Ropac
Acquired from the above by the present owner

201

Mimmo Paladino
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PROPERTY FROM A NOTABLE AMERICAN
COLLECTION

202

Manolo Valdés

Mariposas IV

bronze
32 x 81 3/4 x 23 5/8 in. (81.3 x 207.6 x 60 cm)
Executed in 2011, this work is number 4 from an edition
of 9.

EstimateEstimate
$120,000 — 180,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"I take an image from another artist and reread or reinterpret it...My starting point
might be something from Velázquez, for example. Then...I pick a fragment.

Generally, it’s a head. Between when that head was created in the 17th century and
now, so many things have happened in art history: material paintings, abstraction,

pop art … What did pop art teach us? It taught us large scale. So when I look at and
reread that image from the 17th century, I can’t stop thinking and block out

everything that’s happened in art history between then and now. Everything that’s
happened becomes a tool with which to reinterpret the original image." —Manolo

Valdés

PrProovvenanceenance
Marlborough Gallery, New York
Acquired from the above by the present owner in 2012

202

Manolo Valdés
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PROPERTY FROM A NOTABLE AMERICAN
COLLECTION

203

Juan Genovés

Columna I

signed and dated “genovés 09” lower right; signed,
titled and dated "genovés "Columna I" 2009" on the
reverse
acrylic on canvas
98 3/8 x 49 3/8 in. (249.9 x 125.4 cm)
Painted in 2009.

EstimateEstimate
$120,000 — 180,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"In the realm of visual art, each element is not limited to one function alone, rather
it has many. For me, the little figures fulfill the missions of realism and humanity, in

that they represent how we are all the same, but also different." —Juan Genovés

PrProovvenanceenance
Marlborough Gallery, New York
Private Collection, Palm Beach
Sotheby's, Private Sales
Acquired from the above by the present owner in 2014

203

Juan Genovés
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204

Karel Appel

The Entry

signed “appel” lower left
oil on canvas
96 x 72 in. (243.8 x 182.9 cm)
Painted in 1985.

EstimateEstimate
$80,000 — 120,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Marisa del Re Gallery, New York
Private Collection, Los Angeles (acquired from the above in 1986)
Thence by descent to the present owner

ExhibitedExhibited
New York, Marisa del Re Gallery, Karel Appel: Recent Paintings, March–April 1986, n.p. (illustrated)

LiteraturLiteraturee
Vivien Raynor, “Art: Karel Appel Paintings on Show,” The New York Times, March 28, 1986, p. 32
(illustrated)

204

Karel Appel
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PROPERTY FROM A NOTABLE COLLECTOR

205

Bernard Buffet

Glaïeuls rouges

signed and dated “Bernard Buffet 59” lower left
oil on canvas
54 x 35 in. (137.2 x 88.9 cm)
Painted in 1959.

The authenticity of this work has been confirmed by
Galerie Maurice Garnier.
This work is accompanied by a certificate of
authenticity issued by Galerie Maurice Garnier.

EstimateEstimate
$100,000 — 150,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Joanne & Stanley Stalford (acquired in the 1960s)
Thence by descent to the present owner

205

Bernard Buffet
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206

Victor Vasarely

Song II

signed "Vasarely." lower center; signed, titled and
dated ""SONG-II" 1965 Vasarely" on the reverse
tempera on panel
31 1/2 x 31 1/2 in. (80 x 80 cm)
Executed in 1965.

The authenticity of the present work has been
confirmed by Pierre Vasarely, President of the
Fondation Vasarely, universal legatee and the moral
right holder of Victor Vasarely. This work will be
included in the forthcoming Catalogue Raisonné de
Victor Vasarely, which is currently being compiled by
the Fondation Vasarely, Aix-en-Provence.

EstimateEstimate
$40,000 — 60,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Galerie Denise Rene, Paris
Dunkelman Gallery, Ontario
Private Collection, Canada
Private Collection, Canada
Acquired from the above by the present owner

206

Victor Vasarely
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207

Julian Stanczak

Offended Red

signed and dated “Julian Stanczak 1967” on the reverse
acrylic on canvas
33 x 42 in. (83.8 x 106.7 cm)
Painted in 1967.

EstimateEstimate
$25,000 — 35,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST

260

https://www.phillips.com/detail/NY010822/207/
https://www.phillips.com/detail/NY010822/207/
https://www.phillips.com/detail/NY010822/207/


PrProovvenanceenance
Carl Solway Gallery, Cincinnati
Private Collection (acquired from the above circa 1970)
Carl Solway Gallery, Cincinnati
Acquired from the above by the present owner in 2018

207

Julian Stanczak

261



208

Pedro Coronel

Año uno Luna No. 3

signed "Pedro Coronel" on the reverse of the original
canvas
oil on canvas
63 3/4 x 51 1/4 in. (161.9 x 130.2 cm)
Painted in 1969, this work is accompanied by a
certificate of authenticity issued by Martín Coronel
Ordiales and a proof of opinion from Galería de Arte
Mexicano.

EstimateEstimate
$180,000 — 250,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Emilio Paulon Gasparini (acquired directly from the artist in 1971)
Emilio Paulon Fuentes (thence by descent from the above)
Acquired from the above by the present owner

ExhibitedExhibited
Mexico City, Museo de Arte Moderno, Año I Luna: pintura de Pedro Coronel, February 1970

LiteraturLiteraturee
Justino Fernández, Pedro Coronel: Pintor y escultor, UNAM, Instituto de Investigaciones Estéticas,
Mexico City, 1971, no. 92, p. 79 (illustrated)

208

Pedro Coronel
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209

Carlos Cruz-Diez

Transchromie Dames B Permutation 1

signed, titled, inscribed, numbered and dated
"TRANSCHROMIE DAMES B / HARMONIE 3 Paris
1965/2009 Cruz-Diez EXEMPLAIRE No. 2/8" on a
printed label affixed to the base
colored Plexiglas and aluminum
78 3/4 x 31 1/2 x 15 in. (200 x 80 x 38.1 cm)
Conceived in 1965 and executed in 2009, this work is
number 2 from an edition of 8.

EstimateEstimate
$45,000 — 55,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Acquired directly from the artist by the present owner

ExhibitedExhibited
Paris, Galerie Denise René, que de la sculpture, November 30, 2017–January 20, 2018 (another
example exhibited and illustrated)

209

Carlos Cruz-Diez
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210

Carlos Cruz-Diez

Transchromie Mecanique A

signed, titled, inscribed, numbered and dated
"TRANSCHROMIE MECANIQUE A Paris 1965/2009
Cruz-Diez EXEMPLAIRE No 2/8" on a printed label
affixed to the base
colored Plexiglas and electric motor
46 1/2 x 15 3/4 in. (118.1 x 40 cm)
Conceived in 1965 and executed in 2009, this work is
number 2 from an edition of 8.

EstimateEstimate
$40,000 — 60,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Acquired directly from the artist by the present owner

ExhibitedExhibited
New York, Davidson Gallery, Carlos Cruz-Diez: Circumstance and Ambiguity of Color, May 2–June
28, 2013

210

Carlos Cruz-Diez

267



211

Omar Rayo

Velamen del Wayuú XXV

signed, titled, inscribed and dated "OMAR RAYO 1992
ROLDAYORK - "VELAMEN DEL WAYÚU XXV"" on the
reverse
oil on canvas
canvas 40 x 40 in. (101.6 x 101.6 cm)
installation dimensions 56 1/4 x 56 1/4 in. (142.9 x
142.9 cm)
Painted in 1992, this work is accompanied by a
certificate of authenticity from the Fundación Museo
Rayo, signed by Agueda Pizarro Rayo.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Galería Espacio, San Salvador
Private Collection (acquired from the above in 2009)
Christie's, New York, May 23, 2019, lot 133
Acquired at the above sale by the present owner

211

Omar Rayo
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212

Alberto Biasi

8-8 8-8 dinamiche

signed, titled and dated "Alberto biasi 1992 "8-8 8-8
DINAMICHE"" on the reverse; stamped with the
artist's stamp and number "Reg. No. OC 626" on the
reverse
PVC on painted wood panel
37 1/4 x 35 3/4 in. (94.6 x 90.8 cm)
Executed in 1992.

EstimateEstimate
$10,000 — 15,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
De Buck Gallery, New York
Acquired from the above by the present owner

212

Alberto Biasi
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213

Jorge Eielson

Amazzonia

signed, titled and dated "Amazzonia-1998 j. Eielson"
on the reverse
acrylic and stitched and woven fabrics applied on
canvas on wooden board
50 x 36 x 4 in. (127 x 91.4 x 10.2 cm)
Executed in 1998.

EstimateEstimate
$30,000 — 40,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Studio f.22 Modern Art Gallery, Brescia
Acquired from the above by the present owner

213

Jorge Eielson
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214

Sam Gilliam

Over and Under

signed, titled and dated "Over and Under, 2009 Sam
Gilliam" on the reverse
acrylic on assembled birch panel
36 1/2 x 35 x 3 1/2 in. (92.7 x 88.9 x 8.9 cm)
Executed in 2009.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Courtesy of the Artist and Marsha Mateyka Gallery, Washington, D.C.
Charity Auction, Nelson Mandela Children's Fund, Washington, D.C., October 27, 2009
Acquired at the above sale by the present owner

214

Sam Gilliam
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215

Frank Stella

Wake Island Rail

signed, titled and dated “F. Stella ‘77 WAKE ISLAND
RAIL” on the overlap; signed and dated “F. Stella ‘77”
on the reverse
acrylic, paper collage, silkscreen and glitter on paper
mounted to linen
60 1/8 x 84 1/4 in. (152.7 x 214 cm)
Executed in 1977.

EstimateEstimate
$70,000 — 100,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Leo Castelli Gallery, New York
Edward R. Downe, Jr.
Evelyn Aimes Fine Art, Boca Raton
Mr. and Mrs. S. Tapiin
Phillips, New York, November 17, 2016, lot 176
Acquired at the above sale by the present owner

ExhibitedExhibited
New York, Whitney Museum of American Art, Art at Work: Recent Art from Corporate Collections,
March 9–April 11, 1978, no. 30, n.p. (illustrated)
Philadelphia, Institute of Contemporary Art, University of Pennsylvania; Chicago, Museum of
Contemporary Art, Drawings: The Pluralist Decade, October 4–June 26, 1981, pp. 68, 95
(illustrated, p. 68)

215

Frank Stella
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216

Julian Opie

Hoodie.

signed "Julian Opie" on the overlap
acrylic paint on stone
27 1/2 x 24 3/8 x 1 1/8 in. (69.9 x 61.9 x 2.9 cm)
Executed in 2019.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Lisson Gallery, New York
Acquired from the above by the present owner

216

Julian Opie
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217

Larry Rivers

Ann Among the Golden Oldies

signed and dated “Larry Rivers ‘80” lower right
colored pencil, graphite, pastel and tape on paper
49 1/2 x 35 1/4 in. (125.7 x 89.5 cm)
Executed in 1980.

EstimateEstimate
$25,000 — 35,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Gloria Luria Gallery, Miami
Acquired from the above by the present owner

217

Larry Rivers
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218

Larry Rivers

Grey & Shadow Camel

signed “Larry Rivers 80" lower right; titled and dated
""grey and Shadow Camel" 1980" on the reverse
acrylic on canvas
50 1/2 x 39 1/2 in. (128.3 x 100.3 cm)
Painted in 1980.

EstimateEstimate
$40,000 — 60,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Acquired directly from the artist by the present owner

ExhibitedExhibited
New York, Marlborough, Larry Rivers: Paintings and Drawings, 1951-2001, May 3–June 4, 2005, no.
51, pp. 64-65 (illustrated)

218

Larry Rivers

283



219

Richard Artschwager

Pull

signed, titled and dated "Pull Artschwager 1990" on
the reverse
Formica and acrylic on Celotex, mounted on panel, in
artist's frame
27 5/8 x 28 3/8 x 4 in. (70.2 x 72.1 x 10.2 cm)
Executed in 1990.

EstimateEstimate
$18,000 — 25,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Alfonso Artiaco, Naples
Brooke Alexander, New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, Lintas: Worldwide, Accent on paper: 15 years at Dieu Donne Papermill, September 30,
1991–January 10, 1992
Pori, Porin Taidemuseo, Richard Artschwager, September 27–October 31, 1992, no. 12
Naples, Galleria Alfonso Artiaco, Richard Artschwager, December 1, 1992–February 1, 1993

219

Richard Artschwager

285



220

Bernar Venet

Cosmography Drawing

signed and dated "Venet Bernar 1967" on the reverse;
further signed, titled and dated "Cosmography
drawing Venet Bernar 67" on the stretcher
acrylic on canvas
diameter 27 in. (68.6 cm)
Painted in 1967, this work is registered in the artist's
archives under inventory number bv67p24.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection (acquired directly from the artist)
Thence by descent to the present owner

220

Bernar Venet
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221

Larry Poons

Untitled

signed and dated "LAWRENCE POONS 1983 L Poons"
on the reverse of the panel
acrylic and foam on unstretched canvas mounted to
panel
11 x 15 3/4 in. (27.9 x 40 cm)
Executed in 1983.

EstimateEstimate
$10,000 — 15,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
André Emmerich Gallery, New York
Acquired from the above by the present owner

221

Larry Poons
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222

Richard Pousette-Dart

Composition

oil on panel
12 x 8 3/4 in. (30.5 x 22.2 cm)
Painted circa mid-1940s.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
The artist
Walter [“Buddy”] Lewisohn
Leonard Lewisohn
Gary Snyder Fine Art, New York
Acquired from the above by the present owner in 2002

222

Richard Pousette-Dart
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223

Helen Marden

Mali

acrylic and raw pigment on canvas, diptych
each 10 x 10 in. (25.4 x 25.4 cm)
Painted in 2010.

EstimateEstimate
$8,000 — 12,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST

292

https://www.phillips.com/detail/NY010822/223/
https://www.phillips.com/detail/NY010822/223/
https://www.phillips.com/detail/NY010822/223/


PrProovvenanceenance
Foundation for Contemporary Arts, New York
Acquired from the above by the present owner

ExhibitedExhibited
New York, Lehmann Maupin, Painting and Sculpture: Foundation for Contemporary Arts Benefit
Exhibition, December 9, 2010–January 9, 2011

223

Helen Marden
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224

Hannah Wilke

Three works (i-iii): Untitled

(i) signed and dated "Wilke 79" lower right
(ii) signed and dated "Wilke 1982" lower right;
inscribed "Atlanta" lower left
(iii) signed and dated "Wilke 84" lower right
chewing gum in Plexiglas box
each 2 1/2 x 2 1/2 x 1 in. (6.4 x 6.4 x 2.5 cm)
(i) Executed in 1979.
(ii) Executed in 1982.
(iii) Executed in 1984.

EstimateEstimate
$10,000 — 15,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
The artist
Donald Goddard
Martina Batan, New York
Acquired from the above by the present owner

224

Hannah Wilke
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THE ESTATE OF JACK R. BERSHAD

225

Helen Bershad

Untitled

signed "Bershad" lower center
oil on canvas
78 x 90 in. (198.1 x 228.6 cm)
Executed in 1980.

EstimateEstimate
$3,000 — 5,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"I saw the piece and I loved it; I kept going back to it, back and forth, and Jack did
too." —Helen Bershad referring to Louise Nevelson, Dawn's Landscape XXIX, 1975

PrProperopertty fry from the Estate of Jack R. Bershadom the Estate of Jack R. Bershad

Over nearly six decades, Philadelphia lawyer Jack R. Bershad and his wife, artist Helen Bershad,
amassed an impressive collection of art and ceramics. Phillips is thrilled to be offering a selection of

the American and Post-War masterworks in our 20th Century & Contemporary Art Day Sale this
season. Most of these works were acquired soon after they were made, making this a rare chance
to acquire works that have remained in the same collection for more than 30 years. An artist in her
own right, Helen Bershad was inspired by many of the artists in hers and Jack’s collection, citing
Helen Frankenthaler as one of her heroes. Of choosing the painting Brown Bird from 1959, she
said, “I had to have something that she did. It was very important to me. A lot of people didn’t like
her work at that time, but I did, and I was right...” Such persistence defines the collection, as Jack
and Helen went searching in galleries and auctions throughout the 1970s and 1980s for the best

examples of 20th century art. This included one of Louise Nevelson’s Dawn’s Landscape works
from 1975, which Helen considered “a part of our marriage, of how we talk, how we discuss things.”
Two impressive sculptures by Anthony Caro and exceptional American works on paper by John
Marin and Max Weber fill out the collection, alongside one of Helen’s own large-scale paintings
from 1980—a beautiful and expressive field of blues and pinks coalescing on canvas. Together, this
selection of works acquired by Helen and Jack demonstrates their passion for collecting, and for
each other. As Helen aptly states, “[they just] wanted to be surrounded by good music and good
art.”

PrProovvenanceenance
Gifted by the artist to the present owner

225

Helen Bershad
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226

Teresa Serrano

Present, past and future

acrylic, sand and charcoal on canvas
72 x 75 in. (182.9 x 190.5 cm)
Executed in 1990.

EstimateEstimate
$5,000 — 7,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Arnold Herstand & Company, Inc., New York
Acquired from the above by the present owner in 1992

ExhibitedExhibited
New York, Anne Plumb Gallery, Teresa Serrano: Rituals, October 16–November 10, 1990, no. 5, pp.
10, 16 (illustrated, p. 10)
New York, Arnold Herstand & Company, Inc., New Latin American Painting, November
16–December 30, 1991

226

Teresa Serrano
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PROPERTY FROM AN IMPORTANT PRIVATE
AMERICAN COLLECTION

227

Tomás Sánchez

Liberación del verde

signed and dated “Tomás Sánchez ‘79” lower right;
titled “LIBERACION DEL VERDE” on the reverse
tempera on paper
28 1/4 x 19 1/2 in. (71.8 x 49.5 cm)
Executed in 1979, this work is accompanied by a
certificate of authenticity signed by the artist.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection (gifted by the artist)
Paddle 8, Latin American Art Auction, October 30, 2017, lot 4
Acquired at the above sale by the present owner

227

Tomás Sánchez
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228

Dorothea Tanning

Rêve d’une jeune femme

signed “Dorothea Tanning” lower right
watercolor and pencil on paper
9 5/8 x 7 in. (24.4 x 17.8 cm)
Executed circa 1972.

EstimateEstimate
$7,000 — 10,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Acquired directly from the artist by the present owner

228

Dorothea Tanning

303



229

Marisol Escobar

Woman from Paris

gouache, colored pencil and pastel on paper
42 1/2 x 29 1/2 in. (108 x 74.9 cm)
Executed in 1960.

EstimateEstimate
$12,000 — 18,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Sidney Janis Gallery, New York
Michael Abrams, London
Private Collection (thence by descent from the above)
Christie’s, London, Online Sale, March 29, 2021, lot 73
Acquired at the above sale by the present owner

229

Marisol Escobar
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230

Max Ernst

Deux personnages réciproques

signed and dated “Max Ernst 52” lower right; titled “2
personnages réciproques” lower left
collage and pencil on paper laid down on cardboard
10 5/8 x 8 in. (27 x 20.3 cm)
Executed in 1952.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Galerie Otto Stangl, Munich
Galerie de L'Ile de France, Paris
Private Collection (acquired from the above in 1962)
Thence by descent to the present owner

ExhibitedExhibited
Munich, Galerie Otto Stangl, Handzeichnungen, September 20–November 15, 1959, no. 21, n.p.
(illustrated)

LiteraturLiteraturee
Werner Spies, ed., Max Ernst, Oeuvre-Katalog, Werke 1939-1953, Houston, 1987, no. 3000, p. 351
(illustrated)

230

Max Ernst
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231

Georges Valmier

Untitled

signed and dated "G. VALMIER 1926" lower right
gouache and painted paper collage on paper
9 1/2 x 7 7/8 in. (24.1 x 20 cm)
Executed in 1926.

EstimateEstimate
$6,000 — 8,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection (acquired circa 1960)
Private Collection (thence by descent from the above)
Thence by descent to the present owner

231
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PROPERTY OF A PRIVATE COLLECTOR, NEW YORK

232

Max Ernst

Arizona Landscape

signed “Max Ernst” on the reverse
oil, gouache, pen and ink on paper mounted on
cardboard
image 1 5/8 x 7 1/8 in. (4.1 x 18.1 cm)
mount 4 1/2 x 10 1/4 in. (11.4 x 26 cm)
Executed in 1963.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Galerie Alexandre Iolas, Paris
Private Collection, Paris (acquired from the above)
Thence by descent to the present owner

LiteraturLiteraturee
Werner Spies, ed., Max Ernst, Oeuvre-Katalog, Werke 1954-1963, Cologne, 1998, no. 3752, p. 364
(illustrated)

232

Max Ernst
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THE ESTATE OF JACK R. BERSHAD

233

John Marin

From Green Head

signed and dated "Marin 22" lower right
watercolor on paper
14 x 17 1/2 in. (35.6 x 44.5 cm)
Executed in 1922.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"I saw the piece and I loved it; I kept going back to it, back and forth, and Jack did
too." —Helen Bershad referring to Louise Nevelson, Dawn's Landscape XXIX, 1975

PrProperopertty fry from the Estate of Jack R. Bershadom the Estate of Jack R. Bershad

Over nearly six decades, Philadelphia lawyer Jack R. Bershad and his wife, artist Helen Bershad,
amassed an impressive collection of art and ceramics. Phillips is thrilled to be offering a selection of

the American and Post-War masterworks in our 20th Century & Contemporary Art Day Sale this
season. Most of these works were acquired soon after they were made, making this a rare chance
to acquire works that have remained in the same collection for more than 30 years. An artist in her
own right, Helen Bershad was inspired by many of the artists in hers and Jack’s collection, citing
Helen Frankenthaler as one of her heroes. Of choosing the painting Brown Bird from 1959, she
said, “I had to have something that she did. It was very important to me. A lot of people didn’t like
her work at that time, but I did, and I was right...” Such persistence defines the collection, as Jack
and Helen went searching in galleries and auctions throughout the 1970s and 1980s for the best

examples of 20th century art. This included one of Louise Nevelson’s Dawn’s Landscape works
from 1975, which Helen considered “a part of our marriage, of how we talk, how we discuss things.”
Two impressive sculptures by Anthony Caro and exceptional American works on paper by John
Marin and Max Weber fill out the collection, alongside one of Helen’s own large-scale paintings
from 1980—a beautiful and expressive field of blues and pinks coalescing on canvas. Together, this
selection of works acquired by Helen and Jack demonstrates their passion for collecting, and for
each other. As Helen aptly states, “[they just] wanted to be surrounded by good music and good
art.”

PrProovvenanceenance
The Downtown Gallery, New York
Estate of the late O'Donnell Iselin, New York
Sotheby's Parke-Bernet, New York, December 13, 1972, lot 125
Acquired at the above sale by the present owner

233

John Marin

313



THE ESTATE OF JACK R. BERSHAD

234

Max Weber

Seated Figure

signed and dated "MAX WEBER 1912" lower right
ink on paper laid on paperboard
12 1/4 x 8 5/8 in. (31.1 x 21.9 cm)
Executed in 1912.

EstimateEstimate
$2,000 — 3,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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"I saw the piece and I loved it; I kept going back to it, back and forth, and Jack did
too." —Helen Bershad referring to Louise Nevelson, Dawn's Landscape XXIX, 1975

PrProperopertty fry from the Estate of Jack R. Bershadom the Estate of Jack R. Bershad

Over nearly six decades, Philadelphia lawyer Jack R. Bershad and his wife, artist Helen Bershad,
amassed an impressive collection of art and ceramics. Phillips is thrilled to be offering a selection of

the American and Post-War masterworks in our 20th Century & Contemporary Art Day Sale this
season. Most of these works were acquired soon after they were made, making this a rare chance
to acquire works that have remained in the same collection for more than 30 years. An artist in her
own right, Helen Bershad was inspired by many of the artists in hers and Jack’s collection, citing
Helen Frankenthaler as one of her heroes. Of choosing the painting Brown Bird from 1959, she
said, “I had to have something that she did. It was very important to me. A lot of people didn’t like
her work at that time, but I did, and I was right...” Such persistence defines the collection, as Jack
and Helen went searching in galleries and auctions throughout the 1970s and 1980s for the best

examples of 20th century art. This included one of Louise Nevelson’s Dawn’s Landscape works
from 1975, which Helen considered “a part of our marriage, of how we talk, how we discuss things.”
Two impressive sculptures by Anthony Caro and exceptional American works on paper by John
Marin and Max Weber fill out the collection, alongside one of Helen’s own large-scale paintings
from 1980—a beautiful and expressive field of blues and pinks coalescing on canvas. Together, this
selection of works acquired by Helen and Jack demonstrates their passion for collecting, and for
each other. As Helen aptly states, “[they just] wanted to be surrounded by good music and good
art.”

PrProovvenanceenance
Collection of Edith G. Halpert
Her sale, Sotheby's Parke-Bernet, New York, March 14th, 1973, lot 177
Acquired at the above sale by the present owner

234
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235

George Grosz

At the Beach

signed “Grosz” lower left
watercolor on paper
11 1/2 x 8 1/2 in. (29.2 x 21.6 cm)
Executed in 1928.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Savoy Art and Auction Galleries, New York
Dr. D. Cohen (acquired from the above in 1966)
Allan Rich Art Galleries, New York
Acquired from the above by the present owner in 1968

235

George Grosz
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236

Joseph Cornell

Die Weisse Frau (La Dame Blanche)

signed and dedicated “for a little girl viewing To
Princess Teoblossom to Princess Teoblossom from
Joseph Cornell” on the reverse of the inside collage
element
metal, oil, printed paper collage and glass in a wood
box construction
closed 4 x 9 1/4 x 5 1/8 in. (10.2 x 23.5 x 13 cm)
open 2 x 9 1/4 x 10 3/8 in. (5.1 x 23.5 x 26.4 cm)
Executed circa 1952.

EstimateEstimate
$25,000 — 35,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
ACA Galleries, New York
Michael Scharf Family Collection (acquired from the above in 1979)
Christie’s, New York, September 27, 2019, lot 209
Acquired at the above sale by the present owner

LiteraturLiteraturee
William C. Agee, The Scharf Collection: A History Revealed, New York, 2018, p. 173 (illustrated)

236

Joseph Cornell
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237

Alexander Calder

Untitled

signed and dated “Calder 74” lower right; dedicated
“to Dr. Valiant” lower left
gouache and ink on paper
29 1/2 x 43 in. (74.9 x 109.2 cm)
Executed in 1974, this work is registered in the archives
of the Calder Foundation, New York, under application
number A01494.

EstimateEstimate
$40,000 — 60,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Dr. Valiant (gifted by the artist)
Private Collection, New York
Acquired from the above by the present owner

LiteraturLiteraturee
Maurice Bruzeau, Calder à Saché, Paris, 1975, p. 145 (illustrated)

237

Alexander Calder
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238

Tom Wesselmann

Drawing for Great American Nude #93

signed "Wesselmann" lower left
pencil and thinned Liquitex on paper
5 3/4 x 5 3/4 in. (14.6 x 14.6 cm)
Executed in 1967 (pencil) and 1975 (Liquitex).

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection (gifted by the artist)
Thence by descent to the present owner

ExhibitedExhibited
New York, Maxwell Davidson Gallery, Tom Wesselmann Perfecting the Process, September
12–October 26, 2019

238

Tom Wesselmann
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239

Tom Wesselmann

Study for Self Portrait While Drawing

signed and dated “Wesselmann 88” lower center
colored pencil and pencil on tracing paper
11 x 11 1/2 in. (27.9 x 29.2 cm)
Executed in 1988, this work will be included in the Tom
Wesselmann Digital Corpus and the forthcoming Tom
Wesselmann Digital Catalogue Raisonné, both
published by the Wildenstein Plattner Institute.

EstimateEstimate
$15,000 — 20,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Bob Adelman (gifted by the artist)
Thence by descent to the present owner

239

Tom Wesselmann
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240

Tom Wesselmann

Judy

signed and dated "Wesselmann 60" lower right;
inscribed, titled and dated "TOM WESSELMANN Judy
1960 D6045" by Kate Wesselmann, the artist's
daughter, on the reverse
pencil on paper
8 1/2 x 11 in. (21.6 x 27.9 cm)
Executed in 1960.

EstimateEstimate
$8,000 — 12,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection (acquired directly from the artist)
Private Collection, New York
Acquired from the above by the present owner
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241

Tom Wesselmann

Two works: (i) Untitled; (ii) Study for Great American

Nude #80

(i) signed and dated "Wesselmann 67" lower right
(ii) signed and dated "Wesselmann 66" lower right
pencil on paper
(i) 4 1/8 x 6 in. (10.5 x 15.2 cm)
(ii) 4 1/2 x 6 7/8 in. (11.4 x 17.5 cm)
(i) Executed in 1967.
(ii) Executed in 1966.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session

New York Auction / 16 November 2022 / 10am EST
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PrProovvenanceenance
Private Collection (gifted by the artist)
Thence by descent to the present owner
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242

Alex Katz

Unfamiliar Image

signed, indistinctively inscribed and dated "love Alex,
12-1-01" lower left
pencil on paper
20 x 41 in. (50.8 x 104.1 cm)
Executed in 2001.

EstimateEstimate
$20,000 — 30,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session
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PrProovvenanceenance
Private Collection, Italy
Schacky Art & Advisory, Düsseldorf
Acquired from the above by the present owner
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PROPERTY FROM A CANADIAN PRIVATE
COLLECTION

243

Roy Lichtenstein

St. Macarius Before His Monastery

signed “lichtenstein” lower right
watercolor, India ink and wax on paper
12 x 17 3/4 in. (30.5 x 45.1 cm)
Executed circa 1951.

EstimateEstimate
$10,000 — 15,000

Go to Lot

20th Century & Contemporary Art Day Sale, Morning Session
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PrProovvenanceenance
Paul and Henrietta Bogatay, Columbus
Private Collection, Los Angeles
Private Collection, Montecito (acquired from the above in 1998)
Los Angeles Modern Auctions, January 17, 2021, lot 14
Acquired at the above sale by the present owner

LiteraturLiteraturee
Ernst A. Busche, Roy Lichtenstein: Das Frühwerk 1942-1960, Berlin, 1988, no. 215, pp. 60, 315–316
(illustrated, p. 60)
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244

Kenny Scharf

Exotic Trend

signed and dated "Kenny Scharf 90" on the reverse
acrylic and silkscreen on paper
42 3/8 x 55 3/8 in. (107.5 x 140.5 cm)
Executed in 1990.

EstimateEstimate
$25,000 — 35,000

Go to Lot
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PrProovvenanceenance
Tony Shafrazi, New York
Akira Ikeda Gallery, Japan
Private Collection, Japan
IKEDA Gallery, Tokyo
Acquired from the above by the present owner

ExhibitedExhibited
Nagoya, Akira Ikeda Gallery, Kenny Scharf: New Drawings, October 8–27, 1990
Tokyo, IKEDA Gallery, Watercolor Sculpture Drawing Print Book, November 5–December 24, 2016,
pp. 34–35, 86 (illustrated, p. 35)
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245

Sol LeWitt

Untitled

signed and dated “Lewitt 94” lower right
gouache on paper
7 1/4 x 15 in. (18.4 x 38.1 cm)
Executed in 1994.

EstimateEstimate
$12,000 — 18,000

Go to Lot
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PrProovvenanceenance
Gifted by the artist to the present owner in 1994
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