20th Century & Contemporary Art Day Sale
Morning Session, New York, 15 November 2017, 11am

NY_TCA_DAY_NOV17_MORNING_Cover_BL_v3.indd 4

21/10/17 16:03

© 2017 Fairweather & Fairweather LTD / Artists Rights Society (ARS), New York

21/10/17 16:03

NY_TCA_DAY_NOV17_MORNING_IFC+IBC_BL.indd 2

123. John Chamberlain

NY_TCA_DAY_NOV17_MORNING_IFC+IBC_BL.indd 3

19/10/17 09:08

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 2

Art © Robert Rauschenberg Foundation/Licensed by VAGA, New York, NY

120. Robert Rauschenberg

19/10/17 09:12

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 3

19/10/17 09:12

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 4

© 2016 The Jacob and Gwendolyn Knight Lawrence Foundation, Seattle / Artists Rights Society (ARS), New York

194. Jacob Lawrence

19/10/17 09:12

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 5

19/10/17 09:12

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 6

© Ed Ruscha

119. Ed Ruscha

19/10/17 09:12

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 7

19/10/17 09:12

Executives.

Edward Dolman

Cheyenne Westphal

Chief Executive Ofcer
+1 212 940 1241
edolman@phillips.com

Chairman
+44 20 7318 4044
cwestphal@phillips.com

© Brigitte Lacombe

20th Century & Contemporary Art.

Jean-Paul Engelen

Robert Manley

Worldwide Co-Head
of 20th Century &
Contemporary Art,
and Deputy Chairman
+1 212 940 1390
jpengelen@phillips.com

Worldwide Co-Head
of 20th Century &
Contemporary Art,
and Deputy Chairman
+1 212 940 1358
rmanley@phillips.com

Senior Advisors.

Hugues Jofre

Francesco Bonami

Arnold Lehman

Senior Advisor to the CEO
+44 207 901 7923
hjofre@phillips.com

Senior Advisor to the CEO
fonami@phillips.com

Senior Advisor to the CEO
+1 212 940 1385
alehman@phillips.com

Deputy Chairmen.

Svetlana Marich

Alexander Payne

Peter Sumner

Miety Heiden

Worldwide Deputy
Chairman
+44 20 7318 4010
smarich@phillips.com

Deputy Chairman,
Europe, and Worldwide
Head of Design
+44 20 7318 4052
apayne@phillips.com

Deputy Chairman, Europe
+44 20 7318 4063
psumner@phillips.com

Deputy Chairman,
Head of Private Sales
+44 20 7901 7943
mheiden@phillips.com

Marianne Hoet

Vanessa Hallett

Vivian Pfeifer

Jonathan Crockett

Deputy Chairman, Europe
mhoet@phillips.com

Deputy Chairman,
Americas, and Worldwide
Head of Photographs
+1 212 940 1243
vhallett@phillips.com

Deputy Chairman,
Americas and Head of
Business Development,
Americas
+1 212 940 1392
vpfeifer@phillips.com

Deputy Chairman,
Asia, and Head of
20th Century &
Contemporary Art, Asia
+852 2318 2023
jcrockett@phillips.com

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 8

19/10/17 09:12

New York.

Amanda Lo Iacono

John McCord

Rebekah Bowling

Head of Day Sale, Morning
+1 212 940 1261
jmccord@phillips.com

Head of Day Sale, Afernoon
+1 212 940 1250
rbowling@phillips.com

Scott Nussbaum

Rachel Adler Rosan

Kevie Yang

Head of Department
+1 212 940 1354
snussbaum@phillips.com

Senior Specialist
+1 212 940 1333
radlerrosan@phillips.com

Specialist
+1 212 940 1254
kyang@phillips.com

Head of Evening Sale
+1 212 940 1278
aloiacono@phillips.com

Sam Mansour

Katherine Lukacher

Annie Dolan

Olivia Kasmin

Patrizia Koenig

Head of New Now Sale
+1 212 940 1219
smansour@phillips.com

Associate Specialist
+1 212 940 1215
klukacher@phillips.com

Cataloguer
+1 212 940 1260
adolan@phillips.com

Cataloguer
+1 212 940 1312
okasmin@phillips.com

Researcher/Writer
+1 212 940 1279
pkoenig@phillips.com

London.

Dina Amin

Nathalie Zaquin-Boulakia Jonathan Horwich

Matt Langton

Henry Highley

Head of Department
+44 20 7318 4025
damin@phillips.com

Senior Specialist
Senior Specialist
+44 20 7901 7931
+44 20 7901 7935
nzaquin-boulakia@phillips.com jhorwich@phillips.com

Senior Specialist
+44 20 7318 4074
mlangton@phillips.com

Head of Evening Sale
+44 20 7318 4061
hhighley@phillips.com

Simon Tovey

Oksana Katchaluba

Alex Dolman

Lisa Stevenson

Charlotte Gibbs

Head of New Now Sale
+44 20 7318 4084
stovey@phillips.com

Specialist
+44 20 7318 7933
okatchaluba@phillips.com

Associate Specialist
+44 20 7318 7911
adolman@phillips.com

Cataloguer
+44 20 7318 4093
lstevenson@phillips.com

Cataloguer
+44 20 7901 7993
cgibbs@phillips.com

Kate Bryan

Tamila Kerimova

Specialist
+44 20 7318 4050
kbryan@phillips.com

Head of Day Sale
+44 20 7318 4065
tkerimova@phillips.com

Hong Kong.

Sandy Ma

Charlotte Raybaud

Danielle So

Head of Evening Sale
+852 2318 2025
sma@phillips.com

Specialist
+852 2318 2026
craybaud@phillips.com

Cataloguer
+852 2318 2027
dso@phillips.com

Latin America.

Kaeli Deane

Valentina Garcia

Carolina Scarborough

Head of Department,
Americas
+1 212 940 1352
kdeane@phillips.com

Specialist, Miami
+1 917 583 4983
vgarcia@phillips.com

Associate Specialist
+1 212 940 1391
cscarborough@phillips.com

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 9

19/10/17 09:12

Business Development.

Client Advisory.

Americas.

London.

Asia.

New York.

London.

Vivian Pfeifer

Guy Vesey

Lilly Chan

Philae Knight

Yassaman Ali

Giulia Campaner Mendes

Deputy Chairman,
Americas and Head of
Business Development,
Americas
+1 212 940 1392
vpfeifer@phillips.com

Head of Business
Development, EMERI
+44 20 7901 7934
gvesey@phillips.com

Managing Director, Asia &
Head of Business
Developmenting, Asia
+852 2318 2022
lillychan@phillips.com

Client Advisory Director
+1 212 940 1313
pknight@phillips.com

Client Advisory Manager
+44 20 7318 4056
yali@phillips.com

Associate Client Advisory Manage
+44 20 7318 4058
campanergiulia@gmail.com

International Specialists & Regional Directors.
Americas.

Cândida Sodré
Regional Director,
Consultant, Brazil
+55 21 999 817 442
csodre@phillips.com

Melyora de Koning

Blake Koh

Cecilia Lafan

Silvia Coxe Waltner

Regional Director,
Specialist, Chicago
cehlers@phillips.com
+1 773 230 9192

Senior Specialist,
20th Century &
Contemporary Art, Denver
+1 917 657 7193
mdekoning@phillips.com

Regional Director,
Los Angeles
+1 323-383-3266
bkoh@phillips.com

Regional Director,
Consultant, Mexico
+52 1 55 5413 9468
crayclafan@phillips.com

Regional Director, Seattle
+1 206 604 6695
scwaltner@phillips.com

Maria Cifuentes
Caruncho

Carol Ehlers

Europe.

Laurence Calmels

Dr. Alice Trier

Clarice Pecori Giraldi

Carolina Lanfranchi

Specialist, 20th Century &
Contemporary Art, France
+33 142 78 67 77
mcifuentes@phillips.com

Specialist, 20th Century
& Contemporary Art,
Germany
+49 173 25 111 69
atrier@phillips.com

Regional Director,Italy
+39 02 86 42 453
cpecorigiraldi@phillips.com

Senior International
Specialist, 20th Century &
Contemporary Art, Italy
+39 338 924 1720
clanfranchi@phillips.com

Maura Marvao

Kalista Fenina

Julia Heinen

Deniz Atac

International Specialist,
Consultant, 20th Century
& Contemporary Art,
Portugal
+351 917 564 427
mmarvao@phillips.com

Specialist, 20th Century
& Contemporary Art,
Moscow
+7 905 741 15 15
kfenina@phillips.com

Specialist & Regional
Director, Switzerland
+44 77 88 552 2421
jheinen@phillips.com

Specialist, Consultant,
20th Century &
Contemporary Art, Turkey
+9 053 337 41198
dztac@phillips.com

Kyoko Hattori

Jane Yoon

Cindy Yen

Meiling Lee

Regional Director, Japan
+81 90 2245 6678
khattori@phillips.com

International Specialist,
Regional Director,
20th Century &
Contemporary Art, Korea
+ 82 10 7389 7714
jyy@phillips.com

Senior Specialist,
Watches & Jewellery, Taiwan
+886 2 2758 5505
cyen@phillips.com

International Specialist,
Taiwan
+886 908 876 669
mlee@phillips.com

Regional Director, France
+33 686 408 515
lcalmels@phillips.com

Asia.

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 10

19/10/17 09:12

© Dedalus Foundation, Inc/Licensed by VAGA, NY
NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 11

186. Robert Motherwell

19/10/17 09:13

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 12

© Estate of Roy Lichtenstein

122. Roy Lichtenstein

19/10/17 09:13

20th Century & Contemporary Art
Day Sale, Morning Session
New York, 15 November 2017

Auction & Viewing Location
450 Park Avenue New York 10022
Auction
Wednesday, 15 November 2017, 11am

20th Century & Contemporary Art Department

Head of Sale
John McCord +1 212 940 1261
jmccord@phillips.com

Viewing
3 – 14 November
Monday – Saturday 10am – 6pm
Sunday 12pm – 6pm
Sale Designation
When sending in written bids or making
enquiries please refer to this sale
as NY010817 or 20th Century &
Contemporary Art Day Sale, Morning
Session.
Absentee and Telephone Bids
tel +1 212 940 1228
fax +1 212 924 1749
bidsnewyork@phillips.com

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 13

Cataloguer
Annie Dolan +1 212 940 1288
adolan@phillips.com

Administrator
Carolyn Mayer +1 212 940 1206
cmayer@phillips.com

19/10/17 09:13

101. Alexander Calder

1898-1976

Map Mondo
signed and dated “69 Calder” lower right
gouache and ink on paper
30 1/2 x 22 3/4 in. (77.5 x 57.8 cm.)
Executed in 1969, this work is registered in the archives
of the Calder Foundation, New York, under application
number A06212.
Estimate
$30,000-40,000
Provenance
Perls Galleries, New York
Acquired from the above by the present owner in 1974

“What I produce is not precisely what I have in mind—but a sort of sketch,
a man-made approximation. That others grasp what I have in mind
seems unessential … as long as they have something else in theirs.”
Alexander Calder
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102. Alexander Calder

1898-1976

Overlapping Spirals
signed and dated “69 Calder” lower right
gouache and ink on paper
43 1/8 x 23 3/8 in. (109.5 x 59.4 cm.)
Executed in 1969, this work is registered in the archives
of the Calder Foundation, New York, under application
number A11646.
Estimate
$40,000-60,000
Provenance
Perls Galleries, New York
Acquired from the above by the present owner in 1974
Exhibited
New York, Perls Galleries, Alexander Calder: Bronze
Sculptures of 1944, October 7 - November 8, 1969
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103. Alexander Calder

1898-1976

Untitled
signed and dated “Calder 70” lower right
gouache and ink on paper
29 1/4 x 43 in. (74.3 x 109.2 cm.)
Executed in 1970, this work is registered in the archives
of the Calder Foundation, New York, under application
number A28428.
Estimate
$40,000-60,000
Provenance
M. Knoedler & Co., New York
Hanson Galleries, San Francisco (acquired from the
above in 1980)
Acquired from the above by the present owner in 1981
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104. Alexander Calder

1898-1976

Plankton
signed and dated “Calder 64” lower right
gouache and ink on paper
29 1/2 x 42 3/8 in. (74.9 x 107.6 cm.)
Executed in 1964, this work is registered in the archives
of the Calder Foundation, New York, under application
number A14210.
Estimate
$40,000-60,000
Provenance
Nicholas Guppy, London (acquired directly from the artist
circa 1964)
Galerie Denise René, Paris
Acquired from the above by the present owner circa 1977
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105. Alexander Calder

1898-1976

Untitled
signed and dated “Calder 63” lower right
gouache and ink on paper
26 7/8 x 40 in. (68.3 x 101.6 cm.)
Executed in 1963, this work is registered in the archives
of the Calder Foundation, New York, under application
number A13722.
Estimate
$40,000-60,000
Provenance
Private Collection
Sotheby’s Parke Bernet, New York, May 16, 1980, lot 611
Acquired at the above sale by the present owner
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106. Alexander Calder

1898-1976

Untitled
signed and dated “Calder 63” lower right
gouache and ink on paper
26 7/8 x 40 in. (68.3 x 101.6 cm.)
Executed in 1963, this work is registered in the archives
of the Calder Foundation, New York, under application
number A28302.
Estimate
$40,000-60,000
Provenance
Private Collection, New York
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107. Alexander Calder

1898-1976

Untitled
signed and dated “Calder 62” lower right
gouache and ink on paper
26 3/4 x 39 7/8 in. (67.9 x 101.3 cm.)
Executed in 1962, this work is registered in the archives
of the Calder Foundation, New York, under application
number A28303.
Estimate
$40,000-60,000
Provenance
Private Collection, New York
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108. Alexander Calder

1898-1976

Untitled
signed and dated “Calder 66” lower right
ink on paper
22 3/4 x 30 1/2 in. (57.8 x 77.5 cm.)
Executed in 1966, this work is registered in the archives
of the Calder Foundation, New York, under application
number A28301.
Estimate
$25,000-35,000
Provenance
Private Collection, New York

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 22

19/10/17 09:16

109. Alexander Calder

1898-1976

Untitled
signed and dated “Calder 63” lower right
gouache and ink on paper
27 x 40 in. (68.6 x 101.6 cm.)
Executed in 1963, this work is registered in the archives
of the Calder Foundation, New York, under application
number A13723.
Estimate
$30,000-50,000
Provenance
Private Collection
Sotheby’s Parke Bernet, New York, May 16, 1980, lot 609
Acquired at the above sale by the present owner
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Property from the Estate of B. S. Mars

110. David Hockney

b. 1937

Ossie
signed with the artist’s initials, titled and dated “Ossie
DH june 1972” lower right
colored pencil and graphite on paper
17 x 14 in. (43.2 x 35.6 cm.)
Executed in June 1972.
Estimate
$20,000-30,000
Provenance
Margo Leavin Gallery, Los Angeles
Collection of Samuel and Luella Maslon (acquired from
the above in 1977)
Sotheby’s, New York, May 16, 2002, lot 159
Acquired at the above sale by the present owner
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Property from the Estate of B. S. Mars

111. Henri Matisse

1869-1954

Femme Accroupie
signed with the artist’s initials “HM” lower lef
India ink on paper
8 1/8 x 10 3/8 in. (20.6 x 26.4 cm.)
Executed in 1941.
Wanda de Guébriant has confrmed the authenticity of
this work.
Estimate
$30,000-40,000
Provenance
Acquavella Galleries, Inc., New York
Marilyn Pearl, New York
Acquired from the above by the present owner
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Property from the Estate of B. S. Mars

112. Franz Kline

1910-1962

Untitled (ZD 240)
oil on paper
24 1/2 x 18 7/8 in. (62.2 x 47.9 cm.)
Executed circa 1954.
Estimate
$200,000-300,000
Provenance
David McKee Gallery, New York
Acquired from the above by the present owner

New York artist Franz Kline’s painterly style
embodies the speed, action, and immediacy
that characterized the Abstract Expressionist
movement of the 1940s and 1950s. Though he
began as a fgurative painter, Kline developed his
mature style by 1950, creating entirely abstract
works devoid of representation. Focusing on
black and white paintings in the frst half of
the decade, Kline increasingly re-introduced
color into his palette in the mid-1950s and for
the remainder of his career. Untitled (ZD 240)
is a stunning example of one of Kline’s earliest
experimentations with color, as thick swathes of
greens, blues, reds and yellows extend across the
composition, while drips of paint trickle down in
overlapping forms. Kline’s interest in the value
of contrast is readily apparent in the present
lot – here, deep greens pop against bright reds,
vibrant blues are juxtaposed against pinks, and
sof yellows are situated against blacks. The sheet
itself is entirely painted with an opaque, layered
impasto surface, which showcases a boldness not
typically likened to works on paper.
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In describing Franz Kline’s oeuvre, renowned art
critic Robert Goldwater noted in 1967 that the
power of these works is “generated from within,
by an immense internal unit, a swath or rectangle,
a closed shape or a crossed one, that pushes
and extends the perimeter until it has sufcient
room to take its proper form” (Robert Goldwater,
quoted in William S. Lieberman, An American
Choice: The Muriel Kallis Collection, New York,
1981, p. 62). Untitled (ZD 240) exemplifes
Goldwater’s view – the perimeter is marked on the
upper and right edges by swaths of red and white.
Yet rather than serve as boundaries, they seem
to extend past the confnes of the perimeter,
pushing the composition outwards beyond its
domestic scale. Furthermore, the bottom edge
of the sheet is un-delineated, as Kline paints to
the paper’s edge, allowing for drips of paint to fall
beyond the border. Ultimately, the present lot
confronts the viewer with Kline’s characteristic
immediacy, yet what is most striking is the artist’s
masterful use of color, which he continued to
explore for the remainder of the decade.
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“They [collages] can’t be connected with objects from the everyday
world, yet they are not just vague… It’s abstract like certain kinds of
music in the sense that you’re not tied to any story or image.”
Robert Motherwell

113. Robert Motherwell

1915-1991

Collaged Wall VI (for Arthur Berger)
signed with the artist’s initials and dated “RM 86”
upper right
acrylic and pasted papers on canvas mounted on
Masonite
36 x 36 in. (91.4 x 91.4 cm.)
Executed in 1986.
Estimate
$200,000-300,000
Provenance
Isadore Familian (acquired in 1986)
Private Collection (acquired in 2002)
Manny Silverman Gallery, Los Angeles
Bernard Jacobson Gallery, London
Acquired from the above by the present owner
Exhibited
Houston, McClain Gallery, Robert Motherwell: Four
Decades of Collage, October 12 - November 16, 2013,
no. 4 (illustrated)
Literature
Jack Flam, Katy Rogers and Tim Cliford, eds., Robert
Motherwell Paintings and Collages: A Catalogue
Raisonné, 1941-1991, Collages and Paintings on Paper
and Paperboard, vol. 3, New Haven, 2012, no. C737, p.
341 (illustrated)
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114. Michael Goldberg

1924-2007

House of Asher
signed “Goldberg” lower center; further signed, titled
and dated “GOLDBERG ‘57 “HOUSE OF ASHER”” on the
reverse
oil on canvas
58 1/8 x 44 1/8 in. (147.5 x 112 cm.)
Painted in 1957.
Estimate
$120,000-180,000
Provenance
Galerie Stadler, Paris
Arte Nuova, Turin
Private Collection, Milan
Acquired from the above by the present owner

“For me, the concept of abstract painting is still the primary visual challenge
of our time. It might get harder and harder to make an abstract image
that’s believable, but I think that just makes the challenge greater”
Michael Goldberg

Dating to an exciting time in abstract painter
Michael Goldberg’s career, when he was highly
involved in the New York avant-garde scene,
House of Asher is a striking example of Godlberg’s
dynamic, gestural canvases. Having begun his
artistic training at the Art Students League in
New York, Michael Goldberg studied at Hans
Hofmann’s School of Fine Art in the 1940s
and made his frst public appearance in the
groundbreaking 1951 Ninth Street Show, the frst
comprehensive display of Abstract Expressionism.
In 1957, the year the present work was painted,
Goldberg was included in the Whitney’s tightly
curated exhibition that recognized young artists
with notable talent, Young America. In the
accompanying catalogue, Goldberg humbly
explained: “I’ve been painting since 1939 - but I
don’t believe I painted seriously until 1950. Hans
Hofmann’s environment was the most serious and
infuential. I’m young enough not to have to admit
to myself that I have a style - but I do have an
idea - of very recent origin - and a strong feeling
of wanting to approach this idea in painting” (The
Artist, quoted in Young America 1957, exh. cat.,
Whitney Museum of American Art, New York,
1957, p. 30).
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Painted at a time when Goldberg was refning
his practice and cementing his own place in art
history, House of Asher underscores the lasting
infuence of the older generation on his unique
aesthetic. Goldberg began painting with large
brushes, spatulas and trowels in the mid-1950s,
allowing him to work with more speed and
spontaneity. His layered, lyrical brushstrokes
inspired by Pollock’s drip paintings convey his
process and bring an immediate and fresh quality
to his work. Goldberg also looked to Kandinsky
and de Kooning for their transformation of
representational subjects into abstraction,
evident in the present work; in an interview in
1985 Goldberg refected: “The biggest visual
infuence that I had besides Kandinsky was
de Kooning… de Kooning ofered a way to use
Cubism and fuse it with a kind of expressionist
content, rather Abstract-Expressionist content,
which to people like me was very liberating” (Ellen
Lee Klein, “All Kinds of Rational Questions: An
Interview with Michael Goldberg,” Arts Magazine,
vol. 59, no. 6, February 1985, p. 81).
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115. Lee Bontecou

b. 1931

Untitled
signed and dated “Bontecou 59” on the lower right side
edge
welded iron, canvas, muslin, wire and velvet
8 x 4 3/4 x 2 1/8 in. (20.3 x 12.1 x 5.4 cm.)
Executed in 1959.
Estimate
$150,000-200,000
Provenance
Grinnell Family, New York
Alexander Grinnell, New York (acquired from the above
thence by descent)
Knoedler & Company, New York
Acquired from the above by the present owner
Exhibited
Madrid, Círculo de Bellas Artes; Salamanca, Domus
Artium 2002; A Coruña, Kiosco Alfonso; New York, QCC
Art Gallery, Queensborough Community College Art
Gallery, An American Odyssey, 1950-1980, April 13, 2004
- January 15, 2005. pp. 196-197 (illustrated)

One of the frst artists to employ a threedimensional format that defes the
categorizations of both painting and sculpture,
Lee Bontecou is renowned for her success as
a female artist in a period of male-dominated
minimalism. Beginning in the late 1950s during
her studies in Rome, and having won a Fulbright
scholarship in 1956, Bontecou was inspired by
the architectural structures of the ancient city.
Her frst sculptures were made during this time
period, composed of terracotta over welded
metal supports. The present lot belongs to the
year that the artist returned to New York in
1959 and received recognition in the post-war
minimalist sphere, when there was a pivotal shif
in her sculptural practice. Having discovered the
use of a blowtorch, Bontecou began creating
lightweight, welded metal frameworks, which she

subsequently flled with wire mesh, canvas and
muslin. Untitled is one of the most recognizable
and renowned examples from the very beginning
of this important transition for Bontecou.
The circular opening in the present lot is a
motif which began to recur in these early
sculptural works, which is accompanied by a
second crescent-shaped opening right above
it. A continuous metal rod connects these two
shapes like a vein, extending to the bottom of
the welded frame. These shapes project from
the surface of the canvas, creating an elusive
sense of depth that challenges the notion of
abstraction defned by her predecessors like
de Kooning and Pollock, while simultaneously
recalling a sort of cosmic mystery in its
resemblance to black holes.

“In the cast-of materials she, like other artists of her generation infuenced by what
she calls the “real paint” of abstract expressionism, found a kind of rough poetry;
yet her interest lay primarily in their form and compositional possibilities.”
Elizabeth A. T. Smith, “All Freedom in Every Sense,” in Lee Bontecou: A Retrospective, 2005, p. 173
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Bontecou in her Wooster
Street studio, New York, 1963
Photo Ugo Mulas
© Ugo Mulas Heirs.
All rights reserved

“The scale and the economy are integral to the explicit, minatory power of Bontecou’s reliefs.
The scale, even considered separately and even more so as it occurs with other aspects of the
reliefs , is pragmatic, immediate and exclusive.”
Donald Judd

It was just one year afer the creation of the
present lot when the artist had her frst solo
exhibition at Leo Castelli Gallery, afer which the
artist began to receive public acclaim almost
immediately. An early champion of her work,
Donald Judd, wrote extensively about Bontecou’s
work in his 1965 essay Specifc Objects, calling
her work “explicit and powerful”. Describing
Bontecou’s intimately-scaled works such as
the present lot, Judd said, “The scale and the
economy are integral to the explicit, minatory
power of Bontecou’s reliefs. The scale, even
considered separately and even more so as
it occurs with other aspects of the reliefs , is
pragmatic, immediate and exclusive. ... the work
asserts its own existence, form and power. It
becomes an object in its own right.” (Donald
Judd, “Lee Bontecou”, reproduced in Lee
Bontecou: A Retrospective, exh. cat., Museum of
Contemporary Art, Chicago, 2003, p. 196)
Bontecou’s Wooster Street
studio, New York, featuring
the present lot
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116. Eva Hesse

1936-1970

Untitled
signed and dated “eva hesse 56” lower right; further
signed “EVA HESSE” on the reverse
oil on canvas
28 x 40 in. (71.2 x 101.6 cm.)
Painted in 1956.
Estimate
$200,000-300,000
Provenance
Ellis B. Haizlip, New York (acquired directly from the
artist)
Private Collection (acquired from the above in 1960)
Sotheby’s, New York, November 15, 2006, lot 120
Acquired at the above sale by the present owner
Literature
Renate Petzinger and Barry Rosen, eds., Eva Hesse
Catalogue Raisonné Volume I: Paintings, New Haven,
2006, no. P19, pp. 56-57 (illustrated, p. 57)

“A painting can only be as much as its creator, a mirror of himself, not merely an
outburst of an emotion or mood...The essential forces directing me presently are
motivated by the desire of being a painter. The word painter connotes signifcant
meaning, a way of approaching life, living fully not merely existing. A painting
must be approached with fully awakened eyes and mind.”
Eva Hesse

Eva Hesse’s brilliant and tragically brief career is
most ofen examined in the context of her work as
a post-minimalist sculptor, whose highly charged
and evanescent forms evoke deeply personal
and emotional responses despite their industrial
material. However, as is clear in her diary entries
from 1957, Hesse, at least early on, was driven
by her desire to paint. Executed in 1956, just
a year prior to this entry, this Untitled work is
emblematic of her motivations as an artist and her
conception of the power of painting. The luscious,
organic blues, greens, taupes, and ochres shot
through with brilliant splashes of orange and red,
display an unbelievable vivacity and eroticism
that would become such a hallmark of her work in
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latex. Indeed, those latex pieces, in which Hesse
subverted the medium’s intended application
as a cast material, were painted up, layer upon
layer, imbuing them with her psychological
and physical self. Her early paintings, of which
Untitled is a particularly detailed and vibrant
example, served to support Hesse’s belief in the
primacy of the tactile – an emotional engagement
with the object that would activate and elevate
her practice and its position within the postwar
canon. “The degree to which I become a ‘painter’
is synonymous with what I make of myself as a
person.” (Eva Hesse, quoted in, Barry Rosen, ed.,
Eva Hesse: Diaries, New Haven, 2016, p. 95)
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117. Josef Albers

1888-1976

Study for Homage to the Square: Decided
signed with the artist’s monogram and dated “57” lower
right; further signed, titled and dated “Study for Homage
to the Square: “Decided” Albers 1957” on the reverse
oil on masonite
24 x 24 in. (61 x 61 cm.)
Painted in 1957, this work will be included in the
forthcoming Josef Albers Catalogue Raisonné being
prepared by The Anni and Josef Albers Foundation and
is registered at the Josef and Anni Albers Foundation as
JAAF 1957.1.21.
Estimate
$450,000-650,000
Provenance
Galerie Ernst Beyeler Basel (acquired from the artist in
April 1972)
Galerie Melki, Paris (acquired in 1973)
Private Collection (acquired from the above in 1973)
Sotheby’s, New York, November 9, 1982, lot 21B
Private Collection
Hollis Taggart Galleries, New York (acquired in 2016)
Acquired from the above by the present owner
Exhibited
Northampton, Smith College Museum of Art, An
Exhibition of the Works of Josef Albers, February 5 - 23,
1964

Josef Albers’ Study for Homage to the Square:
Decided from 1957 is rendered in pure yellows
with a central square of light slate gray. The colors
vibrate and shimmer within the reductive stability
of the picture’s basic geometry. The seeming logic
of the painting belies the subtle visual tension
where the difering hues meet and touch. The
format of this series dates back to 1950, just afer
Albers lef his recent teaching position at Black
Mountain College. Having previously taught at
the Bauhaus, his art was informed by a European
design philosophy that favored simplistic, yet rigid
and formal, artistic structures. From 1950 onward,
Albers dedicated his artistic career to exploring
the limitlessness combinations of color and form
until his death in 1976.
The format of the square composition came
to defne his most iconic series of paintings.
Albers explained that this seemingly repetitive
template allowed for his experiments with diverse
color combinations and the subtle, shifing
tonalities to be found within a single color.
Simultaneously this unchanged format ensures
that the geometric shapes would remain the
stable variant. “Color,” as Albers states, “is the
means of my idiom...I’m not paying ‘homage to
the square.’ It’s only the dish I serve my craziness
about color in.” (Josef Albers, “Albers on Albers,”
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Art News, 1966, p. 48) The paint is applied with
a palette knife, which can be seen in the careful,
small applications of pigment that strangely
imply a sense of depth into a seemingly fat,
depthless feld of clearly outlined shapes. Albers
would describe his painting technique in ofen
mundane terms; he likened it to how he spreads
butter on his toast in the morning — he starts
in the middle and moves out, the palette knife
replacing his small butter knife. The practicality
of his process was predicated on skills learned
from his father, a builder and house painter.
When painting a door, his father told him, start
in the middle and paint outward. “That way
you catch the drips, and don’t get your cufs
dirty.” There is a personal association to Albers’
Homage paintings, which make them visually
poignant, but not at the expense of excluding
the viewer’s own relation to these shapes and
colors. “There is any personal experience that
enters here; it is your own personal experience
– your color associations, not the artist’s.”
(Nicholas Fox Weber, Josef Albers, Milan 1988,
p. 10) There is both an optical and emotional
sense of immediacy to this painting and others
like it. The purity of its forms and the limpid
arrangement of its restrictive colors yield
greater, not lesser, complexity of feeling and
response in the mind and soul of the spectator.
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“Hollywood dreams’ – I mean, think about it. Close your eyes and what does it mean, visually?
It means a ray of light, actually, to me, rather than a success story.”
Ed Ruscha

118. Ed Ruscha

b. 1937

Doubles
signed and dated “E. Ruscha 1985” lower right
dry pigment and acrylic on paper
60 x 40 1/4 in. (152.4 x 102.2 cm.)
Executed in 1985, this work will be included in
Edward Ruscha Catalogue Raisonné of the Works
on Paper, volume 2: 1977-1997, edited by Lisa Turvey
(forthcoming).
Estimate
$200,000-300,000
Provenance
Leo Castelli Gallery, New York
Private Collection
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“I’m showing big paintings of intersections and streets of Los Angeles with
black speckled backgrounds that look like the inside of your oven. I guess
I’ve always been intrigued by oblique perspectives, like aerial views…
taking the viewer up in the air, so you can look down from an angle.”
Ed Ruscha

119. Ed Ruscha

b. 1937

Pico, Hoover, Alvarado
signed and dated “Ed Ruscha 1999” lower right
acrylic on paper
40 1/8 x 60 1/8 in. (101.9 x 152.7 cm.)
Executed in 1999, this will be included in a future volume
of Edward Ruscha Catalogue Raisonné of the Works on
Paper, edited by Lisa Turvey.
Estimate
$300,000-400,000
Provenance
Gagosian Gallery, New York
Private Collection, United States
Edward Tyler Nahem Fine Art, New York
Acquired from the above by the present owner
Exhibited
New York, Edward Tyler Nahem Fine Art, Ed Ruscha:
Selected Works, May 5 - June 20, 2005, p. 45
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120. Robert Rauschenberg

1925-2008

Dietrich Draw
solvent transfer with gouache, pencil and collage on
paperboard
15 x 19 7/8 in. (38.1 x 50.5 cm.)
Executed in 1966, this work is registered in the Robert
Rauschenberg Foundation archives under number
66.D010.
Estimate
$180,000-250,000
Provenance
Leo Castelli Gallery, New York
Museum of Art, Rhode Island School of Design (acquired
from the above in 1967)
Private Collection
Thence by descent to the present owner

Robert Rauschenberg’s Dietrich Draw is a
stellar example of the artist’s renowned transfer
drawings, the frst of which was executed in
1952. In these works, Rauschenberg takes his
characteristic technique of assemblage and
applies it to a two-dimensional surface. Created
by soaking printed images in a solvent, such
as turpentine, and then transferring the image
to paper with cross-hatching, the resulting
compositions of the transfer drawings are an
amalgamation of source imagery, all of which
explore a series of nonlinear American narratives.
As such, the resulting image exists somewhere
outside of the categorizations of painting,
drawing and printmaking, being neither entirely
mechanized nor hand-produced. In fact, the
1960s marked a departure from the artist’s use
of printed mass media imagery found in popular
culture in favor of a focus on craf and found
materials, a transition which was highlighted
in his major retrospective at the Museum of
Modern Art this past summer. Dietrich Draw
thus represents a unique combination of these
two distinct infuences, which Rauschenberg was
drawing from at this pivotal time.
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The present lot is so titled afer the famed
German American actress and singer Marlene
Dietrich, who appears as a transferred image
in the lower right quadrant of the composition.
Dietrich was celebrated in the United States
for her support of German and French exiles
during World War II, making her appearance in
Rauschenberg’s solvent drawings particularly
patriotic, and a tribute to an alternative American
hero. Executed circa 1966, the work follows the
year when Dietrich received the honorable Israeli
Medallion of Valor, making her both the frst
woman and German to receive the honor. Highly
characteristic of Rauschenberg’s most iconic
transfer drawings, Dietrich’s ghostly portrait
hovers amongst an array of symbols, including
a sequence of numbers, text and abstract
brushwork, making the present lot one of the
artist’s most successful drawings from a critical
period in his career.
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Roy Lichtenstein’s Brushstroke 1965
At the onset of the 1960s, Roy Lichtenstein and
his Pop contemporaries felt that the avantgarde Abstract Expressionist movement had
lost its uniquely contemporary voice. As one of
the leading Pop artists of the time, Lichtenstein
began looking for ways to challenge the discourse
surrounding the masterworks of the previous
decades. In 1965, Lichtenstein set out on his
frst, direct reinterpretation of the Abstract
Expressionism of artists like Jackson Pollock and
Willem de Kooning in his Brushstroke series,
all of which featured one or two brushstrokes,
rendered with his characteristic Ben-Day dots.
It was in this same frst year that the present lot
was executed. One from an edition of six created
in this pivotal year, Brushstroke is the frst early
enamel brushstroke work to come to the market
in almost a decade, and has remained in the same
distinguished private collection for three decades.
In its technique, the present lot belongs to a
series of enamel works begun in 1964, inspired
by the metal subway signs of New York City with
which Lichtenstein was fascinated. In choosing
this surface, Lichtenstein aligned himself with

his Pop contemporaries who sought out mass
media imagery and found objects. Yet, in the
subject matter of a single brushstroke, the work
completely challenges the traditional notions
of painting not only in its surface, but also in
its pioneering simplifcation of the symbol
of abstract painting. A singular, cartoon-like
brushstroke painted in black and white enters
the glossy, ceramic surface on which it rests from
the lef, extending in what is at once static and
full of movement.
The depiction of an active brushstroke, arrested
in a sea of midnight blue Ben-Day dots, is
particularly evident in the glossy surface of the
present lot. As Dave Hickey recalled of the frst
of Lichtenstein’s brushstrokes created in 1965
and exhibited at Leo Castelli Gallery that same
year, “I noticed that the Ben-Day dots, recruited
in the service of an abstract image, lost the
blowsy, strident vulgarity they had retained in
Lichtenstein’s earlier work. They now declared
their historical sources in the pointillism of
Seurat… they became elegant, well mannered and
deeply amusing” (Dave Hickey in Brushstrokes:

Installation view,
Museum of Modern
Art, New York, Art in
the Mirror, 1966.
© The Museum
of Modern Art/
Licensed by SCALA/
Art Resource, NY,
Artwork © Estate of
Roy Lichtenstein
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© Estate of Roy Lichtenstein

Four Decades, exh. cat., de Pury & Luxembourg,
Zurich, 2002, p. 8). The glistening nature of the
subject in this early enamel example is thus not
only elegant and amusing, but art historically
signifcant. Following the action painting
techniques of his predecessors, Lichtenstein
chose to suggest a sense of active movement in
a diferent way. As Diane Waldman espoused,
“He caricatured the activity of the brush and
the character of the paint as it brushed onto the
canvas…Both the fgure and its feld, however,
were bound into the composition by means of
the Ben-Day dot…In enlarging the detail, he
made a microscopic form carry all of the weight
and signifcance of the macrocosm from which it
was born, painting itself.” (Diane Waldman, Roy
Lichtenstein, exh. cat., Solomon R. Guggenheim
Museum, New York, 1993, p. 157)
Extensively exhibited from the year of its
inception and into recent years, examples from
the present lot have been shown in both solo
and group exhibitions around the globe. One of
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the frst of these exhibitions titled Art in the
Mirror, a group show featuring works which
refect art and its place in the world both as a
subject and a point of departure, began at the
Museum of Modern Art, where an example of
this work hung sandwiched between works
by his contemporary Robert Rauschenberg
and predecessor Marcel Duchamp. This
placement among these artists only solidifes
Lichtenstein’s importance in the continuous
redefnition of art, even at a time when the
artist’s renowned brushstroke works were just
emerging from his studio. In the accompanying
pamphlet for this exhibition, we are reminded
of the importance of Lichtenstein’s work in the
trajectory of art history: “[the] way to approach
art is through the eyes of artists; Rauschenberg
may clarify the myth of Leonardo, and
Lichtenstein the clichés surrounding Picasso,
thereby improving our focus on painting of
both the past and the present” (G. R. Swenson,
Art in the Mirror, exh. pamphlet, Museum of
Modern Art, New York, 1966, n.p.)
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Property from a Distinguished Private Collection

121. Roy Lichtenstein

1923-1997

Brushstroke
porcelain enamel on steel
26 1/8 x 42 1/8 in. (66.4 x 107 cm.)
Executed in 1965, this work is number 4 from an
edition of 6.
This work will be included in the catalogue raisonné
being prepared by The Roy Lichtenstein Foundation
and is included in their online works listing.
Estimate
$500,000-700,000
Provenance
Leo Castelli Gallery, New York
Julien Levy, New York
Private Collection
Sotheby’s, New York, May 4, 1987, lot 66
Acquired at the above sale by the present owner
Exhibited
Philadelphia, Institute of Contemporary Art, University of
Pennsylvania, The Other Tradition, January 27 - March 7,
1966 (another example exhibited)
New York, Museum of Modern Art (no. 20a); Mansfeld
Art; Mansfeld Fine Arts Guild; San Francisco State
College; Los Angeles, Municipal Art Gallery; Los Angeles
Valley College; Houston, Museum of Fine Arts; Oswego,
State University College, Art in the Mirror, November 22,
1966 - March 1968 (another example exhibited)
The Stamford Museum, The Eye of the Collector:
Contemporary Art, March 23 - May 21, 1978
San Diego, University Gallery, San Diego State
University, Selections from the Michael Crichton
Collection, April 25 - June 1, 1980, pp. 32-33 (another
example exhibited)
Providence, Museum of Art, Rhode Island School
of Design; San Diego Museum of Art; Portland Art
Museum, FORTISSIMO! Thirty Years from the Richard
Brown Baker Collection of Contemporary Art, March 1 November 10, 1985, no. 86, pp. 82, 140 (another example
exhibited and illustrated, p. 82)
Hartford, Wadsworth Atheneum Museum of Art,
Delaunay to de Kooning, Modern Masters from the
Tremaine Collection and the Wadsworth Atheneum,
May 5 - September 15, 1991, no. 46 (another example
exhibited)
Stanford, Cantor Art Center, Stanford University, Picasso
to Thiebaud: Modern and Contemporary Art from the
Collections of Stanford University Alumni and Friends,
February 18 - June 20, 2004, pp. 72-73, 151 (another
example exhibited and illustrated, pp. 73, 151)
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122. Roy Lichtenstein

1923-1997

Ceramic Sculpture #16
signed and dated “rf Lichtenstein ‘65” on the underside
painted and glazed ceramic
10 1/4 x 7 1/8 x 7 1/2 in. (26 x 18.1 x 19.1 cm.)
Executed in 1965.
This work will be included in the catalogue raisonné
being prepared by The Roy Lichtenstein Foundation and
is included in their online works listing.
Estimate
$350,000-450,000
Provenance
Leo Castelli Gallery, New York
Leon Kraushar, New York
Sterling Holloway
Private Collection
Anders Malmberg, Malmö
Acquired from the above by the present owner

Painted in vibrant blues and fery reds with
glossy blacks, whites and refective silver, Roy
Lichtenstein’s Ceramic Sculpture #16 recalls the
familiarity of consumerist objects that harken
back to American diner culture of the 1960s.
Executed in 1965, right at the time when the artist
started regularly working with sculptural media
like ceramic and enamel, the present lot reminds
us of the power of paint. With his characteristic
Ben-Day dots and blocks of color, the artist
breaks down the three dimensional form of a
leaning tower of cups and saucers into its graphic
surface elements. In the early 1960s, Lichtenstein
began working in ceramic, a surface which better
allowed him to paint the vibrant graphics for
which he is most well-known. In the present lot,
these graphics are particularly striking, as rich
blocks of color interact with metallic silver. On
one side of the sculpture, the viewer is confronted
with a refective silver surface, juxtaposed with
repetitive, deep blue Ben-Day dots that are
themselves interrupted by wavy, imperfect red
and black brushstrokes. On the other side of
the sculpture, the elements are almost entirely
painted over in a vibrant red, atop which are
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black Ben-Day dots. This unique blending of
mechanized repetition with abstract brushstrokes
mimics the same paradox that exists in the work
itself. While confronted with a recognizable
symbol of low culture, viewers are simultaneously
faced with the sculpture’s lack of functionality and
in turn, characterization of a high art object.
The cofee cups are stacked atop each other in a
teetering tower, as if lef on the counter in haste.
Such is the tromp-l’oeil efect that Lichtenstein
so sought in his rendition of the all-American
subject of the diner cup, erected at the height of
consumerist culture in the 1960s. “I don’t care
what, say, a cup of cofee looks like. I only care
about how it’s drawn”, Lichtenstein explained of
the subject matter (Roy Lichtenstein, quoted in
Jack Cowart, ed., Roy Lichtenstein: Beginning to
End, exh. cat., Fundación Juan March, Madrid,
2007, pp. 118-119). In typical pop art fashion,
Lichtenstein plays with a recognizable symbol and
in turn challenges the viewer’s expectations and
interpretations. Ceramic Sculpture #16 brings to
mind something familiar, while also challenging
the classifcation of fne art at mid-century.
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Property from a Distinguished American Collection

123. John Chamberlain

1927-2011

Lucy Snaggletooth
painted and chromium-plated steel
36 x 30 x 21 in. (91.4 x 76.2 x 53.3 cm.)
Executed in 1976.
Estimate
$400,000-600,000
Provenance
O.K. Harris Works of Art, New York
Robert King, New York
Anita Friedman Fine Arts, New York
B.C. Holland and Co., Chicago (acquired in 1984)
Ralph and Helen Goldberg, Chicago (acquired in 1984)
Acquired from the above by the present owner
Exhibited
Toronto, Sable-Castelli Gallery, Ltd., Survey—Part I,
February 14 - March 6, 1976
New York, Marisa Del Re Gallery, Found Objects, June July 1983
Literature
Julie Sylvester, John Chamberlain: A Catalogue Raisonné
of the Sculpture 1954-1985, New York, 1986, no. 538, p.
148 (illustrated)

John Chamberlain’s Lucy Snaggletooth is a
stunningly potent afrmation of the artist’s
stylistic and technical achievements frst realized
at the beginning of his career in the 1960s. By
the mid-1970s, Chamberlain had come back to
using the discarded and contorted auto-parts that
had formed the majority of his acclaimed early
works but which he had temporarily disavowed
afer feeling pigeonholed by their success. Works
such as Lucy Snaggletooth, from 1976, represent
his triumphant return to a medium that would
become synonymous with his idiosyncratic
practice.
Wall-bound in three dimensions, Lucy
Snaggletooth pulsates with Chamberlain’s
particular creative sensibilities. Melding the
expressive use of color found in the work of
his Abstract Expressionists predecessors with
the Americana-Pop infection of the found car
parts, Lucy Snaggletooth is a luscious example
of Chamberlain’s wall-relief works. Chamberlain
described himself as “basically a collagist.
I put one thing together with another thing.
I sort of invented my own art supplies.” (John
Chamberlain, quoted in Susan Davidson, John
Chamberlain: Choices, New York, 2012, p. 27)
A vibrant orthogonal of vermilion serves as
the foundation for the piece, fanked by a deep
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crimson on the lef and wonderfully cut through
with the black racing stripes of the original Chevy
Corvette Stingray (as seen in the hood ornament
subtly embedded within the composition), while a
clifhanger of polished chrome leans out and over
the top edge. The beauty of the work is grounded
in its compositional elements, so clearly evocative
of their prior lives as car parts, now imbued with
new creative powers. Lucy Snaggletooth brims
with Chamberlain’s unbridled energies; bound
to a wall, the present lot commands the room in
which it is installed.
The genius of Lucy Snaggletooth lies not just
in the sheer marvel of the metal, shot through
with color, contorted and bound and almost
weightlessly suspended, but also in Chamberlain’s
innate ability to transform an act of ruin into an
act of creation. As he began to understand the
specifcs of welding and experimenting with the
engineering of form, Chamberlain discovered
that the physical framework of mounting objects
to a wall provided him the freedom to explore
more bulbous and daring compositions. An
elegant structure born of detritus and chance,
Lucy Snaggletooth reafrms the very basis of
modernism’s working ideal that the purpose of art
can be its own making.
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Property From an Important Private Collection

124. Jim Dine

b. 1935

The Zebra (The Blue Version)
signed, numbered and dated “JIM DINE 2010 2/2” on the
reverse of the base; further stamped with the foundry
mark “WALLA WALLA” on the reverse of the base
bronze, on artist’s wood base
63 3/4 x 40 1/8 x 37 3/8 in. (162 x 102 x 95 cm)
Executed in 2010, this work is number 2 from an edition
of 2 plus 2 artist’s proofs.
Estimate
$100,000-150,000
Provenance
Galerie de Bellefeuille, Montreal
Acquired from the above by the present owner
Exhibited
Montreal, Galerie de Bellefeuille, Jim Dine, September
28 - October 19, 2011 (another example exhibited)
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125. Claes Oldenburg

b. 1929

Sof Calendar for January
signed and dated “Claes Oldenburg 1963” on the reverse
acrylic on canvas flled with kapok and rope, mounted on
painted panel
18 x 12 7/8 x 9 1/2 in. (45.7 x 32.7 x 24.1 cm.)
Executed in 1963.
Estimate
$100,000-150,000
Provenance
Eleanor Ward, New York
Jan Eric Löwenadler, Switzerland
Margo Leavin Gallery, Los Angeles
Acquired from the above by the present owner circa
1980s
Exhibited
Stockholm, Moderna Museet, Amerikansk pop-konst:
106 former av kärlek och förtvivlan, February 29 - April
12, 1964, no. 57 (titled January Calendar)
Amsterdam, Stedelijk Museum, American Pop Art, June
22 - July 26, 1964, no. 45 (titled January Calendar)
New York, Museum of Modern Art, Claes Oldenburg,
September 25 - November 23, 1969, no. 44
Pace London, A Strong, Sweet Smell of Incense: A
Portrait of Robert Fraser, February 5 - March 28, 2015, p.
120 (illustrated)

“Oldenburg’s objects demand close examination…their surfaces are articulated,
sometimes by stitching or the application of paint, sometimes by the use of
shining, highly refective materials. As a result, these objects, shaded, patched,
divided into zones, embroidered, painted, crumpled in pleats—in short, varied
by every conceivable technique of enrichment—seem constantly alive.”
Barbara Rose, Claes Oldenburg, New York, 1970, p. 9

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 54

19/10/17 09:22

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 55

19/10/17 09:22

“I’m still in favor of beauty; good, old-fashioned, no holds barred beauty”
Tom Wesselmann, 1988

126. Tom Wesselmann

1931-2004

Four brown eyes under glass
signed and dated “Wesselmann 85” lower right
Liquitex on Bristol board
55 x 58 3/4 in. (139.7 x 149.2 cm.)
Executed in 1985.
Estimate
$300,000-400,000
Provenance
Private Collection (acquired directly from the artist circa
2002)
Christie’s, London, June 21, 2007, lot 428
Acquired at the above sale by the present owner
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Property from an Important West Coast Collection

127. George Segal

1924-2000

Woman on Park Bench
bronze with white patina on cast iron and aluminum
bench
53 x 73 x 39 in. (134.6 x 185.4 x 99.1 cm.)
Executed in 1998, this work is number 2 from an edition
of 6.
Estimate
$250,000-300,000
Provenance
The George and Helen Segal Foundation, New Jersey
Carroll Janis, Inc., New York
Acquired from the above by the present owner in 2005
Exhibited
Bethlehem, Pennsylvania, Lehigh University Art
Galleries, George Segal: Woman on Park Bench, 1998,
April 25, 2005 - present (another example exhibited)

Throughout George Segal’s prolifc oeuvre, the
artist explored the depths of human emotion
with the depiction of a variety of subjects. Ofen
associated with the Pop movement, Segal
eventually gravitated towards the sturdier
medium of bronze, of which the present lot is
made. This shif was the result of public, outdoor
sculptures done by the artist that can be seen
throughout the country and were ofen coated
in a white patina made to mimic Segal’s earlier
white plaster casts, making each of the sculptures
in the artist’s oeuvre a recognizable masterpiece.
The present lot, executed in 1998, was created
during the artist’s second and most celebrated
retrospective, which traveled from the Musée
des Beaux Arts in Montreal to the Hirshhorn
Museum and Sculpture Garden in Washington,
D.C., a pivotal moment in Segal’s career when he
became internationally renowned for his modern
sculptural narratives.
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In Woman on Park Bench, another example
of which is on permanent view at the Lehigh
University Art Galleries, Segal constructs a
seated female fgure, looking down at her feet
and clutching a shoulder bag which rests to her
right. The white patina stands in stark contrast
to the cast iron and aluminum structure on which
she sits in solitude. Without much indication,
it becomes obvious that the woman is frozen
in deep thought. As the artist himself stated,
“I discovered that ordinary human beings with
no great pretensions of being handsome were
somehow singing and beautiful in their rhythms.
The people that I prefer to use again and again
are friends with a very lively mental life…It’s a
diferent idea of beauty and it has to do with
the gif of life, the gif of consciousness, the gif
of a mental life” (The Artist, quoted in Phyllis
Tuchman, George Segal, New York, 1983, p. 109).
This complex mentality is evident in Woman on
Park Bench, as one is confronted with a distinct
sense of reality in her life-size quality, forcing
the viewer to engage with and be reminded of
ordinary life and its modest beauty.
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Property from a Private New England Collection

128. Christo

b. 1935

Surrounded Islands (Project for Biscayne Bay, Greater
Miami, Florida/Venetian Causeway to Broad Causeway)
(i) signed and dated “Christo 1983” upper lef; further
titled “Surrounded Islands (Project for Biscayne Bay,
Greater Miami, Florida/Venetian Causeway to Broad
Causeway)” lower edge; further numbered “91A” on the
reverse
(ii) numbered “91B” on the reverse
pastel, graphite, acrylic, fabric and wax crayon on board,
in artist’s Plexiglas box, in 2 parts
(i) 11 5/8 x 28 3/8 in. (29.5 x 72.1 cm.)
(ii) 22 1/4 x 28 1/4 in. (56.5 x 71.8 cm.)
Executed in 1983.
Estimate
$40,000-60,000
Provenance
The Artist
Obelisk Gallery, Boston
Acquired from the above by the present owner
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Property from a Private New England Collection

129. Christo

b. 1935

The Gates (Project for Central Park, New York City)
(i) signed, titled, inscribed and dated “THE GATES
(Project for Central Park, New York City) 11,000 - 15,000
Gates height 150’ above selected walk ways Christo
1983” lower edge; further numbered “32A” on the
reverse
(ii) numbered “32B” on the reverse
oilstick, crayon, graphite and collage with board and
fabric collage on board, in artist’s Plexiglas box, in 2 parts
(i) 11 5/8 x 28 3/8 in. (29.5 x 72.1 cm.)
(ii) 22 1/4 x 28 1/4 in. (56.5 x 71.8 cm.)
Executed in 1983.
Estimate
$80,000-120,000
Provenance
The Artist
Obelisk Gallery, Boston
Acquired from the above by the present owner
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Richard Estes emerged on the New York art
scene in the late 1960s as part of a group of
artists known as the Photorealists. Celebrated
for his paintings of urban scenes, Estes records
the visual experience of everyday life in New
York City, drawing from his own photographs as
source material. Rather than paint from a single
source image, the artist pieces together his
compositions from several diferent photographs,
resulting in the ultra-representational and hyperfocused pictures for which he is renowned. In the
following two lots, Car Refection from 1969 and
Flughafen (Airport) from 1981, Estes plays with
these multiple perspectives by utilizing refective
surfaces to capture diferent points of focus, and
in doing so, invites the viewer to perceive more
than what is normally capable with the naked eye.
Painted in 1969 just one year afer Estes’ frst
solo exhibition at Allan Stone Gallery in New
York City, Car Refection is an iconic example
from the artist’s signature Vehicle Refection
series, executed primarily between 1966 and
1969. In obtaining the source imagery for the
present lot, the artist positioned his camera
horizontally to capture the refection of the
skyline both in the car window and on the shiny
blue exterior of the trunk. The buildings are thus
seen through a convex looking glass of both
surfaces, encouraging the viewer to contemplate
these multiple viewpoints in a single image.
Here, Estes depicts the intensely close-up car,
the hyper-detailed building which is refected
on the trunk, and the more blurred, indistinct
refection of the same building on the car window.
While confating these three perspectives,
Car Refection nevertheless retains a sense of
simplicity and urban calm made possible by the
artist’s deliberate reduction of color palette to
mostly blues – both in the car’s varnish and the
refection of the sky.

Of his Vehicle Refections series, the artist noted,
“When I started doing the cars, my idea was to
do realism but be abstract at the same time …
it was a way of getting that sort of fatness, that
quality of abstract painting. Everything is sort of
foating around on a fat surface, but at the same
time is photographically realistic” (Richard Estes,
quoted in Richard Estes: The Complete Paintings
1966-1985, Louis K. Meisel, p. 25). It is thus in
these vehicle paintings that Estes comes the
closest to abstraction as he would in his career. By
employing refective surfaces, detail images, and
playing with the efects of light, he experiments
ever so slightly with his own version of abstraction
that he himself has defned. Car Refection from
1969 is particularly emblematic of this, as Estes
departs from the extreme precision for which
his later works are known. Instead, the artist’s
hand is visible on the surface of the present work,
particularly in the window refection where his
brushwork is more loose and painterly.
Executed over a decade later, Flughafen (Airport)
from 1981 sees the artist’s transition to the more
deliberate, frm brushstroke that is characteristic
of his later work. Here, Estes maintains his
interest in refective surfaces and multiple
viewpoints, themes that carry throughout his
career, yet his painterly technique is more tight
and precise. In the present lot, the viewer is
situated inside an airport, looking out at both
the planes on the runway and in the window’s
refection. Again, Estes limits his color palette
to mostly one hue – in this instance greys – as
to not overwhelm the viewer with the various
perspectives at play. Ultimately, both Car
Refection and Flughafen (Airport) are stellar
examples of the artist’s hallmark style, and
efectively demonstrate the maturation of Estes’
painterly technique from the late 1960s to the
early 1980s.

“Estes invited a way to paint what appears to be two entirely diferent points of focus –
the close-up and the distant panorama – as part of one canvas. Neither the eye nor the
camera can capture images in this way, but Estes convinces us that it can be done.”
Louis K. Meisel, Photorealism Since 1980, New York, 1993, p. 179.
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130. Richard Estes

b. 1932

Flughafen (Airport)
signed and dated “RICHARD ESTES 81” lower right
oil on canvasboard
14 x 20 in. (35.6 x 50.8 cm.)
Painted in 1981.
Estimate
$40,000-60,000
Provenance
Louis K. and Susan Meisel, New York
Vanderwoude Tananbaum Gallery, New York
Hokin Gallery, Palm Beach
Sotheby’s, New York, November 14, 1993, lot 399
Plus Art Galleries Limited, London
Acquired from the above by the present owner in 2006
Literature
Louis K. Meisel, Richard Estes: The Complete Paintings
1966-1985, New York, 1986, fg. 131, p. 100 (illustrated)
John Wilmerding, Richard Estes, New York, 2006, p. 236
(illustrated)
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131. Richard Estes

b. 1932

Car Refection
signed “RICHARD ESTES” on the reverse
oil on canvas
32 7/8 x 49 3/4 in. (83.5 x 126.4 cm.)
Painted in 1969.
Estimate
$220,000-280,000
Provenance
Jack Glenn Gallery, Los Angeles
Acquavella Galleries Inc., New York
Douglas Drake Gallery, Kansas City
Private Collection
Sotheby’s, London, June 22, 2006, lot 417
Plus Art Galleries Limited, London
Acquired from the above by the present owner in 2006
Exhibited
Wichita, Edwin A. Ulrich Museum of Art, Wichita State
University, Photo-Realism Exhibition, April 2 - May 4,
1975
Literature
Louis K. Meisel, Richard Estes: The Complete Paintings
1966-1985, New York, 1986, fg. 19, p. 41 (illustrated)
Jasmijn Post, “Photorealism: the magic of the everyday”,
BRUZZ, June 28, 2016, online (illustrated)
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132. Louise Nevelson

1899-1988

Untitled
incised with the artist’s signature “NEVELSON”
upper center
painted wood
61 1/2 x 47 in. (156.2 x 119.4 cm.)
Executed in 1959.
Estimate
$80,000-120,000
Provenance
Pace Gallery, New York
Barbara Braathen Gallery, New York
Klabal Gallery, Inc., Minneapolis
Private Collection, United States (acquired from the
above in March 1993)
Christie’s, London, June 21, 2007, lot 418
Acquired at the above sale by the present owner

“I think shadow – for me it’s a remarkable thing to say – but a shadow
to me seems more solid than the object it is a shadow of. Isn’t that
funny? It’s very important. That’s where the mystery is, you see.
And it’s wonderful… It gives you a better defnition and it gives you
a fourth dimension.”
Louise Nevelson
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Property from the Estate of B.S. Mars

133. Lynn Chadwick, R.A.

1914-2003

Conjunction XVII
incised with the artist’s name, date and number
“CHADWICK 71 626 5/6” on the reverse of the leg
bronze
29 1/2 x 14 x 7 1/2 in. (74.9 x 35.6 x 19.1 cm.)
Executed in 1971, this work is number 5 from an
edition of 6.
Estimate
$80,000-120,000
Provenance
BL Foster, Pittsburgh (acquired circa 1980)
Acquired from the above by the present owner
Exhibited
Dusseldorf, Galerie Wilhelm Grosshennig, Deutscher
and Französischer Kunstwerke des 20. Jahrhunderts,
November 10, 1971 - February 15, 1972, p. 96 (another
example exhibited and illustrated)
Literature
Dennis Farr and Éva Chadwick, Lynn Chadwick Sculptor
With a Complete Illustrated Catalogue 1947-2005,
London, 2006, no. 626, pp. 276-277 (another example
illustrated, p. 277)
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134. Mark di Suvero

b. 1933

Christreed
signed with the artist’s initials “M d. S” on the base
steel and stainless steel, in 2 parts
22 x 19 x 14 in. (55.9 x 48.3 x 35.6 cm.)
Executed in 2002.
Estimate
$40,000-60,000
Provenance
The Artist
Paula Cooper Gallery, New York
Acquired from the above by the present owner
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135. John Chamberlain

1927-2011

Scratched Echo
painted and stainless steel
10 x 10 x 8 1/2 in. (25.4 x 25.4 x 21.6 cm.)
Executed in 1991.
Estimate
$70,000-100,000
Provenance
The Artist
PaceWildenstein, New York
Acquired directly from the above by the present owner
Exhibited
Los Angeles, Daniel Weinberg Gallery, John Chamberlain,
February 22 - March 21, 1992
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136. Sam Francis

1923-1994

Untitled (SF63-033)
signed “Sam Francis” on the reverse
acrylic on paper
17 3/4 x 14 3/4 in. (45.1 x 37.5 cm.)
Executed in 1963.
This work is identifed with the interim identifcation
number of SF63-033 in consideration for the
forthcoming Sam Francis: Catalogue Raisonné of Unique
Works on Paper. This information is subject to change as
scholarship continues by the Sam Francis Foundation.
Estimate
$25,000-35,000
Provenance
Susan Gersh Gallery, Los Angeles
Private Collection
Private Collection, Europe
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137. Sam Francis

1923-1994

Untitled (SF78-024)
signed and dated “Sam Francis 1978” on the reverse
acrylic on paper
13 3/4 x 19 in. (34.9 x 48.3 cm.)
Executed in 1978.
This work is identifed with the interim identifcation
number of SF78-024 in consideration for the
forthcoming Sam Francis: Catalogue Raisonné of Unique
Works on Paper. This information is subject to change as
scholarship continues by the Sam Francis Foundation.
Estimate
$25,000-35,000
Provenance
James Corcoran Gallery, Los Angeles
Gloria Luria Gallery, Miami
Private Collection
Private Collection, Europe
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138. Sam Francis

1923-1994

Untitled (Self-Portrait) (SF73-667)
stamped by the Sam Francis Estate and with the
artist’s signature, and numbered “SF-73-667” on
the reverse
acrylic on paper
41 x 29 1/2 in. (104.1 x 74.9 cm.)
Executed circa 1973.
This work is identifed with the interim
identifcation number of SF73-667 in consideration
for the forthcoming Sam Francis: Catalogue
Raisonné of Unique Works on Paper. This
information is subject to change as scholarship
continues by the Sam Francis Foundation.

Provenance
Estate of the Artist
Manny Silverman Gallery, Los Angeles (acquired in 1999)
Private Collection, Europe
Exhibited
Los Angeles, Museum of Contemporary Art; Houston,
The Menil Collection; Malmö Konsthall; Madrid, Museo
Nacional Centro de Arte Reina Sofa; Rome, Galleria
Communale d’Arte Moderna e Contemporanea, Sam
Francis: Paintings 1947-1990, March 7 - July 25, 1999, pl.
62, p. 115 (illustrated, titled as Self Portrait)

Estimate
$35,000-45,000
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139. Sam Francis

1923-1994

You the Yellow (SF64-166)
signed, inscribed and dated “Sam Francis 1964 Tokyo” on
the reverse
acrylic and gouache on paper
13 1/8 x 9 5/8 in. (33.3 x 24.4 cm.)
Executed in 1964.
This work is identifed with the interim identifcation
number of SF64-166 in consideration for the forthcoming
Sam Francis: Catalogue Raisonné of Unique Works
on Paper. This information is subject to change as
scholarship continues by the Sam Francis Foundation.

Provenance
Private Collection, Tokyo
Idemitsu Museum of Arts, Japan
Galerie Saint Guillaume, Tokyo (acquired in 2005)
Acquired from the above by the present owner in 2017
Exhibited
Tokyo, Idemitsu Art Gallery, Paintings of Sam Francis in
the Idemitsu Collection, January 8 - February 1974, no.
19, n.p. (illustrated)

Estimate
$40,000-60,000
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140. Norman Bluhm

1921–1999

Untitled
signed and dated “bluhm 60” lower right
tempera on paper laid on canvas
37 1/4 x 27 in. (94.6 x 68.6 cm.)
Executed in 1960.
Estimate
$12,000-18,000
Provenance
Private Collection, Milan
Acquired from the above by the present owner
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141. Helen Frankenthaler

1928-2011

Christmas Suite II
signed “frankenthaler” lower lef; further signed, titled,
dedicated, inscribed and dated “For Ron Sincerely
Helen June 1988 “CHRISTMAS (1978) SUITE II” 78-6
frankenthaler” on the reverse
acrylic on canvasboard
11 1/4 x 9 in. (28.6 x 22.9 cm.)
Painted in 1978.
Estimate
$20,000-30,000
Provenance
Gifed by the artist to the present owner in 1988
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“The true artist has no style. Style is an exterior decorative element.
The true artist as servant of his matter, transcends it with an absolute freedom.”
Karel Appel

142. Karel Appel

1921-2006

L’Oiseau barbare (Barbaric Bird I)
acrylic on olive tree stump
25 x 42 x 16 in. (63.5 x 106.7 x 40.6 cm.)
Executed in 1960, this work is unique.
Estimate
$40,000-60,000
Provenance
Private Collection (acquired directly from the artist in
1964)
Thence by descent to the present owner
Literature
Donald Kuspit, Karel Appel: Sculpture A Catalogue
Raisonné, New York, 1994, p. 155 (illustrated)

(detail of the
present lot)
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Property from the Estate of
Mrs. Anne Marie Aberbach

Best known as Elvis Presley’s music publisher,
Julian J. Aberbach and his wife Anne Marie
amassed a remarkable collection of modern
art. As the founder of the music publishing
business Hill and Range, Julian J. Aberbach
together with his brother Jean helped propel
stars ranging from Elvis Presley, Johnny Cash
and Edith Piaf to international fame. While
working with some of the period’s most
renowned musicians, each brother also began
to develop lasting relationships with a number
of modern and post-war visual artists around
the world. Themselves the sons of a successful
jeweler in Vienna, both Julian and Jean spent
time in Europe throughout the 1930s, where
they became acquainted with the international
contemporary art scene. Afer the war, Julian
continued to make regular trips to Europe,
where he later met Anne Marie. As early as the
1950s, Julian and Annie Marie had begun to
collect pictures by various artists, not least on
their regular trips to Europe.
It was these worldly adventures that gave both
Julian and Anne Marie a uniquely discerning
taste in art that expanded far beyond the
domestic scene in the United States. This
international and varied spirit of collecting is
evident in the following group of four works
by Manolo Valdés, featuring two of his tactile
burlap paintings and two female bust sculptures
rendered in bronze and steel. Each of these
works was acquired by Julian and Anne Marie
in the years soon afer their creation, between
2001 and 2002, both in New York and in Madrid.
It is perhaps the same personal creativity
exhibited by the Aberbachs throughout their

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 82

collecting endeavors that is found in the work of
Valdés. A Valencia-born multi-disciplinary artist
known for his unique contemporary voice in a sea of
art historical infuences, Valdés venerated many of
the artists with whom both Julian and Anne Marie
were most familiar with throughout their time in
pre-war Europe.
While each of the following four lots feature female
portraits in traditional formats done in both two
and three dimensions, the works also refect the
technical abstraction for which Valdés is known.
In both Retrato de Dorothy IV and Retrato con
Verde, Ocre y Blanco, Valdés builds his portraits
in layers of burlap covered in vibrant swaths of
impasto paint, resulting in two richly textured
fgurative compositions. Similarly, in Katia II and
Ivonne II, the artist has employed the traditional
female bust format in a uniquely textured bronze
surface with projections and recessions, abstracting
the sculptural features of the fgures. In Katia II,
Valdés has even incorporated industrial painted
steel to create a large headdress for the fgure
which extends far beyond the confnes of the bust
format. The planes of the steel extend out from the
head of the fgure, while the bust itself stands on
a tall, narrow plinth that confronts the viewer near
eye-level. Both Katia II and Ivonne II were exhibited
in Marlborough Gallery’s exhibition of the artist’s
sculptures in 2002, while Retrato de Dorothy IV
was exhibited a year prior in a show of Valdés’s
recent works in Madrid. These works were handpicked by Julian and Anne Marie for their unique
place in the trajectory of 20th Century art, and have
been in the Aberbachs’ private collection since their
acquisition, each a masterful example of the formal
qualities for which Manolo Valdés is known.
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Property from the Estate of Mrs. Anne Marie Aberbach

143. Manolo Valdés

b. 1942

Retrato de Dorothy IV
titled and dated “Retrato de Dorothy IV 2000” on the
reverse
oil, tape and burlap collage on burlap
91 x 75 in. (231.1 x 190.5 cm.)
Executed in 2000.
Estimate
$150,000-200,000
Provenance
Galería Marlborough, Madrid
Acquired from the above by the present owner in 2001
Exhibited
Madrid, Galería Marlborough, Manolo Valdes: Obras
reciente, Feburary 8 - March 10, 2001, no. 6, p. 17
(illustrated)
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Property from the Estate of Mrs. Anne Marie Aberbach

144. Manolo Valdés

b. 1942

Retrato con Verde, Ocre y Blanco
signed, titled and dated “M. VALDES Retrato con verde,
ocre y blanco 1997” on the reverse
oil, tape and burlap collage on burlap
63 1/4 x 49 1/8 in. (160.7 x 124.8 cm.)
Executed in 1997.
Estimate
$80,000-120,000
Provenance
Marlborough Gallery, New York
Acquired from the above by the present owner
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Property from the Estate of Mrs. Anne Marie Aberbach

145. Manolo Valdés

b. 1942

Ivonne II
incised with the artist’s initials and inscription “MV Y II”
on the reverse of the base
bronze with dark green patina
26 x 14 1/4 x 10 1/2 in. (66 x 36.2 x 26.7 cm.)
Executed in 2002, this work is unique.
Estimate
$40,000-60,000
Provenance
Marlborough Gallery, New York
Acquired from the above by the present owner in 2002
Exhibited
New York, Marlborough Gallery, Manolo Valdés
Sculptures, October 8 - November 2, 2002, p. 17
(illustrated)

NY_TCA_DAY_NOV17_MORNING_2-91_BL.indd 88

19/10/17 09:30

Property from the Estate of Mrs. Anne Marie Aberbach

146. Manolo Valdés

b. 1942

Katia II
incised with the artist’s initials and inscription “MV K II”
on the reverse of the base of the bust
bronze with dark green patina and painted steel
72 x 22 x 29 in. (182.9 x 55.9 x 73.7 cm.)
Executed in 2002, this work is unique.
Estimate
$50,000-70,000
Provenance
Marlborough Gallery, New York
Acquired from the above by the present owner in 2002
Exhibited
New York, Marlborough Gallery, Manolo Valdés
Sculptures, October 8 - November 2, 2002 (illustrated,
cover)

147. No lot
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“First there was ‘new fguration’, then came ‘realism’, and fnally ‘pop’, we didn’t ft in any of these categories,
we simply developed a new way of understanding fgurative subject matter.”
Manolo Valdés
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148. David Park

1911-1960

Mother with Polka Dot Dress
oil on canvas
36 x 26 in. (91.4 x 66 cm.)
Painted circa 1930s.
Estimate
$80,000-120,000
Provenance
Staempfi Gallery, Inc., New York
Maxwell Galleries, San Francisco
Estate of Hans Gronowski (acquired from the above)
Christie’s, New York, May 17, 2007, lot 154
Acquired at the above sale by the present owner
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149. Fritz Bultman

1919-1985

Rosa Park - The Nurses of the Afernoon
signed, titled and dated “FRITZ BULTMAN 1958 - AUG
ROSA PARK - THE NURSES OF THE AFTERNOON” on
the reverse
oil on canvas
72 x 108 in. (182.9 x 274.3 cm.)
Painted in 1958.
Estimate
$30,000-40,000
Provenance
Mr. and Mrs. Fritz Bultman
Martha Jackson Gallery, New York
Gallery Schlesinger Limited, New York
Edelman Arts, New York
Acquired from the above by the present owner
Exhibited
New York, Martha Jackson Gallery, Fritz Bultman
Paintings - 1958, January 27 - February 21, 1959
New York, Gallery Schlesinger Limited, Instinct and
Sensuality, April 28 - May 26, 1990, no. 6 (titled as
Rosa Park)
New Orleans Museum of Art, Greenville County
Museum; Roanoke, Art Museum of Western Virginia;
Provincetown Art Association and Museum, Fritz
Bultman: A Retrospective, August 7, 1993 - October
30, 1994, no. 16, pp. 16, 48 (illustrated, titled as Rosa
Park, p. 48)
New York, Edelman Arts, Fritz Bultman: The Missing
Irascible, April 3 - May 11, 2013, n.p. (illustrated, cover,
titled as Rosa Park)
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150. Victor Vasarely

1906-1997

Vonal-Stri
signed “Vasarely” lower center; further signed, titled and
dated “VASARELY “VONAL-STRI” 1975 Vasarely” on the
reverse
acrylic on canvas
78 1/2 x 78 1/2 in. (199.4 x 199.4 cm.)
Executed in 1975, this work is accompanied by a
certifcate of authenticity, signed by the artist.
Estimate
$100,000-150,000
Provenance
The Artist
Private Collection, United States
Acquired from the above by the present owner
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151. Victor Vasarely

1906-1997

Keple-Gestalt
signed “Vasarely” lower center; further signed, titled and
dated “VASARELY “KEPLE-GESTALT” 1968 Vasarely” on
the reverse
acrylic on canvas
62 3/4 x 62 3/4 in. (159.4 x 159.4 cm.)
Executed in 1968, this work is accompanied by a
certifcate of authenticity, signed by the artist.
Estimate
$80,000-120,000
Provenance
The Artist
Private Collection, United States
Acquired from the above by the present owner
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“Art without spirit is not art. Art has to have soul.”
Park Seo-Bo

152. Park Seo-Bo

b. 1931

Untitled
signed and dated “Park Seo-Bo ‘94” lower right
mixed media on Korean mulberry paper
41 x 31 in. (104.1 x 78.7 cm.)
Executed in 1994.
Estimate
$60,000-80,000
Provenance
Private Collection, Los Angeles (acquired directly
from the artist)
Private Asian American Collection, Los Angeles
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© Imai Norio

153. Toshimitsu Imai
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153. Toshimitsu Imai

1928-2002

Untitled
oil on canvas
38 1/4 x 51 3/4 in. (97.2 x 131.4 cm.)
Painted in 1957.
Estimate
$50,000-70,000
Provenance
Leo Castelli Gallery, New York
Private Collection
Thence by descent to the present owner
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© The Estate of Sadamasa Motonaga

154. Sadamasa Motonaga
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154. Sadamasa Motonaga

1922-2011

Green Form White Light
signed and dated “S. Motonaga ‘90” lower right; further
signed and titled “Sadamasa Motonaga Green Form
White Light [in Japanese]” on the stretcher
oil and acrylic on canvas
76 x 51 1/2 in. (193 x 130.8 cm.)
Painted in 1990.
Estimate
$150,000-200,000
Provenance
Private Collection
Tokyo, SBI Art Auction Co., Ltd., October 24, 2015, lot 167
Acquired at the above sale by the present owner

“I have not graduated from Gutai’s way of thinking. I still want
to do something new, that which has not existed before.”
Sadamasa Motonaga

In 1955, Sadamasa Motonaga joined the Gutai Art
Association, an avant-garde collective committed
to pursuing new possibilities in art that was
founded and guided by Jiro Yoshihara. Motonaga
debuted as a member in the groundbreaking
show Experimental Outdoor Modern Art
Exhibition to Challenge the Midsummer Burning
Sun that same year when he poured ink-stained
water into vinyl sheets to create vibrant teardropshaped forms that were hung from trees, causing
the branches to sag. With this iconic outdoor
project, Motonaga developed a motif that he
would continue to explore throughout his career,
both in the form of installation and in his use of
colorful, organic shapes in painting.
Commanding in its size, meticulous execution and
bold, saturated hues, Green Form White Light is
a striking example of Motonaga’s seminal late
work. In 1966 the artist moved to New York where
he discovered Liquitex and the airbrush, higher
quality materials and tools that he had not been

NY_TCA_DAY_NOV17_MORNING_92-191_BL.indd 108

using previously. These new mediums resulted in
a stylistic shif away from his poured paint works
to a more minimalist, hard-edge aesthetic with
an increased focus on form that he continued to
develop in Japan afer his New York residency. The
fuid, biomorphic shape of the present work is one
that must have particularly intrigued Motonaga
as he returned to it a number of times in varying
colors and sizes, including in his work Piron Piron
from 1975, which was included in the recent major
exhibition of Motonaga and fellow Gutai artist
Kazuo Shiraga at the Dallas Museum of Art in
2015, Between Action and the Unknown: The Art
of Kazuo Shiraga and Sadamasa Motonaga. The
impeccably executed color gradation and sharp
contrast between the luminous green, orange and
white hues against the deep black background
bestow Green Form White Light with a distinctly
contemporary aesthetic that is exemplary of
Motonaga’s mature oeuvre and refects his
career-long dedication to the Gutai principles of
creating uninhibited, fresh works of art.
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“Our Earth is only one polka dot among a million stars in the cosmos.
Polka dots are a way to infnity.”
Yayoi Kusama

155. Yayoi Kusama

b. 1929

Crowd of Stars
signed, titled in Japanese and dated “yayoi Kusama 1992
Crowd of Stars” on the reverse
acrylic on canvas
25 3/4 x 20 7/8 in. (65.5 x 53 cm.)
Painted in 1992, this work is accompanied by a
registration card issued by the Yayoi Kusama studio.
Estimate
$120,000-150,000
Provenance
Private Collection, Japan
Private Collection, Austria
Dorotheum, Vienna, November 26, 2008, lot 385
Acquired at the above sale by the present owner
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156. Michio Yoshihara

1933 - 1996

Untitled
signed and dated “michio 1967” lower right; further
signed, inscribed and dated “(No. 22) Michio Yoshihara
1967 pp - 1” on the reverse
mixed media on paper
30 3/8 x 20 in. (77.2 x 50.8 cm.)
Executed in 1967.
Estimate
$10,000-15,000
Provenance
Galerie Heide Hildebrand, Klagenfurt (acquired directly
from the artist)
Galerie Konzett, Vienna
Acquired from the above by the present owner
Exhibited
Klagenfurt, Galerie Heide Hildebrand, Gutai’s Austrian
Exhibition, June 1967
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157. Michio Yoshihara

1933 - 1996

Work
acrylic on canvas with a circular hole
17 7/8 x 14 7/8 in. (45.4 x 37.8 cm.)
Executed circa 1960-1969, this work is accompanied by
a certifcate of authenticity signed by the artist’s wife,
Naomi Yoshihara.
Estimate
$15,000-20,000
Provenance
Private Collection
Tokyo, Mallet Japan, July 3, 2015, lot 90
Acquired at the above sale by the present owner

NY_TCA_DAY_NOV17_MORNING_92-191_BL.indd 113

19/10/17 09:35

158. Michio Yoshihara

1933 - 1996

Untitled from Flowers
signed and dated “michio 1967” lower lef; further
signed, inscribed and dated “(No. 23) Michio Yoshihara
1967 pp - 2” on the reverse
mixed media on paper
30 3/4 x 21 3/8 in. (78.1 x 54.3 cm.)
Executed in 1967.
Estimate
$10,000-15,000
Provenance
Galerie Heide Hildebrand, Klagenfurt (acquired directly
from the artist)
Galerie Konzett, Vienna
Acquired from the above by the present owner
Exhibited
Klagenfurt, Galerie Heide Hildebrand, Gutai’s Austrian
Exhibition, June 1967
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159. Yae Asano

1914 - 1996

Work
oil on canvas
28 3/4 x 35 5/8 in. (72.9 x 90.5 cm.)
Painted in 1971.
Estimate
$25,000-35,000
Provenance
Private Collection, Japan
Exhibited
Tsu, Japan, Mie Prefectural Art Museum, Three Artists of
Mie; ASANO Yae, KOBAYASHI Kenzou, ITOU Toshihiko;
from the Collection of the Mie Prefectural Art Museum
- And line, bird and airplane, January 4 - February 18,
1996, no. 60, p. 54 (illustrated)
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“I choose a simple, basic form as the direct expression of a simple, clear reality.”
Takeo Yamaguchi

160. Takeo Yamaguchi

(1902 - 1983)

Fence Form
signed, titled and dated “Fence Form January 1960
Takeo Yamaguchi [in Japanese]” on a label afxed to the
reverse
oil on board
11 7/8 x 23 3/4 in. (30.2 x 60.3 cm.)
Painted in 1960.
Estimate
$70,000-100,000
Provenance
Private Collection
Tokyo, Est-Ouest Auctions Co., Ltd., November 26, 2010,
lot 56
Acquired at the above sale by the present owner
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161. Jiro Takamatsu

1936 -1998

Shadow No. 1432
signed, titled and dated “JIRO TAKAMATSU 1997 No.
1432” on the reverse
acrylic on canvas
71 5/8 x 89 1/2 in. (181.8 x 227.3 cm.)
Painted in 1997.
Estimate
$150,000-200,000
Provenance
Acquired directly from the artist by the present owner
Literature
Akira Ikeda Gallery, Jiro Takamatsu: Shadow Painting
1997, Tokyo, 1997, no. 189, n.p. (illustrated)
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Jiro Takamatsu’s Shadow No. 1432 from 1997
belongs to the artist’s iconic series of Shadow
paintings, begun decades before in 1964.
The subjects depicted in these paintings are
each simplifed to their basic contours, but
are rendered with enough precision to signify
a certain persona. The fgures range in size
and, seemingly, in age, suggested by the
proportions utilized .The present lot, created
just a year prior to his death, depicts what is
assumed to be the shadow of a baby against
a bright white background in typical trompe
l’oeil fashion, rendered in a sof gray acrylic.
With arms outstretched in apparent motion,
the fgure moves across the canvas from lef
to right, reminding us of the feeting nature
of a shadow.
As a key member of the Mona-Ha movement
and founder of the minimalist art collective
Hi Red Center in post-war Tokyo, Takamatsu
was infuential in breaking the traditional

boundaries between high art and everyday
objects. In 1964, the artist began the Shadow
series afer he became disillusioned with his
studies at the Tokyo National University of Fine
Arts and Music, attempting to harken back to
the simplicity of the origin of painting, as defned
by the Greek scholars. The art of painting was
thought to have begun with the tracing of a
shadow, and thus began Takamatsu’s foray into
the depiction of such subjects, the series that
has become the artist’s most well-known body
of work. In their life-size format, the artist’s
shadow canvases become staged fgments of
the walls on which they hang, reminding viewers
of their subjects’ implied presences, which are
confned to the boundaries of the canvas. A
stellar example from the Shadow series and
housed in the same collection since its creation,
Shadow No. 1432 serves as a reminder of the
transitory nature of passersby and the enigma
that surrounds their pasts and futures as they
move from one place to the next.

Jiro Takamatsu
in his studio
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162. Shuji Mukai

b. 1940

Untitled (9303)
signed “Shuji Mukai [in Japanese]” on a label afxed
to the reverse; dated “1993” and variously inscribed in
Japanese on the reverse
acrylic on canvas construction on wood
39 3/4 x 28 3/4 in. (101 x 73 cm.)
Executed in 1993.
Estimate
$20,000-30,000
Provenance
Tadatoshi Fujino, Fukuoka
Acquired from the above by the present owner
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163. Yayoi Kusama

b. 1929

Bear (AWS)
signed, titled and dated “yayoi Kusama 2000 bear [in
Japanese] (AWS)” on the underside
acrylic on wood and mixed media
13 x 5 1/2 x 3 5/8 in. (33 x 14 x 9.2 cm.)
Executed in 2000, this work is accompanied by a
registration card issued by the Yayoi Kusama studio.
Estimate
$40,000-60,000
Provenance
Ota Fine Arts, Tokyo
Acquired from the above by the present owner
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Actual size

164. Richard Pettibone

b. 1938

Self-Portrait
signed, titled and dated “Richard Pettibone 1967 Self
Portrait” on the reverse
painted wood and assorted objects in wooden and
Plexiglas box construction
3 x 4 1/4 x 1 5/8 in. (7.6 x 10.8 x 4.1 cm.)
Executed in 1967.
Estimate
$10,000-15,000
Provenance
Collection of George Rickey
Hauswedell & Nolte, Hamburg, June 11, 2004, lot 1469
Acquired at the above sale by the present owner
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165. Richard Pettibone

b. 1938

Splash
signed and dated “Richard Pettibone 1963” on the
reverse
painted wood, collage, tape and assorted objects in
wood and Plexiglas box construction
5 3/4 x 7 5/8 x 1 7/8 in. (14.6 x 19.4 x 4.8 cm.)
Executed in 1963.
Estimate
$15,000-20,000
Provenance
Collection of George Rickey
Hauswedell & Nolte, Hamburg, June 11, 2004, lot 1468
Acquired at the above sale by the present owner
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166. Andy Warhol

1928-1987

Waves (Afer Hokusai)
stamped by the Estate of Andy Warhol and The Andy
Warhol Foundation for the Visual Arts, Inc., New York,
initialed “VF” and numbered “69.001” on the reverse
graphite on HMP paper
32 x 23 3/8 in. (81.3 x 59.4 cm.)
Executed circa 1985.
Estimate
$15,000-20,000
Provenance
The Artist
Me•di•um, St. Barthélemy
Private Collection, Ireland
Private Collection, United States
Exhibited
St. Barthélemy, Me•di•um Gallery, Andy Warhol
Drawings 1977-87, March 2007, no. 2, p. 10 (illustrated,
titled as Waves)
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167. Andy Warhol

1928-1987

Crosses
stamped by the Estate of Andy Warhol and The Andy
Warhol Foundation for the Visual Arts, Inc., New York,
initialed “VF” and numbered “20.003” on the reverse
graphite on HMP paper
32 x 24 in. (81.3 x 61 cm.)
Executed circa 1981-1982.
Estimate
$18,000-22,000
Provenance
Andy Warhol Foundation for the Visual Arts, New York
Me•di•um, St. Barthélemy
Private Collection, United States
Exhibited
Cologne, Erzbischöfiches Diözesanmuseum, Andy
Warhol Crosses, February - May 1999, p. 26 (illustrated)
St. Barthélemy, Me•di•um Gallery, Andy Warhol
Drawings 1977-87, March 2007, no. 1, p. 8 (illustrated)

NY_TCA_DAY_NOV17_MORNING_92-191_BL.indd 127

19/10/17 09:38

168. Andy Warhol

1928-1987

$
signed and dated “Andy Warhol 81” lower right
screenprint on handkerchief
18 1/2 x 17 1/2 in. (47 x 44.5 cm.)
Executed in 1981, this work is accompanied by a
certifcate of authenticity issued by the Andy Warhol Art
Authentication Board, Inc.
Estimate
$35,000-50,000
Provenance
Victor Hugo, New York (acquired directly from the artist)
Acquired from the above by the present owner
Literature
Frayda Feldman and Jörg Schellmann, eds., Andy Warhol
Prints, A Catalogue Rasionné 1962-1987, New York,
2003, IIIA.28, p. 239 (other variants illustrated)
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169. Andy Warhol

1928-1987

Untitled
pen and ink on newsprint
16 1/2 x 13 3/4 in. (41.9 x 34.9 cm.)
Executed in 1952.
Estimate
$15,000-20,000
Provenance
Private Collection
Phillips, New York, May 19, 2000, lot 205
Acquired at the above sale by the present owner
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170. Andy Warhol

1928-1987

Helena Rubinstein
stamped by the Estate of Andy Warhol and The Andy
Warhol Foundation for the Visual Arts, Inc., New York,
initialed “VF” and numbered “207.004” on the reverse
ink on paper
16 7/8 x 13 3/4 in. (42.9 x 34.9 cm.)
Executed circa 1957.
Estimate
$20,000-30,000
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Provenance
The Andy Warhol Foundation for the Visual Arts, Inc.,
New York
Jablonka Galerie, Cologne
Acquired from the above by the present owner
Exhibited
Cologne, Jablonka Galerie, Andy Warhol ‘Headshots’
Portraits, Drawings of the 50’s, Paintings of the 70’s and
80’s, May 5 - June 24, 2000, no. 47 (illustrated)
New York, Hirschl & Adler Modern, Bang! Andy Warhol,
Early Pop Drawings 1952-1962, October 23 - December
6, 2014, p. 15 (illustrated)
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171. Andy Warhol

1928-1987

Untitled (Train)
stamped by the Andy Warhol Art Authentication
Board, Inc. and numbered “A139.995” on the reverse
ink on paper
11 x 8 1/2 in. (27.9 x 21.6 cm.)
Executed circa 1952.
Estimate
$15,000-20,000
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Provenance
The Collection of Frederick W. Hughes (acquired directly
from the artist)
Sotheby’s, New York, October 10, 2001, lot 339
Acquired at the above sale by the present owner
Exhibited
New York, Hirschl & Adler Modern, Bang! Andy Warhol:
Early Pop Drawings 1952-1962, October 23 - December
6, 2014, pp. 7, 24 (illustrated, p. 24)
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172. Andy Warhol

1928-1987

Women and Flowers
hand-colored blotted ink line drawing on paper
22 7/8 x 14 1/4 in. (58.1 x 36.2 cm.)
Executed circa 1957.
Estimate
$15,000-20,000
Provenance
Private Collection
Sotheby’s, London, February 24, 1995, lot 328
Acquired at the above sale by the present owner
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Exhibited
Lausanne, Fondation de l’Hermitage; Milan, Fondazione
Antonio Mazzotta; Ludwigshafen am Rhein, WilhelmHack Museum; Kunsthalle Helsinki; Warsaw, The
National Museum; Krakow, The National Museum;
Kochi, The Museum of Art; Umeda, Daimaru Museum;
Hiroshima City Museum of Contemporary Art;
Kawamura Memorial Museum of Art; Nagoya City Art
Museum; Niigata City Art Museum, Andy Warhol, May
25, 1995 - February 12, 2001
Literature
Donna De Salvo, ed., Success is a Job in New York...The
Early Art and Business of Andy Warhol, New York, 1989,
no. 22A, p. 22 (illustrated)
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Actual size

173. Andy Warhol

1928-1987

Muhammad Ali
stamped by the Estate of Andy Warhol and The Andy
Warhol Foundation for the Visual Arts, Inc., New York,
initialed “T.S.H.” and numbered “A05.00298” on the
reverse
unique Polaroid photograph
4 1/4 x 3 3/8 in. (10.8 x 8.6 cm.)
Executed in 1977.
Estimate
$18,000-22,000
Provenance
The Artist
The Andy Warhol Foundation for the Visual Arts, New York
Private Collection, United States

NY_TCA_DAY_NOV17_MORNING_92-191_BL.indd 134

19/10/17 09:39

Actual size

174. Andy Warhol

1928-1987

Self-Portrait
stamped “© ANDY WARHOL” lower right; further stamped
by the Estate of Andy Warhol and The Andy Warhol
Foundation for the Visual Arts, Inc., New York, initialed
“T.S.H.” and numbered “FA01.00074” on the reverse
unique Polaroid photograph
4 1/4 x 3 3/8 in. (10.8 x 8.6 cm.)
Executed in 1977.
Estimate
$12,000-18,000
Provenance
The Artist
The Andy Warhol Foundation for the Visual Arts, New York
Private Collection, United States
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The
Modern
from
Form Property
the Collection of
Betty and Stanley
Sheinbaum

The collection of Betty and Stanley Sheinbaum
illustrates an exceptional vision that was ahead
of its time. With works ranging from sculptures
by Henry Moore to masterful paintings by
Édouard Vuillard and William Baziotes, a
visit to the couple’s Los Angeles residence
provided visitors with an eclectic feast for the
senses. Initially formed by Betty with her frst
husband, Hollywood producer Milton Sperling,
and later in partnership with political activist
Stanley Sheinbaum upon their marriage in
1964, this remarkable collection is unique for
its commitment to both contemporary art and
midcentury American craf. Largely assembled
within a period of just four years between 1958
and 1962, the works that comprise this collection
were very much contemporaneous to the epoch—
ofering a fascinating snapshot of the vanguard of
collecting at this crucial moment in time.
Heiress to one of the most successful motion
picture and television dynasties in the world,
Betty Sheinbaum was born to Polish-Jewish
émigré Harry Warner in New York City in 1920.
Three years afer her birth, Warner Bros. Pictures,
Inc. was ofcially established—marking it as one
of the frst movie studios in the world. Harry,
now the frst President of the company, moved
his family to Los Angeles. Despite her status as
Hollywood-royalty, Betty, by her own accounts,
was permitted a normal childhood—going to
public school, playing with neighborhood friends
and visiting local movie theaters. At age 19, Betty
married the up-and-coming screenwriter Milton
Sperling, whom she had met three years prior
and with whom she would have four children.
Following the end of World War II, Harry Warner
made Sperling a producer at Warner Bros.
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While immersed in the glamorous Hollywood
scene, Betty forged her path with a distinctive
sense of independence and purpose—living her
life at the junction of art and politics. Long before
it was common for women to take on roles other
than that of wife and mother, Betty took night
courses in philosophy, comparative religion and
literature at the University of California, Los
Angeles, and began art school at age thirty. As
her daughter Cass Warner recalled, Betty could
always be found painting and welding sculptures
from found material in her garage-studio: “to me
she was a superwoman as I witnessed her ability
to juggle her time so that she could be involved
with social and political issues” (Cass Warner,
Hollywood Be Thy Name, Rocklin, 1994, p. 342).
Betty dedicated herself to art throughout her
entire life not just as a prolifc artist, but notably
also a collector of contemporary art. Prompted
in part by the recently retired Harry Warner’s
bequest of a large portion of his studio account to
Betty in 1957, she acquired many of the important
works in the collection between 1958 and 1962. It
is testament to Betty’s discerning eye for quality
that she put the collection together by working
with the most important dealers of the period:
including Sidney Janis, Paul Kantor, Felix Landau
and Eric Estorick.
Afer many years of ardently following and
engaging with the groundbreaking developments
in art happening around her, Betty assembled
a superb collection with the focus and
connoisseurship of a collector fnally given the
opportune moment. As Betty’s daughter Karen
Sperling recalls, “A lot of people buy art to have
its value go up and to stick it on the wall and stand
back from it. My mom bought because she loved
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a piece and knew the artist. She had a collection
to live with” (Karen Sperling, quoted in Christie
D’Zurilla, “Betty Warner Sheinbaum”, Los Angeles
Times, August 9, 2017, online).
As she hung the works on the wall of her home,
it became clear that each of the works were
uniquely in conversation with each other, a
collection featuring seminal pieces by some of
the most important 20th Century Modern artists,
including Pablo Picasso, Henri Matisse, Marc
Chagall and Hans Arp. It is crucial to remember
that at the time, with the exception of the
recently deceased Matisse, these were all living
artists who had conceived these works within
the last three decades. This is without a doubt a
collection that speaks to the unique art historical
moment in time that Betty was so deeply
immersed in.
In her voracious support and patronage of art in
the 1960s, Betty was passionately joined by her
second husband, Stanley Sheinbaum, whom she
married in 1964 afer her divorce from Milton
Sperling. Also born in New York in 1920, Stanley
had initially pursued a career as a research
economist afer graduating from Stanford

University, but quickly turned towards politics.
When Betty and Stanley met, he was a senior
fellow at the Center for the Study of Democratic
Institutions, one of the frst think tanks in the
world. While Betty had previously already been
active in politics, she found within Stanley a
kindred spirit with whom she would embark
upon a path of political activism. Together, the
Sheinbaums dedicated themselves to human
rights, social justice, education, politics and
world afairs.
Exemplifying a deeply personal, all-inclusive
and democratic vision, the Betty and Stanley
Sheinbaum Collection demonstrates the
same unwavering commitment that defned
their legacy of shared political activism.
The Sheinbaums stand as examples of true
connoisseurs and patrons who immersed
themselves in their own time and place, while
still also understanding the trajectory of the art
historical canon. As such, the Betty and Stanley
Sheinbaum Collection is a testament to the
passion, unwavering dedication and incredible
foresight of two of the most important
collectors and patrons of contemporary art and
American craf.

Betty and Stanley in their Los Angeles home circa 2000.
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175. Édouard Vuillard

1868-1940

Monsieur et Madame Kapferer
signed “E. Vuillard” lower right
glue-based distemper on paper, mounted on canvas
34 1/2 x 40 in. (87.6 x 101.6 cm.)
Executed in 1916.
Estimate
$80,000-120,000
Provenance
O’Hana Gallery, London (acquired directly from the
artist)
Continental Fine Arts (Eric Estorick), New York
Acquired from the above by the family of the present
owner in 1958
Exhibited
Pasadena Art Museum, November 20, 1963 - July 3, 1964
(on loan)
Literature
Antoine Salomon and Guy Cogeval, Vuillard: Critical
Catalogue of Paintings and Pastels, Milan, 2003, no.
X-213, p. 1278 (illustrated)

176. No lot
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“Besides the human form, I am tremendously excited by all natural forms,
such as cloud formations, birds, trees and their roots, and mountains,
which are to me the wrinkling of the earth’s surface, like drapery.”
Henry Moore

Betty Sheinbaum started her remarkable
collection with maquettes by modern master
Henry Moore, whose trailblazing work she had
discovered nearly twenty years earlier on a trip
to England as a young woman. By the time
she acquired the following works in 1959-1960
from the great British dealer Eric Estorick,
who founded the Grosvenor Gallery in London,
Moore’s reputation was growing, but he was still
very much a radical contemporary artist. The
following group of fve bronzes, each conceived
in the mid to late-1950s, demonstrates
important themes in the artist’s oeuvre and a
number infuences on his signature exploration
of fgural forms. Maquette for Reclining Figure
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No. 2 and Draped Reclining Figure are stellar
examples of a key image that Moore developed
over the course of his career. His continued
inspiration from nature is evident in Leaf
Figure No. 4 and Animal Head. Though Moore
famously rejected his teachers’ traditional view
of sculpture and turned to non-Western art
for inspiration, the infuence of classical Greek
art on his unique treatment of drapery in the
1950s is visible in Draped Seated Figure against
Curved Wall. Betty was one of the earliest
American collectors of Henry Moore and the
acquisition of such a superb and varied group
of his works was a sign of a collector with a
remarkable vision.
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Henry Moore, 1959, IMEC, Saint-Germain-laBlanche-Herbe, Image ©IMEC, Fonds MCC, Dist.
RMN-Grand Palais/Art Resource, NY, Artwork ©
2017 Henry Moore Foundation
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177. Henry Moore

1898-1986

Leaf Figure No. 4
bronze with light green patina, on wood base
sculpture 18 7/8 x 5 x 4 in. (47.9 x 12.7 x 10.2 cm.)
base 3/4 x 6 x 4 3/4 in. (1.9 x 15.2 x 12.1 cm.)
overall 19 1/2 x 6 x 4 3/4 in. (49.5 x 15.2 x 12.1 cm.)
Executed in 1952, this work is from an edition of 11 plus 1
artist’s proof.
This work is recorded in the archives of the Henry Moore
Foundation.
Estimate
$60,000-80,000
Provenance
Eric Estorick, London
Acquired from the above by the family of the present
owner in 1959
Exhibited
San Diego, Art Center in La Jolla; Santa Barbara Museum
of Art; Los Angeles Municipal Art Galleries, Barnsdall
Park, Henry Moore Exhibition, August 4 - December 1,
1963, no. 51, n.p. (present lot exhibited and illustrated,
erroneously titled as Leaf Figure No. 1)
Los Angeles County Museum of Art, Henry Moore in
Southern California, October 2 - November 18, 1973, no.
35 (another example exhibited)
New York, Weintraub Gallery, Henry Moore, April 28 June 5, 1982, no. 8, n.p. (another example exhibited and
illustrated)
Literature
Giulio Carlo Argan, Henry Moore, Milan, 1971, no. 107,
n.p. (another example illustrated, titled as Figure No. 4)
Henry J. Seldis, Henry Moore in America, New York, 1973,
no. 35, p. 95 (another example illustrated)
David Mitchinson, ed., Henry Moore Sculpture with
comments by the artist, New York, 1981, no. 221, p. 113
(another example illustrated)
Alan Bowness, ed., Henry Moore: Complete Sculpture,
1949-54, vol. 2, London, 1986, no. 326, pl. 93, pp. 42-43
(another example illustrated, pp. 42, n.p.)
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○

178. Henry Moore

1898-1986

Draped Seated Figure against Curved Wall
bronze with brown patina
9 1/8 x 13 1/8 x 9 5/8 in. (23.2 x 33.3 x 24.4 cm.)
Executed in 1956, this work is from an edition of 12 plus 1
artist’s proof.
This work is recorded in the archives of the Henry Moore
Foundation.
Estimate
$200,000-300,000
Provenance
Eric Estorick, London
Acquired from the above by the family of the present
owner in 1959
Exhibited
London, Whitechapel Art Gallery, Henry Moore: an
exhibition of sculpture from 1950–1960, November December 1960, no. 53, n.p. (another example exhibited
and illustrated)
San Diego, Art Center in La Jolla; Santa Barbara Museum
of Art; Los Angeles Municipal Art Galleries, Barnsdall
Park, Henry Moore Exhibition, August 3 - December 1,
1963, no. 54, n.p. (present lot exhibited and illustrated)
Orange, Chapman College, Henry Moore, January 31 February 14, 1964 (present lot exhibited)
University of California, Santa Barbara, Art Gallery, 20th
Century Paintings, Drawings and Sculpture from Santa
Barbara, April 20 - May 14, 1965 (present lot exhibited)
London, Tate Gallery, Henry Moore, July 17 - September
22, 1968, no. 100, p. 105 (another example exhibited and
plaster version illustrated)
Los Angeles County Museum of Art, Henry Moore in
Southern California, October 2 - November 18, 1973, no.
62 (another example exhibited)
Literature
Will Grohmann, The Art of Henry Moore, London, 1960,
no. 176, n.p. (plaster version illustrated)
John Hedgecoe and Henry Moore, Henry Moore, New
York, 1968, p. 288 (another example illustrated)
Robert Melville, Henry Moore: Sculpture and Drawings
1921–1969, London, 1970, no. 524, n.p. (plaster version
illustrated)
Alan Bowness, ed., Henry Moore: Complete Sculpture
1955–64, vol. 3, London, 2005, no. 423, pp. 32-33
(another example illustrated, p. 33)
John Hedgecoe, Henry Moore: A Monumental Vision,
London, 2005, no. 389, pp. 222-223 (another example
illustrated, p. 223)

NY_TCA_DAY_NOV17_MORNING_92-191_BL.indd 144

19/10/17 09:42

NY_TCA_DAY_NOV17_MORNING_92-191_BL.indd 145

19/10/17 09:42

The Modern Form: Property from the Collection of Betty and Stanley Sheinbaum

179. Henry Moore

1898-1986

Animal Head
bronze with green patina, on wood base
sculpture 8 x 8 x 11 in. (20.3 x 20.3 x 27.9 cm.)
base 1 3/4 x 7 7/8 x 9 3/8 in. (4.4 x 20 x 23.8 cm.)
overall 9 3/4 x 8 x 11 in. (24.8 x 20.3 x 27.9 cm.)
Executed in 1951, this work is from an edition of 8 plus 1
artist’s proof.
This work is recorded in the archives of the Henry Moore
Foundation.
Estimate
$100,000-150,000
Provenance
Eric Estorick, London
Acquired from the above by the family of the present
owner in 1960
Exhibited
London, The Arts Council Gallery of Great Britain, Three
Young Collectors, November - December 1952, no. 37
(another example exhibited)
London, Whitechapel Art Gallery, Henry Moore: an
exhibition of sculpture from 1950–1960, November December 1960, no. 5, n.p. (another example exhibited
and illustrated)
San Diego, Art Center in La Jolla; Santa Barbara Museum
of Art; Los Angeles Municipal Art Galleries, Barnsdall
Park, Henry Moore Exhibition, August 4 - December 1,
1963, no. 49 (present lot exhibited)
Los Angeles County Museum of Art, Henry Moore in
Southern California, October 2 - November 18, 1973, no.
31 (another example exhibited)
New York, The Metropolitan Museum of Art, Henry
Moore: 60 Years of His Art, 1983, p. 123 (another
example exhibited)
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Literature
Will Grohmann, The Art of Henry Moore, London, 1960,
no. 102 (another example illustrated)
Alan Bowness, ed., Henry Moore Complete Sculpture
1949 - 1954, vol. 2, London, 1965, no. 301 (another
example illustrated)
John Hedgecoe, Henry Moore, New York, 1968, no. 5, p.
201 (another example illustrated)
Robert Melville, Henry Moore: Sculpture and Drawings
1921-1969, London, 1970, no. 413 (another example
illustrated)
Herbert Read, Henry Moore: A study of his life and
work, New York, 1965, no. 170, n.p. (another example
illustrated)
Giulio Carlo Argan, Henry Moore, Milan, 1971, no. 101, n.p.
(another example illustrated)
G. di San Lazzaro, ed., Hommage à Henry Moore, Paris,
1972, n.p. (another example illustrated)
Henry J. Seldis, Henry Moore in America, New York, 1973,
no. 31, p. 94 (another example illustrated)
David Mitchinson, ed., Henry Moore Sculpture with
Comments by the Artist, New York, 1988, no. 215, p. 112
(another example illustrated)
Henry Moore and John Hedgecoe, Henry Moore, My
Ideas, Inspiration and Life as an Artist, London, 1986, p.
98 (another example illustrated)
John Hedgecoe, Henry Moore: A Monumental Vision,
London, 2005, no. 280, p. 214 (another example
illustrated)
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○

180. Henry Moore

1898-1986

Maquette for Reclining Figure No. 2
bronze with brown patina, on wood base
sculpture 3 7/8 x 9 3/4 x 3 3/8 in. (9.8 x 24.8 x 8.6 cm.)
base 3/4 x 10 1/2 x 4 in. (1.9 x 26.7 x 10.2 cm.)
overall 4 5/8 x 10 1/2 x 4 in. (11.7 x 26.7 x 10.2 cm.)
Executed in 1952, this work is from an edition of 11 plus 1
artist’s proof.
This work is recorded in the archives of the Henry Moore
Foundation.
Estimate
$150,000-200,000
Provenance
Eric Estorick, London
Acquired from the above by the family of the present
owner in 1959
Exhibited
Orange, Chapman College, Henry Moore, January 31 February 14, 1964 (present lot exhibited)
Los Angeles County Museum of Art, Henry Moore in
Southern California, October 2 - November 18, 1973, no.
37 (present lot exhibited)
Literature
Will Grohmann, The Art of Henry Moore, London, 1960,
no. 56, n.p. (another example illustrated)
Alan Bowness, ed., Henry Moore, Complete Sculpture
1949-54, vol. 2, London, 1965, no. 328, pp. 42-43
(another example illustrated, p. 42)
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○

181. Henry Moore

1898-1986

Draped Reclining Figure
bronze with brown patina, on wood base
sculpture 3 x 6 1/8 x 2 1/4 in. (7.6 x 15.6 x 5.7 cm.)
base 3/4 x 7 1/4 x 3 in. (1.9 x 18.4 x 7.6 cm.)
overall 3 3/4 x 7 1/4 x 3 in. (9.5 x 18.4 x 7.6 cm.)
Executed in 1956, this work is from an edition of 9 plus 2
artist’s proofs.
This work is recorded in the archives of the Henry Moore
Foundation.
Estimate
$80,000-120,000
Provenance
Eric Estorick, London
Acquired from the above by the family of the present
owner in 1959
Exhibited
Los Angeles County Museum of Art, Henry Moore in
Southern California, October 2 - November 18, 1973, no.
57 (present lot exhibited)
Los Angeles, Wight Art Gallery, University of California,
In the Sculptor’s Landscape: Celebrating Twenty-fve
Years of the Franklin D. Murphy Sculpture Garden,
March 22 - May 9, 1993, no. 59 (present lot exhibited)
Literature
John Hedgecoe, Henry Moore, New York, 1968, no. 6, p.
151 (another example illustrated)
Alan Bowness, ed., Henry Moore, Sculpture and
Drawings, 1955-1964, vol. 3, London, 1986, no. 411, p. 25
(another example illustrated)
John Hedgecoe, Henry Moore: A Monumental Vision,
London, 2005, no. 380, p. 222 (another example
illustrated)
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182. Mark Tobey

1890-1976

Emboy
signed and dated “Tobey 54” lower right
gouache on brown paper
11 7/8 x 9 in. (30.2 x 22.9 cm.)
Executed in 1954.
Achim Moeller, Managing Principal of the Mark Tobey
Project LLC, has confrmed the authenticity. The work is
registered in the Mark Tobey archive with the number
MT [224-10-12-17].

Provenance
Acquired directly from the artist by the family of the
present owner in 1959
Exhibited
Pasadena Art Museum, November 20, 1963 - July 3, 1964
(on loan)

Estimate
$10,000-15,000
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183. Mark Tobey

1890-1976

New York (Composition)
gouache on brown paper
8 3/4 x 11 3/4 in. (22.2 x 29.8 cm.)
Executed circa 1955.
Achim Moeller, Managing Principal of the Mark Tobey
Project LLC, has confrmed the authenticity. The work is
registered in the Mark Tobey archive with the number
MT [225-10-12-17].
Estimate
$8,000-12,000
Provenance
Acquired directly from the artist by the family of the
present owner in 1959
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184. Mark Tobey

1890-1976

Paris
gouache on paper
10 1/2 x 7 7/8 in. (26.7 x 20 cm.)
Executed in 1959.
Achim Moeller, Managing Principal of the Mark Tobey
Project LLC, has confrmed the authenticity. The work is
registered in the Mark Tobey archive with the number
MT [226-10-12-17].
Estimate
$6,000-8,000
Provenance
Acquired directly from the artist by the family of the
present owner in 1959
Exhibited
Pasadena Art Museum, November 20, 1963 - July 3, 1964
(on loan)

NY_TCA_DAY_NOV17_MORNING_92-191_BL.indd 154

19/10/17 09:44

“The search for an equilibrium is essential for the artist,
to be as aware of inner space as he is of outer space.”
Mark Tobey

Actual size

185. Mark Tobey

1890-1976

White Writing
signed with the artist’s initials and dated “TB 59” lower
right
gouache on buf paper
image 3 x 4 3/8 in. (7.6 x 11.1 cm.)
sheet 4 1/4 x 5 5/8 in. (10.8 x 14.3 cm.)
Executed in 1959.
Achim Moeller, Managing Principal of the Mark Tobey
Project LLC, has confrmed the authenticity. The work is
registered in the Mark Tobey archive with the number
MT [227-10-12-17].
Estimate
$5,000-7,000
Provenance
Acquired directly from the artist by the family of the
present owner in 1959
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186. Robert Motherwell

1915-1991

Elegy to the Spanish Republic No. 50
signed, inscribed, titled and dated “”Elegy to the Spanish
Republic, no. 50” Robert Motherwell 1958 St-Jean-deLuz, France” on the reverse
oil and ink on paperboard
8 5/8 x 10 5/8 in. (21.9 x 27 cm.)
Executed in 1958.
Estimate
$300,000-500,000
Provenance
Sidney Janis Gallery, New York
Acquired from the above by the family of the present
owner in 1959
Literature
Hjorvardur Harvard Arnason, “Robert Motherwell: The
Years 1948 to 1965”, Art International 10, no. 4, April 20,
1966, pp. 22, 29 (illustrated, p. 22)
Robert C. Hobbs, “Motherwell’s Concern with Death in
Painting: An Investigation of His Elegies to the Spanish
Republic, Including an Examination of His Philosophical
and Methodological Considerations”, Ph.D. dissertation,
University of North Carolina, Chapel Hill, 1975, pl. 33, p.
246 (illustrated)
Hjorvardur Harvard Arnason, Robert Motherwell, New
York, 1977, p. 46
Hjorvardur Harvard Arnason, Robert Motherwell, New
York, 1982, p. 46
Jack Flam, Katy Rogers and Tim Cliford, eds., Robert
Motherwell Paintings and Collages: A Catalogue
Raisonné, 1941-1991, Collages and Paintings on Paper
and Paperboard, vol. 3, New Haven, 2012, no. W32, p.
422 (illustrated)

“In the Elegies Motherwell invented a specifc form of image, as a poet may be said
to invent a particular poetic form, and also a kind of pictorial language...”
Jack Flam, Robert Motherwell 100 Years, Milan, 2015, p. 117
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187. Morris Graves

1910-2001

Spirit Bird
signed and dated “Graves ‘54” lower right
pen, ink, gouache, and gold paint on paper
14 3/4 x 22 3/4 in. (37.5 x 57.8 cm.)
Executed in 1954.
Estimate
$15,000-20,000
Provenance
Willard Gallery, New York
Acquired from the above by the family of the present
owner in 1959
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Exhibited
Balboa, Newport Harbor, The Pavilion Gallery, Morris
Graves Retrospective, March 1 - 31, 1963, no. 41, n.p.
(illustrated)
Pasadena Art Museum, November 20, 1963 - July 3, 1964
(on loan)
Eugene, University of Oregon Museum of Art, Morris
Graves: A Retrospective, February 8 - March 13, 1966. no.
99, p. 47 (illustrated)
Santa Barbara Museum of Art, Morris Graves, January
30 - March 3, 1968
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188. Paul Wonner

1920-2008

Two Figures in a Landscape
signed “Paul Wonner” lower lef center
oil on canvas
62 x 44 in. (157.5 x 111.8 cm.)
Painted in 1958.
Estimate
$40,000-60,000
Provenance
Felix Landau Gallery, Los Angeles
Acquired from the above by the family of the present
owner in 1959
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189. William Baziotes

1912-1963

The Room
signed “Baziotes” lower right; further signed and titled
“The Room William Baziotes” on the reverse
oil on canvas
40 x 48 in. (101.6 x 121.9 cm.)
Painted in 1947.
Estimate
$150,000-200,000
Provenance
Paul Kantor Gallery, Los Angeles
Acquired from the above by the family of the present
owner in 1959
Exhibited
Pasadena Art Museum, November 20, 1963 - July 3, 1964
(on loan)
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190. Sorel Etrog

b. 1933

La Mère
stamped with the artist’s name and number “3/7
ETROG” on the reverse of the base
bronze
34 1/2 x 20 x 12 1/2 in. (87.6 x 50.8 x 31.8 cm.)
Executed circa 1962-1964, this work is number 3 from an
edition of 7.
Estimate
$20,000-30,000
Provenance
Felix Landau Gallery, Los Angeles
Acquired from the above by the family of the present
owner in 1965
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○

191. Hans (Jean) Arp

1886-1966

Du pays des lutins (From Gnomeland)
bronze with light brown patina
9 5/8 x 8 x 4 in. (24.4 x 20.3 x 10.2 cm.)
Conceived in 1949 and cast before 1966, this work from
an edition of 5 plus one artist’s proof.
Estimate
$40,000-60,000
Provenance
Eric Estorick, London
Acquired from the above by the family of the present
owner circa 1960
Exhibited
London, Tate Gallery, Jean Arp. Sculpture, Reliefs,
Paintings, Collages, Tapestries, November 24 December 23, 1962, no. 26 (marble version exhibited)
Santa Barbara, University of California, Art Gallery, 20th
Century Paintings, Drawings and Sculpture from Santa
Barbara, April 20 - May 14, 1965 (present lot exhibited)
Santa Barbara, University of California, Art Gallery,
Surrealism – A State of Mind, February 26 - March 27,
1966 (present lot exhibited)
Santa Barbara, University of California, The Art Galleries,
American and European Sculpture of the 1920s and
1930s, February 22 - March 26, 1972 (present lot
exhibited)
Los Angeles, Wight Art Gallery, University of California,
In the Sculptor’s Landscape, Celebrating 25 Years of the
Franklin D. Murphy Sculpture Garden, March 22 - May 9,
1993, no. 8 (present lot exhibited)
Kunzelsau, Museum Würth, Hans Arp – eine Übersicht,
Arbeiten aus den Jahren 1912 bis 1965, September 8 December 31, 1994, no. 111, n.p. (marble version exhibited
and illustrated)
Kunstmuseum Appenzell, Im Mondquadrat. Aspekte der
Sammlung Arp-Hagenbach, October 26, 2003 - January
25, 2004, pp. 120-121 (another example exhibited and
illustrated)
Literature
Arie Hartog, ed., Hans Arp - Skulpturen – Eine
Bestandsaufnahme (Hans Arp - Sculptures - A Critical
Survey), Ostfldern, 2012, no. 93, p. 102 (another
example illustrated)
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192. Henry Moore

1898-1986

Stringed Figure
bronze with brown patina and string
sculpture 4 3/8 x 10 1/4 x 3 in. (11.1 x 26 x 7.6 cm.)
base 1 3/8 x 11 1/2 x 4 5/8 in. (3.5 x 29.2 x 11.7 cm.)
overall 5 3/4 x 11 1/2 x 4 5/8 in. (14.6 x 29.2 x 11.7 cm.)
Conceived in 1939, this work is from an edition of 9 plus
1 artist’s proof.
This work is recorded in the archives of the Henry
Moore Foundation.
Estimate
$150,000-200,000
Provenance
Lillian Heidenberg Gallery, New York
Private Collection
Thence by descent to the present owner
Exhibited
London, Tate Gallery, Henry Moore, July 17 - September
22, 1968, no. 49 (lead version exhibited)
Madrid, Palacio de Velázquez; Madrid, Palacio de
Cristal; Madrid, Parque de El Retiro, Henry Moore:
Sculptures, Drawings, Graphics 1921-1981, May - August
1981, no. 39, pp. IX, 80 (lead version exhibited, bronze
version illustrated, p. 80)
New York, The Metropolitan Museum of Art, Henry
Moore: 60 Years of His Art, 1983, p. 122 (another
example exhibited)
London, Royal Academy of Arts, Henry Moore, 1988,
no. 38, pp. 78, 188-189 (lead version exhibited and
illustrated, pp. 78, 189)
Literature
David Sylvester, ed., Henry Moore: Complete Sculpture
1921-48, vol. 1, London, 1957, no. 206, pp. 12, 133
(another example illustrated, p. 133)
Herbert Read, Henry Moore: A study of his life and
work, New York, 1965, no. 97, n.p. (lead version
illustrated)
John Hedgecoe, Henry Moore, New York, 1968, p. 110
(another example illustrated)
Robert Melville, Henry Moore: Sculpture and Drawings
1921-1969, London, 1970, nos. 211-212, n.p. (lead version
illustrated)
Giulio Carlo Argan, Henry Moore, Milan, 1971, no. 58,
n.p. (lead version illustrated)
David Mitchinson, ed., Henry Moore Sculpture with
comments by the artist, New York, 1981, no. 138, p. 80
(another example illustrated)
John Hedgecoe, Henry Moore: A Monumental Vision,
London, 2005, no. 213, pp. 88, 208-209 (lead version
illustrated, pp. 88, 209)
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Conceived between the years of 1937 and 1940,
Henry Moore’s remarkable stringed fgures are
among the most abstract works in his oeuvre and
demonstrate a bond with the contemporaneous
movements of surrealism and constructivism. Moore
recalled: “Undoubtedly the source of my stringed
fgures was the Science Museum… I was fascinated
by the mathematical models I saw there, which had
been made to illustrate the diference of form that
is halfway between a square and a circle… It wasn’t
the scientifc study of these models but the ability to
look through the strings as with a bird cage and to
see one form within another which excited me” (The
Artist, quoted in Henry Moore: Sculptures, Drawings,
Graphics 1921-1981, exh. cat., The British Council,
Madrid, 1981, p. 81).
These mathematical models became widely known
in European artistic circles when similar models
from the Poincaré Institute were included in the
Galerie Ratton’s exhibition of surrealist objects,
Exposition surréaliste d’objets, in Paris in May
1936. Photographs of these models by Man Ray
that highlight their architectural and sculptural
characteristics through use of extreme shadow were
published in the art journal Cahiers d’Art that same
year, displaying them as found surrealist objects.
Beyond these likely infuences, formal afnities are
also evident between Moore’s stringed fgures and
the contemporaneous works of Barbara Hepworth
and Russian émigré Naum Gabo. Moore and
Hepworth were neighbors in Hampstead, London
in the 1930s prior to the outbreak of World War
II, and exchanges between Moore, Hepworth and
Gabo (who collaborated with Hepworth’s husband,
Ben Nicholson on the 1937 publication Circle:
International Survey of Constructive Art) certainly
impacted their individual use of strings.
Combining Moore’s interest in the surrealist
transformation of found objects and the linearity
of constructivism, the taut elastic strings threaded
across the curvilinear bronze form of Stringed Figure
highlight the interconnectedness of its elements
to each other and to the negative space. In the
exhibition catalogue for Moore’s 1968 show at the
Tate Gallery, London, David Sylvester described:
“Movement of the eye along the length of the strings
sharpens awareness of the space the sculpture
encloses, especially when one set of strings can be
seen through another, so that a counterpoint of
movement is created which quickens the vibration
of the space” (David Sylvester, Henry Moore, exh.
cat., Tate Gallery, London, 1968, p. 105). Refecting
the artist’s endless inventiveness in his career-long
exploration of organic form, the stringed fgures held
a particular interest for Moore and he in fact returned
to these works in the 1960s when he cast many of his
earlier designs.
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193. Pablo Picasso

1881-1973

La famille de Piero Crommelynck
dated “19.9.70” upper lef
pencil on paper
19 7/8 x 12 7/8 in. (50.5 x 32.7 cm.)
Executed on September 19, 1970, this work is
accompanied by a photo-certifcate of authenticity
signed by Claude Picasso.
Estimate
$120,000-180,000
Provenance
Galerie Louise Leiris, Paris
Waddington Galleries, London
Private Collection, Portugal (acquired from the above
by the father of the owner in 2004)
Thence by descent to the present owner
Exhibited
Dusseldorf, Kunstsammlung Nordrhein-Westfalen;
Stuttgart Staatsgalerie, Picassos Welt der Kinder,
September 9, 1995 - March 10, 1996, pl. 179, p. 255
(illustrated)
London, Waddington Galleries, Picasso/Matisse
Works on Paper, June 24 - July 19, 1997, no. 12, p. 53
(illustrated, n.p.)

A playful and inventive masterwork, Pablo
Picasso’s La famille de Piero Crommelynck
depicts the legendary master printmaker Piero
Crommelynck with his wife and daughter, a
family with which Picasso was close throughout
the 1960s and until the artist’s death in 1973.
Drawn with a sense of energetic virtuosity in
graphite, the present lot demonstrates the
talents of Picasso as an expert draughtsman.
Articulated with subtly indicated facial
expressions and the intimately interior space,
with its built-up areas of decorative pattern, the
drawing exhibits the brilliance of Picasso as both
storyteller and portraitist.
Picasso met Crommelynck in printmaker Roger
Lacourière’s atelier while working on his Suite
Vollard. Later, in the 1960s, the Crommelynck
family moved to Mougins, close to Picasso’s
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villa Notre-Dame-de-Vie where he was living
at this time. During these years, Crommelynck
and his brother Aldo provided Picasso with the
copper plates that he would use in his Trois
cent quarante-sept gravures, La Célestine and
the fnal Cent cinquante-six gravures graphic
series. Crommelynck’s portrait can be found in
a number of drawings and prints executed by
Picasso during this time; however, the present
lot is unique in its depiction of the master
printer and his family. In La famille de Piero
Crommelynck, he is depicted looking over
at his wife and daughter, rendered with his
characteristic goatee. His wife looks adoringly
back at him, while his daughter maintains eye
contact with the viewer via a simple smile. The
gaze of Picasso’s subjects imbues the work with
a sense of energy characteristic of the artist’s
masterpieces on paper.
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194. Jacob Lawrence

1917-2000

Escape
signed “Jacob Lawrence” lower right
gouache on paper
image 17 1/4 x 10 in. (43.8 x 25.4 cm.)
overall 17 3/4 x 11 1/2 in. (45.1 x 29.2 cm.)
Executed circa 1967.
Peter Nesbett has kindly confrmed the authenticity
of this work.
Estimate
$150,000-200,000
Provenance
The Artist
Private Collection (acquired from the above circa 1967)
Acquired from the above by the present owner

“When the subjects are strong, I believe simplicity is the best way of treating them.”
Jacob Lawrence

The present lot belongs to a series of works
by African American artist Jacob Lawrence
exploring the life and legend of Harriet Tubman.
Throughout his prolifc oeuvre, Lawrence
repeatedly depicted both Tubman’s own escape
from slavery to freedom in Philadelphia, and
also her subsequent courageous success
in helping hundreds more slaves escape to
Canada along the Underground Railroad.
Beginning in 1939, the artist embarked on a
series of 31 panels illustrating these historical
moments. In 1967, the year of the present
lot’s execution, he revisited the subject when
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he wrote and illustrated the children’s book
Harriet and the Promised Land, creating a
number of independent paintings and works
on paper during the same time. In Escape,
Tubman is depicted in vibrant blocks of color
quintessential to Lawrence’s style, helping four
slaves fnd their way towards the North Star.
The group’s gaze towards the lef indicate a
sense of forward movement without any sort
of active brushwork, highlighting the artist’s
role as both painter and storyteller, himself
having grown up listening to stories of his own
ancestors who migrated North.
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195. Marc Chagall

1887-1985

Vence ou Les amoureux à l’âne
signed and dated “Marc Chagall 1955-56” lower right;
further signed and inscribed “Paris Marc Chagall 1976”
on the reverse
gouache, India ink wash and India ink on paper laid on
canvas
25 1/2 x 18 7/8 in. (64.7 x 48 cm.)
Executed in 1955.
The Comité Marc Chagall has confrmed the authenticity
of this work.
Estimate
$300,000-400,000
Provenance
Galerie Denise René, Paris
Acquired from the above by the present owner circa
1977-1978

Executed in 1955, Marc Chagall’s Vence ou Les
amoureux à l’âne depicts a pair of lovers foating
above a picturesque hilltop village bathed in the
sof light of a burning red sun while the moon
rises simultaneously from below. As titled, the
setting is recognizable as the town of Vence,
a distinct view that serves as the backdrop for
a number of Chagall’s works from the mid1950s during varying times of day, ranging
from intimate nocturnal scenes to radiant
Mediterranean light.
Chagall moved to to Vence in 1950 and
established the French town as his new home,
purchasing “Les Collines”, a house with a studio
annex, in the spring of that year. In his biography
of the artist, Franz Meyer describes: “Since then
virtually all Chagall’s pictures have been painted in
the studio at “Les Collines.” The new environment
is responsible not only for the view from his
window on the little old walled town and the
steeple of its medieval cathedral, which appears
in so many of his pictures, but also for the novel
charm of the painterly mood which embraces
all things that grow and blossom” (Franz Meyer,
Marc Chagall, New York, 1964, p. 501). The Côte
d’Azur attracted many creative types afer World
War II, with artists such as Picasso and Matisse
settling in the region particularly between Nice
and Cannes. Chagall was closely in touch with this
Mediterranean artist colony, and a fresh creative
energy can certainly be sensed in his works from
this period.
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Soon afer in 1952, Chagall married Valentine
(Vava) Brodsky, following the tragic death of
his beloved frst wife, Bella. A serene sense of
security and optimism is discernible in Vence
ou Les amoureux à l’âne, refecting the artist’s
newfound stability in his personal life. The
peaceful quality of the weightless lovers and the
earthy tones of the town are contrasted with
the faming red sun and goat, which imbue the
work with a passionate energy. Rendered in the
artist’s characteristic dream-like fashion, Vence
ou Les amoureux à l’âne is a sensitive homage
to Chagall’s adopted hometown featuring his
unique poetic imagery, which is praised by art
historian Werner Hafmann: “It was Chagall’s own
intuitive poetic capacity that made him one of the
great image-makers of our century. It was not by
chance that he turned most ofen to a medium
like gouache in order to seize upon the salient
features of that great food of metaphorical
images that welled up in him and to transport and
transpose them into works of art to be shared
with us” (Werner Hafmann, Marc Chagall:
Gouaches, Drawings, Watercolors, New York,
1975, p. 153).
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Property from the Estate of B. S. Mars

196. Max Pechstein

1881-1955

Children Playing with Marbles
watercolor, gouache, ink and graphite on paper
11 1/8 x 8 3/4 in. (28.3 x 22.2 cm.)
Executed circa 1910, this work is accompanied by a
certifcate of authenticity issued by the Max Pechstein
Archive, Hamburg.
Estimate
$15,000-20,000
Provenance
Serge Sabarsky, New York
Alice Adam Ltd., Chicago
Acquired from the above by the present owner
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Frau mit fiegenden Haaren, das linke Auge verdeckt

Akt nach rechts

Property from the Estate of B. S. Mars

197. Gustav Klimt

1862-1918

Frau mit fiegenden Haaren, das linke Auge
verdeckt; Akt nach rechts
pencil on paper, double-sided
22 1/2 x 14 1/4 in. (57.2 x 36.2 cm.)
Executed in 1917-1918.
Please note that these works are studies done for
the unfnished painting Die Braut, Novotny-Dobai
no. 222, painted in 1917-1918.
Estimate
$30,000-40,000
Provenance
Michael Rosenauer, Vienna
Galerie St. Etienne, New York
Kovler Gallery, Chicago (acquired in 1971)
Alice Adam Ltd., Chicago
Private Collection, Chicago
Acquired from the above by the present owner
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Exhibited
New York, Galerie St. Etienne, Gustav Klimt,
Drawings, March - April 1970, no. 54, pl. 28, n.p.
(Frau mit fiegenden Haaren, das linke Auge
verdeckt illustrated, titled as Lady with Flowing
Hair, Hand on Forehead)
Chicago, Kovler Gallery, 1971
Chicago, Alice Adam Ltd., Recent Acquisitions:
Drawings, 1982, pp. 15-16 (illustrated, works titled
as Portrait of a Lady with Flowing Hair and Study
of a Nude)

Die Braut, Novotny-Dobai no. 222.
Painted in 1917-1918.

Literature
Alice Strobl, Gustav Klimt, Die Zeichnvngen, 19121918, vol. III, Salzburg, 1984, no. 3001, pp. 218-219
(Frau mit fiegenden Haaren, das linke Auge
verdeckt illustrated, p. 219)
Alice Strobl, Gustav Klimt, Die Zeichnvngen, 19121918, vol. III, Salzburg, 1984, no. 3065, p. 228 (Akt
nach rechts illustrated)
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198. Henry Moore

1898-1986

Ideas for Sculpture
signed and dated “Moore 80” lower lef
pencil, wax crayon, watercolor, pastel wash and ballpoint
pen on Bockingford white wove
9 5/8 x 13 3/4 in. (24.4 x 34.9 cm.)
Executed in 1980, this work is registered in the archives
of the Henry Moore Foundation under number 80(266).
Estimate
$50,000-70,000
Provenance
Raymond Spencer Company
James Kirkman, London (acquired in 1981)
Goodman Gallery, Sandton
Acquired from the above by the present owner
Exhibited
Sandton, Goodman Gallery, Henry Moore: Sculptures,
Drawings and Graphics, 1981, no. 17
Literature
Ann Garrould, ed., Henry Moore: Complete Drawings
1977-81, vol. 5, London, 1994, no. AG 80.303, p. 148
(illustrated)
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NY Guide for Prospective Buyers
Each Phillips auction is governed by the applicable Conditions of
Sale and Authorship Warranty.
All prospective bidders should read these sections carefully.
They govern the purchasing agreement under which you buy at
auction from Phillips. They may be also amended by saleroom
addendum or auctioneer’s announcement during the auction.
The complete Conditions of Sale and Authorship Warranty
applicable to this auction (Version 9-12-2017) are found online at
phillips.com, along with detailed information on each lot.
Pre-Sale Estimates
Pre-sale estimates are intended as a guide for prospective
buyers. Any bid within the high and low estimate range should, in
our opinion, ofer a chance of success. However, many lots
achieve prices below or above the pre-sale estimates. Where
“Estimate on 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.
All Lots are Subject to ‘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
$300,000, 20% of the portion of the hammer price above $300,000
up to and including $4,000,000 and 12.5% of the portion of the
hammer price above $4,000,000.
Condition and Condition Reports
Phillips does not warrant or guarantee condition on any lot.
Solely as a convenience to clients, Phillips may provide condition
reports on many lots, which are also available online on the lot
detail pages. If there is not a condition report available, that is
not a representation that a lot is in perfect condition. 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 all lots at
our pre-sale exhibitions, and contact our staff with any
questions.
Bidding at Auction
You may bid in the auction in person, online, on the phone, or by
placing an absentee bid. The easiest way to arrange or register to
bid at auction is to set up a client account online. Go to our
homepage, phillips.com and fill out the account form. When you
want to register for an auction, click Register on sale pages or lot
detail pages, and you’ll confirm your account details, be asked for
a credit card number for identification purposes and our Bids
Department will process your request. We recommend
registering at least 24 hours prior to sale to ensure that you can
bid. Good luck!
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Transport and Shipping
As a free service for buyers, Phillips will wrap purchased lots for
hand carry only. Alternatively, we will either provide packing,
handling and shipping services or coordinate with shipping
agents in order to facilitate such services for property purchased
at Phillips. In the event that the property is collected in New York
by the buyer or the buyer’s designee (including any private
carrier) for subsequent transport out of state, Phillips may be
required by law to collect New York sales tax, regardless of the
lot’s ultimate destination. Please refer to Paragraph 17 of the
Conditions of Sale for more information.
Some lots are sold under special conditions. Phillips uses the
following symbols to designate these lots:
O ◊ Guaranteed Property
The seller of lots designated with the symbol O has been
guaranteed a minimum price fnanced solely by Phillips. Where
the guarantee is provided by a third party or jointly by us and a
third party, the property will be denoted with the symbols O ◊.
When a third party has fnanced all or part of our fnancial
interest in a lot, it assumes all or part of the risk that the lot will
not be sold and will be remunerated via a fxed fee, a percentage
of the hammer price or the buyer’s premium or some
combination of the foregoing. The third party may bid on the
guaranteed lot during the auction. If the third party is the
successful bidder, the remuneration may be netted against the
purchase price. 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
fnancial interest at the front of the catalogue.
∆ 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.
•No Reserve
Unless indicated by a •, all lots in this catalogue are offered
subject to a reserve. A reserve is the confidential value
established between Phillips and the seller and below which a lot
may not be sold. The reserve for each lot will not exceed the low
pre-sale estimate.
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Ready to go digital?
Sign up.
Phillips is investing in new digital services so you
can explore and experience our auctions when
and how you want. Create an online account
today and see what’s new.
Visit phillips.com/godigital to get started.

Bid anywhere.
Participating in our auctions is easier than ever.
Browse upcoming sales, track lots, watch our live
auctions and place bids from your phone. Now
available for iOS and Android.
Visit the iTunes Store to download the app.
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Henri Cartier-Bresson
Changing during the Christian Dior fashion show,
Paris, circa 1947
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118. Ed Ruscha
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127. George Segal
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192. Henry Moore
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Reproduced by permission of The Henry Moore Foundation.
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115. Lee Bontecou
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indicate whether you are applying as an individual or on behalf of a company.
Please select the type of bid you wish to make with this form (please select one):
Paddle Number

In-person
Absentee Bidding
Telephone Bidding

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

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

As a private individual
On behalf of a company

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

Sale Title
Title

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

Sale Number
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Sale Date
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Account Number
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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 $300,000, 20% of the portion of the hammer price
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the portion of the hammer price above $4,000,000 on each
lot sold.
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• For absentee bids, indicate your maximum limit for each lot,
excluding the buyer’s premium and any applicable sales or
use tax. Your bid will be executed at the lowest price taking
into account the reserve and other bidders. On no reserve
lots, in the absence of other bids, your bid will be executed
at approximately 50% of the low pre-sale estimate or at the
amount specified, if less than 50% of the low estimate.
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Zip Code
Phone

Mobile

Email

Fax

• If you write an amount, it shall be treated as an absentee bid if
we cannot reach you.
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• Your bid must be submitted in the currency of the sale and will
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auctioneer’s bidding increments.

Phone number to call at the time of sale (for Phone Bidding only)
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• If we receive identical bids, the first bid received will take
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In Consecutive Order
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Absentee Bids Only

• Arranging absentee and telephone bids is a free service
provided by us to prospective buyers. While we will exercise
reasonable care in undertaking such activity, we cannot
accept liability for errors relating to execution of your bids
except in cases of willful misconduct. Agreement to bid by
telephone must be confirmed by you promptly in writing or by
fax. Telephone bid lines may be recorded.
• Please submit your bids to the Bid Department by email to
bidsnewyork@phillips.com or by fax at +1 212 924 1749 at least
24 hours before the sale. You will receive confirmation by
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• Lots cannot be collected until payment has cleared and all
charges have been paid.
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phillips.com or available on request by emailing
dataprotection@phillips.com. We may send you materials about
us and our services or other information which we think you may
fnd interesting. If you would prefer not to receive such
information, please email us at dataprotection@phillips.com.

* Excluding Buyer’s Premium and sales or use taxes

Signature

Date

• 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.

By signing this form, you accept the Conditions of Sale of Phillips as stated in our catalogues and on our website.
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