NY_TCA_DAY_AM_NOV18_IFC+IBC_BL.indd 1

20/10/18 12:06

20th Century & Contemporary Art
Day Sale, Morning Session
New York, 14 November 2018, 11am

20 h C
&C
A
D
S l M
i
S
i
N
Y k
N
b
8
N Y010 818
NY_TCA_DAY_AM_NOV18_COVER_FE.indd 4

20/10/18 12:08

NY_TCA_DAY_AM_NOV18_COVER_FE.indd 5

20/10/18 12:08

177. Wayne Thiebaud

NY_TCA_DAY_AM_NOV18_IFC+IBC_BL.indd 1

20/10/18 12:06

00. artist

NY_TCA_DAY_AM_NOV18_IFC+IBC_BL.indd 1

18/10/18 12:34

173. Mark Tobey

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 2

18/10/18 08:47

228. Ed Ruscha

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 3

18/10/18 08:48

224. Andy Warhol

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 4

18/10/18 08:50

183. Alexander Calder

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 5

18/10/18 08:53

148. Raoul Dufy

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 6

18/10/18 08:53

149. Raoul Dufy

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 7

18/10/18 08:53

157. Kurt Schwitters

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 8

18/10/18 08:55

174. Carol Rama

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 9

18/10/18 08:55

Executives.

Ed 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,
Deputy Chairman
+1 212 940 1390
jpengelen@phillips.com

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

Senior Advisors.

Hugues Jofre

Arnold Lehman

Ken Yeh

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

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

Senior International
Specialist
+1 212 940 1257
kyeh@phillips.com

Deputy Chairmen.

Svetlana Marich

Jonathan Crockett

Peter Sumner

Miety Heiden

Alexander Payne

Vanessa Hallett

Vivian Pfeifer

Marianne Hoet

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

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

Deputy Chairman, Europe,
Senior International
Specialist, 20th Century &
Contemporary Art
+44 20 7318 4063
psumner@phillips.com

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

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

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

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

Deputy Chairman, Europe
Senior Specialist,
20th Century &
Contemporary Art
+32 3257 3026
mhoet@phillips.com

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 10

18/10/18 08:56

New York.

Scott Nussbaum

Rachel Adler Rosan

Kevie Yang

Amanda Lo Iacono

John McCord

Rebekah Bowling

Sam Mansour

Katherine Lukacher

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

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

Senior Specialist
+1 212 940 1254
kyang@phillips.com

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

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

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

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

Head of Online Sales
+1 212 940 1215
klukacher@phillips.com

Jeannette van
Campenhout

Annie Dolan

Olivia Kasmin

Carolyn Mayer

Maiya Aiba

Avery Semjen

Patrizia Koenig

Cataloguer
+1 212 940 1260
adolan@phillips.com

Cataloguer
+1 212 940 1312
okasmin@phillips.com

Cataloguer
+1 212 940 1206
cmayer@phillips.com

Cataloguer
+1 212 940 1387
maiba@phillips.com

Cataloguer
+1 212 940 1207
asemjen@phillips.com

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

Nathalie
Zaquin-Boulakia

Jonathan Horwich

Matt Langton

Rosanna Widén

Henry Highley

Tamila Kerimova

Senior Specialist
+44 20 7901 7935
jhorwich@phillips.com

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

Senior Specialist
+44 20 7318 4060
rwiden@phillips.com

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

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

Specialist
+1 212 940 1391
jvancampenhout@phillips.com

London.

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

International Specialist
+44 20 7901 7931
nzaquin-boulakia@
phillips.com

Simon Tovey

Kate Bryan

Lisa Stevenson

Charlotte Gibbs

Louise Simpson

Clara Krzentowski

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

Specialist
+44 20 7318 4050
kbryan@phillips.com

Cataloguer
+44 20 7318 4093
lstevenson@phillips.com

Cataloguer
+44 20 7901 7993
cgibbs@phillips.com

Cataloguer
+44 20 7901 7911
lsimpson@phillips.com

Researcher/Writer
+44 20 7318 4064
ckrzentowski@phillips.com

Isaure de Viel Castel

Sandy Ma

Charlotte Raybaud

Danielle So

Delissa Handoko

Head of Department, Asia
+852 2318 2025
isauredevielcastel
@phillips.com

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

Head of Day Sale
+852 2318 2026
craybaud@phillips.com

Cataloguer
+852 2318 2027
dso@phillips.com

Cataloguer
+852 2318 2000
dhandoko@phillips.com

Hong Kong.

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 11

18/10/18 08:56

International Specialists & Regional Directors.
Americas.

Cândida Sodré

Carol Ehlers

Lauren Peterson

Melyora de Koning

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

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

Regional Representative,
Chicago
+1 310 922 2841
lauren.peterson@phillips.com

Senior Specialist, 20th Century Regional Director, Los Angeles
+1 323 383 3266
& Contemporary Art, Denver
bkoh@phillips.com
+1 917 657 7193
mdekoning@phillips.com

Blake Koh

Kaeli Deane

Valentina Garcia

Cecilia Lafan

Maura Smith

Silvia Coxe Waltner

Head of Latin American Art,
Los Angeles
+1 212 940 1352
kdeane@phillips.com

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

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

Regional Director,
Palm Beach
+1 508 642 2579
maurasmith@phillips.com

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

Laurence Calmels

Maria Cifuentes

Laurence Barret-Cavy

Dr. Nathalie Monbaron

Dr. Alice Trier

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

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

Specialist, 20th Century
& Contemporary Art, Paris
+33 633 12 32 04
lbarretcavy@phillips.com

Regional Director, Geneva
+41 22 317 81 83
nmonbaron@phillips.com

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

Carolina Lanfranchi

Maura Marvao

Kalista Fenina

Julia Heinen

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

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

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

Specialist, 20th Century
& Contemporary Art,
Regional Director, Zurich
+41 79 694 3111
jheinen@phillips.com

Europe.

Asia.

Kyoko Hattori

Jane Yoon

Sujeong Shin

Wenjia Zhang

Alicia Zhang

Cindy Yen

Meiling Lee

Iori Endo

Christine Fernando

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

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

Associate Regional
Representative, Korea
+82 10 7305 0797
sshin@phillips.com

Regional Director, Shanghai
+86 13911651725
wenjiazhang@phillips.com

Associate Regional
Representative, Shanghai
+86 139 1828 6589
aliciazhang@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 Representative,
Japan
+44 20 7318 4039
iendo@phillips.com

Associate Regional
Representative, Singapore
+65 9128 6277
christinefernando@
phillips.com

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 12

18/10/18 08:57

Business Development.
Americas.

Europe.

Asia.

Vivian Pfeifer

Guy Vesey

Lilly Chan

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

Head of Business
Development &
Marketing, Europe
+44 20 7901 7934
gvesey@phillips.com

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

Client Advisory.
New York.

Philae Knight

Jennifer Jones

Liz Grimm

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

Director of Trusts,
Estates & Valuations
+1 212 940 1272
jjones@phillips.com

Business Development
Associate
+1 212 940 1342
egrimm@phillips.com

Yassaman Ali

Vera Antoshenkova

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

Client Advisory Manager
+44 20 7901 7992
vantoshenkova@phillips.com

Giulia Campaner
Mendes

Europe.

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 13

Associate Client
Advisory Manager
+44 20 7318 4058
gcampaner@phillips.com

Margherita Solaini
Business Development Associate
+39 02 83642 453
MSolaini@phillips.com

18/10/18 08:57

156. Georges Seurat

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 14

18/10/18 08:57

20th Century & Contemporary Art
Day Sale, Morning Session
New York, 14 November 2018

Auction & Viewing Location
450 Park Avenue New York 10022
Auction
Wednesday, 14 November 2018, 11am
Viewing
2 – 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 NY010818 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_AM_NOV18_2-111_BL.indd 15

20th Century & Contemporary Art Department

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

Cataloguer
Olivia Kasmin
+1 212 940 1312
okasmin@phillips.com

Administrator
Julia Hirschberg
+1 212 940 1264
jhirschberg@phillips.com

18/10/18 08:57

“You’ve got to remember that in the
70s and 80s, there were not a lot of
people collecting works on paper.
Basically, if you went out to get
something, you could get it. I wanted
to put a wonderful collection together
which I think I’ve accomplished.”
Howard Karshan

Interior of Linda and
Howard’s New York home.

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 16

18/10/18 09:00

A Tale of Two Cities

Karshan
Property from the Estate of Howard Karshan
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The Karshan Collection
The Karshan Collection encapsulates an exceptional
odyssey of collecting, one that spans over 50 years
and two continents. Living between London and New
York, Howard Karshan together with his wife Linda the distinguished artist - assembled one of the most
signifcant collections of modern and post-war works
on paper today. A true ode to the intimacy and unique
sensibility of drawing, the works within this collection
perfectly encapsulate the transatlantic life led by
Howard and his wife Linda, including examples by
some of the greatest European and American masters
known today; from Pablo Picasso and Henri Matisse,
Jackson Pollock and Sam Francis, to Gerhard Richter
and Sigmar Polke.

Born in Brooklyn, New York in 1933, Howard Karshan
studied philosophy and law at New York University
before embarking upon a successful career as a
flm rights negotiator at CBS, Viacom, MGM and
Turner. It was in the early 1960s that he discovered
his true passion, catching the “bug for collecting”,
as he described it, when he was assigned to work for
CBS in Paris in 1962. Guided by a close friend with a
background in art, Howard spent much of his time in
Paris going to museums, meeting dealers and learning
more about art history. He met his wife Linda for the
frst time travelling from England to New York on the
transatlantic ocean liner SS France; she caught his
attention partially because she was reading an Henri
Matisse catalogue.

Howard in his New York
home, April 8, 2014.
© Daniel Blau, Munich.
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A fne art and art history student at the time, Linda was
crucial in guiding Howard in his journey of studying and
collecting art. From his initial love of the great modern
French masters, his tastes grew to encompass a range
of periods and styles. Following his frst acquisitions
of a work by Alberto Giacometti and a Cycladic idol
sculpture, Howard built with great care, passion and
study a renowned collection of modern and post-war
works on paper that was not only of art historical
importance, but also one that shaped the family’s life.
Demonstrating great acumen, Howard recognized the
potential of focusing largely on works on paper when
very few collectors were doing so in the 1970s and
1980s. This opportunity coupled with extraordinary
connoisseurship enabled him to amass a collection of
the fnest works by 20th century artists. While very
much engaged with the past, Howard demonstrated
a keen appreciation for the art of the present. The
works he carefully acquired over the years convey his
innate understanding of the historical trajectory of the
modern art canon, as well as his insatiable curiosity in
chronicling the art of his own time and place – all the
while guided by a deep appreciation of the hand of the
artist and the immediacy of drawing.
In many ways, the Karshan Collection is a tale of two
cities. Living between New York City and London,
Howard became intimately acquainted with the art
scene on both sides of the Atlantic. A true connoisseur
with a curatorial sensibility, Howard pursued an in-depth
approach to collecting that focused on acquiring work by
select artists from their best periods. On the one hand,
he built a superb collection of post-war European art,
specifcally German, which includes works by Joseph
Beuys, Gerhard Richter, Sigmar Polke, Georg Baselitz,
Palermo, as well as Lucio Fontana and Jean Dubufet.
On the other hand, he acquired representative works
by some of the most signifcant American artists of the
time, such as Agnes Martin, Dan Flavin, Carl Andre,
Robert Smithson, Raymond Pettibon, and Wayne
Thiebaud.
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At the very heart of the collection is above all a deep
appreciation of the hand of the artist and mark
making, as evidenced perhaps nowhere as succinctly
in Richter’s Hände, 1963. This early photo-painting
of a pair of outstretched hands fnds an intriguing
pendant in Richter’s Busch, 1985, where the artist
abstracted one of his signature blurred landscapes with
abstract gestural marks. There is a similar push and
pull between fguration and abstraction throughout
the collection – the immediacy and expressiveness of
the act of drawing functioning as an anchor; indeed
this is one of recurring characteristics that defne this
collection. Works such as Pollock’s Untitled, 1951,
and Twombly’s, Sperlonga drawing, 1959, convey
the abstract potential of drawing, while works such
as Picasso’s Nu couché et homme écrivant, 1969, de
Kooning’s Untitled (Group of 8 Drawings), 1965-1980,
and Baselitz’s Jäger mit Hund, 1967, celebrate its ability
of distilling the human fgure to its most elemental
form.
A labor of love, the Karshan Collection was not just one
to be lived with, but also one to be shared with a wider
public by way of exhibition loans and generous gifs to
institutions such as the British Museum, London, The
Morgan Library & Museum, New York, and the Museum
of Modern Art, New York, among others. A true
philanthropist, Howard also pursued his commitment
and passion for art on an institutional level. He notably
held the position of the Head of Patrons of New Art at
the Tate Gallery, London, in which function he crucially
initiated the Acquisitions Committee and was also
selected to be on the Jury for the Turner Prize in 1992.
Howard Karshan’s formidable legacy continues to
live on in the selection of works brought together
here, standing as a beacon of true connoisseurship,
love for art and the exceptional vision of one of the
most signifcant collectors and philanthropists of the
past century.

18/10/18 09:00

Light Touch, Deep Thoughts

Jackson Pollock, Ocean
Greyness, 1953. Oil on
canvas, Solomon R.
Guggenheim Museum,
New York © The
Pollock-Krasner
Foundation ARS, NY
and DACS, London
2018. Image: Scala,
Florence.

David Anfam
In its immediacy and direct connection to the human hand,
drawing ranks among the most primal forms of human
expression. Since the Renaissance onwards, draughtsmanship
has been the traditional premise of art, a foundational means
to capture the frst ideas that spring to the creative mind and
translate them to a material plane – whether as rough as the
Upper Palaeolithic era stone walls in Lascaux and Altamira
or as refined as the hand-made papers sometimes favoured
by modern and contemporary artists. As Andy Goldsworthy
remarked (from the vantage point, tellingly, of a sculptor
and land artist), ‘At its most essential [drawing describes] an
exploring line alert to changes of rhythm and feelings of surface
and space.ʼi In turn, surface, space, rhythm and line comprise
the very building blocks that convey lived experience and its
manifold sensations into the realm of art. At its best, drawing
thus melds qualia, observation and imagination into a considered
whole. Scant wonder that Jean-Auguste-Dominique Ingres – a
consummate master of line, contour and shading –famously
declared: ‘Drawing is the probity of art.’ As with artists, so with
collectors.
That artists themselves were the earliest Western collectors
of art speaks volumes and reinforces the truth of Ingres’s
insight. From Raphael and Peter Paul Rubens to the
flourishing ‘cabinet des dessins’ during the eighteenth century
and thence to the great drawing collectors in recent times,
connoisseurship has remained the name of the game. Perhaps
the relatively modest dimensions associated with works on
paper encourage this close reading. If so, it also emphasises the
profound links between drawing and writing, not to mention
the fact that music appears on the pages of a score in linear
format.ii Thus an equation arises between sound (spoken
or musical), script and drawing that resonates, knowingly
or subconsciously, with whoever practices or prizes any of these
respectively everyday habits and specialist disciplines.
Given the foregoing, the many works that Howard Karshan
amassed together with his wife Linda – by no coincidence a
distinguished graphic artist in her own right – take their place in
a long line of collections that bespeak highly trained and discerning
eyes behind their selection. Judged overall, they constitute a
depictive world elsewhere,iii one set apart from the magnitude
and potential bombast of painting and sculpture, let alone the
hurly-burly of commonplace reality. To borrow a phrase from
the French philosopher Gaston Bachelard, a sense of ‘intimate
immensity’ thus hovers about the Karshan Estate collection.
Since it is too large to enumerate in detail, certain pieces in
particular seem to encourage sightlines that shed light on
implicit affinities throughout.
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Consider the works by James Ensor, Sam Francis and Georg
Grosz. Altogether disparate as they are in time, place and
subject, one can discern certain signifcant themes underlying
them. First, an element of horror vacui. Ensor’s charcoal
embodies this deep-seated human impulse to fill space with
that quintessential nineteenth-century leitmotif, the teeming
crowd – denizens of what the poet Charles Baudelaire called
in his magnum opus, Fleurs du Mal (1857), the ‘swarming city’
(‘fourmillante cité’). Here, though, the secular masses behold
a sacred event, Christ’s resurrection from the tomb. At issue
is a duality between the fallen and the risen, the corporeal and
the spiritual.
Light years distant in their inspiration, Francis’s six
watercolours and ink on paper nevertheless share two formal traits
with Ensor. Namely, that the dense array of marks – fgurative
in Ensor and molecular in Francis – simultaneously veer between
centripetal forces (clustering towards a centre) iv and centrifugal
ones (bursting towards the margins). Also, uplif and down
thrust contend in each artist’s imagery. As Ensor limned Christ’s
literal Ascension above the terrestrial, Francis described his
wish to always ‘fy, to foat like a cloud, but I am tied down to a
place.’v In 1950 the Californian was much impressed by the
Russian Kazimir Malevich’s Suprematist Composition: White
on White (1918), which itself refected its painter’s pursuit of
an ascent into the ether. How may the mutual horror vacui,
centripetal/centrifugal and rising/falling motions relate to
drawing’s crux?
The answers are comparatively simple. In short, paper’s
tabula rasa stimulates an urge to populate it, while manual
gestures – anchored, of course, in the human body – perforce
must move in and out, up and down, when addressing a planar
ground. Cut to Grosz. Again, the vision is apocalyptic. Except
that it is not cosmic-corporeal as with Francis (who spent years
in hospital with spinal tuberculosis and was therefore attuned
to inner anatomies and the blood fowing through them)vi nor
theological as with Ensor (who, in depression, identified
with Christ mocked and tormented by vulgar humanity).
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Instead, Grosz’s apocalypse was here-and-now, evoking the
social and political catastrophes that befell his country in the
First World War and its afermath. As such, Krieg-tumult relates
to concurrent paintings: The Funeral (Dedicated to Oscar
Panizza) (1917-18) and Germany: A Winter’s Tale (1918). Like
Ensor’s fickering traces and Francis’s pale washes, Grosz found
a line and rhythm to match his mood with a dynamised version of
Cubism: black ink strokes slicing their way across the composition
in violent zig-zags. Encompassing all three artists is the
desire to wring from mere paper, pen and brush the human
condition’s polarities ranging from life to death and inwardness
to outreach. Francis summarised this sentiment: ‘I work from the
light of paper to the darkness of my soul.’ vii Here a fourth artist is
apposite. Willem de Kooning.
In a group of eight drawings de Kooning pictured his idée fxe,
the female, albeit reduced to a furry of feet strokes. They date
from a period when he worked in an idiosyncratic way and may
even specifcally stem from it. That is, drawing without seeing,
as if to amplify one physical sense by suppressing another. De
Kooning explained: ‘I am the source of a rumor concerning these
drawings, and it is true that I made them with closed eyes. Also,
the pad I used was always held horizontally. The drawings ofen
started by the feet… but more ofen by the center of the body, in
the middle of the page. There is nothing special about this… but
I found that closing the eyes was very helpful to me.’ viii Scrutiny
reveals marks that – even when they do not stand at the
actual center of the sheet – suggest an initial tactile placement
around which the rest of the anatomy pivots. These foci tend
to correspond to the woman’s sex, nipple or navel. And in
one study where the entire protagonist appears levitated
diagonally across the sheet, there stands a dark dash at the
exact centre. It fastens a presence that otherwise might,
again, be rising or falling. Whichever, gravity is at stake.
Ironically, de Kooning employed gravity and its consequences
to undermine gravitas. Akin to Ensor and Grosz, de Kooning
courted the grotesque: life as topsy-turvy, at once upbeat and
downcast.ix Likewise, the speed of de Kooning’s touch, light but
incisive, articulates in graphic guise and with a glance’s swifness
his deep thoughts about our existential predicament: ‘Because
when I’m falling, I’m doing all right; when I’m slipping, I say,
hey, this is interesting!.... I’m like a slipping glimpser.’x Absurdity
reigns.xi If de Kooning’s canny confession and attendant facture
imply that what the body and mind feel is writ large by the
hand’s gestures, his fellow Abstract Expressionist Jackson
Pollock gave this perception a different twist – as elegiac
as the Dutchman remained manic. In doing so,he completes
the quintet of artists from the Karshan Estate collection
considered here.
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Pollock’s untitled drawing from 1951 is a ‘painting’ in all but
name, loose as both defnitions may always be. This is because,
despite paper being the support, it resembles a response to
his classic enamel ‘pourings’ of 1947-50 and even anticipates
the swirling, semi-inchoate morphology of canvases such as
Ocean Greyness (fg. 1) also containing residual ovoids. Pollock
himself supplied the context for this piece in a letter from
the following year: ‘I’ve had a period of drawing on canvas
in black – with some of my early images coming thru – think
the non-objectivists will find them disturbing – and the kids
who think it simple to splash a Pollock out.’xii Indeed, this is
no ‘splashed out’ scrawl. Quite the opposite. Pollock chose a
paper produced especially for him by Douglas Morse Howell
at his Long Island papermaking studio. These were unique
products, individually moulded dyed linen and fax fbre rag
papers with their own textures, colours, shapes and tones.xiii
Pollock expertly explored such crevice-like minute contours and
subtle tints to the paper as he layered shades of grey that lef
distinct, irregular outlines. It was as if the paper – to recall an
earlier statement by Pollock about his canvases – had a life
of its own.xiv Whether by Ensor, Grosz, Francis, de Kooning,
Pollock or others skilled at drawing conceived as a potent
microcosm, the Karshan cornucopia attests to the medium as a
veritable handwriting of the self.xv

i

Tim Ingold, Andy Goldsworthy, 1994, in Lines: A Brief History, London & New York, 2007, p. 129
Ibid., pp. 34-38
The concept of ‘a world elsewhere’ derives from the American literary critic Richard Poirier’s book
of the same name (1985). For its application to modern American art, see David Anfam,
Abstract Expressionism: A World Elsewhere, New York, London, Zürich & Berlin, 2008
iii
On the centralising/framing/circular structures employed by Francis, see William C. Agee,
Sam Francis: Paintings 1947-1990, Los Angeles, 1999, pp. 27-30
v
Ibid., pp. 24-25
vi
Note the downward drips in several of the series.
vii
Francis, in Agee, op. cit., p. 27
viii
Willem de Kooning, in Richard Shiff, Willem de Kooning, Valencia, 2001, p. 54. Although all the
present drawings are vertical, this orientation need not preclude their origins having been horizontal.
ix
In the mid-1960s, de Kooning had in his studio a newspaper photograph of cheerleaders captured
jumping in mid-air. See Richard Shiff, ‘Water and Lipstick: De Kooning in Transition,’ in Marla Prather,
Willem de Kooning: Paintings, Washington D. C., 1994, p. 37
x
Willem de Kooning, The Collected Writings of Willem de Kooning, Madras & New York, 1988, pp.
176-77
xi
De Kooning’s stance is at core an antic equivalent to the German philosopher Martin Heidegger’s
notion of
‘Geworfenheit’ frst expounded in Being and Time (1927): in sum, that we as human beings are thrown, willy
nilly, into existence
xii
Pollock, letter to Alfonso Ossorio (June 1952), in Francis V. O’Connor and Eugene V. Thaw,
Jackson Pollock: A Catalogue Raisonné of Paintings, Drawings, and Other Works,
New Haven & London 1978, vol. 4, p. 261
xiii
Stephanie Straine, ‘Beyond Work: Pollock Drawing,’ in Gavin Delahunty, ed.,
Jackson Pollock: Blind Spots, London, 2015, p. 105
xiv
The sheet even bears a meticulously inscribed signature and date and was probably worked from both the
recto and verso.
xv
Oskar Kokoschka, paraphrased in David Rosand, Drawing Acts: Studies in Graphic Expression,
Cambridge & New York, 2002, p. 111
ii

iii
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101. Fernand Léger

1881-1955

Composition à l’échelle
signed with the artist’s initials and dated “FL. 31”
lower right
India ink on paper
12 1/2 x 9 3/4 in. (31.8 x 24.8 cm.)
Executed in 1931.
Estimate
$25,000-35,000
Provenance
Galerie Louise Leiris, Paris
Fuji Television Gallery, Tokyo
Galerie Louis Carré, Paris
Private Collection, Paris (acquired from the above
in 1988-89)
Christie’s, London, February 9, 2006, lot 617
Acquired at the above sale by the late owner
Exhibited
Milan, Palazzo Reale, Fernand Léger, November
11, 1989 - February 18, 1990, no. 106, pp. 163, 218
(illustrated, p. 163)
Villeneuve d’Ascq, Musée d’art moderne, Fernand
Léger, March 3 - June 17, 1990, no. 114, pp. 191,
244 (illustrated, p. 191)
Paris, Galerie Berggruen & Cie, Fernand Léger:
gouaches, acquarelles et dessins, October 2 November 9, 1996, no. 30, n.p. (illustrated)
Literature
Gilles Néret, Léger, Paris, 1990, no. 211, p. 162
(illustrated)
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102. Fernand Léger

1881-1955

Composition aux plumes
ink on paper
12 1/2 x 9 3/4 in. (31.8 x 24.8 cm.)
Executed in 1930.
Estimate
$20,000-30,000
Provenance
Galerie Beyeler, Basel (acquired in 1969)
Galerie Louise Leiris, Paris
Private Collection, Paris
Artemis Fine Arts SA, Geneva
Acquired from the above by the late owner in
2003
Exhibited
Basel, Galerie Beyeler, F. Léger, August October 1969, no. 20, p. 66
Literature
Eugène Guillevic, Coodonnées: Dessins de
Fernand Léger, Paris and Geneva, 1948, p. 25
(illustrated)
Jean Cassou and Jean Leymarie, Fernand Léger:
Drawings and Gouaches, London, 1973, no. 143,
p. 107 (illustrated, titled Plumes et objets dans
l’espace)
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103. James Ensor

1860-1949

Resurrection
charcoal and pencil on paper, laid on paper
8 7/8 x 6 1/4 in. (22.5 x 15.9 cm.)
Executed circa 1886.
The Ensor Advisory Committee has kindly confrmed
the authenticity of this work.
Estimate
$15,000-20,000
Provenance
Ernest Rousseau, Brussels
Jeanne Demany-Rousseau, Brussels
Galerie Atelier, Ostend
M. Knoedler Zurich AG (acquired by 1983)
M. Knoedler & Co., Inc., New York
Camillos Kouros Gallery, New York
Exhibited
Brussels, Palais des Beaux Arts, James Ensor, January
19 - February 17, 1929, no. 71 (dated 1885)
Antwerp, Koninklijk Museum voor Schone Kunsten,
James Ensor, June 16 - August 15, 1951, no. 54
(dated 1885)
Basel, Kunsthalle; Münster, Landesmuseum, James
Ensor, June 15 - August 4, 1963, no. 119
Rome, Palazzo dei Conservatori, Ensor: DipintiDisegni-Incisioni, July - August 1981, no. 47, p. 70
(illustrated)
The Tel Aviv Museum, James Ensor, September 22 November 7, 1981, no. 54, p. 95
Kunsthaus Zurich, James Ensor, May 20 - July 31,
1983, no. 208
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104. Ernst Ludwig Kirchner

1880-1938

Zwei liegende Akte
pencil on paper
17 1/2 x 13 1/2 in. (44.5 x 34.3 cm.)
Executed circa 1907.
This work is listed in the Ernst Ludwig Kirchner
Archives, Wichtrach/Bern.
Estimate
$8,000-12,000
Provenance
Collection Gervais, Zürich/Lyon (Christian
Laely, Davos, circa 1945)
Richard Feigen Gallery, New York
Feigen Palmer Gallery, Los Angeles
Acquired by the late owner circa 1969
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105. Pablo Picasso

1881-1973

Nu couché et homme écrivant (Sleeping Nude and
Man Writing)
signed, numbered and dated “15.8.69. I Picasso”
upper lef; further dated “15.8.69” on the reverse
ink on paper
8 5/8 x 12 1/4 in. (21.9 x 31.1 cm.)
Executed on 15 August 1969.
Estimate
$120,000-180,000
Provenance
Private Collection
Christie’s, London, November 28, 1989, lot 194
Acquired at the above sale by the late owner
Literature
Christian Zervos, Pablo Picasso, vol. 31, Paris, 1976,
no. 382, pl. 110 (illustrated)
The Picasso Project, ed., Picasso’s Paintings,
Watercolors, Drawings and Sculpture: The Sixties
III, 1968-69, San Francisco, 2003, no. 69-385, p. 226
(illustrated)

“Art is not the application of a canon of beauty
but what the instinct and the brain can conceive
beyond any canon. When we love a woman we
don’t start measuring her limbs.”
Pablo Picasso

A Tale of Two Cities
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106. Alexej von Jawlensky

1864-1941

Saint Prex am Genfersee (St Prex on Lake Geneva)
signed, titled and dated “16.III.26. A Jawlensky St.
Prex.” lower edge
brush and wash on paper
8 1/4 x 6 5/8 in. (21 x 16.8 cm.)
Executed in 1926.
Estimate
$2,000-3,000

A Tale of Two Cities
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Provenance
Collection Kirchhof, Wiesbaden (?)
Prof. Dr. Erich Wiese, Darmstadt
Kornfeld und Klipstein, Bern, June 13-15, 1968, lot 469
Piccadilly Gallery, London (acquired at the above sale)
Sotheby’s, London, June 2, 1971, lot 50
Acquired at the above sale by the late owner
Literature
Maria Jawlensky, Lucia Pieroni-Jawlensky and
Angelica Jawlensky Bianconi, Alexej von Jawlensky:
Catalogue Raisonné of the Watercolours and
Drawings 1890-1938, London, 1998, vol. IV, no. 546,
pp. 217-18 (illustrated, p. 217)
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107. Alberto Giacometti

1901-1966

Femmes debout
ballpoint pen on paper
8 1/2 x 3 5/8 in. (21.6 x 9.2 cm.)
Executed in 1960-1961, this work is recorded in the
Alberto Giacometti Database under number 4026,
and is accompanied by a certifcate of authenticity
provided by the Giacometti Committee.
The Giacometti Committee has kindly confrmed the
authenticity of this work.
Estimate
$30,000-50,000
Provenance
James Lord, Paris
Galerie Claude Bernard, Paris
Jeanne Frank, New York
Julian Barran, Ltd., Welham Farm
Private Collection (acquired from the above)
Sotheby’s, London, February 4, 2004, lot 534
Acquired at the above sale by the late owner
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108. André Masson

1896-1987

Dessin automatique
signed “andré masson.” lower right
ink on paper
16 x 11 3/4 in. (40.6 x 29.8 cm.)
Executed in 1925-1926.
Mrs. Guite Masson has kindly confrmed the
authenticity of this work.
Estimate
$6,000-8,000
Provenance
Basil Jacobs Fine Art Ltd., London
Acquired from the above by the late owner
Exhibited
London, Basil Jacobs Fine Art Ltd., André Masson:
Drawings 1926-1970, June 22 - July 17, 1971, n.p.
(illustrated, titled Composition Automatique II)

A Tale of Two Cities
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109. George Grosz

1893-1959

Krieg Tumult
signed and dated “Grosz 1917” lower right
pen and ink and reed pen on paper
9 1/8 x 7 3/8 in. (23.2 x 18.7 cm.)
Executed in 1914.
The authenticity and date of this work has been
confrmed by Ralph Jentsch.
Estimate
$15,000-20,000
Provenance
The Artist, Berlin and Long Island
Richard Feigen Gallery, Chicago (acquired in 1961)
Richard and Sandra Feigen, New York
Modern Art Museum of Forth Worth (gif from
the above, December 1970)
Sotheby’s, New York, November 6, 2003, lot 229
Acquired at the above sale by the late owner
Exhibited
Chicago, Richard Feigen Gallery, George Grosz,
January 18 - February 25, 1961, no. 33, p. 6 (titled
Upheaval, dated 1917)
Tyler Museum of Art; Wichita Falls Museum and
Art Center; El Paso Museum of Art; Amarillo Art
Center; Abilene Fine Arts Museum; Midland,
Museum of the Southwest, Drawings: An
Exhibition of the Collection of the Fort Worth Art
Museum, September 9, 1973 – May 7, 1974 (titled
Upheaval, dated 1917)
Longview Museum and Arts Center, 20th Century
Drawings, 1974
Modern Art Museum of Fort Worth, Selections
from the Permanent Collection: A 75th
Anniversary Retrospective, 1976
Amarillo Art Center, Between the Wars, A Brief
Survey of Art from 1918 - 1940, 1978
Cambridge, Kettle’s Yard, Modern Times:
responding to chaos, January 16 - March 14, 2010,
no. 30, p. 107 (illustrated, titled War Drawing,
dated 1917)
New York, The Metropolitan Museum of Art,
World War I and the Visual Arts, July 31, 2017 January 7, 2018, fg. 41, p. 29 (illustrated, titled
War Drawing, dated 1917)
Literature
Natalie Haddad, “The International Modernisms
of World War I”, Hyperallergic, December 9, 2017,
online (illustrated, titled War Drawing, dated 1917)
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110. Matta

1911-2002

Morphologie des signifcations...
indistinctly titled “Morphologie des signifcations” lower center
colored pencil and graphite on paper
19 3/4 x 25 1/2 in. (50.2 x 64.8 cm.)
Executed in 1950, this work is accompanied by a certifcate of
authenticity issued by Germana Ferrari Matta.

Provenance
Allan Frumkin Inc. (acquired directly from the artist)
Christie’s, New York, May 23, 2012, lot 197
Acquired at the above sale by the late owner

This work will be included in the forthcoming catalogue
raisonné being prepared by Mr. Ramuntcho Matta.
Estimate
$12,000-15,000

A Tale of Two Cities
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111. Matta

1911-2002

To Picture Orbits for the Most Complex Conficts
signed, titled and dated “to picture orbits for the most
complex conficts Matta 49” lower right
colored pencil and graphite on paper
9 3/4 x 13 3/4 in. (24.8 x 34.9 cm.)
Executed in 1949, this work is accompanied by a certifcate
of authenticity issued by Germana Ferrari Matta.

Provenance
Private Collection, Pennsylvania
Private Collection (acquired from the above)
Christie’s, Paris, December 9, 2011, lot 58
Acquired at the above sale by the late owner

This work will be included in the forthcoming catalogue
raisonné being prepared by Mr. Ramuntcho Matta.
Estimate
$12,000-15,000
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112. Wifredo Lam

1902-1982

Untitled
signed, inscribed and dated “Wilfredo Lam
1946 Paris” lower right
ink and wash on paper
12 1/2 x 9 1/2 in. (31.8 x 24.1 cm.)
Executed in 1946, this work is
accompanied by a certifcate of
authenticity issued by Lou Laurin Lam.
Estimate
$12,000-18,000
Provenance
Pierre Loeb, Paris
Galerie Natalie Seroussi, Paris
Acquired by the late owner in 2007
Exhibited
Paris, Galerie Albert Loeb, Wifredo Lam:
oeuvres de 1938 à 1946, en hommage à
Pierre Loeb, September 17 - October 12,
1974, n.p. (illustrated)
Salzburg, Salzburger Landessammlungen
Rupertinum, Ideal and Reality: The Image
of the Body in 20th-Century Art from
Bonnard to Warhol, Works on Paper,
July 18 - September 27, 1998, pp. 158, 271
(illustrated, p. 158)

A Tale of Two Cities

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 34

18/10/18 09:06

Property from the Estate of Howard Karshan
O

113. Oscar Dominguez

1906-1957

Nus des femmes
signed and dated “Dominguez 51” lower lef
ink and colored pencil on card
17 5/8 x 27 3/8 in. (44.8 x 69.5 cm.)
Executed in 1951, this work is accompanied by a certifcate
of authenticity issued by Ana Vázquez de Parga.
Estimate
$20,000-30,000
Provenance
Stéphane Janssen, La Hulpe
Christie’s, London, February 8, 2007, lot 687
Acquired at the above sale by the late owner
Exhibited
Leverkusen, Städtisches Museum Schloss Morsbroich,
dominquez, December 1, 1967 - January 14, 1968, no. 73,
n.p. (illustrated)
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Artist Focus / Jackson Pollock

Executed at the height of his career, Jackson Pollock’s
Untitled is central among an important group of
1951 works on paper that exhibit the artist’s seminal
relationship with spontaneity and his unconventional
working method. For most of his career, Pollock’s use
of paper was directly linked to his personal fnances and
the political climate, resulting in the artist working with a
support that was inexpensive, easily sourced, and made
without the use of imported materials. However, the
year of 1951 saw Pollock’s most experimental period as a
draughtsman and a unique focus on the paper he chose
to use. In November or December of 1950, sculptor and
friend to the artist, Tony Smith, gifed Pollock previously
unavailable Japanese paper, remarkable for its thin,
almost translucent quality, which inspired him to explore
new drawing techniques. Pollock worked with sheets of
paper stacked upon one another, splattering or pouring
ink onto the frst sheet and allowing it to seep through
to the sheets below, and then modifying each sheet
individually. Additionally, the artist reversed ink-stained
sheets to form mirror images as the ink was visible on
both sides due to the absorbency of the paper, a method
evident in the present work. In Untitled, the bright pink
colorant and dark blue ink applied to the reverse of
the sheet appear as a ghostly, delicate hue that are a
sublime mirror of the artist’s marks.
In 1951, Pollock also created a number of drawings,
including Untitled, on unique handmade paper made
specifcally for him by Douglas Morse Howell at his Long
Island studio using homegrown fax, linen tablecloths,

denim, lace and fowers. He commissioned paper from
Howell afer seeing it used by Anne Ryan at Betty
Parsons Gallery in 1951 at an exhibition of collages
shown concurrently with works by his wife, Lee Krasner,
highlighting the importance Pollock wanted the support
to play in his drawings. The crevice-like textures and
distinct colorations of this paper result in unforeseen
outcomes and irregular edges to the drawn lines such
that in the fnal product, the sheet itself is of equal
weight to the artist’s calligraphic marks. Discussing
Pollock’s works on paper from 1951, art historian
Bernice Rose describes: “Physically these drawings are
characterized by their dematerialization of medium
and their airy spaciousness… the only reference to the
physical quality of his previous work is the density of
soaked color as color, the way in which one way - or
puddle - of color overlays another, and the way edges
meet, establishing a discrete physical identity in spite of
actual fatness. These are among Pollock’s most painterly
works” (Jackson Pollock: Drawing into Painting, exh.
cat., The Museum of Modern Art, New York, 1980, pp.
21-22). While these drawings refect Pollock’s specifc
interest in the materiality and efects of the Japanese
and Howell paper, they were also created in dialogue with
the artist’s Black Paintings created at this time, refecting
the same limited color scheme, open composition,
and the efects of staining. Exhibited recently at the
Guggenheim in Berlin, Venice and New York in 2005-06
and Tate Liverpool in 2015, the present work manifests
the sublime balance Pollock achieved between chance,
materiality, and his inimitable use of line.

“I approach painting in the same sense as one
approaches drawing; it’s direct.”
Jackson Pollock, interviewed by William Wright, summer 1950

A Tale of Two Cities
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Jackson Pollock in his Long Island
studio, January 3, 1949 in East
Hampton, New York. © Image by
Arnold Newman/Getty Images
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114. Jackson Pollock

1912-1956

Untitled
signed and dated “Jackson Pollock 51” lower right;
further signed and inscribed “Jackson Pollock
The Springs East Hampton” on the reverse of the
backing board
ink on Howell paper
18 x 22 in. (45.7 x 55.9 cm.)
Executed in 1951.
Estimate
$180,000-250,000
Provenance
Donald Braider, The Springs, East Hampton (gifed
by the artist)
Dr. and Mrs. Theodore J. Edlich, Jr., New York
Bernstein & Waddington Gallery Ltd, Zurich
Acquired from the above by the late owner in 1974
Exhibited
New York, Brooklyn Museum Art School, Art Works
from the Collection of Dr. and Mrs. Theodore
J. Edlich, Jr., January 1-31, 1961, no. 23 (titled
Abstraction)
Berlin, Deutsche Guggenheim; Venice, Peggy
Guggenheim Collection; New York, Solomon R.
Guggenheim Museum, No Limits, Just Edges:
Jackson Pollock Paintings on Paper, January 29,
2005 - September 29, 2006, no. 78, pp. 124, 129
(illustrated, p. 124)
Tate Liverpool, Jackson Pollock: Blind Spots, June 30
- October 18, 2015, pp. 129, 157 (illustrated, p. 129)
Literature
Francis Valentine O’Connor and Eugene Victor
Thaw, eds., Jackson Pollock: A Catalogue Raisonné
of Paintings, Drawings and Other Works, Volume 3:
Drawings, 1930-1956, no. 838, p. 314 (illustrated)
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“New York light is hard. Paris light is a
beautiful cerulean gray. But Los Angeles
light is clear and bright even in haze.”
Sam Francis

A Tale of Two Cities
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Artist Focus / Sam Francis

Copyright Pierre Boulat/Cosmos/Redux

This selection of four masterworks on paper by Sam
Francis, each executed between 1950-1955 during an
important and formative period of the artist’s prolifc
career, exemplifes key stylistic characteristics that the
artist explored throughout his oeuvre. California-born
artist Sam Francis’ frst important paintings dating to
1947 were all executed on paper, and his devotion to
paper as a medium was unwavering from that point
forward. Throughout his career, Francis used paper
as a medium for pictorial investigations, creating
both autonomous works of art and studies for larger
paintings. In her review of Francis’ exhibition at Martha
Jackson Gallery in 1959, Dore Ashton discussed the
successful qualities of the artist’s watercolors, which are
also present in this selection of works: “The foating, the
falling (helped by rivulets of color allowed to drop down),
the gratuitous meetings in space, the junctures and
coincidences which Francis is best equipped to express
are endowed with a magic in watercolors that the oils do
not possess” (Dore Ashton, quoted in Peter Selz, Sam
Francis, New York, 1982, p. 73).
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In the fall of 1950, Francis moved to Paris from his native
California afer a brief visit to New York. Francis long
considered Paris the “mother city”, having frst been
exposed to French culture by his own mother, who loved
the language and traditions, and the city would come
to nurture him at this determinative point in his career.
Naturally an extrovert, Francis soon became a central
member of a group of North American and Parisian
artists and critics, and enrolled in Fernand Léger’s
academy. Struck by the transient light of gloomy Paris
skies, the artist found a studio in Paris, and his work
shifed soon thereafer. Along with Francis’ experience
as a pilot in the U.S. Air Force during World War II, the
sof gray color of the city was a stimulus for the frst
paintings he made there, his famous white and gray
series; Hydra, 1950, Untitled, circa 1950-52, and Untitled
(Circle Entre Noir et Blanc), 1953-54, all executed in
Paris, certainly refect the palpable infuence the city
had on him at this time. The myriad of grays in Francis’

work also harks back to the light of the Bay Area, with
which Francis was intimately familiar, and recalls the sof
gray-whites of Kazimir Malevich’s masterpiece White
on White, 1918, which the artist had seen and admired at
the Museum of Modern Art in New York.
Untitled, 1955, showcases Francis’ lifelong preoccupation
with color. The artist discovered his genius for high
and intense color in California where he was exposed
to the colors of seminal artists such as Hans Hofmann,
Clyford Still, Mark Rothko, and Ed Corbett, his teacher
at University of California, Berkeley, where he completed
his master of arts in 1950. In Untitled, 1955, the dense
pattern of interlocking organic forms and bright colors
imbue the composition with a palpable sense of energy,
and the red and yellow corpuscules appear to be
engaged in limitless movement, sufused with light from
behind. Francis’ gif for color is evident in the endless
infections of hues and density, allowing for a sense of
openness despite the all-over composition.
In this group of four early works on paper, Francis’
explorations into clarity and verticality are already
apparent, preoccupations which would continuously be
reafrmed in the artist’s work. In Hydra, 1950, Untitled,
circa 1950-52, and Untitled (Circle Entre Noir et Blanc),
1953-54, organic forms are gathered at the center of
the compositions with drips fowing down the sheets,
leaving a distinct sense of clarity around the papers’
edges. Francis began to use drips in his work as early as
1949, a practice famously explored by Jackson Pollock as
early as 1953, and Gorky by 1944. Furthermore, the four
works refect Francis’ love for working on an intimate
scale, and his hand is evident in the direct and seemingly
spontaneous application of medium. As Francis once
said of his process of painting on paper, “Images appear,
they do not come from somewhere… from the soul. It
is stealing from the gods. I want to be the paper” (Sam
Francis, quoted in Pontus Hulten, Sam Francis, exh.
cat. Kunst-und Ausstellungshalle der Bundesrepublik
Deutschland, Bonn, 1993, p. 26).
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115. Sam Francis

1923-1994

Untitled
signed and dated “Sam Francis 1955” on the
reverse
watercolor on paper
9 1/2 x 7 1/2 in. (24.1 x 19.1 cm.)
Executed in 1955.
This work is identifed with the interim
identifcation number of SF55-011 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
$50,000-70,000
Provenance
Galerie Kornfeld und Klipstein, Bern
Gimpel Fils Gallery, Ltd., London (acquired
in 1957)
B.C. Holland, Chicago
Waddington and Tooth Galleries, London
(acquired in 1976)
Acquired from the above by the late owner
in 1977
Exhibited
Bern, Galerie Kornfeld und Klipstein, Sam
Francis: Ausstellung, September 25 November 5, 1957, no. 16
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116. Sam Francis

1923-1994

Hydra
signed, titled, inscribed and dated “Sam
Francis 1950 Paris Hydra” on the reverse;
further inscribed and numbered “S1-23B
SF50-119” and stamped by the Sam
Francis Estate on the reverse
ink on paper
32 1/4 x 22 7/8 in. (81.9 x 58.1 cm.)
Executed in 1950.
This work is identifed with the interim
identifcation number of SF50-119 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
$30,000-40,000
Provenance
Estate of the Artist, California (1994)
Gallery Delaive, Amsterdam (acquired in
1998)
Acquired from the above by the late owner
in 1998
Exhibited
Paris, Galerie Jean Fournier, Sam Francis,
de 1947 à 1988, sur papier, October 21 November 26, 1988
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117. Sam Francis

1923-1994

Untitled
ink on paper
17 3/4 x 15 in. (45.1 x 38.1 cm.)
Executed circa 1950-52.
This work is identifed with the interim
identifcation number of SF52-039 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
$15,000-20,000
Provenance
Private Collection, California
Sotheby’s, New York, November 15, 2001,
lot 177
Acquired at the above sale by the late owner
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118. Sam Francis

1923-1994

Untitled (Circle Entre Noir et Blanc)
signed and dated “Sam Francis 1953, Dec.” on
the reverse
ink and watercolor on paper
21 1/2 x 17 in. (54.6 x 43.2 cm.)
Executed in 1953-54.
This work is identifed with the interim
identifcation number of SF54-015 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
$40,000-60,000
Provenance
Paul Jenkins, New York
Robert Elkon Gallery, New York (?)
Minami Gallery, Tokyo (?)
Christie’s, New York, September 23, 2003, lot 14
Acquired at the above sale by the late owner
Exhibited
Hanover, Kestner-Gesellschaf, Sam Francis,
April 25 - May 28, 1963, no. 31, p. 44
Bufalo, Albright-Knox Art Gallery; Washington,
D.C., Corcoran Gallery of Art; New York, Whitney
Museum of American Art; Dallas Museum of
Fine Arts, Sam Francis Paintings 1947-1972,
September 11, 1972 - March 18, 1973, no. 88, p.
108 (illustrated)
New York, Robert Elkon Gallery, Sam Francis:
The Fifies, December 11, 1974 - January 8, 1975
Literature
Peter Selz, Sam Francis, New York, 1975, pl. 80,
p. 151 (illustrated)
Peter Selz, Sam Francis, New York, 1982, pl. 86,
p. 163 (illustrated)
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“A model can take many diferent
poses, but the only thing that counts
is how the hand sets her on the paper.
How she lives on the paper. I draw
while she lives on the paper.”
Willem de Kooning
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119. Willem de Kooning

1904-1997

Eight works: (i-viii) Untitled
charcoal on paper
(i-viii) 9 x 6 in. (22.9 x 15.2 cm.)
Executed circa 1965-1980.
Estimate
$100,000-150,000
Provenance
The Estate of the Artist
Matthew Marks Gallery, New York
Acquired from the above by the late owner in 1997
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120. Philip Guston

1913-1980

Camera Ready, Like a Dream
signed with the artist’s initials “P.G.” lower right
oil on paper
9 7/8 x 14 3/4 in. (25.1 x 37.5 cm.)
Executed circa 1968.
Estimate
$15,000-20,000

Provenance
Bill Berkson, California
McKee Gallery, New York
Acquired from the above by the late owner
Exhibited
Andover, Addison Gallery of American Art; New York,
The Drawing Center, Philip Guston’s Poem-Pictures,
September 24, 1994 - July 28, 1995, p. 75
Tahíche, Fundación César Manrique, Línea y Poesía:
Philip Guston, Musa McKim, June 25 - September 27,
1998, p. 74 (illustrated)
Literature
Bill Berkson, Enigma Variations, Berkeley, 1975, n.p.
(illustrated)
Michael Semf, ed., Philip Guston: Drawings for Poets,
Munich, 2015, p. 106 (illustrated)
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121. Philip Guston

1913-1980

Untitled
signed and dated “Philip Guston ‘50” lower right
ink on paper
18 x 22 7/8 in. (45.7 x 58.1 cm.)
Executed in 1950.
Estimate
$40,000-60,000
Provenance
McKee Gallery, New York
Acquired from the above by the late owner
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122. William Anastasi

b. 1933

Subway Drawing
signed and dated “12.4.68 W. Anastasi” on the reverse
pencil on paper
11 x 13 7/8 in. (27.9 x 35.2 cm.)
Executed in 1968.
Estimate
$8,000-12,000
Provenance
Björn Ressle Fine Art, New York
Acquired from the above by the late owner
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123. Mark Tobey

1890-1976

Composition with Blue and Red
signed and dated “Tobey 67” lower right
gouache on paper
10 x 6 7/8 in. (25.5 x 17.5 cm.)
Executed in 1967.
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
[241-9-7-18].
Estimate
$6,000-8,000
Provenance
Hanover Gallery, London
Jean-Yves Mock, London and Paris
Sotheby’s, Kensington Olympia, February 7,
2005, lot 74
Acquired at the above sale by the late owner
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124. Wayne Thiebaud

b. 1920

Pie
signed and dated “Thiebaud 1958” lower right
gouache, watercolor, wax crayon and graphite on paper
8 1/8 x 9 1/4 in. (20.6 x 23.5 cm.)
Executed in 1958.
Estimate
$80,000-120,000
Provenance
Private Collection
Christie’s, New York, November 14, 2002, lot 132
Acquired at the above sale by the late owner

“I took three basic shapes to work with:
a rectangle, an ellipse or a circle and a
triangle. Well, that’s a piece of pie. A
piece of pie is a triangle on a saucer…
I chose a pie for a couple of reasons;
because of its basic shape and because
I had never seen a pie painted.”
Wayne Thiebaud
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125. Claes Oldenburg

b. 1929

Cake Slice
indistinctly signed with the artist’s initials and dated
“CO 1962” lower right
watercolor, gouache and charcoal on paper
10 x 13 1/2 in. (25.4 x 34.3 cm.)
Executed in 1962.
Estimate
$20,000-30,000

Provenance
Sidney Janis Gallery, New York
Dr. and Mrs. Aaron H. Esman, New York (acquired in 1969)
242 Inc., New York
Acquired from the above by the late owner in 1997
Exhibited
The New York Cultural Center, 3D into 2D: Drawing for
Sculpture, January 19 - March 11, 1973, no. 75, p. 31
Amsterdam, Stedelijk Museum; Stockholm, Moderna
Museet, Claes Oldenburg: Tekeningen, aquarellen en
grafek, August 30 - December 4, 1977, no. 37, p. 57
Literature
Gene Baro, Claes Oldenburg: Drawings and Prints,
London, 1969, no. 123, p. 247
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126. Claes Oldenburg

b. 1929

Map of Chicago Stufed with
Sof Numbers
signed with the artist’s initials, inscribed
and dated “chicago C.O. 1963” lower edge
crayon on paper
23 1/2 x 17 3/4 in. (59.7 x 45.1 cm.)
Executed in 1963.
Estimate
$50,000-70,000
Provenance
Sidney Janis Gallery, New York
Byron Gallery, New York
Private Collection (acquired from the
above in 1970)
Matthew Marks Gallery, New York
Acquired from the above by the late owner
in 1998
Literature
Gene Baro, Claes Oldenburg: Drawings
and Prints, London, 1969, no. 137, p. 248
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127. Robert Morris

b. 1931

Column, Two Positions, 1961
signed and dated “R. Morris 8/72” lower right
ink and ink wash on paper
22 x 30 in. (55.9 x 76.2 cm.)
Executed in 1972.
Estimate
$7,000-10,000

Provenance
The Artist
Abrams Family Collection, New York
Christie’s, New York, February 20, 2002, lot 177
Exhibited
Williamstown, Williams College Museum of
Art; Williamstown, Sterling and Francine Clark
Institute; Boston, Institute of Contemporary Art;
Seattle Art Museum; Austin, Laguna Gloria Art
Museum; Grand Rapids Art Museum; Otterlo,
Rijksmuseum Kröller-Müller; Milan, Padiglione
d’arte contemporanea, The Drawings of Robert
Morris, 1982 - 1984, no. 64, n.p.
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128. Carl Andre

b. 1935

7 Copper Weather Row
copper, in 7 parts
each 6 x 6 in. (15.2 x 15.2 cm.)
overall 6 x 42 in. (15.2 x 106.7 cm.)
Executed in 1980, this work is accompanied by a
certifcate of authenticity signed by the artist.
Estimate
$50,000-70,000
Provenance
Paula Cooper Gallery, New York
Acquired from the above by the late owner in 1990
Exhibited
New York, Paula Cooper Gallery, Carl Andre, March 26 April 19, 1980
Literature
Carl Andre, exh. cat., Haags Gemeentemuseum Den
Haag, The Hague, 1987, no. 18, p. 134
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129. Agnes Martin

1912-2004

Untitled
signed and dated “a martin ’65” on the reverse
graphite on paper
image 8 1/2 x 7 1/2 in. (21.6 x 19.1 cm.)
sheet 11 7/8 x 9 3/8 in. (30.2 x 23.8 cm.)
Executed in 1965, this work will be included in an
upcoming Catalogue Raisonné to be published
digitally by Artifex Press.
Estimate
$60,000-80,000
Provenance
The Elkon Gallery, New York
Galerie Hauser & Wirth, Zurich
Private Collection (acquired from the above)
Sotheby’s, New York, May 16, 2002, lot 175
Acquired at the above by sale by the late owner

“When I frst made a grid I happened
to be thinking of the innocence of
trees and then this grid came into my
mind and I thought it represented
innocence, and I still do, and so I
painted it and then I was satisfed.
I thought, this is my vision.”
Agnes Martin
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130. Mel Bochner

b. 1940

Untitled (Estimating an 8” x 8” Square)
each signed, titled, inscribed and dated
“ESTIMATING AN 8” x 8” SQUARE RED
LINE: DRAWN FIRST, FREE HAND GREY
LINE: DRAWN SECOND, MEASURED MEL
BOCHNER, 1972” lower lef
pencil and colored pencil on paper, in 2 parts
each 11 x 14 in. (27.9 x 35.6 cm.)
Executed in 1972.
Estimate
$15,000-20,000
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131. Sol LeWitt

1928-2007

Untitled
signed “Sol LeWitt” lower lef
ink on paper
10 1/4 x 10 1/4 in. (26 x 26 cm.)
Executed circa 1960s-1970s.
Estimate
$30,000-40,000
Provenance
Private Collection
Sotheby’s, London, October 26, 1989, lot 449
Acquired at the above sale by the late owner
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132. Sol LeWitt

1928-2007

Incomplete Open Cube 6/10
inscribed “6/10 x” lower lef and signed and dated
“Lewitt 1974” lower right
graphite and ink on paper
12 x 12 in. (30.5 x 30.5 cm.)
Executed in 1974.

Provenance
John Weber Gallery, New York
Acquired from the above by the late owner in 1990
Exhibited
Bufalo, Albright-Knox Art Gallery, October 1976 October 1977

Estimate
$8,000-12,000
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133. Sol LeWitt

1928-2007

Incomplete Open Cube 6/21
inscribed “6/21 x” lower lef and signed and dated
“Lewitt 1974” lower right
graphite and ink on paper
12 x 12 in. (30.5 x 30.5 cm.)
Executed in 1974.

Provenance
John Weber Gallery, New York
Acquired from the above by the late owner in 1990
Exhibited
Madison, Drew University, November 15 December 13, 1975
Bufalo, Albright-Knox Art Gallery, October 1976 October 1977

Estimate
$8,000-12,000
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“I work in that way a lot,
where there are drawings,
and then the work, and
then more drawings to
fgure out what I’ve done.”

Artist Focus / Bruce Naumam

Bruce Nauman

Used to both reconcile and construct his sculptural,
performative and installation pieces, Bruce Nauman’s
drawings ofer a unique look at the evolution of his creative
process, one which continues today. As Robert Storr espoused
on the occasion of an exhibition of Nauman’s work in 2002,
“one should linger over the drawings. Patient concentration
will be rewarded with the realization that Nauman, constant
experimenter and eager pioneer of new media, is also a master
of the most fundamental means of representation” (Robert
Storr, Bruce Nauman: Neons, Sculptures and Drawings, exh.
cat., Van de Weghe Fine Art, New York, 2002, p. 16). The
following two drawings by Bruce Nauman, executed between
1966 and 1970, illuminate the artist’s ongoing exploration of
the formal and conceptual qualities of art, certainly deserving
of close inspection.
In 1965, as a graduate student at University of California,
Davis, Nauman and his teacher William Wiley came across
the “Slant Step”, a seemingly ordinary step stool covered
with black rubber and green linoleum. Wiley found the object
nearby at the Mount Carmel Salvage Shop in Mill Valley and
was perplexed by its lack of functionality—should one step on
the surface tilted at a 45-degree angle, one would be sure to
slip. Together with Wiley, Nauman studied the peculiar object,
which in turn infuenced a series of drawings and a plaster
sculpture dedicated to the mysterious “Slant Step”. His 1966
sculpture titled Mold for a Modernized Slant Step was a central
work in an exhibition titled The Slant Step Show, which took
place the same year at the Berkeley Gallery in San Francisco,
organized by poet and playwright William Witherup. Nauman’s
sculpture, intended as a model cast for an edition, but instead
lef alone as a fnished piece, is now housed in the permanent
collection of the Museum of Contemporary Art, Chicago,
while the original green rubber and linoleum “Slant Step” was
donated to UC Davis’s permanent art collection in 2012.

Bruce Nauman and True Artist is a Luminous
Fountain Screen, 1966. Image Jack Fulton/Art
Resource, NY, Artwork © 2018 Bruce Nauman/
Artists Rights Society (ARS), New York
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The drawing Modern (Production) Slant Stool, executed in the
same year as Nauman’s plaster Mold for a Modernized Slant
Step, explores the peculiar object’s form. Notations around
the work ofer an intimate look at Nauman’s refections on its
structure in his attempts to reconstruct the three-dimensional
form on a two-dimensional surface. The artist’s hand is evident
in the ghostly, erased graphite lines beneath the outer contour
of the stool, and also in the annotations surrounding the
sketch, with crossed-out inscriptions and descriptive arrows.
The early part of the artist’s career to which this drawing
belongs marked a pivotal point in Nauman’s development as a

conceptual artist. Afer giving up painting in the early 1960s,
his studies at UC Davis transformed his work from fgurative
abstraction to a multi-disciplinary approach to post-modern
sculpture and installation, and Nauman’s earliest drawings,
like the present work, ofer the most intimate look at the
artist’s evolving practice.
Indeed, Nauman has relied on the medium of drawing
throughout his entire career, providing the foundation for his
most complex works. He ofen goes back and forth between
preparatory diagrams to fnished blueprint-like drawings.
As he has stated, “Yes, I work in that way a lot, where there
are drawings, and then the work, and then more drawings to
fgure out what I’ve done, to help me resolve what I’m in as
opposed to what I thought I was doing when I got started”
(Bruce Nauman, quoted in “Ingrid Schafner, Circling
Oblivion/Bruce Nauman through Samuel Beckett”, Bruce
Nauman, Baltimore, 2002, p. 164). This process is evident
too in RAW/WAR, 1968-1970, one of just a few drawings
related to Nauman’s 1970 neon work Raw War, housed
in the permanent collection of the Baltimore Museum of
Art, wherein the words “RAW” and “WAR” are fashed
alternately. Atop and beneath the drawing of six neon
letters, Nauman has annotated “ruby red” and “pale purple”,
describing the colors used in the neon tubing. Likely made
before the realization of the installed neon, this drawing,
once again, provides us with an in-depth look into Nauman’s
creative process. Related works on paper done afer the
neon illuminate his ongoing fascination with the palindromic
phrase “RAW WAR”, including a 1971 lithograph housed in
the permanent collection of the Tate, London.

Slant Step, 20th century. The Fine Arts Collection,
Jan Shrem and Maria Manetti Shrem Museum of
Art, University of California, Davis
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RAW/WAR occupies a time in Nauman’s career when he
became preoccupied with not only the formal efects of
lettering and language, but also its conceptual implications.
He said, “I am really interested in the diferent ways that
language functions. That is something I think a lot about,
which also raises questions about how the brain and the mind
work…the point where language starts to break down as a
useful tool for communication is the same edge where poetry
or art occurs” (Bruce Nauman, quoted in Christopher Cordes,
Bruce Nauman: Prints 1970-89, New York, 1989, p. 25).
Executed during the height of America’s involvement with the
Vietnam War, this work elicits an emotional reaction in viewers
when taken out of the context of Nauman’s artistic output.
The adjective “raw” helps describe the violent acts committed
in the political climate of the late 20th century, referring to
a physical and emotional rawness as a collective reaction to
war, one that is ever more poignant in today’s day and age. As
such, Nauman uses his multi-disciplinary approach to art as
a tool to connect with his viewers through seemingly simple
aesthetics and materials.
Masterpieces in their own right, these two works highlight
the importance of drawing in Nauman’s oeuvre. As the artist
declared of all of his work, “If I was an artist and I was in the
studio, then whatever I was doing in the studio must be art”
(Bruce Nauman, quoted in Ian Wallace and Russell Keziere,
“Bruce Nauman Interviewed,” Vanguard (Canada) 8, no. 1,
February 1979, p. 18).

Bruce Nauman, Raw War, 1970. The Baltimore Museum of Art,
Artwork © 2018 Bruce Nauman/Artists Rights Society (ARS). Courtesy
Electronic Arts Intermix (EAI), New York, Image Mitro Hood
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134. Bruce Nauman

b. 1941

RAW/WAR
signed, inscribed and dated “study for a neon
sign - 1968/70 Bruce Nauman” lower center
graphite, ink and colored pencil on paper
23 x 16 in. (58.4 x 40.6 cm.)
Executed in 1968-1970.
Estimate
$100,000-150,000
Provenance
Private Collection, Germany
Kunsthaus Lempertz, Cologne, May 28, 1999,
lot 337
Acquired at the above sale by the late owner
Exhibited
Basel, Museum für Gegenwartskunst;
Kunsthalle Tübingen; Kunstmuseum
Bonn; Rotterdam, Museum Boijmans Van
Beuningen; Kunstraum München; Badischer
Kunstverein Karlsruhe; Kunsthalle Hamburg;
New York, The New Museum of Contemporary
Art; Houston, Contemporary Arts Museum;
Los Angeles, The Museum of Contemporary
Art; Berkeley, University Art Museum, Bruce
Nauman Drawings 1965-1986, May 17, 1986 July 10, 1988, no. 71, n.p. (illustrated)
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135. Bruce Nauman

b. 1941

Modern (Production) Slant Stool
titled and inscribed lower lef “modern
(production) slant stool mold editions cast in
fberglass” and signed and dated “B. Nauman
66” lower right
graphite and pastel on paper
20 x 15 7/8 in. (50.8 x 40.3 cm.)
Executed in 1966.
Estimate
$50,000-70,000
Provenance
242 Inc., New York
Acquired from the above by the late owner
in 1997
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136. Fred Sandback

1943-2003

Untitled (4 drawings for 16 two-part pieces for the
John Weber Gallery)
each signed with the artist’s initials “FLS” lower right
pencil and ink on paper, in 4 parts
each 8 x 35 in. (20.3 x 88.9 cm.)
Executed in 1975.

Provenance
Galerie Fred Jahn, Munich
Acquired from the above by the late owner in 1989
Exhibited
Kettle’s Yard, University of Cambridge, Fred Sandback,
May 7 - June 26, 2005

Estimate
$20,000-30,000
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137. Robert Smithson

1938-1973

Spiral Jetty
titled and dated “Spiral Jetty 1970” lower right
crayon and felt-tip pen on paper
19 x 23 3/4 in. (48.3 x 60.3 cm.)
Executed in 1970.
Estimate
$15,000-20,000
Provenance
The Estate of the Artist
John Weber, New York
Private Collection, London
The Mayor Gallery, London
Acquired from the above by the late owner in 1990
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Exhibited
The New York Cultural Center, Robert Smithson:
Drawings, April 19 - June 16, 1974, no. 71, pp. 54, 88
(illustrated, p. 54)
Valencia, IVAM, Centre Julio Gonzalez, Robert Smithson:
Une Retrospective: le paysage entropique, 1960 – 1973,
April 22 – June 13, 1993, pp. 191, 228 (illustrated, p. 191)
London, Frith Street Gallery and Karsten Schubert, From
Figure to Object: A Century of Sculptors’ Drawings,
September 12 - November 2, 1996, n.p. (illustrated)
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138. Robert Mangold

b. 1937

Ellipse Within a Rectangle #2
signed and dated “R. Mangold 1972” lower lef and titled
“ELLIPSE WITHIN A RECTANGLE #2” lower right
acrylic and graphite on paper, laid on card
11 1/4 x 14 1/8 in. (28.5 x 35.8 cm.)
Executed in 1972.
Estimate
$10,000-15,000
Provenance
Lisson Gallery, London
Acquired from the above by the late owner
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139. Richard Tuttle

b. 1941

Three Drawings from the Whitney Series
(i) pencil on paper
(ii-iii) pencil and gouache on paper
each 36 x 30 in. (91.4 x 76.2 cm.)
Executed in 1971.
Estimate
$15,000-20,000
Provenance
Galerie Fred Jahn, Munich
Acquired from the above by the late owner in 1989

Property from The Estate of Howard Karshan

NY_TCA_DAY_AM_NOV18_2-111_BL.indd 73

18/10/18 09:31

Property from the Estate of Howard Karshan
O

140. Joel Shapiro

b. 1941

Untitled
signed and dated “1985 SHAPIRO” on the underside
oil on wood
9 7/8 x 15 3/8 x 12 1/4 in. (25 x 39 x 31 cm.)
Executed in 1985.
Estimate
$7,000-10,000
Provenance
Paula Cooper, New York
Acquired from the above by the late owner in 1987
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141. Joel Shapiro

b. 1941

Untitled
signed and dated “SHAPIRO 86” on the reverse
charcoal on paper
30 3/4 x 43 1/4 in. (78.1 x 109.9 cm.)
Executed in 1986.
Estimate
$15,000-20,000

Provenance
Paula Cooper Gallery, New York
Acquired from the above by the late owner
Exhibited
Oslo, Kunstnernes Hus, Kunsten a Tegne, The Art of
Drawing, May 5 - June 1, 1990, no. 57, p. 28

Property from The Estate of Howard Karshan
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Actual size

O

142. Gerhard Richter

b. 1932

Ohne Titel (2.2.89)
signed and dated “Richter 2.2.89” lower right
oil on photograph
5 3/4 x 3 7/8 in. (14.6 x 10.1 cm.)
Executed in 1989.
Estimate
$30,000-40,000
Provenance
Galerie Fred Jahn, Munich
Acquired from the above by the late owner
Literature
http://www.gerhard-richter.com, Catalogue
Raisonné, online

A Tale of Two Cities
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Actual size

Property from the Estate of Howard Karshan
O

143. Gerhard Richter

b. 1932

Ohne Titel (2.1.89)
signed and dated “Richter 2.1.89” center right
oil on photograph
5 x 7 in. (12.7 x 17.8 cm.)
Executed in 1989.
Estimate
$30,000-40,000
Provenance
Galerie Fred Jahn, Munich
Acquired from the above by the late owner
Literature
http://www.gerhard-richter.com, Catalogue
Raisonné, online

Property from The Estate of Howard Karshan
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144. William Nelson Copley

1919-1996

Property from the Estate of Howard Karshan
O

145. Raymond Pettibon

b. 1957

Untitled
signed and dated “CPLY 64” lower right
ink on paper
24 x 19 in. (61 x 48.3 cm.)
Executed in 1964.

Untitled (Flick)
signed and dated “Raymond Pettibon 91” on the reverse
ink and watercolor on paper
22 1/8 x 17 in. (56.2 x 43.2 cm.)
Executed in 1991.

Estimate
$5,000-7,000

Estimate
$10,000-15,000

Provenance
Sir Roland Penrose, United Kingdom
The Mayor Gallery, London
Acquired from the above by the late owner in 1991

A Tale of Two Cities
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146. Marlene Dumas

b. 1953

The Apple
signed, titled and dated “the apple Marlene 1994”
upper right
watercolor and ink on paper
10 1/4 x 13 in. (26 x 33 cm.)
Executed in 1994.
Estimate
$20,000-30,000
Provenance
Galerie Paul Andriesse, Amsterdam
Acquired from the above by the late owner in 1997

Property from The Estate of Howard Karshan
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Property from a
Private French Collector
The following selection of nine masterworks by Raoul
Dufy, previously housed in the same private collection
since their acquisition by the present owner nearly thirty
years ago, showcases the French painter’s lifelong
homage to the joy and color of life. In each of these works,
the eternally carefree and uplifing nature of Dufy’s
inimitable style is evident, and together, the following
selection of works serves as a testament to the taste with
which they were collected by the present owner. Though
Dufy interacted with and was infuenced by the
contemporaneous currents in art, including Fauvism and
Cubism, he maintained his independence as an artist and
forged his own path to develop an aesthetic that is
distinctly, and enduringly, his own. His entire oeuvre can
be viewed as an aspiration towards light, and his serenely
painted renderings of nature and people are imbued with
irony, grandeur and wit. Characterized by the artist’s love
for all that is vibrant in life, the works in this impressive
group span his infuential career and demonstrate many of
the themes Dufy explored with his graceful, poetic charm.
Refecting on his relationship with these exceptional
works, the present owner explained: “Dufy has allowed me
to uncover the true meaning of happiness, and has
instilled in me a desire and capacity to transform any
vision of the world into terrestrial joy.”
Painted in 1906 at the height of his Fauve period, Le port
du Havre showcases Dufy’s lifelong love of the sea and his
distinct use of color. Born in Le Havre, the Normandy port
town depicted in the present work, Dufy owed his love of
the sea to the city where he spent all of his childhood and
adolescence. The years of 1906-07 saw a period of intense
experimentation for Dufy when he frst coined his theory
‘couleur-lumière’, which he would apply to his entire
oeuvre: “I was spontaneously led towards what was to
become my real preoccupation. I had discovered a system,
whose theory was this: to follow the light of the sun is a
waste of time. Light in painting is something completely
diferent: it is a light distributed throughout the
composition, a ‘couleur-lumière’” (the artist, quoted in
Dora Perez-Tibi, Dufy, New York, 1989, p. 24). In the
summer of 1906, Dufy worked alongside Albert Marquet,
one of the original Fauves, in the seaside towns of Le
Havre, Trouville and Honfeur. Marquet guided the artist
during these months as Dufy experimented with color to
depict a departure from reality, using it in an expressive,
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rather than descriptive, technique. The rich chromatism
that Dufy developed during this period is evident in Le
port du Havre in the bright green, orange and purple hues
that highlight the boats and the windows of the portside
buildings. Though Dufy’s Fauve period was brief, spanning
only the years of 1906-07, the artist retained the stylistic
qualities that he learned during this time, such as the
paring down of subjects and his taste for color, applying
them to his work throughout his career.
In Paris, two retrospectives in 1907 of cubist painter Paul
Cézanne’s work, one at the Salon d’Automne and the
other at Galerie Bernheim-Jeune, inspired many artists of
the time, including Dufy, to explore the principles central
to Cézanne - the use of perspective and the visual
representation of space on a fat surface. Believing the
Euclidean perspective inherited from the Renaissance to
be too mathematical and infexible, Dufy explained:
“Might it not be interesting to return, in order to take it a
step further, to the study of perspective as conditioned by
the specifc demands of the painting, which I would call
the moral perspective in contrast with the other one?”
(the artist, quoted in Dora Perez-Tibi, Dufy, New York,
1989, p. 36). Picasso and Braque, amongst others, tackled
this same question, but the major diferentiating aesthetic
of Dufy’s investigation was his loyalty to the character of
the forms he depicted. Inspired by Cézanne’s method of
conveying space and volumes, Dufy juxtaposed planes
parallel to the surface of the canvas in order to create a

tiered representation of form. In Le jardin des plantes,
1909, the dense composition is created by the interplay of
the strong vertical lines of the trees and the geometric
design of the architectural forms. Each element is
carefully placed and staggered such that the composition
can be read coherently, highlighting Dufy’s focus on the
relationship of each element to those surrounding it: “We
have the tree, the bench, the house, but what interests
me, the most difcult thing, is what surrounds these
objects. How are we to hold everything together? Nobody
has done it like Cézanne: what lies between his apples is
just as beautiful and signifcant as the apples themselves”
(the artist, quoted in Dora Perez-Tibi, Dufy, New York,
1989, pp. 40-41).
The theme of the regatta frst appeared in Dufy’s work in
1907, and would appear time and time again throughout
his practice, set against a backdrop of diferent towns
across France and England. Deauville held a particular
fascination for Dufy, hosting a plethora of festivities
including horse races, regattas, and social gatherings at
the Casino, which Dufy depicted in varying combinations
of vibrant colors and dynamic compositions. Dufy
considered the sea a backdrop for activities and lively
spectacles, and the ultimate location to observe the
efects of light: “Unhappy the man who lives in a climate
far from the sea, or unfed by the sparkling waters of a
river! … The painter constantly needs to be able to see a
certain quality of light, a fickering, an airy palpitation
bathing what he sees” (the artist, quoted in Dora
Perez-Tibi, Dufy, New York, 1989 p. 158). In Régates à
Deauville, painted in 1934, sailboats with billowing
crescent sails, bathed in light, race by grand buildings on
the quai on the far side of the shore. The horizontal
brushstrokes of the expressive sea and sky enhance the
sense of movement as the boats enter the composition at
the lef and then pass by the viewer in our implied position
as spectator. Detail is sacrifced in favor of broad strokes
that capture the general impression of the scene, allowing
one to be easily immersed into the light-hearted activities.
Similarly, horse races and equestrian events served as an
equally colorful and dynamic festivity for Dufy to capture.
The artist delighted in attending the races at Deauville,
Longchamp, Epsom, and Ascot, among others, studying
the horses and jockeys in action and the spirited crowd of
spectators. In Chevaux, jockeys et élégantes, painted in

Georges Braque, Le port d’Anvers, 1906. Musée des
beaux-arts du Canada, Ottawa, Artwork © 2018 Artists
Rights Society (ARS), New York/ADAGP, Paris
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Raoul Dufy in his studio, circa 1935. Image Photo by
Gaston Paris/Roger Viollet/Getty Images
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1950, horses and elegant patrons are set against a brilliant
green lawn beneath a bright blue sky. This composition,
teeming with action, is interspersed with evocative and
playful details that convey the spirit of the occasion, such
as a woman’s parasol and a jockey’s fashy outft.

lef panel depicts a landscape of Dufy’s native Normandy
that is composed of both real and imaginary elements,
including the port of Le Havre, a castle set in a grove of
apple trees, and a rainbow and rain clouds overhead, typical
of Normandy’s ever-changing climate.

In June of 1936, Dufy was commissioned to paint a
monumental decoration for the semi-circular smoking room
and bar of the new theatre at the Palais de Chaillot, erected
for the imminent Exposition Internationale of 1937 held in
Paris. Dufy created many studies for the commission before
it was fnally installed in 1940, working through the piece in
ink, watercolor and gouache on paper. In the frst iteration,
Dufy arranged the three central river nymphs in a pyramid
to avoid the traditional representation of the Three Graces.
This original arrangement is visible in Étude pour le bar du
Palais de Chaillot, executed in 1937, with the Seine standing
in the middle and Oise and Marne reclining at her feet, but
Dufy eventually posed the three central fgures standing,
holding hands. The fnal version of the composition, titled
The Seine, the Oise and the Marne, is intended to be read
from right to lef, and many of the narrative elements are
also evident in this earlier study. In the right panel of the
fnished product, Dufy depicted the Eifel Tower, the
Tuileries Gardens and the Seine fowing through the
countryside and into the distance, to the city of Rouen. The

Le grand orchestre and Hommage à Bach, each executed
circa 1946, showcase Dufy’s unwavering passion for music,
which he inherited from his father, an amateur musician
and organ player, who inspired a passion for music in all of
his children from an early age. In Dufy’s representations of
musicians, compositions are transposed into pure
musicality, refecting his deep understanding and
appreciation for this form of art, so much so that his friend
Pablo Casals told him: “I cannot tell what piece your
orchestra is playing, but I know which key it is written in”
(Pablo Casals, quoted in Dora Perez-Tibi, Dufy, New York,
1989, p. 292). In Le grand orchestre, the composition,
fanked by the theater’s wings and centered by the
impressive chandelier overhead, appears to be foating on
a sumptuous yellow surface that inhabits the entire
canvas. The simplifed forms of the audience, musicians
and instruments evoke musical notes on a staf and
convey a palpable sense of rhythm across the work.
Hommage à Bach belongs to a series of homages to great
composers, such as Mozart, Debussy and Bach, as in the
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present lot, dating to the last ten years of Dufy’s life.
Inspired by the iconography of classical music, Hommage
à Bach is a celebration of the composer as well as music
itself. A fute, the artist’s palette, a violin, a shell and a
trumpet are all gathered at the lower center of the
composition below a plaque of Bach’s name. In the upper
part of the composition, set against a deep blue sky and
fufy clouds, lies a triumphal arch, a fying fgure that
harkens back to maritime scenes, and a boat sailing into
the distance, representing the composer’s eternal fame
and accomplishment.
Nu dans l’atelier de la place Arago à Perpignan, from the
same year, 1946, belongs to a series of nudes depicted in
Dufy’s study, begun decades prior in 1909. Though this
subject did not play a major role in Dufy’s oeuvre, it served
as a means of uniting two traditional themes conceived in
a distinctly modern aesthetic - the nude and the artist’s
studio - and marked the development of his style as he
returned to this model throughout his career. The studio
acted as a representation of the mental space in which the
artist’s work occurred, and, fttingly, the scene depicted in

Nu dans l’atelier de la place Arago à Perpignan is
composed of bright colors and is bathed in light from the
large window at the lef side of the composition. A
tenderly portrayed, relaxed woman reclines on a
chaise-lounge at the center, while the easel to her right
holds an unfnished painting, suggestive of the artist’s
presence in the room. The window overlooking the town
visually increases the dimensions of the studio, endowing
it with an airy and spacious feeling characteristic of Dufy’s
interiors, and his studio in the Place Arago in Perpignan,
where he worked from 1946-51, depicted in the present
work, is the apotheosis of this theme.
Dufy visited Venice on two occasions in his life, frst in
1938, and again toward the end of his life in 1952 when he
was invited to exhibit at the Biennale. The artist’s trips to
Venice inspired poetic evocations of the city, and during
his second stay in 1952 he created a number of
watercolors from his balcony of the Gritti Palace
overlooking the Grand Canal, including Arlequin à Venise.
Whereas his works from his frst visit in 1938 were
primarily representations of the city’s architecture, mostly
void of human fgures, the composition of Arlequin à
Venise is dominated by a jovial Harlequin posed in the
middle of the Piazza San Marco in front of the island of
San Giorgio Maggiore. The scale of the buildings relative
to the Harlequin evoke a dream-like efect, heightened by
the expressionistic brushstrokes and delicate palette. The
Harlequin appears in Dufy’s oeuvre on numerous
occasions in both Italian and French settings, consistently
outftted in his characteristic costume and ofen
accompanied by a musical instrument. Across his
representations of Venice, Dufy skillfully captured the
particular, elusive light of Venice with a myriad of blue and
yellow hues, a testament to his continued gif for and
fascination with color.

Interior of the Private French
Collector’s residence.
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147. Raoul Dufy

1877–1953

Nu dans l’atelier de la place Arago à Perpignan
signed “Raoul Dufy” lower right
oil on canvas
25 5/8 x 31 7/8 in. (65 x 81 cm.)
Painted circa 1946, this work is accompanied by a
certifcate of authenticity dated November 14, 2013.
Fanny Guillon-Lafaille has kindly confrmed the
authenticity of this work, which will be included in her
forthcoming second supplement to the Catalogue
Raisonné of Paintings currently in preparation.
Estimate
$200,000-300,000
Provenance
Collection Pierre Bourdouil, Domaine de Jau
Galerie de Paris, Toulouse (acquired in 1961)
Madame Hirst, Chateau de Cazals
Acquired from the above by the present owner
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148. Raoul Dufy

1877–1953

Régates à Deauville
signed “Raoul Dufy” lower lef
oil on canvas
12 7/8 x 32 1/4 in. (33 x 82 cm.)
Painted in 1934, this work is accompanied by a photo
certifcate of authenticity dated September 10, 1996.
Fanny Guillon-Lafaille has kindly confrmed the
authenticity of this work.
Estimate
$400,000-600,000
Provenance
Henri Gafé, Beaulieu-sur-Mer
Private Collection, Brussels
Acquired from the above by the present owner in 1991
Exhibited
Marseille, Musée Cantini, Hommage à Raoul Dufy,
1954, no. 32 (illustrated, titled Régates à Trouville)
Nice, Galerie des Ponchettes, Hommage à Raoul
Dufy, March 1954, no. 23, pp. 25-28 (illustrated, p.
28, titled Régates à Trouville)
Nice, Galerie des Ponchettes, Hommage à Raoul
Dufy, July - September 1963, no. 25 (titled Régates
à Trouville)
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New York, Hirschl & Adler Galleries; Honolulu,
Academy of Arts, Raoul Dufy, November 3, 1965 March 20, 1966, no. 21, n.p.
Hamburg, Kunstverein; Essen, Museum Folkwang,
Raoul Dufy, December 16, 1967 - April 14, 1968, no.
61, pl. 66 (illustrated)
Milan, Galleria del Milione, Raoul Dufy, March 28 May 1, 1969, no. 14, n.p. (illustrated)
Bordeaux, Galerie des Beaux Arts, Raoul Dufy, May
2 - September 1, 1970, no. 86, pl. 33 (illustrated)
London, Wildenstein, Raoul Dufy, October 2-30,
1975, no. 20, n.p.
Musée de Lodève, 2002-2009 (on loan)
Tokyo, Musée Municipal des Beaux-Arts de Mitaka;
Tochigi, Musée Municipal des Beaux-Arts d’Ashikaga;
Musée EKi Kyoto; Musée Municipal des Beaux-Arts
d’Oita, Raoul Dufy, April 18 – December 13, 2009, no.
27, pp. 44-45, 110 (illustrated, pp. 44-45)
Literature
Alfred Werner, Raoul Dufy, London, 1970, pp. 138-139
(illustrated, p. 139)
Maurice Lafaille and Fanny Guillon-Lafaille,
Raoul Dufy, Catalogue Raisonné de l’oeuvre peint,
Supplément, Paris, 1985, no. 1917, p. 84 (illustrated)
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149. Raoul Dufy

1877–1953

Chevaux, jockeys et élégantes
signed “Raoul Dufy” lower lef
oil on canvas
25 5/8 x 31 7/8 in. (65 x 81 cm.)
Painted circa 1950, this work is accompanied by a photo
certifcate of authenticity dated September 10, 1996.
Fanny Guillon-Lafaille has kindly confrmed the
authenticity of this work, which will be included in her
forthcoming second supplement to the Catalogue
Raisonné of Paintings currently in preparation.
Estimate
$350,000-450,000
Provenance
Private Collection, Brussels
Acquired from the above by the present owner in 1991
Exhibited
Musée de Lodève, 2002-2009 (on loan)
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150. Raoul Dufy

1877–1953

Le port du Havre
signed “Raoul Dufy” lower right
oil on canvas
19 5/8 x 24 in. (50 x 61 cm.)
Painted in 1906, this work is accompanied by a photo
certifcate of authenticity dated May 6, 1995.
Fanny Guillon-Lafaille has kindly confrmed the
authenticity of this work, which will be included in her
forthcoming second supplement to the Catalogue
Raisonné of Paintings currently in preparation.
This work was been requested for inclusion in the
forthcoming exhibition Dufy in Le Havre at the André
Malraux Museum of Modern Art from May 18 –
November 3, 2019.
Estimate
$350,000-450,000
Provenance
Private Collection, Brussels
Acquired from the above by the present owner in 1991
Exhibited
Turin, Palazzo Bricherasio; Lodève, Musée de Lodève,
Hôtel du Cardinal de Fleury, i Fauves e la critica,
February 5 - September 26, 1999, no. 59, pp. 182-183,
185, 208 (illustrated, pp. 183, 185)
Musée de Lodève, 2002-2009 (on loan)
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151. Raoul Dufy

1877–1953

Arlequin à Venise
signed and dedicated “à ma petite flle Raoul Dufy” lower center
watercolour and gouache on paper
17 1/8 x 13 7/8 in. (43.5 x 35.5 cm.)
Executed circa 1952, this work is accompanied by a photo
certifcate of authenticity dated January 29, 1997.
Fanny Guillon-Lafaille has kindly confrmed the authenticity of
this work, which will be included in her forthcoming supplement
to the Catalogue Raisonné of Watercolors, Gouaches and Pastels
currently in preparation.
Estimate
$50,000-70,000
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Provenance
The Estate of Berthe Reysz, France
Acquired from the above by the present owner
Exhibited
Musée de Lodève, 2002-2009 (on loan)
Tokyo, Musée Municipal des Beaux-Arts de Mitaka;
Tochigi, Musée Municipal des Beaux-Arts d’Ashikaga;
Musée EKi Kyoto; Musée Municipal des Beaux-Arts
d’Oita, Raoul Dufy, April 18 – December 13, 2009, no. 53,
p. 53, 114 (illustrated, p. 53)
Sète, Musée Paul Valéry, Dufy en Méditerrané, June 18
- October 31, 2010, no. 54, pp. 158-159, 206 (illustrated,
pp. 159, 206)
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152. Raoul Dufy

1877–1953

Hommage à Bach
signed “Raoul Dufy” lower center
oil on panel
19 5/8 x 24 in. (50 x 61 cm.)
Painted circa 1946, this work is accompanied by a photo
certifcate of authenticity dated September 10, 1996.
Fanny Guillon-Lafaille has kindly confrmed the
authenticity of this work, which will be included in her
forthcoming second supplement to the Catalogue
Raisonné of Paintings currently in preparation.
Estimate
$100,000-150,000
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Provenance
Private Collection, Brussels
Acquired from the above by the present owner in 1991
Exhibited
Musée de Lodève, 2002-2009 (on loan)
Tokyo, Musée Municipal des Beaux-Arts de Mitaka;
Tochigi, Musée Municipal des Beaux-Arts d’Ashikaga;
Musée EKi Kyoto; Musée Municipal des Beaux-Arts
d’Oita, Raoul Dufy, April 18 – December 13, 2009, no.
41, p. 56, 113 (illustrated, p. 56)
Sète, Musée Paul Valéry, Dufy en Méditerrané,
June 18 - October 31, 2010, no. 46, pp. 138-39, 204
(illustrated, pp. 139, 204)
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153. Raoul Dufy

1877–1953

Le Grand Orchestre
signed “Raoul Dufy” lower lef
oil on canvas
31 7/8 x 25 5/8 in. (81 x 65.1 cm.)
Painted circa 1946, this work is accompanied
by a photo certifcate of authenticity dated
September 10, 1996.
Fanny Guillon-Lafaille has kindly confrmed the
authenticity of this work, which will be included in her
forthcoming second supplement to the Catalogue
Raisonné of Paintings currently in preparation.
Estimate
$350,000-450,000
Provenance
Private Collection, Brussels
Acquired from the above by the present owner in 1991
Exhibited
Musée de Lodève, 2002-2009 (on loan)
Musée d’Art Moderne de la Ville de Paris, Raoul Dufy,
Le plaisir, October 17, 2008 - January 11, 2009, no.
100, pp. 266, 314 (illustrated, p. 266)
Sète, Musée Paul Valéry, Dufy en Méditerrané,
June 18 - October 31, 2010, no. 43, pp. 130-131, 203
(illustrated, pp. 131, 203)
Tokyo, Musée Municipal des Beaux-Arts de Mitaka;
Tochigi, Musée Municipal des Beaux-Arts d’Ashikaga;
Musée EKi Kyoto; Musée Municipal des Beaux-Arts
d’Oita, Raoul Dufy, April 18 – December 13, 2009, no.
42, p. 57, 113 (illustrated, p. 57)
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154. Raoul Dufy

1877–1953

Étude pour le bar du Palais de Chaillot
signed “Raoul Dufy” lower right
India ink on paper
19 5/8 x 67 3/8 in. (50 x 171 cm.)
Executed in 1937, this work is accompanied
by a photo certifcate of authenticity dated
November 5, 2001.
Fanny Guillon-Lafaille has kindly confrmed the
authenticity of this work.
Estimate
$40,000-60,000
Provenance
Private Collection, Brussels
Acquired from the above by the present owner
in 1991
Exhibited
Musée de Lodève, 2002-2009 (on loan)
Literature
Fanny Guillon-Lafaille, Raoul Dufy, Catalogue
Raisonné des Dessins, vol. 1, Paris, 1991, no. 827,
p. 329 (illustrated)
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155. Raoul Dufy

1877–1953

Le jardin des plantes
signed “Raoul Dufy” lower right
oil on canvas
18 1/8 x 21 5/8 in. (46 x 55 cm.)
Painted in 1909, this work is accompanied by a photo
certifcate of authenticity dated May 6, 1995.
Fanny Guillon-Lafaille has kindly confrmed the
authenticity of this work.
Estimate
$180,000-250,000
Provenance
Private Collection, Brussels
Acquired from the above by the present owner in 1991
Exhibited
Hamburg, Kunstverein; Essen, Museum Folkwang, Raoul
Dufy, December 16, 1967 - April 14, 1968, no. 37, pl. 45,
n.p. (illustrated, titled Botanischer Garten (München?))
Bièvres, Moulin de Vauboyen, Raoul Dufy, November 1968
- January 1969, no. 24
Bordeaux, Galerie des Beaux-Arts, Raoul Dufy, May
2 - September 1, 1970, no. 44 (titled Munich: Le jardin
des plantes)
Lyon, Musée des Beaux-Arts, Musée de l’Imprimerie;
Barcelona, Museu Picasso, Museu Tèxtil i d’Indumentària,
Raoul Dufy, January 28 - July 11, 1999, p. 123 (illustrated)
Musée de Lodève, 2002-2009 (on loan)
Nice, Musée des Beaux-Arts de Nice, Raoul Dufy, Un
Autre Regard, July 4 - September 28, 2003, pp. 72, 194,
(illustrated, p.72)
Musée des Beaux-Arts de Brest, June 20 - November 1,
2009 (on loan)
Literature
Maurice Lafaille, Raoul Dufy, Catalogue Raisonne de
l’oeuvre peint, vol. 1, Geneva, 1972, no. 263, pp. 223
(illustrated)
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Georges Seurat
L’Homme à femmes, 1890

Georges Seurat, L’Homme
Ã femmes, 1890. The Barnes
Foundation, Philadelphia
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Executed in 1890, George Seurat’s L’Homme à femmes
was created as the cover illustration for novelist Victor
Joze’s book by the same title. Joze’s roman à clef novel
belonged to his La Ménagerie sociale series, a playful
collection of stories about human behavior, drawing
on characters from contemporary society. In the novel
L’Homme à femmes, one of the two main characters,
an impressionist painter working on a picture of
the chahut, is likely modelled afer Seurat. Other
characters in the book include Edouard Normand,
who is evidently Edouard Dujardin, former editor of
Revue indépendante, and critic Paul Alexis, a real-life
acquaintance of Seurat whom the artist also painted.
The discernible characters in Joze’s novel and the
numerous collaborations between artists and authors
at this time ofer an interesting window into the French
avant-garde art scene of the late 19th century. Henri
de Toulouse-Lautrec, in fact, also created a number of
illustrations announcing Joze’s works, including Reine
de Joie, 1892, Babylon d’Allemagne, 1894, and Tribu
d’Isidore, 1897. His only foray into illustration of this
nature, Seurat was likely infuenced by Jules Chéret’s
poster L’Amant des Danseuses, 1888 for the cover of
a novel by Félicien Champsaur, in which a similarly
outftted solitary male fgure is also surrounded by a
group of animated women.

In 1886, Seurat turned to the pleasure-seeking
middle class of Paris as his main subject, ofen
depicting scenes set in cafés or circuses. The women
in L’Homme à femmes, with exaggerated features
and smirking expressions, are near parodies of the
artist’s other drawings of the café-concert singer,
evidencing the artist’s delight in this caricatural style
of draughtsmanship. The overall upward tendency of
the dashed lines forming the composition in L’Homme
à femmes further supports the light-hearted, jesting
nature of the work and showcases Seurat’s superb
and nuanced handling of line, form and shadow in
his drawings. An equally charming oil painting of this
subject executed in pointillist dream-like pastel colors is
housed in The Barnes Foundation, Philadelphia, though
it was ultimately the present drawing that was used
as the cover for Joze’s novel. L’Homme à femmes was
previously in the collection of Victor Joze himself and
later belonged to Yves Saint Laurent and Pierre Bergé,
adding further nuance to the fascinating story behind
this exquisite work.

Georges Seurat, Le Chahut,
1889–1890. Collection Kröller-Müller
Museum, Otterlo
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Property from an Important Private Collection

156. Georges Seurat

1859-1891

L’Homme à femmes
signed “Seurat” lower lef
ink drawing on calque paper
10 1/8 x 6 1/2 in. (25.6 x 16.5 cm.)
Executed in 1890.
We are grateful to Galerie Brame & Lorenceau for
confrming the authenticity of this work.
Estimate
$350,000-450,000
Provenance
The Artist
Victor Joze, Paris (likely ofered by the Artist’s family
in 1891)
Félix Fénéon, Paris (acquired in 1926)
Baron Robert von Hirsch, Bâle (acquired in 1958)
Sotheby Parke Bernet & Co., London, June 27, 1978,
lot 848
Galerie Tarica, Paris (acquired at the above sale)
Yves Saint Laurent and Pierre Bergé (acquired from
the above in September 1985)
Christie’s, Paris, Collection Yves Saint Laurent et
Pierre Bergé, Paris, February 23, 2009, lot 6
Acquired at the above sale by the present owner
Exhibited
Paris, Galerie Bernheim-Jeune, Les dessins de
Georges Seurat, November 29 - December 24, 1926,
no. 97, n.p. (illustrated)
Paris, Galerie Paul Rosenberg, Seurat, February 3 29, 1936, no. 127, n.p.
Paris, Galerie Nationales du Grand Palais; New York,
Metropolitan Museum of Art, Seurat, April 9, 1991January 12, 1992, no. 213, p.383 (illustrated)
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Literature
Victor Joze, L’Homme à femmes, Paris, 1890 (illustrated,
front cover)
Georges Lecomte, “La Ménagerie Sociale de M. Victor
Joze: Une couverture de M. Seurat”, Art et critique,
February 1890, p. 87.
Bernheim-Jeune, ed., “Précisions concernant Seurat”,
Le Bulletin de la Vie Artistique, Paris, no. 16, August 15,
1924, p. 360 (illustrated)
Gustave Coquiot, Seurat, Paris, 1924, p. 111
Gustave Kahn, Les dessins de Georges Seurat, Paris,
1928, pl. 81 (illustrated)
Robert Rey, La peinture française à la fn du XIXe siècle:
La renaissance du sentiment classique: Degas – Renoir –
Gauguin – Cézanne - Seurat, Paris, 1931, pp. 140-141
Robert L. Herbert, “Seurat and Jules Chéret”, The
Art Bulletin, vol. 40, no. 2, June 1958, fg. 6, p. 158
(illustrated)
Henri Dorra and John Rewald, Seurat, Paris, 1959, no.
196a, p. 250 (illustrated)
C.M. de Hauke, Seurat et son oeuvre, Paris, 1961, vol. II,
no. 695, pp. 286-87 (illustrated, p. 287)
Robert L. Herbert, Seurat’s Drawings, New York, 1962,
fg. 133, pp. 153-54 (illustrated, p. 154)
Gustave Kahn, The Drawings of Georges Seurat, New
York, 1971, no. 101, p. xvii (illustrated)
Georges Seurat: The Drawings, exh. cat., The Museum
of Modern Art, New York, 2007, fg. 11, pp. 178-79
(illustrated, p. 179)
Michelle Foa, Georges Seurat: The Art of Vision,
New York and London, 2015, fg. 92, pp. 111, 145-46
(illustrated, p. 146)
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157. Kurt Schwitters

1887-1948

Mz 30,3
signed, titled and dated “K. Schwitters 1930 Mz 30,3”
on the artist’s mount
paper collage on paper
artwork 6 1/8 x 4 7/8 in. (15.4 x 12.4 cm.)
artist’s mount 12 3/4 x 8 3/4 in. (32.4 x 22.2 cm.)
Executed in 1930, this work is accompanied by a
certifcate of authenticity issued by Ernst Schwitters.
Estimate
$120,000-180,000
Provenance
Ernst Schwitters, Lysaker (1948 - 1967)
Åke Broman, Nyköping (acquired in 1967)
Sotheby’s, London, December 4, 1991, lot 150
Acquired at the above sale by the present owner
Exhibited
São Paulo, Museum of Modern Art, VI Biennale: Kurt
Schwitters, 1961, no. 54
Stedelijk Museum, Amsterdam; Staatliche Kunsthalle
Baden-Baden; Basel, Galerie Handschin; Brussels,
Bibliothèque Royale, Schrif und Bild, L’art et
l’écriture, 1963, no. 363
Stockholm, Konstsalongen Samlaren, Kurt Schwitters
i svensk ägo, October 28 – November 13, 1967, no. 28
Literature
Karin Orchard and Isabel Schulz, eds., Kurt
Schwitters: Catalogue raisonné, 1923-1936, Vol. II,
Hanover, 2003, no. 1673, p. 323 (illustrated)

A wonderful example of Kurt Schwitters’ Merzzeichnungen
(Merz Drawings), Mz 30,3, 1930 is a colorful construction
that perfectly typifes the German artist’s signature collage
works, commenced in 1919 and sustained until the end of
his life in 1948. Self-described as an artist who “nails [his]
pictures together”, Schwitters was of unquestionable
infuence on artists such as Alberto Burri, Cy Twombly,
Robert Rauschenberg, and Sigmar Polke, who similarly
experimented with ideas of construction while examining
the essence of drawing and painting.
The present work’s title, Mz, is an abbreviation of the
aforementioned expression, and an invention of Schwitters
to designate the idea of construction. It draws from the
artist’s earliest collage in 1919, which saw the expression
“Kommerz und Privatbank” (Commerce and Private
Bank) arbitrarily contracted as “Merz”. The present work,
created eleven years later, exemplifes a time at which
Schwitters commanded his “fnal Constructivist upsurge”.
The collage’s most legible component reads “Anstieg
zum Neroberg” (Climb to Neroberg), ostensibly sourced
from a journal article regarding the Neroberg mountain
in Hesse, Germany, and is surrounded with geometrically
superimposed layers of warm-coloured paper. “Collages
of that date are sober, dignifed, highly geometric
compositions” notes John Elderfeld, “At the same time,
however, the number of bold fgure-ground contrasts is
reduced, to achieve greater force, and the surrounding
materials are kept closer to each other tonally” (John
Elderfeld, Kurt Schwitters, London 1985, p. 190).
Discussing the signifcance of his Merz paintings versus
drawings, Schwitters positioned the latter not as
preparatory or peripheral works, but as key pieces that
embodied his Merz production. In this perspective, the
artist wrote: “Please treat the small Merzdrawings just
like paintings” (Kurt Schwitters, “Merzzeichnungen und
i-Zeichnungen”, Merz, no. 20, 1927, p.102), conferring equal
importance to both mediums.
A work of great historical signifcance, Mz 30,3 was
exhibited in revered institutions such as the São Paulo
Museum of Art in 1961, on the occasion the VI Biennale
dedicated to the artist, the Stedeljik Museum in Amsterdam
in 1963, and Stockholm’s Konstsalongen Samlaren for
Kurt Schwitters i svensk ägo in 1967. The present work
represents an important emblem of Schwitters’ artistic
output, which was not only groundbreaking in its period,
but furthermore deeply informative of contemporary
production and the artist’s pioneering vision.
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Property from an
Important East Coast Collection
Thoughtfully assembled over the past 20 years, the following
works from an Important East Coast Collection showcase the
superb taste and passion of the intrepid collectors. Having
worked extensively with the infuential and highly respected art
advisor Joan Sonnabend, owner of Obelisk Gallery, Boston, the
collectors have gained unparalleled access to prominent artists
and estates. In forming their collection, the present owners
expressed their interests to Joan, who would in turn search for a
variety of works that best showcased the practices of their chosen
artists. For example, Richard Pousette-Dart, whom the collectors
consider to be their favorite artist, is represented in depth in their
collection, which includes both paintings and drawings by the
artist. It was Joan’s close friendship with the artist and his wife
that allowed the collectors to purchase a number of works directly
from Pousette-Dart’s widow, including Blue Enstrata (lot 189).
The collectors have lived with this impressive collection in their
beautifully designed home, where commissioned works by Pae
White and Tony Cragg are also displayed.
Behind each acquisition lies a fascinating and thoughtful story,
showcasing both the collectors’ intimate relationship with each
work and their discerning approach to collecting. Max Ernst’s
Untitled, 1943 (lot 158) was originally gifed by the artist to Hedda
Sterne, a prominent fgure in 20th century art largely associated
with Surrealists and later with Abstract Expressionists. Afer
her death, a number of works in her personal collection were
consigned to Pace Gallery, where the present owner purchased
the work. Beyond this remarkable provenance, the collectors
have explained that Ernst’s Untitled also held a very personal
appeal for them: “It was signifcant to us because our son hadn’t
been born yet and the mother and father birds are huddled,
afectionately, around their little baby girl.” Larry Poons’ Untitled,
1965 (lot 199) also came into this collection with an equally
charming history - in the late 1960s, Poons accidentally knocked
out a friend’s tooth while playing pool, and, feeling guilty, gifed
him the present work as compensation for his dental fees. The
collection also features works that are near and dear to the artists
themselves. For example, when acquiring Falling Notes, 2003 by
Claes Oldenburg and Coosje van Bruggen (lot 236), the collectors
learned that Claes originally intended to keep the work in his
personal collection afer Coosje’s death, but were delighted when
the artist eventually decided to sell the striking sculpture.
The individual histories of each work together create a single
compelling story in the collection as a whole, one which Phillips
is thrilled to have the opportunity to tell in ofering the following
selection of exceptional contemporary and modern works across
our Morning and Afernoon sessions of the 20th Century &
Contemporary Art Day Sale this season.
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Interior of the Important East
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Property from an Important East Coast Collection

158. Max Ernst

1891-1976

Untitled
signed “max ernst” lower right
oil pastel and frottage on colored paper
17 7/8 x 14 in. (45.4 x 35.6 cm.)
Executed in 1942.

Literature
This work will be included in a supplementary volume
of the complete work of Max Ernst in preparation by
Werner Spies and Jürgen Pech.

Estimate
$20,000-30,000
Provenance
Hedda Sterne, East Hampton
The Estate of Hedda Sterne
The Pace Gallery, New York
Acquired from the above by the present owner in 2011
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Property from an Important East Coast Collection

159. Jean Arp
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1886-1966

Gesticulant
bronze
16 1/8 x 14 7/8 x 14 1/8 in. (41 x 38 x 36 cm.)
Conceived in 1964 and cast by Godard in 1970,
this work is number 3 from an edition of 5, and is
accompanied by a photo certifcate of authenticity
issued by Marguerite Arp in 1971.

Provenance
Carroll Janis, New York
Sidney Janis Gallery, New York (acquired
in 1971)
Vivian Horan Fine Art, New York
Acquired from the above by the present
owner in 2011

Estimate
$40,000-60,000

Literature
Eduard Trier, Jean Arp Sculpture His Last
Ten Years, New York, 1968, no. 329, pp. 12627 (another example illustrated, p. 126)
Arie Hartog, ed., Hans Arp - Skulpturen
– Eine Bestandsaufnahme (Hans Arp Sculptures - A Critical Survey), Ostfldern,
2012, no. 329, p. 383 (another example
illustrated)
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160. Joan Miró

1893-1983

Painting III
signed, titled and dated “MIRÓ. 14/X/65 III” on the
reverse
oil on canvas
6 1/2 x 9 1/2 in. (16.5 x 24.1 cm.)
Painted in 1965, this work is accompanied by a
photo certifcate of authenticity issued by Mr.
Jacques Dupin in 2003.
Estimate
$150,000-200,000
Provenance
Pierre Matisse Gallery, New York
Acquavella Galleries, New York
Mahs Gallery, Hong Kong
Acquired from the above by the present owner
Exhibited
Saint-Paul, Fondation Maeght, Miró, 1968, no. 82
(illustrated)
Barcelona, Antic Hospital de la Santa Creu, Miró,
November 1968 - January 1969, no. 87
Literature
James Johnson Sweeney, Joan Miró, Barcelona,
1970, p. 149 (illustrated)
Michel Tapié, Joan Miró, Milan, 1970, no. 95, n.p.
(illustrated)
Jacques Dupin and Ariane Lelong-Mainaud, Joan
Miró, Catalogue raisonné. Paintings, Volume IV:
1959-1968, Paris, 2002, no. 1207, p. 163 (illustrated)
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The present work, titled Painting III, 1963, created
towards the end of Joan Miró’s prolifc career,
illustrates the artist’s legacy through the presence
of complementary dualities of form. The painting’s
free-form components showcase Miró’s approach to
art and its intrinsic connection to poetry and literature.
William Rubin, the late curator of the MoMA, described
Miró’s work as peinture-poésie, translating to “a
commitment to subjects of a visionary, poetic, and
hence, a metaphoric order” (Dada, Surealism, and Their
Heritage, exh. cat., The Museum of Modern Art, New
York, 1968, p. 64).
In Painting III, the viewer is confronted with an ethereal
feld of blue. A red form fows through the composition
as it traverses the canvas from the lef to the right,
surrounded by an almost white aura that emanates from
the central form. Beneath the red motif, a burst of blue
pigment provides a ground for the form to reside on; the
texture of the canvas is palpable through the wash-like
application of the blue pigment, creating a dynamic
visual conversation through the poetic juxtaposition of
the smooth linear form and the lively background.
Miró’s treatment of the canvas and use of paint refects
his interest in the fat plane of the surface and his
counter-inductive treatment of traditional mediums,
elements which he has called “the shock” and “the
beautiful surprise” (the artist, quoted in Carolyn Lachner,
Joan Miró, New York, 1993, p. 74). The beautiful surprise
in the present work can be interpreted as the shock of
the red fgure, which disrupts the dreamy blue negative
space. Miró’s attraction to the color blue can be further
understood from a note written by the artist in the 1960s
around the time that the present lot was painted. This
note states a simple phrase that the artist quotes from
the surrealist Victor Hugo: “L’art c’est l’azur”, which
translates to “art is blue.” Miró’s particular inclination
towards the color blue and his unique treatment of form
is present throughout his career, making Painting III a
paradigm of Miro’s poetic approach to painting.
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161. Joan Miró

1893-1983

Figure en état de métamorphose (Figure in a State of
Metamorphosis)
signed “Miró” lower right; further signed, titled and
dated “Joan Miró “Figure en état de métamorphose”
3/2/36” on the reverse
gouche and India ink on paper
16 1/4 x 12 3/4 in. (41.3 x 32.4 cm.)
Executed in 1936, this work is accompanied by
a photo certifcate of authenticity issued by Mr.
Jacques Dupin in 2002.
Estimate
$250,000-350,000
Provenance
Pierre Matisse Gallery, New York
Acquavella Galleries, New York
Mahs Gallery, Hong Kong
Acquired from the above by the present owner
Exhibited
Jacques Dupin and Ariane Lelong-Mainaud, Joan
Miró, Catalogue raisonné. Drawings, Volume I: 19011937, Paris, 2008, no. 592, p. 285 (illustrated)
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162. Marc Chagall

1887-1985

Femme et vase de feurs
signed and dated “1950-1953 Marc Chagall” lower lef
watercolor, gouache and India ink on paper
19.5 x 17.25 in. (49.5 x 43.8 cm.)
Executed in 1950-53.
The authenticity of this work has been confrmed by
the Comité Marc Chagall.
Estimate
$180,000-250,000
Provenance
Ohana Gallery, London
Maxwell Gallery, San Francisco
Frans Jacobs, Amsterdam
Acquired from the above by the present owner
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163. Rufno Tamayo

1899-1991

Hombre y la Luna
signed and dated “Tamayo O-63” upper right; titled
“HOMBRE Y LA LUNA” on the reverse
oil and sand on canvas
21 3/4 x 25 3/8 in. (55.3 x 64.3 cm.)
Executed in 1963.
We are grateful to Juan Carlos Pereda for his kind
assistance in cataloguing this work.
Estimate
$120,000-180,000
Provenance
Acquired directly from the artist by the present
owner in 1963
Exhibited
Tokyo, Shiba Shirokane Geihinkan (Tokyo
Metropolitan Teien Art Museum), Rufno Tamayo,
September 11 - October 6, 1963, no. 51, n.p.
(illustrated)
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164. Diego Rivera

1887-1959

Don Lupito
signed, dedicated and dated “To King Vidor Diego
Rivera 1936” lower right; further titled and dated
“Don Lupito Octobre 1936” on the reverse
oil on Masonite
32 x 23 3/4 in. (81.3 x 60.3 cm.)
Painted in 1936.
We are grateful to Professor Luis-Martín Lozano for
his kind assistance in cataloguing this work.
Estimate
$350,000-450,000

The famed Mexican muralist, Diego Rivera, was also
an accomplished portrait painter who created unique
depictions of many of the most illustrious fgures in
Mexico and the United States, including in his iconic
fresco murals, realized in San Francisco, Detroit
and New York. Parallel to his work as a muralist,
Rivera simultaneously cultivated the genre of easel
painting with great mastery and knowledge of art
history. Beginning in his formative years, while the
artist studied at the Escuela Nacional de Bellas
Artes in Mexico City, Rivera would ofen portray his
contemporaries, and upon studying the paintings of
Joaquín Sorolla, John Singer Sargent and Giovanni
Boldini during his frst trip to Europe in 1907, Rivera
observed that portraiture could be an area of great
experimentation and accomplishment. In fact, it was
through his portraits and still life that Diego Rivera
consolidated his position as a prominent cubist painter
in avant-garde Paris, between 1913 and 1917.
Upon returning to Mexico in 1921, Rivera discovered a
drastically diferent country than the one that he had
lef 14 years earlier. The frst social revolution of the
20th century had passed, and a new post-revolutionary
regime had been consolidated in which there was an
unprecedented cultural renaissance. Rivera soon joined
the group of muralists working under the direction
of the Minister of Education, José Vasconcelos, and
almost immediately became the most renowned
artistic fgure in contemporary Mexican culture.
However, Rivera’s prestige went beyond Mexico’s
borders, and by the 1930s he was exhibiting in the most
illustrious museums in the United States, gaining much
notoriety among American collectors both in New York
and on the West Coast.
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Provenance
King W. Vidor, Long Angeles (acquired directly
from the artist)
King Vidor Trust, Los Angeles
Sotheby’s, New York, November 29, 1983, lot 22
Acquired at the above sale by the present owner
Literature
Bertram D. Wolfe, Portrait of Mexico, New York, 1937,
pl. 40, n.p. (illustrated)
Antonio Souza, “Los Niños Mexicanos: Pintados par
Diego Rivera”, Arte de Mexico, no. 27, vol. 5, 1959, no.
18, n.p. (illustrated)
Laura Cortés Gutiérrez, ed., Diego Rivera: Catálogo
General de Obra de Caballete, Mexico City, 1989, no.
1258, p. 166 (illustrated)

During the 1930s, Rivera won admiration from patrons
who eagerly collected his work, including some of
the most creative names in art and industry. Rivera
admired the technological achievements of the
Industrial Revolution in the United States, yet for him it
was cinema that embodied the most faithful expression
of modernity. Therefore, it is no wonder that leading
producers, directors and actors were drawn to his art.
Among them was renowned flmmaker King Wallis
Vidor (1894-1982), who directed such important flms
as The Crowd (1928), for which he received his frst
Oscar nomination, and Hallelujah (1929), which for the
frst time included a cast of African-American actors.
Rivera met King Vidor through the beautiful Mexican
actress Dolores del Río, who had flmed the movie Bird
of Paradise (1932) with Vidor in Hollywood.
King Vidor acquired this painting directly from Rivera in
November of 1936. Originally titled Niño sentado, the
painting depicts an indigenous Mexican child named
José Guadalupe Castro Sosa, who Rivera would paint
many times and would come to refer to afectionately
as “Don Lupito”. In this particular work, Rivera
masterfully captures his sitter—a tender, restless
child—through the inquisitive gaze beaming from his
beautiful, almond-shaped eyes, as his small, playful
hands are preoccupied with an orange.
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165. Salvador Dalí

1904-1989

Don Quichotte
signed “Dalí” lower right
oil on canvas
57 5/8 x 44 7/8 in. (146.4 x 114 cm.)
Painted in 1969.
This work is recorded in Descharnes Archives under
reference H-994.
Estimate
$180,000-250,000
Provenance
Galleria Internazionale, Milan
Galleria Levi, Milan
Galleria Del Milone, Milan
Brook Street Gallery, London
Sotheby’s, New York, May 11, 2000, lot 304 (titled Picador)
Sotheby’s, New York, May 6, 2004, lot 358 (titled Picador)
Acquired at the above sale by the present owner
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Property of an Important European Family Collection

166. Roberto Matta

1911-2002

Untitled
signed, indistinctly inscribed and dated “Roberto Matta 62”
lower right
colored pencil and graphite on paper
19 3/4 x 25 1/2 in. (50.2 x 64.8 cm.)
Executed in 1962, this work is accompanied by a certifcate
of authenticity issued by Germana Ferrari Matta.
This work will be included in the forthcoming catalogue
raisonné being prepared by Mr. Ramuntcho Matta.
Estimate
$5,000-7,000
Provenance
Private Collection, Italy
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Property of an Important European Family Collection

167. Roberto Matta

1911-2002

XXIII
signed and titled “Roberto Matta XXIII” on the reverse
oil on canvas
44 3/4 x 57 1/4 in. (113.7 x 145.4 cm.)
Painted in 1961, this work is accompanied by a certifcate
of authenticity issued by Germana Ferrari Matta.
This work will be included in the forthcoming catalogue
raisonné being prepared by Mr. Ramuntcho Matta.
Estimate
$70,000-100,000
Provenance
L’Attico Galleria d’Arte, Rome
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168. Diego Rivera

1887-1959

Girl Holding Flowers
signed and dated “Diego Rivera 41” upper lef
watercolor on rice paper
15 1/4 x 10 1/8 in. (38.7 x 25.7 cm.)
Executed in 1941.
We are grateful to Professor Luis-Martín Lozano
for his kind assistance in cataloguing this work.
Estimate
$40,000-60,000
Provenance
Private Collection, New York
Thence by descent to the present owner
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169. Jean Dufy
Le concert
signed “Jean Dufy” lower right
gouache on paper laid down on canvas
12 5/8 x 18 7/8 in. (32 x 48 cm.)
Executed circa 1956-58.
Estimate
$15,000-20,000
Provenance
Private Collection
Christie’s East, New York, February 24, 1990, lot 110
Private Collection
Sotheby’s Arcade, New York, February 23, 2005, lot 41
Private Collection, New York
Literature
Jacques Bailly, Jean Dufy: Catalogue raisonné de
l’oeuvre, Vol. I, Paris, 2002, no. J.528, p. 277 (illustrated)
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Property from an Important East Coast Collection

170. Jean Dubufet

1901-1985

Mire G 32 (Kowloon)
signed with the artist’s initials and dated “J.D. 83”
lower right
acrylic on paper laid down on canvas
sheet 26 1/2 x 39 1/2 in. (67.3 x 100.3 cm.)
canvas 27 x 39 3/4 in. (68.6 x 101 cm.)
Executed in 1983.
Estimate
$180,000-250,000
Provenance
The Estate of the Artist
Pace Gallery, New York
Acquired from the above by the present owner
Exhibited
New York, Pace Gallery, Jean Dubufet: A
Retrospective, 1975-1984, April 24 - June 13, 1987
New York, Pace Gallery, Willem de Kooning, Jean
Dubufet: The Late Works, September 17 - October 16,
1993, no. 9, n.p. (illustrated)
Literature
Mildred Glimcher, Jean Dubufet: Towards an
Alternative Reality, New York, 1987, p. 288 (illustrated)
Max Loreau, Catalogue des travaux de Jean Dubufet,
fascicule XXXVI: Mires, Paris, 1988, no. 27, p. 19
(illustrated)
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Created in 1983, just two years before the artist’s passing,
Jean Dubufet’s Mire G 32 (Kowloon) utilizes rich primary
colors and abstract form to evoke strong reactions from
its viewers. The artist’s Mire series is understood as a
dramatic divergence from his previous Hourloupes, and
were referred to by Dubufet as “Test Patterns” employed
to revitalize his creativity. The present lot showcases
Dubufet’s bright yellow ground, newly and routinely
utilized in the Mires series to illuminate the artist’s
gestural energy. The purity of color and the looseness of
abstract lines throughout the composition completely
abandon the fgural imagery present in Dubufet’s previous
works, and portray a raw and unrefned emotion that
encourage personal interpretation. Among one of the
frst artists to question the authenticity of institutional art
practices, Dubufet’s ideals persisted even through the end
of his career.
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Property from a Distinguished Private
Collection, Florida

171. Jean Dubufet

1901-1985

Figure VIII
signed with the artist’s initials and dated “J.D. 74”
lower right
vinyl on laminated panel
37 x 50 1/2 in. (94 x 128.3 cm.)
Painted in July 1974.
Estimate
$150,000-250,000
Provenance
Galerie Beyeler, Basel
Pace Gallery, New York
Private Collection
Literature
Max Loreau, Catalogue des travaux de Jean
Dubufet, fascicule XXVIII: Roman burlesque,
Sites tricolores, Paris, 1979, no. 88b, p. 71 (drawing
illustrated)
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Jean Dubufet’s Figure VII is emblematic of the artist’s
l’Hourloupe paintings and sculptures, Dubufet’s
longest and most original series which culminated in
1974, the year in which the present work was executed.
A lifelong proponent of Art Brut, Dubufet consistently
discovered new ways to emphasize a more immediate
and rudimentary quality in art, one that he was able to
fully explore within the l’Hourloupe cycle. The series’
signature characteristic is the looping nature of the
line and Dubufet’s ability to wield it as a double-edged
sword – delineating natural forms and also intricately
describing abstract thoughts and shapes.
Figure VII transmutes the linearity of Dubufet’s
geometric drawings into a dramatic three-dimensional
form that extends of the wall and into the viewers’
physical space. The spontaneous black outlines that
encapsulate white space exquisitely illustrate the
main themes of the series, begun in 1962 and initially
inspired by pen doodles drawn while talking on the
telephone. This work embodies a jigsaw-like pattern
in which the pieces seem simultaneously calculated
and disjointed, evoking an immediacy that engages
the viewer. Dubufet’s work defes traditional creative
processes and is not representative of life or nature, but
was instead invented from the ideas explored within
his own mind. “Ordinary art depicts the perceived
world…Whereas…mental space does not resemble
three-dimensional perceived space and has no use
for such notions such as above or below, in front of or
behind, close or distant. [Mental space] presents itself
as fowing, whirling, meandering water and therefore
its transcription requires entirely diferent devices
from those deemed appropriate for transcribing the
perceived world” (Thomas Messer, Jean Dubufet: A
Retrospective, New York, 1973, p. 24).
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Property from an Important East Coast Collection

172. William Baziotes

1912-1963

Circus Abstraction
signed “Baziotes” lower right; further signed and
titled “Circus Abstraction William Baziotes” on the
reverse
oil on canvas
32 x 24 in. (81.3 x 61 cm.)
Painted in 1946, this work will be included in the
forthcoming catalogue raisonné being prepared by
the William Baziotes Estate.
Estimate
$100,000-150,000
Provenance
Saidenberg Gallery, New York
Private Collection, New York
James Reinish & Associates, Inc., New York
Acquired from the above by the present owner
Exhibited
Ithaca, Cornell University, Herbert F. Johnson
Museum of Art; New York, Whitney Museum
of American Art, Abstract Expressionism: The
Formative Years, March 30 – December 3, 1978, fg.
44, p. 58 (illustrated)
Milwaukee Art Museum, Center Ring, The Artist: Two
Centuries of Circus Art, May 7 - June 28, 1981, no. 8,
pp. 46, 90 (illustrated, p. 46)
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“My whole intention in painting
is to make a thing poetical; but
not poetical in a literary sense.
I want something that evokes
mood, a background, a stage set
for certain characters that are
playing certain parts.”
William Baziotes
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Mark Tobey
Between Black and White, 1970

A key fgure in post-war American painting, Mark Tobey
developed a distinctive visual language over the course of
ffy years, conjuring American, European, and East Asian
iconographic elements in poetically abstract paintings.
Replete with forms resembling Chinese, Persian, Arabic
and Zen inscriptions, the American artist’s work mirrors
his peripatetic life, and hovers somewhere between
sensuous abstraction and original calligraphy. Between
Black and White, 1970 is emblematic of this complex
aesthetic, and boasts Tobey’s iconic idiosyncratic “white
writing” that weaves webs of letter-like symbols on
the entirety of the painted surface. Reminiscent of the
Abstract Expressionists’ “all-over” compositions, the
present work equally summons questions on physicality
and space. A meticulous construction of undulating white
lines, Between Black and White indeed demonstrates
Tobey’s exceptional capacity to create an illusion of spatial
infnity, blurring the line between pictorial fatness and
three-dimensionality.
Upon commencing his artistic career in the mid-1940s,
Tobey became aware that his work could neither be
defned by the ancient practice of calligraphy, nor
be collated to the strictly pictorial nature of Abstract
Expressionism. Situated somewhere in the middle, his
paintings hesitantly aligned with postwar abstraction, yet
boasted a tone of their own, at once candidly intimate and
deeply spiritual. Sidney Janis noted that what distanced
Tobey the most from his Abstract Expressionist peers was
perhaps his gestural awareness. “Here it is presumably
diferent from psychic automation in [that] it is essentially
under conscious direction” he writes (Sidney Janis, quoted
in Debra Bricker Balken, “Mark Tobey: Life Tracks in the
Snow”, Mark Tobey: Threading Light, New York, 2017, p.
18). The shape of Tobey’s white undulations, purposely
resembling fgurative symbols, indeed suggests an
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underlying calligraphic infuence evocative of Eastern
iconography. Debra Bricker Balken further notes that
Tobey’s “anomalous relationship” to post-war American
painting can be attributed to his late start as a painter, and
the fact that his interactions with the New York avantgarde scene were limited (Debra Bricker Balken, Mark
Tobey: Threading Light, p. 22).
Executed in 1970, just a decade afer Tobey’s permanent
move from Seattle to Basel, Between Black and White
signals in its title a desire to return to his American home,
and to continue travelling to countries abroad. Sufering
a heart attack in 1968 and undergoing a heavy operation
the following year, the artist was constrained to remain
in Switzerland for the rest of his life, abruptly prevented
from envisaging even one last voyage. Cathartically
expressing his state of isolation on canvas, Tobey used
painting as a way to materialize the illusion of a journey.
Art, as such, became a liberating tool through which a
fugue was made possible.
Drawing from the idea that one’s existence can be
understood as a web of interlaced elements, Tobey’s
work meditates upon the various networks that structure
the universal. In Between Black and White, the thick,
luminous white forms brightening the work’s stark
background with occasional drips of yellow and red,
produces a visual efect bordering on illusion, whereby
the work swallows itself into infnity. This aspect is only
enhanced by a spiritual infection which permeates
Tobey’s gestures: converted to the Bahaï religion in his
late twenties, the artist frequently incorporated hues of
spirituality in his work. Between Black and White aptly
demonstrates this: it invokes themes of grandeur and
humility, cyclical timeframes and infnity.
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Mark Tobey photographed by Hans Namuth.
Image ©1991 Hans Namuth Estate, Courtesy
Center for Creative Photography
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173. Mark Tobey

1890-1976

Between Black and White
signed and dated “Tobey 70” lower right
tempera and oil on cardboard
39 1/2 x 27 1/2 in. (100.3 x 69.9 cm.)
Executed in 1970.
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 [247-10-17-18].
Estimate
$180,000-250,000
Provenance
Willard Gallery, New York
Collection of Dr. and Mrs. Greub, Basel
Germann Auktionshaus, Zurich, June 1, 1999, lot 49
Private Collection, Michigan
Moeller Fine Art, New York

“[Tobey] is valued because of his spirituality, his
timelessness, his energy and vitality, his intimacy,
profundity, and sincerity. No one has a more vibrant
line, more singing color, more sophisticated control
of the spatial complexities of abstract form. He
has [woven]... his own fabric to give form to his
own vision. He has built his own world and, in the
process, has helped illuminate ours.”
M. C. Rueppel
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174. Carol Rama

1918 - 2015

La guerra è astratta
signed, titled and dated “Carol Rama 1970 LA
GUERRA E ASTRATTA” on the reverse
inner tube, copper wire and bichromatic canvas, in
artist’s frame
28 3/4 x 36 1/4 in. (73 x 92 cm.)
Executed in 1970, this work is accompanied by a
certifcate of authenticity issued by the Archivio
Carol Rama.
Estimate
$70,000-100,000
Provenance
Private Collection
Private Collection, Turin
Galleria La Bussola, Turin
Acquired from the above by the present owner
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175. Lee Bontecou

b. 1931

Untitled
signed and dated “Bontecou 1983” lower right
pastel on paper
9 3/8 x 12 1/4 in. (23.8 x 31.1 cm.)
Executed in 1983.
Estimate
$20,000-30,000
Provenance
Acquired directly from the artist by the
present owner
Exhibited
New York, Jason McCoy Gallery, Master Drawings:
Jackson Pollock, Lee Krasner, Paul Klee, Lee
Bontecou, May 16 - July 1, 2016, no. 23
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Vincent van Gogh,
The Starry Night. Saint
Rémy, 1889. The Museum
of Modern Art, New York,
Image SCALA/Art
Resource, NY
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Property from a Distinguished Private
Collection, Florida

176. Milton Avery

1885-1965

Nude by the Sea
signed and dated “Milton Avery 1954” lower right
oil on illustration board
3 1/8 x 9 3/8 in. (7.9 x 23.8 cm.)
Executed in 1954.
Estimate
$20,000-30,000
Provenance
The Estate of Milton Avery
Jefrey Hofeld & Company, New York (acquired
from the above in 1986)
Acquired from the above by the present owner
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Wayne Thiebaud
Cosmetic Lady, 1983–86

“I don’t make a lot of distinctions
between things like landscape and fgure
painting because to me the problems
are inherently the same—lighting,
color, structure, and so on—certainly
traditional and ordinary problems.”
Wayne Thiebaud

Depicted in delectable candy-like hues, Cosmetic Lady
is a stellar pairing of Wayne Thiebaud’s signature still
lifes of everyday objects with his exploration of the
human fgure. Thiebaud truly hit his stride as a painter
in the early 1960s through his extensive investigation
of unequivocally American objects that celebrated
ordinary life; painted from memory, Thiebaud’s
subjects ranged from desserts, for which he is best
known, to pinball machines, cosmetics, tools and
toys. Discussing his chosen subject matter, Thiebaud
explained: “Most of [the objects] are fragments of
actual experience. For instance, I would really think
of the bakery counter, of the way the counter was
lit, where the pies were placed… Those little vedute
in fragmented circumstances were always poetic to
me” (the artist, quoted in Steven A. Nash and Adam
Gopnik, Wayne Thiebaud: A Paintings Retrospective,
San Francisco, 2000, p. 18). Though fgure painting
constitutes a comparatively small part of Thiebaud’s
oeuvre, it has also been a signifcant preoccupation
of the artist since 1963 and plays an important role
alongside his still lifes in capturing modern taste and
accoutrements. In Cosmetic Lady, the fgure and neatly
aligned cosmetics are pared down to their essential
details and lit with dramatic spot lighting, qualities
typical of Thiebaud’s irresistible bright modernity.
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Wayne Thiebaud, Lipsticks, 1964.
Private Collection, Image
Bridgeman, Artwork © Wayne
Thiebaud/2018 Artists Rights
Society (ARS), New York
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Edouard Manet, Bar at the Folies-Bergere, 1882.
Courtauld Institute Galleries, London, Image Art
Resource, NY

Thiebaud experimented with spatial orientation
throughout his oeuvre, arranging objects so that they
recede deep into the canvas, are seen from an aerial
view, or are depicted from straight on. In the present
work, the objects are pressed forward against the
picture plane, creating a pictorial space with very little
depth and a strong emphasis on horizontality formed
by the bands of color in the background and the
counter that extend to the edges of the composition.
The frontal pose of the lady presents a direct
juxtaposition - despite her apparent proximity to the
viewer, the woman appears to gaze across the counter
directly past the viewer in a similar fashion to the
elusive barmaid in Édouard Manet’s A Bar at the FoliesBergère, 1882. Thiebaud explained: “The fgures… are
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not supposed to reveal anything. It’s like seeing a
stranger in some place like an air terminal for the
frst time” (the Artist, quoted in Karen Tsujimoto,
Wayne Thiebaud, Seattle and London, 1985, p. 104).
As such, the focus of the present work remains
squarely on the narrative scene rather than on a
psychological analysis of the individual depicted.
Posed behind the glass counter, she is isolated
from the viewer and, in turn, becomes part of the
display of cosmetics on ofer. Painted in 1983-86 at
the height of his artistic powers, Cosmetic Lady is a
testament to Thiebaud’s unwavering commitment
to depicting the colorful story of popular culture and
his fascination with brash Americana.
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177. Wayne Thiebaud

b. 1920

Cosmetic Lady
oil on wood
9 1/8 x 12 5/8 in. (23.2 x 32.1 cm.)
Painted in 1983-86.
Estimate
$400,000-600,000
Provenance
Allan Stone Gallery, New York
Hackett-Freedman, San Francisco
Private Collection
Thence by descent to the present owner
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Wayne Thiebaud
San Francisco Shore, 1985

“San Francisco is a fantastic city.
It’s easy to make it into a pretend
city, a kind of fairy tale.”
Wayne Thiebaud

Painted in 1985, the same year as the artist’s major
retrospective organized by the San Francisco Museum
of Modern Art, the present lot is a prime example of
Wayne Thiebaud’s rich cityscapes. The scene the artist
has painted is simultaneously familiar and dreamlike,
based in both observation and imagination. Depicting
the freeways of San Francisco as it hugs the coastline,
the painting is rendered in saturated blues, greens and
purples, quintessential to Thiebaud’s colorful palette.
Buildings of varying heights are nestled together as
geometric forms simplifed into blocks of color, while
horizontal streets move from lef to right, colliding
into the gentle curve of the freeway. The resulting
image is ever so slightly unbalanced, mimicking
the unpredictable and varied topography of the city
Thiebaud has chosen to depict. For example, what
appears to be the pavement of the road in the lower
center part of the composition can also be perceived
as the concrete of skyscrapers, as in the upper right
quadrant. Combining multiple vantage points into a
singular image, Thiebaud creates a tension between
the three-dimensional space and the two-dimensional
plane, resulting in a dynamic work that challenges the
notions of traditional landscape painting.
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The city of San Francisco, where Thiebaud moved in
the early 1970s, transformed the landscapes the artist
had begun in the 1960s. Upon settling there, the artist
developed a distinct style that was inspired by the city’s
hilly streets and lush coastline. Of his painting process
for the San Francisco scenes, he said, “I was fascinated,
living in San Francisco, by the way that diferent streets
came in and then just vanished. So I sat out on a street
corner and began to paint them, but they didn’t really
work…I went right back in the studio and began to play
around with graphite and eraser. I thought it through
and then went back to direct observation” (Wayne
Thiebaud, quoted in Adam Gopnik, “An American
Painter” in Wayne Thiebaud: A Paintings Retrospective,
Fine Arts Museums of San Francisco, San Francisco,
2000, p. 58). Indeed, Thiebaud’s painting practice of
the late 20th century, while rooted in observation, was
honed in the studio. Rather than record exactly what he
saw from diferent viewpoints, the artist re-confgured
the cityscape indoors, collapsing aerial perspectives
into that which is seen from eye-level, and vice versa.
What remains, as in the present lot, is a world derived
from Thiebaud’s imagination that recalls the terrain of
a familiar city. With renowned exhibitions this past year
at the Museum Voorlinden in the Netherlands, the frst
European retrospective of his work, and at the Morgan
Library & Museum in New York, the sale of the present
lot comes in the wake of increased critical acclaim for the
California-based painter.
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Wayne Thiebaud at the Whitney
Museum of American Art. Image
Susan Watts/NY Daily News
Archive via Getty Images
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178. Wayne Thiebaud

b. 1920

San Francisco Shore
signed and dated “Wayne Thiebaud 85” upper
right; further signed and dated “Thiebaud
1985” on the reverse
oil on canvas
28 1/8 x 36 in. (71.4 x 91.4 cm.)
Painted in 1985.
Estimate
$450,000-600,000
Provenance
Allan Stone Gallery, New York
Carolyn and Joel Gibbs, Massachusetts
(acquired from the above)
Thence by descent to the present owner
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179. Ruth Asawa

1926-2013

Untitled (SD.085, Sculpture Drawing: Tied
wire with 8 branches)
indistinctly signed “Asawa” lower right
ink on paper
18 1/4 x 26 1/2 in. (46.4 x 67.3 cm.)
Executed circa 1970.
Estimate
$40,000-60,000
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Provenance
Asawa Family Collection
Christie’s Private Sales, New York
Acquired from the above by the present
owner in 2013
Exhibited
New York, Christie’s Private Sales Gallery,
Ruth Asawa: Objects & Apparitions, May 6 31, 2013, p. 99 (illustrated)
Houston, McClain Gallery, re:construction,
January 27 – April 28, 2018
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Property from an Important East Coast Collection

180. Alexander Calder

1898-1976

Untitled (Champagne Cork Wire Figure)
champagne cork wire
2 1/8 x 4 x 1 1/4 in. (5.4 x 10.2 x 3.2 cm.)
Executed circa 1960, this work is registered in
the archives of the Calder Foundation, New York,
registered under application number A19074.
Estimate
$30,000-40,000
Provenance
The Estate of the Artist
Pace Gallery, New York (acquired from the
above in 2012)
Acquired from the above by the present
owner in 2012
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Property from an Important East Coast Collection

181. Alexander Calder

1898-1976

Untitled (Man, Woman, Bird and Sun)
signed with the artist’s initials “CA” lower right
ink on paper
16 x 13 3/4 in. (40.6 x 34.9 cm.)
Executed circa 1968, this work is registered in
the archives of the Calder Foundation, New York,
registered under application number A15209.

Provenance
Perls Gallery, New York
Sotheby’s Arcade, New York, February 7, 1996, lot 262
Private Collection, New York
Christie’s East, New York, February 23, 1999, lot 80
Obelisk Gallery, Boston
Acquired from the above by the present owner

Estimate
$20,000-30,000
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Property from an Important East Coast Collection

182. Alexander Calder

1898-1976

Pont du gard
signed and dated “Calder 62” lower right; further
titled “Pont du gard” on the reverse
gouache and ink on paper
29 1/4 x 41 1/2 in. (74.3 x 105.4 cm.)
Executed in 1962, this work is registered in the
archives of the Calder Foundation, New York,
registered under application number A14090.

Provenance
Nicholas Guppy, London (acquired directly from
the artist)
Obelisk Gallery, Boston (acquired from the above)
Acquired from the above by the present owner

Estimate
$35,000-45,000
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183. Alexander Calder

1898-1976

Four Dots with Brass Tail
incised with the artist’s initials “AC” on the brass
element
sheet metal, brass, wire and paint
6 1/4 x 9 1/2 x 3 in. (15.9 x 24.1 x 7.6 cm.)
Executed circa 1953, this work is registered in the
archives of the Calder Foundation, New York under
application number A19018.

“To most people who look at
a mobile, it’s no more than
a series of fat objects that
move. To a few though, it
may be poetry.”
Alexander Calder

Estimate
$250,000-350,000
Provenance
Private Collection, New York
Exhibited
Hartford, Wadsworth Atheneum Museum of Art,
Alexander Calder: Mobiles / Naum Gabo: Kinetic
Constructions and Constructions in Space, October
16 - November 28, 1953, no. 29
Cambridge, Harvard University Graduate School of
Design, Calder, April 25 - May 25, 1955, no. 19
Literature
E. Roy Ray, “Much Ado About Mobiles”, Hartford
Courant Magazine, October 11, 1953
Calder in Connecticut, exh. cat., Wadsworth
Atheneum Museum of Art, Hartford, 2000, fg. 140,
p. 122 (illustrated, installation view of Wadsworth
Atheneum Museum of Art 1953 exhibition)

In Four Dots with Brass Tail, executed circa 1953,
movement is central to this intimately scaled mobile
from the artist’s prolifc sculptural practice. Everchanging in its form, the work does not remain
constant within any moment in time. It is weighted
both vertically and horizontally, with a brass pedestal
lifing its fery red and delicate wire limbs, which in turn
allows for the piece to sway while staying grounded.
The early 1950s was an especially productive and
exciting period for the artist. The present lot was
executed while Calder’s works were being exhibited
at the second Bienal de São Paulo in Brazil in 1953-54.
Furthermore, Four Dots with Brass Tail was included
in the exhibition Alexander Calder: Mobiles / Naum
Gabo: Kinetic Constructions and Constructions in
Space alongside a number of other wonderful kinetic
constructions in a show at the Wadsworth Atheneum
Museum of Art, Hartford in 1953.
The title of the present lot conveys the choreographed
elegance that characterizes Calder’s dynamic mobiles,
with the four circles suspended in space described
as “Four Dots” and the subtly fowing brass form as
a “Tail”. The artist crafed his sculptures using sheet
metal, brass, and wire, with pops of bold color intended
to draw in the viewer’s eye as it shifs with the piece’s
natural movement. Compounded with his interest
in unexplored aspects of sculpture, Calder’s use of
unconventional materials and vibrant hues makes
Calder one of the most ground-breaking sculptors of
the twentieth century.
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David Smith
Spectre, 1953

Steel and bronze dynamically fuse in David Smith’s
Spectre, 1953, merging into a fantastical creature that
seems poised to levitate from its pedestal at any moment.
Varying patinas are revealed as one moves around the
sculpture – a range that draws attention to the nuances
of the material and the presence of the artist’s hand. In its
vivid expression of velocity and playful allusions to both
industry and nature, this iconic work presents a powerful
continuation of Smith’s earlier Spectre series from the
mid-1940s that included works such as War Spectre,
1944, Museum of Fine Arts, Houston. While those were
created in direct response to World War II, the present
sculpture and its related Spectre Riding a Headless
Horse, 1951-1952, Hirshhorn Museum and Sculpture
Garden, Washington D.C., demonstrate how Smith in
the early 1950s further pushed the theme into more

“How little I know—until I see what
happened in the night on the snow—
the movement of animals their
paths, and why—the animals that
fy the night birds leave no tracks
except on the mind”
David Smith, 1953-54
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David Smith’s photograph of
Spectre, 1953 © Estate of David
Smith/ licensed by VAGA at Artists
Rights Society (ARS), NY
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mythical pastures with a heightened abstract idiom and
playful allusions to the natural world. Executed in 1953,
Spectre was notably acquired directly from the artist by
John O’Connor Jr., the former Assistant Director of The
Carnegie Institute who frequently visited Smith with the
Carnegie’s then-Director Homer Saint-Gaudens, the son
of the famous sculptor Augustus Saint-Gaudens.
When Smith created Spectre at the height of the Abstract
Expressionist movement, it had been exactly two decades
since his decisive shif from painting to sculpture. It
was in 1933, having encountered reproductions of the
welded sculptures by Pablo Picasso and Julio González,
that Smith had begun “drawing in space”. Challenging
all convention, Smith utilized industrial material in the
form of found-objects – metal scraps, fragments of wheel
rims or cogs of discarded motors. Smith’s Spectre series
seem like the physical manifestation of Picasso’s Painting
(Running Minotaur), 1928 – the distilled lines of Picasso’s
human-animal fgure, however, radically reimagined in
the industrial materials specifc to new age. As Smith
noted of his Spectre series in 1951, “Possibly steel is so
beautiful because of all the movement associated with it,
its strength and function. Yet it is also brutal…But in my
Spectre series, I speak of these things and it seems most
functional in its method of statement” (David Smith,
“Notes for Elaine de Kooning”, 1951, in Susan J. Cooke
(ed.), David Smith, Collecting Writings, Lectures, and
Interviews, Oakland, 2018, p. 129).
Exemplary of Smith’s interest in openness and
expansiveness in the early 1950s, Spectre is situated
at a critical juncture in Smith’s formal development of
his sculptural idiom. As evidenced in sculptures such as
Europa and Agricola XIII from the same year, it speaks
of Smith’s focus on making sculptures connected to the
theme of drawing in 1953. In Spectre, the sculpture’s wry
form is welded from disparate metal elements: a fat,
curved metal plane forms the central portion of the body
to which are attached several slender metal appendages.
Hovering between fguration and abstraction, the
resulting sculpture is a vision of pure dynamism and
monumental expressivity – one that equals Smith’s largescale sculptures at the time. Smith would ofen translate
his works’ spatial complexity into gripping, dramatized
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Pablo Picasso, Horse’s Head, Study for Guernica, 1937.
Museo Nacional Centro de Arte Reina Sofía, Image Art
Resource, NY, Artwork © 2018 Estate of Pablo Picasso/
Artists Rights Society (ARS), New York

pictorial images through unexpected cropping, shallow
focus, and stark black-and-white contrasts: a photograph
of Spectre printed in the 1956 issue of Arts Magazine
evidences Smith photographing the sculpture from a low
vantage point against a cloudy sky. It is an enthralling
image of tension, one that is suggestive of a mythical
animal caught mid-stride as it moves through space.
In its depiction of a primordial creature that appears to be
part bird and part horse, Spectre takes a distinct position
within Smith’s early 1950s body of work. It sees the artists
pursue his fascination with the theme of animals found
in the natural world that had previously given rise such
works as Jurassic Bird, 1945, and would later resurface
again with Raven IV, 1957, Hirshhorn Museum and
Sculpture Garden, Washington, D.C. In 1953, Smith was
frequently on the road to give lectures across Arkansas,
Oklahoma and New York and spent his summer in Bolton
Landing. Spectre appears like the poetic manifestation
of Smith’s eloquent notes on nature at the time, in which
mysterious animals take center stage: “How little I know
– until I see what happened in the night on the snow – the
movement of animals their paths, and why – the animals
that fy the night birds leave no tracks except on the mind”
(David Smith, “How Little I Know”, 1953-1954, in in Susan
J. Cooke (ed.), David Smith, Collecting Writings, Lectures,
and Interviews, Oakland, 2018, p. 202).
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184. David Smith

1906-1965

Spectre
steel and found objects
15 3/4 x 15 1/2 x 5 1/4 in. (40 x 39.4 x 13.3 cm.)
Executed in 1953.
Estimate
$400,000-600,000
Provenance
The Artist
John J. O’Connor Jr., Pittsburg (acquired from
the above)
Private Collection, Bloomsburg (by descent
from the above)
Acquired from the above by the present
owner in 1992
Exhibited
Miami, Museum of Contemporary Art, David Smith:
Stop/Action, December 19, 1998 - February 24,
1999, no. 6, pp. 16, 50 (illustrated)
New York, Freedman Art, Carved, Cast, Crushed,
Constructed, March 8 - August 22, 2014
Literature
E. C. Goossen, “David Smith”, Arts, vol. 30, no. 6,
March 1956, pp. 24-25 (illustrated, p. 25)
David Smith 1906-1965: A retrospective exhibition,
exh. cat., Fogg Art Museum, Harvard University,
1966, no. 248, p. 74
Rosalind E. Krauss, The Sculpture of David Smith: A
Catalogue Raisonné, New York and London, 1977,
no. 302, p. 62 (illustrated, fg. 302)
Karen Wilkin, “At the Galleries”, Hudson Review 67,
no. 2, Summer 2014, p. 298

David Smith, Spectre Riding
a Headless Horse, 1951–1952.
Hirshhorn Museum and Sculpture
Garden, Smithsonian Institution,
Washington, D.C., Artwork
© David Smith
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185. Hans Hofmann

1880-1966

The Secret Source
signed with the artist’s initials and dated “III 8 41 h h”
lower right
oil on panel
46 1/2 x 36 7/8 in. (118.1 x 93.7 cm.)
Painted in 1941.
Estimate
$200,000-300,000
Provenance
Estate of the Artist (from 1966)
Renate, Hans and Maria Hofmann Trust (acquired from
the above in 1996)
Ameringer Yohe Fine Art, New York (acquired in 2007)
Acquired from the above by the present owner in 2007
Exhibited
The Arts Club of Chicago; Hans Hofmann, November
3 - 25, 1944, no. 27 (dated 1944); then traveled to
Milwaukee Art Institute, January 1- 14, 1945,
Nuremberg, Fränkische Galerie am Marientor; Cologne,
Kölnischer Kunstverein; Berlin, Kongreßhalle; Munich,
Städtische Galerie München Lenbachpalais, Hans
Hofmann, April 8, 1962 - January 13, 1963, cat. no. 7, n.p.
(as Die geheime Quelle)
Literature
Cynthia Goodman, Hans Hofmann, New York, 1986, p. 55
(dated 1944)
Cynthia Goodman, “Hans Hofmann: The Breakthrough
Years”, Provincetown Arts, vol. 2, no. 1, July 1986, p. 7
(dated 1944)
Cynthia Goodman, Hans Hofmann, exh. cat., Whitney
Museum of American Art, New York, 1990, p. 54 (dated
1944)
Suzi Villiger, ed., Hans Hofmann Catalogue Raisonné of
Paintings, Volume II: 1901-1951, London, 2014, no. P354,
p. 211 (illustrated)
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The Secret Source, 1941, is a superb example of
Hofmann’s vibrant Abstract Expressionist style.
The presence of converging and diverging forms in
combination with a bold color palette epitomizes the
style of the works Hofmann created during World War II.
During this time, Hofmann felt that art acted as a respite
for the soul: “Art always provided an antidote to adverse
situations, whether global or personal” (Hans Hofmann,
quoted in Cynthia Goodman, Hans Hofmann, exh. cat.,
Whitney Museum of American Art, New York, 1990, p.
27). Created during a time of uncertainty and unrest,
the present work was meant to inspire hope for the
artist himself as well as the viewer. In its composition,
swathes of color and intersecting lines converse with
one another, forming an arrangement that is at once
thoughtful and deliberate in intent, as well as riddled
with chance abstractions.
The nucleus of The Secret Source is a circular form
around which dancing colors circulate. The variety of
geometric shapes, from sof circular forms to exacting
triangles, challenges the eye to see something diferent
upon each inspection. The bold, dramatic colors possess
a sense of vertical movement, their intensity dissipates
from top to bottom as pure white paint refocuses the
viewer’s eye, forcing the gaze to take a circular journey
throughout the composition.
The title of the work, The Secret Source, implies
that there are clues within the piece for the viewers’
investigation. Hofmann believed that titles could convey
the artist’s mood, or perhaps serve as an indication
of how he or she would regard the piece. In fact,
Hofmann ofen titled his works afer he fnished painting
them. As Cynthia Goodman espoused, “If titles are an
accurate indication of ‘personality’ and ‘temperament,’
Hofmann’s titles, most ofen determined by the artist
afer a work was completed, reinforce his statement”
(Cynthia Goodman, “Hans Hofmann: The Breakthrough
Years”, Provincetown Arts, vol. 2, no. 1, July 1986, p. 23).
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186. Sam Francis

1923-1994

Face to Face
acrylic on canvas
84 x 108 in. (213.4 x 274.3 cm.)
Painted in 1975.
This work is identifed with the interim identifcation
number of SFF.656 in consideration for the
forthcoming addendum to the Sam Francis:
Catalogue Raisonné of Canvas and Panel Paintings.
This information is subject to change as scholarship
continues by the Sam Francis Foundation.
Estimate
$350,000-450,000
Provenance
Galerie Jean Fournier, Paris
Private Collection (acquired from the above in 1977) (?)
Galerie André Simoens, Knokke
Acquired from the above by the present owner in 1997
Exhibited
Los Angeles, Nicholas Wilder Gallery, Sam Francis,
June 3 - 28, 1975
Chicago, Richard Gray Gallery, Sam Francis: An
Exhibition of New Paintings, October 3 November 15, 1975
New York, André Emmerich Gallery, Sam Francis: New
Paintings and Works on Paper, May 1 - 22, 1976
Literature
Debra Burchett-Lere, ed., Sam Francis: Catalogue
Raisonné of Canvas and Panel Paintings 1946-1994,
Berkeley, 2011, no. SFF.656, DVD I (illustrated)

A superb example of Sam Francis’ Matrix paintings,
Face to Face, 1975 speaks to the intensity and selfdiscovery that defned the artist’s production in the
1970s. Evolving from his minimalist approach in the
1960s, Francis rediscovered his love for vivacious,
colorful pigment, which had defned his densely
layered canvases of the 1950s. Continuing to work on
a large scale, Francis would place the canvas on the
foor and apply color with industrial paint rollers and
sponges, establishing structural tracks upon which
he added drips and splatters of paint by brushing,
pouring, spreading, and blotting. The resulting
compositions maintain a captivating balance between
chaos and order, light and dark—the surface is at
once activated by a kinetic energy and stabilized
by the underlying architectural bands. Face to Face
reverberates with the rhythmic movement of the
artist. At the center, a small, empty square grounds
the composition. Francis explains, “The center is
reserved for you”—amongst rhythmic bands of color,
this window acts as a portal through which the viewer
is invited to enter and move within the painting (the
Artist, quoted in W. C. Agee, “Sam Francis: A Painter’s
Dialogue with Color, Light, and Space,” Sam Francis:
Catalogue Raisonné of Canvas and Panel Paintings,
1964-1994, Los Angeles, 2011, p. 21). In Face to Face,
this central force remains an area to give pause, to
which the viewer can continually return.

“The center is reserved for you.”
Sam Francis
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Property from an Important East Coast Collection

187. David Smith

1906-1965

DS 3/4/52
signed with the artist’s initials and dated “DS 3/4/52”
lower right; further stamped by the Estate of David
Smith and numbered “73-52.113” on the reverse
egg ink and tempera on paper
15 1/2 x 20 1/4 in. (39.4 x 51.4 cm.)
Executed in 1952.
Estimate
$20,000-30,000
Provenance
The Artist
Estate of the Artist
American Contemporary Art Gallery, Munich
Acquired from the above by the present owner

NY_TCA_DAY_AM_NOV18_112-199_BL.indd 160

Exhibited
Munich, American Contemporary Art Gallery, A Selection
from the Estate: David Smith - Works on Paper 1952–
1960, September 12, 2003 – January 31, 2004
Modena, Foro Boario, Action Painting, Arte Americana
1940-1970: Dal Disegno all’opera (organized by
Peggy Guggenheim in collaboration with American
Contemporary Art Gallery, Monaco), November 21, 2004
– February 27, 2005, no. 51, p. 143 (illustrated)
Nice, Musée d’Art Moderne et d’Art Contemporain,
Ecole de New York: Expressionnisme abstrait américain,
Oeuvres sur papier, December 8, 2005 – March 5, 2006,
p. 70 (illustrated)
Literature
American Contemporary Art Gallery Yearbook
2003/2004, Munich, 2004, p. 38 (illustrated)
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Property from an Important East Coast Collection

188. David Smith

1906-1965

Untitled
signed and dated “David Smith Mar 6 1963” lower right;
further stamped by the Estate of David Smith and
numbered “7563.023” on the reverse
spray enamel and oil on canvas
19 1/2 x 27 in. (49.5 x 68.6 cm.)
Executed in 1963.
Estimate
$60,000-80,000

Exhibited
New York, Knoedler & Company; Tokyo, Akira Ikeda
Gallery; Paris, Galerie Piltzer, David Smith: To and From
the Figure, April 29, 1995 – February 10, 1996, no. 31, n.p.
(illustrated)
Literature
David Smith: Sprays, exh. cat., Gagosian Gallery, New
York, 2008, no. 4, n.p. (illustrated)
Sarah Hamill, David Smith: Works, Writings and
Interview, Barcelona, 2011, p. 66 (illustrated)

Provenance
The Artist
The Estate of the Artist
Gagosian Gallery, New York
Acquired from the above by the present owner

NY_TCA_DAY_AM_NOV18_112-199_BL.indd 161

18/10/18 10:04

Property from an Important East Coast Collection

189. Richard Pousette-Dart

1916 - 1992

Blue Enstrata
signed and dated “1984 R Pousette-Dart” on
the reverse; further titled “Blue ENSTRATA Blue
ENSTRATA” on the stretcher
acrylic on linen
40 x 80 in. (101.6 x 203.2 cm.)
Painted in 1984.
Estimate
$250,000-350,000
Provenance
The Estate of the Artist
Acquired from the above by the present owner

Richard Pousette-Dart’s Blue Enstrata, 1984 envelops its
viewers in an abstracted and enigmatic feld of deep blue.
From a distant perspective, the grand scale of the work,
with its bright highlights and dark shadows, draws the
viewer in with its depth and three-dimensionality. Spread
across the canvas, the large geometric shapes emerge
from the background and are interspersed by vibrant
fecks of color. Upon closer inspection, the chalky impasto
becomes beautifully apparent.
Pousette-Dart’s application of bright pigments in short
strokes evokes the Pointillist surfaces of modern masters
Paul Signac and Georges Seurat. Indeed, Pousette-Dart
has compared his paintings to analog photographs
where one can see the “grain” of the image. In Pointillist
paintings, similar to Pousette-Dart’s camera analogy,
the individual “dots” of paint dissolve into the work, just
as the black and white of a grainy gelatin silver print call
attention to the fatness of the image. In masterpieces
such as the present work, Pousette-Dart pushes the
boundaries of this phenomenon by emphasizing the
unique three-dimensionality of his painted surfaces.
Pousette-Dart’s distinctive use of impasto showcases his
association with “The Irascibles”, the legendary group
of American Abstract Expressionists whose members
included Robert Motherwell, Jackson Pollock, and Mark
Rothko, all of whom explored the relationship between
paint application and the support. Pousette-Dart
describes this balance, which he expands to encapsulate
his poetic approach to painting: “I strive to express the
spiritual nature of the universe. Painting for me is a
dynamic balance and wholeness of life; it is mysterious
and transcending, yet solid and real” (Richard PousetteDart, quoted in Art in America, November-December,
1974).
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Property from an Important East Coast Collection

190. Richard Pousette-Dart

1916 - 1992

Center of the World
signed “Richard Pousette Dart” on the reverse
acrylic on paper
8 3/4 x 11 3/8 in. (22.2 x 28.9 cm.)
Executed circa 1960.
Estimate
$25,000-35,000
Provenance
The Estate of the Artist
Acquired from the above by the present owner
Exhibited
Houston, The Museum of Fine Arts, The Living Edge: Richard
Pousette-Dart, Works on Paper, January 13 - March 31, 2002,
no. 76a, p. 201
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191. Richard Pousette-Dart

1916 - 1992

Mission
signed, titled and dated “Richard Pousette Dart
MISSION 1950’s” on the reverse
oil on wood
4 7/8 x 14 5/8 in. (12.4 x 37.1 cm.)
Painted circa 1950s.
Estimate
$35,000-45,000
Provenance
The Estate of the Artist
Hollis Taggart Galleries, New York
Acquired from the above by the present owner
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William Louis-Dreyfus: A Passion For Art

A passionate and avid collector of art, William LouisDreyfus (1932-2016) assembled, over the course of
ffy years, an exceptionally rich collection comprising
works by Helen Frankenthaler, Wassily Kandinsky,
Jean Dubufet, as well as contemporary artists such
as John Newman and Catherine Murphy. “Collecting
is a little piece of madness,” Louis-Dreyfus said, “I
always had an eye for what was hanging on the wall,
any place. And I always had this internal conviction that
I knew better than most what a good painting was”
(William Louis-Dreyfus quoted in, “William LouisDreyfus on his Passion for Art and Collecting”, New
York Studio School, September 2016, online). Trusting
his discerning and uncompromising eye, Louis-Dreyfus
loyally and continuously followed the work of artists
that piqued his interest.
Helen Frankenthaler was among the only abstract
expressionist artists whom Louis-Dreyfus admired
and collected in depth. An already avid collector of
artists like Stanley Lewis and Graham Nickson who
epitomized American realist painting, Louis-Dreyfus
always sought artworks that he described as “in praise
of the world,” not merely referring to a deferential
and idealist worship of life, but rather to the incredible
gif we possess of observing the world and carefully

examining its beauty. Frankenthaler’s works capture
a moment of “seeing” in every sense - her luscious
tonal washes seep and bleed into the raw canvas,
simultaneously infusing her paintings with a deep
material permanence within visually shifing swathes
of color. Louis-Dreyfus sought to see and collect
perfectly realist paintings of life and nature, and in
Frankenthaler’s work, he found, rather than a literal
depiction of nature, a vibrant, all-encompassing scene
which absorbs viewers into their own unique and
abstract landscapes.
A defender of social justice and a committed
philanthropist, Louis-Dreyfus transferred much
of his collection to the William Louis-Dreyfus
Foundation, which strives to improve the lives of the
underprivileged and increase public awareness of
self-taught, contemporary and emerging artists. As
such, the Foundation is an advocate and patron of
Harlem Children’s Zone, a non-proft organization that
works to mentor and educate children in Harlem from
pre-kindergarten through college. Louis-Dreyfus’s
legacy lives on in the works he brought together
and in the activities of the William Louis-Dreyfus
Foundation. It is a testimony to his vision as a
signifcant collector and philanthropist.

William Louis-Dreyfus
© Chehalis Hegner
Photography, 2015
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Helen Frankenthaler’s Red Shif
A key fgure in Post-war American painting, Helen
Frankenthaler developed a richly diversifed body of
work over the course of six decades, examining the
quintessential qualities of color through “the work of
one wrist”. Red Shif, executed in 1990, generously
difuses washes of red and purple in subtle gradation,
across a 76-inch-high by 60-inch-wide surface. While
the majority of the canvas is tinted with uniform layers
of acrylic paint, applied in the artist’s quintessential
technique of saturating the canvas, splotches of
color emerge in dripping motion, infusing the serene
composition with bursts of spirited, vibrant hues.
Helen Frankenthaler emerged in the early 1950s as a
leading fgure of Color Field painting. Upon discovering
her magisterial painting Mountains and Sea in 1952,
the legendary art critic Clement Greenberg was utterly
stunned, recognizing the hand of an indisputable
master. One of the most infuential fgures of the
art scene at the time, Greenberg quickly propelled
Frankenthaler into fame. Described by Morris Louis
as representing “a bridge between Pollock and what
was possible,” Mountains and Sea laid the foundations
for works like Red Shif to emerge, equally brimming
with a poignant sense of elegance and lyricism (Morris
Louis, quoted in John Elderfeld, Morris Louis, exh. cat.,
Museum of Modern Art, New York, 1986, p. 13).
Aside from their visual poise and poetic edge,
Frankenthaler’s pictures represent visual transcriptions
of freedom. The American Abstract Expressionists
shunned dogmatism and rigidity, instead favoring
fuidity and approximation, and were enabled
by the versatility of acrylic paint and watercolor.
Frankenthaler’s works celebrate this freedom of
creative expression. “There is no ‘always’. No formula.
There are no rules. Let the picture lead you where it
must go”, she remarked (H. Frankenthaler, quoted
in “Helen Frankenthaler, Back to the Future,” The
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New York Times, April 27, 2003). Red Shif, as such,
owes its strength not only to its maker’s command
of her medium but also to her courage – her utterly
unfettered sense of possibility.
Toward the end of the 1980s, Frankenthaler said,
“Anything that has beauty and provides order (as
opposed to chaos or shock alone), anything resolved
in a picture (as in nature) gives pleasure—a sense
of rightness, as in being one with nature” (Helen
Frankenthaler, quoted in Frankenthaler: Paintings on
Paper, Miami, 2003, p. 30). Frankenthaler expresses
an intuitive and intimate grasp of the natural
world, envisioning it as a conscious unity endlessly
fragmented by individual consciousness. This sense
of grandeur found in fusion as opposed to narrow
individualism is invoked in Red Shif. The painting’s
impressive scale and fery hues are evocative of
all things larger than life – formidable fames able
to consume the canvas’s fabric, a pulsating force
integrating the painting’s very weave, the inside of a
heart making the surface of the work beat.
Color, as such, is Frankenthaler’s main subject – it
commands her works in an arresting fashion. The efect
it carries in a painting is primordial; Eleanor Munroe
expressed this sentiment in the following terms: “The
feeling-tone her paintings have projected has been
the serene and beautiful, achieved by the insightful
control over the elements of form: foating areas of
color; occasional fountains, spurts, jets of color thrown
against bare canvas; hard-edge panels or curtains of
bright fat non-naturalistic color” (E. Munro, Originals:
American Women Artists, New York, 2000, p. 208).
Inherently complex and spontaneous, it is unsurprising
that Frankenthaler’s paintings are likened to nature
and human emotions. Red Shif, an exceptional mature
work of the artist, epitomizes this very trait.
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Helen Frankenthaler in her studio,
1956. Image Gordon Parks/The LIFE
Picture Collection/Getty Images
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Property from the Louis-Dreyfus Family Collection

192. Helen Frankenthaler

1928-2011

Red Shif
signed “Frankenthaler” lower right; further signed,
titled and dated ““RED SHIFT” frankenthaler 1990”
on the reverse
acrylic on canvas
60 x 76 in. (152.4 x 193 cm.)
Painted in 1990.
Estimate
$600,000-800,000
Provenance
Irving Galleries, Palm Beach
Private Collection, California
Bonhams, New York, May 14, 2013, lot 77
James Barron Art, South Kent, CT
William Louis-Dreyfus, 2013 (acquired from the above)
Exhibited
Williamstown, Clark Art Institute, As in Nature: Helen
Frankenthaler Paintings, July 1 - October 9, 2017, p. 57
(illustrated)
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193. Robert Motherwell

1915-1991

Untitled
signed with the artist’s initials and dated “RM 67”
upper right
acrylic on paper
24 x 19 1/4 in. (61 x 48.9 cm.)
Executed in 1967.
Estimate
$40,000-60,000
Provenance
Dedalus Foundation, New York (acquired in 1991)
Danese Gallery, New York
Acquired from the above by the present owner
Literature
Jack Flam, Katy Rogers and Tim Cliford, eds.,
Robert Motherwell Paintings and Collages:
A Catalogue Raisonné, 1941-1991, Volume 3,
Collages and Paintings on Paper and Paperboard,
New Haven, 2012, no. W223, p. 503 (illustrated)
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194. Robert Motherwell

1915-1991

I.H. Series No. 26
signed “Motherwell” lower lef
acrylic, ink and lithograph on paper
22 x 17 in. (55.9 x 43.2 cm.)
Executed in 1970.
Estimate
$60,000-80,000
Provenance
Tirca Karlis Gallery, Provincetown
Ansel Gladstein, Fairfeld
Sotheby’s, New York, March 9, 2012, lot 156
Acquired at the above sale by the present
owner
Exhibited
Washington, D.C., Fendrick Gallery, Robert
Motherwell, November 8 - December 9, 1972
Provincetown, Tirca Karlis Gallery, Robert
Motherwell: Recent Sketches and Graphics,
August 3-9, 1973
Literature
Jack Flam, Katy Rogers and Tim Cliford,
eds., Robert Motherwell Paintings and
Collages: A Catalogue Raisonné, 1941-1991,
Volume 3, Collages and Paintings on Paper
and Paperboard, New Haven, 2012, no.
W327, p. 535 (illustrated)
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Property from an Important East Coast Collection

195. Robert Motherwell

1915-1991

Yeats’ Tower
signed and dated “R. Motherwell 84” upper lef
acrylic and pasted papers on canvas mounted to
board
36 x 24 in. (91.4 x 61 cm.)
Executed in 1984.
Estimate
$80,000-120,000
Provenance
Private Collection (acquired in 1984)
Mr. and Mrs. Richard A. Brodie (acquired in 2008)
Acquired from the above by the present owner
Exhibited
New York, Knoedler & Company, Robert Motherwell:
New Collages, October 3-25, 1984, no. 19, p. 11
(illustrated)
Literature
Jack Flam, Katy Rogers and Tim Cliford, eds., Robert
Motherwell Paintings and Collages: A Catalogue
Raisonné, 1941-1991, Volume 3, Collages and
Paintings on Paper and Paperboard, New Haven,
2012, no. C703, pp. 325-36 (illustrated, p. 325)
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Property from an Important East Coast Collection

196. Lee Krasner

1908-1984

Untitled
signed and dated “Lee Krasner ’62” lower lef
watercolor and oil stick on paper
30 x 22 1/4 in. (76.2 x 56.5 cm.)
Executed in 1962.
Estimate
$80,000-120,000
Provenance
Pollock-Krasner Foundation, New York
Acquired from the above by the present owner
Exhibited
Mexico City, The American Embassy, Art in
Embassies (organized by The Museum of Modern
Art, New York), March - December 1963
Washington D.C., Corcoran Gallery of Art;
Pennsylvania State University, State College;
Waltham, Rose Art Museum, Brandeis University,
Lee Krasner: Collages and Works on Paper, 19331975, January 11 - October 26, 1975, no. 63

“I can’t conceive of anything that doesn’t
have this kind of organic, rudimentary
form... My work is founded in this
prescribed thing called nature.”
Lee Krasner

Literature
Ellen G. Landau, Lee Krasner: A Catalogue
Raisonné, New York, 1995, no. 374, pp. 200-201
(illustrated, p. 201)
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Willem de Kooning
Woman, 1952

Willem de Kooning’s Woman series stands as one of
the pillars of post-war American art, and the present
Woman drawing, executed in 1952, is one of his
earliest and most expressive iterations on paper. The
series was begun in earnest in June of 1950, and de
Kooning struggled with the frst mature masterpiece,
the canvas Woman I, now in the permanent collection
of the Museum of Modern Art, New York, for two
years, fnally completing it in the same year that this
mesmerizing drawing was realized.
Executed in striking marks of colored pastel and
graphite, Woman manifests all of the inimitable
qualities that have garnered such renown and
recognition for the series. In fact, the concept of the
Woman had preoccupied de Kooning since the early
1940s, shortly afer he met Elaine Fried, whom he
would marry in 1943. However, there was a profound
shif in his work between those early iterations and the
eventual paramount pieces of the early 1950s. Namely,
in the interim period de Kooning continued to refne
and clarify his own modus operandi, focusing on all of
the ways in which he was able to render the natural
world around him in his unique style by incorporating
expressive brushstrokes, line work, overlapping shapes
reminiscent of collage, and the bold use of color.
De Kooning’s Women from the 1950s refect a very
specifc sense of place in their composition and design.
Woman I, with its strong verticality, frenetic brushwork,
and overall directness, manifests the speed, grit,
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and coarseness of being in the urban landscape,
representing the fgure as irrevocably entangled within
its environment. The efort to complete the painting to
his satisfaction so taxed de Kooning that Leo Castelli
extended an ofer to the artist to take a brief respite
at his house in Long Island. Setting up a makeshif
studio at the home, de Kooning executed a number of
works on paper there, continuing with his newly found
motif. Conceivably, this Woman drawing is one from
those series. The horizontality of the composition, the
strikes of green down the center, and the enigmatic
area of cerulean blue in the upper right all seem to
refect a more rural and genteel setting in which this
Woman is composed. In addition to their allusions
to the landscape, these compositional elements also
function as abstracted forms of the body - the woman’s
head and pursed-lips mouth can be discerned at upper
center sitting atop clearly defned shoulders, which in
turn rest above the green slashes that boldly bifurcate
the woman’s breasts.
De Kooning’s form reveals a heightened interest in
geometry, virtually dissecting the human body into
its constituent parts. The artist’s achievement lies
in his innovative total deconstruction of mass and
space. De Kooning gathered a profound psychological
malaise from within the fgure’s anatomy - attacking
perceptions of beauty, of the archaic equation between
female and domestic, and of his own masculinity, this
Woman is a formidable treatise on the existential
condition of humanity.
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Willem de Kooning in his studio, 1953.
Image © Tony Vaccaro/Bridgeman
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197. Willem de Kooning

1904-1997

Woman
signed “de Kooning” lower right
pastel and charcoal on paper
16 1/8 x 20 in. (41 x 50.8 cm.)
Executed in 1952.
Estimate
$400,000-600,000
Provenance
Illinois Institute of Technology, Moholy-Nagy Auction,
May 10, 1957
Collection of Mr. and Mrs. Edwin A. Bergman, Chicago
Museum of Contemporary Art, Chicago (gifed by
the above)
Sotheby’s, New York, November 17, 1992, lot 28
Private Collection
C & M Fine Arts, New York
Acquired from the above by the present owner
Exhibited
Chicago, Richard Gray Gallery, Willem de Kooning,
1941-1959, October 4 – November 16, 1974, no. 18
(illustrated)
Cambridge, Hayden Gallery, Massachusetts Institute
of Technology; Chicago Museum of Contemporary
Art, Drawings by Five Abstract Expressionist Painters:
Willem de Kooning, Arshile Gorky, Philip Guston, Franz
Kline, Jackson Pollock, February 21, 1975 – February
29, 1976, no. 26
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198. Esteban Vicente

1903-2001

Bamba
signed, titled and dated “Esteban Vicente BAMBA
1991” on the reverse
oil on canvas
44 1/8 x 62 1/8 in. (112.1 x 157.8 cm.)
Painted in 1991.

Provenance
The Estate of Esteban Vicente
The Harriet and Esteban Vicente Foundation (acquired
from the above)
Ameringer | McEnery | Yohe, New York (acquired from
the above)
Acquired from the above by the present owner in 2012

Estimate
$35,000-45,000

NY_TCA_DAY_AM_NOV18_112-199_BL.indd 178

18/10/18 10:28

Property from an Important East Coast Collection

199. Larry Poons
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b. 1937

Untitled
signed and dated “1965 Larry Poons” on the reverse
acrylic on canvas
16 x 16 in. (40.6 x 40.6 cm.)
Painted in 1965.

Provenance
Rhyder McClure (gifed by the artist)
Private Collection, New York
Loretta Howard Gallery, New York
Acquired from the above by the present owner

Estimate
$20,000-30,000

Literature
This work will be included in the forthcoming Catalogue
Raisonné of Paintings currently being prepared by the
Larry Poons Studio.
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“I want to express the utmost intensity of
the color, bring out the quality, make it
expressive. At the same time, I would also like
to bring out a certain immaterial character
that it can have, so that it exists as sensation
and a feeling that it will carry nuances not
necessarily inherent in the color, which are
brought out by juxtaposition.”
Adolph Gottlieb

Property from an Important East Coast Collection

200. Adolph Gottlieb

1903-1974

Petal
signed and dated “Adolph Gottlieb 1970 21” lower right
acrylic on paper laid down on board
40 1/4 x 30 1/4 in. (102.2 x 76.8 cm.)
Painted in 1970.
Estimate
$100,000-150,000
Provenance
Estate of the Artist
Collection of Esther Gottlieb
Adolph and Esther Gottlieb Foundation
Acquired from the above by the present owner
Exhibited
New York, Knoedler & Company, On Paper: Richard
Diebenkorn, Helen Frankenthaler, Adolph Gottlieb,
Robert Motherwell, June 10 - July 30, 1993
Sante Fe, Riva Yares Gallery, Adolph Gottlieb: Major
Paintings, June 30 - July 31, 2000, p. 24 (illustrated)
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Early Works by Arshile Gorky
from the Monmouth Museum, NJ

Phillips is delighted to ofer the following selection
of two outstanding works by Arshile Gorky from the
Monmouth Museumm in New Jersey. A largely selftaught Armenian émigré artist based in New York City,
Gorky was a seminal fgure in the American movement
towards abstraction in the frst half of 20th century.
His groundbreaking oeuvre ultimately paved the way
for Abstract Expressionism, and these two early works
exemplify the artist’s insatiable desire to learn from
the masters of modern art and to develop his own
signature practice.
Musical Abstraction and Untitled were both gifed
to the Monmouth Museum in 1965 by Mr. and Mrs.
Nathan I. Bijur of Asbury Park, who were close friends
and devoted supporters of the artist. Gorky moved to
New York in 1924 and was appointed to the staf of the
Grand Central School of Art in 1926, where he would
teach until 1931, and supplemented his income with
lessons given to many private students. Nathan, in fact,
took art lessons from Gorky from 1926 to 1929 with his
daughter, Jean Bijur Weiss, and he purchased Untitled
directly from the artist during this period to help him
in a time of fnancial instability. Executed circa 1928,
this emotive and haunting work is exemplary of Gorky’s
portraiture, which incorporates stylistic infuences
of Fayum portraiture and masters Jean Auguste
Dominique Ingres, Paul Cézanne and Pablo Picasso.
While the subject of current work is unknown - likely
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Photo of Arshile Gorky, 1935.
Newark Museum, Image Art Resource, NY
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a member of Gorky’s family, one of his students from
the Grand Central School of Art, or even an imaginary
woman - Gorky’s portraits are distinct from his other
early works in that their inspiration was drawn primarily
from deeply personal sources, as evidenced in this
intimate depiction of a young woman.
Musical Abstraction, 1928 is a striking example of
Gorky’s interpretation and exploration of Synthetic
Cubism, specifcally the works of European visionaries
Cézanne, Picasso and Braque, in his still lifes of the
late 1920s. In the present work, the guitar, typical
imagery from the Cubist repertory, is joined with
other interlocking forms and colorful abstractions to
form a lyrical and dynamic composition. In a letter
dated October 8th, 1963, Jean Bijur Weiss described
the conception of Musical Abstraction: “My father
and I were studying painting with Arshile Gorky since
1926. My father paid him a large monthly sum to help
him with his living expenses. Gorky became a good
friend of our family … I watched while he painted this
commission from my father.”

Arshile Gorky, Self-Portrait at the Age of Nine, 1928.
The Metropolitan Museum of Art, New York, Image
Art Resource, NY, Artwork © 2018 Estate of Arshile
Gorky/Artists Rights Society (ARS), New York
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Each deeply personal in both their subject matter
and their history, Musical Abstraction and Untitled
are exceptional early works by Gorky that showcase a
unique dialogue with the artists whom he sought to
emulate, and ultimately transcended in his inimitable
and widely infuential style.
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Property from the Monmouth Museum, NJ

201. Arshile Gorky

1904-1948

Untitled
oil on canvas
18 x 14 in. (45.7 x 35.6 cm.)
Painted circa 1928, this work is recorded in the Arshile Gorky
Foundation Archives under number P029.
Estimate
$40,000-60,000
Provenance
Mr. and Mrs. Nathan I. Bijur, Asbury Park (acquired directly
from the artist in 1929)
Monmouth Museum, Lincrof (gifed from the above in 1965)
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Exhibited
Leonardo, Studio 57 Gallery, Gorky: A Tercentenary Exhibition,
February 6-23, 1964, no. 1, n.p. (illustrated, erroneously titled
Portrait of Mougouch)
Literature
“Art Show to Beneft MCOSS”, Red Bank Register, January 22,
1964, p. 12, (erroneously titled an oil painting slated to be of Gorky’s
wife “Moogouch” the former Agnes Magruder)
Jim M. Jordan and Robert Goldwater, The Paintings of Arshile
Gorky: A Critical Catalogue, New York and London, 1982, no. 29, p.
154 (illustrated, erroneously titled Portrait of Mougouch)
Melvin P. Lader, Arshile Gorky, New York, 1985, fg. 25, p. 31
(illustrated, erroneously titled Portrait of Mougouch)
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Property from the Monmouth Museum, NJ

202. Arshile Gorky

1904-1948

Musical Abstraction
graphite and gouache on paperboard
28 x 44 in. (71.1 x 111.8 cm.)
Executed in 1928.
Estimate
$120,000-180,000
Provenance
Mr. and Mrs. Nathan I. Bijur, Asbury Park (acquired
directly from the artist in 1928)
Monmouth Museum (gifed from the above in 1965)
Exhibited
Leonardo, Studio 57 Gallery, Gorky: A Tercentenary
Exhibition, February 6-23, 1964, no. 10, n.p.
(illustrated, titled Abstract Composition)
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Josef Albers
Study for Homage to the Square:
Awakening, 1963

Masterful in its geometry and form, Study for Homage to the
Square: Awakening from 1963 is a prime example of Josef
Albers’ command of color and visual language. Presenting
the viewer with a vivid structure of yellow and grey, three
tonal bands are skillfully aligned within the composition. The
present lot has two similar companion paintings entitled
Awake A (1962) and Awake B (1963), which reside in the
collection of the Josef and Anni Albers Foundation. The reverse
of Albers’ Homage paintings read like a complete recipe for
their construction, listing their specifc paint colors, in this
case yellow ultramarine, Scheveningen Yellow and Optical
grey. These carefully selected hues are prudently 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.”
The format of the square composition came to defne Josef
Albers’ most iconic series of paintings. The optical efects of
the exquisite color combination radiate from the simplicity of
form, expertly illustrating the artist’s notion that adjustments
to placement, shape and light signifcantly alter one’s
perception of color. 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” (that artist, quoted in
“Albers on Albers,” Art News, 1966, p. 48).
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Josef Albers’ Awake A (1962) and
Awake B (1963), installed on the
lef wall at the Josef and Anni
Albers Foundation, 2018. Image
Aaron Poritz, artwork © The Josef
and Anni Albers Foundation/Artists
Rights Society (ARS), New York.
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Property of an Important European Family Collection

203. Josef Albers

1888-1976

Study for Homage to the Square: Awakening
signed with the artist’s monogram and dated “63”
lower right; further signed, titled and dated ““Study for
Homage to the Square “Awakening” Albers 1963” on
the reverse
oil on Masonite
24 x 24 in. (61 x 61 cm.)
Painted in 1963, this painting will be included in the
forthcoming catalogue raisonné of the work of Josef
Albers currently being prepared by the Josef and Anni
Albers Foundation and is registered under no. JAAF
1963.1.91.
Estimate
$250,000-350,000
Provenance
Galerie Beyeler, Basel
Galerie Melki, Paris
Studio Bassi, Milan
Acquired from the above by the present owner prior
to 1990
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Property from an Important East Coast Collection

204. Helen Frankenthaler

1928-2011

Cape Breton
signed and dedicated “to Alan with love Helen”
lower right; further titled and inscribed “Margaree
Harbour, Cape Breton. from southern shore (Gray
Cape)” on the reverse
watercolor and ink on paper
11 1/8 x 14 1/8 in. (28.3 x 35.9 cm.)
Executed in 1952.

Literature
Helen Frankenthaler: Works on Paper 1949-1984,
exh. cat., Solomon R. Guggenheim Museum, New
York, 1984, fg. 21, p. 70 (illustrated)

Estimate
$15,000-20,000
Provenance
Private Collection, USA
Acquired from the above by the present owner
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Property from an Important East Coast Collection

205. Helen Frankenthaler

1928-2011

Matt Series
signed “Frankenthaler” lower right
acrylic on canvas board
10 x 14 in. (25.4 x 35.6 cm.)
Executed in 1977.
Estimate
$20,000-30,000
Provenance
Private Collection, USA
Acquired from the above by the present owner
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Property from the Estate of
Robert McCormick Adams, Jr.

206. Joan Mitchell

1925-1992

Untitled
signed “J. Mitchell” lower lef
oil on canvas
28 5/8 x 36 in. (72.7 x 91.4 cm.)
Painted circa 1949.
Estimate
$80,000-120,000
Provenance
Janet Lawrence Adams, Chicago (acquired directly
from the artist)
Robert McCormick Adams, Jr., California
Thence by descent to the present owner

Since its creation in circa 1949, Joan Mitchell’s
Untitled has been in the private collection
of the Adams family of Chicago who owned
several works by the artist. Attorney Robert
McCormick Adams and his wife Janet Lawrence
Adams acquired the painting directly from the
young Joan Mitchell, a childhood friend of their
children and the daughter of their family friends
- dermatologist James Herbert Mitchell and poet
Marion Strobel Mitchell. The Adams and the
Mitchells ran in the same elite professional circle;
their children grew up together and attended
the Francis W. Parker School, a progressive high
school in the Lincoln Park neighborhood. The
Adams children, Janys, Robert, Kyle and Mervyn,
socialized with Joan and her sister Sally. The
families’ paths crossed throughout their lives,
including at the opening events at the Corcoran
Gallery of Art, where Mitchell reconnected with
her old schoolmate Robert McCormick Adams Jr.,
a noted anthropologist and then-Secretary of the
Smithsonian Institute
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Property from an Important East Coast Collection

207. Sam Francis

1923-1994

Untitled (Blue Balls)
signed and dated “1962 Sam Francis” on the reverse
gouache on paper, mounted on board
16 1/8 x 12 1/2 in. (41 x 31.8 cm.)
Executed in 1962.
This work is identifed with the interim identifcation
number of SF62-142 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, United Kingdom
Broadbent Gallery, London (acquired circa 2004)
Michelle Rosenfeld Gallery, New York (?)
Waddington Galleries, London
Private Collection, United Kingdom (acquired in 2005) (?)
Acquired from the above by the present owner
Exhibited
London, Broadbent Gallery, Summer Show: Sam Francis
and his Contemporaries, July 17 - September 5, 2004

Estimate
$40,000-60,000
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208. Beauford Delaney

1901-1979

Untitled
signed, inscribed and dated “Beauford Delaney Paris
1967” on the reverse
oil on canvas
21 3/4 x 18 in. (55.2 x 45.7 cm.)
Painted in 1967.
Estimate
$20,000-30,000
Provenance
Lawrence Calcagno, San Francisco
Acquired from the above by the present owner
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Property from an Important East Coast Collection

209. Friedel Dzubas

1915-1994

Untitled
signed and dated “Dzubas 65” on the reverse
oil on canvas
46 x 92 1/8 in. (446.8 x 234 cm.)
Painted in 1965.
Estimate
$60,000-80,000
Provenance
Private Collection
Sotheby’s, New York, October 8, 1988, lot 91
Private Collection, New York
Loretta Howard Gallery, New York
Acquired from the above by the present owner
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Property from an Important East Coast Collection

210. Arshile Gorky

1904-1948

Untitled (Drawing for ‘Young Cherry Secured
against Hares’)
India ink and gouache on grey paper
12 1/8 x 14 1/2 in. (30.8 x 36.8 cm.)
Executed in 1945.

Exhibited
Philadelphia Museum of Art; London, Tate Modern; Los
Angeles, Museum of Contemporary Art, Arshile Gorky:
A Retrospective, October 21, 2009 - September 20,
2010, no. 128, p. 289 (illustrated)

Estimate
$30,000-40,000

Literature
Robert S. Mattison, Arshile Gorky: Works and Writings,
Barcelona, 2009, p. 106 (illustrated)

Provenance
Collection of Timothy Baum, New York
American Contemporary Art Gallery, Munich
Acquired from the above by the present owner
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Property from an Important East Coast Collection

211. Hans Hofmann

1880-1966

The Serpent
signed and dated “HH 50” lower right
oil on paper
18 x 24 1/8 in. (45.7 x 61.3 cm.)
Executed in 1950.
Estimate
$30,000-40,000
Provenance
Estate of the Artist
American Contemporary Art Gallery, Munich
Hollis Taggart Galleries, New York
Private Collection, New York
Acquired from the above by the present owner
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Property from an Important East Coast Collection

212. Jules Olitski

1922-2007

Untitled-Seven
signed “J Olitski” on the reverse
Magna on canvas
77 x 79 in. (195.6 x 200.7 cm.)
Painted in 1960.
Estimate
$250,000-350,000
Provenance
The Estate of Jules Olitski
Hackett Mill, San Francisco
Acquired from the above by the present owner
Exhibited
San Francisco, Hackett Mill, Transcendent, April 9 July 2, 2010
San Francisco, Hackett Mill, Jules Olitski: Embracing
Circles 1959-1964, July 9 - October 1, 2010, p. 29
(illustrated)
Literature
Dewitt Cheng, “Julies Olitski: “Embracing Circles” at
Hackett Mill”, art ltd, September/ October 2010, p.
24 (illustrated)

In Untitled-Seven, 1960, Jules Olitski depicts vibrant
regions of color in a dynamic and powerful composition,
showcasing his career-long investigation and mastery of
surface, color and form. Like his contemporaries Helen
Frankenthaler and Kenneth Noland, Olitski contributed
signifcantly to the Color Field movement, dubbed “PostPainterly Abstraction” by distinguished critic Clement
Greenberg. Greenberg, who organized an exhibition of
the same name with James Elliott in 1964, even hailed
Olitski as the “best painter alive.” Circles frst appeared
in Olitisky’s work in 1959, initially emerging from black
or intense dark blue backgrounds. Soon afer, these
biomorphic forms took on bright hues such as yellow,
purple and red in his paintings of 1960 and 1961. In
Untitled-Seven, two sets of concentric circles articulated
in a jazzy palette hover against a rich purple backdrop.
Though strongly associated with the Color Field artists,
who regarded fgure and ground as a unifed entity, Olitski
restricted himself to neither a singular motif nor approach
to art-making. He experimented widely with a mixture of
new paints entering the market using quotidian tools such
as sponges, mops, mitts, brooms, and rollers. The present
work is executed with Magna, an acrylic resin developed
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“Painting has to do with a lot of things.
Color is among the things it has to do
with. It has to do with surface. It has to
do with shape. It has to do with feelings
which are more difcult to get at.”
Jules Olitski

by Leonard Bocour in the late 1940s. Artists such as
Roy Lichtenstein and Morris Louis preferred using this
luminous medium, which was soluble in turpentine and
mineral spirits (rather than water). It difered from the
acrylic paint in use today by enabling artists to achieve
a glossier, more “commercial” fnish.
Untitled-Seven was included in an exhibition of
Olitski’s large-scale Core paintings at Hackett Mill in
2010, having come directly from the artist’s estate. In
the introduction to the exhibition catalogue, Lauren
Olitski Poster, the artist’s daughter, describes choosing
paintings from the racks in her father’s warehouse
with her husband, Bradley, to share with gallery
directors: “Bradley and I had an idea to install our so
called “warehouse gallery” with an earlier group of
paintings put aside by Jules years ago, as one might
put aside early wine for aging… When we put them
on the walls afer 50 years in waiting, they sang out,
fresh and alive!” (Lauren Olitski Poster quoted in Jules
Olitski: Embracing Circles 1959-1964, Hackett Mill,
San Francisco, 2010, n.p.). The striking colors and
emotionally engaging composition of Untitled-Seven
showcase this very sentiment.
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Property from an Important East Coast Collection

213. Kenneth Noland

1924-2010

Recovers
signed, titled and dated “RECOVERS Kenneth Noland
© 1982” on the reverse
acrylic on canvas
88 1/4 x 20 1/2 in. (224.2 x 52.1 cm.)
Painted in 1982.
Estimate
$120,000-180,000
Provenance
André Emmerich Gallery, New York
Gallery One, Toronto
Leslie Feely Fine Art, New York
Acquired from the above by the present owner

“All great paintings are sculptures—there’s so much
of the actualness about it that a great painting
forces you into a visual, physical movement of
yourself. That’s what determines the way you
experience a painting kinetically. You move closer,
you sight down it, you tilt your head, you step back,
you feel as though you are in it. That being in it is
just as important as looking from a distance.”
Kenneth Noland
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214. Sam Middleton

1927-2015

Jazz on Easter Sunday
signed and dated “MIDDLETON ’61” lower right;
further signed, titled and dated “MIDDLETON JAZZ
ON EASTER SUNDAY 1961” on the reverse
collage and gouache on board
33 x 47 7/8 in. (83.8 x 121.6 cm.)
Executed in 1961.
Estimate
$15,000-25,000
Provenance
Private Collection (acquired directly from the artist
circa 1990)
Exhibited
Copenhagen, American Art Gallery, 1961
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A born and bred New Yorker, Sam Middleton drew
artistic energy for his stunning collages from the vibrant
cultural scene of downtown New York. Executed in 1961,
the present lot, titled Jazz on Easter Sunday, pulsates
with a lyrical aesthetic, inspired by the Lower East Side
jazz stars like Monk, Coltrane and Parker. Middleton
captures the unique, ofbeat and constantly changing
pattern of sound within the confnes of collage and
dripping paint. Beneath the splashes and splatters of
red, yellow, blue, white and black paint, the viewer can
catch snippets of printed text. Disjointed and illegible,
these mysterious words pop out haphazardly - the
implosive nature of Middleton’s composition reads like
the jazz music he so admired, catching a consistent beat
and then unnervingly swinging back to apparent chaos,
presenting constantly innovative artistic arrangements.
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215. Conrad Marca-Relli

1913-2000

S-5-62
signed and titled “S-5-62 MARCA-RELLI” on the reverse
plastic collage and resin on wood
15 1/4 x 17 in. (38.7 x 43.2 cm.)
Executed in 1962.
This work is registered with the Archivio Marca-Relli,
Parma, as archive number MARE-6212 / © Archivio
Marca-Relli, Parma.
Estimate
$20,000-30,000
Provenance
Kootz Gallery, New York
Hokin Gallery, Inc., Palm Beach
Scott White Contemporary Art, San Diego
Acquired from the above by the present owner
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216. James Brooks

1906-1992

Ehr
signed “J Brooks” lower lef; further signed, titled and
dated “‘EHR’ 1972 James Brooks” on the reverse
acrylic on canvas
72 x 72 in. (182.9 x 182.9 cm.)
Painted in 1972.
Estimate
$20,000-30,000

Exhibited
Dallas Museum of Fine Art, James Brooks, May 10 June 25, 1972, no. 76, n.p. (illustrated)
Montclair Art Museum, James Brooks/ John Opper:
Paintings of the Seventies, November 5, 1978 January 14, 1979, no. 5, p. 10
Portland Museum of Art, James Brooks: Paintings
and Works on Paper, 1946-1982, May 14 - September
4, 1983, no. 33, p. 35 (illustrated)

Provenance
Martha Jackson Gallery, New York
Private Collection (acquired from the above in 1972)
Christie’s, New York, September 22, 2010, lot 212
Clearwater Contemporary Art, New York
Acquired from the above by the present owner
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217. 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

Rosa Park - The Nurses of the Afernoon, 1958 expertly
showcases the skillfully expressive compositions
by Abstract Expressionist artist Fritz Bultman. First
shown in the artist’s debut solo exhibition at the
legendary Martha Jackson Gallery, New York in 1959,
the extensive exhibition history of the present work is
testament to its importance within the artist’s oeuvre.
A key member of the group of artists known as “The
Irascibles”, Bultman was integral in ushering in a new
movement celebrating non-fgurative art by writing a
letter with the other members of the group to protest
the Metropolitan Museum of Art’s indiference to the
genre. This revolt was consequently publicized with
a photograph of the group in a 1951 edition of Life
magazine, from which Bultman is ironically missing and
which subsequently led to the fame of the Abstract
Expressionists.
Inspired by artists such as Hans Hofman and Robert
Motherwell, the present lot exemplifes Bultman’s
rough utilization of materials and thick application
of paint to create stunning texture and drama. Rosa
Park - The Nurses of the Afernoon is a stellar display
of the artist’s desire to combine nature and form
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Exhibited
New York, Martha Jackson Gallery, Fritz Bultman Paintings 1958, January 27 - February 21, 1959
New Orleans, Isaac Delgado Museum of Art, Fritz Bultman,
1959-1960
New York, Gallery Schlesinger Limited, Instinct and
Sensuality, April 28 - May 26, 1990, no. 6 (titled 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 Rosa Park, p. 48)
New York, Edelman Arts, Fritz Bultman: The Missing
Irascible, April 3 - May 11, 2013, n.p. (illustrated, cover, titled
Rosa Park)

as it illustrates a vibrant abstraction of Rosa Park,
a scenic neighborhood from Bultman’s hometown
in New Orleans. Upon his early introduction to art,
Bultman was fascinated by nature’s ability to create
magnifcent color combinations and thus elected to
intertwine rich hues of yellow, white and his iconic
crimson throughout the canvas to depict his view of a
familiar afernoon horizon. As April Kingsley espoused
in her introduction to the exhibition catalogue for
Bultman’s 1993 retrospective at the New Orleans
Museum of Art, “For Bultman the color red was fre,
torn fesh, blood, and possible tropical fowers. Red
may also have signifed the heat of passion, in anger, in
love, or in the act of creation” (April Kingsley, quoted in
Fritz Bultman: A Retrospective, exh. cat., New Orleans
Museum of Art, 1993, p. 16). When experiencing
this work, the immediacy of each brushstroke and
abstracted nature of the composition encourages
viewers to question the inspiration behind its creation.
The intensity of gesture and pigment in Rosa Park The Nurses of the Afernoon refect Bultman’s intimacy
with and artful handling of nature in his work and his
desire to alter the rigid expectations of art.
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Property from an Important East Coast Collection

218. Mark di Suvero

b. 1933

From Antarctica
steel and stainless steel, in 2 parts
32 1/2 x 37 x 35 in. (82.6 x 94 x 88.9 cm.)
Executed in 2008.
Estimate
$80,000-120,000
Provenance
John Berggruen Gallery, San Francisco
Acquired from the above by the present owner
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Important Foam Sculpture
by John Chamberlain

Executed in 1966-1970 at the beginning of the
pioneering sculptor’s career, this selection of three
superb foam sculptures by John Chamberlain
showcases his unique exploration of form and
materiality. Having begun working with discarded
automobile parts, the artist’s signature and wildly
unorthodox choice of medium, in 1957, Chamberlain
was keen to overcome his reputation as a fender
bender by the late 1960s and experimented with
other unconventional yet signifcantly more
malleable materials such as urethane foam, synthetic
polymers, and aluminum foil. Fascinated by the active
transformation of everyday materials, Chamberlain
recalled watching someone squeeze a sponge
while washing dishes and observing one end of the
sponge popping out of one side of their fst, suddenly
resembling a sculpture to the artist: “It’s daily life,” he
explained, “That’s where I get the idea that everybody
makes sculpture every day, whether in the way they
throw the towel over the rack or the way they wad up
the toilet paper. That’s all very personal and very exact,
and in some sense very skillful on their part…those little
things, like blowing up a paper bag and hitting it so it
pops --- take it one little step further and do it in slow
motion and explore what the resistance of the air in
the bag is, and you make something. To me that is very
interesting, if there is a body of work demonstrating
all these things that come together, that’s useful in art
history, as a record of accumulation and development
of knowledge in this occupation” (John Chamberlain
quoted in Julie Sylvester, John Chamberlain, A
Catalogue Raisonné of the Sculpture 1954-1985, New
York, 1986, p. 12).
While in Malibu in 1966, Chamberlain began a series
of sculptures using industrial urethane foam that
was available in Los Angeles parking lots, in which
the artist cut, folded, and tied foam into “instant”
sculptures such as the present three works. Inspired
by commonplace movements, this series began with
a number of small sketches of squeezed and tied
sponges, and progressed to larger pieces of urethane
foam, whose denser and more buoyant quality allowed
for increasingly complex confgurations resembling
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craters and writhing donut forms. The year of 1967
saw his second series of these works, using even larger
pieces of foam and occasionally requiring two ropes to
harness the squeezed shapes. The artist continued to
experiment with this material until his fourth series,
executed in 1972.
Exemplifying Chamberlain’s unwavering respect for the
materials he employs, the emphasis in his foam works
rests on their structure and construction, such that the
subject of the sculptures becomes the foam itself. The
smooth, sensuous surfaces and bulging, almost bodily
forms of these works evoke the efect of the sculptor’s
hands kneading fesh. In describing this series, Julie
Sylvester observes: “Urethane foam is Chamberlain’s
marble - porous and tactile but cheap, and sofly and
directly responsive to the bare hands” (Julie Sylvester,
John Chamberlain, A Catalogue Raisonné of the
Sculpture 1954-1985, New York, 1986, p. 36). Dating
to his frst series of foam works, Untitled, 1966 is tied
with a charming, black beaded drapery trim, further
highlighting Chamberlain’s enthusiasm for repurposing
found materials and his endless creativity. Executed
in a larger format, the two Untitled works from 1970
retain the original vigor of the contorted foam shapes
struggling to escape from their restraints.
Though a fascinating window into the renowned
sculptor’s early creative process, this radical series of
foam sculptures did not receive the critical attention
it deserved at the time of its conception. In November
1966 to January 1967, more than two dozen of
Chamberlain’s foam sculptures were exhibited at
the legendary Dwan Gallery in Los Angeles, and the
group received little consideration again until a survey
exhibition at Chinati, Marfa in 2005-06 of around
30 rarely-seen foam sculptures, highlighting the
importance of these works in his oeuvre. An icon of
20th century American sculpture, Chamberlain has
utterly radicalized the way in which form, modeling,
and composition are arranged in the sculptural canon,
evidenced by the power and lasting success of his foam
sculptures despite their being executed in an almost
comically disposable material.
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John Chamberlain in his New York
studio. The Museum of Modern
Art Archives, New York, Image Neil
Williams / Art Resource, NY
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219. John Chamberlain

1927-2011

Untitled
signed and dated “CHAM ’70” on the underside
urethane foam, cord and paint
10 1/2 x 17 x 15 in. (26.7 x 43.2 x 38.1 cm.)
Executed in 1970.
Estimate
$15,000-20,000
Provenance
Private Collection, New York (acquired directly
from the artist in 1984)
Literature
Julie Sylvester, John Chamberlain, A Catalogue
Raisonné of the Sculpture 1954-1985, New York,
1986, no. 377, p. 115 (illustrated)

NY_TCA_DAY_AM_NOV18_200-277_BL.indd 214

18/10/18 10:58

220. John Chamberlain

1927-2011

Untitled
urethane foam, cloth and wood
4 x 7 1/2 x 6 1/2 in. (10.2 x 19.1 x 16.5 cm.)
Executed in 1966.
Estimate
$12,000-18,000
Provenance
Private Collection, New York (acquired directly
from the artist in 1984)
Literature
Julie Sylvester, John Chamberlain, A Catalogue
Raisonné of the Sculpture 1954-1985, New York,
1986, no. 234, p. 90 (illustrated)
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221. John Chamberlain

1927-2011

Untitled
signed and dated “CHAM ‘70” on the underside
urethane foam, cord and paint
9 x 16 x 14 in. (22.9 x 40.6 x 35.6 cm.)
Executed in 1970.
Estimate
$15,000-20,000
Provenance
Private Collection, New York (acquired directly
from the artist in 1984)
Literature
Julie Sylvester, John Chamberlain, A Catalogue
Raisonné of the Sculpture 1954-1985, New York,
1986, no. 378, p. 115 (illustrated)
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222. Louise Nevelson

1899-1988

Floating Cloud Cryptic VIX
painted wood
closed 2 1/4 x 8 3/8 x 5 3/4 in. (5.7 x 21.3 x 14.6 cm.)
Executed in 1977.
Estimate
$12,000-18,000
Provenance
Pace Gallery, New York
Hokin Galleries, Palm Beach
Sotheby’s, October 6, 1992, lot 53
Acquired at the above sale by the present owner

Alternate view
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“I think that the picture isn’t pre-formed, I think
it is formed as it is made; and might be anything.”
Jasper Johns

223. Jasper Johns

b. 1930

Untitled (Red, Yellow, Blue)
signed and dated “J Johns ‘98” lower right; further
signed and dated “J Johns ‘98” on the reverse
acrylic and graphite over intaglio on paper
image 3 1/4 x 7 1/4 in. (8.3 x 18.4 cm.)
sheet 9 5/8 x 12 1/2 in. (24.4 x 31.8 cm.)
Executed in 1998, this work will be recorded in the
upcoming Catalogue Raisonné of the Drawings of
Jasper Johns.
Estimate
$80,000-120,000
Provenance
Bill T. Jones, New York (acquired directly from
the artist)
Matthew Marks Gallery, New York (acquired in 1998)
Acquired from the above by the present owner in 1999
Literature
Pepe Karmel, Jasper Johns: Drawing Over, exh. cat.,
Leo Castelli Gallery, New York, 2010, p. 67 (illustrated)
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Executed in 1998, Jasper Johns’ Untitled (Red,
Yellow, Blue) illustrates the artist’s expertise in both
printmaking and painting. Johns began utilizing the
printing press in 1960, later perfecting his process in
the 1980s, thoughtfully preparing and reworking each
plate to carefully impress his print along the sheet,
revealing intricate yet shallow imagery.
The present lot, originally in the collection of the
legendary choreographer and dancer Bill T. Jones,
consists of three printed panels on a single horizontal
sheet, overlaid with muted blue-gray pigment, and
features subtle hints of primary colors. Consistent
with Johns’ frequent juxtaposition of language
with visual information, the order in which the
written colors appear in the title is intentionally
misaligned with the order in which they appear in
the composition. In the late 1990s, Johns began
to illustrate impersonal and ofen cartoon-like
illustrations, as exhibited by this work’s inclusion of
geometric shapes, downward pointing arrows, and
a detached arm. His disconnected imagery begs
for further interpretation and meaning, such as
understanding the arbitrary upwardly stretching arm
as a hopeless hand reaching out for help. Johns’ work
acts as a means of communication, evoking personal
expression or a dramatic conceptual dialogue between
himself and his viewers. Instead, this work represents
his interest in the layers of the artistic process,
including the engraving of each plate, the pressing of
each print, and the topical addition of acrylic pigment.
As one of his sketchbook entries from the early 1960s
appropriately states, “Take an object, do something
to it, do something else to it” (Jasper Johns, notes
from sketchbook A, p. 42, c. 1963-64; transcribed
in Varnedoe and Christel Hollevoet, Jasper Johns:
Writings, Sketchbook Notes, Interviews, p. 54).
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Andy Warhol: Brillo Soap Pads Box (Pasadena Type)

Before Andy Warhol, the thought of creating, or even
recognizing, as sculpture, something that resembled
a cardboard carton used for shipping consumer
goods, would have been inconceivable. Gerard
Malanga, Warhol’s long-time assistant recounts,
“Andy was fascinated by the shelves of foodstufs in
supermarkets and the repetitive, machine-like efect
they created” (Gerard Malanga, Archiving Warhol:
Writing and Photographs, New York, 2002, p. 94).
Expanding the subject matter of his earlier Campbell’s
Soup Can paintings into the sculptural realm, Warhol
created wooden facsimiles of cartons of Brillo Soap
Pads, Mott’s Apple Juice, Del Monte Peach Halves,
Campbell’s Tomato Soup, Kellogg’s Cornfakes, and
Heinz Tomato Ketchup. Warhol frst exhibited his
revolutionary series of box sculptures at Manhattan’s
Stable Gallery in 1964. Massed foor to ceiling, the
wooden sculptures transformed the exhibition space
into, what appeared as, a supermarket stockroom.
The dazzling show became a rallying point for both
those for and against Pop art; as Robert Indiana
remembers, “The most striking opening of that period
was defnitely Andy’s Brillo Box Show” (Robert Indiana,
quoted in Victor Bockris, Warhol: The Biography,
Cambridge, 2003, p. 198).

The most iconic of the box sculptures, the Brillo
Boxes came to represent a period of revolutionary
transformation in Warhol’s oeuvre. The frst body of
work to come from his East 47th Street studio, the box
sculptures were constructed by crafsmen to Warhol’s
specifcations; Warhol and his assistants then painted
and silkscreened the wooden boxes with stencils taken
from the original grocery cartons. This new process,
suggestive of an assembly line, would come to defne
Warhol’s brand. The production of this seminal body of
sculptures, with their sheer quantity and their typology
as packages, provides a context in which Warhol’s
legendary studio came to be known as The Factory.
Eight years afer the groundbreaking show at Stable
Gallery, Warhol produced a new series of Brillo Boxes,
known as the Pasadena-type boxes, a series in which
the present lot belongs, for his retrospective at the
Pasadena Art Museum.

Installation view of Andy Warhol: Brillo at
The Pasadena Art Museum, May 12–June 21,
1970 (present work exhibited). Image Frank J.
Thomas archives/Norton Simon Museum
Archives, Pasadena, California, Artwork © 2018
Andy Warhol Foundation for the Visual Arts/
Artists Rights Society (ARS), New York
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“What made Andy’s boxes art, while their real-life
counterparts were simply utilitarian containers,
with no claim to the status of art at all? The
question What is art? had been part of philosophy
since the time of Plato. But Andy forced us to
rethink the question in an entirely new way.”
Arthur Danto, “The Brillo Box,” in Andy Warhol, Cambridge, 2010, p. 62

224. Andy Warhol

1928-1987

Brillo Soap Pads Box (Pasadena Type)
silkscreen ink on plywood
20 x 20 x 17 in. (50.8 x 50.8 x 43.2 cm.)
Executed in 1969.
Estimate
$400,000-600,000
Provenance
Private Collection, Los Angeles (gifed by
the artist in 1969)
Thence by descent to the present owner
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Paintings by Jim Dine
From a Distinguished European Collector

This group of three works by Jim Dine, executed between
1962 and 1981, features the iconic themes and imagery
central to the artist’s celebrated practice - the heart, tools
and everyday objects. Drawing on personal experiences
and natural intuition, Dine creates works that are at once
intimate and playfully accessible. Dine has painted since he
was a child, and afer several years of study he no longer
saw the value in a formal art education. The artist instead
drew inspiration from museums and art journals, weaving
elements of contemporary and historical artworks into
his own practice, and was particularly inspired by Robert
Rauschenberg’s Combines and Jasper Johns’ Flags and
Targets. Afer moving to New York from Ohio in 1958,
Dine was associated with the Pop movement, though his
works lack the cool irony central to Pop and instead exude
a raw quality, inviting the viewer to interpret what is being
portrayed. Refecting on this distinction in 1963, Dine
explained: “Actually I’m interested in the problem and not
in solutions. I think there are certain Pop artists who are
interested mainly in solutions. I paint about the problems
of how to make a picture work, the problems of seeing, of
making people aware without handing it to them on a silver
platter” (the artist, quoted in Jim Dine: Walking Memory,
1959-1969, The Solomon R. Guggenheim Museum, New
York, 1999, p. 166). In addition to their distinct materiality,
A Study/ Your Yard, Crescent Wrench, and Harry Mathews
Skis the Vercour are each titled with poetic phrases,
inspiring further contemplation.
Executed in 1962, Crescent Wrench dates to the beginning
of Dine’s career, a period marked by increasing art world
recognition and intense creative development for the
artist. Soon afer moving to New York, Dine had a furry
of prominent solo exhibitions, starting with his frst ever
solo exhibition at Reuben Gallery, New York. Afer visiting
the artist’s studio in 1962 where she saw his recent Tools
paintings, Illeana Sonnabend gave Dine a show in Paris in
1963, and Sidney Janis Gallery began representing the artist
in New York that same year. A number of Dine’s works
were chosen for inclusion in the 1964 Venice Biennale,
and due to the controversial lack of space in the American
pavilion, a parallel exhibition was held at Boston’s Institute
of Contemporary Art, Rauschenberg & Noland & Johns &
Chamberlain & Dine & Stella & Oldenburg: The Biennale
Eight, where further works were shown to truly showcase
the talent of the artists, including Dine’s Crescent Wrench.
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Previously in the legendary collection of Mr. and Mrs. Burton
Tremaine, Connecticut, Crescent Wrench stands as testament
to the success of Dine’s early work, evidenced by this particular
lot’s rich history.
Crescent Wrench and Harry Mathews Skis the Vercour are
exceptional examples of Dine’s mixed media works and his
lifelong love of objects. His assemblages feature objects
projecting from the canvas or dangling daringly close to the
surface, blurring the line between reality and the painted
space and creating a dialogue between the objects and the
canvas. Though the works take on an almost surrealist quality,
this pairing of seemingly disparate objects came naturally
to the artist, as Dine described: “A piece of red paint is no
diferent than a pencil if I use it, or vice versa. If I use a yellow
pencil, I use a yellow pencil. If I use a piece of yellow paint,
that’s another kind of object. They all have history” (the
artist, quoted in Jim Dine: Walking Memory, 1959-1969, The
Solomon R. Guggenheim Museum, New York, 1999, p. 27).
The motif of the tool frst appeared in Dine’s work in 1960 and
harks back to his childhood days playing in his grandfather
and father’s hardware stores. As such, his works incorporating

Jim Dine, The Yellow Painting,
1972–1973. The San Francisco
Museum of Modern Art, Artwork
© Jim Dine/Artists Rights Society
(ARS), New York
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“My work is totally about memory. And my memory is very good…
My memory is my vast vault of experience.”
Jim Dine

tools are imbued with an autobiographical element and
are an expression of the artist’s feelings and memories,
rather than conceptual constructions. Fascinated by the
inherent aesthetic beauty of tools, Dine described his visits
to hardware stores to source materials for his paintings:
“Sometimes I’d buy dozens of hammers. But also, I got
so excited to fnd something that was inspiring. Not just
because it’s some sort of phallic object in itself. It has
been refned to be an extension of one’s hand, over the
centuries, in a process of evolution. And it can inspire
you that way. It has all this history” (the artist, quoted
in Jim Dine: Walking Memory, 1959-1969, The Solomon
R. Guggenheim Museum, New York, 1999, p. 132). Dine
considers tools as an extension of one’s hand, and, as such,
his assemblage paintings are at once a self-portrait and a
visual representation of the act of making the work itself.
The motif of the heart is central to Dine’s oeuvre, and is
one that he has explored in depth throughout his career.

Painted in 1981, A Study/ Your Yard is a stellar early
example of this iconic image and was included in the
artist’s solo exhibition at Pace Gallery, New York that same
year. In the introductory text for the exhibition catalogue,
Dine explained that the works were all executed in the
spring and summer of 1981 during a period in which he was
worried about a friend. A symbol of hope and compassion,
he believed the familiar image of the heart could be
particularly comforting, and described: “I’ve tried to depict
in these works, years of joy and pain. In painting, I would
not care to ‘illustrate’ those emotions. I would rather
keep looking very hard and see if the paint itself can do
the job. Actually I know it can” (the artist, quoted in Jim
Dine: Recent Work, exh. cat., Pace Gallery, New York, 1981,
n.p.). Rendered in exquisite vibrant and jewel-like hues,
A Study/ Your Yard is imbued with the deeply personal
emotions of the artist, and the gestural brushstrokes and
dense impasto demonstrate Dine’s unique and celebrated
application of paint.

Jim Dine in his studio, 1977.
Image ©1991 Hans Namuth
Estate, Courtesy Center for
Creative Photography
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Property of a Distinguished European Collector

225. Jim Dine

b. 1935

Crescent Wrench
signed, titled and dated “the CRESCENT WRENCH
Jim Dine 1962” on the reverse
oil, wrench and wood on canvas
60 x 48 in. (152.4 x 121.9 cm.)
Executed in 1962.
Estimate
$80,000-120,000
Provenance
Pace Gallery, New York
Mr. and Mrs. Burton Tremaine, Connecticut
Private Collection, Europe (acquired circa early 1980s)
Thence by descent to the present owner
Exhibited
Boston, Institute of Contemporary Art, Rauschenberg
& Noland & Johns & Chamberlain & Dine & Stella &
Oldenburg: The Biennale Eight, June 20 - July 26,
1964, no. 5
Rotterdam, Museum Boymans-Van Beuningen,
Jime Dine: schilderijen, aquarellen, objecten en het
complete grafsche oeuvre, February 20 - April 12,
1971, no. 28, n.p. (illustrated)
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Property of a Distinguished European Collector

226. Jim Dine

b. 1935

Harry Mathews Skis the Vercour
each signed, titled and dated “”Harry Mathews Skiis
the Vercour” Jim Dine 1973” on the reverse
acrylic, collage and mixed media on canvas, diptych
each 72 x 60 in. (182.9 x 152.4 cm.)
Executed in 1973.

“I trust objects so much. I trust
disparate elements going together.”
Jim Dine, 1966

Estimate
$100,000-150,000
Provenance
Pace Gallery, New York
Malmberg International Art Bagersgatan, Malmö
(acquired from the above in 1981)
Private Collection, Europe (acquired circa early 1980s)
Thence by descent to the present owner
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Property of a Distinguished European Collector

227. Jim Dine

b. 1935

A Study/ Your Yard
signed, titled and dated “A STUDY/YOUR YARD Jim
Dine 1981” on the reverse
acrylic on panel
48 x 36 in. (121.9 x 91.4 cm.)
Painted in 1981.
Estimate
$150,000-200,000
Provenance
Pace Gallery, New York
Malmberg International Art Bagersgatan, Malmö
(acquired from the above in 1981)
Private Collection, Europe (acquired circa early 1980s)
Thence by descent to the present owner
Exhibited
New York, Pace Gallery, Jim Dine: Recent Work,
November 6 - December 5, 1981, n.p. (illustrated)
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Ed Ruscha
Porch, 1996
“I don’t have any Seine River like
Monet. I just have U.S. 66 between
Oklahoma and Los Angeles.”
Ed Ruscha

Composed in a noir palette of stark black and cool
white, Ed Ruscha’s Porch, 1996, immediately conjures
the barren prairie landscape of 1930s America during
the era known as The Dust Bowl. Rendered in Ruscha’s
uniquely graphic brand of sfumato, the imagery in
Porch delicately emerges from a gray haze as a bold
silhouette, casting the familiar setting as a highly
nostalgic, cinematic stage that is reminiscent of
Dorothea Lange’s heartbreaking photographs of the
catastrophic drought in the Southern Plains region
of United States. These images would have been
especially evocative for Ruscha as an Oklahoma native,
and likely a key source of inspiration for Porch.
Belonging to a 1996 series that depicts four
paradigmatic porticos (the others being Doric, Ionic,
and Palapa), and originally exhibited together that
same year at Gallery Seomi in Seoul, Porch portrays
the only uniquely American architecture of the group.
Pared down to its basic geometric elements, yet nearly
photographic in its implied detail, Ruscha’s scene
is of a post extending vertically from a rectangular
foundation, with a sharply triangular mass perched
above and supported at an angle by a brace. In its
most simplifed form, the image of the porch is purely
two-dimensional, yet the blurred edges of the bold
edifce also allow the viewer to see the structure in an
exaggerated, three-dimensional form.

another genre of the classic portico. Many of the
artist’s most signifcant paintings, such as Los Angeles
County Museum on Fire, 1965-68, similarly employ the
classic architectural elements in a deeply foreboding
narrative, and ofen with a particular focus on the
portico.
Speaking specifcally of the present lot, Hal Foster
eloquently describes the American porch as a symbol
of the Western frontier and the American dream: “The
vaunted exceptionalism of the United States – its
democratic dream, its eternal future – was long staked
on its western frontier, but in a cycle of paintings that
stretch into the mid-1990s, Ruscha displays such
tokens as silhouetted teepees, bufalos, and wagon
trains headed for the night… This slow fade is perhaps
most poignant in a 1996 painting of a lone post of a
twilit porch: a staple shot in westerns (it could come
from The Searchers, say), this picture appears in the
midst of similar paintings of solitary Ionic and Doric
columns as if to suggest that even as this post appears
almost as classic as these columns, it seems almost
as distant too- less a defant marker, then, than a
fragile relic” (Hal Foster, The First Pop Age: Painting
and Subjectivity in the Art of Hamilton, Lichtenstein,
Warhol, Richter, and Ruscha, Princeton, 2014, p. 240).

Ruscha’s inclusion of the uniquely American porch
within this architectural series positions the structure
alongside, and likens it to, the signifers of classicism
(Ionic and Doric) and the primitive (Palapa), equating
them all in both function and form. This reference to
civilization, past and present, is of central signifcance
to Ruscha and is discernible in his most important
works. Architecturally, Ruscha’s Standard Station
compositions cast the Standard Oil gas station scene,
rendered in exaggerated perspective, in a role similar
to Porch, as the covered gas pumps are themselves
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Dustbowl farm, Coldwater District,
Texas, June 1938. Image Dorthea
Lang/SSPL/Getty Images
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228. Ed Ruscha

b. 1937

Porch
signed and dated “Ed Ruscha 1996” on the reverse;
further signed, titled and dated “EDWARD RUSCHA
“PORCH” 1996” on the stretcher
acrylic on canvas
36 x 24 in. (91.5 x 61 cm.)
Painted in 1996.
Estimate
$400,000-600,000
Provenance
Galleria Il Gabbiano, Rome
Private Collection, New York
Acquired from the above by the present owner
Exhibited
Seoul, Gallery Seomi, Edward Ruscha, 1996
Rome, Galleria Il Gabbiano, Edward Ruscha ‘90s,
February 2001, p. 26 (illustrated)
Literature
Hal Foster, The First Pop Age: Painting and Subjectivity
in the Art of Hamilton, Lichtenstein, Warhol, Richter, and
Ruscha, Princeton, 2012, p. 243 (illustrated)
Robert Dean and Lisa Turvey, Edward Ruscha: Catalogue
Raisonné of the Paintings, Volume 5: 1993-1997, New
York, 2012, no. P1996.10, pp. 256-57 (illustrated, p. 257)
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Property from the Collection of Silvio Castelli

229. Andy Warhol

1928-1987

Silvio Castelli
signed and dated “Andy Warhol 1981” on the overlap
synthetic polymer and silkscreen inks on canvas
40 x 40 in. (101.6 x 101.6 cm.)
Executed in 1981.
Estimate
$80,000-100,000
Provenance
Acquired directly from the artist by the present owner
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230. Andy Warhol

1928-1987

Michael Walsh
signed and dated “Andy Warhol 86” on the overlap
synthetic polymer and silkscreen inks on canvas
40 x 40 in. (101.6 x 101.6 cm.)
Executed in 1986.
Estimate
$100,000-150,000
Provenance
Gifed by the artist to the present owner
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Property from an Important East Coast Collection

231. Roy Lichtenstein

1923-1997

Untitled Head I
incised with the artist’s signature, number and date
“Lichtenstein ’70 25/75” and stamped with Gemini
foundry mark on a plaque afxed to the underside
brass
25 1/2 x 11 x 6 in. (64.8 x 27.9 x 15.2 cm.)
Executed in 1970, this work is number 25 from an
edition of 75.
This work will be included in the forthcoming
catalogue raisonné being prepared by the Roy
Lichtenstein Foundation.
Estimate
$50,000-70,000
Provenance
Leo Castelli Gallery, New York
Private Collection, New York
Acquired from the above by the present owner
Exhibited
New York, Castelli Graphics, Roy Lichtenstein:
New Editions, Lithographs, Sculptures, Reliefs,
September - October 1970 (another example
exhibited)
Philadelphia Museum of Art, Multiples: The First
Decade, March 5 - April 4, 1971, n.p. (another
example exhibited)
The Cleveland Center for Contemporary Art, A
Selection of 20th Century Three-Dimensional
Portraits and Related Drawings, November 1984 January 1985, p. 15 (another example exhibited
and illustrated)
East Hampton, Guild Hall Museum, Roy Lichtenstein:
Three Decades of Sculpture, August 15 - October 4,
1992, n.p. (another example exhibited)
Mexico City, Museo del Palacio De Bellas Artes,
Salas Nacional y Diego Rivera; Museo de Arte
Contemporáneo de Monterrey; Washington,
D.C., Corcoran Gallery of Art (as Roy Lichtenstein:
Sculpture & Drawings, cat. no. 34, pp. 57, 96,
illustrated, p. 96); Valencia, Instituto Valenciano de
Arte Moderno; La Coruña, Fundación Pedro Barrié
de la Maza; Lisbon, Centro Cultural de Belem, Roy
Lichtenstein, Escultura, Pintura Y Grafca, July 1998 August 2000 (another example exhibited)
Washington, D.C., The White House, Twentieth
Century American Sculpture at the White House Exhibition V, 1997, n.p. (another example exhibited
and illustrated)
Literature
Gregorio Magnani and Daniel Buchholz, eds.,
International Index of Multiples: From Duchamp to
the Present, Cologne, 1993, p. 125 (another example)
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Property from an Important East Coast Collection

232. Robert Indiana

1928 - 2018

Art
stamped with the artist’s signature, number and
date “© 1999 R INDIANA AP 1/4” on the lower
edge of the interior
polychromed aluminum
18 x 18 x 9 in. (45.7 x 45.7 x 22.8 cm.)
Conceived in 1972 and executed in 1999, this work
is artist’s proof 1 from an edition of 8 plus 4 artist’s
proofs.
Estimate
$80,000-120,000
Provenance
Spencer Tompkins Fine Art, New York
Acquired from the above by the present owner
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233. Robert Rauschenberg

1925-2008

Spindle Top Rock Glut
signed, titled and dated “SPINDLE TOP ROCK
(GLUT) RAUSCHENBERG 88.202” on a plaque
afxed to the underside
assembled metal
37 x 30 1/2 x 28 3/4 in. (94 x 77.5 x 73 cm.)
Executed in 1988.
Estimate
$80,000-120,000
Provenance
Knoedler Gallery, New York (acquired in 1989)
Private Collection (acquired from the above in 1989)
Cornette de Saint-Cyr, Paris, March 29, 2004, lot 56
Edward Tyler Nahem Fine Art, New York
Gallery Seomi, Seoul
Acquired from the above by the present owner
Exhibited
Helsinki Art Hall, Modern Masters ’89, May 17 –
July 30, 1989
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234. Andy Warhol

1928-1987

Piss Painting
stamped by the Estate of Andy Warhol and the
Andy Warhol Foundation for the Visual Arts, Inc.,
New York and initialed “VF” on the overlap; further
numbered “PA 45.151” on the stretcher
urine and acrylic on linen
17 1/4 x 11 1/4 in. (43.8 x 28.6 cm.)
Executed in 1977-78.
Estimate
$50,000-70,000
Provenance
The Andy Warhol Foundation for the Visual Arts,
Inc., New York
Christie’s, online, June 10, 2014, lot 35
Acquired at the above sale by the present owner
Exhibited
New York, David Nolan Gallery, Slough, May 29 July 24, 2009
Literature
Neil Printz and Sally King-Nero, eds., The Andy
Warhol Catalogue Raisonné: Paintings 1976-1978,
vol. 05B, New York, 2018, no. 3935 (illustrated)

NY_TCA_DAY_AM_NOV18_200-277_BL.indd 239

18/10/18 11:17

Property from a Distinguished
Private Collection, Florida

235. Claes Oldenburg

b. 1929

Fagend Study
stamped with the artist’s name, inscribed, titled,
numbered and dated “FAGEND STUDY 1968
FABRICATED BY LIPPINCOT INC. COPYRIGHT
© 1976 CLAES OLDENBURG CO. 17/24” on the
interior of the flter
cast aluminum hand painted with enamel
10 x 18 1/2 x 7 in. (25.4 x 47 x 17.8 cm.)
Conceived in 1968 and executed in 1976, this work is
number 17 from an edition of 24.
Estimate
$60,000-80,000
Provenance
Margo Leavin Gallery, Los Angeles (acquired from
the fabricator in 1977)
Leo Castelli Gallery, New York
Marvin Ross Friedman & Co., Miami
Acquired from the above by the present owner
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Exhibited
New York, Leo Castelli Gallery, Claes Oldenburg,
November 6 - 27, 1976, no. 13 (another example
exhibited)
Helsinki, Galerie Kajforsblom, Celebrating Leo Castelli
and Pop Art, March 12 - April 14, 1988, p. 19 (another
example exhibited and illustrated)
Cincinnati, Carl Solway Gallery, Claes Oldenburg: A
Complete Survey of Sculptures in Edition 1963 – 1990,
April 20 - June 9, 1990, no. 19. (another example
exhibited)
Minneapolis, Walker Art Center, Claes Oldenburg: In
the Studio, August 2, 1992 - February 14, 1993, no.
142 (another example exhibited)
Minneapolis Institute of the Arts, Until Now:
Collecting the New (1960-2010), April 16 - August 1,
2010 (another example exhibited)
Literature
Richard Koshalek, Frederick R. Weisman: Art
Foundation Collection, Los Angeles, 2007, p. 164
(another example illustrated)
Pop Art Design, exh. cat., Vitra Design Museum, Weil
am Rhein, 2012, p. 148 (another example illustrated)
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Property from an Important East Coast Collection

236. Claes Oldenburg and
Coosje van Brugen b. 1929 / 1942 - 2009
Falling Notes
canvas coated with resin, cord, string; painted with latex
and spray enamel, in 2 parts
37 3/8 x 21 1/4 x 11 7/8 in. (94.9 x 54 x 30.2 cm.)
Executed in 2003.
Estimate
$100,000-150,000
Provenance
Pace Gallery, New York
Acquired from the above by the present owner
Exhibited
Rivoli-Torino, Castello di Rivoli, Museo d’Arte
Contemporanea, Claes Oldenburg and Coosje van
Bruggen: Sculpture By The Way, October 23, 2006 February 25, 2007, p. 72 (illustrated)
New York, Whitney Museum of American Art, Claes
Oldenburg and Coosje van Bruggen: The Music Room,
May 6 - August 30, 2009
Literature
Carol Kino, “Going Sofly Into a Parallel Universe”, The
New York Times, May 17, 2009, p. 30
Claes Oldenburg & Coosje van Bruggen: The European
Desktop, exh. cat., Pace Wildenstein, Madrid, 2010, p. 111
(illustrated)
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237. Andy Warhol

1928-1987

Tom Royal
signed and titled “Tom Royal from Andy
Warhol” lower lef
ink on paper
22 x 14 1/8 in. (55.9 x 35.9 cm.)
Executed circa 1952.
Estimate
$15,000-20,000
Provenance
Tom Royal (gifed by the artist)
Acquired from the above by the present owner
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238. Andy Warhol

1928-1987

Price War
stamped by the Estate of Andy Warhol and The
Andy Warhol Foundation for the Visual Arts, Inc.,
New York, initialed “VF”, numbered “91.027” and
inscribed “D 1041” on the reverse
synthetic polymer paint on HMP paper
24 x 32 in. (61 x 81.3 cm.)
Executed in 1985-1986.
Estimate
$20,000-30,000
Provenance
The Andy Warhol Foundation for the Visual Arts,
New York
Acquired from the above by the present owner
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239. Christo

b. 1935

Running Fence (Project for Sonoma County and
Marin County, State of California)
(ii) signed, titled and dated “Christo 1976 RUNNING
FENCE (PROJECT FOR Sonoma County and Marin
County, STATE OF CALIFORNIA)” lower lef
charcoal, pastel, wax crayon and printed paper
collage on paper, in artist’s Plexiglas box, in 2 parts
(i) 15 1/2 x 96 1/2 in. (39.4 x 245.1 cm.)
(ii) 42 1/2 x 96 1/2 in. (108 x 245.1 cm.)
overall 58 x 96 1/2 in. (147.3 x 245.1 cm.)
Executed in 1976.
Estimate
$100,000-150,000
Provenance
Obelisk Gallery, Boston
Acquired from the above by the present owner

Christo and Jeanne-Claude, Running Fence, Sonoma and Marin Counties,
California, 1972–76. Photo: Wolfgang Volz. Copyright: Christo 1976
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240. Tom Wesselmann

1931-2004

Open Ended Nude Drawing Edition #67
signed, titled and dated “#67. Wesselmann 74” lower lef
Liquitex and pencil on rag board
3 7/8 x 9 in. (9.8 x 22.9 cm.)
Executed in 1974.
Estimate
$30,000-50,000
Provenance
Sidney Janis Gallery, New York
Acquired from the above by the present owner in 1975
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241. Ed Ruscha

b. 1937

Fleetwood
signed and dated “Ed Ruscha 2001” lower right
acrylic on museum board
12 x 9 in. (30.5 x 22.9 cm.)
Executed in 2001, this work will be included in a future
volume of Edward Ruscha: Catalogue Raisonné of the
Works on Paper, edited by Lisa Turvey.
Estimate
$40,000-60,000
Provenance
Private Collection (acquired directly from the artist)
Sotheby’s, London, June 24, 2004, lot 248
Private Collection
Larsen Art Auction, Scottsdale, October 24, 2015, lot 171
Acquired at the above sale by the present owner
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Property of an Important European Family Collection

242. Fernando Botero

b. 1932

Torero
signed and dated “Botero 95” lower right
oil on canvas
16 1/8 x 13 7/8 in. (41 x 35.2 cm.)
Painted in 1995.
Estimate
$80,000-120,000
Provenance
Galleria Tega, Milan
Acquired from the above by the present owner in 2002
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Property of an Important European Family Collection

243. Fernando Botero

b. 1932

Reclining Woman
incised with the artist’s signature and number “Botero
E.A 2/2” and stamped with the foundry mark on the base
bronze
8 1/2 x 25 3/8 x 7 3/4 in. (21.6 x 64.5 x 19.7 cm.)
Executed in 1996, this work is artist’s proof 2 from an
edition of 6 plus 2 artist’s proofs.
Estimate
$150,000-200,000
Provenance
Galleria Tega, Milan
Acquired from the above by the present owner in 2001
Literature
Jean-Clarence Lambert, Botero Sculptures, Bogotá, 1998,
no. 230, n.p. (another example illustrated)
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244. Fernando Botero

b. 1932

Still Life with Bottle
signed and dated “Botero 82” lower right
oil on canvas
43.5 x 66 in. (110.5 x 167.6 cm)
Painted in 1982.
Estimate
$300,000-500,000
Provenance
Marlborough Gallery, New York
Private Collection (acquired in 1982)
Thence by descent to the present owner
Exhibited
London, Marlborough Gallery, Fernando Botero:
Recent Paintings, May 11 - June 3, 1983, no. 10, p. 27
(illustrated)
Munich, Kunsthalle der Hypo-Kulturstifung;
Kunsthalle Bremen; Schirn Kunsthalle Frankfurt,
Fernando Botero: Bilder, Zeichnungen, Skulpturen,
July 4, 1986 - May 10, 1987, no. 38, p. 94 (illustrated,
titled Stilleben mit Flasche); then travelled as
Madrid, Reina Sofía, Fernando Botero: Pinturas,
Dibujos, Esculturas, June - August, 1987, no. 38, p.
96 (illustrated, titled Naturaleza muerta con botella)
Knokke-Heist, Casino Knokke, Botero, June 27 September 4, 1988, p. 18 (illustrated)
Literature
Xiaosheng Xing, Fernando Botero, Beijing, 1995, p.
43 (illustrated)
Edward J. Sullivan and Jean-Marie Tasset, Fernando
Botero: Monograph & Catalogue Raisonne Paintings
1975-1990, Lausanne, 2000, no. 1982/41, p. 328
(illustrated)
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“When I paint an apple or an orange,
I know you can tell it’s my painting
and that I painted it, because what
I’m looking for is to give every painted
element, even the simplest one, a
personality that comes from a deeplyheld conviction.”
Fernando Botero
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245. León Ferrari

1920-2013

Esfera (Sphere)
stainless steel
diameter 55 in. (139.7 cm.)
Executed in 2006, this work is accompanied by a
certifcate of authenticity signed by the artist.
Estimate
$140,000-180,000
Provenance
Acquired directly from the artist by the present owner
Exhibited
Miami, Pan American Art Projects, León Ferrari &
Oscar Bony, December 9, 2006 - January 6, 2007
(illustrated, cover)

“Art will be neither beauty nor novelty;
art will be efcacy and disturbance.”
León Ferrari
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246. Jesús Rafael Soto

1923-2005

Rectangles et Carres
signed, titled and dated “RECTANGLES ET CARRES Soto
1969” on the reverse
acrylic on wood and metal
54 1/2 x 42 x 6 1/2 in. (138.4 x 106.7 x 16.5 cm.)
Executed in 1969.
Estimate
$250,000-350,000
Provenance
Galerie Denise René, New York
Francisco Narvaez, Caracas
Private Collection, Caracas (by descent from the above)
Acquired from the above by the present owner

Produced at the height of Jesús Rafael Soto’s career,
Rectangles et Carres is a testament to the artist’s aim
of advancing the limits of geometric abstraction. The
horizontal line dividing the bright yellow and white
rectangles from the darker, busier elements in the
lower panel of the composition evokes a childhood
memory, which Soto described in conversation with
Ariel Jiménez: “I remember the awe I felt seeing the
vibration of the air through the refection of the sun
on the earth. I never got tired of seeing that vibrating
mass foating in space and shining over the road.”
The three-dimensional squares over the striped
background, a staple of Soto’s groundbreaking kinetic
art, express that vibration in painting as a result of
movement and light.
The year 1969 represented the culmination of a decade
during which Soto’s mature style emerged. Having
grown up and studied fgurative art in Venezuela,
the artist immigrated to Paris in the early 1950s,
immersing himself in the artistic post-war scene. This
move was propelled by a creative epiphany that Soto
experienced afer hearing an acquaintance skeptically
describe Malevich’s White on White , 1918 painting.
Although he would not see this painting until years
later, he immediately understood its far reaching
implications. The conceptual nature of this insight
refects Soto’s approach to art, not as a creative or
political expression, but as a form of knowledge akin to
philosophical and scientifc investigation.
Soto’s recurring use of the square stems from
its abstract purity and independence from the
human scale, which allowed him to break free
from the constraints of classical composition and
anthropocentrism. It is no wonder that he considered
Mondrian to be the most signifcant abstract painter of
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Alternate view

his time. Addressing the unresolved tension inherent
to Mondrian’s work between the intersection of the
vertical and horizontal axes, Soto’s innovation was
to add a third dimension to his works, achieving the
sense of vibration that had inspired him since his
youth.
The importance of Rectangles et Carres is further
attested by its provenance. Originally sold by the
gallery that frst brought Soto’s work to prominence
in Paris in 1955, this work belonged to the Venezuelan
sculptor Francisco Narvaez. A compatriot from an
earlier generation, Narvaez studied art in Paris, but
returned to Venezuela in 1931, dedicating himself to
expressing the local culture and ethnicity in a modern,
artistic language. In a sense, the work of Narvaez’s
generation paved the way for a cosmopolitan
generation of post-war artists that fully embraced
the universal, as the problem of local identity had
already been widely investigated, if not resolved.
Soto’s fascination with light was not specifc to his
tropical upbringing, but rather an instinctive curiosity
towards the most basic, universal phenomenon. As
Soto realized when frst viewing the paintings of
Vermeer, his aim was to capture the universality of
light, movement, and vibration.
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Property from an Important East Coast Collection

247. George Rickey

1907-2002

Four Rectangles Oblique II
incised with the signature and date “Rickey 1972 1974”
on the base
stainless steel, in 2 parts
108 x 51 x 48 1/2 in. (274.3 x 129.5 x 123.2 cm.)
Executed in 1972-74, this work is an artist’s proof from
an edition of 3 plus one artist’s proof.
Estimate
$120,000-180,000
Provenance
Philip Rickey
Marlborough Gallery, New York
Acquired from the above by the present owner
Exhibited
Hannover, Kestner-Gesellschaf, George Rickey, July
13 – 30, 1973, no. 41, pp. 68-69, 101 (another example
exhibited and illustrated, pp. 68-69)
Berlin, Nationalgalerie Staatliche Museen, George
Rickey, November 21, 1973 – February 4, 1974, no. 41, pp.
68-69, 101 (another example exhibited and illustrated,
pp. 68-69)
New York, Fordham University Plaza at Lincoln Center
and Staempfi Gallery, George Rickey, April 22 - May 24,
1975 (another example exhibited)
Roslyn, Nassau County Museum of Fine Arts, Sculpture
Outdoors, October 2 - December 7, 1975 (another
example exhibited)
New York, Dag Hammarskjold Plaza, George Rickey, May
24 - September 7, 1977 (another example exhibited)
New Orleans, K & B Plaza, Sculpture by George Rickey,
September 10 - October 22, 1978 (another example
exhibited and illustrated)
Montréal, Musée d’art contemporain, George Rickey,
September 17 – November 1, 1981, no. 3, p. 34
Glasgow, Scottish Arts Council, George Rickey: Kinetic
Sculpture on Clydeside, June 5 - August 29, 1982, n.p.,
no. 3 (exhibited and diagram illustrated)
Wakefeld, Yorkshire Sculpture Park, George Rickey,
September 19 - November 29, 1982, n.p. (another
example exhibited and illustrated)
New York, Marlborough Gallery, George Rickey:
Important Works from the Estate, February 18 - March
20, 2010, p. 27 (another example exhibited and
illustrated)
Atlanta Botanical Garden, Independent Visions:
Sculpture in the Gardens, May – October 2012, p. 18
(another example exhibited and illustrated)
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248. George Rickey

1907-2002

Four Cubes with Gimbal II
incised with the artist’s signature, number and
date “2/3 Rickey 1994-6” on the top of the base
stainless steel
57 x 27 x 27 in. (144.8 x 68.6 x 68.6 cm.)
Conceived in 1994 and executed in 1996, this
work is number 2 from an edition of 3.
Estimate
$80,000-120,000
Provenance
The Estate of the Artist
Marlborough Gallery, New York
Acquired from the above by the present owner
Exhibited
New York, Maxwell Davidson Gallery,
George Rickey: Recent Sculpture, November
1 - December 23, 1995, no. 12, n.p. (another
example exhibited and illustrated)
Kruishoutem, Veranneman Foundation, George
Rickey Sculptures, May 9 - July 11, 1998
New York, Marlborough Gallery, George Rickey:
Selected Works from the Rickey Estate, March 13
- April 12, 2008, no. 19, p. 24 (illustrated)
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“The object was for the pieces
to perform as they could, and I
wanted their movement to be slow,
unhampered, deliberate—but at
the same time unpredictable.”
George Rickey, 1988
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249. Edgar Negret

1920-2012

Sol
signed and dated “NEGRET 1985” on the underside
painted aluminum
51 1/8 x 45 5/8 x 26 3/4 in. (130 x 116 x 68 cm.)
Executed in 1985, this work is accompanied by
a certifcate of authenticity issued by Germán
Alvarado, Galería Casa Negret, G.A.
Estimate
$20,000-30,000
Provenance
Galería Espacio Continuo, Bogota
Acquired from the above by the present owner
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250. Niki de Saint Phalle

1930-2002

Pouf serpent bleu
incised with the artist’s signature and number
“Niki de Saint Phalle 1/20” on a brass plate afxed
to the base; further stamped with the foundry
mark on the base
painted polyester
70 x 35 x 32 in. (177.8 x 88.9 x 81.3 cm.)
Executed in 1991, this work is number 1 from an
edition of 20 plus 5 artist’s proofs.
Estimate
$70,000-90,000
Provenance
Guy Pieters Gallery, Knokke-le-Zoute
Phillips, New York, March 3, 2015, lot 25
Acquired at the above sale by the present owner
Exhibited
Knokke-le-Zoute, Guy Pieters Gallery, Niki de
Saint Phalle: Oeuvres récents, August 1991, n.p.
(another example exhibited and illustrated)
Bonn, Kunst-und Ausstellungshalle der
Bundesrepublik Deutschland; Glasgow, McLellan
Galleries; Musée d’art moderne de la ville de Paris,
Niki de Saint Phalle, June 19, 1992 – September
1993 (another example exhibited)
Basel, Galerie Bonnier, Niki de Saint Phalle: A
One-Woman Show, June 1993 (another example
exhibited)
Atlanta, Atlanta Botanical Garden, Niki in the
Garden: The Extraordinary Sculptures of Niki
de Saint Phalle, April - October 2006 (another
example exhibited)

NY_TCA_DAY_AM_NOV18_200-277_BL.indd 263

18/10/18 11:35

251. Frank Stella

b. 1936

Drawing for Ossipee III
signed and dated “F.S. ’66” lower right
colored pen and graphite on graph paper
17 1/8 x 22 1/8 in. (43.5 x 56.2 cm.)
Executed in 1966.
Estimate
$18,000-25,000
Provenance
M. Knoedler & Co., Inc., New York
Private Collection, Minnesota
Hiro Fine Art Auctions, Minneapolis, September 16,
2017, lot 20
Acquired at the above sale by the present owner
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Property from an Important East Coast Collection

252. Richard Anuszkiewicz

b. 1930

Temple of Fire Red
signed and dated “© RICHARD ANUSZKIEWICZ
1985” on the reverse
acrylic on canvas
42 x 24 in. (106.7 x 61 cm.)
Painted in 1985.
Estimate
$25,000-35,000
Provenance
Loretta Howard Gallery, New York
Acquired from the above by the present owner
Exhibited
Venice, XLII Esposizione Internazionale d’Arte
La Biennale di Venezia: Arte e Scienza, June 29 –
September 28, 1986, p. 173
Scottsdale, Riva Yares Gallery, Richard Anuszkiewicz:
Painted Constructions, Selected Paintings, April 24 –
May 28, 1988, no. 12, n.p.
Literature
David Madden and Nicholas Spike, Anuszkiewicz:
Paintings and Sculptures 1945-2001 Catalogue
Raisonné, Florence, 2010, no. 1985.9, p. 204
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253. Ralph Goings

b. 1928

Rock Ola
signed, titled and dated “ROCK OLA RALPH
GOINGS 1992” lower edge
watercolor and graphite on paper
15 x 22 in. (38.1 x 55.9 cm.)
Executed in 1992.
Estimate
$20,000-30,000
Provenance
OK Harris, New York
Private Collection (acquired from the above)
Private Collection
Literature
Louis K. Meisel, Photorealism at the Millenium,
New York, 2002, no. 375, no. 141 (illustrated)
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212. Jules Olitski
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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 October 18, 2018) are found online at
phillips.com, along with detailed information on each lot.

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.

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.

O Guaranteed Property
Lots designated with the symbol O are the subject of a
minimum price guarantee. In such cases Phillips has
guaranteed to the seller of the lot that regardless of the
outcome of the sale the seller shall receive no less than a
minimum sum. This guarantee may be provided solely by
Phillips or jointly with a third party.

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!
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
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Some lots are sold under special conditions. Phillips uses
the following symbols to designate these lots:

♦ Third Party Guarantee
Where Phillips has agreed to a minimum price guarantee it
assumes the fnancial risk of a lot failing to sell or selling
for less than the minimum price guarantee. Because the
sums involved can be signifcant Phillips may choose to
share the burden of that fnancial risk with a third party.
The third party shares the risk by committing in advance of
the sale, usually by way of a written bid, to buy the lot for
an agreed amount whether or not there are competing
bidders for the lot. If there are competing bidders third
party guarantors may also bid above any written bid. In
this way the third party guarantor assumes the risk of the
bidding not reaching the amount of the minimum price
guarantee.
In return for underwriting or sharing this risk Phillips will
usually compensate the third party. The compensation
may be in the form of a fxed fee or an amount calculated
by reference to the hammer price of the lot. If the third
party guarantor is the successful bidder Phillips will report
the purchase price net of any fees paid to the third party
guarantor.

Σ Regulated Species
Items made of or incorporating certain designated plant or
animal material, including but not limited to coral,
crocodile, ivory, whalebone, Brazilian rosewood,
rhinoceros horn or tortoiseshell, (irrespective of age,
percentage, or value), may require a license or certificate
prior to exportation and additional licenses or certificates
upon importation to any foreign country. Please note that
the ability to obtain an export license or certificate does
not ensure the ability to obtain an import license or
certificate in another country, and vice versa. We
recommend that prospective bidders check with their own
local restrictions regarding such requirements prior to
placing a bid. It is the buyer’s sole responsibility to obtain
any necessary export or import licenses or certificates as
well as any other required documentation. Please note
that lots containing potentially regulated plant or animal
material are marked as a convenience to our clients, but
Phillips does not accept liability for errors or for failing to
mark lots containing protected or regulated species.
Privacy
Our Privacy Policy is available at www.phillips.com or by
emailing dataprotection@phillips.com and sets out: (i) the
types of personal data we will or may collect and process;
(ii) the purposes for which we will or may process your
personal data; (iii) the lawful bases we rely on when
processing your personal data; (iv) your rights in respect of
our processing of your personal data; and (v) various other
information as required by applicable laws.
Phillips premises, sale, and exhibition venues are subject
to CCTV video surveillance and recording for security,
client service and bid monitoring purposes. Phillips’
auctions will be filmed for simultaneous live broadcast on
Phillips’ and third party websites and applications.
Your communications with Phillips, including by phone and
online (e.g. phone and on-line bidding) may be recorded
for security, client service and bid monitoring purposes.
Where we record such information we will process it in
accordance with our Privacy Policy.

Disclosure of fnancial interest by third parties
Phillips requires third party guarantors to disclose their
fnancial interest in the lot to anyone whom they are
advising. If you are contemplating bidding on a lot which is
the subject of a third party guarantee and you are being
advised by someone or if you have asked someone to bid
on your behalf you should always ask them to confrm
whether or not they have a fnancial interest in the lot.
∆ 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.
Download the app today to get started.
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© Fernando Botero
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20th Century & Contemporary
Art Evening Sale
Hong Kong, 25 November 2018
20th Century & Contemporary
Art & Design Day Sale
Hong Kong, 26 November 2018
Mandarin Oriental Hong Kong
5 Connaught Road, Central
Enquiries
contemporaryhk@phillips.com
+852 2318 2000

Alexander Calder 1898-1976
Stabile
painted metal
31 x 22.2 x 22.2 cm.
(12 1/4 x 8 3/4 x 8 3/4 in.)
Executed in 1968.
Estimate
HK$ 1,500,000 – 2,500,000
US$ 192,000 – 321,000
© 2018 Calder Foundation, New York
/ Artists Rights Society (ARS), New York
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Please return this form by email to bidsnewyork@phillips.com at least 24 hours before the sale.
Please read carefully the information in the right column and note that it is important that you
indicate whether you are applying as an individual or on behalf of a company.
Please select the type of bid you wish to make with this form (please select one):
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
First Name

Sale Date

Surname
Account Number

Company (if applicable)
Address

• 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 on each lot sold.

• “Buy” or unlimited bids will not be accepted. Alternative bids can be
placed by using the word “OR” between lot numbers.

City

• 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.

State/Country

Zip Code
Phone

Mobile

Email

Fax

• Your bid must be submitted in the currency of the sale and will be
rounded down to the nearest amount consistent with the auctioneer’s
bidding increments.

Phone (for Phone Bidding only)

• If we receive identical bids, the first bid received will take precedence.

Phone number to call at the time of sale (for Phone Bidding only)
1.

2.

Please complete the following section for telephone and absentee bids only
Lot Number

Brief Description

In Consecutive Order

US $ Limit*
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 email within
one business day. To reach the Bid Department by phone please call
+1 212 940 1228.
• Absent prior payment arrangements, please provide a bank
reference. Payment can be made by cash (up to $10,000), credit card
(up to $50,000), money order, wire transfer, bank check or personal
check with identification.
• Lots cannot be collected until payment has cleared and all charges have
been paid.
• By signing this Bid Form, you acknowledge and understand that we may
process your personal data (including potentially special category data)
in accordance with Phillips’s Privacy Policy as published at www.phillips.
com or available by emailing dataprotection@phillips.com.
• Phillips’s premises may be subject to video surveillance and recording.
Telephone calls (e.g., telephone bidding) may also be recorded. We may
process that information in accordance with our Privacy Policy.

* Excluding Buyer’s Premium and sales or use taxes

Signature

Date

By checking this box, you confrm your registration/bid(s) as above and accept the Conditions of Sale of Phillips
as stated in our catalogues and on our website.
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Please check this box to receive emails about upcoming sales,
exhibitions, and special events ofered by members of the Phillips
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