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Front Cover Marilyn Minter, Wave, 2006, lot 9 (detail) © Marilyn Minter
Back Cover Thomas Heatherwick, “Extrusion” bench, 2012, lot 31 (detail)
© Thomas Heatherwick Studio
Opposite Dan Flavin, Untitled (to Lucie Rie, Master Potter) 1J, 1990, lot 14
(detail) Artwork © 2015 Stephen Flavin/Artists Rights Society (ARS), New York
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1
Franz West 1947-2012
Divan, 2001
metal, foam, linen, carpet, fabric cover
38 1/4 x 88 1/4 x 33 1/2 in. (97 x 224 x 85 cm)
this work is accompanied by an archival Confrmation document
issued by the Franz West Privatstifung archiv.
Estimate $70,000-100,000
provenance
Private Collection, Vienna, acquired directly from the artist
acquired directly from the above by the present owner

“If the form is useful, then it’s beautiful.”
Franz West, 2007
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2
Fredrik VærsleV b. 1979
Untitled, 2011
spray paint, house paint, enamel paint, white spirit on canvas
76 3/4 x 57 in. (194.9 x 144.8 cm)
Signed and dated “Fredrik Værslev 2011” on the reverse.
Estimate $100,000-150,000
provenance
STANDARD (OSLO), Oslo
exhibited
Berlin, Tanya Leighton Gallery, THE CONFIDENCE-MAN, Curated by
Gianni Jetzer, April 30 - June 25, 2011

The present lot, Untitled, 2011 is a dazzling example from Fredrick
Værslev’s renowned series of terrazzo paintings. Exploring his continued
interest in the elements of suburban life Værslev’s terrazzos reference
the composite material used to create foors or patios found in Værslev’s
childhood home in Malmö, Sweden. These patios or terrazzos are created
by the “layering of marble chips mixed with clay, water and goat’s milk
that is repeatedly sanded, reduced and layered again.” (STANDARD
(OSLO), Press Release, FREDRIK VÆRSLEV “I’M GONNA KEEP A HAPPY
THOUGHT AND ASSUME THIS IS JUST A NEGOTIATION TACTIC,”2010)
Værslev’s interest in re-creating this suburban fooring on canvas using
industrial spray paints is to explore the weathering efects imposed on
these kinds of outdoor surfaces over time. In an efort to accelerate the
accumulation of wear onto the surface of his terrazzos, Værslev leaves
the works outside, exposed to the elements in order to monitor the
changes forced upon the surface. The result, as seen in the present lot, is
an astounding display of cohesive abstractions. The speckled, pale colors
of forest green, creamy white and cement grey dance upon a background
of exposed linen. The composition sits frmly between the spontaneity of
artistic abstraction and the overcast tones of the residential quotidian.
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3
Wyatt Kahn b. 1983
Pair, 2013
raw canvas on panel
82 x 65 in. (208.3 x 165.1 cm)
Signed and dated “Wyatt Kahn 2013” on the reverse.
Estimate $100,000-150,000
provenance
The artist
Rachel Ufner Gallery, New York
Private Collection, New York

“I would like the viewer to experience the errors in the process that
reveal my hand and a very human experience of imperfection.”
WYaTT KahN

Wyatt Kahn’s Pair, 2013, is comprised of a jigsaw of linen extended over
impossibly curved and cropped canvas stretchers. Once combined, the
puzzle pieces unite to create a kaleidoscopic surface, at once painterly
and sculptural. The marriage of these disparate pieces forms a union
imbued with an alabaster glow, as the various bleached surfaces interlace
in chaotic splendor. Unlike other examples from this series, Kahn exhibits
even further control of his wild fragments, taming them to unite in an
almost perfect rectangular picture plane. The push between the jagged
edges and the controlled boundaries marks Pair, 2013 as one of the most
powerful examples from this celebrated series.

Lucio Fontana, Spatial Concept #2, 1960, oil on canvas,19 7/8 x 28 3/4 in. (50.4 x 73 cm),
Gif of The Seymour h. Knox Foundation, Inc., 1971, albright-Knox art Gallery, Bufalo,
New York © 2015 artists Rights Society (aRS), New York/SIaE, Rome
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The intentional gap lef between each section allows Kahn “to push
painting into the realm of sculpture and sculpture into the realm of
painting” (D. Solway, “Wyatt Kahn: Sculpting Canvas,” W Magazine,
april 4, 2014). Similarly to Lucio Fontana, who would perforate his
monochromatic canvases with slash marks to accentuate the apparent
depth of a fat surface, Kahn’s minimalist paintings seek to explore “the
role shape plays in pushing against the picture plane” and “the underlying
sense that ‘something’s wrong with this picture.’ Or if not wrong, then
unresolved, and on the verge of falling apart at the seams—that moment
at which the subtle perceptions of everyday life can begin to emerge.”
(Rachel Ufner Gallery, Bob Zoell/Wyatt Kahn (Press Release), 2013)
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4
Rudolf Stingel b. 1956
Untitled, 2003
Celotex tuf mounted on canvas
63 1/4 x 46 5/8 in. (160.7 x 118.5 cm)
Estimate $400,000-600,000
provenance
Massimo de Carlo, Milan
Simon lee gallery, london
emily tsingou gallery, london

“…[I] wanted to be against a certain way of thinking about art…
to question its ability to inspire awe.”
Rudolf Stingel, 2004
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Rudolf Stingel sources his materials from the quotidian. The intricate
patterns of carpeting and the thick and tufed surfaces of insulation
provide the media for two of his most renowned series of works. The
present lot, Untitled, 2003 is composed of Celotex tuf, a material
technically is a high performance insulation board featuring low emissivity
foil facing. This visually splendid material has a mirror-like quality, as
its surroundings are refected in the peaks and valleys of its etched
surface. Looking across the artist’s panorama of work, the emphasis on
the refective qualities of gold and silver is a hallmark of the artist’s vast
oeuvre. Stingel’s work consistently suggests a visual turn towards the
voluptuousness of the Baroque and the Rococo, with its swirling patterns
and polished surfaces. Celotex’s tufing has a slick visual surface with a sof
and delicate backing; a simple push of the fnger into the surface leaves a
permanent mark. The sleekness of their surfaces converses with the purity
of Minimalism, while simultaneously their chaotic participatory markings
make reference to the emotional intensity and tactile brushstrokes of
Abstract Expressionism. “Stingel’s work trafcs in the stylistic markers of
Minimalism and Abstract Expressionism. But he reduces those markers
to features of ordinary experience and leaves the animating theoretical
and expressive impulses of both movements behind.” (J. Gilmore, Art in
America, October 2000)
Stingel’s series of Celotex paintings are frst exhibited as blank silver
surface, waiting for a viewer to approach and to forever change its
existence. In a sofly lit room, the viewer is invited to vandalize the pristine
surfaces with “anything they happen to have with them: pens, money,
credit cards, cellphones.”(R. Smith, “Making Their Mark,” New York Times,
October 13, 2007) Installed in a gallery space, the mirrored panels create
a fun house efect, one of both disorientation and fascination. Once the
untouched panels have been defaced by the viewer turned participant,
the painting transforms from a one-dimensional work to one of sculptural
dynamism: the work becomes equal parts painting, sculpture, and
performance. Stingel has removed his own hand from the artistic process
and has instead “invited the spectator to debunk the pristine purity of
museum walls and subvert expectations of artistic authorship.” (Press
Release, Rudolph Stingel, 2009, Paula Cooper Gallery, New York) This
participatory approach to mark making is reminiscent of Felix GonzálezTorres’ renowned process art pieces including his candy installations which
invited the viewer to take a piece with them. By allowing the viewer to
remove a piece of the whole, González-Torres was in fact encouraging
the slow dissolution of his composition in the same manner that Stingel
encourages a slow construction of the fnal artistic realization.
The seductive nature of Stingel’s paintings invites the viewer to lean
closer into a luminous and dynamic environment, in order to interact with
its receptive and pliant physicality. The plush surface holds impressions,
dents, and inscriptions; it celebrates the collective impulse to make marks,
to leave a trace of having been present. The question of mark making and
the autonomy of the brushstroke that has been at the heart of modernist
painting are here re-interrogated by Stingel with remarkable results. The
present lot is the embodiment of the transience of traces that adorn the
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Rudolf Stingel, Untitled, 2010, oil and enamel on canvas, 120 x 96 in. (304.8 x
243.8 cm), Private Collection © 2015 Rudolf Stingel

Cy Twombly, Untitled, 1970, acrylic, crayon on canvas, 50 1/8 x 45 1/4 in. (127.31 x
114.93 cm.). Gif of Mr. and Mrs. Armand J. Castellani, 1979, Albright-Knox Art Gallery,
Bufalo, New York © 2015 Cy Twombly Foundation
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Rudolf Stingel, Installation view at Whitney Museum, New York, 2007, Photo by Ellen Page Wilson, Courtesy the artist © 2015 Rudolf Stingel

surface of the work. The silver foil has been slashed and cut to reveal the
pale yellow insulation lying directly below, while a cyan blue marker has
created bubble like outlines on the lower quadrant of the composition.
Myriad words can be made out, including “JULIE,” “FILLES” and “JE
TOMBE.” Reminiscent of grafti and tagging, the present lot explodes with
suggestive verbal clues and half eclipsed signs of unknown lives lef by
viewers/participants.
“Stingel imports the sign-language of toilets, underpasses, and bus-stops
into the museum, not by quoting and portraying it, but by turning the
very act of so-called vandalism into a constitutive element of his art in
the museum. Suddenly the path from the formal aesthetic abstraction
to real-world social concretion is very short.” (J. Heiser, “Medium and
Membrane,”Parkett, Zurich/New York, 2006, no. 77, p. 125) By collapsing
his singular authorship with that of the public participants, Stingel explores
the visual disruption of the art object removed from the protective space
of the studio. Observing beauty in these creative destructions, Stingel
stated on the occasion of his retrospective, “The abstract shell appeared
to be perfect in a provocative way and apparently invited [each individual]
to manifest [his impulse]. Numerous motives appear to have led to this
behavior; the neutrality of the installation paired with the anonymity of the
visitors certainly plays a role.” (Rudolf Stingel, 2007)
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5
PROPERTY FROM AN IMPORTANT AMERICAN COLLECTION

Ed Ruscha b. 1937
Cherry, 1967
gunpowder on paper
14 1/4 x 22 3/4 in. (36.2 x 57.8 cm)
Signed, dated and inscribed “E. Ruscha 1967 gp” along the lower margin.
Estimate $600,000-800,000
provenance
Irving Blum Gallery, Los Angeles
Acquired from the above by the present owner, 1967
literature
L. Turvey, Edward Ruscha: Catalogue Raisonné of the Works on Paper,
Volume 1: 1956-1976, Gagosian Gallery, New York & Yale University Press,
New Haven, 2014, p. 213, no. D1967.96

“I was not totally satisfed with graphite, oil paint. And so
I happened to have, just by accident, this little canister of
gunpowder. I thought well that’s a powder, like charcoal
and like graphite, and why can’t that be used?”
ED RUScHA, 2004
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Fred W. McDarrah, Ed Ruscha with His Paintings, December 9, 1967, Photograph © Fred W. McDarrah, Photo Researchers/
Science Source/Getty Images, Art © Ed Ruscha

Ed Ruscha, painter of American signs and symbols, is one of the leading
interpreters of language and culture. While celebrated for his vast and
monumental paintings, the sublime works on paper capture the artist’s
longstanding devotion to text and landscape. The monochromatic
gunpowder drawings, unveiled at both Ferus Gallery and Alexandre Iolas
Gallery in the late 1960s, provide a panorama of seemingly simple words
plucked from the common American lexicon and transposed against a
misty and indefnite backdrop. White ribbons curl and twist to form words
like Cherry, Crackerjack, Quiet and Sin - a cross section of the mundanities
and temptations that form our common identity. Amidst the sea of these
literary riddles, Cherry emerges at the forefront of iconicity: the most
delectable of linguistic puzzles.
Beginning in 1966, Ruscha began exploring the representational power
of seemingly superfcial words and phrases. As both ethereal monuments
to their medium and integral compositional elements, these works
aesthetically reinterpret the quotidian and commercial context of the
written word. In these trompe-l’oeil pictures, three-dimensional words
transcend physicality, transforming traditional text in both typeface

01_NY_CTA-DESIGN_Ruscha_22-23_BL.indd 4
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Ed Ruscha, Quit, 1967, pastel and gunpowder on paper, 23 x 29 in. (58.4 x 73.7 cm),
Arkansas Arts Center Foundation Collection, Little Rock © Ed Ruscha

Ed Ruscha, Chop, 1967, graphite on paper, 13 1/4 x 21 7/8 in. (33.7 x 55.6 cm),
Collection of Modern Art Museum of Fort Worth © Ed Ruscha

and meaning. It is here that they emerge as artistic and subjective
compositional vehicles. Ruscha breathes into these delicately rendered
fonts an elevated context, securing the art historical importance of
these works within the practice of an artist who has come to embody the
greatness of Americana in painting. Referring to his California infuence,
Ruscha explains, “This idea of American culture, it’s an old one. And the
words and all that are just the tail end of an ancient tradition that began
with man scribbling on a cave wall. I’m observing that these words, which
sometimes represent objects and meanings, are made up of these squiggly
little forms we call an alphabet. It’s another way of looking at things, that’s
all.” (The Guardian, Ed Ruscha: ‘There’s room for saying things in bright
shiny colours” September 2010, Rachel Cooke) The present lot, Cherry,
1967, exemplifes Ruscha’s mastery of linguistic pictorial representation
and its aesthetic limits. When thrust into the American cultural landscape,
this work challenges the pretense, perceptions, and power structures that
dictate our epistemological interaction with the world around us.

of the artist’s conceptual endeavors and the deliberate yet wry Pop
contextualization of a bittersweet American emblem – the Cherry. Here,
Ruscha’s unconventional use of gunpowder, a medium that allowed the
artist a more precise control of his composition, enhances the sublime
nature of this work. This reimaging and reapplication of a non-traditional
medium alters the semiotic understanding of the word from its original
context. Explaining his practice, Ruscha noted in 1980, “I used imagery
from commercial sources, and imagery that was not usually associated,
or was not usually meant to be cloudy and poetic and sensitive, and I used
subjects that came from a less thoughtful side of life, a more decadent side
of life, something that was not born out of a true poetic background.” (P.
Karlstrom, “Oral history interview with Edward Ruscha, 1980 October 291981 October 2,” Smithsonian Archives of American Art)

Though the theory and practice of the Abstract Expressionists dominated
the artistic community at the Chouinard Art Institute (now CalArts) during
Ruscha’s studies there in the late 1950s, Ruscha determinedly evolved
his own artistic voice. Initially inspired by Jasper Johns’s Target with
Four Faces, Ruscha conjured Johns’s calculated approach to his subjects
in his own work: it was Johns’s Combine Paintings that frst inspired
Ruscha, prior to his eventual and ultimate focus on text. In the process
of juxtaposing, reinterpreting, and fnally polishing words for the canvas,
Ruscha looked to his environment and the uncharted commercialism
in American culture-at-large. This very undertaking cemented his
lifelong association with the Pop Art movement. Recalling his formal
training in the feld of graphic design, Cherry is a fantastical combination

NY_CTA-DESIGN_MAR15_2-53_BL.indd 23

Cherry is but one example of Ruscha’s iconic gunpowder drawings, which
remain one of his most celebrated series from the 1960’s. In this work, we
see Ruscha’s masterful handling of this prosaic medium; where the artist
rubs the fne powder in billowy motions, the fbrous paper partially absorbs
these particles, while others rest on the paper’s surface, resulting in an
efortless ombre efect that transforms this ephemeral text into a gritty yet
dazzling display of texture. Ribboned lettering obliquely slopes across the
sheet, disappearing towards an invisible horizon. Devoid of any crimson
red or organic, bulbous signifers to depict the fruity delight, Ruscha
allows the word to obtain an objective value completely independent of
its original meaning. Carefully rendering his pale letters – gauzy shades of
grey chiseling each fgure against a gunmetal landscape – Ruscha engages
the viewer in a clever game of sign versus symbol, illustrating the blurred
line between the linear physicality of the word Cherry and the possibility of
its delicious interpretation.
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6
Martin Kippenberger 1953-1997
Ego (Selbstporträt), 1996
colored pencil, ink on paper
11 3/4 x 8 5/8 in. (30 x 22 cm)
Initialed and dated “M.K. 96” lower right.
Estimate $100,000-150,000
provenance
Private Collection

“You can’t stand yourself next to every picture you paint and explain
things. Pictures have to talk for themselves. Mostly the pictures you
frst set store by are not the interesting pictures. It’s the imperfect
pictures that go on creating some sort of tension.”
MartIn KIPPenberger, 1991

the present lot, Ego (Selbstporträt), 1996 captures two of Martin
Kippenberger’s most iconic motifs: the egg and the artist himself. For
Kippenberger the egg plays a crucial and recurring role throughout his
artistic career. as a visual device, the egg has been depicted in many forms,
as a natural symbol of rebirth and as a human cypher for the artist himself,
creating Kippenberg’s alter-ego aptly named the “egg man.” Kippenberger
has explained his infatuation with the egg by saying that “in painting you
have to be on the lookout: what windfall is still lef for you to paint. Justice
hasn’t been done to the egg….Warhol already had the banana, So you take
a form, it’s always sharp edges, a square, this and this format, the golden
selection. an egg is white and fat, how can that turn into a colored picture? If
you turn it around this way and that, you’ll come up with something.” (Martin
Kippenberger, in D. baumann,“Interview with Martin Kippenberger,” Martin
Kippenberger, London: tate Modern, 2006, p. 63)

NY_CTA-DESIGN_MAR15_2-53_BL.indd 24

In the present lot, the artist can be seen in both a state of death and
resurrection. the precisely rendered fgure lies lifeless beneath the egg’s
yellow, yoke center, which also acts as a portal into the center of the
egg. the word “egO,” close in spelling to the word “egg,” is executed in
graphite and can be seen inscribed on the upper arched surface of the
white egg shell. the egg, foating on a blue sea, resembles a space capsule
returned to earth. Kippenberger is humorously and hauntingly tying the
artist’s sense of self-esteem or self-importance to the egg’s traditionally
symbolic power of re-birth. In the top quadrant of the composition a small
blue biplane fies above, while a dashed line connects the aircraf to the
interior chamber of the egg, from where the human form emerges. this
“life line” connects the artist to the airborne plane, ofering to pull him
up from turmoil of birth and death, or to “boost his ego” and take fight
up to the safety of salvation. this Selbstporträt is the very essence of
Kippenberger’s genius, at once fusing the gravity and the humor of his
provocative motifs into a mysterious and suggestive whole.
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7
Peter Doig b. 1959
Untitled, 1997
paint, collage on paper
22 5/8 x 28 1/2 in. (57.5 x 72.5 cm)
Signed and dated “1997 Peter Doig” on a label afxed to the
reverse of the frame.
Estimate $200,000-300,000
provenance
Private Collection, North Germany
Private Collection, Berlin

“I ofen paint scenes with snow because snow
somehow has this efect of drawing you inwards.”
Peter DoiG, 1994

(Verso of the present lot)
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Caspar David Friedrich, The Morning, circa 1820–1821, oil on canvas, 8 5/8 x 12 in. (22 x 30.5 cm), Lower Saxony State Museum, Hanover, Germany

The glistening slopes of winter have long served as the ideal backdrop to
Peter Doig’s seminal landscapes. At once consoling and disorienting, the
motif of snow brings an art historical timelessness to his wintry endeavors.
Curator Stéphane Aquin describes Doig as an artist who “embraces
everything, soaks it all in and churns it out in a way that is his own.” (J.
Poul. “The World is Peter Doig’s canvas,” The Montreal Gazette, January
24, 2014) In the present lot from 1997, two converging rosy mountains
meet to form a recreational oasis where adulthood quickly descends into
the most innocent parts of itself. A brilliant convention of athletes dance in
a choreographed blizzard of power and grace.
Doig possesses the distinct ability to conjure in the viewer a sense of
unfamiliar nostalgia, one where foreign scenes become like distant
memories. His beautifully rendered paintings melt into their surroundings,
collapsing the space between the landscape and the world that exists
outside of the pictorial space. Doig follows in a long line of winter
landscape painters who have all depicted nature covered in a lush
blanket of snow, bringing to mind such masterpieces as Claude Monet’s

03_NY_CTA-DESIGN_Doig_26-27_BL.indd 4

Impressionist Snow Scene at Argentueil, 1875 and the Limbourg Brothers’
early Renaissance illumination for the month of February from their Très
Riches Heures du duc de Berry. Most famously, winter in the context of art
history immediately brings to mind the Flemish landscape painters of the
16th century; in particular, Doig has commented on his great admiration
for Bruegel the Elder’s painting Adoration of the Magi in the Show,
1563. As he explains, “When you look at [Bruegel’s painting,] the snow is
almost all the same size, it’s not perspectival, it’s this notion of the ‘idea’
of snow, which I like. It becomes like a screen, making you look through
it….it keeps you back [yet] looking through and into [the picture] within.”
(Peter Doig in L. Edelstein “Peter Doig: Losing Oneself in the Looking,”
Flash Art 31, May – June, 1998, p. 86) While the Adoration of the Magi in
the Show depicts hunting dogs in the foreground and ice skaters twirling
upon distant frozen lakes, Doig sets his winter scenes in a contemporary
sphere, rendering energized skiers and snowboarders in the midst of
action. The snow and winter conditions re-establish the forms of a once
familiar landscape, while the term “visual snow” is ofen used to describe
a rare condition when a person may see “snow” or “television-like static”

05/02/15 11.10

across their felds of vision. Doig’s snow compositions are ofen executed
in pale dazzling colors of pinks and yellows to capture the refection of
sunlight upon fresh snow. Snow not only refects light at a higher level than
absorbing it, but simultaneously acts as a sound-absorbing material, which
engenders a sofened environment of mufed acoustics.

Peter Doig, Cobourg 3 + 1 more, 1994, oil on canvas, (78 3/4 x 98 3/8 in. (200 x
250 cm), Provinzial Rheinland Versicherung Düsseldorf © Peter Doig. All Rights
Reserved, DACS 2015

Examining the present lot, myriad twisting and turning snowboarders
crisscross the composition from every direction. This energized throng
appears rendered as if in the midst of the winter Olympics. The pale
pink mountains and small black fur trees that line the slopes allow the
fgures to take on an almost superhuman form as they fy through the
air like ominous winged creatures. Their dance fattens the composition
and renders the space ambiguous. The snowboarders are caught in a
choreographed dance in mid-air, ftting together like darkened puzzle
pieces upon a wash of pink. Doig’s handling of paint captures blankets
of translucent pigment and gestural splashes of watery pink paint across
the composition. At the bottom of the picture a small standing fgure can
be seen, he observes the composition above his head while his tiny scale
puts the vastness of the winter mountains into monumental perspective.
The winter landscape, once considered an obstacle to the routines of daily
human life, has been re-imagined as a magical landscape with no visible
boundaries.
The sublime comes to mind as one embraces the beautiful forms of nature
that stand in direct contrast to the awesome whimsy of these suspended
fgures. The English romantic poet Samuel Taylor Coleridge would argue
for the “metaphysical sublime” located in the gaps between the elements
of nature, such as those between the earth and the sky, where we fnd
our winter enthusiasts. Instead of gazing upon these fgures with terror
over their impending fall to earth, we may instead wish to place ourselves
alongside them in the infnite haven of Doig’s enchanted and celestial
picture. The brink of wilderness is precisely where Peter Doig may be
found: it is this capricious strangeness of unfamiliar terrain that tugs
on our collective memory, one where “there is no foreign land; it is the
traveller only that is foreign, and now and again, by a fash of recollection,
lights up the contrasts of the earth.” (Robert Louis Stevenson, The
Silverado Squatters as quoted in Peter Doig: Foreign Lands, exh. cat.,
Scottish National Gallery, Edinburgh, 2013)

Peter Doig, Ski Jacket, 1994, oil on canvas, 2 parts, right: 116 1/4 x 63 1/8 x 1 1/4 in.
(295.3 x 160.4 x 3.3 cm), lef: 116 1/8 x 74 3/4 x 1 1/4 in. (295 x 190 x 3.3 cm) Tate
Gallery, London © Peter Doig. All Rights Reserved, DACS 2015
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8
RichaRd PRince b. 1949
Untitled (cowboy), 1986
Ektacolor photograph
image 27 x 40 in. (68.6 x 101.6 cm)
sheet 28 3/4 x 40 in. (73 x 101.6 cm)
Signed, numbered and dated “Prince 1986 ap” lower right. This work is an
artist’s proof from an edition of 2 plus 1 artist’s proof.
Estimate $1,000,000-1,500,000
provenance
Barbara Gladstone Gallery, New York
Private Collection
London, Phillips de Pury & Company, Contemporary Art Evening Sale,
June 28, 2012, lot 6
Acquired at the above sale by the present owner
exhibited
New York, Whitney Museum of American Art, Richard Prince, May 1 – July
12, 1992, then traveled to Düsseldorf, Kunstverein (December 4 1992 –
January 20, 1993), San Francisco, San Francisco Museum of Modern Art
(April 29 – July 25, 1993), Rotterdam, Museum Boymans-van Beuningen
(October 3 – November 27, 1993) (another example exhibited)
Basel, Museum für Gegenwartskunst, Richard Prince: Photographs,
December 8, 2001 – February, 24 2002 (variant)
literature
L. Phillips, Richard Prince, New York, Whitney Museum of American Art,
1992, p. 189, p. 99 (illustrated)
Richard Prince: Photographs, exh. cat., Zurich: Museum für
Gegenwartskunst Basel, 2002, p.74 (illustrated)
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Richard Prince, Untitled (Cowboys) #8, Ektacolor print, edition of 2, 30 x 45 in. (76.2 x
114.3 cm), Modern Art Museum of Fort Worth, Fort Worth, Texas © Richard Prince

Throughout his career artist Richard Prince has constantly called into
question the notion of appropriation and authorship. Inspired by his early
exposure to advertisement as an article clipper at Time-Life Inc., Prince
recalls his 1970’s day job: “I was in the tear-sheets department. At the end
of the day, all I was lef with was the advertising images, and it became my
subject. Pens, watches, models—it wasn’t your typical subject matter for
art. (Richard Prince in K. Rosenberg, “Artist: Richard Prince,” New York
Magazine, 2005) What seemed to Prince at the time as divergent artistic
material, would later in fact serve as his lifelong inspiration. Culling his
imagery from sleek and glossy advertisements promoting luxury good as
seen on alluring female models, Prince strove to make these photographs
his own by simply detracting their advertising slogans and toying with
the image either by expanding, blurring or cropping the photograph.
Prince explains that “The pictures I went afer, ‘stole,’ were too good to
be true. They were about wishful thinking, public pictures that happen to
appear in the advertising sections of mass market magazines, pictures not
associated with an author it was their look I was interested in. I wanted to
re¬present the closest thing to the real thing.” (Richard Prince in “Spiritual
America: No Holds Barred,” Richard Prince, exh. cat., Whitney Museum of
American Art, New York 1992, p. 85)
The present lot, Untitled (cowboy), 1986, is an exemplary work from his
infamous cowboy series which frst took form in 1981. Prince chose the
rugged and handsome cowboy depicted in the Marlboro cigarette ads as
his cultural protagonist. Prince explains “I started taking pictures of the
cowboys. You don’t see them out in public anymore—you can’t ride down
a highway and see them on a billboard. But at Time-Life, I was working
with seven or eight magazines, and Marlboro had ads in almost all of
them.” (Richard Prince in K. Rosenberg, “Artist: Richard Prince,” New York
Magazine, 2005) The cowboy, a slightly mythic fgure—one belonging to
fantasy more than reality—had a cultural resurgence in the form of the
“Marlboro man,” the cigarette ads in which this hero was seen had become
widely recognizable with inviting slogans like “Come to where the favor is
…. Come to Marlboro Country.” The ads did not sell the consumer a product
but an associated lifestyle of grandiose independence; the cowboy, with
his charming weather-beaten physique, takes root in the historical days
of the Wild West. “The image of the cowboy is so familiar in American
iconology that it has become almost invisible through its normality. And
yet the cowboy is also the most sacred and masklike of cultural fgures. In
both a geographical and cultural sense, a cowboy is an image of endurance
itself, a stereotypical symbol of American cinema. He is simultaneously the
wanderer and the mythological symbol of social mobility. Even today, the
image of the cowboy has not lost its luster. (R. Brooks, “Spiritual America:
No Holds Barred,” exh. cat. Richard Prince, 1992, p. 95)

Richard Prince, Untitled (Cowboy), 2012, Inkjet and acrylic on canvas, 73 1/2 x
48 1/4 inches (186.7 x 122.6 cm) © Richard Prince
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Ed Ruscha, Asphalt Jungle, 1991, acrylic on canvas, 82 x 104 in. (208.3 x 264.2 cm), Collection the Museum of Fine Arts, Boston © Ed Ruscha

The present lot’s cowboy is seen at the right hand side of the composition
as though he has, just moments ago ridden into the vast meadow. Dressed
in typical cowboy apparel—Stetson hat, chaps, and vest—he is a highly
romanticized hero representing the perfect specimen of an American
man, galloping onto the scene with a virulent presence and unwavering
cool. The blurring of the image indicates a forceful command of the wild
terrain he forges through, giving expediency to the scene as though the
cowboy will disappear across the composition and out the lef hand side of
the frame in just seconds. By removing the text Prince makes a vivid point
regarding advertising and how image and text have become inseparable
even long afer the text has been eradicated from the image. Smoking,
like the cowboy, has become deeply ingrained in American culture as the
essence of rebellious independence. Prince invites the viewer to question
this western land and the cowboys who inhabit it in an efort to debunk
American myths and question the very nature of advertising itself. The
cowboy, like the artist himself has struck out on his own, alone in an
unknown terrain, questioning and exploring the boundaries of what is both
tangible and intangible.
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9
Marilyn Minter b. 1948
Wave, 2006
enamel on metal
73 1/2 x 57 in. (186.7 x 144.8 cm)
Signed, titled and dated “’WAVE’ M. MINTER 2006” on the reverse.
Estimate $300,000-500,000
provenance
Gavlak Projects, West Palm Beach
exhibited
West Palm Beach, Gavlak Projects, Marilyn Minter, December 2006
literature
J. Burton, M. Higgs, Marilyn Minter, New York: Gregory R. Miller & Co.,
1st Edition, 2007, p. 107 (illustrated), back cover (illustrated)
J. Burton, M. Higgs, Marilyn Minter, New York: Gregory R. Miller & Co.,
2nd Edition, 2010, p. 105 (illustrated)

“I do try to seduce people with my paintings.
I want you to get sucked in by their lusciousness.”
MARIlYN MINTER, 2007
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Marilyn Minter has said that upon approaching her paintings, the slick,
slippery images visually fall apart, melting away into abstraction. Her
isolated and cropped images of women’s sandaled feet, glossy lips and
wet, colorful eyelids have come to signify the essence of glamorous
sexuality. Beneath her seductive compositions lies a splash of mud, a
piece of urban grit that combats the appeal of her opulent fantasies. The
blurring efect brings an unexpected reality to her paintings, making them
seem like snapshots of an individual caught in the midst of indiscretion.
Confronting the sexual nature of her work, Minter stated that “Waves of
shame would come over me. I was trying to explore areas that hadn’t been
explored…I was just asking questions, but everyone wanted me to come
up with the answers. I learned that there are no answers when it comes
to talking about sexuality. It will spit in your eye; you cannot program it;
you can’t make rules about it. It is very messy and very untidy.” (Marilyn
Minter in Marilyn Minter, New York: Gregory R. Miller & Co., 1st Edition,
2007, p. 20)
The present lot, Wave, 2006 catches a woman’s sandaled foot and red
toenails as they slam defantly into a dark, murky puddle. Sexily clad,
dirty women’s feet is a common theme for the artist ,who explains that “if
you’re dancing in a disco all night your feet get dirty, even if you have the
most expensive shoes on.” (Marilyn Minter in Marilyn Minter, New York:
Gregory R. Miller & Co., 1st Edition, 2007, p. 27) This picture’s expensive
shoe is a heeled, strappy sandal, rendered in snakeskin teal and adorned
around the ankle with hanging, rhinestone embellishments. The pitchblack background and refective water brings the recognizable tactility of
an urban night to sight. Executed in enamel on metal, the slick application
of paint brings to mind the wet, cold puddle that has been displaced by
our femme fatale’s foot and which almost splashes ferociously out of the
front of the picture plane. Minter utilizes enamel paint for its physicality,
explaining that “When most people work with enamel paint, they
work with it as a hard-edge paint surface like a Pop Art Image…around
1995 or a little earlier, I started using ‘touch.’ I used my index fnger to
physically sofen the paint, so I could literally model with it…I think there
is something special and specifc about touch: it’s real. It’s clear that my
fngerprints are all over the paintings. But when I am physically making a
painting, I am just thinking that this is the only way I can get the image,
the only way I can model the paint, the only way to make enamel do what I
want it to.” (Marilyn Minter in Marilyn Minter, New York: Gregory R. Miller
& Co., 1st Edition, 2007, p. 62) Thus, even the medium and application of
the paint brings another layer of sensuality to Minter’s fnal image.

Marilyn Minter, Mudbath, 2006, enamel on metal, 96 x 120 in. (243.8 x 304.8 cm),
Collection of Gael Neeson and Stefan Edlis, Chicago, Illinois, promised gif to the
Whitney Museum of American Art © Marilyn Minter, courtesy Salon 94
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Marilyn Minter, Strut, 2005, enamel on metal, 96 x 60 in. (243.8 x 152.4 cm),
Collection of the San Francisco Museum of Art, San Francisco, California Art
© Marilyn Minter, courtesy Salon 94

By highlighting moments of what appear to be untainted, sexual
fawlessness Minter in fact wants to draw our attention to the collective
nature of human imperfection and the mishaps that attend the pleasures
of life. Minter is in artistic pursuit of the “moment when everything
goes wrong…it’s when the model sweats. There’s lipstick on the teeth
and the makeup’s running. (Marilyn Minter in C. McCormick, “Fashion
Crisis,” Paper, March 2005, p. 58) Her seemingly faultless technique gives
way to the “dirty realism,” the aggressive power of femininity and her
“unwavering pursuit of excessive sensation and rauchy surfaces…” (B.
Schwabsky, “Beauty and Desecration,” Art in America, March 2007, p. 137)
With the present lot, Minter explains that by focusing her close attention
on these isolated, dirty but stylish feet, the painting consequently
becomes “more universal…it’s like getting a little closer, getting a little
more detailed. Zooming in. It’s just more real somehow. And this realism
is a part of our constant failure. No one escapes, male or female. You’re
going to have a lipstick smear on your tooth; you’re going to have a button
missing; your hem is going to come undone. All the images that we see in
the culture are really ten seconds of fantasy.” (Marilyn Minter in Marilyn
Minter, New York: Gregory R. Miller & Co., 1st Edition, 2007, p. 24) Wave,
2010 catches our fgure’s dirty feet, strapped by designer heels, running
either to or from her ten seconds of fame and fantasy.
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Marilyn Minter, Shit-Kicker, 2006, installation view, Creative Time, 2006 © Marilyn Minter, courtesy Salon 94
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Guyton\Walker b. 1972 and b. 1969
Untitled (Ketel 1 Knife Painting), 2004-05
silkscreen, digital inkjet print on canvas
48 x 36 in. (121.9 x 91.4 cm)
Signed and dated “Guyton \ Walker 05” on the reverse.
Estimate $90,000-120,000
provenance
Greene Nafali, New York

“We were trying to fnd a form and a vocabulary that was truly
collaborative…..We didn’t want the works to have elements
that were identifably Guyton or Walker, but became instead
the work of a third artist.”
GuYtoN\Walker, 2005

Guyton\Walker, the collaborative pursuit of Wade Guyton and kelley
Walker, seeks to “confate conventions of art and design to suggest the
possibility that things-mass produced might now be the most recognizably
art-infused of all.” (Greene Nafali Gallery, Guyton\Walker: The Failever of
Judgment Part III (Press Release), 2005)
Store-bought gallons of paint, covered with Guyton\Wade’s inkjetprinted labels, act as easels to support their paintings of digitally altered,
appropriated images such as the present lot which depicts the “gothic
ketel one Vodka advertising campaign.” the juxtaposition of layered
silkscreened and inkjet-printed images created by Guyton\Walker
is evocative of the compositions found in the works of the russian
Constructivists and Suprematists while simultaneously referencing the

NY_CTA-DESIGN_MAR15_2-53_BL.indd 34

factory-like process favored by Warhol. In the present lot, strips of the
ketel one advertisement have been shredded, as if tattered and torn by
the ominous knife which slices through the picture plane.
Incorporating several digital platforms to produce the paintings, Guyton\
Walker’s “practice toes the line between construction and deconstruction
by altering, dismantling, and composing the distinct products of
intentionality and chance” (la><art, Guyton/Walker (Press Release),
2008). together, Guyton/kelley reveals “a more complex understanding
of the roles that authorship and authenticity play within the systems
of distribution, production, and reception of artworks, histories, and
collaborations.” (Greene Nafali Gallery, 2005)
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11
Kelley WalKer b. 1969
Untitled, 2009
four-color process silkscreen with acrylic ink, collaged
magazine on canvas
96 x 10 in. (243.8 x 25.4 cm)
Signed and dated “Kelley Walker 2009” on the reverse.
Estimate $80,000-120,000
provenance
Paula Cooper Gallery, New York
exhibited
Berlin, Capitain Petzel, KELLEY WALKER, November 6 December 19, 2009

“I became interested in creating objects capable of perpetually
remaking themselves or allowing themselves to be remade by
participating in the culture industry.”
KelleY WalKer, 2007
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Mathias Bengtsson b. 1971
“Slice” chair, circa 1999
laser-cut aluminum
30 5/8 x 36 1/2 x 28 3/4 in. (77.8 x 92.7 x 73 cm)
The underside is computer-incised with facsimile signature /Mathias
Bengtsson/Slice Chair/A1 and top layer inscribed Mathias Bengtsson/
11/20 in black ink. This work is number 11 from an edition of 20.
Estimate $30,000-40,000
provenance
Industry Gallery, Washington D.C.
Acquired from the above by the present owner, 2011
literature
Sophie Jones, “Touch of Wood,” Art Review, March 2003, p. 120 for the
“Slice” chair executed in plywood
Anders Hammarstrand, Mathias Bengtsson, exh. cat., Röhsska Museet,
Gothenburg, 2005, pp. 4-5, 18-19, pp. 20-21 for individual “slices”
Sophie Lovell, Furnish: Furniture and Interior Design for the 21st Century,
Berlin, 2007, for the “Slice” chair executed in plywood
Robert Klanten, et al., Desire: The Shape of Things to Come, Berlin, 2008,
p. 115, fg. 5
Mathias Bengtsson, Alistair Robinson, Mathias Bengtsson, Manchester,
2009, pp. 4, 5, 6, 7, 47
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“The Slice chair was constructed with the same adeptness an architect
would employ to create a topological map of the landscape, evoking the
illusion of a piece of furniture cut away from a clif face and scaled to
human proportions.”
BRADLEY QUINN, Scandinavian Style, 2003

Afer studying furniture design in the early 1990s at the Danish College
of Design and the Art Centre College in Switzerland, Mathias Bengtsson
co-founded the design collective Panic, which helped to create new
opportunities and support for young Danish designers. Bengtsson moved
to London in 1996 to study design at the Royal College of Art under Ron
Arad and eventually became a creator of the design collaborations At the
Third Stroke and Design Laboratory. By 2002 Bengtsson had established
his own studio afer gaining international acclaim for his “Slice” series,
exhibited widely throughout Europe, the United States and Asia. Mathias
Bengtsson received the Finn Juhl Prize in 2012, awarded annually by the
Wilhelm Hank foundation.

assembly. He has said “The Slice series creates hand-made furniture using
a computerized industrial process.” This combination intentionally echoes
our own complicated relationship to the modern world, which is made
larger by advances in technology but is ultimately reliant on human input.
Examples of Bengtsson’s work are in the collections of The Museum of
Modern Art, New York, Carnegie Museum of Art, Pittsburgh, Milwaukee
Art Museum, Indianapolis Museum of Art, High Museum of Art, Atlanta,
the Montreal Museum of Fine Arts and the Museum of Fine Arts, Houston.

Bengtsson defnes himself as a designer, but his approach is that of a fne
artist that treats furniture forms as subject matter despite their eventual
and intended function. Attracted to both the limitations and opportunities
of his feld, he has explained that “furniture is just a platform or medium to
present my ideas and a framework to ‘build’ from.” One of his best known
designs, the “Slice” chair was produced in two series: in aluminum and
plywood. As described by Bradley Quinn, “The Slice chair was constructed
with the same adeptness an architect would employ to create a topological
map of the landscape, evoking the illusion of a piece of furniture cut
away from a clif face and scaled to human proportions.” (Scandinavian
Style, 2003). An exploration in matter and time, the chair’s layered
construction visually references mineral formations and its fuid profle
stormy weather patterns. It evokes movement that occurs over millions of
years or in a millisecond. This contrast is re-enforced by its construction in
which the chair’s concept and materiality are defned equally by a human
and a computer. The technological innovations that are a driving force
behind Bengtsson’s designs are just one part of the traditional process
he follows: beginning with a sketch, working up to a full-scale model, and
then employing a computer to delineate each laser-cut layer for handMathias Bengtsson, “Slice” chair drawing, 1998. © Mathias Bengtsson
© Martin Scott Jupp
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13
Alex HubbArd b. 1975
Nonstop Home, 2010
oil, resin, fberglass on canvas
96 x 68 in. (243.8 x 172.7 cm)
Estimate $60,000-80,000
provenance
Maccarone Gallery, New York

“A painter may start out with an idea, but the painting
will take over and have drives of its own.”
Alex HubbArd, 2009
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14
Dan Flavin 1933-1996
Untitled (to Lucie Rie, Master Potter) 1J, 1990
blue, yellow, red, green fuorescent light
72 x 16 3/4 x 24 in. (183 x 42.5 x 61 cm)
This work is number 2 from an intended edition of 5 of which only 3 were
fabricated and is accompanied by a certifcate of authenticity signed by
the artist.
Estimate $150,000-250,000
provenance
Acquired directly from the artist by the present owner
exhibited
London, Waddington Galleries, Dan Flavin, Untitled (for Lucie Rie,
Master potter) 1990 themes and variations, February 28 March 24, 1990
New York, John Good Gallery, Dan Flavin, October 7 - November 5, 1994
(another example exhibited)
Munich, Galerie Tanit, U.S. Classics, July 2 - September 4, 1999
(another example exhibited)
Munich, Galerie MaxWeberSixFriedrich, P79, November 5 December 5, 2014
literature
Dan Flavin, Untitled (for Lucie Rie, Master potter) 1990 themes and
variations, exh. cat., Waddington Galleries, London, p. 10-11, no. 4
(illustrated)
M. Govan and T. Bell, eds., Dan Flavin: The Complete Lights, 1961-1996,
New York: Dia Art Foundation in association with Yale University Press,
2004, no. 532, p. 373 (illustrated)

“I can take the ordinary lamp out of use and into a magic
that touches ancient mysteries.”
DAN FLAviN, 1962
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Lucie Rie in her studio at 24 Wollzeile, Vienna 1932, Courtesy the Estate of the Artist

Dan Flavin’s fuorescent light pieces made their debut to the public
in 1964, breaking free from the gestural and impassioned world of
abstract expressionism and embarking on a new artistic exploration
into minimalism. While employed as a security guard at the American
Museum of Natural in New York, Flavin observed frst hand the power of
strategically placed electric lighting utilized to guide viewers through a
darkened room. He began to contemplate the idea of electrical lighting
as his defning artistic medium and chose common industrial forescent
tubing knowing “that the actual space of a room could be broken down
and played with by planting illusions of real light (electric light) at crucial
junctures in the room’s composition. A piece of wall can be visually
disintegrated from the whole.’”(Dan Flavin, 1965 in J. Brox, Brilliant: The
Evolution of Artifcial Light, London 2010)

has attended tea ceremonies featuring Rie pots – a practice that would
have pleased their maker.” (C. Barbour, “Appraisals: Lucie Rie,” ELLE
Décor) The incorporation of Rie’s pieces into such an important cultural
ceremony pleased Flavin as well, as an avid collector and admirer of
Japanese prints, drawings and tea bowls. Artistically Flavin strove for his
light works to be embraced into a higher culture where “the humble is
elevated. Commercially produced, fuorescent strip lighting take on the
sacred power of the candle held by Mary Magdalene, as painted in the
17th century in Georges de La Tour’s The Penitent Magdalene. Flavin’s
fuorescent light is enduring, tranquil, cool. The very qualities that in other
situations make it invisible and unloved - the seamlessness of the glow, the
lack of dramatic intensity - become beautiful.” (J. Jones, “How many artists
does it take to change a light bulb?,” The Guardian, August 28, 2001, p. 10)

The present lot continues Flavin’s tradition of creating works dedicated
to his friends, colleagues and famous infuential fgures such as Donald
Judd, Henri Matisse, Frank Stella, and in the case of the present lot, Lucie
Rie. Untitled (to Lucie Rie, Master Potter 1J), 1990, pays homage to the
great Austrian born, British potter Lucie Rie. Her ceramics “are remarkable
for their sense of stillness and inner strength, ofen appearing a great
deal larger than they actually are. This great serenity of form, body,
decoration and glaze unite in a completeness that is quiet, restrained
and controlled.” (Emmanuel Cooper in Lucie Rie: Modernist Potter, The
Paul Mellon Centre for Studies in British Art, 2012) Her growing aesthetic
popularity has been described by Ben Williams, a specialist in ceramics
who explains that “Japanese collectors prefer her bowls to her vases. He

Art historically, the presence of light is the existence of knowledge and
truth, the absence of light is darkness shrouded in mystery. In the present
lot Flavin seeks to create a form of harmonious colors and compositional
strength in line with Rie’s concise and powerful creations. Both Flavin
and Rie pursued the essence of truth through light, Flavin through tubes
of harsh fuorescence and Rie through textured and refective glazes.
Attributing Rie and other infuencers to his work in title and in form, Flavin
is tying their fate to his own; looking ahead to “a lamp that burns to death
like any other of its kind. In time the whole electrical system will pass
into inactive history. My lamps will no longer be operative; but it must be
remembered that they once gave light.” (Dan Flavin, 1962 in J.S. Weiss,
Dan Flavin: New Light, New Haven: Yale University, 2006, p. 19)
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15
Dan Rees b. 1982
Artex Painting, 2013
oil on canvas
119 1/4 x 159 1/4 in. (302.9 x 404.5 cm)
Signed and dated “Dan Rees 2013” on the reverse.
Estimate $60,000-80,000
provenance
New Galerie, Paris

“Nowadays people spend more time removing Artex from old homes
than they do installing it, it is considered out of date…The paintings
that I make are entering homes…somehow completing the circle”
DaN ReeS, 2014
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16
PROPERTY FROM A PRIVATE NEW YORK COLLECTION

Kenneth noland 1924-2010
Chac volant, 1982
diptych, acrylic on shaped canvas
lef 20 x 89 1/2 in. (50.7 x 227.4 cm)
right 88 x 16 in. (223.5 x 40.6 cm)
overall 100 5/8 x 130 7/8 in. (250.5 x 332.3 cm)
each signed, titled respectively and dated “ChaC/Volant Kenneth
noland 1982” on the reverse.
Estimate $150,000-250,000
provenance
andré emmerich Gallery, new York
IBM International Foundation, new York
new York, Sotheby’s, Contemporary Art: Property from the IBM
International Foundation, May 3, 1995, lot 224
Private Collection
new York, Christie’s, Contemporary Art, May 12, 2005, lot 316
acquired at the above sale by the present owner

“All art that is expressive has to be illusionistic. The raw
material out of which art is built is not necessarily in itself
potent; you must transform it.”
Kenneth noland, 1990
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Kenneth Noland, Celestalert, 1964, acrylic on canvas, overall: 102 7/8 in. x 126 in. (261.3 cm x 320 cm). Gif of the artist.
1969.54, Davis Museum, Wellesley College, Wellesley, MA © The estate of Kenneth Noland /VAGA, New York/DACS,
London 2015

Ellsworth Kelly, Dark Blue Curve, 1995, oil on canvas, 3 f. 10 in. x 15 f. 10 in. (116.8 x 482.6 cm), The Solomon R.
Guggenheim Museum, New York © 2015 Ellsworth Kelly
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Renowned as one of the leading fgures of the American Color Field
movement, Kenneth Noland has been described by art critic Karen
Wilikin as “one of the greatest colorists of the 20th century.” Through its
harmonious splendor, Noland’s astounding ability to marry form and color
is epitomized in the present lot entitled Chac Volant from 1982. In the
relentless pursuit of an adventurous dialogue between hue and geometry,
Noland experimented with a number of diferent formats, ranging from his
iconic circles to shaped canvases which are reminiscent of Ellsworth Kelly’s
shaped monochromatic canvases. Chac Volant, 1982, is comprised of two
elements, both of elongated diamond shapes, one rendered in a deep,
Yves Klein blue and the other in a delicate shade of ivory. Unique in this
format, the present lot is one of the only known works fully realized and
intended as a diptych. The edges of each shape are highlighted by a thin
line of a varying degree of cerulean blue and alabaster white; the shaped
canvases foat like drifing islands upon the wall, at once swimming, yet
dangerously close to a brilliant collision. This visual efect as explained by
Noland is “a simple fact, when you move from one color space to another
color space, that if there’s a value contrast you get a strong optical
illusion.” (Kenneth Noland in D. Walderman, “Color, Format and Abstract
Art,” Art in America, issue 65, no 3, May – June 1977, pp. 99 – 105)
The distinct components of Chac Volant vary in form and orientation; the
lef element in its powerful horizontality, is shaped with its own jagged and
protruding forms, unlike the white column which rises like a snow-covered
mountain. This juxtaposition creates a subtle state of both co-dependence
and instability. The very notion of an abstract diptych that is also a multidirectional, shallow relief sculpture creates an ineluctable visual harmony.
The search for order in disorder permeates Noland’s artistic vision, as he
himself wondered, “what would something be like if it were unbalanced?
It’s been a vexing question for a long time. But it took the experience
of working with radical kinds of symmetry, not just a rectangle, but a
diamond shape, as well as extreme extensions of shapes, before I fnally
came to the idea of everything being unbalanced, nothing vertical, nothing
horizontal, nothing parallel. I came to the fact that unbalancing has its own
order.” (Kenneth Noland in D. Walderman, “Color, Format and Abstract
Art,” Art in America, issue 65, no 3, May – June 1977, pp. 99 – 105)
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Morris Louis, Number 1–81, 1961, acrylic resin (Magna) on canvas, 82 1/2 x 58 in.
(209.6 x 147.3 cm), High Museum of Art, Atlanta, Georgia © 2015 Maryland Institute
College of Art (MICA), Rights Administered by Artist Rights Society (ARS), New York,
All Rights Reserved.
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Carl andre b. 1935
32-Part Reciprocal Invention (RS 1971-20), 1971
material: steel reinforcing rod
number and confguration of elements: 32-unit rectangular feld on foor, 16
parallel rows of 2 segments with interval each row, intervals between parallel
rows determined reciprocally by lengths of segments
constant width overall: 28 3/8 in. (72.1 cm)
This work is accompanied by a certifcate of authenticity signed by the artist.
Estimate $100,000-150,000
provenance
Galerie Konrad Fischer, Düsseldorf
New York, Sotheby’s Contemporary Art, May 6, 1997, lot 108
Acquired at the above sale by the present owner
exhibited
Düsseldorf, Galerie Konrad Fischer, Carl Andre: Small Pieces, 1972
Münster, West Germany, Westfalischer Kunstverein, Carl Andre : die
Milchstrasse, der Frieden von Münster und andere Skulpturen, May 8 - June
3, 1984, then traveled to Berlin, Galerie im Körnerpark, Künstlerprogramm
des DAAD, (September 16 - October 18, 1984), Munich, Kunstraum München
(September 24 - October 31, 1985)
literature
A. Westwater, Carl Andre - Sculpture 1958-1974, Bern: Kunstalle Bern, 1975,
no. 22, p. 60 (illustrated)
P. de Jonge, Carl Andre, The Hague: Haags Gemeentemuseum, Eindhoven:
Stedelijk Van Abbemuseum, 1977, no. 20, p. 38 (illustrated)
Carl Andre: die Milchstrasse, der Frieden von Münster und andere
Skulpturen, exh. cat., Galerie im Körnerpark, Künstlerprogramm des DAAD,
Berlin, 1984, p. 34 (illustrated)
Carl Andre Sculpture 1996, exh. cat.,KunstmuseenKrefedler and
Kunstmuseum Wolfsburg, Stuttgart: Oktagon, 1996, p. 182, p. 251

“A man climbs a mountain because it is there. An artist makes
a work of art because it is not there.”
cArl ANDrE
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From ‘Carl Andre: Things in Their Elements’ (Phaidon Press); All
Rights Reserved, Carl Andre/Licensed by VAGA, New York; courtesy
of Hulton-Deutsch Collection/Corbis : Art © Carl Andre/Licensed by
VAGA, New York, NY

Carl Andre has always remained adamant that with the right components
a sculpture has the capacity to evolve beyond its initial creation. His
materials, beginning with his early wooden block sculptures and shifing
towards metals, have defned the scope and purpose of his art; he
has remarked, “What my sculpture has in common with science and
technology is an enormous interest in the features of materials.”(Carl
Andre in D. Marzona, Minimal Art, TASCHEN America, 2009, p. 28)
Descending from a family of bricklayers, carpenters, and shipbuilders,
Andre was naturally drawn to industrial materials as the source for his
sculptures and installations. His utilization of hard, industrial materials
and his fascination with the space they inhabit has led him to create
stunning foor based works, furthering his investigation of what he has
called, “sculpture as place.”
Along with fellow minimalist artists Donald Judd, David Smith and
Dan Flavin, Andre has stressed real space as his actual medium by
emphasizing the precise placement of the works within their physical
environments. He has famously stated that “Rather than cut into the
material, now I use the material as the cut in space.”(Carl Andre in D.
Bourdon, “The Razed Sites of Carl Andre,” Art Forum, October 1996, p.
15) Andre has cultivated the foor as his artistic canvas, as art historian
Barbara Rose has explained, “To see his [Andre’s] work, you must look
neither straight ahead nor up, as colossal public sculpture forces you to
do, but down. This is a disorienting experience.”(B. Rose, “The Nature

Sol LeWitt, Wall Structure: Five
Modules with One Cube, Black,
1965, Painted wood, overall:
84 x 18 x 16 1/2 in. (213.36 x
45.72 x 41.91 cm.). Gif of Robert
Mangold and Sylvia Plimack
Mangold, 1996, Albright-Knox Art
Gallery, Bufalo, New York © 2015
The LeWitt Estate/Artists Rights
Society (ARS), New York
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Donald Judd, Untitled (Progression),1979, Galvanized steel and anodized aluminum, 5 x 75 1/4 x 5 in. (12.7 x 191.1 x 12.7 cm), The Riklis Collection of McCrory Corporation,
The Museum of Modern Art, New York, Art © Judd Foundation. Licensed by VAGA, New York, NY

of Carl Andre,” The Brooklyn Rail, July – August, 2014) With the foor as
his sculptural platform, Andre positions his raw materials at your feet, a
location that was traditionally denounced as the proper and transcendent
realm of fne art. His work charts out an intermediate realm between the
unadorned space of reality and the rarefed space of art. André has said,
“Most of my works—certainly the successful ones--have been ones that
are in a way causeways—they cause you to make your way along them
or around them or to move the spectator over them.” (Carl Andre in D.
Bourdon, “A Redefnition of Sculpture,” New York, 1978, p. 16)
The present lot, 32-Part Reciprocal Invention (RS 1971-20) is a powerful
example of the artist’s “invention” in space. Composed of 32 steel
reinforcing rods, the sculpture has specifc installation instructions as
to how it should be disposed and arranged on the foor. But the spaces
occupied by this work have varied ever so slightly in visual form each time
it has been installed. Within the present lot, the steel rods sit gracefully
with their cyclical shapes, as though they have just moments ago rolled
into their destined positions. Each of the 32 elements is positioned
with certain measured intervals between them; the intervals between
the parallel rows are determined reciprocally by the length of the rods
themselves. The work both adapts to its environment, to the space
to which the artist has assigned it, and yet it also alters and defnes its
surrounding environment. 32-Part Reciprocal Invention implies a temporal
process between presence and absence. As critic Barbara Rose has
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noted, “The central feature of Andre’s sculpture is not permanence but
imminence: They exist in the present as sculptures, but suggest both a
past and future state of being disassembled.”(B. Rose, “The Nature of Carl
Andre,” The Brooklyn Rail, July – August, 2014)
The carefully selected materials, the realization of innate properties, and
the careful arrangement and position of each element form the crux of
Andre’s artistic practice. His work is both plain spoken and hyper refned.
It seems parsimonious and ever barren. But it is also precisely fashioned
and multifaceted in both its perceptual and conceptual implications. He
explained in an 1970 interview that he is in a constant struggle to reach
the purity of the visual: “What the idea ‘minimal art’ means to me is that
the person has drained and rid himself of the burden of the cultural that
stands shadowing and eclipsing art. The duty of the artist is to rid himself
of that burden. I think it’s an extremely difcult thing to do….I would not
say that I have achieved it, because every time you work, you have to
do it all over again, to rid yourself of this dross. I suppose for a person
who is not an artist or not attempting art, it is not dross, because it is the
common exchange of everyday life. But I think art is quite apart from that
and you have to really rid yourself of those securities and certainties and
assumptions and get down to something which is closer and resembles
some kind of blankness. Then one must construct again out of this reduced
circumstance.”(Carl Andre in P. Tuchman, “An Interview with Carl Andre,”
1970, p. 59)
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Sturtevant 1926-2014
Study for Stella Bethlehem’s Hospital, 1990
enamel on canvas
21 7/8 x 33 1/8 in. (55.7 x 84.1 cm)
Signed, titled and dated “”STUDY FOR STELLA BETHLEHEM’S HOSPITAL”
Sturtevant ‘90” along the overlap.
Estimate $150,000-200,000
provenance
Perry Rubenstein Gallery, New York
Private Collection, 2005
Private Collection
exhibited
New York, Perry Rubenstein Gallery, Sturtevant, May - June 2005
literature
L. Maculan, ed., Sturtevant: Catalogue Raisonné 1964-2004,
Ostfldern-Ruit, 2004, cat. no. 223, p. 103

“The quest was to go beyond, to seek past the surface and
reach for the understructure—the silent power of art.”
STURTEvANT, 2006
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Sturtevant in process © Estate Sturtevant, Paris, Courtesy Galerie Thaddaeus Ropac, Paris–Salzburg

#3 (painting Getty Tomb) from The Secret World of Frank Stella, 1958–62, Black and
white photograph, Photograph by Hollis Frampton, Albright-Knox Art Gallery, Bufalo,
New York, artwork © 2015 Frank Stella/Artists Rights Society (ARS), New York
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Sturtevant has always remained adamant that her works are not
appropriations—they are in fact repetitions. This distinction has remained
a difcult one for the public to grasp; in defending her work, she explains,
“no matter how I articulated what I was doing, in people’s mind it was
a copy—period, and you know, if someone continues to call something
something, it eventually becomes that something.” (Sturtevant in C.
Bagley, “Sturtevant: Repeat Ofender,” W Magazine, May 18, 2014)
Remaking and re-imagining the works of her contemporaries, as one
can well imagine, was a tricky business. In surveying her output of
“repetitions,” one must admit that her particular selection of works is
impeccable: the originals are now all acknowledged as masterpieces within
the cannon of modern and contemporary art. From Joseph Bueys to Andy
Warhol, Sturtevant has tried her hand at almost every artist movement
in the last century, from Conceptual to Pop Art. Her inventiveness is not
found in the fnal result, which is almost identical to the original, but rather
in her unique process. She constructs her pursuits from her very own
memory; this process is meant to produce works identical to the originals,
yet through her treatment an entirely new concept is realized. Her act of
creating these works becomes an almost choreographed experience, using
her muscle memory to dictate every brushstroke and line.
As to be expected, the public’s response to her work has been varied; the
artist described many people as having a “mental block” towards her ideas.
She has also described a viewer’s physical reaction to her work by saying
that “one of two things happens. Your head either goes forward or it goes
backward. If it goes backward, you dismiss the work as a worthless copy.
Forward is, ‘Oh, my God, what is that? How does that work?’”(Sturtevant
in C. Bagley, “Sturtevant: Repeat Ofender,” W Magazine, May 18, 2014)
The moral and even legal controversy emerging in the 1960’s over the
notion of authorship compelled Sturtevant’s strategic response: she
decided to defne her work as what it is not, meaning not a direct copy.
She explains that a “negative defnition is a very powerful philosophical
position.” (Sturtevant in conversation with Peter Halley, index Magazine,
September – October, 2005) By forcing the viewer to contemplate what
in fact her work is and what it connotes, Sturtevant says she threw “out
representation. And once you do that, you can start talking about the
understructure. It seemed too simple at frst. But it’s always the simple
things that work.” (Sturtevant, 2005)
The present lot, Stella, Study for Bethlehem Hospital, 1990, is a repetition
of Frank Stella’s black painting series from the late 1960s, which were
executed and composed of black house paint on raw canvas. For Stella,
the painstakingly rendered stripes hold no illusion of depth and emphasize
the pure fatness of the object. Sturtevant has described Stella’s black
paintings as “just incredible” and the present lot highlights the amazing
skill and execution of her rendering. As we gaze upon the monochromatic
splendor of the present lot, her repetition of this important moment of
the late 1960s is beautifully revisited. For Sturtevant, the 1960’s was “the
big bang of pop art. But pop only dealt with the surface, I started asking
questions about what lay beneath the surface. What is the understructure
of art? What is the silent power of art?” (Sturtevant in conversation with
Peter Halley, index Magazine, September – October, 2005) Sturtevant’s
interest in the “silent power” is the driving force behind her long and
productive artistic career. Sturtevant is “somebody who basically adopts
style as a medium, and in order to do that she assumed the guise of the
artists around her. This is an incredibly powerful and threatening thing
to take on.”(Peter Eleey in C. Bagley, “Sturtevant: Repeat Ofender,” W
Magazine, May 18, 2014)
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Sturtevant 1926-2014
Muybridge Plate #136, Woman Shifing Her Weight with Arms on Hip,
Arms Behind Back, 1967
gelatin silver print
6 1/2 x 8 5/8 in. (16.5 x 21.7 cm)
Signed and dated “E. Sturtevant ‘67” on an accompanying gallery label.
Estimate $30,000-40,000
provenance
Cutler Gallery, New York

“Repetition is displacement; repetition is diference;
repetition is pushing the limits of resemblance…”
SturtEvaNt, 2007

NY_CTA-DESIGN_MAR15_54-95_BL.indd 56

05/02/15 09.39

13_NY_CTA-DESIGN_Sturtevant_Muybridge_56-57_BL.indd 1

05/02/15 11.02

13_NY_CTA-DESIGN_Sturtevant_Muybridge_56-57_BL.indd 2

05/02/15 11.02

13_NY_CTA-DESIGN_Sturtevant_Muybridge_56-57_BL.indd 3

05/02/15 11.02

20
Haim SteinbacH b. 1944
ten second memos #7, 1991
plastic laminated wood shelf, ceramic pitcher, leather boxing glove
21 1/2 x 32 x 12 1/2 in. (54.6 x 81.3 x 31.8 cm)
Signed, titled, numbered and dated “Haim Steinbach ‘91 ten second
memos #7” on the reverse.
Estimate $60,000-80,000
provenance
Jay Gorney Modern Art, New York
Acquired directly from the above by the present owner

“The way I arrange objects in one line is like the way that we arrange
words in a sentence.”
HAiM SteiNbAcH, 2012

For Haim Steinbach, selected objects placed upon a wall-installed shelf
have become a source of endless artistic possibilities. When asked why
and how the shelf came to serve as his lifelong artistic platform, Steinbach
replied, “So many things led me to it. but, for one: in my parents’ home in
upstate New York, there was a shelf about ten inches above the kitchen
table, which was pushed against the wall. On that shelf was everything
from a small calendar to knickknacks and a fower vase. there were also
other little objects there….Some things were exchanged for others from
time to time. every time i sat at that kitchen table i would look at that shelf
and i would ask, What are these objects doing here? i would question the
decorative details, the cultural associations, the functional reasons for
these things to be there.” (Haim Steinbach, in P. Schwenger, “bOMb—
Artists in conversation,” Bomb Magazine, Fall 2012)
Looking at the present lot, ten second memos #7, 1991, the viewer ponders
the very same questions that the artist had puzzled over years earlier.
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by lining up seemingly random items, such as ceramics, boxing gloves,
shoes, and personal mementos, he is at a very basic visual level “doing
what people ordinarily do with the objects that they like.”(Haim Steinbach,
in P. Schwenger, “bOMb — Artists in conversation,” Bomb Magazine,
Fall 2012) However, as an artist, Steinbach is de-contextualizing and
re-contextualizing these varied objects in order to create a psychological
tension through the detached arrangement of form. the work seems to
ask, “Do these objects retain their human value as traces of living?” As a
collection of objects upon a shelf, the items are displayed in a clean and
aesthetically minimalistic way. they are detached from reality and made
to share in the same outward substance and color. the pitcher and the
boxing glove become something other than themselves. the viewer may
sense the oddity of the incidental objects and their cultural associations,
yet the overall display is experienced as “a certain kind of structure, a
repetition or movement.” (Haim Steinbach, in P. Schwenger, “bOMb —
Artists in conversation,” Bomb Magazine, Fall 2012)
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Luc Tuymans b. 1958
Exhibit #2, 2002
oil on canvas
33 3/8 x 38 7/8 in. (84.7 x 99 cm)
Estimate $300,000-500,000
provenance
Zeno X Gallery, Antwerp
exhibited
Antwerp, Zeno X Storage, Luc Tuymans. “NIKS,” November 23, 2002 January 18, 2003
Hannover, Kunstverein Hannover, Luc Tuymans, THE ARENA, March 9 April 27, 2003, then traveled to Munich, Pinakothek der Moderne (June
6 - August 10, 2003), St. Gallen, Kunstverein St. Gallen Kunstmuseum
(August 23 - November 16, 2003)
Deurle, Museum Dhondt-Dhaenens, Absence is the Highest Form of
Presence, Robert Gober, Julião Sarmento, Luc Tuymans, October 4 November 29, 2009

literature
S. Berg, Luc Tuymans, THE ARENA, exh. cat., Ostfldern: Hatje cantz
Verlag, 2003, p. 40 (illustrated)
u. Loock, Luc Tuymans, London: Phaidon, 2003, p. 230 (illustrated)
Absence is the Highest Form of Presence, Robert Gober, Julião Sarmento,
Luc Tuymans, Museum Doordacht, Magazine vol. 8, Deurle, 2009, p. 94
(illustrated)

“Art creates its own time span and in that sense also creates
its own time lapse: you are looking at something that accords
time to an image, as it is made and as it shows itself.”
Luc TuyMANS, 2005

Through his pale and transcendent paintings, Luc Tuymans explores
history and memory through strategic methods of visual composition.
By cropping, framing, and isolating his scenes, Tuymans is actively reinvigorating the traditional act of painting. The present lot, Exhibit #2,
2002, belongs to Tuyman’s Exhibit series originally comprised of fve
works. The pictorial imagery found in this serial group is based upon an
exhibit seen by Tuymans at the Museum of Natural History in Tokyo;
the dioramas seen there depict primates in various stages of sexual
reproduction. These scenes were documented by Tuymans with Polaroids
and then reproduced in paint. Exhibit #2, 2002 has been rendered in
matte, pale tones, mimicking the deadening light that shone upon the
taxidermy ape within the museum setting. The muted greys, lavenders,
greens and coral gives the illusion of an under exposed photograph or
one visually faded by age and the bleaching efects of light. This frozen
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moment of a primate, taxidermied and stufed, photographed and
painted, has been depicted in a sexual exploit, one naturally inherit to
the development and natural pattern of life and instinct.
Tuymans explains that “when I thought about trying to paint the sexual
act for example, I came to the conclusion that it was impossible to
depict, because it is timeless. It is a timeless repetition.” (Luc Tuymans
in J. Vicente Aliaga, “Interview,” Luc Tuymans, London, 2007, p. 22) This
“timeless repetition” implicates the entire concept of representation and
its perceived falsities on many levels: from nature to museum display
to photograph to painting. By exploring this chain of transmission,
Tuymans removes the natural specimen as far as possible from its
“original” state in nature and creatively re-appropriates it for this
provocative and powerful work.
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Marc NewsoN b. 1963
“Extruded Table 2,” 2006
grey Bardiglio marble
28 3/4 x 63 1/4 x 35 1/2 in. (73 x 160.7 x 90.2 cm)
Signed, titled and numbered Extruded table/2 G/Marc Newson/3 / 8 on
label afxed to side of table. This work is number 3 from an edition of 8
plus 2 artist’s proofs and 1 prototype.
Estimate $60,000-80,000
provenance
Gagosian Gallery, New York
literature
Louise Neri, ed., Marc Newson, exh. cat., Gagosian Gallery, New York,
2007, pp. 34-35 for a white example
Sophie Lovell, Limited Edition: Prototypes, One-Ofs and Design Art
Furniture, Basel, 2009, p. 237
Mark Newson and Alison Castle, Marc Newson: Works, London, 2012,
p. 120, for a drawing, p. 121 for a white example, pp. 122-23

“I am trying to treat materials in unprecedented ways, like
taking marble and playing with it like a piece of plastic.”
MArC NewSoN

where Thomas Heatherwick’s “extrusion” bench explores the technical
and material aspects of extrusion, Marc Newson’s “extruded Table 2” deals
with the process in a purely conceptual manner. Newson was attracted
to marble’s associations to signifcant monumental works, high levels of
crafsmanship and historic durability. However, unlike aluminum, marble
cannot be extruded, and Newson’s adoption of the term is in service to
his communication of a two-dimensional idea in a three-dimensional
context. with noted similarity to the “event Horizon” series, these works in
marble distill many of the themes present in Newson’s earlier work—voids,
negative versus positive space, and stunning feats of fabrication. He has
said “The earlier aluminum works were all about what was going on inside.
I was trying to create the illusion that the interior was bigger than the
exterior. Now I see that the new marble works are dealing with the same
ideas but in diferent ways.” (Marc Newson, exh. cat., Gagosian Gallery,
New York, 2007, pp. 71–72)
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Franz West 1947-2012
o.T. (model), 2007
wood, acrylic, paper, foam, acrylic paint
21 1/8 x 21 1/8 x 18 1/8 in. (53.5 x 53.5 x 46 cm)
This work is accompanied by an Archival Confrmation document
issued by the Franz West Privatstifung Archiv.
Estimate $70,000-100,000
provenance
Acquired directly from the artist by the present owner

Sufused in various pictorial and avant-garde practices of post-war
European art, the work of Franz West is a marriage of composed delicacy
and participatory objects. Borrowing the the elongated fgures of Diego
Giacometti and the manifold formal satire of Sigmar Polke, the artist
decidedly distanced himself from the divisive Viennese Actionist’s
existential throes to animate engagement with his viewers in lively
dialogue. o.T. (model) from 2007 is one such realization of this iconoclasm,
in which forms and fgures vie for aesthetic dominance and the idea of art
as autonomous is utterly crippled. The domestic materials, of wood, foam,
and paper, are at once complemented and abrogated by the clean linear
elements of the fgures and their deeply saturated colors, particularly the
coppery tones of the fgure’s pants. The central coral element, serving
as a barrier between the duopoly of fgure cutouts, halts communication
in the tableau—where are these fgures in space, in what time, in what
place? As both an acute amalgamator and trenchant adaptor, the present
lot demonstrates West’s lateral journey to contemporary art, refecting
and jiving, producing a boundless multimedia landscape that incites an
efective blending of sculpture, painting and collage. The artist himself
thoughtfully explained, “One may think that I try to bring the art object
out into the world since my works sometimes appear to have a practical
function, but really it’s the other way around: things in the world can,
under certain special circumstances, enter the realm of art. And, in
fact, once they have entered this realm they are art.” (Franz West in “A
Thousand Words: Franz West”, Artforum, vol. 37, no. 6, February, 1999)
(Detail of the present lot)
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Martin Kippenberger 1953-1997
Sechs, 1996
colored pencil, ink on paper
11 5/8 x 8 1/4 in. (29.5 x 21 cm)
Initialed and dated “M.K. 96” lower right.
Estimate $40,000-60,000
provenance
Private Collection

“My style is where you see the individual and where a personality is
communicated through actions, decisions, single objects and facts,
where the whole draws together to form a history.”
MartIn KIPPenberger

In the last decade of Martin Kippenberger’s life he produced perhaps his
most famous series of works on paper. entitled the “hotel drawings,”
these works were executed upon hotel stationary that the artist had
accumulated throughout his travels. the series documented the artist’s
nomadic lifestyle; the unique drawings reveal Kippenberger’s quicksilver
ability to delineate his unrestrained, powerful motifs.
the present lot, executed upon stationary from “Mike’s Marble resort,” is
entitled Sechs and is dated 1996. the work shows a number of fried eggs,
fattened upon a colorfully tiled grid of salmon pinks and egg yolk yellow
rectangles. In large black scrawl, the german word “SeCHS” foats in the
center of the composition. “SeCHS,” at frst glance means “six “in german,
while when spoken in english it is heard as “sex.” as a visual strategy,
Kippenberger ofen embraces german words that hold double meanings
in order to infuse his works with sardonic humor and to create a dynamic
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interrelationship between text and image. the egg throughout art and
religious history has symbolized rebirth, creation and fertility. Here those
hallowed associations are demoted or at least transformed into a more
prosaic set of meanings. the fried egg may connote both the promise and
afermath of the act of “sechs” itself. by linking text and image in both a
harmonious and disparate manner, Kippenberger has been described as
holding no subject as sacred. (a. goldstein, ‘the Problem Perspective’,
in: Martin Kippenberger: The Problem Perspective, exh. cat., the
Museum of Contemporary art, Los angeles 2008, p. 39) Simultaneously,
Kippenberger has successfully “appropriated numerous motifs and fgures
as his signs….they all came to be recognized as his self-willed companions,
as fgures in the ensemble of his thought.” (r. Ohrt, Kippenberger
Paintings, exh. cat, Museo nacional Centro de arte reina Sofa, Cologne,
2004, p. 40)

05/02/15 09.40

NY_CTA-DESIGN_MAR15_54-95_BL.indd 65

05/02/15 09.40

25
Niki de SaiNt Phalle 1930-2002
Pouf serpent bleu, 1991
painted polyester
70 x 35 x 32 in. (177.8 x 88.9 x 81.3 cm)
Incised with the artist’s signature and numbered “Niki de Saint Phalle
1/20” on a brass plate afxed to the base; further stamped with the
foundry mark on the base. This work is number 1 from an edition of 20 plus
5 artist’s proofs.
Estimate $60,000-80,000
provenance
Guy Pieters Gallery, Knokke-le-Zoute
exhibited
Knokke-le-Zoute, Guy Pieters Gallery, Niki de Saint Phalle: Oeuvres
récents, August 1991 (another example exhibited)
Bonn, Kunst-und Ausstellungshalle der Bundesrepublik Deutschland,
Niki de Saint Phalle Pontus Hultén, June - November 1992, later traveled
to Glasgow, McLellan Galleries (January - April 1993), Paris, Musée d’Art
Moderne de la Ville (June - September 1993) (another example exhibited)
Basel, Galerie Bonnier, Niki de Saint Phalle, A One-Woman Show, June
1993 (another example exhibited)
Atlanta, Atlanta Botanical Garden, Niki in the Garden: The Extraordinary
Sculptures of Niki de Saint Phalle, April - October 2006 (another example
exhibited)
literature
Niki de Saint Phalle: Oeuvres récents, exh. cat., Guy Pieters Gallery,
Knokke-le-Zoute, 1991, n.p. (illustrated)

Niki de Saint Phalle, 1968 (b/w photo), Lewinski, Jorge (1921–2008)/Private
Collection/© The Lewinski Archive at Chatsworth/Bridgeman Images © 2015 Niki
Charitable Art Foundation. All rights reserved/ARS, NY/ADAGP, Paris
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Niki de Saint Phalle, whose innovative work in utilitarian sculpture redefned
an entire genre of contemporary art, was known as “the beauty who
challenged the beast of public taste.” (U. Krempel, “The Political Universe in
the Art of Niki de Saint Phalle,”2001, p. 29). In the present lot, Pouf serpent
bleu, the coiling form and whimsical application of paint of the feared
serpent adds up to far more than a marvelously rendered piece: as observers,
we are witnesses to de Saint Phalle’s precise taming of a mythological villain.
de Saint Phalle’s unconventional approach to sculpture cemented her place
at the center of a male-dominated feld, one that, in works such as the
present lot, she continually challenged in the realms of gender archetypes
and orthodoxy.
In the 1980s, de Saint Phalle applied her iconic chromatic brushwork,
capricious patterns, and untraditional silhouettes to the forms of snakes (a
symbol of particular interest to the artist), creating vibrantly painted chairs
adorned with geometric patterns. As one of the most ancient mythological
symbols, the serpent has been associated with fertility, wisdom, and
rebirth. Pouf serpent bleu adopts these ancestral traits with astonishing
vitality, the blue coils of the serpent alive with both the natural patterns of
the Coral Snake in its reds and yellows, yet fantastical and mythological in
its greens, whites, and elemental patterns. Yet, despite the intimidating
chromatic structure of the piece, de Saint Phalle’s work maintains an air of
approachability for the weary traveler, reimaginging the frightening gaze
of the serpent as a good-natured grin. Through her artistic explorations de
Saint Phalle carefully approached and rejected the “accepted female role
images such as passivity, withdrawal, shyness, and the willingness to play
second fddle, she directed a sharp criticism at the prejudiced images of
male society. In her work she lef behind the old female roles and formulated
new ones and opportunities, thus anticipating the dialectics of the birth of
a possible new world from the destruction of the old.” (U. Krempel, “The
Political Universe in the Art of Niki de Saint Phalle,”2001, p. 29)
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Tom Wesselmann 1931-2004
Blue Nude Drawing (12/17/99), 1999
oil on canvas
46 x 47 1/4 in. (116.8 x 120 cm)
Signed and dated “Wesselmann 99” lower lef. Titled and dated “1999 Blue
Nude Drawing (12/17/99)”along the overlap. This work is accompanied by
a letter of confrmation signed by Claire Wesselmann.
Estimate $350,000-550,000
provenance
Tom Wesselmann Studio
Imago Gallery, Palm Desert
Private Collection

“There’s no question that the nudes of women are
more exciting as subjects than anything else.”
Tom WeSSelmaNN, 1984
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Tom Wesselmann at his Bowery studio, 1993. Photo credit: Claire Wesselmann, Art
© Estate of Tom Wesselmann/Licensed by VAGA, New York, NY

The distinctive Pop Art idiom of Tom Wesselmann emerged out of his
encounters with Abstract Expressionism. As the artist recalled to the art
historian Irving Sandler, “I didn’t know what else to paint except nudes.
I didn’t know how else to paint because I had no historical relationship
to art. I painted like what I was immediately encountering—which was
abstract painting on Tenth Street.” (Interview with Tom Wesselmann
conducted 1984 by Irving Sandler for the Archives of American Art) The
primordial portrayal of the feminine in the gestural paintings of de Kooning
in a sense provided Wesselmann with his point of departure for the
development of his own signature style and his obsession with the female
nude. He noted that there came a point when he “threw out de Kooning. I
tried to throw out every infuence I was conscious of . . . . I wanted to fnd a
way that in a sense was the opposite of it. De Kooning worked big; I’d work
small . . . . They worked abstract; I’d work fgurative . . . . At the same time
there are other things here, like I deliberately wanted to work fgurative
because it was the one mode that I so scorned . . . . It was the only way to
go . . . . I had no point of view, and I was really approaching fgurative art
as a naive . . .” (Interview with Tom Wesselmann conducted 1984 by Irving
Sandler for the Archives of American Art)
Wesselmann’s acclaim hinges on his Great American Nude paintings in
the early 1960’s.He was crowned by art critic Lucy Lippard as one of the
fve “hard-core” Pop Artists based in New York, along with Lichtenstein,
Oldenburg, Warhol and Rosenquist. Wesselmann placed his bold and
colorful nudes within interiors flled with commercial products that
embodied the essence of 1960’s American popular culture. They were
wittily conversant with the traditions of past art, and yet exuded a vibrant
sense of contemporary artifciality. The artist explained that in “choosing
representational painting I decided to do, as my subject matter, the history
of art: I would do nudes, still-lifes, landscapes, interiors, portraits, etc.”
(Tom Wesselmann in M. Livingstone, “Tom Wesselmann: Telling It Like It
is,” Tom Wesselmann, a Retrospective Survey, 1969-1992, Isetan Museum
of Tokyo, 1993, p. 21)

Tom Wesselmann, Sunset Nude with Matisse Odalisque, 2003, oil on canvas, 120 x
100 in. (304.8 x 254 cm), The Estate of Tom, New York, Art © Estate of Tom
Wesselmann/Licensed by VAGA, New York, NY
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The present lot, Blue Nude Drawing (12/17/99), 1999 is a stunning
work from Wesselmann’s late series of paintings referred to as “canvas
drawings.” The series represents a more freehand approach for
Wesselmann, who painted this work directly upon the canvas as if it were
an enormous sketch pad rather than a pre-ordained canvas. The work is
stylistically defned by the thick, bold brushstrokes which outline basic
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Tom Wesselmann, Blue Nude Drawing (10/29/99), 1997-99, oil on canvas, 48 x 64 in. (121.9 x 162.6 cm), Art © Estate of Tom Wesselmann/Licensed by
VAGA, New York, NY

elements of the composition. The seated nude, with her hands folded upon
her knee, seems to recline on a brightly colored orange towel, placed just
so on a warm sandy beach. She is faceless with the exception of perfectly
rendered and highly stylized dark red lips. Wesselmann comments on
the absence of facial defnition in these works, “From the very beginning
I did not put faces on them, because I liked the painting to have a kind of
action that would sweep through it, and certain things would slow that
down: too much detail could slow it down. A face on the nude became like
a personality and changed the whole feel of the work, made it more like a
portrait nude and I didn’t like that” (Tom Wesselmann in T. Buchsteiner,
O. Letze, Tom Wesselmann, Ostfldern, 1996, p. 11) By intentionally leaving
out the fgure’s eyes, Wesselmann has in fact eliminated one of the most
seductive, on other occasions confrontational, elements associated
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with the history of the female nude: the gaze. With no alluring return
of the fgure’s gaze back to the viewer, a strange sense of anonymity
and remoteness prevails. The present lot thus balances abstraction and
disembodiment with pop sensuality. The depicted fgure’s folded form and
her bold outline, executed in a heavy dark blue, are also reminiscent of
Matisse’s blue nude cutouts of the early 1950’s. As the art historian Robert
Rosenblum observed, “Much as Goya or Manet translated Renaissance
Venuses into modern nudes who looked shockingly contemporary to the
19th century spectators, Wesselmann’s nudes bear the memories of this
long tradition, while undermining its venerability by relocating these
ancient sex goddesses in grassroots America.” (R. Rosenblum, “About Tom
Wesselmann,” Tom Wesselmann, Nudes and Abstracts, exh. cat., Robert
Miller Gallery, 2003)
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Keith haring 1958-1990
Pyramid, 1989
anodized aluminum
30 1/2 x 57 x 57 in. (77.5 x 144.8 x 144.8 cm)
Incised with the artist’s signature, dated and number “Keith Haring 89
11/15” on the underside. This work is number 11 from an edition of 15.
This work is accompanied by a letter from Schellmann Art at Lara Cocken
indicating the edition number.
Estimate $120,000-180,000
provenance
Schellmann Art at Lara Cocken, New York
Private Collection
exhibited
Phoenix, Phoenix Art Museum, Keith Haring, Andy Warhol and Walt
Disney, March 23 - May 12, 1991, then traveled to Tacoma, Tacoma Art
Museum (February 14 - March 29, 1992), Washington D.C., Corcoran
Gallery of Art (June 3 - August 15, 1992), Worchester, Massachusetts,
Worcester Art Museum (September 19 - December 6, 1992) (another
example exhibited)
New York, Pace Prints, Keith Haring, October 14, 2011 - January 7, 2012
(another example exhibited)
literature
Keith Haring, Andy Warhol and Walt Disney, exh. cat., Phoenix Art
Museum, Phoenix, 1992, pp. 188 - 189 (illustrated)

“Art is nothing if you don’t reach every segment of the people.”
KeITH HArING
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Jack Pierson b. 1960
The Crippled Beggar Knew a Priceless Secret, 2006
found metal, plastic and wood letters, glass, wax, wood, glazed ceramic,
artifcial fowers, paint, postcards, string, shell, incense sticks
installed 112 x 60 5/8 x 9 in (284.50 x 154 x 22.90 cm)
Signed, titled and dated “The Crippled Beggar Knew a Priceless Secret
2006 JACK PIERSON” on the reverse of the letter “T” from the word
“Secret.”
Estimate $80,000-120,000
provenance
Regen Projects, Los Angeles
exhibited
Los Angeles, Regen Projects, JACK PIERSON, April 13 - May 11, 2007

“The things people say are about longing and nostalgia, the subject
matter is always kind of out of reach, it’s either the past or the
future but what I make is the present.”
JACK PIERSON, 2012
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Mark Flood b. 1957
Announcement Frame, 2013
acrylic on canvas
60 x 40 in. (152.4 x 101.6 cm)
Signed, titled and dated “’ANNOUNCEMENT FRAME’ Mark Flood
2013” on the reverse.
Estimate $40,000-60,000
provenance
Zach Feuer Gallery, New York

“I don’t want to control how people think; I want to show them
how they are controlled by pictures.”
MARk FlOOd, 2012
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Christian rosa b. 1982
Flora or Floral, 2014
oil stick, oil paint, pencil, charcoal, oil on canvas
78 3/4 x 94 1/2 in. (200 x 240 cm.)
Estimate $40,000-60,000
provenance
Ibid Projects Ltd., London

“I’m trying to evolve my own language step by step and just to make
them basically look good for me, so I am happy.”
ChrIstIan rosa

Christian rosa has quickly gained notoriety as a new age abstract
expressionist. Gleaning visual motifs from such predecessors as Joan
Miro, Cy twombly and Wassily Kandinsky, rosa has created his own
language through a hieroglyphic alphabet of color and form. as seen in
the present lot, Flora or Floral, 2014, rosa’s isolated forms sail upon a bare
canvas, each shape or form is distinct from each other in texture, color,
medium and application. the dashing yellow line, blue scribbled box and
calligraphic black squiggles play together in a rhythm of originality and
whimsy. the mix and matched forms allow for a composition of endless
variety and highlight the strength of rosa’s physical mark making.
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In Flora or Floral we witness a kaleidoscopic celebration of botany. as we
gaze upon the canvas and read its narrative from lef to right, a brilliant
tale of emotional impulse scans across the surface. a jet-black calligraphic
form begins the sentence, as it jazzes to the right immediately intercepted
by a yellow dash of solidarity. Below this initial form, red, blue, pink and
green marks dance in visual splendor across the lower quadrant of the
painting. as we inch closer towards the picture’s edges, a cobalt blue
window lingers above a twisting and knotted web of ebony.
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Thomas heaTherwick b. 1970
“Extrusion” bench, 2012
extruded aluminum
29 x 51 1/2 x 23 1/4 in. (73.7 x 130.8 x 59.1 cm)
Produced by Heatherwick Studio, UK. Underside incised with Thomas
Heatherwick/BILLET 7 – EXTRUSION 3/JUNE 2012.
Estimate $60,000-80,000
provenance
Haunch of Venison, London
literature
Thomas Heatherwick: Extrusions, exh. cat., Haunch of Venison, London,
2009, similar examples from the series and the manufacturing process
illustrated throughout
Thomas Heatherwick and Maisie Rowe, Thomas Heatherwick: Making,
London, 2012, pp. 16-17, 504, 508-13 for similar examples from the series
and images documenting the process
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Thomas Heatherwick, UK Pavilion at Shanghai Expo 2010 © Thomas Heatherwick Studio © Iwan Baan

“Can you squeeze a chair out of a machine, the way you
squeeze toothpaste out of a tube?”
THOMAS HEATHERWICK

The present bench is the third extrusion by Thomas Heatherwick from
a single billet of aluminum. Forced through a large die, the aluminum
was cut into unique, unrepeatable sections and hand-polished. Waste
from “Billet 7” was recycled for future extrusions. Heatherwick conceived
his “Extrusion” benches over a twelve-year period dating from his
coursework at the Royal College of Art, London. He had intended to
create lengthy seating for public spaces such as airports and stations.
The process of creating his “Extrusions” implies infnity. As Heatherwick
states, he could in theory produce a work that “reached around the
planet to wherever it needed to go.”
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32
Ryan Sullivan b. 1983
September 1, 2009 - February 11, 2010, 2009-10
oil, latex on canvas
59 x 45 in. (149.9 x 114.3 cm)
Signed, titled and dated “Ryan Sullivan September 1, 2009 February 11, 2010 2010” on the reverse.
Estimate $50,000-70,000
provenance
Marc Selwyn Fine Art, Beverly Hills
exhibited
Beverly Hills, Marc Selwyn Fine Art, GROUP SHOW, Curated by
Clarissa Dalrymple, November 5 – December 18, 2010

“Seeing how things change as they dry keeps me coming in every
morning…I wouldn’t want to learn how to control that. It’s really
important to let a painting take on its own direction.”
RyAN SullivAN, 2013

in title, the present lot, September 1, 2009 - February 11, 2010, charts the
exact dates of the painting’s progression from a sparse blank canvas to a
radiating picture of brilliants peaks and valleys. By continually smearing
layers of paint and latex upon the horizontally placed canvas, Sullivan
allows the composition to form naturally over time. He explains that is he
has “always found the gesture in the hand to be incredibly problematic in
painting. ….a big focus of mine was how to remove the hand from painting.
i’m guiding the paint but there’s no brushwork, there’s no signature going
on.” (Ryan Sullivan in C. Bollen, “Art Ryan Sullivan,” Interview Magazine,
2013) September 1, 2009 - February 11, 2010, records the ripples and
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cracks of a rough terrain; executed in shadowy black and a burnt orange,
the canvas is reminiscent of a fery, singed, volcanic surface. Sullivan
explains that the unpredictability of this stunning visual outcome “is not
so theoretical. it’s not preordained. i want to take a lot of time to let stuf
happen, basically….When you have wet paint and dry paint and layers
moving, it’s something that i’m responding to.” (Ryan Sullivan in C. Bollen,
“Art Ryan Sullivan,” Interview Magazine, 2013) The fnal visual result is one
of swelling texture; the applied latex forms an oil paint skin over the canvas
that maps the vulnerable evolution of Sullivan’s artistic process.
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Thomas houseago b. 1972
Abstract Head I, 2009
Tuf-Cal, hemp, iron rebar, plywood, graphite, redwood
72 x 24 x 16 in. (182.9 x 61 x 40.6 cm)
Estimate $60,000-80,000
provenance
Michael Werner, New York
Private Collection
exhibited
Berlin, VENEKLASEN/WERNER, Aaron Curry & Thomas Houseago
‘TWOFACETWO,’ October 9 - December 19, 2009

“. . .when I see a face, I see Cubism in a face, right now we all do. We also
see cinema in a face, we also see advertising in a face. We see all these
things now that artists not even that long ago didn’t see. They looked
at a face diferently.”
ThOMAS hOuSEAgO, 2013
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Oscar TuazOn b. 1975
Untitled, 2012
rust, engine oil, charcoal, cement on canvas
65 x 65 in. (165.1 x 165.1 cm)
Signed and dated “Oscar Tuazon 2012” along the overlap.
Estimate $50,000-70,000
provenance
Jonathan Viner Gallery, London
Private Collection
Private Collection

“I hope that the efect of my work is mostly physical.
That’s what I like...having an experience of the weight
of things, or an experience of balance.”
OSCar TuazOn, 2010
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Rashid Johnson b. 1977
Bull, 2013
branded red oak fooring, black soap wax
60 1/2 x 60 1/2 in. (153.7 x 153.7 cm)
Signed “Rashid Johnson” on the reverse.
Estimate $80,000-120,000
provenance
David Kordansky Gallery, Los Angeles
Private Collection

“I think it’s interesting, the opportunity to produce a history,
whether that history is true or not.”
RAShiD JohnSon, 2013
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Franz West 1947-2012
Trog, 1997
metal, linen, foam
33 1/2 x 79 1/8 x 29 1/8 in. (85 x 201 x 74 cm)
this work is accompanied by an archival Confrmation document
issued by the Franz West Privatstifung archiv.
Estimate $60,000-80,000
provenance
Private Collection, Vienna, acquired directly from the artist
acquired directly from the above by the present owner

“When I was ffeen I went to Rome, and because I was alone there I
went to the Spanish Steps, where you could meet people.... From that
experience came this ideal of sitting in the art, like a goal of sitting in
the clouds: sitting in the art consuming life.”
Franz West, 2007
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which property is bought at auction. Please be advised that Phillips generally acts as
agent for the seller.
BUYER’S PREMIUM
Phillips charges the successful bidder a commission, or buyer’s premium, on the hammer
price of each lot sold. The buyer’s premium is payable by the buyer as part of the total
purchase price at the following rates: 25% of the hammer price up to and including
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1 PRIOR TO AUCTION
Catalogue Subscriptions
If you would like to purchase a catalogue for this auction or any other Phillips sale, please
contact us at +1 212 940 1240 or +44 20 7318 4010.
Pre-Sale Estimates
Pre-sale estimates are intended as a guide for prospective buyers. Any bid within the
high and low estimate range should, in our opinion, ofer a chance of success. However,
many lots achieve prices below or above the pre-sale estimates. Where “Estimate on
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The following key explains the symbols you may see inside this catalogue.
O ♦ Guaranteed Property
The seller of lots designated with the symbol O has been guaranteed a minimum price
fnanced solely by Phillips. Where the guarantee is provided by a third party or jointly by us
and a third party, the property will be denoted with the symbols O ♦. When a third party
has fnanced all or part of our fnancial interest in a lot, it assumes all or part of the risk that
the lot will not be sold and will be remunerated accordingly. The compensation will be a
fxed fee, a percentage of the hammer price or the buyer’s premium or some combination
of the foregoing. The third party may bid on the guaranteed lot during the auction. If the
third party is the successful bidder, the remuneration may be netted against the fnal
purchase price. If the lot is not sold, the third party may incur a loss.
∆ Property in Which Phillips Has an Ownership Interest
Lots with this symbol indicate that Phillips owns the lot in whole or in part or has an
economic interest in the lot equivalent to an ownership interest.
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No Reserve
Unless indicated by a •, all lots in this catalogue are ofered subject to a reserve. A reserve
is the confdential value established between Phillips and the seller and below which a
lot may not be sold. The reserve for each lot is generally set at a percentage of the low
estimate and will not exceed the low pre-sale estimate.

∑ Endangered Species

Lots with this symbol have been identifed at the time of cataloguing as containing
endangered or other protected species of wildlife which may be subject to restrictions
regarding export or import and which may require permits for export as well as import.
Please refer to Paragraph 4 of the Guide for Prospective Buyers and Paragraph 11 of the
Conditions of Sale.
2 BIDDING IN THE SALE

Pre-Sale Estimates in Pounds Sterling and Euros
Although the sale is conducted in US dollars, the pre-sale estimates in the auction
catalogues may also be printed in pounds sterling and/or euros. Since the exchange rate
is that at the time of catalogue production and not at the date of auction, you should
treat estimates in pounds sterling or euros as a guide only.
Catalogue Entries
Phillips may print in the catalogue entry the history of ownership of a work of art, as well
as the exhibition history of the property and references to the work in art publications.
While we are careful in the cataloguing process, provenance, exhibition and literature
references may not be exhaustive and in some cases we may intentionally refrain
from disclosing the identity of previous owners. Please note that all dimensions of the
property set forth in the catalogue entry are approximate.
Condition of Lots
Our catalogues include references to condition only in the descriptions of multiple works
(e.g., prints). Such references, though, do not amount to a full description of condition.
The absence of reference to the condition of a lot in the catalogue entry does not imply
that the lot is free from faults or imperfections. Solely as a convenience to clients, Phillips
may provide condition reports. In preparing such reports, our specialists assess the
condition in a manner appropriate to the estimated value of the property and the nature
of the auction in which it is included. While condition reports are prepared honestly and
carefully, our staf are not professional restorers or trained conservators. We therefore
encourage all prospective buyers to inspect the property at the pre-sale exhibitions and
recommend, particularly in the case of any lot of signifcant value, that you retain your
own restorer or professional advisor to report to you on the property’s condition prior to
bidding. Any prospective buyer of photographs or prints should always request a
condition report because all such property is sold unframed, unless otherwise indicated
in the condition report. If a lot is sold framed, Phillips accepts no liability for the condition
of the frame. If we sell any lot unframed, we will be pleased to refer the purchaser to a
professional framer.
Pre-Auction Viewing
Pre-auction viewings are open to the public and free of charge. Our specialists are
available to give advice and condition reports at viewings or by appointment.
Electrical and Mechanical Lots
All lots with electrical and/or mechanical features are sold on the basis of their decorative
value only and should not be assumed to be operative. It is essential that, prior to any
intended use, the electrical system is verifed and approved by a qualifed electrician.
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Bidding at Auction
Bids may be executed during the auction in person by paddle, by telephone, online or
prior to the sale in writing by absentee bid. Proof of identity in the form of government
issued identifcation will be required, as will an original signature. We may also require
that you furnish us with a bank reference.
Bidding in Person
To bid in person, you will need to register for and collect a paddle before the auction
begins. New clients are encouraged to register at least 48 hours in advance of a sale to
allow sufcient time for us to process your information. All lots sold will be invoiced to
the name and address to which the paddle has been registered and invoices cannot be
transferred to other names and addresses. Please do not misplace your paddle. In the
event you lose it, inform a Phillips staf member immediately. At the end of the auction,
please return your paddle to the registration desk.
Bidding by Telephone
If you cannot attend the auction, you may bid live on the telephone with one of our multilingual staf members. This service must be arranged at least 24 hours in advance of the
sale and is available for lots whose low pre-sale estimate is at least $1,000. Telephone
bids may be recorded. By bidding on the telephone, you consent to the recording of your
conversation. We suggest that you leave a maximum bid, excluding the buyer’s premium
and any applicable taxes, which we can execute on your behalf in the event we are unable
to reach you by telephone.
Online Bidding
If you cannot attend the auction in person, you may bid online on our online live bidding
platform available on our website at www.phillips.com (Flash plugin is required). You
must pre-register by clicking on ‘Buy’ in the drop-down menu under the ‘Buy and Sell’
button on the Home Page, then click on ‘pre-register’ under ‘ONLINE LIVE BIDDING.’ You
must pre-register at least 24 hours before the start of the auction in order to be approved
by our bid department. Please note that corporate frewalls may cause difculties for
online bidders.
Absentee Bids
If you are unable to attend the auction and cannot participate by telephone, Phillips will
be happy to execute written bids on your behalf. A bidding form can be found at the back
of this catalogue. This service is free and confdential. Bids must be placed in the currency
of the sale. Our staf will attempt to execute an absentee bid at the lowest possible
price taking into account the reserve and other bidders. Always indicate a maximum
bid, excluding the buyer’s premium and any applicable taxes. Unlimited bids will not be
accepted. Any absentee bid must be received at least 24 hours in advance of the sale. In
the event of identical bids, the earliest bid received will take precedence.
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Employee Bidding
Employees of Phillips and our afliated companies, including the auctioneer, may bid at the
auction by placing absentee bids so long as they do not know the reserve when submitting
their absentee bids and otherwise comply with our employee bidding procedures.
Bidding Increments
Bidding generally opens below the low estimate and advances in increments of up to
10%, subject to the auctioneer’s discretion. Absentee bids that do not conform to the
increments set below may be lowered to the next bidding increment.
$50 to $1,000
$1,000 to $2,000
$2,000 to $3,000
$3,000 to $5,000
$5,000 to $10,000
$10,000 to $20,000
$20,000 to $30,000
$30,000 to $50,000
$50,000 to $100,000
$100,000 to $200,000
above $200,000

by $50s
by $100s
by $200s
by $200s, 500, 800 (i.e., $4,200, 4,500, 4,800)
by $500s
by $1,000s
by $2,000s
by $2,000s, 5,000, 8,000
by $5,000s
by $10,000s
auctioneer’s discretion

The auctioneer may vary the increments during the course of the auction at his or her
own discretion.
3 THE AUCTION
Conditions of Sale
As noted above, the auction is governed by the Conditions of Sale and Authorship
Warranty. All prospective bidders should read them carefully. They may be amended by
saleroom addendum or auctioneer’s announcement.
Interested Parties Announcement
In situations where a person allowed to bid on a lot has a direct or indirect interest in such
lot, such as the benefciary or executor of an estate selling the lot, a joint owner of the
lot or a party providing or participating in a guarantee on the lot, Phillips will make an
announcement in the saleroom that interested parties may bid on the lot.

Loss or Damage
Buyers are reminded that Phillips accepts liability for loss or damage to lots for a
maximum of seven days following the auction.
Transport and Shipping
As a free service for buyers, Phillips will wrap purchased lots for hand carry only. We
will, at the buyer’s expense, either provide packing, handling and shipping services
or coordinate with shipping agents instructed by the buyer in order to facilitate such
services for property purchased at Phillips. Please refer to Paragraph 7 of the Conditions
of Sale for more information.
Export and Import Licenses
Before bidding for any property, prospective bidders are advised to make independent
inquiries as to whether a license is required to export the property from the United States
or to import it into another country. It is the buyer’s sole responsibility to comply with all
import and export laws and to obtain any necessary licenses or permits. The denial of any
required license or permit or any delay in obtaining such documentation will not justify
the cancellation of the sale or any delay in making full payment for the lot.
Endangered Species
Items made of or incorporating plant or animal material, such as coral, crocodile,
ivory, whalebone, Brazilian rosewood, rhinoceros horn or tortoiseshell, irrespective
of age, percentage or value, may require a license or certifcate prior to exportation
and additional licenses or certifcates upon importation to any foreign country. Please
note that the ability to obtain an export license or certifcate does not ensure the
ability to obtain an import license or certifcate in another country, and vice versa. We
suggest that prospective bidders check with their own government regarding wildlife
import requirements prior to placing a bid. It is the buyer’s sole responsibility to obtain
any necessary export or import licenses or certifcates as well as any other required
documentation. Please note that lots containing potentially regulated plant or animal
material are marked as a convenience to our clients, but Phillips does not accept liability
for errors or for failing to mark lots containing protected or regulated species.

Consecutive and Responsive Bidding; No Reserve Lots
The auctioneer may open the bidding on any lot by placing a bid on behalf of the seller.
The auctioneer may further bid on behalf of the seller up to the amount of the reserve by
placing consecutive bids or bids in response to other bidders. If a lot is ofered without
reserve, unless there are already competing absentee bids, the auctioneer will generally
open the bidding at 50% of the lot’s low pre-sale estimate. In the absence of a bid at
that level, the auctioneer will proceed backwards at his or her discretion until a bid is
recognized and will then advance the bidding from that amount. Absentee bids on no
reserve lots will, in the absence of a higher bid, be executed at approximately 50% of the
low pre-sale estimate or at the amount of the bid if it is less than 50% of the low pre-sale
estimate. If there is no bid whatsoever on a no reserve lot, the auctioneer may deem
such lot unsold.
4 AFTER THE AUCTION
Payment
Buyers are required to pay for purchases immediately following the auction unless other
arrangements are agreed with Phillips in writing in advance of the sale. Payment must
be made in US dollars either by cash, check drawn on a US bank or wire transfer, as noted
in Paragraph 6 of the Conditions of Sale. It is our corporate policy not to make or accept
single or multiple payments in cash or cash equivalents in excess of US$10,000.
Credit Cards
As a courtesy to clients, Phillips will accept American Express, Visa and Mastercard to
pay for invoices of $100,000 or less. A processing fee will apply.
Collection
It is our policy to request proof of identity on collection of a lot. A lot will be released to
the buyer or the buyer’s authorized representative when Phillips has received full and
cleared payment and we are not owed any other amount by the buyer. Promptly afer the
auction, we will transfer all lots to our warehouse located at 29-09 37th Avenue in Long
Island City, Queens, New York. All purchased lots should be collected at this location
during our regular weekday business hours. As a courtesy to clients, we will upon request
transfer purchased lots suitable for hand carry back to our premises at 450 Park Avenue,
New York, New York for collection within 30 days following the date of the auction. We
will levy removal, interest, storage and handling charges on uncollected lots.
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CONDITIONS OF SALE
The Conditions of Sale and Authorship Warranty set forth below govern the relationship
between bidders and buyers, on the one hand, and Phillips and sellers, on the other hand.
All prospective buyers should read these Conditions of Sale and Authorship Warranty
carefully before bidding.
1 INTRODUCTION
Each lot in this catalogue is ofered for sale and sold subject to: (a) the Conditions of Sale
and Authorship Warranty; (b) additional notices and terms printed in other places in
this catalogue, including the Guide for Prospective Buyers, and (c) supplements to this
catalogue or other written material posted by Phillips in the saleroom, in each case as
amended by any addendum or announcement by the auctioneer prior to the auction.
By bidding at the auction, whether in person, through an agent, by written bid, by
telephone bid or other means, bidders and buyers agree to be bound by these Conditions
of Sale, as so changed or supplemented, and Authorship Warranty.
These Conditions of Sale, as so changed or supplemented, and Authorship Warranty
contain all the terms on which Phillips and the seller contract with the buyer.
2 PHILLIPS AS AGENT
Phillips acts as an agent for the seller, unless otherwise indicated in this catalogue or at
the time of auction. On occasion, Phillips may own a lot directly, in which case we will act
in a principal capacity as a consignor, or a company afliated with Phillips may own a lot,
in which case we will act as agent for that company, or Phillips or an afliated company
may have a legal, benefcial or fnancial interest in a lot as a secured creditor
or otherwise.
3 CATALOGUE DESCRIPTIONS AND CONDITION OF PROPERTY
Lots are sold subject to the Authorship Warranty, as described in the catalogue (unless
such description is changed or supplemented, as provided in Paragraph 1 above) and in
the condition that they are in at the time of the sale on the following basis.
(a) The knowledge of Phillips in relation to each lot is partially dependent on information
provided to us by the seller, and Phillips is not able to and does not carry out exhaustive
due diligence on each lot. Prospective buyers acknowledge this fact and accept
responsibility for carrying out inspections and investigations to satisfy themselves
as to the lots in which they may be interested. Notwithstanding the foregoing, we
shall exercise such reasonable care when making express statements in catalogue
descriptions or condition reports as is consistent with our role as auctioneer of lots in
this sale and in light of (i) the information provided to us by the seller, (ii) scholarship and
technical knowledge and (iii) the generally accepted opinions of relevant experts, in each
case at the time any such express statement is made.
(b) Each lot ofered for sale at Phillips is available for inspection by prospective
buyers prior to the auction. Phillips accepts bids on lots on the basis that bidders (and
independent experts on their behalf, to the extent appropriate given the nature and
value of the lot and the bidder’s own expertise) have fully inspected the lot prior to
bidding and have satisfed themselves as to both the condition of the lot and the accuracy
of its description.
(c) Prospective buyers acknowledge that many lots are of an age and type which
means that they are not in perfect condition. As a courtesy to clients, Phillips may
prepare and provide condition reports to assist prospective buyers when they are
inspecting lots. Catalogue descriptions and condition reports may make reference
to particular imperfections of a lot, but bidders should note that lots may have other
faults not expressly referred to in the catalogue or condition report. All dimensions are
approximate. Illustrations are for identifcation purposes only and cannot be used as
precise indications of size or to convey full information as to the actual condition of lots.
(d) Information provided to prospective buyers in respect of any lot, including any
pre-sale estimate, whether written or oral, and information in any catalogue, condition
or other report, commentary or valuation, is not a representation of fact but rather a
statement of opinion held by Phillips. Any pre-sale estimate may not be relied on as a
prediction of the selling price or value of the lot and may be revised from time to time
by Phillips in our absolute discretion. Neither Phillips nor any of our afliated companies
shall be liable for any diference between the pre-sale estimates for any lot and the actual
price achieved at auction or upon resale.
4 BIDDING AT AUCTION
(a) Phillips has absolute discretion to refuse admission to the auction or participation
in the sale. All bidders must register for a paddle prior to bidding, supplying such
information and references as required by Phillips.
(b) As a convenience to bidders who cannot attend the auction in person, Phillips may, if
so instructed by the bidder, execute written absentee bids on a bidder’s behalf. Absentee
bidders are required to submit bids on the Absentee Bid Form, a copy of which is printed
in this catalogue or otherwise available from Phillips. Bids must be placed in the currency
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of the sale. The bidder must clearly indicate the maximum amount he or she intends to
bid, excluding the buyer’s premium and any applicable sales or use taxes. The auctioneer
will not accept an instruction to execute an absentee bid which does not indicate such
maximum bid. Our staf will attempt to execute an absentee bid at the lowest possible
price taking into account the reserve and other bidders. Any absentee bid must be
received at least 24 hours in advance of the sale. In the event of identical bids, the earliest
bid received will take precedence.
(c) Telephone bidders are required to submit bids on the Telephone Bid Form, a copy of
which is printed in this catalogue or otherwise available from Phillips. Telephone bidding
is available for lots whose low pre-sale estimate is at least $1,000. Phillips reserves the
right to require written confrmation of a successful bid from a telephone bidder by fax or
otherwise immediately afer such bid is accepted by the auctioneer. Telephone bids may
be recorded and, by bidding on the telephone, a bidder consents to the recording of the
conversation.
(d) Bidders may participate in an auction by bidding online through Phillips’s online live
bidding platform available on our website at www.phillips.com. To bid online, bidders
must register online at least 24 hours before the start of the auction. Online bidding
is subject to approval by Phillips’s bid department in our sole discretion. As noted in
Paragraph 3 above, Phillips encourages online bidders to inspect prior to the auction
any lot(s) on which they may bid, and condition reports are available upon request.
Bidding in a live auction can progress quickly. To ensure that online bidders are not
placed at a disadvantage when bidding against bidders in the room or on the telephone,
the procedure for placing bids through Phillips’s online bidding platform is a one-step
process. By clicking the bid button on the computer screen, a bidder submits a bid.
Online bidders acknowledge and agree that bids so submitted are fnal and may not
under any circumstances be amended or retracted. During a live auction, when bids other
than online bids are placed, they will be displayed on the online bidder’s computer screen
as ‘foor,’ ‘phone’ or ‘paddle no’ bids. ‘Floor’ bids include bids made by the auctioneer
to protect the reserve. In the event that an online bid and a ‘foor’ or ‘phone’ bid are
identical, the ‘foor’ or ‘phone’ bid will take precedence. The next bidding increment is
shown for the convenience of online bidders under the bid button. The bidding increment
available to online bidders may vary from the next bid actually taken by the auctioneer,
as the auctioneer may deviate from Phillips’s standard increments at any time at his or
her discretion, but an online bidder may only place a bid in a whole bidding increment.
Phillips’s bidding increments are published in the Guide for Prospective Buyers.
(e) When making a bid, whether in person, by absentee bid, on the telephone or online,
a bidder accepts personal liability to pay the purchase price, as described more fully
in Paragraph 6 (a) below, plus all other applicable charges unless it has been explicitly
agreed in writing with Phillips before the commencement of the auction that the bidder
is acting as agent on behalf of an identifed third party acceptable to Phillips and that we
will only look to the principal for such payment.
(f) By participating in the auction, whether in person, by absentee bid, on the telephone
or online, each prospective buyer represents and warrants that any bids placed by such
person, or on such person’s behalf, are not the product of any collusive or other anticompetitive agreement and are otherwise consistent with federal and state antitrust law.
(g) Arranging absentee, telephone and online bids is a free service provided by Phillips
to prospective buyers. While we undertake to exercise reasonable care in undertaking
such activity, we cannot accept liability for failure to execute such bids except where such
failure is caused by our willful misconduct.
(h) Employees of Phillips and our afliated companies, including the auctioneer, may bid
at the auction by placing absentee bids so long as they do not know the reserve when
submitting their absentee bids and otherwise comply with our employee bidding procedures.
5 CONDUCT OF THE AUCTION
(a) Unless otherwise indicated by the symbol •, each lot is ofered subject to a reserve,
which is the confdential minimum selling price agreed by Phillips with the seller. The
reserve will not exceed the low pre-sale estimate at the time of the auction.
(b) The auctioneer has discretion at any time to refuse any bid, withdraw any lot, re-ofer
a lot for sale (including afer the fall of the hammer) if he or she believes there may be
error or dispute and take such other action as he or she deems reasonably appropriate.
Phillips shall have no liability whatsoever for any such action taken by the auctioneer. If
any dispute arises afer the sale, our sale record is conclusive. The auctioneer may accept
bids made by a company afliated with Phillips provided that the bidder does not know
the reserve placed on the lot.
(c) The auctioneer will commence and advance the bidding at levels and in increments he
or she considers appropriate. In order to protect the reserve on any lot, the auctioneer
may place one or more bids on behalf of the seller up to the reserve without indicating he
or she is doing so, either by placing consecutive bids or bids in response to other bidders.
If a lot is ofered without reserve, unless there are already competing absentee bids,
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the auctioneer will generally open the bidding at 50% of the lot’s low pre-sale estimate.
In the absence of a bid at that level, the auctioneer will proceed backwards at his or her
discretion until a bid is recognized and will then advance the bidding from that amount.
Absentee bids on no reserve lots will, in the absence of a higher bid, be executed at
approximately 50% of the low pre-sale estimate or at the amount of the bid if it is less
than 50% of the low pre-sale estimate. If there is no bid whatsoever on a no reserve lot,
the auctioneer may deem such lot unsold.
(d) The sale will be conducted in US dollars and payment is due in US dollars. For the
beneft of international clients, pre-sale estimates in the auction catalogue may be
shown in pounds sterling and/or euros and, if so, will refect approximate exchange rates.
Accordingly, estimates in pounds sterling or euros should be treated only as a guide. If a
currency converter is operated during the sale, it is done so as a courtesy to bidders, but
Phillips accepts no responsibility for any errors in currency conversion calculation.
(e) Subject to the auctioneer’s reasonable discretion, the highest bidder accepted by the
auctioneer will be the buyer and the striking of the hammer marks the acceptance of the
highest bid and the conclusion of a contract for sale between the seller and the buyer.
Risk and responsibility for the lot passes to the buyer as set forth in Paragraph 7 below.
(f) If a lot is not sold, the auctioneer will announce that it has been “passed,”
“withdrawn,” “returned to owner” or “bought-in.”
(g) Any post-auction sale of lots ofered at auction shall incorporate these Conditions of
Sale and Authorship Warranty as if sold in the auction.
6 PURCHASE PRICE AND PAYMENT
(a) The buyer agrees to pay us, in addition to the hammer price of the lot, the buyer’s
premium and any applicable sales tax (the “Purchase Price”). The buyer’s premium
is 25% of the hammer price up to and including $100,000, 20% of the portion of the
hammer price above $100,000 up to and including $2,000,000 and 12% of the portion
of the hammer price above $2,000,000. Phillips reserves the right to pay from our
compensation an introductory commission to one or more third parties for assisting in
the sale of property ofered and sold at auction.
(b) Sales tax, use tax and excise and other taxes are payable in accordance with
applicable law. All prices, fees, charges and expenses set out in these Conditions of Sale
are quoted exclusive of applicable taxes. Phillips will only accept valid resale certifcates
from US dealers as proof of exemption from sales tax. All foreign buyers should contact
the Client Accounting Department about tax matters.
(c) Unless otherwise agreed, a buyer is required to pay for a purchased lot immediately
following the auction regardless of any intention to obtain an export or import license
or other permit for such lot. Payments must be made by the invoiced party in US dollars
either by cash, check drawn on a US bank or wire transfer, as follows:
(i) Phillips will accept payment in cash provided that the total amount paid in cash or
cash equivalents does not exceed US$10,000. Buyers paying in cash should do so in
person at our Client Accounting Desk at 450 Park Avenue during regular weekday
business hours.
(ii) Personal checks and banker’s drafs are accepted if drawn on a US bank and the
buyer provides to us acceptable government issued identifcation. Checks and banker’s
drafs should be made payable to “Phillips.” If payment is sent by mail, please send the
check or banker’s draf to the attention of the Client Accounting Department at 450
Park Avenue, New York, NY 10022 and make sure that the sale and lot number is written
on the check. Checks or banker’s drafs drawn by third parties will not be accepted.
(iii) Payment by wire transfer may be sent directly to Phillips. Bank transfer details:
Citibank
322 West 23rd Street, New York, NY 10011
SWIFT Code: CITIUS33
ABA Routing: 021 000 089
For the account of Phillips
Account no.: 58347736
Please reference the relevant sale and lot number.
(d) As a courtesy to clients, Phillips will accept American Express, Visa and Mastercard to
pay for invoices of $100,000 or less. A processing fee will apply.

7 COLLECTION OF PROPERTY
(a) Phillips will not release a lot to the buyer until we have received payment of its
Purchase Price in full in cleared funds, the buyer has paid all outstanding amounts due
to Phillips or any of our afliated companies, including any charges payable pursuant
to Paragraph 8 (a) below, and the buyer has satisfed such other terms as we in our sole
discretion shall require, including completing any anti-money laundering or anti-terrorism
fnancing checks. As soon as a buyer has satisfed all of the foregoing conditions, he or she
should contact our Shipping Department at +1 212 940 1372 or +1 212 940 1373 to arrange
for collection of purchased property.
(b) The buyer must arrange for collection of a purchased lot within seven days of the
date of the auction. Promptly afer the auction, we will transfer all lots to our warehouse
located at 29-09 37th Avenue in Long Island City, Queens, New York. All purchased lots
should be collected at this location during our regular weekday business hours. As a
courtesy to clients, Phillips will upon request transfer on a bi-weekly basis purchased
lots suitable for hand-carry back to our premises at 450 Park Avenue, New York, New
York for collection within 30 days following the date of the auction. Purchased lots are
at the buyer’s risk, including the responsibility for insurance, from the earlier to occur of
(i) the date of collection or (ii) seven days afer the auction. Until risk passes, Phillips will
compensate the buyer for any loss or damage to a purchased lot up to a maximum of the
Purchase Price paid, subject to our usual exclusions for loss or damage to property.
(c) As a courtesy to clients, Phillips will, without charge, wrap purchased lots for handcarry only. We will, at the buyer’s expense, either provide packing, handling, insurance
and shipping services or coordinate with shipping agents instructed by the buyer in order
to facilitate such services for property bought at Phillips. Any such instruction, whether
or not made at our recommendation, is entirely at the buyer’s risk and responsibility, and
we will not be liable for acts or omissions of third party packers or shippers. Third party
shippers should contact us by telephone at +1 212 940 1376 or by fax at +1 212 924 6477 at
least 24 hours in advance of collection in order to schedule pickup.
(d) Phillips will require presentation of government issued identifcation prior to release of
a lot to the buyer or the buyer’s authorized representative.
8 FAILURE TO COLLECT PURCHASES
(a) If the buyer pays the Purchase Price but fails to collect a purchased lot within 30 days of
the auction, the buyer will incur a late collection fee of $10 per day for each uncollected lot.
Additional charges may apply to oversized lots. We will not release purchased lots to the
buyer until all such charges have been paid in full.
(b) If a purchased lot is paid for but not collected within six months of the auction, the
buyer authorizes Phillips, upon notice, to arrange a resale of the item by auction or private
sale, with estimates and a reserve set at Phillips’s reasonable discretion. The proceeds of
such sale will be applied to pay for storage charges and any other outstanding costs and
expenses owed by the buyer to Phillips or our afliated companies and the remainder will
be forfeited unless collected by the buyer within two years of the original auction.
9 REMEDIES FOR NON-PAYMENT
(a) Without prejudice to any rights the seller may have, if the buyer without prior
agreement fails to make payment of the Purchase Price for a lot in cleared funds within
seven days of the auction, Phillips may in our sole discretion exercise one or more of the
following remedies: (i) store the lot at Phillips’s premises or elsewhere at the buyer’s sole
risk and expense at the same rates as set forth in Paragraph 8 (a) above; (ii) cancel the sale
of the lot, retaining any partial payment of the Purchase Price as liquidated damages; (iii)
reject future bids from the buyer or render such bids subject to payment of a deposit; (iv)
charge interest at 12% per annum from the date payment became due until the date the
Purchase Price is received in cleared funds; (v) subject to notifcation of the buyer, exercise
a lien over any of the buyer’s property which is in the possession of Phillips and instruct
our afliated companies to exercise a lien over any of the buyer’s property which is in their
possession and, in each case, no earlier than 30 days from the date of such notice, arrange
the sale of such property and apply the proceeds to the amount owed to Phillips or any of
our afliated companies afer the deduction from sale proceeds of our standard vendor’s
commission and all sale-related expenses; (vi) resell the lot by auction or private sale, with
estimates and a reserve set at Phillips reasonable discretion, it being understood that in
the event such resale is for less than the original hammer price and buyer’s premium for
that lot, the buyer will remain liable for the shortfall together with all costs incurred in
such resale; (vii) commence legal proceedings to recover the hammer price and buyer’s
premium for that lot, together with interest and the costs of such proceedings; (viii) set
of the outstanding amount remaining unpaid by the buyer against any amounts which we
or any of our afliated companies may owe the buyer in any other transactions; (ix) release
the name and address of the buyer to the seller to enable the seller to commence legal
proceedings to recover the amounts due and legal costs or (x) take such other action as we
deem necessary or appropriate.

(e) Title in a purchased lot will not pass until Phillips has received the Purchase Price for
that lot in cleared funds. Phillips is not obliged to release a lot to the buyer until title in the
lot has passed and appropriate identifcation has been provided, and any earlier release
does not afect the passing of title or the buyer’s unconditional obligation to pay the
Purchase Price.
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(b) As security to us for full payment by the buyer of all outstanding amounts due to
Phillips and our afliated companies, Phillips retains, and the buyer grants to us, a
security interest in each lot purchased at auction by the buyer and in any other property
or money of the buyer in, or coming into, our possession or the possession of one of
our afliated companies. We may apply such money or deal with such property as the
Uniform Commercial Code or other applicable law permits a secured creditor to do. In
the event that we exercise a lien over property in our possession because the buyer is
in default to one of our afliated companies, we will so notify the buyer. Our security
interest in any individual lot will terminate upon actual delivery of the lot to the buyer or
the buyer’s agent.
(c) In the event the buyer is in default of payment to any of our afliated companies, the
buyer also irrevocably authorizes Phillips to pledge the buyer’s property in our possession
by actual or constructive delivery to our afliated company as security for the payment of
any outstanding amount due. Phillips will notify the buyer if the buyer’s property has been
delivered to an afliated company by way of pledge.
10 RESCISSION BY PHILLIPS
Phillips shall have the right, but not the obligation, to rescind a sale without notice
to the buyer if we reasonably believe that there is a material breach of the seller’s
representations and warranties or the Authorship Warranty or an adverse claim is made
by a third party. Upon notice of Phillips’s election to rescind the sale, the buyer will
promptly return the lot to Phillips, and we will then refund the Purchase Price paid to
us. As described more fully in Paragraph 13 below, the refund shall constitute the sole
remedy and recourse of the buyer against Phillips and the seller with respect to such
rescinded sale.
11 EXPORT, IMPORT AND ENDANGERED SPECIES LICENSES AND PERMITS
Before bidding for any property, prospective buyers are advised to make their own
inquiries as to whether a license is required to export a lot from the US or to import it into
another country. Prospective buyers are advised that some countries prohibit the import
of property made of or incorporating plant or animal material, such as coral, crocodile,
ivory, whalebone, Brazilian rosewood, rhinoceros horn or tortoiseshell, irrespective of
age, percentage or value. Accordingly, prior to bidding, prospective buyers considering
export of purchased lots should familiarize themselves with relevant export and import
regulations of the countries concerned. It is solely the buyer’s responsibility to comply
with these laws and to obtain any necessary export, import and endangered species
licenses or permits. Failure to obtain a license or permit or delay in so doing will not
justify the cancellation of the sale or any delay in making full payment for the lot. As
a courtesy to clients, Phillips has marked in the catalogue lots containing potentially
regulated plant or animal material, but we do not accept liability for errors or for failing to
mark lots containing protected or regulated species.
12 DATA PROTECTION
(a) In connection with the supply of auction and related services, or as required by law,
Phillips may ask clients to provide personal data. Phillips may take and retain a copy of
government-issued identifcation such as a passport or driver’s license. We will use your
personal data (i) to provide auction and related services; (ii) to enforce these Conditions
of Sale; (iii) to carry out identity and credit checks; (iv) to implement and improve the
management and operations of our business and (v) for other purposes set out in our
Privacy Policy published on the Phillips website at www.phillips.com (the ‘Privacy Policy’)
and available on request by emailing dataprotection@phillips.com. By agreeing to these
Conditions of Sale, you consent to our use of your personal data, including sensitive
personal data, in accordance with the Privacy Policy. The personal data we may collect
and process is listed, and sensitive personal data is defned, in our Privacy Policy. Phillips
may also, from time to time, send you promotional and marketing materials about us
and our services. If you would prefer not to receive such information, please email us at
dataprotection@phillips.com. Please also email us at this address to receive information
about your personal data or to advise us if the personal data we hold about you is
inaccurate or out of date.
(b) In order to provide our services, we may disclose your personal data to third parties,
including professional advisors, shippers and credit agencies. We will disclose, share
with and transfer your personal data to Phillips’s afliated persons (natural or legal) for
administration, sale and auction related purposes. You expressly consent to such transfer
of your personal data. We will not sell, rent or otherwise transfer any of your personal
data to third parties except as otherwise expressly provided in this Paragraph 12.
(c) Phillips’s premises may be subject to video surveillance and recording. Telephone
calls (e.g., telephone bidding) may also be recorded. We may process that information in
accordance with our Privacy Policy.
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13 LIMITATION OF LIABILITY
(a) Subject to subparagraph (e) below, the total liability of Phillips, our afliated
companies and the seller to the buyer in connection with the sale of a lot shall be limited
to the Purchase Price actually paid by the buyer for the lot.
(b) Except as otherwise provided in this Paragraph 13, none of Phillips, any of our
afliated companies or the seller (i) is liable for any errors or omissions, whether orally
or in writing, in information provided to prospective buyers by Phillips or any of our
afliated companies or (ii) accepts responsibility to any bidder in respect of acts or
omissions, whether negligent or otherwise, by Phillips or any of our afliated companies
in connection with the conduct of the auction or for any other matter relating to the sale
of any lot.
(c) All warranties other than the Authorship Warranty, express or implied, including any
warranty of satisfactory quality and ftness for purpose, are specifcally excluded by
Phillips, our afliated companies and the seller to the fullest extent permitted by law.
(d) Subject to subparagraph (e) below, none of Phillips, any of our afliated companies
or the seller shall be liable to the buyer for any loss or damage beyond the refund of the
Purchase Price referred to in subparagraph (a) above, whether such loss or damage is
characterized as direct, indirect, special, incidental or consequential, or for the payment
of interest on the Purchase Price to the fullest extent permitted by law.
(e) No provision in these Conditions of Sale shall be deemed to exclude or limit the
liability of Phillips or any of our afliated companies to the buyer in respect of any fraud or
fraudulent misrepresentation made by any of us or in respect of death or personal injury
caused by our negligent acts or omissions.
14 COPYRIGHT
The copyright in all images, illustrations and written materials produced by or for Phillips
relating to a lot, including the contents of this catalogue, is and shall remain at all times
the property of Phillips and such images and materials may not be used by the buyer
or any other party without our prior written consent. Phillips and the seller make no
representations or warranties that the buyer of a lot will acquire any copyright or other
reproduction rights in it.
15 GENERAL
(a) These Conditions of Sale, as changed or supplemented as provided in Paragraph
1 above, and Authorship Warranty set out the entire agreement between the parties
with respect to the transactions contemplated herein and supersede all prior and
contemporaneous written, oral or implied understandings, representations and
agreements.
(b) Notices to Phillips shall be in writing and addressed to the department in charge of
the sale, quoting the reference number specifed at the beginning of the sale catalogue.
Notices to clients shall be addressed to the last address notifed by them in writing to
Phillips.
(c) These Conditions of Sale are not assignable by any buyer without our prior written
consent but are binding on the buyer’s successors, assigns and representatives.
(d) Should any provision of these Conditions of Sale be held void, invalid or unenforceable
for any reason, the remaining provisions shall remain in full force and efect. No failure
by any party to exercise, nor any delay in exercising, any right or remedy under these
Conditions of Sale shall act as a waiver or release thereof in whole or in part.
16 LAW AND JURISDICTION
(a) The rights and obligations of the parties with respect to these Conditions of Sale and
Authorship Warranty, the conduct of the auction and any matters related to any of the
foregoing shall be governed by and interpreted in accordance with laws of the State of
New York, excluding its conficts of law rules.
(b) Phillips, all bidders and all sellers agree to the exclusive jurisdiction of the (i) state
courts of the State of New York located in New York City and (ii) the federal courts for the
Southern and Eastern Districts of New York to settle all disputes arising in connection
with all aspects of all matters or transactions to which these Conditions of Sale and
Authorship Warranty relate or apply.
(c) All bidders and sellers irrevocably consent to service of process or any other
documents in connection with proceedings in any court by facsimile transmission,
personal service, delivery by mail or in any other manner permitted by New York law or
the law of the place of service, at the last address of the bidder or seller known to Phillips.
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AUTHORSHIP WARRANTY
Phillips warrants the authorship of property in this auction catalogue described in
headings in BOLD or CAPITALIZED type for a period of fve years from date of sale by
Phillips, subject to the exclusions and limitations set forth below.
(a) Phillips gives this Authorship Warranty only to the original buyer of record (i.e., the
registered successful bidder) of any lot. This Authorship Warranty does not extend to
(i) subsequent owners of the property, including purchasers or recipients by way of gif
from the original buyer, heirs, successors, benefciaries and assigns; (ii) property where
the description in the catalogue states that there is a confict of opinion on the authorship
of the property; (iii) property where our attribution of authorship was on the date of sale
consistent with the generally accepted opinions of specialists, scholars or other experts;
(iv) property whose description or dating is proved inaccurate by means of scientifc
methods or tests not generally accepted for use at the time of the publication of the
catalogue or which were at such time deemed unreasonably expensive or impractical to
use or likely in our reasonable opinion to have caused damage or loss in value to the lot or
(v) property where there has been no material loss in value from the value of the lot had it
been as described in the heading of the catalogue entry.
(b) In any claim for breach of the Authorship Warranty, Phillips reserves the right, as
a condition to rescinding any sale under this warranty, to require the buyer to provide
to us at the buyer’s expense the written opinions of two recognized experts approved
in advance by Phillips. We shall not be bound by any expert report produced by the
buyer and reserve the right to consult our own experts at our expense. If Phillips agrees
to rescind a sale under the Authorship Warranty, we shall refund to the buyer the
reasonable costs charged by the experts commissioned by the buyer and approved in
advance by us.
(c) Subject to the exclusions set forth in subparagraph (a) above, the buyer may bring
a claim for breach of the Authorship Warranty provided that (i) he or she has notifed
Phillips in writing within three months of receiving any information which causes
the buyer to question the authorship of the lot, specifying the auction in which the
property was included, the lot number in the auction catalogue and the reasons why the
authorship of the lot is being questioned and (ii) the buyer returns the lot to Phillips to
the saleroom in which it was purchased in the same condition as at the time of its auction
and is able to transfer good and marketable title in the lot free from any third party claim
arising afer the date of the auction. Phillips has discretion to waive any of the foregoing
requirements set forth in this subparagraph (c) or subparagraph (b) above.
(d) The buyer understands and agrees that the exclusive remedy for any breach of the
Authorship Warranty shall be rescission of the sale and refund of the original Purchase
Price paid. This remedy shall constitute the sole remedy and recourse of the buyer
against Phillips, any of our afliated companies and the seller and is in lieu of any other
remedy available as a matter of law or equity. This means that none of Phillips, any
of our afliated companies or the seller shall be liable for loss or damage beyond the
remedy expressly provided in this Authorship Warranty, whether such loss or damage is
characterized as direct, indirect, special, incidental or consequential, or for the payment
of interest on the original Purchase Price.
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450 Park Avenue New York 10022
PHILLIPS.COM +1 212 940 1200
bidsnew york@phillips.com

TELEPHONE AND ABSENTEE BID FORM
PLEASE RETURN THIS FORM BY FAX TO +1 212 924 1749 OR EMAIL IT TO BIDSNEWYORK@PHILLIPS.COM
AT LEAST 24 HOURS BEFORE THE SALE. PLEASE READ CAREFULLY THE INFORMATION IN THE RIGHT
COLUMN AND NOTE THAT IT IS IMPORTANT THAT YOU INDICATE WHETHER YOU ARE APPLYING AS AN
INDIVIDUAL OR ON BEHALF OF A COMPANY.
Please select the type of bid you wish to make with this form (please select one):

ABSENTEE BID FORM
TELEPHONE BID FORM

AS A PRIVATE INDIVIDUAL
ON BEHALF OF A COMPANY

Title

• If you cannot attend the sale, we can execute bids
confidentially on your behalf.

Sale Number
First Name

Sale Date

Surname
Account Number

Company (if applicable)
Address

City

State/Country

Phone

Mobile

Email

Fax

• For absentee bids, indicate your maximum limit for each lot,
excluding the buyer’s premium and any applicable sales or
use tax. Your bid will be executed at the lowest price taking
into account the reserve and other bidders. On no reserve
lots, in the absence of other bids, your bid will be executed
at approximately 50% of the low pre-sale estimate or at the
amount specified, if less than 50% of the low estimate.

Phone (for Phone Bidding only)
Brief Description

US $ Limit*

In Consecutive Order

• Phillips charges the successful bidder a commission, or
buyer’s premium, on the hammer price of each lot sold.
The buyer’s premium is payable by the buyer as part of
the total purchase price at the following rates: 25% of
the hammer price up to and including $100,000, 20% of
the portion of the hammer price above $100,000 up to
and including $2,000,000 and 12% of the portion of the
hammer price above $2,000,000 on each lot sold.
• “Buy” or unlimited bids will not be accepted. Alternative bids
can be placed by using the word “OR” between lot numbers.

Zip Code

Lot Number

• COMPANY PURCHASES: If you are buying under
a business entity we require a copy of government-issued
identification (such as a resale certificate, corporate bank
information or the certificate of incorporation) to verify
the status of the company.
• CONDITIONS OF SALE All bids are placed and executed,
and all lots are sold and purchased, subject to the
Conditions of Sale printed in the catalogue. Please read
them carefully before placing a bid. Your attention is
drawn to Paragraph 4 of the Conditions of Sale.

Please indicate in what capacity you will be bidding (please select one):

Sale Title

• PRIVATE PURCHASES: Proof of identity in the form of
government-issued identification will be required.

Absentee Bids Only

• Your bid must be submitted in the currency of the sale and
will be rounded down to the nearest amount consistent
with the auctioneer’s bidding increments.
• If we receive identical bids, the first bid received will take
precedence.
• Arranging absentee and telephone bids is a free service
provided by us to prospective buyers. While we will
exercise reasonable care in undertaking such activity, we
cannot accept liability for errors relating to execution of
your bids except in cases of willful misconduct. Agreement
to bid by telephone must be confirmed by you promptly in
writing or by fax. Telephone bid lines may be recorded.
• Please submit your bids to the Bid Department by fax at
+1 212 924 1749 or scan and email to bidsnewyork@phillips.
com at least 24 hours before the sale. You will receive
confirmation by email within one business day. To reach
the Bid Department by phone please call +1 212 940 1228.

* Excluding Buyer’s Premium and sales or use taxes

FINANCIAL INFORMATION
For your bid to be accepted, we require the following information for our reference only. Please note that you
may be contacted to provide a bank reference:
Credit Card Type

Expiration Date

Credit Card Number
For anyone wishing to bid on lots with a low pre-sale estimate above $10,000, please provide the following
information (for reference only)
Bank Name

Contact

Telephone / Fax

Account Number

Please note that you may be contacted to provide additional bank references.
I hereby authorize the above references to release information to PHILLIPS. Please bid on my behalf up to the limits shown for
the indicated lots without legal obligations to PHILLIPS, its staf or agents; and subject to the Conditions of Sale and Authorship
Warranty printed in the catalogue, additional notices or terms printed in the catalogue and supplements to the catalogue posted
in the salesroom, and in accordance with the above statements and conditions.

Signature

• Absent prior payment arrangements, please provide a
bank reference. Payment can be made by cash (up to
$10,000), credit card (up to $100,000), money order, wire
transfer, bank check or personal check with identification.
Please note that credit cards are subject to a surcharge.
• Lots cannot be collected until payment has cleared and all
charges have been paid.
• By signing this Bid Form, you consent to our use of your
personal data, including sensitive personal data, in
accordance with Phillips’s Privacy Policy published on our
website at www.phillips.com or available on request by
emailing dataprotection@phillips.com. We may send you
materials about us and our services or other information
which we think you may fnd interesting. If you would prefer
not to receive such information, please email us at
dataprotection@phillips.com.
• Phillips’s premises may be subject to video surveillance and
recording. Telephone calls (e.g., telephone bidding) may
also be recorded. We may process that information in
accordance with our Privacy Policy.
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450 Park Avenue New York 10022
PHILLIPS.COM +1 212 940 1200
bidsnew york@phillips.com

IN-PERSON REGISTRATION FORM
TO BID IN PERSON PLEASE SUBMIT THIS FORM BY EMAIL TO BIDSNEWYORK@PHILLIPS.COM
OR FAX AT +1 212 924 1749 FOR PRE-REGISTRATION OR BRING IT TO THE AUCTION FOR
REGISTRATION AT 450 PARK AVENUE, NEW YORK, NY 10022

Paddle Number

Please indicate in what capacity you will be bidding (please select one):

AS A PRIVATE INDIVIDUAL
ON BEHALF OF A COMPANY

Sale Title
Title

• PRIVATE PURCHASES: Proof of identity in the form of
government-issued identification will be required.

Number
First Name

Company (if applicable)

Date

Surname
Account Number

• CONDITIONS OF SALE All bids are placed and executed,
and all lots are sold and purchased, subject to the
Conditions of Sale printed in the catalogue. Please read
them carefully before placing a bid. Your attention is
drawn to Paragraph 4 of the Conditions of Sale.

State/Country

• Phillips charges the successful bidder a commission, or
buyer’s premium, on the hammer price of each lot sold.
The buyer’s premium is payable by the buyer as part of
the total purchase price at the following rates: 25% of
the hammer price up to and including $100,000, 20% of
the portion of the hammer price above $100,000 up to
and including $2,000,000 and 12% of the portion of the
hammer price above $2,000,000 on each lot sold.

Address

City
Post Code
Phone

Mobile

Email

Fax

FINANCIAL INFORMATION
For your bid to be accepted, we require the following information for our reference only.
Please note that you may be contacted to provide a bank reference:
Credit Card Type

Expiration Date

For anyone wishing to bid on lots with a low pre-sale estimate above $10,000, please provide the following
information (for reference only)
Bank Name

Contact

Telephone / Fax

Account Number

• Absent prior payment arrangements, please provide a
bank reference. Payment can be made by cash (up to
$10,000), credit card (up to $100,000), money order, wire
transfer, bank check or personal check with identification.
Please note that credit cards are subject to a surcharge.
• Lots cannot be collected until payment has cleared and all
charges have been paid.

Credit Card Number

Please note that you may be contacted to provide additional bank references.
I hereby authorize the above references to release information to PHILLIPS. I agree that all bids and purchases are subject to the
Conditions of Sale and Authorship Warranty printed in the catalogue, additional notices or terms printed in the catalogue and
supplements to the catalogue posted in the salesroom, and in accordance with the above statements and conditions. I assume all
responsibility for payment for the goods purchased under the assigned paddle. If I am acting as an agent, I agree to be personally
responsible for all purchases made on behalf of my client(s), unless other arrangements are confrmed in writing prior to each auction.

Signature

• COMPANY PURCHASES: If you are buying under
a business entity we require a copy of government-issued
identification (such as a resale certificate, corporate bank
information or the certificate of incorporation) to verify
the status of the company.

• By signing this Bid Form, you consent to our use of your
personal data, including sensitive personal data, in
accordance with Phillips’s Privacy Policy published on our
website at www.phillips.com or available on request by
emailing dataprotection@phillips.com. We may send you
materials about us and our services or other information
which we think you may fnd interesting. If you would
prefer not to receive such information, please email us at
dataprotection@phillips.com.
• Phillips’s premises may be subject to video surveillance and
recording. Telephone calls (e.g., telephone bidding) may
also be recorded. We may process that information in
accordance with our Privacy Policy.
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