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1
TANIA BRUGUERA CUBA b. 1968
Destierro (Displacement), 1998-2003
sculptural suit, Cuban mud and nails
78 x 32 x 24 in. (198.1 x 81.3 x 61 cm)
Estimate $40,000-60,000
provenance
Private Collection, Connecticut
Rhona Hoffman Gallery, New York
exhibited
Caracas, Museo de Bellas Artes, III Bienal Barro de América, 1998
Havana, Centro de Arte Contemporáneo Wifredo Lam, Obsesiones, 1998
California, Iturralde Gallery, Lo que me corresponde, January 5 - February
20, 1999
New York, Watermill Foundation, Molino Cubano, August 3, 2003
Dublin, Irish Museum of Modern Art, The Hours - Visual Arts in
Contemporary Latin America, October 5, 2005 - January 15, 2006
Germany, Kunsthalle zu Kiel, Tania Bruguera. Installation / Performances,
July 22 - September 17, 2006
New York, Neuberger Museum of Art, Purchase College, State University
of New York, Transfigured Worlds: Kongo Power Figure and Bruguera’s
Displacement Costume, January 28 - April 11, 2010
literature
H. Herzog, The Hours - Visual Arts in Contemporary Latin America,
Dublin, 2005
H. Posner, G. Mosquera, C. Lambert-Beatty, Tania Bruguera: On the
Political Imaginary, New York, 2010, p.70 (illustrated)
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Ana Mendieta, Tree of Life, 1977 © The Estate of Ana Mendieta
Collection, LLC Courtesy Galerie Lelong, New York

The present lot, Displacement, 1998-1999, embodies one
of Tania Bruguera’s exemplary performances within her
oeuvre and epitomizes what her body of work is ultimately
about: extraordinary, sometimes extreme, physical and
psychological feats of endurance, imbued with political
content that explores the issues of exile, displacement
and instability amongst others. With performative pieces
such as Displacement, 1998-1999, the artist intends for
her audience to internalize them so that they become
part of their own experience, a “lived memory,” blurring
the boundaries between art and life. More importantly,
art serves as testimony for Bruguera, an ethical social
commitment that, as she aptly states, “[has] to be
completely linked with life and not a fiction or virtual
reality, but as alive as possible. My art has to have a real
function for myself, to heal my problems or to help other
people to reflect and improve…”
At the age of twelve Tania Bruguera had already begun
studying art at the Escuela Elemental de Artes Plásticas in
Havana, where she was exposed to interdisciplinary and
experimental practices. Around this time the pioneering
1984 Havana Biennial opened providing a global space
for contemporary art from Africa, Asia, the Caribbean,
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Latin America and the Middle East to be discussed and
exchanged. Bruguera and her artist colleagues inherited
this experimental context in the 1990s, resulting in the
emergence of a new generation commonly referred to
as New Cuban Art. It was during this time that Bruguera
consolidated her unique performative brand of art, in which
she chose to work with the real and the present, rather than
with traditional modes of representation. Her performances
often reflect a biting critique of Cuban life since the supposed
triumph of the revolution. Yet Bruguera also went beyond
her generation’s concerns, as she incorporated the political
spirit of her exiled artistic predecessors and developed it
into her own fresh brand of activism. It was partly because
of performances like Bruguera’s that there was a repressive
backlash in the Cuban art scene, largely because the art
went beyond the degree of criticism that the government
tolerated. Thus, the late 1990s were a critical moment for
Bruguera, when she questioned her identity and what it
meant to be Cuban, if “being Cuban [means] solely living
here, or whether it signified a condition beyond borders.”
(Helaine Posner, Tania Bruguera — On the Political
Imaginary, 2009, p.21). The transgressive identity politics
and her criticism of Cuban society is precisely what allowed
her art’s importance to extend beyond its national borders
and placed Bruguera at the forefront of international
contemporary art.
Bruguera’s work was also influenced by artist Juan Francisco
Elso Padilla, one of her instructors at the Escuela de Artes
in Havana, who was a pioneer in experimental art pedagogy
and was also part of the first generation of progressive
political dissent in Cuba. Padilla’s art had ritualistic and
mystical approaches that are involved with the act of
possession, which are typical of Afro-Caribbean religions
and consist of deities who possess a worshipper’s body to
come to this world and express themselves. Displacement,
1998-1999 alludes to Afro-Caribbean syncretic religions,
as Bruguera impersonates the Nkisi Nkonde deity who
possesses a human worshipper, who is also Bruguera. Nkisi
Nkonde is a fetish figure in Cuban folk beliefs who grants
petitions in exchange for offerings and promises. Bruguera’s
version of Nkisi Nkonde is a remarkable, monumental
suit made of layers of Cuban earth, replete with nails
protruding from the arms, legs and head, which symbolize
the devotions of each of the petitioners. When the devotees
do not fulfill their promises, Nkisi Nkonde seeks out
the supplicants and punishes them. In her performance
Bruguera underwent a feat of physical endurance by
wearing the heavy suit, and theatrically awakening to hunt
for her transgressors throughout the streets of Havana.
Through her work, Bruguera states that her body is also “her
own subjective body, but it was simultaneously ritualized
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Louise Bourgeois, Femme couteau, 2002, Fabric, steel and wood, 9 x 27 ½ x 6 in. (22.8 x 69.8 x 15.2 cm), Dr. Gianfranco and
Monica D’Amato, Naples/Paris © The Easton Foundation/Licensed by VAGA New York

into a social body.” (Helaine Posner, Tania Bruguera —
On the Political Imaginary, 2009, p.21)
Another fascinating aspect of this work is the purposeful
use of Cuban earth, which alludes to her seminal
performance The Burden of Guilt, 1997-1999, a work in
which Bruguera ate Cuban dirt mixed with salt symbolizing
tears. This was based on a legend in which the Cuban
natives committed collective suicide by consuming the dirt
from their inherited land occupied by Spain as a symbol
of passive resistance. In The Burden of Guilt, Bruguera
also engages in passive resistance by eating her own land
and passively succumbing to the will of the government,
echoing feelings of guilt. To this day, Cubans have the
popular expression comer tierra (literally translates to
“eat dirt”), which means to experience very difficult times.
Thus, her choice of Cuban layered earth for Displacement,
1998-1999 is highly significant, as it arguably alludes
to this inherited land, perhaps reinforcing this sense of
belonging and guilt embodied by Nkisi Nkonde chasing her
trangressors. More importantly, the viewer experiences
once again a living memory of social activism, where the
artist blurs the borders between art and life.
The importance in experiencing this lived memory
evidences how Bruguera has truly revolutionized the genre
of performance. She never omits the social implications
of her works, which is significant in a genre that is often
uniquely critiqued on its conceptual merit. Therefore,
the present lot signifies an action beyond the anecdotal,
achieving a real, tangible social and political impact.
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Anselm Kiefer, Telesilla, 2004-2005, Resin and dried plants, 493⁄16 x 493⁄16 x 591⁄16 in.
(125 x 125 x 150 cm), De Masi Collection, Lecce
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2
ROBERTO OBREGÓN COLOMBIA 1946-2003
Ene Eme y Ene De, 1994
cut rubber and long-staple wool
79 1⁄8 x 262 5⁄8 in. (201 x 667 cm)
Estimate $150,000-250,000
provenance
Acquired directly from the artist
Private Collection, Miami
exhibited
Caracas, Galería Nacional, CCS-10, 1993
Caracas, Fundación Sala Mendoza, Roberto Obregón - el elocuente silencio
de las formas, May 5, 2013
literature
CCS-10, exh. cat, Galería Nacional, Caracas, 1993 n.p. (illustrated)
A. Jiménez, Roberto Obregón - El elocuente silencio de las formas, 2012
n.p. (illustrated)
A. Jiménez, Roberto Obregón - En Tres Tiempos, Caracas, 2013,
pp. 212-213 (illustrated)
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and started physically dissecting the flower in innumerous
ways, one of them being through the use of cut rubber,
as he believed the use of rose imagery “gave weight to
my work.” Ariel Jiménez aptly describes the symbolism
of the rose where “…a flower is not only a flower that
has petal after petal in a circular structure, rather, it also
superimposes symbol over symbol: of youth, of freshness,
of love, of loving commitment. It can allude to mourning,
and from what I see, it is also a very old organism, prior
not only to culture, but to humanity itself.” In this sense,
Obregón’s petal dissections can be read as the intent to
gradually accumulate (in consecutive layers) everything
that a rose could possibly mean for humanity. The
dissected flowers rendered in his creations highlight the
bond that exists between the body and nature, as cycles of
time and decay affect both the body and the flower. This
visual comparison can also be found within the work of
Félix González-Torres.

Marcel Duchamp, Autoportrait de profil, 1958, Lithograph, 12 3⁄8 x 8 1⁄4 in. (31.5 x 21 cm)
© Succession Marcel Duchamp / ADAGP, Paris / Artists Rights Society (ARS), New
York 2015

In the series Las Niágaras, Obregón brought another
autobiographical dimension into his body of work. The
title of the series originated from Marilyn Monroe’s movie
Niagara. The title of the movie was translated in Spanish
as Torrentes Pasionales (Torrents of Passion.) Obregón
believed that a person’s biography is like a torrent of
passion and, coincidentally, the name of Marilyn Monroe’s

The present lot, Ene Eme, y Ene De, 1994, is a monumentally
important piece within Roberto Obregón’s pivotal series Las
Niágaras. This intimate series evokes aspects of Obregón’s
personal life through the portraits of people close to him,
who impacted his life in one way or another. The present
lot is the culmination of a primary leit motif throughout
his body of work: the rose and the concept of cyclical time,
which encompass the unique and complex symbolism that
defines his practice. It is this highly personal approach and
subject matter that has placed Obregón at the forefront of
the Latin American contemporary art scene.
The motif of roses first impacted Obregón at the early age
of nine, when he visited his aunt who had a garden with a
very prominent rose bush. These exquisite roses caused an
indelible impression on him, exacerbated by the fact that
he was forbidden from touching them. He would go on to
obsessively collect images of roses that he gleaned from
magazines and postcards. His earliest work focused on
documenting his physical, bodily decay over time, which
would become his obsession. He expressed this notion of
cyclical time through his work, for example in Crónicas de
una rosa (no.1) [Chronicles of a rose (no.1)], 1974.In this
case, he photographed the decay of a rose sequentially,
in a style reminiscent of Eadweard Muybridge. This
method of documentation has interested many artists
throughout history, including Monet who would document
the chromatic transformations of environments over time.
Obregón later stopped using photography as a medium,
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Andy Warhol, Shot Sage Blue Marilyn, 1964, Silkscreen ink, acrylic paint on
canvas, 40 x 40 in. (101.6 x 101.6 cm), Private Collection. © 2015 The Andy Warhol
Foundation for the Visual Arts, Inc. / Artists Rights Society (ARS), New York
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Eadweard Muybridge, Head-Spring, a Flying Pigeon Interfering, 1885, Albumen print from original master negative in George Eastman
House, Rochester, N.Y.

character in the movie was Rose. Each work in the Niagara
series is like an encounter or an imaginary conversation
between two persons—usually a female and a male
character— who Obregón knew or who influenced him.
Depending on the characters, the frame or border that
surrounds them will sometimes change color according to
gender, red for females and blue for males.
The title of the present lot is the initials spelled out “nm
and nd,” alluding to Norma Marilyn and Marcel Duchamp.
Throughout this series Obregón attempted to write
Marilyn’s name in different languages, ranging from
Chinese to Russian and French. In the case of Ene Eme
y Ene De, he writes her name is Arabic and introduces a
commercial brand of a perfume called “Evening in Paris”.
What we see here are two broad layers of dissections
framed within the thin red line. The upper layer consists of
the dissected rose petals alluding to cyclical time and the
above-described symbolism of the rose. The lower layer
renders the silhouettes of Marilyn Monroe and Marcel
Duchamp facing each other in conversation, surrounded
by their initials and all the implications of mass production
and commercial elements that these two historical figures

NY_LATIN_MAY15_2-59.indd 17

have come to symbolize. It is also important to point out
the type of font Obregón employed. He used a gothic font
that Hitler had expressly prohibited, thereby adding a
connotation of counter-culture and oppression.
In presenting us with such an intimate autobiographical
context through his works, Obregón would seem to be
ensuring the endurance and accessibility of his personal
legacy over time. This is reminiscent of Duchamp’s
attitudes towards his own work, due to the fact that he
grouped many of his important pieces in his famous Boiteen-valise (de ou par Marcel Duchamp ou Rrrose Sélavy),
1935-1941. As Ariel Jiménez states, this suggests “a fragile
accumulation of memory in a type of small personal
museum that he takes with him and that will disappear
with us,” very much in the same way that Obregón is
leaving behind his Niágaras. Thus, this towering work
exemplifies Roberto Obregón’s intensely poetic, complex
oeuvre, replete with intimate autobiographical and
historical nuances. Each viewer will read and interpret
clues that only Obregón has the keys to fully understand,
and this oscillation between image and hidden meaning is
ultimately at the center of his practice.
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3
PROPERTY FROM A PRIVATE AMERICAN COLLECTION
RIVANE NEUENSCHWANDER BRAZIL b. 1967
One Thousand and One Possible Nights [N. 51-55], 2006
paper collage on paper, in 5 parts
each 20 1⁄ 4 x 15 1⁄ 4 in. (51.4 x 38.7 cm)
Estimate $50,000-70,000
provenance
Stephen Friedman Gallery, London
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4
PROPERTY FROM A PRIVATE AMERICAN COLLECTION
RIVANE NEUENSCHWANDER BRAZIL b. 1967
Conversations, 2002
c-prints, laminated and mounted on aluminum, in 12 parts
each 26 x 40 in. (66 x 101.6 cm)
This work is number 2 from an edition of 6.
Estimate $40,000-60,000
provenance
Stephen Friedman Gallery, London
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5
TOMÁS SARACENO ARGENTINA b. 1973
Flying Garden/Air-Port-City/12 SW Iridescent, 2008
PVC, plastic balloons, elastic netting, fabric webbing, spokes and air
45 x 45 x 45 in. (114.3 x 114.3 x 114.3 cm)
This work is number 3 from an edition of 3. This work is accompanied by a
certificate of authenticity issued by Tanya Bonakdar Gallery.
Estimate $18,000-22,000
provenance
Tanya Bonakdar Gallery, New York
Acquired from the above by the present owner
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6
ARTURO HERRERA VENEZUELA b. 1959
Bedspring (Blue/Green), 2005
paper cutout
62 x 71 1⁄2 in. (157.5 x 181.6 cm)
Estimate $25,000-35,000
provenance
Brent Sikkema, New York
Acquired from the above by the present owner
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7
ANNA MARIA MAIOLINO BRAZIL b. 1942
Untitled (from the Objeto pictorico series), 1993
plaster
24 x 20 x 2 1⁄2 in. (61 x 50.8 x 6.4 cm)
Signed and dated “AMMaiolino 1993” on the reverse.
Estimate $50,000-70,000
provenance
Acquired directly from the artist by the present owner
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8
ALEJANDRO OTERO VENEZUELA 1921-1990
Untitled, circa 1965-1970
duco on formica, mounted on wood
27 1⁄ 4 x 10 in. (69.2 x 25.4 cm)
Signed and dated “Alejandro Otero” and dedicated on the reverse.
Estimate $80,000-120,000
provenance
Collection of the artist
Gift from the artist to Mr. Ramón Casas, 1984
Acquired from the above by the present owner
exhibited
Havana, Museo Nacional de Bellas Artes, Segunda Bienal de La Habana,
Exposición Latinoamericana, November 26 - December 31, 1986
literature
Exposición Latinoamericana, exh. cat., Segunda Bienal de La Habana,
Havana, 1986, n.p. (illustrated)
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Hélio Oiticica, Metaesquema , 1958, Gouache on cardboard, 20 ½ x 25 ¼ in. (52.2 x 63.4 cm), Private Collection
© Projeto Hélio Oiticica

The work of Alejandro Otero has contributed immensely
to the development of Venezuelan abstraction, as
exemplified by the present lot, Untitled, circa 1965-70, an
extraordinarily colorful and rhythmic panel that belongs
to a period in the artist’s oeuvre when he consolidated
his signature style. Like many of his contemporaries,
Alejandro Otero studied and lived in France for five years
before returning to Venezuela in 1952 at a pivotal historical
moment. During this time, the country was undergoing an
accelerated modernization process in which Otero was able
to collaborate and participate extensively in far-reaching
projects that proposed integrating architecture and art on
a grand scale. These collaborative projects significantly
informed Otero’s unique brand of art. A prime result of this
collaboration was the nine mural reliefs at the José Angel
Lamas Amphitheater, made in metal and mosaic; a similar
compositional scheme would later be seen in Otero’s
famous series of Coloritmos. Another equally important
project that influenced Otero’s work was his participation
in the famous eighteen story residential building called El

NY_LATIN_MAY15_2-59.indd 30

Paraiso. This national housing plan was conceived as a way
for architects together with artists to design units intended
for the emerging middle class that would be a model for a
string of superblock housing projects. Both the structure
and the color of these units would inform Otero’s future
panels. However, the collaboration ultimately came to an
end because Otero believed that architects essentially
wanted to imitate the artists, effectively excluding them
from the process. Thus, Otero returned to painting,
rethinking this collaborative work and approaching it
from a different angle. This would eventually lead him to
a new pictorial notion that would continue to be linked to
architecture, which he called “functional integration.”
One cannot fully comprehend Otero’s oeuvre without
understanding his masterpieces, the Coloritmos, which
were some of his most ambitious works, created from
1955-1970. It was in this series that Otero first began
using duco, a shiny industrial lacquer that is applied with
spray guns or rollers onto supports of wood or Plexiglas.

29/04/15 08.45

viewer. Picasso was also a great influence for Otero as the
few encounters with the great master made Otero turn to
Cubism, such that “Otero experimented with the way lines,
colors and planes articulate painting’s abstract spatiality.”
(Rina Carvajal, Resonance Space — The Colorhythms of
Otero, 2014, p. 64). Additionally, Mondrian inspired Otero
as his art taught the younger artist to further experiment
with the colored blocks on panels.
At first glance, these works seem simple but ambiguity
disrupts the contemplative viewing. Ultimately, “with
this constitutive ambivalence or doubt at the heart of
the series, Otero breaks with the disciplinary order of
modernist aesthetics, in which each medium is understood
through qualities specific to it, in a way that also points
to the return of another modernist dream, that of the
integration of art and architecture” (Carvajal, Resonance
Space — The Colorhythms of Otero, 2014, p. 71) This work
is a celebration of vision, a gratifying disconnect between
what the viewer sees and what Otero actually paints on the
canvas. This stunning rendering of geometric abstraction
is imbedded within a larger visual experience that is both
personal and universal.

Piet Mondrian, Composition No. 1, 1936, Oil on canvas, 47 5⁄8 x 23 ¼ in.
(120.9 x 58.4 cm), Collection Nordrhein – Westfalen, Düsseldorf

Looking at early panels from this series, the viewer can
see how they inform the present lot, where the structure
has evenly spaced vertical bands on a white ground and
color markings that are interspersed thereby activating
the entire structure of the plane. The primordial aspect of
these elongated compositional modules is a promotion
of rhythm and color over form, suggesting a spatial
ambiguity and a rhythm that expands beyond the edges.
It is this constructive sensibility that Otero obtained from
his architectural training and that would eventually recover
the relation between architecture and art. The present
lot, very much like the Coloritmos, “overflows the plane,
reaches for and embraces architectural space,” as Otero
aptly described it, and moves perceptually towards the

NY_LATIN_MAY15_2-59.indd 31

Carlos Mérida, Poma Azul, 1962, Parchment and plastic, 29 7⁄8 x 23 1⁄2 in.
(75.9 x 59.7 cm), Phoenix Art Museum, Phoenix © 2015 Artists Rights
Society (ARS), New York / SOMAAP, Mexico City
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9
CARLOS CRUZ-DIEZ VENEZUELA b. 1923
Physichrome No. 655, 1973
acrylic, plastic elements and aluminum frame on wood
39 3⁄8 x 47 1⁄ 4 in. (100 x 120 cm)
Signed, titled and dated “Physichromie No. 655 Cruz-Diez Paris 1973”
on the reverse.
Estimate $220,000-280,000
provenance
The Collection of Paolo Barni, Milan
Vismara Arte, Milan
Falchi Arte Moderna SAS, Milan
Sotheby’s, Milan, Modern & Contemporary Art, November 26, 2008, lot 254
Private Collection, New York
Sotheby’s, New York, Latin American Art, May 23, 2012, lot 45
Private Collection, New York
Private Collection, Brazil
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“Color is an autonomous reality, devoid of anecdotes, that evolves in real
time and space with no need of form or support.” CARLOS CRUZ-DIEZ

Heinz Mack, Lamellen Relief, 1961, Aluminum, wood, stainless steel, 51 3⁄ 16 x 40 9⁄ 16 in.
(130 x 103 cm), Private Collection, Courtesy Ben Brown Fine Arts, London

NY_LATIN_MAY15_2-59.indd 34

Towards the end of 1956, after two trips to Paris, Carlos
Cruz-Diez returned to his native Venezuela, where he
began an intense life-long investigation into color theory
that would drastically alter the course of art history within
the country. Along with his contemporaries, Alejandro
Otero and Jesús Rafael Soto, Cruz-Diez was a pioneer
who developed the basis of the Venezuelan kinetic art
movement, which would place emphasis on abstraction
and the physical participation of the viewer in order to fully
activate the work.

surfaces. He felt strongly that there must be a dissociation
of the tradition binomial of color — form. He eloquently
expressed this theory stating, “The cultural conditioning
founded upon the ‘cult of the shape and the image,’
impedes us from comprehending the subtle occurrences
that take place in space and time.” In other words, CruzDiez was bent on removing the importance of the ‘image’
while simultaneously integrating space and time within
his works, which he achieved by creating visual effects
through the physical interaction of colors.

Unlike other kinetic artists whose works incorporated
moving parts, Cruz-Diez’s found himself particularly
interested in the interplay of light and color upon varied

Cruz-Diez continued to develop his color theories after
discovering articles written by Edwin Land, the inventor
of the Polaroid camera, which looked at the configuration

29/04/15 08.46

of the entire color spectrum through combinations of red
and green monochromes. This finding was a key factor in
the development of the first Physichromie series in 1959,
which subsequently evolved from a limited palette of solely
red and green to a myriad of colors across the spectrum
that would create an even more dynamic interplay. Derived
from the scientific term “physical chromatism,” CruzDiez coined the term “Physichromie” to function as the
title for these new creations. This neology emphasizes
the significance of this series through its inherent tie
to scientific innovation via investigation. The Cruz-Diez
Foundation defines a “Physichromie” as a “light trap in a
space where a series of color frames interact; frames that
transform each other, generating new ranges of colors not
present on the support.”
The present lot, executed in 1973, exemplifies the visual
dynamism of this series as it captivates the viewer with
its sensorial power. With this piece, Cruz-Diez tests the
boundaries of perception and the spatial elements of our
reality, aiming to enhance our experience of color and
address how it is configured by its supporting space. He

Victor Vasarely, C I, 1964, Watercolor on paper, 33 1⁄ 16 x 31 ½ in. (84 x 80 cm),
Private Collection © 2015 Artists Rights Society (ARS), New York / ADAGP, Paris

has removed traditional subject and form completely,
replacing them with an entirely new focus, that of color as
its own entity and something that should be explored and
examined in its own right. As the viewer confronts the work,
a remarkable thing happens: the entire color spectrum is
visible despite the fact that only certain colors were applied
to the surface, asserting Cruz-Diez’s deep knowledge of
color theory. The visible colors shift as the viewer moves
around the piece and vibrancy of the work changes when
different levels of light hit the surface. In this sense, the
work is presented as a physical embodiment of color, a
space where colored parallel strips interact with angles of
refraction, structured in a very specific manner so that they
blend in the spectator’s vision, thereby changing the work’s
appearance as the spectator moves. This raises the question
of reality versus perception and redefines the viewer’s
relationship to art. In this respect, Cruz-Diez transformed
our conception of color from simply a decorative property to
a formative subject that ignites the senses and contains the
ability to change within time and space.
Bridget Riley, PAEAN, 1973, Acrylic on canvas, 114 x 113 in. (290 x 287 cm), Collection
of the National Museum of Modern Art, Tokyo © 2015 Estate of Ray Johnson
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10
MATHIAS GOERITZ MEXICO 1915-1990
Mensaje dorado, 1960
thin perforated gold metal on wood
31 1⁄2 x 31 1⁄2 in. (80 x 80 cm)
Signed and date “MG.60” on the reverse. This work is accompanied by a
certificate of authenticity issued by Lily Kassner.
Estimate $100,000-150,000
provenance
Acquired directly from the artist
Howard Wise Gallery, New York
Private Collection, Texas

NY_LATIN_MAY15_2-59.indd 36

29/04/15 08.47

NY_LATIN_MAY15_2-59.indd 37

29/04/15 08.47

modern approach to both art and architecture. During his
early years in Mexico, Goeritz came to develop the idea
of emotional architecture, which would characterize this
period in his art and on which he would build his reputation
within the country. Through this concept, Goeritz proposed
that architecture should not be overpowered by the
singular importance of functionality and should rather
engage humankind with its beauty, creating an emotive
response. His stimulating and passionate personality
helped gain him many commissions, allowing the artist to
execute important projects all over Mexico City during this
time, including the Torres de Ciudad Satélite (1957-1958).
However, it was during this prolific period in his career that
he also separated from Marianne Gast and then lost her
permanently after she became ill and died in 1958.
As previously mentioned, Goeritz’s emotional reaction
to this tragedy was profound and he transitioned from
making such monumental public works to his Mensajes,

Yves Klein, Untitled Blue Monochrome (IKB 67), 1955, Dry pigment and
synthetic resin on gauze on panel, 36 ¼ x 28 ¾ in. (92.1 x 73 cm) © 2015 Artists
Rights Society (ARS), New York / ADAGP, Paris

In 1958, following the death of his former wife and
dedicated partner, Marianne Gast, Mathias Goeritz entered
a deep depression that profoundly affected his artistic
production. During his mourning period he began working
on a series of works that he would later title Mensajes
or Messages. These particular pieces, which vary in size
and materials, all center on an assemblage technique
that functioned as a sort of meditation that the artist
performed through a series of repetitive actions. The
present lot is an exceptional example of this type of work
and exemplifies the many elements that make this series
so important within Goeritz’s oeuvre, as well as midtwentieth century modern art on a much broader scale.
Mathias Goeritz, born in Danzig in 1915, came of age during
the turbulent interwar period in Germany. In Berlin he
studied philosophy and the history of art before moving
to Morocco in 1941 followed by Spain in 1945, where he
lived until 1948. During this formative period, Goeritz
became fascinated by the artistic avant-garde and the
role of abstraction within modern art. By the time the
artist moved to Mexico in 1949 with his wife, Marianne
Gast, Goeritz had built a career for himself as a cultural
promoter and begun fomenting his theories for a truly
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Lucio Fontana, Concetto Spaziale, la fine di dio, 1964, Oil on canvas,
holes and drawings, 70 1⁄ 16 x 48 7⁄ 16 in. (178 x 123 cm), Private Collection,
Paris © 2015 Artists Rights Society (ARS), New York / SIAE, Rome
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(detail of the present lot)

which are decidedly more intimate and personal. Many of
these works feature painted wooden supports covered by
thin sheets of metal that are painted in luminous shades
of gold. Furthermore, Goeritz manipulated the gold
surface with a series of violent, repetitive punctures that
create a sort of constellation that mesmerizes the viewer.
Visually, these abstract works are on par with the likes of
Lucio Fontana and Yves Klein, but in this particular series
Goeritz’s intention did not relate to pushing the boundaries
of painting or abstract art. Rather, the Mensajes are
fundamentally about a healing process based on exploring
one’s own spirituality.
It would be easy to assume that this series went under
the radar because of its personal nature, but in fact the
opposite is true. Goeritz first exhibited these works in
Mexico City at the Inés Amor’s seminal Galería de Arte
Mexico, followed by a second exhibition at the Carstairs
Gallery in New York in 1960. In New York, Goeritz further
cemented his notions that art must come from a place
of spirituality within the artist himself, as he reacted
against the bold and often destructive nature of Abstract
Expressionism he witnessed in the city. His continuation
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and development of the Mensajes series was an intrinsic
reaction to the futility he observed in artists’ creating
art that lacked an inner element of self-reflection. With
this still in mind, Goeritz returned to Mexico after an
exhibition in Paris to exhibit once more in his adopted
home country at the Antonio Souza Gallery. His work
inspired his peers and led to the formation of an artistic
group called Los Hartos, which consisted of José Luis
Cuevas, Pedro Friedeberg, and Jesús Reyes Ferreira. All
these artists, among others of a this generation, had long
ago tired of the political nature of the nationally funded
mural movement in Mexico that featured huge public
displays of government propaganda, but Los Hartos were
in fact the first artists in Mexico to mount an exhibition of
conceptual art. This influential current in Mexican art, led
under the guidance of Mathias Goeritz, would profoundly
alter the artistic landscape of Mexico, setting the stage
for future generations of important conceptual artists.
In other words, with the inception of works such as the
present lot, Goeritz inserted himself within the trajectory
of international modern abstract art while simultaneously
making a unique statement that would continue influence
artists in Mexico and abroad for decades to come.
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11
MIRA SCHENDEL BRAZIL 1919-1988
Objeto gráfico, 1973
transfer text and Letraset on Japanese paper,
mounted between two Plexiglas sheets
25 1⁄ 4 x 16 1⁄2 in. (64 x 42 cm)
Signed and dated “mira 73” on the reverse.
Estimate $300,000-500,000
provenance
Private Collection, São Paulo
Acquired from the above by the present owner
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Mira Schendel, Untitled from the series Objetos gráficos, 1973, Transfer type on Japanese paper between
transparent acrylic sheets, 22 x 22 x 3⁄8 in. (55.9 x 55.9 x 1 cm), Collection Patricia Phelps de Cisneros © 2015
Estate of Mira Schendel

Objeto gráfico, 1973, is a paradigmatic work in the oeuvre
of Mira Schendel. The artist utilizes the basic building
blocks of words— the medium through which language
conveys concepts, emotions, concrete images and all
of the paraphernalia of communication — to convey
her vision of the function and meaning of art. That is to
say, Schendel juxtaposes and “discourses” (creates a
conversation, a dialogue) with the basic elements of two
languages, dissecting them in order to find alternative ways
of depicting her own vision of reality. Thus, the present lot
once again evidences Mira Schendel’s importance as one of
the most innovative and radical artists of the second half of
the 20th century.
In order to best understand Schendel’s work and
particularly her use of language, we must place it in the
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historical context that molded her philosophy of art — a
period in which the intelligentsia turned language into
a paradigm for conceptualizing art in different media.
She was also reacting against the “tendency during the
early part of the twentieth century to take the organism,
the machine, natural selection, and other such models
as organizing systems through which to explain reality.”
(Luis Pérez-Oramas, León Ferrari and Mira Schendel
Tangled Alphabets, 2009, p.14). At that precise time in
North America and Europe, conceptual artists were rapidly
emerging for whom the art form was not restricted to a
single medium and the concept was the most important
aspect of the work of art. Schendel, furthermore, rejected
the notion of painting as the primary medium to express
an artist’s vision, abandoning the genre in the 1970s and
working mostly with paper. She was using language both
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literally and figuratively, as a material body of signs, traces
and brushstrokes that ultimately comes to mean more than
the sum of its parts.
The execution of each letter — frequently through the
use of monotypes — is fundamental as it transforms each
work into a unique, unrepeatable operation. As curator
Luis Pérez-Oramas states, “the materiality of signs and
symbols resonates like a dissonant, distorting echo for
the ideal and perhaps fictional purity of the mind and of
ideas.” (Pérez-Oramas, León Ferrari and Mira Schendel
Tangled Alphabets, 2009, p.15). Schendel frequently
used transparency to show the body of an artwork built
of “graphic objects” (i.e. letters), which is also a display of
language mechanisms seen from multiple points of view.
The letters are in no recognizable order — they do not form
words or structures of communication. The use of disorder
and freedom as a compositional concept also reflects a
principle in her personal life: as the result of her rejection
of religion and adoption of an agnostic world view, she
came to believe that her own body was purely a material
substance, albeit a sometimes confused and chaotic body
of language.
Schendel’s use of transparent Plexiglas sheets
demonstrates another form of materiality that allows us to
see objects from a multiplicity of angles, making all these
points of view equal in importance and signification. This
further alludes to an understanding of the world as having
no set direction from which to interpret its discourses, as
opposed to religion, which aims to provide an objective
and structured order to life. The letters, texts, signs and
deconstructed objects are in and of themselves another
form of materiality, yet they are also objects that convey a
theoretical concept of contradictions.

Joaquín Torres García, Composition, 1932, Oil on canvas, 28 1⁄4 x 19 3⁄4 in.
(71.8 x 50.2 cm), The Museum Of Modern Art, New York © 2015 Joaquín
Torres-García

In the present lot, Schendel executed a series of bold letters
that were then placed on a semi-transparent sheet of
white paper between Plexiglas. Schendel then proceeded
to depict an array of very thick and bold letters that do not
necessarily spell out a word, thus, making them illegible
and untranslatable. These compositional and conceptual
decisions turn the work into a purely visual and entirely
subjective experience. She placed bold letters on the
exterior surface side of the Plexiglas, so that when viewed
from the opposite side, we can see the shadows juxtaposed
in a delicate and balanced composition of “language”, which
remains floating freely and in a liminal world of its own.

Jannis Kounellis, Senza Titolo, 1959, Oil on canvas, 78 ¾ x 78 ¾ in. (200 x 200 cm)
© 2015 Jannis Kounellis
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12
ZILIA SÁNCHEZ CUBA b. 1928
Topología (serie Amazona), 1967/1993/2006
acrylic on stretched canvas
57 3⁄ 4 x 73 3⁄ 4 in. (146.7 x 187.3 cm)
Titled and dated “Topología 1967 1993 Amazona serie P.R.” on the reverse;
further signed and dated “Zilia Sánchez 06” on the turnover edge.
Estimate $40,000-60,000
provenance
Acquired directly from the artist
Private Collection, Puerto Rico
Private Collection, Miami

(alternate view of the present lot)
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13
Sergio Camargo Brazil 1930-1990
Untitled (Relief No. 273), 1970
painted wood
7 1/2 x 7 5/8 x 3 1/2 in. (19.1 x 19.4 x 8.9 cm)
Signed, inscribed and dated “Paris 70 273 Camargo” on the reverse.
This work is accompanied by a certifcate of authenticity issued by Galeria
raquel arnaud, numbered 11443.
Estimate $70,000-90,000
provenance
acquired directly from the artist
Private Collection, Switzerland
Private Collection, Europe

(alternate view of the present lot)
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14
ANTONIO ASIS ARGENTINA b. 1932
Vibration Couleur, 1970
oil and metal screen on wood
41 3⁄ 4 x 41 3⁄ 4 in. (106 x 106 cm)
Signed, titled and dated “Asis 1970 Vibration Couleur” on the reverse.
Estimate $30,000-40,000
PROVENANCE
Private Collection, Paris
Christie’s, New York, Latin American Sale, November 20, 2008, lot 243
Acquired at the above sale by the present owner

NY_LATIN_MAY15_2-59.indd 50

29/04/15 08.50

NY_LATIN_MAY15_2-59.indd 51

29/04/15 08.50

15
GEGO VENEZUELA 1912-1994
Untitled, 1966
lithograph on paper
22 1⁄2 x 22 1⁄2 in. (57 x 57 cm)
Signed “Gego” on the reverse. This work is number 6 from an edition of 20.
Estimate $15,000-20,000
provenance
Private Collection, Venezuela
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16
ELSA GRAMCKO VENEZUELA 1925-1994
Untitled, 1969
stainless steel
11 3⁄ 4 x 2 3⁄ 4 x 2 3⁄ 4 in. (30 x 7 x 7 cm)
Signed “Elsa Gramcko” on the base.
Estimate $25,000-35,000
provenance
Acquired directly from the artist by the present owner
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17
MATEO MANAURE VENEZUELA b. 1926
Columna policromada, 1998
acrylic on panel
70 7⁄8 x 23 5⁄8 in. (180 x 60 cm)
Signed “Mateo Manaure” on the reverse.
Estimate $30,000-40,000
provenance
Galería Muci, Caracas
Galería Odalys, Madrid
Acquired from the above by the present owner
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18
SOLD TO BENEFIT THE BIENNIAL OF THE AMERICAS

EDUARDO TERRAZAS MEXICO b. 1936
From the series “Possibilities of a structure” subseries “Cosmos”, 1974-2013
wool yarn on wooden board covered with Campeche wax
35 1⁄3 x 35 1⁄3 in. (89.7 x 89.7 cm)
Signed “Terrazas” on the reverse. This work is accompanied by a certificate
of authenticity signed by the artist.
Estimate $30,000-40,000
provenance
Acquired directly from the artist
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19
CILDO MEIRELES BRAZIL b. 1948
Inserções em circuitos ideológicos, 1970/2013
transfer text on three Coca-Cola glass bottles
each 9 5⁄8 x 2 1⁄ 4 x 2 1⁄ 4 in. (24.4 x 5.7 x 5.7 cm)
Printed “C.M. 5-70” on a label affixed to each bottle.
Estimate $50,000-70,000
provenance
Acquired directly from the artist
Private Collection, Argentina
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20
ROSÂNGELA RENNÓ BRAZIL b. 1962
Heaven and Hell, 1991
photographic negatives, cotton and velvet
38 x 49 3⁄ 4 in. (96.5 x 126.4 cm)
Estimate $15,000-20,000
provenance
Galeria Camargo Vilaça, São Paulo
Christie’s, New York, The Latin American Sale, November 22, 1999, lot 10
Private Collection, Miami
exhibited
São Paulo, Galeria Camargo Vilaça, October 1995
São Paulo, Centro Cultural Mercosur, 1996
Dallas, Pan American Art Gallery, Black and White, 2003
Miami, Pan American Art Projects, Don’t Call Me Pretty, 2010
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VIK MUNIZ BRAZIL b. 1961
The Birth of Venus, after Botticelli (from Pictures of Junk), 2008
digital c-print, in 3 parts
(i, iii) 92 1⁄ 4 x 53 1⁄ 4 in. (234.3 x 135.3 cm)
(ii) 92 1⁄ 4 x 47 3⁄ 4 in. (234.3 x 121.3 cm)
This work is number 4 from an edition of 6. This work is accompanied by a
certificate of authenticity issued by Galeria Nara Roesler.
Estimate $150,000-250,000
provenance
Galeria Nara Roesler, São Paulo
Acquired from the above by the present owner
exhibited
Rio de Janeiro, Museu de Arte Moderna, Vik Muniz – Pictures of Garbage,
January 28 - March 22, 2009
Charlotte, Mint Museum Uptown, Vantagepoint X / Vik Muniz: Garbage
Matters, August 2012 - April 2013; then travelled to Nashville, Frist Center
for the Visual Arts, June - September 2013
Tel Aviv, Tel Aviv Museum of Art, Vik Muniz, March - August 2014
literature
P. Herkenhoff, L. Kaz and N. Loddi, VIK, 2009, p. 144 (illustrated)
P. Corrêa do Lago, Vik Muniz, Obra Completa, 1987 - 2009, 2009, pp. 552553 (illustrated)
Vik Muniz - Pictures of Anything, exh. cat., Tel-Aviv Museum of Art, TelAviv, 2014, p. 4 (illustrated)

NY_LATIN_MAY15_60-107.indd 60

29/04/15 08.53

03_NY_LATIN_MAY15_Muniz_60-61_V6.indd 1

29/04/15 14.46

03_NY_LATIN_MAY15_Muniz_60-61_V6.indd 2

29/04/15 14.46

03_NY_LATIN_MAY15_Muniz_60-61_V6.indd 3

29/04/15 14.47

Sandro Botticelli, The Birth of Venus, 1482-85, Tempera on panel, 68 7⁄8 x 109 7⁄8 in. (174.9 x 270.08 cm), Uffizi Gallery, Florence

A self-described “student of media”, there is virtually no
medium that Vik Muniz has not explored to its most
extensive limits. From Pictures of Junk to Pictures of
Diamonds, Muniz is a master at blending a wide array of
unlikely materials with iconic images borrowed from art
history and popular culture. His vision of the reaches and
possibilities of art is immense, and by linking his artistic
past with our contemporary present he has created his
own personal narrative and visual language. In doing so, he
invites us to reflect on the inexhaustibility and regenerative
potential of the creative image.
In his Pictures of Junk series, Muniz invokes iconic images
that throughout centuries have been engraved into the
global canon of art. Juxtaposing literal social refuse with
masterworks of art, he engages in the playful contradictions
between subject, image and meaning that have come to
define his career. The artist states, “The beautiful thing
about garbage is that it’s negative; it’s something that you
don’t use anymore; it’s what you don’t want to see. So if you
are a visual artist, it becomes a very interesting material to
work with because it’s the most nonvisual of materials. You
are working with something that you usually try to hide.” In
the present lot, Muniz appropriates Botticelli’s The Birth of
Venus, a masterpiece of the Italian Renaissance and one of
the most ubiquitous images in the world. He grounds a
magnum opus of art history firmly in our contemporary
context, exposing the least desirable aspects of our daily life
and contrasting it with our feted — sometimes idealized —
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humanist past. In doing so, he reminds his viewers not only
of the vulnerability of the human condition, but also how
beauty can be found in unsuspecting places, through
unsuspecting means.
Pictures of Junk exemplifies the artist’s foray into the
science of visual observation and its creative
manifestations. His oeuvre is, in many ways a study on
perception and its many variations, and it seeks to
challenge each viewer’s levels of absorption and
engagement. Muniz’s use of the medium results in a
collaborative process between art history, the artwork
itself and its audience. He encourages us to look long and
hard at an image that is composed of thousands of others,
and yet one which also consists of a single entity. The very
nature of the work changes depending on our point of
view. Its large scale aids in this purpose — it enables us to
experience it in a plurality of ways, allowing for great
freedom of interpretation. Content and meaning are
therefore the result of a collaborative process between an
artwork and its audience.
Muniz argues that the acts of looking and interpreting
what we see are at the forefront of what makes us human
— indeed, looking is among the most instinctive and
natural of all human actions. The present lot is a dynamic
center of exchanges, and Muniz’s lesson is the ultimate
reversal: the true subject of the triptych may not be
Botticelli’s renowned work, but rather the perceptive
interplay between the image and its viewer.
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22
LUIZ ZERBINI BRAZIL b. 1959
Corcovado, 1989
acrylic on canvas
68 1⁄2 x 103 7⁄8 in. (174 x 264 cm)
Signed and dated “Zerbini 1989” on the reverse.
Estimate $150,000-250,000
provenance
Galeria Camargo Vilaça, São Paulo
Collection of Bernardo Paz, Brumadinho
Private Collection, São Paulo
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“My work bobs up in my memory, when it is still with me. These are
memories in the present. But being memories, they cannot be the
present, and being present, they cannot be memories. Thus, we have
suspended time once again.” LUIZ ZERBINI

Martin Kippenberger, Vorfreude seitenverkehrt: Ich muß zuhause bleiben, 1986, Collage: terry cloth, cloth,
plastic foil, cardboard, sleeves with silkscreen, 29 7⁄8 x 36 in. (76 x 91.5 cm), Private Collection. © 2015
Estate Martin Kippenberger, Galerie Gisela Capitain, Cologne

Heir to the Brazilian legacy of mid-century abstraction and
conceptualism, Luiz Zerbini is part of the younger
generation of artists who took on the genre of painting
with a fresh vision in the 1980’s. Alongside Beatriz
Milhazes, Daniel Senise and Adriana Varejão, among
others, Zerbini questioned the role of painting— namely,
figurative painting— in contemporary art history, exploring
its capabilities and limitations in communicating meaning
through representation. Over the last four decades, he has
become known for his lush color palettes and tropical
settings imbued with clever references to history and
abstraction. He frequently depicts autobiographical
subjects, presented as expansive views and close-ups of
details from his daily life, selected for their poetic and
visually transformative qualities.
Zerbini created the present lot, Corcovado, 1989, during a
critical early period in his career when he was living in Rio
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de Janeiro with his then-wife Regina Casé, who was
pregnant with their daughter. Ms. Casé, a well-known
Brazilian actress, is depicted in the painting with her arms
folded above her head, looking straight out to the viewer.
She is posing on the couple’s terrace in Rio de Janeiro,
overlooking the iconic Corcovado Mountain that gives the
painting its name. The work is notable for its serene yet
vibrant theatricality, featuring a rich landscape awash with
Matisse-like patterning and figuration, foreshadowing the
elaborate detail and graphic intricacy that Zerbini’s oeuvre
would become famous for in later years.
What may at first glance look like an idealized scene of
domestic bliss is also a study on how the artist can harness
the resources of painting to turn his viewers into active
participants. Zerbini’s use of perspective and
foreshortening establishes the viewer firmly at the center
of the composition. The floor tiles and angled sofa offer a
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sense of structure, and the sprawling background
effectively communicates a liberating feeling of open space
— a remarkable feat in such a densely detailed setting.
When standing in front of the picture, the viewer feels
anchored in space, mirrored by the frontal figure of Ms.
Casé. It suggests that the composition is there for the
viewer’s sake, and it requires active engagement in order
to fulfill the artist’s purpose.
Corcovado is a key work with which to examine Zerbini’s
artistic influences and interests. Like his Neo-Concrete
forebears, he is interested in exploring the role of the
viewer in the making and experiencing of art. His
investigation, however, is concentrated in painting, a genre
that had lost some of its protagonism in Latin America
after the rise of conceptualism in the 1970s. He was
influenced by international contemporary artists such as
Martin Kippenberger, whose liberal use of color and
often-exaggerated figuration gave a new generation of
artists the visual language necessary to develop a fresh
approach to an age-old medium. Zerbini’s importance as
an artist lies in his ability to create epic paintings that are
at once monumental and deeply personal, relying on a
Neo-Concrete sensibility to appeal to the individual viewer
through the sensorial.

Luiz Zerbini, Study for the present lot, 1989, Graphite on paper, Collection of
Regina Casé.

Georges Braque, Woman at an Easel, 1936. Oil on canvas. 36 1⁄4 x 28 3⁄4 in. (92 x 73 cm.)

NY_LATIN_MAY15_60-107.indd 63

29/04/15 08.54

23
MARIANA PALMA BRAZIL b. 1979
Untitled, 2013
acrylic and oil on canvas
39 x 39 in. (99.1 x 99.1 cm)
Estimate $40,000-60,000
provenance
Galeria Casa Triângulo, São Paulo
Private Collection, Europe
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24
GUILLERMO KUITCA ARGENTINA b. 1961
Untitled, 1990-1991
mixed media on canvas
118 1⁄ 4 x 53 3⁄ 4 in. (300.4 x 136.5 cm)
Signed, titled and dated “UNTITLED’ SIN TITULO Kuitca 1990/1991” on
the reverse.
Estimate $150,000-250,000
provenance
Galeria Thomas Cohn, Rio de Janeiro
exhibited
New York, Museum of Modern Art, Projects: Guillermo Kuitca, September
13 - October 29, 1991
Newport Harbor Art Museum, Guillermo Kuitca, February 7- March 29, 1992
literature
Newport Harbor Art Museum, Guillermo Kuitca, 1992, p. 8 (illustrated)
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then, he has never ceased his artistic production and has
become one of the most prolific and prestigious artists in
the contemporary art scene. Many of his early works were
inspired by the theater, which later transformed into an
interest in complex abstractions that interestingly
convey a history of modern painting. Since the early 1980s
and into the 1990s, Kuitca’s work has been characterized
by recurring imagery, particularly that of road maps,
architectural plans and beds by means of which he
explores themes of migration and disappearance, and the
importance of memory. These works induce us to meditate
on our personal place within these individual maps and
territories and ultimately the larger world.
Edward Ruscha, La Brea, Sunset, Orange, De Longpre, 1999, Acrylic on canvas, 60 x 60 1⁄8 in.
(152.4 x 152.7 cm), Carnegie Museum of Art, Pittsburgh, Heinz Family Fund © Ed Ruscha

The very complex and sophisticated work of Argentinean
artist Guillermo Kuitca is exemplified by the present lot,
which deals with numerous subjects including space,
language, death, travel, maps, memory and migration. In
this monumental work, the viewer observes notions of
discontinuity, disruptions, passage, radical transformations,
cutoffs and returns. Kuitca, whose importance within
contemporary Latin American art cannot be overstated,
has exhibited extensively at venues that include the
Museum of Modern Art (New York), the Tate Gallery
(England), the Metropolitan Museum of Art (New York)
and the Hirshhorn Museum and Sculpture Garden
(Washington D.C.). In fact, the present lot was included in
the exhibition at the MoMA (New York), highlighting its
significance within Kuitca’s oeuvre.
Kuitca was a child prodigy who started painting at a very
early age and held his first exhibition at the age of 13. Since
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Although his painting cannot be reduced to territories
grouped around an Argentinean identity, it is possible to
detect vestiges of said identity in his work. Jorge Luís
Borges offers us a glimpse into his painting: “To be
Argentinean, says, Borges, implies the possibility of trying
all of these, from the cosmos to Hamlet” (Paulo Herkenhoff,
Guillermo Kuitca — Obras 1982 - 2002, 2003, p. 269), thus
evoking a certain vastness and echoes of spaces without
landscapes. Kuitca’s own observation of his painting of
maps is that the political vision is undeniable: it is a vision of
history, where the maps are not neutral and rather they
convey a language of power. A vision that indeed connotes
power indirectly as it alludes to the appropriation of wealth,
sources of energy, corporative economy, political regimes
and oppressions. In this sense, his maps, like the present
lot, are also a statistical quantification of economic
disparities. Kuitca has removed all city names and highway
numbers in his maps to denote total abstraction. Here
Kuitca — once again — reiterates in his works, especially in
these maps, the triviality of names and places, reflecting
our obsession with and fear of anonymity and indifference.
It is interesting to note that he chooses such a conventional
medium as painting to question our most complex and
universal dilemmas. In this sense, the territories and spaces
he unveils through his maps, as Kuitca aptly predicts, will
resonate differently for each viewer as he or she gets lost in
their complex compositions.
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WIFREDO LAM CUBA 1902-1982
Présages, 1947
oil on canvas
39 1⁄ 4 x 39 1⁄ 4 in. (99.8 x 99.8 cm)
Signed and dated “Wilfredo Lam 1.9.47” lower left. This work is
accompanied by a certificate of authenticity issued by Eskil Lam.
Estimate $2,000,000-3,000,000
provenance
Private Collection, Italy
Private Collection, Paris
Acquired from the above by the present owner
exhibited
Havana, Galería Sociedad Nuestro Tiempo, Lam y nuestro tiempo París,
1938 - 1951, 1951
Turin, Galleria Civica di Arte Moderna, Le Muse inquietanti, maestri del
Surrealismo, 1967 - 1968
Turin, Galleria Gissi, Lam, 1978
Rome, Villa Medici, Wifredo Lam ou l’Eloge du Mètissage, 1992 - 1993,
then travelled to Milan (Palazzo de la Permanente, 1992 - 1993)
literature
M. Leiris, Lam, Milano, 1970, No. 77 (illustrated)
M.P. Fouchet, Wifredo Lam, 1st ed., Barcelona / Paris: Polígrafa / Cercle
d’Art, 1976, p. 76, No. 82 (illustrated)
“Dialogue entre les peuples de monde”, Cultures - UNESCO, No. 33, 1983,
frontispiece (illustrated)
W. Rubin and J. L. Paudrat, Le Primitivisme dans l’art du XX siècle, Paris,
1987, p. 80, No. 82, (illustrated)
Wifredo Lan ou l’Eloge du Métissage, exh.cat., Villa Medici, Rome, 19921993, p. 103 (illustrated)
L. Lam, Wifredo Lam - Catalogue Raisonné of the Painted Work, Vol. 1
1923 - 1960, 2006, p. 400, No. 47.37 (illustrated)
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Wifredo Lam in his studio, Havana, 1947 © 2015 Artists Rights Society (ARS), New York / ADAGP, Paris

Wifredo Lam contributed to modernism in very significant
ways during his long, prolific career as a painter,
printmaker, sculptor, and ceramist. He explored the
possibilities of cubism and expanded the inventive
parameters of surrealism while negotiating figuration and
abstraction with a particularly recognizable iconography
and an extraordinary imagination. Throughout the 1940s,
working with a vocabulary of images based on Afro-Cuban
worldviews, Lam redefined the visual language of single
figures, multifigured compositions, landscapes, and
still-lifes. His subjects addressed rituals, elements in
folktales, and religious beliefs held by many descendants
of Yoruba as well as non-Yoruba Cubans.i Lam’s artistic and
thematic outreach was broad, beginning in his Spanish
period and continuing through the years he was
repatriated to Havana (1941-1952), living in Paris (19521982), and then in Albissola, Italy (1959-1982). He
rethought line, color, form, and space on varied supports to
communicate the extraordinary “powers” (otherwise
known as “life forces”) of the inner worlds — individual and
communal, sacred and profane — and their intersections.

held at the Coordinating Council of French Relief Societies,
Inc. (October 14 to November 7, 1942)ii. Immediately
following that large-scale exhibition, Lam had his first solo
show at the Pierre Matisse Gallery, less than a year and a
half after he had returned from France to be repatriated to
Cuba. Lam exhibited in New York at the Matisse Gallery
throughout the 1940s to the early 1950s during which time
he and his work became known to diverse artistic circles in
Cuba, the United States, and many countries of the
Americas and Europe.

Lam’s work was introduced to a slowly emerging World
War II New York art scene in 1942 by André Breton, the
Surrealist leader who, like the Cuban artist, had fled France
after the Nazi occupation. As a result of Breton’s
introductions, Lam’s career began on this side of the
Atlantic in the group exhibition First Papers of Surrealism,
organized by Breton, installed by Marcel Duchamp, and

By 1947 Lam had painted some of his early iconic
masterpieces such as The Jungle (1942-1943), The Eternal
Presence (1945), and For the Spanish Refugees / Pour les
réfugiés espangnols (1946). His distinctive vocabulary, often
drawn from Afro-Cuban symbolism, consisted of little round
heads, sometimes with horns, horseshoes, knives, axes,
machetes, staring eyes, papaya fruit breasts, horses’ heads,
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In Havana Lam’s first solo show was organized by Lydia
Cabrera at the Lyceum (the Havana Yacht Club) in 1946,
some four years after Lam had had several exhibitions at
the Pierre Matisse Gallery. The artist enjoyed critical
attention from a small group of literary figures such as
Alejo Carpentier, the Cuban writer, Aimé Césaire, the
Martiniquen poet, Benjamin Peret, the surrealist writer
exiled in Mexico, Pierre Mabille, the art critic and artcultural organizer living in Haiti, and Pierre Loeb, Lam’s art
dealer exiled in Cuba.iii
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muzzles, hooves, tails, candles, wings, rhomboid-shaped
leaves, and other metamorphosed forms originating in
human, animal, and plant species. The resulting personages
and objects as well as nature’s forms were inventively
created by mixing or conjoining one element with another in
a continual flow from figure to figure. Lam’s idiosyncratic
blendings of cubist-derived overlapping, repositioning, and
deconstruction of traditional forms, together with a
surrealist subversion of conventional visual expectations,
seem unending throughout the multifaceted developments
of the artist’s practice.
In hindsight, 1947, the midpoint in Lam’s Havana years,
was extremely productive from the perspective of the
artist’s production, museum acquisitions, critical attention,
and gallery exhibitions. Numerous single-figure subjects
and multifigured compositions from that year are today
considered iconic. The Canaima series, for example, stands
out among the single figure paintings for, among other
features, its resonance with totemic sculptures from New
Guinea; Un Coq pour Chango, for reference to the ritual
practice of sacrifice to the Afro-Cuban deity of thunder,
war, and drumming; Le Reve, II and The Casting of the
Spell, for references to dreams and magic; Nativité, for
references to the Christian scene of the birth of Jesus; and
Présages, for references to then current world events.iv
For almost forty years Présages has been in a private
collection where it must have been appreciated for its
subtle colors and tonal contrasts, delicate painterly
brushstrokes, refined drawing, and amalgamation of

Wifredo Lam, Les Noces, 1947, Oil on canvas, 85 x 78 ¾ in. (216 x 200 cm), National
Galerie, Staatliche Museen, Berlin, since 1966 © 2015 Artists Rights Society (ARS),
New York / ADAGP, Paris

Pablo Picasso, Guernica, 1937, Oil on canvas, 137 ½ x 305 ¾ in. (349.3 x 776.6 cm), Museo Nacional Centro de Arte Reina Sofia, Madrid © 2015 Estate of Pablo Picasso /
Artists Rights Society (ARS), New York
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metamorphosed forms. In this image, we observe the
complexity of the hybrid figures composed of long arms
and necks, spikey hands, large wings, little round heads
with well-formed eyes, mouths, and horns, all evoking an
ominous presence.v Several composite figures are depicted
with triangular-shaped horses’ heads, reminiscent of
African masks with pointed ears or horns, eyes, phalluses
and testicles adjoined at the mouths, as well as a familiarly
displaced horsetail. Ogún, deity of iron and war, is
symbolized by the horseshoe motif, which in turn is
attached to two breasts. The composite element is
illuminated in a burning red color that extends upward
highlighting the hooves, mouth, and neck of one of the
multiple-headed beings, all of whom are featured in flight,
seemingly at the moment of take-off. The painting imparts
a sense of tension and urgency resulting from the spatial
juxtapositions of the graphically drawn figures, their
reformulated configurations, and the eyes in the little
rounds staring directly at the viewer.

Jean-Michel Basquiat, Untitled (Black Tar and Feathers), 1982, Acrylic, oil
paintstick, spray paint, and feathers on Masonite, two panels, 48 x 90 in.
(121.9 x 228.6 cm) and 60 x 93 in. (152.4 x 236.2 cm), Private Collection
© 2015 Artists Rights Society (ARS), New York / ADAGP, Paris

i

For discussion of Lam’s connections to and awareness of Yoruba practices and beliefs as
well as Catholic ones and their cross-pollinations as imaged in his art, see Julia P.
Herzberg, “Wifredo Lam: The Development of a Style and Worldview, The Havana Years,
1941-1952,” in Wifredo Lam and His Contemporaries 1938-1952 (New York: The Studio
Museum in Harlem, 1992), pp. 31-49, here and there.

ii

For very interesting views of Surrealism’s multiple artistic interpreters, as well as the
reproductions of the works included in the only Surrealist exhibition held in New York
while the Surrealists were in exile, see Marcel Duchamp and André Breton, First Papers of
Surrealism (New York: Whitelaw Reid Mansion, 1942).

iii For a discussion of Lam’s participation in literary and art magazines in New York and
Havana as well as the Surrealists’ interest in the Antilles as written about in New York
publications, see Herzberg, “Wifredo Lam,” pp. 38-41.
iv For a compelling interpretation of Lam’s engagement with both Afro-Cuban and
Christian iconographies and their significations, see Roberto S. Goizueta, “Mysterium
Tremendum et Fascinans: The Pre-Theistic Art of Wifredo Lam,” in Wifredo Lam
Imagining New Worlds, ed. by Elizabeth T. Goizueta (Chestnut Hill, Mass.: McMullen
Museum of Art, Boston College, 2014), pp. 79-86. Professor Goizueta argues that the
subversive character of works with Christian titles lies in the tension between the
Christian title and the Afro-Cuban (Elegguá) and syncretic iconography.
v

In Lam’s paintings, especially those from the early to late 1940s wherein the Afro-Cuban
motifs were often intended to impart specific significations to the overall interpretation of
the work, the Elegguá figure was signified by a little round head generally depicted with
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Lam seldom depicted empirical narrative scenes or
subjects; instead he employed a lexicon of symbols and
motifs to express the forces or numens inherent in all
forms of life. Nevertheless the artist, who always worked in
multiple thematic directions, often addressed specific
global events, sometimes evidenced through titles, for
example, Pour les réfugiés espangnols and Libération
(1947). Présages may be similarly interpreted. The title,

eyes, a nose, and a mouth. The deity is believed to be the guardian of one’s paths, and
among his many powers, he predicts, prevents, and allows for the vicissitudes of life. In
Présages, as in other works from that period, the inclusion of horns on the little heads is a
syncretic element originating from the Christian identification of Eleguá with evil or the
devil. See Julia P. Herzberg, “Re-Reading Lam,” in Santería Aesthetics in Contemporary
Latin American Art (Washington and London: Smithsonian Institution Press, 1996), p. 156,
n. 17; pp. 159, 160.
vi Frederic Kiesler, the Austrian architect, designed the space and hung the paintings in very
innovative ways with Lam’s painting, for example, suspended from the ceiling and
surrounded by transparent curtains. Alexander Iolas was also part of the team. The artists
included David Hare, Arshile Gorky, Gerald Kamrowski, Nicolas Calas, Isamu Noguchi,
Helen Phillips, and Jeanne Raynal. This was the last collective exhibition of the Surrealist
exiles group in New York.
vii For an interesting discussion of Lam’s first graphic work, a color lithograph for the
catalogue of that exhibition, see Lowery Stokes Sims, “The Graphic Work of Wifredo Lam:
Drawing into Painting,” in Wifredo Lam Imagining New Worlds, p. 21.
viii A recent example of rethinking Lam is the McMullen Museum of Art, Boston College
(August to December 2014) exhibition, presently at the High Museum of Art in Atlanta,
Georgia. The forthcoming exhibitions of Lam’s work beginning in September 2015 and
ending in January 2017 will be at the Musée national d’Art Moderne Centre Georges
Pompidou in Paris, Museo Nacional Centro de Arte Reina Sofia in Madrid, and the Tate
Modern in London.
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meaning premonitions or omens, may have been chosen as a
response to the world-shaking events in 1947, such as India’s
independence from the British Empire, and the subsequent
formation of the independent state of Pakistan, or the United
Nations Partition Plan for Palestine. The latter adopted a
resolution that recommended the creation of independent
Arab and Jewish states. Millions of people’s lives would be
changed through political power shifts.
In our own acts of reading, we will interpret the imagery in
Présages in light of the circumstances or events of our
individual experiences and knowledge; but my intuition is
that Lam was inspired by major world conflicts when he
communicated the psychic states of the charged figurations,
who occupy a world within the space of a canvas.
In 1947 Lam participated in several important exhibitions: his
Le Présent éternal (1944) was part of Bloodflames 1947
organized by Nicolas Calas at the Hugo Gallery in New York;
Damballah (1947) and the installation La Chevelure de Falmer
were in Le Surréalisme en 1947 at the Galerie Maeght in Paris.
vii
The artist also participated in Exposition de peinture et de
sculpture comtemporaines organized by Yvonne Zervos at
the Palais des Papes in Avignon and in Arte Cubano at the
Museo de Bellas Artes in Mexico City.
Some of the 1947 paintings were also in important exhibitions
organized during Lam’s lifetime. To note a few: The Casting of
the Spell was exhibited in the Pierre Matisse Gallery in 1948
and was donated by a collector to the Santa Barbara Museum
of Art in 1956. Two paintings titled Tête from the Canaima

series were in Lam’s first solo exhibition at the Museo de
Bellas Artes in Caracas in 1955. Figures zoomorphes, II was
exhibited at the Galería de la Habana in 1962. Un Coq pour
Chango was exhibited in L’Écart absolu, XI Internationale
du Surréalisme at the Galerie l’Oeil, in Paris in 1965 and at
the Kunsthalle in Basel the following year. The painting
entered the collection of the San Francisco Museum of
Modern Art in 1993-1994. Les Noces was acquired by the
National Galerie, Staatliche Museen in Berlin in 1966, after
which time it enjoyed a long exhibition history.
In 1966-1967 Libération was shown in the Kunsthalle Basel
in Basel, the Kestner-Gesellschaft in Hannover, the Stedlijk
Museum in Amsterdam, the Moderna Museet in Stockholm,
the Palais des Beaux-Arts in Bruxelles. Le Reve, II, a painting
with a similar iconography to Présages, has been in the
collection of the Hirshhorn Museum and Sculpture Garden,
Smithsonian Institution, Washington, D.C., since 1981. Lam
was involved in the planning of his retrospective, Wifredo
Lam 1982-1983, before his death in 1982.
Today Lam’s critical position is viewed by many as having
“opened the path” for artists who express their cultural or
ethnic identity or spiritual in their work. In the last two
decades, artists, critics, and art historians have equally
acknowledged his historical position in Modernism and
celebrated his enormous contributions to the global
conversations on cross-cultural subjects.viii
Julia P. Herzberg, Ph.D.

Ana Mendieta, Bacayu (Light of Day), 1981, Sculpted and painted rock wall © The Estate of Ana
Mendieta Collection, LLC Courtesy Galerie Lelong, New York
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WIFREDO LAM CUBA 1902-1982
Sans Titre, 1944
oil on canvas
28 x 23 1⁄ 4 in. (71.1 x 59.1 cm)
Signed and dated “Wifredo Lam 1944” lower right. This work is
accompanied by a certificate of authenticity issued by Lou Laurin-Lam, no.
88-47, dated March, 1988.
Estimate $500,000-700,000
provenance
Private Collection, Spain
Art Now Gallery, Sweden
Private Collection, United States
Sotheby’s, New York, Latin American Art, November 16, 2010, lot 17
Acquired at the above sale by the present owner
literature
L. Lam, Wifredo Lam – Catalogue Raisonné of the Painted Work, Vol. 1
1923-1960, 2006, p. 342, n. 44.08 (illustrated)
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“But a true picture has the power to set the imagination to work,
even if it takes time.” WIFREDO LAM

Wifredo Lam in front of La jungla and La mañana verde, 1943

Sans titre, 1944, exemplifies Lam’s signature style,
amalgamating art in the Western European tradition with
his Afro-Cuban cultural identity. This work — like others
from this period — illustrates his exuberant compositions,
depicting complex Afro-Cuban figural elements that are
emblematic of this body of work. This figural element
echoes his iconic leitmotif grounded in African Art and
Santería, which he produced in a myriad of variations that
would later become much more elaborate and fantastical,
ultimately proving to be a unique blend of Afro-Cuban
Surrealism and Cubism.
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Lam’s return to Cuba in 1941, although challenging, proved
to be a fruitful time during which he became part of the
Cuban modernist scene and began to develop his unique
visual language of Santería infused images. His introduction
during this time to the Cuban intelligentsia provided him
with the opportunity to deepen his knowledge of AfroCuban symbology and culture in general from an intellectual
perspective. This in turn enabled him to develop a complex
system of symbols consisting of syncretic objects and
personages including double-headed figures with muzzles,
excessive limbs, papaya fruit breasts, and a diversity of
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other metamorphosed forms. The other main defining
influence on Lam’s style was African art, which he originally
encountered through the personal collections of his
colleague and mentor, Pablo Picasso, and his good friend,
André Breton. This exposure to African art was crucial, for
out of it was born the most important figural element of his
oeuvre, the femme-cheval, represented by the half woman,
half horse figure depicted in the present lot. The femmecheval would become an important leitmotif in Lam’s work
and the symbology of Santería would prove to be the
perfect context for this figure.
For Lam, the metamorphosed figure of the femme-cheval
is possessed by a spirit of divinity, which is consistent with
the symbol of the horse in Santería. Lam chose to depict
the figure using easily identifiable Afro-Cuban imagery, the
most obvious being the papaya fruit breasts, which the
artist had begun to incorporate into his canvases and
works on paper in previous years. Lam purposefully chose
to make the femme-cheval a woman, as it was believed
that women were possessed much more easily by divine
spirits. Lam utilizes the typical monochromatic palette
associated with analytical Cubism but the painting is far
from a traditional Cubist picture. Rather, Lam draws on
elements of Cubism by depicting the femme-cheval from
two angles, both frontally and in profile. The two faces
seems to represent the double nature of the femmecheval, with the left face appearing definitively horse-like
while the right face closely relates to the types of African
masks Lam would have seen in Picasso’s studio in the
1930s. The monochrome palette further highlights the
portrait-like nature of this work where the figure is boldly
defined by Lam’s Matisse-like bold black contour lines set
against a somber background.
Through this stunning and very sophisticated rendering of
a femme-cheval, Lam provides a visual elucidation of
Afro-Cuban religion, as well as his own unique brand of
Cuban and Surrealist aesthetics, which defined him as an
artist during this seminal period and continues to place him
at the forefront of international modernism today.
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Pablo Picasso, Large Nude in a Red Armchair, 1929, Oil on canvas,
76 ¾ x 51 ¼ in. (195 x 130 cm), Musée Picasso, Paris © 2015 Estate of
Pablo Picasso / Artists Rights Society (ARS), New York
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27
WIFREDO LAM CUBA 1902-1982
Las aguadoras, 1929
oil on canvas
31 7⁄8 x 39 3⁄8 in. (81 x 100 cm)
Signed and dated “Wifredo Lam 1929” lower right. This work is
accompanied by a certificate of authenticity issued by Eskil Lam.
Estimate $90,000-120,000
provenance
Private Collection, Spain
Galería Odalys, Madrid
Acquired from the above by the present owner
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28
MATTA CHILE 1911-2002
L’impossible de l’un et de l’autre, 1943
oil on canvas
20 x 25 in. (50.8 x 63.5 cm)
Titled “L’impossible de l’un et de l’autre” on the stretcher.
Estimate $800,000-1,200,000
provenance
Acquired directly from the artist
Collection of María Martins, São Paulo
Thence by descent to Private Collection
Sotheby’s, New York, Latin American Paintings, Drawings and Sculpture,
Part II, November 16, 1994, lot 209
Acquired at the above sale by the present owner
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“I am interested only in the unknown and I work for my
own astonishment.” MATTA

Joseph Stella, Brooklyn Bridge, 1918-20. Oil on canvas. 84 ¾ x 76 3⁄8 in. (215.3 x 194.6 cm)

L’impossible de l’une et de l’autre, 1943 is an
amalgamation of concepts that embodies Matta’s
innovative brand of Surrealism, which ultimately
contributed to the expansion of the international Surrealist
movement as well as the development of American
Abstract Expressionism, greatly influencing artists such as
Robert Motherwell, Jackson Pollock, and Arshile Gorky.
After initially studying architecture in Chile, followed by a
brief period of working in Le Corbusier’s Paris Atelier in
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1935, Matta turned to a new form of artistic expression.
Living in Paris and interacting with a number of the
Surrealist artists working there, Matta’s early drawings
already evinced a deep understanding of the Surrealist
objective: to create a liaison between the world of dreams
and the waking state. As his drawings evolved, he
demonstrated a lucid understanding of landscapes derived
from the geometry of forms. More importantly, the
iconography he developed during this period evinced
stunning introspective compositions that allow viewers to
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discover the imagery on their own terms. It was precisely
these compositions that impressed the leading Surrealists
of that time, such as Gordon Onslow Ford, Salvador Dalí,
Yves Tanguy, Joan Miró and Marcel Duchamp. André
Breton was particularly enthusiastic about Matta’s
drawings. Not only did Breton purchase two of Matta’s
early works on paper, but he would later include Matta’s
work in the famous 1938 Exposition Internationale du
Surréalism in Paris. When Minotaure published their
review of the exhibition in 1939, Breton declared Mata as
the most important emerging Surrealist artist of the time.
However, the eruption of World War II soon forced Matta,
as well as many of his peers, to flee from Europe in search
of less turbulent places to live and work.
In 1939 Matta settled in New York, where he further
developed his unique brand of Surrealism, soon creating a
sensation in the art world. Matta titled the works from
this period Psychological Morphologies because they
represent a depiction of the artist’s psyche as landscape,
full of swirling forms tumbling and crashing through
space. Matta based these painting on the technique of
automatism, an experimental method used by other
Surrealists of the time, where it was believed that the
artist’s unconscious hand would move faster than the
mind could think, and thus the artist’s thoughts would
spontaneously flow onto the canvas. This development
coincided with the fact that Matta, who had previously
focused on drawing, had recently begun painting thanks
to his colleague Gordon Onslow Ford. At this time Matta
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Yves Tanguy, Divisibilite Infinie, 1943. Collection Albright Art Gallery, Buffalo, New York
© 2015 Estate of Yves Tanguy / Artists Rights Society (ARS), New York
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Roberto Matta, Invasion of the Night, 1941. Oil on Canvas, 38 x 60 1⁄8 in. (96.5 x 152.7 cm.), San Francisco Museum of Modern Art
© 2015 Artists Rights Society (ARS), New York / ADAGP, Paris

also developed a personal technique whereby he
applied small quantities of color next to each other at
the edge of his palette knife and then mixed them in
many unpredictable ways with extremely rapid
brushstrokes. This first stage was completed fairly
quickly, at which point he would begin to further
develop the composition resulting in remarkably unique
surface quality to his paintings.
Another pivotal characteristic of Matta’s work is found in
the way the artist achieves a background and foreground
that are spatially interchangeable, as exemplified in the
present lot. When standing in front of this magnificent
painting, the viewer is confronted by a feeling of
movement because the foreground appears to
metamorphose into the background and vice versa.
Through his delicately transparent veils and clouds of
petrol blue and soft white, Matta has achieved a
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continuous sense of change and transformation within a
static surface, a remarkable feat for a painter. This painting
likewise evinces Matta’s concept of infinite space as well as
an exploration of how our existence is defined by
boundaries, boundaries that according to Matta reflect a
fourth dimension. The hard edged lines in this work imply
the existence of a border and there is an implied horizon,
yet there is simultaneously a hint of chaos due to the lack
of recognizable forms grounding the viewer in space.
When examining Matta’s work, one cannot avoid
acknowledging how the atrocities of the War and the
Holocaust impressed upon him a horrific and negative view
of the world. It was during this time that Matta visited
Mexico with Robert Motherwell. The trip imparted a
lasting effect on Matta as he was deeply perplexed by the
class inequalities between the indigenous population and
the people of European descent. This form of class violence
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Arshile Gorky, Diary of a Seducer, 1945, Oil on canvas, 50 x 62 in. (126.7 x 157.5 cm), The Museum of Modern Art,
New York © 2015 Estate of Arshile Gorky / Artists Rights Society (ARS), New York

caused Matta much angst, which he expressed in his
later work through the inclusion of ominous biomorphic
figures. Although these later figures had not yet been
conceived by 1943 when Matta executed this particular
painting, we see their primordial predecessors
represented by the black biomorphic form in the central
upper left quadrant of the painting. This dark, heavy
shape contrasts the thin layers of white paint that Matta
often included in his Psychological Morphologies to
create a feeling of veiled and limitless space.
As a result of these significant artistic innovations and his
early promotion by André Breton, Matta’s talent was
readily acknowledged in New York. Soon after arriving in
the United States, Julien Levy Gallery, well known for
exhibiting Surrealist artists, offered Matta a solo show in
1940, which was later followed by an invitation to show
his work at the renowned Pierre Matisse gallery in 1942.
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Matta’s work mesmerized the public and his success
continued to grow, paving the way for future
opportunities and bringing him into the realm of
successful pioneering artists based in New York such as
Marcel Duchamp. Matta’s intense investigation into the
inner working of the human mind as well as other
complex subjects such as science and magic continued to
profoundly affect his work, leading to a constantly
transforming body of work that would affect many
generations of artists to come. The extraordinary value
of this painting, L’impossible de l’une et de l’autre, 1943,
lies in the fact that it embodies this seminal period in
Matta’s oeuvre, combining the fundamental strands that
define his work and depicting a world that is at once
representative of the cosmos while simultaneously an
intimate depiction of the perplexing inner workings of
the human psyche.
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LEONORA CARRINGTON BRITAIN / MEXICO 1917 - 2011
Bat-men (How true my love), 1950
tempera on panel
28 3⁄5 x 11 9⁄10 in. (72.6 x 30.2 cm)
Signed “Leonora Carrington” lower right.
Estimate $200,000-300,000
provenance
Worthing Art Gallery, Sussex
Edward James Foundation, West Sussex
Christie’s, New York, Modern Paintings and Drawings from the Edward
James Collection, November 21, 1988, lot 89
Christie’s, New York, Latin American Paintings, Drawings and Sculpture,
November 21, 1989, lot 28
Private Collection, Europe
Sotheby’s, Paris, Impressionist and Modern Art, December 3, 2008, lot 37
Acquired from the above by the present owner
exhibited
Paris, Galerie Pierre Loeb, Leonora Carrington, 1952
Sussex, Worthington Art Gallery, Impressionism to Surrealism, 1970
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decision, unleashing her potential to become an established
Surrealist artist in the international art world.
Carrington was greatly influenced by the famous
Surrealist Max Ernst, whom she met and with whom she
later entered into a romantic relationship. Ernst’s
influence can especially be seen in her use of the painting
technique frottage and her interest in alchemy and fairy
tales. Additionally Carrington experimented with
automatism and cadavers exquis, which were typical
artistic investigation processes of Surrealism. Carrington’s
vision of Surrealism depicts a construction of both
fantastical and believable worlds, which is an artistic
language she shares with other Surrealist artists. Her
works portray feminine intellectual aspects as well as
spiritual authority, where the occult is of special interest.
However, what distinguished her from other Surrealists
was her unique approach to the occult which had a
feminist perspective that reclaimed for women the central
role within the Surrealist tradition. Her artistic language
— within the orthodox canon of Surrealism — was also
unique in that she incorporated fairytale-like imagery into
her paintings.

Remedios Varo, Mujer o El espiritu de la noche, 1952, Watercolor
on paper, 16 9⁄ 16 x 8 11⁄ 16 in. (42 x 22 cm.) Private Collection, Sevilla
Walter Gruen, Mexico © 2015 Artists Rights Society (ARS), New
York / VEGAP, Madrid

This exquisite painting by Leonora Carrington elucidates
the artist’s ongoing preoccupation with gender and
feminist issues. Moreover, it belongs to an important period
within her oeuvre, during which she exhibited some of her
most mature works both in Mexico and internationally. This
unique and unorthodox Surrealist work, which features
Carrington’s characteristic fantastical figures, challenges
the viewer both visually and intellectually.
Carrington was born to a wealthy family; her father, Harold
Wild Carrington, was a textile tycoon, who later consolidated
his wealth by selling the family company to the Imperial
Chemical Industries. At a very early age Leonora, an avid
reader, began drawing and writing stories and fables that
she learned from her Irish nanny. This kindled Leonora’s
imagination and exerted an influence she would later reflect
in her works. Rather than pursue marriage after being
presented as a debutant, Leonora enrolled at the Chelsea
School of Art in London despite her parent’s strong
opposition, who reacted by cutting off her financial support.
This drastic change in her lifestyle proved to be a crucial
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Max Ernst, The Robing of the Bride, 1939. Oil on canvas. 51 3⁄ 16 x 37 13⁄ 16 in.
(130 x 96 cm.) Peggy Guggenheim collection, Venice © 2015 Artists Rights
Society (ARS), New York / ADAGP, Paris
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The outbreak of World War II influenced Carrington’s work
as she was only 23 and disowned by her family and her
partner, Ernst, was interned repeatedly in concentration
camps. As a result, Carrington suffered from a brief mental
breakdown. Afterwards, Carrington published an account
of her time spent at a mental asylum in Spain entitled
Down Below. Ironically, this publication gave her much
more notoriety amongst the Surrealist artists. Bretón and
other Surrealists had always been interested in madness
and other mental states so this account portrayed
Carrington as though she was coming from the ‘other side,’
which purportedly gave her a visionary power that she
could incorporate into her works.

“transformation of the feminine domestic sphere into a site
of magical power” (Susan L. Aberth, Leonora Carrington
— Surrealism, Alchemy and Art, 2010, p.64). She began an
extensive exploration of mythological and esoteric
traditions to incorporate certain symbols into her work in
order to heighten the domestic and quotidian to the realm
of the sacred, exemplified by the present lot, which depicts
a woman surrounded by bat-like figures or “bat-men,” as
Carrington herself describes them in a somewhat satirical
manner. Pictorially, Carrington would often paint women
like the one in this painting in vibrant colors with very
elongated bodies. More importantly, this work continues to
provide us with fairytale-like, extraordinary personages
that define her unique brand of Surrealism.

After such a traumatic event in Spain, Carrington ended
her relationship with Ernst and emigrated to Mexico.
Although she was still emotionally and psychologically
vulnerable, Mexico provided her the opportunity to
change her life and re-focus on her work. Carrington
quickly became a part of a Mexican community of
renowned writers, actors and painters and her work was
acquired by many Mexican collectors. She was deeply
impressed by Mexico’s markets, the intermingling of the
Spanish colonial heritage with the indigenous culture and
the religious syncretism, all of which were powerful
catalysts that prompted Carrington to mix elements from
different cultures in her work. Her works now took a new
direction, reflected in the complexity of her iconography.
During this time she produced some of her most complex
and mature works, which would be exhibited
internationally and well received. Carrington participated
in two very important exhibitions at the Pierre Matisse
Gallery in New York in 1948: she had a one-person show
exhibiting 27 works and later that same year participated
in a group show where she was the only female artist. Her
iconography began reflecting the concept of
transubstantiation in the Catholic mass and the Saints,
and later she began inserting symbols from different
religions to subvert orthodox Catholicism. She also
depicted the hybrid, syncretic Catholicism that she saw in
both the public and private domestic Mexican spheres,
which incorporated elements from the Western European
and indigenous cultures as related to religion. This was a
time when she started experimenting with new
techniques, such as the medieval egg on tempera which
gave her palette a jewel-like tonality. She meticulously
dedicated herself to perfecting her draftsmanship, which
resulted over time in ever more complex compositions.
During this time Carrington gave birth to her two sons so in
addition to being a recognized artist she was also fully
dedicated to being a mother and running a household.
Interestingly enough, in some ways this reinforced her
feminist discourse and she was constantly exploring the

Leonora Carrington, Samain, 1951. Oil and tempera on three-ply. 36 x 22 in. (91 x 55
cm.) Private Collection © 2015 Estate of Leonora Carrington / Artists Rights Society
(ARS), New York
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RUFINO TAMAYO MEXICO 1899-1991
El juglar, 1982
oil and sand on canvas
52 x 39 in. (132.1 x 99.1 cm)
Signed and dated “Tamayo 82” upper right; further titled and dated
“JUGLAR 1982” on the reverse.
Estimate $700,000-1,000,000
provenance
Collection of Olga and Rufino Tamayo, Mexico City
Collection of Máximo Perdomo, Mexico City
Sotheby’s, New York, Latin American Art, June 3, 1999, lot 9
Private Collection, New York
exhibited
Mexico City, Museo de Arte Contemporáneo Internacional Rufino Tamayo,
Rufino Tamayo Setenta años de creación, December 1987 - March 1988
literature
N. Piamonte, “Entrevista con Rufino Tamayo,” Viva el Arte Revista
Latinoamericana de Artes Plásticas (1988), p.16 (illustrated)

Phillips is grateful to Juan Carlos Pereda for his kind assistance in
cataloguing this work.
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“Tamayo’s work does not set out to prove anything. It is almost
gratuitous, and as such has a style. His painting is ... It has the
heat of viscera, the color of viscera. Realistic painting, subjected
to physical reality. Realistic painting, far from cold reason, charged
with objective sensations that it generates within us through
sensual intensification, purely plastic accentuation, a highly
personal pictorial reality.” LUIS CARDOZA Y ARAGÓN

Pablo Picasso, Arlequin Assis, 1905. Watercolor and Indian ink. 22 ½ x 16 ¼ in.
(57.2 x 41.2 cm.) Private Collection

Minstrels, jugglers and acrobats were motivation for Rufino
Tamayo to focus on his technical ability to synthesize the
movements of the human body in his paintings. He
captured the bodies of these athletes using foreshortening
and depicted them in fluid postures, evoking key the
movements in the gymnasts’ skillful maneuvers and
exercises. The minstrel in the present lot juggles three
ninepins that simultaneously fly through space gracefully
falling into his hands, only to begin once again the eternal
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movement. The agile dancer is outlined against a vaporous
atmosphere of an opulent spectrum of sumptuous blue and
mauve hues, which exemplify Tamayo’s unequaled mastery
of color. With the graceful movement of a dancer and the
energy of an athlete, the juggler is constructed by a system
of diagonal lines alternating with curvatures that confer
veracity to his body’s gesticulations, subtly outlining his
body in movement.
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virtuosities were granted to Tamayo thanks to his constant
disciplined painting routine, which also enabled him to
achieve a mastery that is evidenced in each one of his
works. Tamayo cultivated a rebelliousness that expressed
his constant search for new aesthetic conundrums, used
and resolved in works of amiable themes like this one,
which despite its apparent simplicity also demonstrates a
great technical complexity. The work shows an enormous
artistic wisdom won during more than seventy years of
artistic and creative work. The energy and subtle power of
El juglar is covered in a layer of masterful color,
demonstrating Tamayo’s ever increasing talent in the prime
of his maturity.
In this way, El juglar is a painting that magnificently
encapsulates the large and successful trajectory of one of
the most important artists of modern Mexican art.
Juan Carlos Pereda
Curator, Museo Tamayo, Mexico City
Georges Seurat, Circus, 1890-1891, Oil on canvas 72 7⁄8 x 59 7⁄8 in.
(185 x 152 cm), Grand Palais (Musée d’Orsay), Paris © RMNGrand Palais (Musée d’Orsay) / Hervé Lewandowski

In the evanescent background mist, a few splashes of color
float — pictorial touches that enrich the visual atmosphere
supporting the acrobatic leap of the juggler. This technique
functions as an excuse for Tamayo to play with the
elements of rhythm that make the light of the background
even more vibrant. The bright yet elegant contrasts of
harmonic colors create a subtle distinction between the
grey of the figure’s clothing and the foreground juxtaposed
against the lilac, grey and blue background.
The expression on the juggler’s face underlines the
concentration required to execute the feat while
simultaneously evoking the plastic elements of preColumbian masks, omnipresent in all of Tamayo’s oeuvre,
which creates an aesthetic dialogue between the
painting’s forms.
El juglar, painted when the artist was eighty-three years
old, eloquently demonstrates that Tamayo had not only
retained his great abilities but had in fact become more
skilled in his mature years. The painting overflows with
energy and vitality, as if it had been painted by an artist in
the prime of his youth. These technical and conceptual
Edgar Degas, Miss La La at the Cirque Fernando, 1879. Oil on
canvas, 46 x 31 in. (116.8 x 78.7 cm)
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ARMANDO REVERÓN VENEZUELA 1889-1954
Desnuda, 1939
oil and tempera on burlap
41 1⁄2 x 38 1⁄2 in. (105.4 x 97.8 cm)
Signed “Armando Reverón” lower left.
Estimate $400,000-600,000
provenance
Collection of Margot Villanueva, Caracas
CDS Gallery, New York
Acquired directly from the above by the present owner
exhibited
Caracas, Museo de Arte Contemporáneo de Caracas, December, 1977
New York, Museum of Modern Art, Armando Reverón, February 11 - April
16, 2007
literature
J. Elderfield and L. Pérez-Oramas, Armando Reveron, exh. cat., New York,
2007, p. 146 (illustrated)
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Paul Cézanne, Une moderne Olympia, circa 1869, Oil on canvas, 22 ½ x 21 5x8 in. (57 x 55 cm.),
Private Collection

Armando Reverón was born into a wealthy family in
Venezuela in 1889. At a very early age he became
interested in art, which at the time in Venezuelan was not
considered an acceptable profession by upper society.
Despite this, the young artist proved to be so talented that
he battled against social pressures and continued to study
painting, eventually winning a scholarship to study in
Spain. In Spain, Reverón studied with some of the best
painters of the time, including Ignacio Zuloaga. Reverón
submerged himself in art, endlessly returning to the
Museo del Prado and absorbing all he could from the
European painters represented there. His influences
ranged from Cézanne and Monet to magnificent Spanish
painters like Goya and the genre painter, Joaquín Sorolla. A
work that particularly impressed Reverón was Goya’s La
maja desnuda, 1979-1800, which inspired his best known
painting, The Cave, 1920. This seminal work was the first
portrait Reverón painted of his beloved Juanita Ríos, a
young woman of Indian and Spanish descent, who would
become Reverón’s lifelong partner.
Reverón met Juanita when he returned from Europe and
joined an anti-academic group of artists called the Círculos
de Bellas Artes, who were declared enemies of the state by
the Venezuelan government. The group eventually broke
up causing Reverón to retreat to a tiny village called Macuto
with Juanita in order to escape government persecution. To
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live in an isolated village with a woman of indigenous
descent was quite atypical for a man of high society in
Venezuela and his family did not approve. It was during this
time that Reverón had his first mental breakdown and as a
result was diagnosed with schizophrenia.
Turning to Reverón’s early works — landscapes and
portraits defined as the Blue Period — we see that the
artist was working with a decidedly blue palette and was
influenced by the Russian painter, Nicolás Ferdinandov,
who lived briefly with Reverón and became a good friend.
In these paintings, Reverón denotes mystery through blue
hues and intimations of Goya, working in that tradition of
well-known Spanish painters. Reverón’s landscapes
established him within respected artistic circles and won
him recognition, ultimately defining his unique brand of
modernism. Following this period, the artist drastically
renovated his pictorial style, changing his palette to highly
textured monochromatic white hues, applying white paint
to white burlap canvases, with only hints of pale blue to
highlight opulent effects or reflect shadows, all of which
bordered on abstraction. Reverón was known for using
very specific brushes and in general disliked the touch of
metal and newly manufactured materials. Hence, Reverón
used bamboo brushes or ones that he crafted himself of
out pencils and made his own canvases out of burlap sacks.
The subject matter of these landscapes was the
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surrounding beaches of the artist’s native Venezuela and
many included what became a recognizable iconography of
grape trees and seascapes. This was also the time when
Reverón began using a singular technique to expose
sections of the canvas for representational purposes,
emulating a sensation of being blinded by the sunlight.
In the artist’s most prolific period, the 1930s, his figurative
works increased dramatically. Juanita Ríos and other local
women were the subject matter. When Reverón realized
these portraits, he performed a bizarre ritual by cinching
his waist to divide his body into two zones. According to
Alfredo Boulton, this was to de-eroticize himself, a form of
emasculation. At the same time, he put cotton balls in his
ears to isolate sound, which generated much commentary
and controversy in artistic circles. During the 1930s,
Reverón depicted his subjects in a mysterious, luminous
background: a Byzantine technique used in the creation of
mosaics. The light and radiance representing the
equatorial sunlight changed according to whether the work
was rendered indoors or outdoors. As in the case of the
present lot, ambiguous luminosity makes it difficult to
discern where the work was painted. Within Reverón’s
oeuvre, this is a unique portrait of a nude, as not only is the
lighting ambiguous but it is believed that the figure
represents a female nymph. In this group of works, where
Reverón placed the nudes in landscape settings, he was
“thereby urging the interpretation that they are
personifications of, respectively, a faun or a wood sprite
and a water spirit, an interpretation assisted by their
seeming to merge into their settings,” (John Elderfield,
Armando Reverón, 2007, p.138). This merging of the
painted figure and landscape with the burlap causes a
mystifying sense, whereby the weave of the burlap

Claude Monet, Cathédrale de Rouen. Le portail, brouillard matinal, 1894.
Oil on canvas, 39 ¾ x 26 in. (101 x 66 cm.) Essen, Museum Folkwang.

becomes the epidermis of the figure and the support for
the painting simultaneously. Some of the details of the
bodily shape lead us to believe that this figure is not an
ordinary mortal surrounded by landscapes of rocks and
water. The texture of the work echoes Reverón’s
remarkable feverish paint strokes, carried out with such
harmony that they achieve an enormous amount with only
one color.

J.M.W Turner, A Rocky Pool, with Heron and Kingfisher (also known as The Lonely Dell, Wharfedale).
circa 1815, Watercolour with scratching-out. 12 1⁄8 x 15 3⁄4 in. (30.9 x 40 cm.), Leeds City Art Gallery
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John Elderfield eloquently stated, “There has not been an
artist in all of Latin American art who is, at the same time,
as spectral and retinal as, paradoxically, Reverón. He
painted what he saw in a ghostly register, in both meaning
of the word: what is left of the world as a specter before
the potency of light or the uncertainty of shadows, and
what is left of desire faced with the instability of its objects
— concrete and carnal bodies, beautiful or wrinkled, raw
more than nude, confined in seclusion, sleep, or distance.”
(Elderfield, Armando Reverón, New York, p.101). Thus, it is
no surprise that Reverón was only the fourth Latin
American artist to ever have a solo show at the Museum of
Modern Art, New York, and his mysterious and romantic
body of work continues to mesmerize viewers today.
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RUFINO TAMAYO MEXICO 1899-1991
El canto y la música, 1933
graphite and charcoal on paper
18 1⁄ 4 x 24 1⁄ 4 in. (46.4 x 61.6 cm)
Signed and dated “Tamayo 33” lower left.
Estimate $70,000-90,000
provenance
Collection of Fernando Gamboa, Mexico City
Sotheby’s, New York, Latin American Art, November 20, 2001, lot 31
Private Collection, Kansas
Acquired from the above by the present owner
exhibited
Mexico City, Museo del Palacio de Bellas Artes, Rufino Tamayo Setenta
años de creación, December 1987 - March 1988
Mexico City, Museos del Palacio de Bellas Artes, Recordando a Fernando
Gamboa, June - August, 1995
Mexico City, Centro Cultural/Arte Contemporáneo, Rufino Tamayo, del
reflejo al sueño: 1920-1950, October 19, 1995 - January 21, 1996
Mexico City, Museo Tamayo de Arte Contemporáneo, Tamayo Dibujante
1926 - 1989, October 26, 2004 - January 30, 2005
literature
Rufino Tamayo Setenta Años de Creación, exh. cat., Museos del Palacio de
Bellas Artes, Mexico City, December 1987 - March 1988, p. 334 (illustrated)
Recordando a Fernando Gamboa, exh. cat., Museos del Palacio de Bellas
Artes, Mexico City, 1995, Catalogue No. 77, p. 20, no. 18 (illustrated)
Rufino Tamayo, del reflejo al sueño: 1920-1950, exh. cat., Centro Cultural/
Arte Contemporáneo, Mexico City, 1995, p. 29 (illustrated)
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Rufino Tamayo, El canto y la música, 1933, Fresco, Coordinación Nacional de Arqueología, INAH - CONACULTA, Mexico © D.R. Rufino
Tamayo/Herederos/ México/2015/Fundación Olga y Rufino Tamayo, A.C.

The subject of the present lot is one of the allegorical
characters included in the composition of the mural, El
canto y la música — the first mural painted by Rufino
Tamayo in 1933. The figure may be the embodiment of one
of the muses or deities of music. The work depicts a
woman in an ecstatic state flying through the air with a
look of concentration on her face while she plays cymbals.
Her long hair and her dress are not treated in detail, but
that is appropriate for allegorical figures as they are
symbols rather than depictions of individuals. As was
typical in art from this period in Mexico, the sturdy volume
of the subject has associations with women of the lower
classes, which Tamayo enriches with the abstracted forms
of pre-Columbian sculptures modeled by hand from clay.
The work was drawn with graphite and charcoal on thick,
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tan kraft paper. It is signed and dated in the lower left hand
corner, and it belonged for many years to the collection of
Fernando Gamboa, close friend of the artist and one of the
most important and active promoters of culture of the first
half of Mexico’s twentieth century.
Allegorical figures have a long tradition in Western art.
They were directly included in the colonial painting of the
Viceroyalty of New Spain and very soon their features
acquired the physical characteristics the local indigenous
peoples. Many paintings produced in the three centuries of
the colonial period represent these mythological beings,
who retained their virtues and attributes in a vernacular
manner. During the 19th century allegorical figures became
associated with the painting of the people and even
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became part of the iconographic repertoire of the
decorations in the local pulquerías. Their images were also
inserted in popular games such as the lottery and other
table games, which is possibly where Tamayo first became
inspired to personify the muses and the kind of fantastic
beings that appear in his youthful works.

Conservatorio Nacional de Música (National Conservatory
of Music). The image of the woman playing cymbals, in a
state of ecstasy, did not suffer any changes when it was
being transposed to one of the doors of the stairwell of the
staircase in that vice-royal palace planted in the heart of
Mexico City.

Las sirenas and El sueño, wood engravings from 1926, Las
mensajeras en el viento from 1929, and Las musas de la
pintura from 1932 are only some of the images of this
genre that appear in Tamayo’s work before they appear on
a monumental scale in the mural El canto y la música.

It’s appropriate to take into account that the features of
the deity are powerfully associated with the appearance of
pre-Columbian ceramics, and even though she floats
ethereally through the air, her volume and weight offer
themselves considerably to the vision of the spectator,
amplifying the magic of both the painting and the drawing,
with that enchanting contradiction.

This very detailed drawing, executed with careful
attention, is the study for one of the levitating characters
that appears in the composition of El canto y la música,
which Tamayo painted in the main staircase of the then

Juan Carlos Pereda
Curator, Museo Tamayo, Mexico City

Diego Rivera, Creation, 1922-23, Encaustic and gold leaf, 23.3 x 40 ft. (7.08 x 12.19 m.) Anfiteatro Bolivar, National Preparatory
School, Mexico City © 2015 Banco de México Diego Rivera Frida Kahlo Museums Trust, Mexico, D.F. / Artists Rights Society
(ARS), New York
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DAVID ALFARO SIQUEIROS MEXICO 1896-1974
Explosión en la ciudad, 1935
pyroxylin on canvas
16 7⁄8 x 19 1⁄ 4 in. (43 x 49 cm)
Signed “Siqueiros” lower right; further signed, inscribed and dated
“Este cuadro lo pinté yo en 1935 Siqueiros Mex 3/5/70” on the reverse.
Estimate $80,000-120,000
provenance
Park-Bernet Galleries, New York
Galería Feldman, Buenos Aires
Christie’s, New York, Important Latin American Paintings, Drawings and
Sculptures, Part II, 21 November, 1995, lot 150
Private Collection, Texas
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The image of the city in front of our eyes is both a starting
point and an end point. It is an aerial perspective. We
watch a cloud of smoke rise from the charred remains of a
tiny city in the middle of the desert. This painting, which is
almost definitively a study for the famous painting
identically titled to the present lot, Explosión en la Ciudad
[Explosion in the City] (Collection of the Museo Carrillo
Gil), explores the phantasmagoric possibilities of the
fanciful forms of clouds of fire and smoke.
In the present lot, “the plastic uproar” that forms the base
of the composition of this small, yet monumental painting
is the result of modeling silicate paint, traditionally used to
coat automobiles, on the canvas as if it were play dough.
In 1932 in Los Angeles, Siqueiros had already begun to
investigate the use of coloring materials that would be
appropriate for painting exterior walls. In Buenos Aires in
1933, Siqueiros learned about a type of industrial paint that
Keim, a German company, had recently introduced in the
market, which he would go on to utilize for his mural
Ejercicio Plástico [Plastic Exercise] , painted that same
year. It is highly probable that when Siqueiros returned to
New York in 1934 he would have known about pyroxylin
made by Dupont as well. In other words, by 1935 Siqueiros
was already well versed in the types of materials he used to
execute this painting.

David Alfaro Siqueiros, Explosión en la ciudad, 1935, Pyroxylin on wood, 30 1⁄ 16 x
24 in. (76.4 x 61 cm), Museo Carrillo Gil, Mexico City © 2015 Artists Rights Society
(ARS), New York / SOMAAP, Mexico City

José Clemente Orozco, Prometheus, 1930, Tempera on Masonite, 24 1⁄ 16 x 31 7⁄8 in.
(61.2 x 81 cm), Museo de Arte Moderno, Mexico City © 2015 José Clemente Orozco
/ Artists Rights Society (ARS), New York / SOMAAP, Mexico
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This painting, as well as the painting at the Museo Carrillo
Gil, comes from a period of sparse artistic production in
Siqueiros’s career, and the two works turn out to represent
a kind of missing link. They demonstrate how Siqueiros
went from the abstract modeling of “real” clouds, in these
two cases, to the types of “controlled accidents” he created
in his Experimental Workshop in New York. Beginning with
Nacimiento del Fascismo [The Birth of Fascism] in 1936,
Siqueiros created paintings from the Experimental
Workshop period by spraying streams of paint from cans of
paint at random onto supports placed on the floor, which
he would later superimpose with figurative designs.
The present lot was one of Siqueiros’s first experimentations
in a sculptural handling of coloring materials. As this work
was painted on canvas rather than wood, we are led to
believe it is a study for the larger painting in the collection of
the Museo Carrillo Gil. The present lot depicts a sinister
black cloud that detaches itself from a city in flames,
constructed like a plastering of bright black, red, white and
yellow industrial paint — the infinite horizon is marked by a
blue diagonal line on the right side — on gray and brown
backgrounds. This 1935 study is one of the first attempts by
Siqueiros to not only transmit the appearance of the
explosion, but also the sensation of its form. The almost
identical appearance of the present lot to the sculpted
painting Explosión en la Ciudad at the Museo Carrillo Gil
gives us ample reason to believe that both were painted in
1935. This adds to the importance of the present lot as it
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Jackson Pollock, The Flame, 1934-38, Oil on canvas mounted on fiberboard, 20 ½ x 30 in. (51.1 x 76.2 cm), Enid A. Haupt Fund
for the Museum of Modern Art, New York © 2015 Pollock-Krasner Foundation / Artists Rights Society (ARS), New York

refutes the argument of researcher Esther Acevedo that the
larger painting was executed in 1945 and therefore depicted
the atomic bomb. Siqueiros would however go on to paint
the atomic mushroom cloud in his 1955 painting, Hiroshima.
Explosiveness and monstrosity are two significant themes in
the work of the artist from the 1930s onwards. These

paintings represent the artist’s forebodings of war before he
enlisted as a soldier in the army of the Spanish Republic in
1937-38. The shape of the burning cloud in this impressive
small painting is the result of a calligraphy of concentric
circles that cross space in a threatening manner and
culminate in a diagonal in the upper right hand corner. The
circles are craters that leave innumerable holes and volumes
that implode. The yellow circle in particular suggests a head
with implied features being catapulted from a bulky, winged
body. Seen from top to bottom in the composition, the
modeling of the figure is the starting point of the great
foreshortened images the artist would paint in the following
decades such as his depiction of a Promethean figure at the
Hospital de la Raza (1953) in Mexico City. The shape of this
figure, which becomes significant in Siqueiros’s later work,
appears to accidentally or unconsciously arise from the
abstract tumult of the present lot. The minuscule city, which
is seen from above the explosive cloud, is the point of
escape and, in this case, the starting point for the flames
made with pencil strokes. This painting is all about an
expressionistic and realistic explosion. The brushstrokes and
pencil strokes are vibrant and swift moving like the ire and
smoke that they represent.
In conclusion, this painting, like some of Siqueiros’s most
famous works, such as Tempestad [Tempest] (1939) and
Fin del Mundo [End of the World] (1936), is a powerful,
seminal work because it marks a key moment in the history
of the experimental painting of David Alfaro Siqueiros and
of modern art of the third decade of twentieth Century.
Irene Herner Reiss, Ph.D

John Chamberlain, Hillbilly Galoot, 1960, Painted and chromium-plated
steel, 58 x 65 x 58 in. (147.3 x 165.1 x 147.3 cm), Glenstone, Potomac © 2015
Fairweather & Fairweather LTD / Artists Rights Society (ARS), New York
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REMEDIOS VARO SPAIN / MEXICO 1908-1963
Study for “Phenomenon”, 1962
pencil on tracing paper
26 3⁄ 4 x 18 1⁄2 in. (67.9 x 47 cm)
Estimate $90,000-120,000
provenance
Collection of the artist
By descent to Private Collection, Mexico City
Acquired from the above by the present owner
We are grateful to Professor Luis-Martín Lozano for his kind assistance in
cataloguing this work.
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Quattrocento, such that in some of her most mature work,
which she would produce in Mexico in the 1950s, she
retained that wealth of references to the history of art and
more specifically in her use of drawing.
Varo’s production of drawings can be divided in two great
groups: the body of work of autonomous creation, that was
never translated into painting, and second: the body of
work of a large number of drawings that served as outlines,
studies and sketches for the execution of all the paintings
executed between 1950 and the year of her death, 13 years
later. In all of the drawings that belong to the second
creative universe, the exactness of the outline, the rigor of
the line and the precision of the idea prevail. However, few
of them have survived to our day. For Varo, the idea for a
painting could emerge in many ways, through suggestions
and associations as she confessed, but, in every case,
before executing an oil painting, Varo adjusted the vision
she had formed by means of one or several drawings. Like
a good academic, Varo had learned that the drawing is the
intellectual mechanism by which the painter creates the

René Magritte, Le blanc-seing (Carte Blanche), 1965, Oil on canvas, 31 7⁄8 x 25 5⁄8
in. (81 x 65 cm), Collection of Paul Mellon, Washington, D.C. © 2015 C. Herscovici
/ Artists Rights Society (ARS), New York

After studying in the Royal Academy of Fine Arts of San
Fernando in Madrid, Remedios Varo began an artistic
career that would take her from the rigorousness of
academia to the creative freedoms of the avant-garde.
However, during the process that began with the
Logicofobistas in Barcelona to the point of becoming part
of Andre Breton’s surrealist group in Paris, Varo stayed
faithful to drawing as a creative instrument for exploring
and experimenting with the human psyche. In the early
1930s, Varo must have felt limited as a female artist trying
to win the respect of her male colleagues in the academic
world. Thus, her later association with the avant-garde
must be interpreted as a frank desire to free herself from
those conventions and to break the boundaries of what a
woman with creative urges could achieve with her work.
When Varo studied in the Academy she learned about the
great tradition of the ancient masters and developed a
fascination with the Flemish and Italian painters of the
René Magritte, Study for Le blanc-seing (Carte Blanche), circa 1965,
Drawing, Collection Mme. René Magritte Brussels, Belgium © 2015 C.
Herscovici / Artists Rights Society (ARS), New York
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Remedios Varo, Fenómeno, 1962, Oil on canvas, 21 5⁄8 x 15 ¾ in. (55 x 40
cm) © 2015 Artists Rights Society (ARS), New York / VEGAP, Madrid

concept and the hand translates through the craft into an
image that is the repository of the artist’s creativity.
Thus, in the case of Varo, the outlines first gave way to the
idea of the subject and the compositional solution, going
on to a phase in which several isolated drawings developed
specific details that the outline announced. For instance,
this is visible in the handling of cloth, details of the hands
and feet, and some outlines of the face. Later all of these
drawings were integrated in one great study, perfectly
detailed, which served as the literal basis for the
composition and central theme of the painting. That is the
case of this drawing which is the final study for the painting
Fenómeno (Phenomenon) from the year 1962. Instead of
drawing on the original support of the painting, Varo
traced the drawing of the definitive sketch on a slab of
Masonite or on the canvas itself, such that every one of the
important paintings that she painted in the last five years
of her life is preceded by a sketch of the same size as the

painting, and on occasion slightly larger, revealing details
of the composition that are eliminated from the final
painting. As in this case the completed arches of the
architecture that are a homage, both to the Renaissance
and the illusory metaphysical architectures of Giorgio de
Chirico. This minute technique that doesn’t leave room for
mistakes, reveals that drawing was the true projection of
the imaginary world of the artist and as one can see from
the strokes of the graphite on the back side of the paper of
this sketch, Varo traced on the masonite which is the base
of the painting Fenómeno (Phenomenon), transferring all
the spatial details and thematic concept, making the
drawing a projection of the painting strictly speaking. The
importance of these drawing which, truthfully, have been
scarcely studied, lies in the fact that they were not only
preparatory sketches for a painting, but also because the
esthetic concept and the fantastic imaginary world that
Remedios Varo conceived as an artist is implicit in them.
Professor Luis-Martín Lozano
Mexico City, April 2015.
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35
JUAN O’GORMAN MEXICO 1905-1982
Paisaje de la época feudal, circa 1975
graphite on vellum
27 x 60 1⁄ 4 in. (68.6 x 153 cm)
Signed and titled “Paisaje de la Epoca Feudal Juan O’Gorman” lower right.
Estimate $28,000-35,000
provenance
Acquired directly from the artist
Private Collection, Mexico City
Acquired from the above by the present owner
exhibited
Mexico City, Fomento Cultural Banamex, Juan O’Gorman 100 años:
temples, dibujos y estudios preparatorios, April 1 - October 30, 2005
literature
Juan O’Gorman 100 años: temples, dibujos y estudios preparatorios, exh.
cat., Mexico City, 2005, p. 88 (illustrated)
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36
DIEGO RIVERA MEXICO 1887-1959
Mujer sentada en el mercado con rebozo azul y flores, 1937
watercolor on rice paper, laid on artist’s board
15 3⁄ 8 x 11 in. (39 x 28 cm)
Signed “Diego Rivera” lower right.
Estimate $60,000-80,000
provenance
Acquired directly from the artist
Collection of Edith Rosenheim, Paris, 1938
Private Collection, New York
Acquired from the above by the present owner
Phillips is grateful to Professor Luis-Martín Lozano for his kind
assistance in cataloguing this work.
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MIGUEL COVARRUBIAS MEXICO 1904-1957
Two works: (i) Introduction: The Singer; (ii) Midday Siesta at Sea, n.d.
ink wash and watercolor on paper
i) 13 3⁄ 4 x 10 in. (34.9 x 25.4 cm)
ii) 10 x 13 1⁄2 in. (25.4 x 34.3 cm)
Estimate $15,000-20,000
provenance
Collection of Frank Crowninshield, New York
Benjamin West Society, Swarthmore
Acquired from above by the present owner, 2012
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(i)

(ii)

NY_LATIN_MAY15_108-167.indd 111

29/04/15 09.08

38
FRANCISCO TOLEDO MEXICO b. 1940
Benito Juárez flechador, 1985
gouache and sand with Mexican peso collage on paper
20 x 22 in. (50.8 x 55.9 cm)
Signed “Toledo” lower left.
Estimate $60,000-80,000
provenance
Acquired directly from the artist
Galería Arvil, Mexico City
Private Collection, Mexico City
Acquired from the above by the present owner
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OSWALDO GUAYASAMÍN ECUADOR 1919-1999
Portrait of Mary Waller, n.d.
oil on canvas
31 1⁄2 x 39 3⁄8 in. (80 x 100 cm)
Signed “Guayasamín” upper right.
Estimate $15,000-20,000
provenance
Private Collection, Spain
Acquired from the above by the present owner
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EDUARDO KINGMAN ECUADOR 1913-1997
Contienda, 1950
oil on panel
32 1⁄2 x 34 5⁄8 in. (82.5 x 88 cm)
Signed “Eduardo Kingman” on the reverse.
Estimate $30,000-40,000
provenance
Private Collection, Venezuela
Galería Odalys, Madrid
Acquired from the above by the present owner
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PEDRO FIGARI URUGUAY 1861-1938
Desafinación, 1938
oil on fiberboard
19 1⁄2 x 25 1⁄2 in. (49.5 x 64.8 cm)
Estimate $30,000-40,000
provenance
Private Collection, Houston
Private Collection, Miami

NY_LATIN_MAY15_108-167.indd 116

29/04/15 09.10

NY_LATIN_MAY15_108-167.indd 117

29/04/15 09.10

(i)

42
FRANCISCO TOLEDO MEXICO b. 1940
Three works: (i) Hombre sonriendo con sombrero negro; (ii) Niña gata con
círculo; (iii) Niña gatita, 1965
gouache on paper, laid on unstretched canvas
(i) 11 x 8 5⁄8 in. (27.9 x 21.9 cm); (ii) 10 1⁄ 2 x 8 1⁄ 2 in. (26.7 x 21.6 cm);
(iii) 9 x 5 3⁄ 4 in. (22.9 x 14.6 cm)
Estimate $20,000-30,000
provenance
Acquired directly from the artist, 1965
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RODOLFO MORALES MEXICO 1925-2001
Untitled, n.d.
oil on canvas
47 1⁄ 4 x 60 3⁄ 4 in. (120 x 154.3 cm)
Signed “RODOLFO MORALES” lower right.
Estimate $150,000-200,000
provenance
Acquired directly from the artist
Private Collection, California
Acquired from the above by the present owner
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Leonora Carrington, The House Opposite, 1945, Tempera on panel, 13 x 32 ½ in. (33 x 82 cm), Private Collection © 2015 Estate of Leonora Carrington / Artists Rights
Society (ARS), New York

The work of Rodolfo Morales, embodied by this vibrant and
opulent painting, has left a resounding legacy for future
Mexican artists: a unique vision of an intimate quotidian
reality, mingled with fantastical elements of Surrealism.
Ultimately the message conveyed is one of a specific reality
visible to only the artist, which he formulated from his
experiences in Mexico City, Oaxaca and his home town of
Ocatlán. Although his work exudes a certain naïvete, on
a deeper level it reflects a profound understanding of art
history coupled with masterful technique.
To understand Rodolfo Morales’s work, it is essential to
contextualize his painting within the Mexican art world
from the 1950s through the 1970s. During this time,
there was a certain feeling of disillusionment within the
art establishment of Mexico, expressed by a rejection of
the state supported vision of mexicanidad in the visual
arts, such as paintings glorifying the lives of the common
people and other staples of Mexican aesthetics that
were now beginning to be viewed with skepticism and
disregard. Artists now wanted to be accepted and viewed
at an international level and to surpass the legacy of “Los
tres grandes” (Diego Rivera, David Alfaro Siqueiros and
José Clemente Orozco), whose murals had dominated the
idea of Mexican art for decades. Concurrently, the rise of
Abstract Expressionism in the United States portended the
end of Europe, and particularly Paris, as being seen as the
center of the art world. Thus, this tension in addition to a
number of outside influences created a movement within
Mexico in which a myriad of artistic approaches flourished
and came to be known as La ruptura (The Rupture). La
ruptura proved to be incredibly experimental and was
made up of a myriad of styles and ideologies. The only
clear principle that unified all Mexican artists within this
group was a desire to be avant-garde by breaking away
from the “typical Mexican art,” which was becoming
increasingly considered passé.
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Frida Kahlo, The Love Embrace of the Universe, The Earth (Mexico), Diego, Me
and Senor Xolotl, 1949, Oil on canvas, 27 1⁄2 x 23 3⁄4 in. (70 x 60 cm), Collection
of Jacques and Natasha Gelman, Mexico City © 2015 Banco de México Diego
Rivera Frida Kahlo Museums Trust, Mexico, D.F. / Artists Rights Society (ARS),
New York
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alive during an important market day held every Friday.
Other than this day, the town could be considered rather
lifeless. Morales remembered that during his childhood
the liveliest place in Ocatlán was the town jail, where
boisterous prisoners would craft handmade baskets.
Morales himself lived in a large 17th century house in the
center of town, which he often depicted in his paintings.
One of the artist’s major influences was Marc Chagall
who, like Morales, relied on his childhood memories of his
village of Vitebsk for much of his inspiration. In the present
work, the protagonist, a female figure, is rendered in
many ways and in several different vignettes. The majority
of the figures are looking sideways, drawn in profile in a
contemplative manner. The painting also features several
buildings, all of which are located around a square and
one of which is likely his childhood home. Also present are
mysterious shadows emerging from doorways in two of
the compositional windows, inserted — without a doubt
— due to an affinity he shared with Giorgio de Chirico who
was known for his use of threatening shadows emerging
from classical structures. The conflation of scenes painted
in isolated windows offers the viewer an abnormal
perspective and an undeniable feeling of unanticipated,
bizarre events, all evincing the artist’s surrealist discourse.

Marc Chagall, Bride with Blue Face, 1966, Oil on canvas, 39 3/8 x 31 7/8 in.
(100 x 81 cm), Private Collection © 2015 Artists Rights Society (ARS), New
York / ADAGP, Paris

Within this context, Rodolfo Morales was already building
a remarkable body of work that was considered anything
but the norm. He had studied at the famous Academy
of San Carlos in Mexico City, where he taught drawing
classes for thirty two years to an average of three hundred
students at a time. It was not until a mature age that
he staged his first one-person exhibition at the Palacio
Provincial in Málaga, Spain and two years later at the
Casa de las Campanas in Cuernavaca. This attention to
Morales’s art was in many ways thanks to Rufino Tamayo
who discovered the artist and encouraged him to exhibit.
Tamayo championed Morales’s work and announced in the
catalogues of these first exhibitions that Morales brought
a breath of fresh air to Mexican painting. The essence of
his work lies in the fact that his subject matter always dealt
with his own realities and the quotidian aspects of his life
in Oaxaca, Mexico City and Ocotlán in particular. He began
dedicating himself full time to painting in 1950, and his
personal style was already evinced in these early works,
echoing domestic scenes of his native town of Ocotlán. The
women of Ocatlán, in particular, would become a constant
and enduring element throughout his oeuvre.
To further understand the worlds that Morales created
in his baroque canvases, such as the present lot, it is
essential to visualize his hometown of Ocatlán, located
at the crossroads of several highways, which only comes
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This dazzling painting evokes a profound sense of
nostalgia that emerges from an extensive introspection
through which Morales’s trained sight imparts on the
viewer the notion of remembering early moments in
one’s personal life. As stated by Carlos Monsivais in his
seminal book on the artist, Morales “redefines, childhood
myths, folk legends and popular stories so that they might
have relevance for an audience in the late 20th century”.
(Monsivais, Rodolfo Morales, 1992, p. 190)

Rufino Tamayo, Mujeres de Tehuantepec, 1939, Oil on canvas, 33 7/8 x 57 1/8 in. (86 x 145 cm),
Albright Knox Art Gallery
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RICARDO MARTÍNEZ MEXICO b. 1956
Figura recostada, 1972
oil on canvas
19 3⁄ 4 x 39 1⁄ 4 in. (50.2 x 99.7 cm)
Signed “Ricardo Martínez” lower right.
Estimate $35,000-45,000
provenance
Acquired directly from the artist
Private Collection, Connecticut
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45
ProPerty from the Los AngeLes County museum of Art

Rafael CoRonel mexiCo b. 1931
Five works: Untitled, circa 1980
graphite on paper
(i) 18 1/ 4 x 24 in. (46.4 x 61 cm.); (ii) 12 x 9 in. (30.5 x 22.9 cm.); (iii)
13 3/ 4 x 11 in. (34.9 x 27.9 cm.); (iv) 14 x 11 in. (35.6 x 27.9 cm.); (v) 12
1/ 4 x 9 1/2 in. (31.1 x 24.1 cm.)
Each signed “Rafael Coronel” lower right.
Estimate $8,000-12,000
provenance
The Bernard and Edith Lewin Collection of Mexican Art
Acquired from the above by the Los Angeles County Museum of
Art, 1997

(iii)
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(v)
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FRANCISCO TOLEDO MEXICO b. 1940
Untitled, c. 1960s
watercolor on paper
35 x 23 in. (88.9 x 58.4 cm)
Signed “Toledo” lower right.
Estimate $30,000-40,000
provenance
Galería Antonio Souza, Mexico City
Acquired from the above by the present owner

NY_LATIN_MAY15_108-167.indd 126

29/04/15 09.12

NY_LATIN_MAY15_108-167.indd 127

29/04/15 09.13

47
PROPERTY FROM THE LOS ANGELES COUNTY MUSEUM OF ART

CARLOS MÉRIDA GUATEMALA 1895-1984
Three Figures, 1969
oil on canvas
16 1⁄ 4 x 18 1⁄ 4 in. (41.3 x 46.4 cm)
Signed and dated “CARLOS MERIDA 1969” lower left.
Estimate $25,000-35,000
provenance
The Bernard and Edith Lewin Collection of Mexican Art
Acquired from the above by the Los Angeles County Museum of Art, 1997
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48
ENRIQUE METINIDES MEXICO b. 1934
Car crash with firemen, 1960/2013
gelatin silver print
16 x 20 in. (40.6 x 50.8 cm)
This work is number 4 from an edition of 15.
Estimate $4,000-6,000
provenance
Galería Emma Molina, Mexico City
Acquired from the above by the present owner
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KATI HORNA HUNGARY 1912-2000
Leonora, 1950
gelatin silver print
image 9 x 7 ¾ in. (22.9 x 19.7 cm)
sheet 10 x 8 ½ in. (25.4 x 21.6 cm)
Signed “Kati Horna,” on the reverse.
Estimate $6,000-8,000
provenance
Collection of the artist
Acquired from the above by the present owner
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ALEJANDRA LAVIADA MEXICO b. 1980
Red Totem (from the series Re-Constructions), 2011
pigment print on Hahnemühle cotton paper
20 x 24 in. (50.8 x 61 cm)
This work is number 3 from an edition of 5.
Estimate $3,000-5,000
provenance
Galería Emma Molina, Mexico City
Acquired from the above by the present owner
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CARLOS EDUARDO HELLMUND VENEZUELA b. 1937
Olas verdes (Green Waves), 2014
c-print on paper
image 32 x 48 in. (81.3 x 121.9 cm)
sheet 34 x 50 in. (86.4 x 127 cm)
Signed and numbered “C Hellmund 3-8” lower left. This work is number 3
from an edition of 8.
Estimate $3,000-5,000
provenance
Acquired directly from the artist
Private Collection, Caracas
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ANNA MARIA MAIOLINO BRAZIL b. 1942
Ecce Homo, 1967
woodcut on paper
image 15 1⁄ 4 x 9 3⁄ 4 in. (38.7 x 24.8 cm)
sheet 19 1⁄ 4 x 12 3⁄ 4 in. (48.9 x 32.4 cm)
Signed, dated and numbered “Anna Maria Maiolino 1967 2/10” lower right.
This work is number 2 from an edition of 10.
Estimate $6,000-8,000
provenance
Private Collection, California
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LEÓN FERRARI ARGENTINA 1920-2013
Untitled, 1978
ink on paper
12 x 9 in. (30.5 x 22.9 cm)
Signed and dated “León Ferrari 78” lower right.
Estimate $10,000-15,000
provenance
Acquired directly from the artist
Private Collection, Buenos Aires
Private Collection, New York
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54
Cildo Meireles Brazil b. 1948
Fontes, 1992-2008
4 painted wood rulers
78 3/ 4 x 3/ 4 in. (200 x 1.9 cm)
Each signed, titled and dated “FONTES CM 92” on the edges.
Estimate $40,000-60,000
provenance
acquired directly from the artist
Private Collection, argentina
exhibited
london, Tate Modern, Cildo Meireles, October 14, 2008 - January 11, 2009,
then travelled to Barcelona, Museu d’art Contemporani de Barcelona
(February 11 - May 3, 2009), The Museum of Fine arts Houston (June 3 September 27, 2009), los angeles County Museum of art (November 22,
2009 - February 7, 2010), art Gallery of Ontario (March 27 - June 27, 2010)

(alternate view of the present lot)
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LOS CARPINTEROS CUBA b. 1969, b. 1971
La Panera, 2004
wood assemblage
41 3⁄ 4 x 124 x 57.5 in. (106 x 315 x 146.1 cm)
Signed, numbered and dated “Los Carptinteros 3/5 ©2004” lower left.
This work is number 3 from an edition of 5. This work is accompanied by a
certificate of authenticity signed by the artists.
Estimate $30,000-40,000
provenance
Graphic Studio, Tampa
exhibited
Miami, PanAmerican Art Projects, Uprooted/Transmigrations, May 27 –
July 30, 2011
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IVÁN CAPOTE CUBA b. 1973
The Key to All Things, 2006
aluminium, steel
12 3⁄ 4 x 45 1⁄2 x 12 7⁄8 in. (32.4 x 115.6 x 32.7 cm)
This work is number 1 from an edition of 3.
Estimate $5,000-7,000
provenance
Galería Habana, Cuba
Acquired from the above by the present owner
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LOS CARPINTEROS CUBA b. 1969, b. 1971
Archivos doble, 2003
watercolor on paper
28 7⁄5 x 41 7⁄5 in. (74.7 x 107.7 cm)
Signed and dated “Los Carpinteros 2000” lower right
Estimate $10,000-15,000
provenance
Galeria Fortes Vilaça, São Paulo
Acquired from the above by the present owner
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JOSÉ TOIRAC CUBA b. 1966
Plaza, 1992
oil on paper
27 1⁄2 x 19 3⁄ 4 in. (69.9 x 50.2 cm)
Signed and dated “1993 Toirac” on the reverse.
Estimate $5,000-7,000

•

provenance
Magnan Metz Gallery, New York
Acquired from the above by the present owner
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TANIA BRUGUERA CUBA b. 1968
Sin título, 2002
acrylic, graphite and metal on paper
22 1⁄ 4 x 30 1⁄ 4 in. (56.5 x 76.8 cm)
Signed “Tania Bruguera” lower right.
Estimate $6,000-8,000

•

provenance
Panamerican Art Projects, Miami
Acquired from the above by the present owner
exhibited
Kassel, Documenta XI, June 8 – September 15, 2002
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YOAN CAPOTE CUBA b. 1977
In Love (After Brancusi), 2008
aluminum, steel
25 x 24 3⁄10 x 25 1⁄10 in. (63.5 x 61.7 x 63.8 cm)
This work is number 2 from an edition of 3.
Estimate $5,000-7,000
provenance
Galería La Habana, Cuba
Acquired from the above by the present owner
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TANIA BRUGUERA CUBA b. 1968
Sunflower #2, 2002
ink and collage on paper
90 1⁄2 x 44 in. (229.9 x 111.8 cm)
Estimate $10,000-15,000
provenance
Acquired directly from the artist by the present owner
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GABRIEL OROZCO MEXICO b. 1962
El jardín del mundo (The Garden of the World), 1998
Cibachrome print
image 12 7⁄16 x 18 5⁄8 in. (31.6 x 47.3 cm)
sheet 15 3⁄ 4 x 20 in. (40 x 50.8 cm)
Signed, titled, dated and numbered “GABRIEL OROZCO
EL JARDIN DEL MUNDO 1998 5/5” on the reverse.
This work is number 5 from an edition of 5.
Estimate $8,000-12,000
provenance
Marianne Goodman Gallery, New York
Acquired from the above by the present owner
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GABRIEL OROZCO MEXICO b. 1962
Michiote, 2000
maguey membrane, rubber ball, plastic bag, string
19 x 11 x 7 1⁄2 in. (48.3 x 27.9 x 19.1 cm)
Estimate $25,000-35,000
provenance
Kurimanzutto, Mexico City
Acquired from the above by the present owner
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JOSÉ DÁVILA MEXICO b. 1974
Ejercicios de lo posible, 2007
c-print, 30 balloon generated ink on paper drawings
installation approximately 75 3⁄8 x 94 1⁄8 in. (191.5 x 239 cm)
smallest 10 5⁄8 x 7 7⁄8 in. (27 x 20 cm)
largest 12 1⁄2 x 9 1⁄2 in. (31.8 x 24.1 cm)
This work in number 1 from an edition of 10.
Estimate $15,000-20,000
provenance
Travesía 4, Madrid
Acquired from the above by the present owner
exhibited
London, Purdy Hicks Gallery, In Drawing, October 3 - November 21, 2008
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LUIS FELIPE ORTEGA MEXICO b. 1966
Primer desplazamiento: Tabatinga-Manaus, 2001-2014
acrylic on digital print, flush mounted to Sintra, in 10 parts
each 4 3⁄ 4 x 7 1⁄2 in. (12.1 x 19.1 cm)
This work is accompanied by a certificate of authenticity signed by the
artist. This work is unique.
Estimate $8,000-10,000
provenance
Acquired directly from the artist
Private Collection, Mexico
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Luis Felipe Ortega, who will represent the Mexico in the 2015 Venice
Biennale, has been a strong voice of contemporary Mexican art since
the 1990s when he, among other artists such as Gabriel Orozco and
Daniel Guzmán, emerged as one of the original artists represented
by Kurimanzutto. Ortega began as an observer and analyst of art,
transitioning to produce a vast oeuvre in several media or combinations
thereof: videos, photographs, found objects, installations, sculptures and,
always, the interaction with literature, philosophy and fellow artists. The
present lot, Primer desplazamiento: Tabatinga-Manaus, is representative
of one of Ortega’s series of works, which features photographs taken by
the artist of landscapes or images of daily life, which he then transforms
into evocative, provocative invitations to reconstruct and redefine our
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vision of common events. By superimposing paint on the surface of the
photograph, Ortega subtly alters the iconography and choreography of
everyday life as our eyes perceive it. Therefore, we see common images
(a shoreline, a life boat, hammocks on a ship) transformed by lines of
paint which lead our eye down new paths of imagination. The intervention
can be a single line of white paint highlighting something, a bright splash
of color or a network of painted lines and volumes which become the
work itself as the photograph recedes and becomes the background of
the painting. As in every aspect of Ortega’s work, these photographs
are informed by the artist’s encyclopedic knowledge of contemporary
literature, as he navigates the various languages of contemporary media
to comment on the political, social and cultural landscape as a whole.

29/04/15 09.34

66
ALEXANDER APÓSTOL VENEZUELA b. 1969
Sopa de letras II, 1995-1997
ink and soot on photograph
61 x 48 3⁄8 in. (155 x 123 cm)
Signed “Apóstol” on the reverse.
Estimate $20,000-30,000
provenance
Acquired directly from the artist by the present owner

NY_LATIN_MAY15_108-167.indd 152

29/04/15 09.34

NY_LATIN_MAY15_108-167.indd 153

29/04/15 09.34

67
TUNGA BRAZIL b. 1952
Five works: (i)True Rouge Shadow with Profile I; (ii)True Rouge Shadow
with Profile II; (iii)True Rouge Shadow with Profile III; (iv) True Rouge
Shadow with Profile IV; (v) True Rouge Shadow with Profile V, 2000
Fuji Crystal archive print
each 30 3⁄ 4 x 20 3⁄ 4 in. (78.1 x 52.7 cm)
This work is number 1 from an edition of 7.
Estimate $10,000-15,000
provenance
Galería Distrito 4, Madrid
Christie’s, New York, Postwar and Contemporary Art, 12 September, 2012,
lot 24
Acquired at the above sale by the present owner
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AnnA MAriA MAiolino Brazil b. 1942
Codifcações Matericas, 2000
ink on paper
28 x 39 1/ 4 in. (71.1 x 99.7 cm)
Signed, titled and dated “anna Maria Maiolino serie: Codifcações
Matericas 2000” lower edge.

liliAnA Porter arGentina b. 1941
Untitled with menáce, 2001
acrylic with assemblage
59 7/8 x 51 5/8 in. (152.1 x 131.1 cm)
Signed, titled and dated “liliana Porter 01 ‘Untitled with menáce’” on
the reverse; further titled and dated “Untitled with menace 2001” on the
underside of the wood element. this work is accompanied by a certifcate
of authenticity.

Estimate $20,000-30,000
provenance
Galeria Graça Brandão, lisbon
acquired from the above by the present owner
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Estimate $30,000-40,000
provenance
ruth Benzacar Gallery, Buenos aires
acquired from the above by the present owner
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CARLOS AMORALES MEXICO b. 1970
Typographical Patterns for Mass Reproduction, 2013
oil on canvas
71 x 71 in. (180.3 x 180.3 cm)
Signed and dated “C. Amorales 2013” on the reverse.
Estimate $25,000-35,000
provenance
Luhring Augustine, New York
Yvon Lambert, Paris
Private Collection, New York
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GABRIEL DE LA MORA MEXICO b. 1968
D.A.S., 2011
acrylic on panel intervened with fire, in artist’s frame
36 3⁄ 4 x 32 1⁄2 in. (93.3 x 82.6 cm)
Estimate $25,000-35,000
provenance
Galería OMR, Mexico City
Acquired from the above by the present owner
exhibited
Mexico City, Galería OMR, Realmente falso, 2011
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MAURO PIVA BRAZIL b. 1977
Untitled, 2002
watercolor, ink, colored pencil, and graphite on paper, in 21 parts,
on wood table
28 3⁄ 4 x 38 5⁄8 in. (73 x 98 cm)
This work is accompanied by a certificate of authenticity issued by Galeria
Fortes Vilaça.
Estimate $12,000-18,000
provenance
Galeria Fortes Vilaça, São Paulo
Acquired from the above by the present owner
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DR. LAKRA MEXICO b. 1972
Sin título, 2007
ink on paper
28 1⁄ 4 x 20 1⁄ 4 in. (71.8 x 51.4 cm)
Estimate $5,000-7,000
provenance
Kurimanzutto, Mexico City
Acquired from the above by the present owner

74
DR. LAKRA MEXICO b. 1972
Untitled (Don Getulio Vargas), 2006
watercolor and pencil on vintage magazine
15 1⁄ 4 x 11 1⁄ 4 in. (38.7 x 28.6 cm)
Signed “Dr. Lacra” upper edge.
Estimate $8,000-12,000
provenance
Kurimanzutto, Mexico City
Private Collection, New York
exhibited
Boston, The Institute of Contemporary Art, DR. LAKRA,
April 14 - September 6, 2010
Puebla, Museo Amparo, January 20 - May 8, 2011
Monterrey, MARCO, May 19 - October 30, 2011
Mexico City, Museo de la Ciudad de México, December 7 March 11, 2012
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STEFAN BRÜGGEMANN MEXICO b. 1975
Up Coming Down, 2006
archival inkjet print on canvas
59 1⁄ 4 x 45 3⁄ 4 in. (150.5 x 116.2 cm)
Signed and titled “2005 BRÜGGEMANN UP COMING DOWN” on the reverse.
Estimate $8,000-12,000
provenance
Galería de Arte Mexicano, Mexico City
Private Collection, New York
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77

SANDRA CINTO BRAZIL b. 1968
Untitled, 2001
ink on painted wood
30 1⁄8 x 18 1⁄ 4 in. (76.5 x 46.5 cm)
Signed.

VIK MUNIZ BRAZIL b. 1961
Outlet (Fabrica, Iron Mine), 2005
Cibachrome print
40 x 50 in. (101.6 x 127 cm)
Signed and dated “Vik Muniz 2005” on an artist’s label affixed to
the reverse. This work is number 3 from an edition of 10. This work is
accompanied by a certificate of authenticity issued by Galeria Fortes Vilaça.

Estimate $8,000-12,000
provenance
Private Collection, São Paulo

Estimate $15,000-20,000
provenance
Galeria Fortes Vilaça, São Paulo
Acquired from the above by the present owner
exhibited
São Paulo, Paço das Artes, The Beautiful Earth, August 2 - October 7, 2007
(another example exhibited)
literature
P. Corrêa do Lago, Vik Muniz, Obra Completa, 1987 - 2009, 2009, p. 438
(illustrated)
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JOSÉ BECHARA BRAZIL b. 1957
Triptico #5 Sem Titolo, 1995
mixed media on canvas, triptych
20 x 83 in. (50.8 x 210.8 cm)
Signed and dated “J. Bechara 99” on the reverse.
Estimate $15,000-20,000
provenance
Generous Miracles Gallery, New York
Acquired from the above by the present owner
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ADRIANA VAREJÃO BRAZIL b. 1964
Contingente- Linha do Equador, 2001
c-print
11 x 16 1⁄8 in. (28 x 41 cm)
This work is number 31 from an edition of 100. This work
is accompanied by a certificate of authenticity issued by
Galeria Luisa Strina.

JANAINA TSCHÄPE BRAZIL b. 1973
Arco Naturale (100 Little Deaths), 1999
c-print on paper
33 1⁄ 4 x 48 3⁄ 4 in. (84.5 x 123.8 cm)
This work is from an edition of 3.

Estimate $4,000-6,000
provenance
Galeria Luisa Strina, São Paulo
Acquired from the above by the present owner

Estimate $4,000-6,000
provenance
Galeria Fortes Vilaça, São Paulo
Phillips de Pury & Company, Contemporary Art Day Sale, November 16,
2012, lot 247
Acquired at the above sale by the present owner
literature
Quintin, M. Reade, Janaina Tschäpe: 100 Little Deaths, Reims, 2001
(illustrated)
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NINO CAIS BRAZIL b. 1969
Sem título (Série cabeça de pássaros), 2004
paper collage on magazine, in 9 parts
each 11 1⁄2 x 8 in. (29.2 x 20.3 cm)
Estimate $8,000-10,000
provenance
Acquired directly from the artist by the present owner
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MARCO MAGGI URUGUAY b. 1957
Sliding, 2001
dry point on aluminum and slide mounts
35 1⁄2 x 23 1⁄2 in. (90.2 x 59.7 cm)
Signed and dated “Marco Maggi ‘01” on label affixed to the reverse of
the frame.
Estimate $20,000-30,000
provenance
Josée Bienvenu Gallery, New York
Acquired from the above by the present owner
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BOSCO SODI MEXICO b. 1970
Untitled - 0089, 2011
mixed media on canvas
79 x 110 in. (200.7 x 279.4 cm)
Signed and dated “2011 Bosco” on the reverse.
Estimate $40,000-60,000
provenance
Project B, Milan
Galleria Cardi, Milan
Private Collection, Switzerland
Private Collection
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EDGAR NEGRET COLOMBIA b. 1920
Navegante, 1976
painted aluminum
38 x 25 3⁄ 4 x 25 3⁄ 4 in. (96.5 x 65.4 x 65.4 cm)
Signed, titled and dated “NAVEGANTE NEGRET 1976” on the underside of
the base. This work is accompanied by a certificate of authenticity issued
by Galería Casa Negret G.A.
Estimate $30,000-50,000
provenance
Private Collection, Venezuela
Private Collection, Colombia
Acquired from the above by the present owner
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EDGAR NEGRET COLOMBIA b. 1920
Códice, 1993
painted aluminum
44 x 42 in. (111.8 x 106.7 cm)
Signed, titled and dated “‘CODICE’ NEGRET 1993” on the reverse. This
work is accompanied by a certificate of authenticity issued by Galería Casa
Negret G.A.
Estimate $30,000-40,000
provenance
Galería Casa Negret G.A. Bogotá
Private Collection, Bogotá
literature
C. Jiménez and B. Villegas, ed., Homenaje Negret Escultor, Bogotá:
Villegas Editores, 2004, p. 284 (illustrated)
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EDUARDO MOLL PERU b. 1923
Perú (Serie Banderas, Número 14), 1969
oil on canvas
39 3⁄8 x 27 5⁄8 in. (100.1 x 70.1 cm)
Signed and dated “Moll 69” on the reverse.
Estimate $5,000-7,000

•

provenance
Acquired directly from the artist by the present owner

NY_LATIN_MAY15_168-215.indd 176

29/04/15 09.50

87
ROGELIO POLESELLO ARGENTINA 1939-2014
Círculos centrales, 1968
acrylic on canvas
48 1⁄ 2 x 48 1⁄ 2 in. (123.2 x 123.2 cm)
Signed, titled and dated “CÍRCULOS CENTRALES POLESELLO 1968”
on the reverse.
Estimate $10,000-15,000
provenance
Private Collection, Florida
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ELBA DAMAST VENEZUELA 1944-2005
Untitled, 1973
acrylic on canvas
16 x 20 in. (40.6 x 50.8 cm)
Signed “Elba Damast 73” lower center.
Estimate $7,000-9,000
provenance
Collection of the artist
By descent to the present owner
exhibited
New York, El Museo del Barrio, Caribbean:
Crossroads of the World, June 12, 2012 – January 6, 2013

Elba Damast began her artistic career in Venezuela,
continued her work in Paris and eventually settled in New
York City. While in Europe, she travelled extensively and
visited museums throughout Belgium, Holland, Germany
and Italy, absorbing the techniques and conceptual
framework of the Surrealist movement. Her life work
was deeply influenced by the artists Matta, Wifredo Lam,
Leonor Fini and André Breton, amongst others. Damast
returned briefly to Venezuela where she held several solo
exhibitions, after which she moved to New York. There she
worked arduously to insert herself into the avant-garde art
scene of the time. Damast has been described as “action
painter” who — much like Pollock and de Kooning — felt
the pull and power of the city of New York so vividly. A
stunning colorist with an incredibly varied palette of clear,
vibrant colors, Damast expressed a sensation of power
through color. At the same time, surface and texture were
a constant concern of hers, demonstrating the influence
of Matta, as seen in the present lot. As Damast herself
expressed it, “I’m reminded of Matta’s marvelously
mottled surfaces but only in a moment’s searching for
aesthetic kin.” We must not forget that her most formative
period was experienced during a moment in New York
when Matta was at the forefront of Surrealism and
there was simultaneously the increasing development
of Abstract Expressionism, as well as a consolidation of
American leadership in artistic innovation. The present lot
constitutes an extraordinary example of Damast’s work
emphasizing her investigation into the complex nature of
color, texture and form.
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ELLA KREBS PERU b. 1926
Sin título (Cinético), 1960
mixed media metal on wood
35 3⁄ 4 x 48 3⁄ 4 x 3 1⁄2 in. (90.8 x 123.8 x 8.9 cm)
Signed, titled and dated “ELLA KREBS PERU ‘11’ 1968” on the reverse.
Estimate $6,000-8,000

•

provenance
Zegarra Gallery, Lima
Private Collection, Miami
exhibited
Lima, Instituto de Arte Contemporáneo, Ella Krebs, 1962
Lima, Galería Fórum, Cinéticos, 1969
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JUAN MELÉ ARGENTINA 1923-2012
Círculos Invention, 1973
oil on canvas
31 1⁄2 x 31 1⁄2 in. (80 x 80 cm)
Signed “J Melé” lower right.
Estimate $20,000-30,000
provenance
Acquired directly from the artist
Private Collection, Buenos Aires
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PEDRO FRIEDEBERG MEXICO b. 1937
Untitled, 1972
ink on painted wood
30 1⁄ 4 x 30 1⁄ 4 x 1 in. (76.8 x 76.8 x 2.5 cm)
Signed and dated “Pedro Friedeberg 1972” on one of the house elements
on center right corner; further signed and inscribed “Pedro Friedeberg
Tepoztlan” on one of the yellow painted hand elements on the lower right.
This work is accompanied by a hand written and illustrated letter from
the artist.
Estimate $15,000-20,000
provenance
Acquired directly from the artist by the present owner
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ANTONIO SEGUÍ ARGENTINA b. 1934
El día feriado, 2002
acrylic on canvas
40 x 40 in. (101.6 x 101.6 cm)
Signed “Seguí 02” lower left; further signed, titled and dated “El día
feríado’ Seguí 2002” on the reverse.
Estimate $30,000-40,000
provenance
Acquired directly from the artist by the present owner
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KCHO CUBA b. 1970
Untitled, 1995
tin on steel structure, beer cans, tape recorder and tools
boat 23 1⁄2 x 44 x 120 in. (59.7 x 111.8 x 304.8 cm)
overall dimensions variable
Estimate $25,000-35,000
provenance
Barbara Gladstone Gallery, New York
The Saatchi Collection, London
Christie’s, London, Contemporary Art, December 8, 1998, lot 101
Private Collection, Miami
Acquired from the above by the present owner
exhibited
New York, Barbara Gladstone Gallery, 1995
London, Saatchi Gallery, Young Americans 2: New American Art at the
Saatchi Gallery, July 1998
literature
B. Adams and L. Liebmann, Young Americans 2: New American Art at the
Saatchi Gallery, London, 1998 (illustrated)
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ARMANDO MARIÑO CUBA b. 1968
The Raft (La Patera), 2002
lithograph on paper
30 x 40 in. (76.2 x 101.6 cm)
Signed and numbered “Armando Mariño 4/50” lower right.
This work is number 4 from an edition of 50.
Estimate $3,000-4,000
provenance
Acquired directly from the artist by the present owner

95
RAUL MARTÍNEZ CUBA 1927-1995
Cuba no está sola, 1966
watercolor on paper
23 1⁄2 x 28 3⁄ 4 in. (59.7 x 73 cm)
Signed and dated “R. MARTINEZ ‘66” lower edge.
Estimate $5,000-7,000

•

provenance
Valia Garzón Díaz, Consultores de Arte, S.A., Miami
Acquired from the above by the present owner
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JOSÉ BEDIA CUBA b. 1959
Enseñanzas de la roca, 1999
oil stick, white chalk and pastel on amate paper
52 x 99 7⁄8 in. (132.1 x 253.7 cm)
Signed, titled and dated “Bedia 99 ENSEÑANZAS DE LA ROCA” lower edge.
Estimate $10,000-15,000
provenance
Ramis Barquet Gallery, New York
Acquired from the above by the present owner

NY_LATIN_MAY15_168-215.indd 187

29/04/15 09.52

97
ERNESTO PUJOL CUBA b. 1957
Carriages and Scissors, 1993
oil on canvas
59 1⁄ 4 x 71 1⁄ 4 in. (150.5 x 181 cm)
Signed and dated “Pujol ‘93” lower left.
Estimate $5,000-7,000
provenance
Luhring Augustine, New York
Galeria Ramis Barquet, Monterrey
Private Collection
exhibited
Monterrey, Galeria Ramis Barquet, Taxonomías, 1995
New York, The Bronx Museum of Arts, Good Business is the Best Art:
Twenty Years of the Artist in the Marketplace Program, April 6 September 3, 2000
literature
G. Mosquera, Gerardo, Taxonomías, exh. cat., Mexico, 1994, plate 2
(illustrated)
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RUBÉN ALPÍZAR CUBA b. 1965
Sueño de una tarde de verano, 2011
acrylic on canvas
32 x 45 3⁄ 4 in. (81.3 x 116.2 cm)
Signed and dated “R. ALPÍZAR. 2011” lower right.
Estimate $10,000-15,000
provenance
Moleiro’s Gallery, Spain
Private Collection, Madrid
exhibited
Havana, XI Havana Biennial, Mi arca, 2012
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99
DANIEL GUZMÁN MEXICO b. 1965
Two works: (i) Chupacabras Mix; (ii) Mala
(from the series Chupacabras Mix), 1998
graphite on paper
i) 28 1⁄2 x 22 1⁄ 4 in. (72.4 x 56.5 cm)
ii) 28 x 22 1⁄2 in. (71.1 x 57.2 cm)
(i) Signed, titled and dated “Serie: ‘CHUPACABRAS MIX’ (1) Guzmán 98.”
on the reverse.
(ii) Signed, titled and dated “Serie: ‘CHUPACABRAS MIX’ (7), Guzmán 98.”
on the reverse.
Estimate $4,000-6,000
provenance
Kurimanzutto, Mexico City
Acquired from the above by the present owner
exhibited
Mexico City, Museo de Arte Carrillo Gil; Guadalajara, Museo de las Artes de
la Universidad de Guadalajara, Alma Colectiva: Colección López Martínez,
May 19 - November 15, 1999
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100
MIRIAM MEDREZ MEXICO b. 1958
Staring Out into the Infinite, 2013
steel, cloth and croché
47 1⁄ 4 x 20 1⁄2 x 21 5⁄8 in. (120 x 52.1 x 54.9 cm)
Estimate $7,000-9,000
provenance
Galería Emma Molina, Mexico City
Acquired from the above by the present owner
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101

exhibited
Colombia, Museo de Arte del Tolima, 2012

GUSTAVO VÉLEZ COLOMBIA b. 1975
Visions, 2012
stainless steel
90 x 17 x 10 in. (228.6 x 43.2 x 25.4 cm)
Signed and dated “Gustavo Velez 2012” on lower edge of base. This work
is artist’s proof 1 from an edition of 3 plus 1 artist’s proof. This work is
accompanied by a certificate of authenticity.

literature
Piazza del Duomo and Chiesa di Sant’ Agostino, Pietrasanta, Gustavo
Vélez Scultore a Pietrasanta 2013. Italy, 2013, p. 146- 147 (illustrated)

Estimate $35,000-45,000
provenance
Acquired directly from the artist by the present owner
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102
EDUARDO ABAROA MEXICO b. 1968
Untitled, 2003
plaster and plastic hoses
78 7⁄10 x 9 2⁄5 x 8 3⁄10 in. (199.9 x 23.9 x 21.1 cm)
Estimate $5,000-7,000
provenance
Acquired directly from the artist by the present owner
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103
FERNANDA BRUNET MEXICO b. 1964
LAALA-LA!, 2005
acrylic on linen
39.37 x 31.5 in. (100 x 80 cm)
Signed, titled and dated “LAALA-LA! 2005 F. BRUNET” on the reverse.
Estimate $5,000-7,000
provenance
Ramis Barquet Gallery, New York
Private Collection
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104
LUIS ENRIQUE CAMEJO CUBA b. 1971
Evidencia, 2007
oil on canvas
43 x 55 in. (109.2 x 139.7 cm)
Signed and dated “L. E. Camejo 2007” lower right.
Estimate $5,000-7,000
provenance
Acquired directly from the artist by the present owner
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105
DOUGLAS PÉREZ CASTRO CUBA b. 1972
Cazando en la hispanidad, 1999
oil on cloth
38 3⁄ 4 x 46 3⁄ 4 in. (98.4 x 118.7 cm)
Signed, titled and dated “DOUGLAS D PÉREZ ‘CAZANDO EN LA
HISPANIDAD’ 1999” on the reverse.
Estimate $5,000-7,000
provenance
Acquired directly from the artist by the present owner
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106
CILDO MEIRELES BRAZIL b. 1948
Two works: (i) Zero Dollar, 1984; (ii) Zero Cruzeiro, 1978
offset print on paper
(i) 2 3⁄ 4 x 6 1⁄8 in. (7 x 15.6 cm)
(ii) 3 x 6 1⁄ 4 in. (7.6 x 15.9 cm)
Each signed “Cildo Meireles” lower right.
Estimate $2,000-3,000
provenance
Private Collection, New York
Acquired from the above by the present owner
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(i)

(ii)
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GUIDE FOR PROSPECTIVE BUYERS
BUYING AT AUCTION
The following pages are designed to offer you information on how to buy at auction at
Phillips. Our staff will be happy to assist you.
CONDITIONS OF SALE
The Conditions of Sale and Authorship Warranty which appear later in this catalogue
govern the auction. Bidders are strongly encouraged to read them as they outline the
legal relationship among Phillips, the seller and the buyer and describe the terms upon
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
$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.

Symbol Key
The following key explains the symbols you may see inside this catalogue.
O x Guaranteed Property
The seller of lots designated with the symbol O has been guaranteed a minimum price
financed 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 x. When a third party has
financed all or part of our financial 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 fixed
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 final purchase
price. If the lot is not sold, the third party may incur a loss. Where Phillips has guaranteed
a minimum price on every lot in the catalogue, Phillips will not designate each lot with the
symbol(s) for the guaranteed property but will state our financial interest at the front of
the catalogue.

1 PRIOR TO AUCTION

∆ 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.

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.

ɘ

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, offer a chance of success. However,
many lots achieve prices below or above the pre-sale estimates. Where “Estimate on
Request” appears, please contact the specialist department for further information. It
is advisable to contact us closer to the time of the auction as estimates can be subject to
revision. Pre-sale estimates do not include the buyer’s premium or any applicable taxes.

∑ Endangered Species

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.

2 BIDDING IN THE SALE

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 staff 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 significant 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 verified and approved by a qualified electrician.
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No Reserve
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is the confidential 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.

Lots with this symbol have been identified 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.

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 identification 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 sufficient 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 staff 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 staff 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 firewalls may cause difficulties 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 confidential. Bids must be placed in the currency
of the sale. Our staff 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.

29/04/15 09.58

Employee Bidding
Employees of Phillips and our affiliated 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

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

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.

of age, percentage or value, may require a license or certificate prior to exportation
and additional licenses or certificates upon importation to any foreign country. Please
note that the ability to obtain an export license or certificate does not ensure the
ability to obtain an import license or certificate 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 certificates 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

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 beneficiary 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.

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 offered 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 after 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 offered 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 affiliated with Phillips may own a lot,
in which case we will act as agent for that company, or Phillips or an affiliated company
may have a legal, beneficial or financial 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 offered 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 satisfied 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 identification 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 affiliated companies
shall be liable for any difference 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 staff 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 confirmation of a successful bid from a telephone bidder by fax or
otherwise immediately after 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 final 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 ‘floor,’ ‘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 ‘floor’ or ‘phone’ bid are
identical, the ‘floor’ 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 identified 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 affiliated 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
D 8QOHVVRWKHUZLVHLQGLFDWHGE\WKHV\PEROɘHDFKORWLVRդHUHGVXEMHFWWRDUHVHUYH
which is the confidential 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-offer
a lot for sale (including after 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 after the sale, our sale record is conclusive. The auctioneer may accept
bids made by a company affiliated 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 offered 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
benefit of international clients, pre-sale estimates in the auction catalogue may be
shown in pounds sterling and/or euros and, if so, will reflect 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 offered 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 offered 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 certificates
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 drafts are accepted if drawn on a US bank and the
buyer provides to us acceptable government issued identification. Checks and banker’s
drafts should be made payable to “Phillips.” If payment is sent by mail, please send the
check or banker’s draft 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 drafts 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 of 3.5% 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 affiliated companies, including any charges payable pursuant
to Paragraph 8 (a) below, and the buyer has satisfied such other terms as we in our sole
discretion shall require, including completing any anti-money laundering or anti-terrorism
financing checks. As soon as a buyer has satisfied 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 after 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 after 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 identification 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 affiliated 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 notification of the buyer, exercise
a lien over any of the buyer’s property which is in the possession of Phillips and instruct
our affiliated 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 affiliated companies after 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
off the outstanding amount remaining unpaid by the buyer against any amounts which we
or any of our affiliated 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 identification has been provided, and any earlier release
does not affect 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 affiliated 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 affiliated 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 affiliated 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 affiliated companies, the
buyer also irrevocably authorizes Phillips to pledge the buyer’s property in our possession
by actual or constructive delivery to our affiliated 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 affiliated 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 identification 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 defined, 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 affiliated 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 affiliated
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
affiliated 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
affiliated companies or (ii) accepts responsibility to any bidder in respect of acts or
omissions, whether negligent or otherwise, by Phillips or any of our affiliated 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 fitness for purpose, are specifically excluded by
Phillips, our affiliated companies and the seller to the fullest extent permitted by law.
(d) Subject to subparagraph (e) below, none of Phillips, any of our affiliated 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 affiliated 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 specified at the beginning of the sale catalogue.
Notices to clients shall be addressed to the last address notified 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 effect. 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 conflicts 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 five 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 gift
from the original buyer, heirs, successors, beneficiaries and assigns; (ii) property where
the description in the catalogue states that there is a conflict 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 scientific
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 notified
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 after 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 affiliated 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 affiliated 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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Emma Miller +1 212 940 1240
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$35/€25/£22 at the gallery

SALE DESIGNATION
When sending in written bids or making
enquiries please refer to this sale as NY010515 or
Latin America.

ABSENTEE AND TELEPHONE BIDS
Main +1 212 940 1228 fax +1 212 924 1749
bidsnewyork@phillips.com

WORLDWIDE DIRECTOR
Henry Allsopp +44 20 7318 4060

CLIENT ACCOUNTING
Sylvia Leitao +1 212 940 1231
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Nathan Yermiyayev +1 212 940 1338
Seller Accounts
Carolina Swan +1 212 940 1253

HEAD OF SALE
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450 Park Avenue +1 212 940 1300
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Carolina Scarborough +1 212 940 1391

SHIPPING
Carol Mangan +1 212 940 1320

ADMINISTRATOR
Paula Campolieto + 1 212 940 1255
Isabel Suarez +1 212 940 1227

PHOTOGRAPHY
Kent Pell
Matt Kroenig
Hayley Giles
Jean Bourbon

LATIN AMERICAN ART

REGISTRAR
Lane LaColla +1 212 940 1369
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Opposite Registration Form Rufino Tamayo, El juglar, 1982, lot 30 (detail)
Inside back cover Mathias Goeritz, Mensaje dorado, 1960, lot 10 (detail)
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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 SALE3/($6(5($'&$5()8//<7+(,1)250$7,21,17+(5,*+7
&2/801$1'127(7+$7,7,6,03257$177+$7<28,1',&$7(:+(7+(5<28$5($33/<,1*$6$1
,1',9,'8$/2521%(+$/)2)$&203$1<
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

7LWOH

ɘ,I\RXFDQQRWDWWHQGWKHVDOHZHFDQH[HFXWHELGV
FRQILGHQWLDOO\RQ\RXUEHKDOI

Sale Number
)LUVW1DPH

Sale Date

6XUQDPH

&RPSDQ\ LIDSSOLFDEOH 

$FFRXQW1XPEHU

$GGUHVV

&LW\



ɘCOMPANY PURCHASES:,I\RXDUHEX\LQJXQGHU
DEXVLQHVVHQWLW\ZHUHTXLUHDFRS\RIJRYHUQPHQWLVVXHG
LGHQWLILFDWLRQ VXFKDVDUHVDOHFHUWLILFDWHFRUSRUDWHEDQN
LQIRUPDWLRQRUWKHFHUWLILFDWHRILQFRUSRUDWLRQ WRYHULI\
WKHVWDWXVRIWKHFRPSDQ\
ɘCONDITIONS OF SALE $OOELGVDUHSODFHGDQGH[HFXWHG
DQGDOOORWVDUHVROGDQGSXUFKDVHGVXEMHFWWRWKH
&RQGLWLRQVRI6DOHSULQWHGLQWKHFDWDORJXH3OHDVHUHDG
WKHPFDUHIXOO\EHIRUHSODFLQJDELG<RXUDWWHQWLRQLV
GUDZQWR3DUDJUDSKRIWKH&RQGLWLRQVRI6DOH

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

Sale Title

ɘPRIVATE PURCHASES:3URRIRILGHQWLW\LQWKHIRUPRI
JRYHUQPHQWLVVXHGLGHQWLILFDWLRQZLOOEHUHTXLUHG

ɘɓ%X\ɔRUXQOLPLWHGELGVZLOOQRWEHDFFHSWHG$OWHUQDWLYHELGV
FDQEHSODFHGE\XVLQJWKHZRUGɓ25ɔEHWZHHQORWQXPEHUV

6WDWH&RXQWU\

ɘ)RUDEVHQWHHELGVLQGLFDWH\RXUPD[LPXPOLPLWIRUHDFKORW
H[FOXGLQJWKHEX\HUɑVSUHPLXPDQGDQ\DSSOLFDEOHVDOHVRU
XVHWD[<RXUELGZLOOEHH[HFXWHGDWWKHORZHVWSULFHWDNLQJ
LQWRDFFRXQWWKHUHVHUYHDQGRWKHUELGGHUV2QQRUHVHUYH
ORWVLQWKHDEVHQFHRIRWKHUELGV\RXUELGZLOOEHH[HFXWHG
DWDSSUR[LPDWHO\RIWKHORZSUHVDOHHVWLPDWHRUDWWKH
DPRXQWVSHFLILHGLIOHVVWKDQRIWKHORZHVWLPDWH

=LS&RGH
3KRQH



0RELOH

(PDLO



)D[

ɘ3KLOOLSVFKDUJHVWKHVXFFHVVIXOELGGHUDFRPPLVVLRQRU
EX\HUɑVSUHPLXPRQWKHKDPPHUSULFHRIHDFKORWVROG
7KHEX\HUɑVSUHPLXPLVSD\DEOHE\WKHEX\HUDVSDUWRI
WKHWRWDOSXUFKDVHSULFHDWWKHIROORZLQJUDWHVRI
WKHKDPPHUSULFHXSWRDQGLQFOXGLQJRI
WKHSRUWLRQRIWKHKDPPHUSULFHDERYHXSWR
DQGLQFOXGLQJDQGRIWKHSRUWLRQRIWKH
KDPPHUSULFHDERYHRQHDFKORWVROG

3KRQH IRU3KRQH%LGGLQJRQO\
/RW1XPEHU

%ULHI'HVFULSWLRQ

86/LPLW

,Q&RQVHFXWLYH2UGHU



$EVHQWHH%LGV2QO\

ɘ<RXUELGPXVWEHVXEPLWWHGLQWKHFXUUHQF\RIWKHVDOHDQG
ZLOOEHURXQGHGGRZQWRWKHQHDUHVWDPRXQWFRQVLVWHQW
ZLWKWKHDXFWLRQHHUɑVELGGLQJLQFUHPHQWV
ɘ,IZHUHFHLYHLGHQWLFDOELGVWKHILUVWELGUHFHLYHGZLOOWDNH
SUHFHGHQFH
ɘ$UUDQJLQJDEVHQWHHDQGWHOHSKRQHELGVLVDIUHHVHUYLFH
SURYLGHGE\XVWRSURVSHFWLYHEX\HUV:KLOHZHZLOO
H[HUFLVHUHDVRQDEOHFDUHLQXQGHUWDNLQJVXFKDFWLYLW\ZH
FDQQRWDFFHSWOLDELOLW\IRUHUURUVUHODWLQJWRH[HFXWLRQRI
\RXUELGVH[FHSWLQFDVHVRIZLOOIXOPLVFRQGXFW$JUHHPHQW
WRELGE\WHOHSKRQHPXVWEHFRQILUPHGE\\RXSURPSWO\LQ
ZULWLQJRUE\ID[7HOHSKRQHELGOLQHVPD\EHUHFRUGHG
ɘ3OHDVHVXEPLW\RXUELGVWRWKH%LG'HSDUWPHQWE\ID[DW
RUVFDQDQGHPDLOWRbidsnewyork@phillips.
comDWOHDVWKRXUVEHIRUHWKHVDOH<RXZLOOUHFHLYH
FRQILUPDWLRQE\HPDLOZLWKLQRQHEXVLQHVVGD\7RUHDFK
WKH%LG'HSDUWPHQWE\SKRQHSOHDVHFDOO

([FOXGLQJ%X\HUɑV3UHPLXPDQGVDOHVRUXVHWD[HV

FINANCIAL INFORMATION
)RU\RXUELGWREHDFFHSWHGZHUHTXLUHWKHIROORZLQJLQIRUPDWLRQIRURXUUHIHUHQFHRQO\3OHDVHQRWHWKDW\RX
PD\EHFRQWDFWHGWRSURYLGHDEDQNUHIHUHQFH
&UHGLW&DUG7\SH

([SLUDWLRQ'DWH

&UHGLW&DUG1XPEHU
)RUDQ\RQHZLVKLQJWRELGRQORWVZLWKDORZSUHVDOHHVWLPDWHDERYHSOHDVHSURYLGHWKHIROORZLQJ
LQIRUPDWLRQ IRUUHIHUHQFHRQO\
%DQN1DPH

&RQWDFW

7HOHSKRQH)D[

$FFRXQW1XPEHU

3OHDVHQRWHWKDW\RXPD\EHFRQWDFWHGWRSURYLGHDGGLWLRQDOEDQNUHIHUHQFHV

, KHUHE\DXWKRUL]HWKHDERYHUHIHUHQFHVWRUHOHDVHLQIRUPDWLRQWR3+,//,363OHDVHELGRQP\EHKDOIXSWRWKHOLPLWVVKRZQIRU
WKHLQGLFDWHGORWVZLWKRXWOHJDOREOLJDWLRQVWR3+,//,36LWVVWDդRUDJHQWVDQGVXEMHFWWRWKH&RQGLWLRQVRI6DOHDQG$XWKRUVKLS
:DUUDQW\SULQWHGLQWKHFDWDORJXHDGGLWLRQDOQRWLFHVRUWHUPVSULQWHGLQWKHFDWDORJXHDQGVXSSOHPHQWVWRWKHFDWDORJXHSRVWHG
LQWKHVDOHVURRPDQGLQDFFRUGDQFHZLWKWKHDERYHVWDWHPHQWVDQGFRQGLWLRQV

6LJQDWXUH



ɘ$EVHQWSULRUSD\PHQWDUUDQJHPHQWVSOHDVHSURYLGHD
EDQNUHIHUHQFH3D\PHQWFDQEHPDGHE\FDVK XSWR
 FUHGLWFDUG XSWR PRQH\RUGHUZLUH
WUDQVIHUEDQNFKHFNRUSHUVRQDOFKHFNZLWKLGHQWLILFDWLRQ
3OHDVHQRWHWKDWFUHGLWFDUGVDUHVXEMHFWWRDVXUFKDUJH
ɘ/RWVFDQQRWEHFROOHFWHGXQWLOSD\PHQWKDVFOHDUHGDQGDOO
FKDUJHVKDYHEHHQSDLG
ɘ%\VLJQLQJWKLV%LG)RUP\RXFRQVHQWWRRXUXVHRI\RXU
SHUVRQDOGDWDLQFOXGLQJVHQVLWLYHSHUVRQDOGDWDLQ
DFFRUGDQFHZLWK3KLOOLSVɑV3ULYDF\3ROLF\SXEOLVKHGRQRXU
ZHEVLWHDWZZZSKLOOLSVFRPRUDYDLODEOHRQUHTXHVWE\
HPDLOLQJGDWDSURWHFWLRQ#SKLOOLSVFRP:HPD\VHQG\RX
PDWHULDOVDERXWXVDQGRXUVHUYLFHVRURWKHULQIRUPDWLRQ
ZKLFKZHWKLQN\RXPD\ըQGLQWHUHVWLQJ,I\RXZRXOGSUHIHU
QRWWRUHFHLYHVXFKLQIRUPDWLRQSOHDVHHPDLOXVDW
GDWDSURWHFWLRQ#SKLOOLSVFRP
ɘ3KLOOLSVɑVSUHPLVHVPD\EHVXEMHFWWRYLGHRVXUYHLOODQFHDQG
UHFRUGLQJ7HOHSKRQHFDOOV HJWHOHSKRQHELGGLQJ PD\
DOVREHUHFRUGHG:HPD\SURFHVVWKDWLQIRUPDWLRQLQ
DFFRUGDQFHZLWKRXU3ULYDF\3ROLF\

'DWH

I ACCEPT THE CONDITIONS OF SALE OF PHILLIPS AS STATED IN OUR CATALOGUES AND ON OUR WEBSITE.
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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

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

Number
First Name

Company (if applicable)

Date

Surname
Account Number

ɘCONDITIONS 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

ɘ3KLOOLSVFKDUJHVWKHVXFFHVVIXOELGGHUDFRPPLVVLRQRU
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

ɘCOMPANY 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.

Expiration Date

ɘ$EVHQWSULRUSD\PHQWDUUDQJHPHQWVSOHDVHSURYLGHD
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.
ɘ/RWVFDQQRWEHFROOHFWHGXQWLOSD\PHQWKDVFOHDUHGDQGDOO
charges have been paid.

Credit Card Number

Please note that you may be contacted to provide additional bank references.

ɘ%\VLJQLQJWKLV%LG)RUP\RXFRQVHQWWRRXUXVHRI\RXU
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 find interesting. If you would
prefer not to receive such information, please email us at
dataprotection@phillips.com.

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 confirmed in writing prior to each auction.

ɘ3KLOOLSVɑVSUHPLVHVPD\EHVXEMHFWWRYLGHRVXUYHLOODQFHDQG
recording. Telephone calls (e.g., telephone bidding) may
also be recorded. We may process that information in
accordance with our Privacy Policy.

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

Signature

Date

I ACCEPT THE CONDITIONS OF SALE OF PHILLIPS AS STATED IN OUR CATALOGUES AND ON OUR WEBSITE.
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