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1. Los Carpinteros

Cuba b. 1969, b. 1971

El barrio
signed, titled and dated “El Barrio - Los Carpinteros - La
Habana - 2004” lower edge
watercolor on paper
45 x 65 7/8 in. (114.3 x 167.3 cm)
Executed in 2004, this work is accompanied by a
certifcate of authenticity issued by Galeria Fortes
Vilaça.
Estimate
$40,000-60,000
Provenance
Galeria Fortes Vilaça, São Paulo
Acquired from the above by the present owner
Literature
G. Amkele and P. Zyman, ed., Los Carpinteros:
Handwork - Constructing the World, Vienna, 2010, p. 35
(illustrated)

“As in the drawing and installation both titled El Barrio,
the buildings are chaotically piled up but not destroyed.
The disarrangement is produced through an accurate
design of suspended relations and structures. The
drawings of Los Carpinteros are often staged as studies,
pretending to be sketches ‘after nature,’ but they are far
more exploratory and performative: they create a reality
rather than depicting one.”
(G. Amkele and P. Zyman, ed., Los Carpinteros: Handwork - Constructing the World,
Vienna, 2010, p. 34)
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“Reality cannot be photographed or represented. We can
only create a new reality. And my dilemma is how to make
art out of a reality that most of us would rather ignore.
How do you make art when the world is in such a state?”
Alfredo Jaar

2. Alfredo Jaar

Chile b. 1956

Embrace
quadvision lightbox with four color transparencies
24 7/8 x 22 1/8 x 3 1/2 in. (63.2 x 56.2 x 8.9 cm)
Executed in 1996, this work is number 3 from an edition
of 3.
Estimate
$20,000-30,000
Provenance
Galerie Thomas Schulte, Berlin
Acquired from the above by the present owner
Exhibited
Charlotte, The Light Factory, Let There Be Light, March
1997 (another example exhibited)
Berlin, Galerie Franck + Schulte, The Silence of
Nduwayezu, April 1997 (another example exhibited)
Milan, Pirelli Hangar Bicocca, Alfredo Jaar – It is
difcult, 2008 (another example exhibited)

Details of the present lot

This work is part of the Rwanda Project (1994-2000).
Afer quadvisions became obsolete, the work was
adapted to a video, displayed on a vertical monitor,
which rotates the four same images. This work is in the
original quadvision format.
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Property From a Distinguished Brazilian Collection

3. Os Gêmeos

Brazil b. 1974

Untitled
mixed media on wood doors
83 7/8 x 68 1/8 in. (213 x 173 cm)
Painted in 2009, this work is accompanied by a certifcate of
authenticity issued by Galeria Fortes Vilaça.
Estimate
$120,000-180,000
Provenance
Galeria Fortes Vilaça, São Paulo
Acquired from the above by the present owner

“Everybody has yellow inside. For us it’s a very spiritual
color… All the colors you see are improvised, everything
we do is improvised.”
Os Gêmeos
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Property from a Distinguished Brazilian Colletion

4. Mariana Palma

Brazil b. 1979

Untitled
acrylic and oil on canvas
78 3/4 x 47 1/4 in. (200 x 120 cm)
Painted in 2012, this work is accompanied by a certifcate of
authenticity issued by Casa Triângulo.
Estimate
$50,000-70,000
Provenance
Casa Triângulo, São Paulo
Acquired from the above by the present owner
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5. Olga de Amaral

Colombia b. 1932

Moon Basket 14
signed, titled and dated “Moon Basket 14 - 1988 - Olga de
Amaral” on label afxed on the reverse
gesso, acrylic and gold leaf on linen
65 3/8 x 47 1/2 in. (166.1 x 120.7 cm)
Executed in 1988, this work is registered in the artist’s
archives under reference number OA0536.
Estimate
$80,000-120,000
Provenance
Private Collection, San Francisco

Detail of the present lot

“Gold is the abstraction of color.”
Olga de Amaral
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6. Beatriz Milhazes

Brazil b. 1960

Untitled
signed and dated “B. Milhazes - 1992” on the reverse
oil on canvas
31 1/2 x 27 1/2 in. (80 x 69.9 cm)
Painted in 1992.
Estimate
$200,000-300,000
Provenance
Private Collection, Mexico City (acquired directly from the
artist)
Mary-Anne Martin Fine Art, New York
Acquired from the above by the present owner

Beatriz Milhazes is best known for her bold and collaged
compositions. Born in 1960 in Rio de Janeiro, Milhazes
studied at Escola de Arte Visuais do Parque Lague from
1981 until 1982. In 1984 she formed part of the historic
exhibition entitled Como vai você geração 80? (How
Are You 80s Generation?). The exhibition featured a
group of Brazilian artists who championed painting as a
counterpoint to the conceptual art practices that were
prevalent in the 1970s. Many of these artists, including
Milhazes were utilizing new techniques and materials in
their artistic practice.
Milhazes draws inspiration from a variety of sources
including the native fora and fauna of Rio de Janiero,
Brazilian Carnival, 19th century lacework, and Baroque
ornamentation. The present lot is an important early
example of the artist’s experimentation with circular
motifs, which would later become prevalent in her work.
The central focal point of the composition is a large oval
shaped lace collar and accompanying lace frill. Rendered
in hues of sof pink, the central image contrasts with the
brighter green and pink hues of the background creating
a dynamic composition. In addition to the prominent
lace detail, Milhazes includes smaller colorful circular
elements throughout the canvas along with small
ornamental elements rendered in black, such as a fower,
a necklace, and other decorative designs.
In Untitled, Milhazes has begun to build a visual lexicon
of ornamental imagery: frills, necklaces, fowers, and
arabesques. It highlights her interest in elevating
decorative imagery to the level of contemporary art.
In this work, Milhazes utilizes traditional Brazilian
iconography all while drawing upon European Modernist
style, namely that of Henri Matisse. Beatriz Milhazes’
represented Brazil in the Venice Biennale in 2003 and
more recently had a solo exhibition at the Perez Art
Museum Miami in 2014 entitled Jardim Botanico.
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7. Abraham Cruzvillegas

Mexico b. 1968

Observatorio oriente (Eastern Observatory)
beeswax candle, stufed cloth ball, iron wire and paper
clippings
Height: 67 7/8 in. (172.4 cm)
Executed in 2003.
Estimate
$30,000-50,000
Provenance
Museum of Fine Arts Houston, The Latin American
Experience Gala Auction, 2005 (donated by the artist)
Acquired from the above sale by the present owner

At the core of Abraham Cruzvillegas’ artistic practice is
an interest in found objects. Considered one of Mexico’s
most important contemporary artists, Cruzvillegas’
interest in modest materials stems from his upbringing
in Colonia Ajusco, a largely unplanned and impoverished
part of southern Mexico City. Due to the lack of
infrastructure in Colonia Ajusco, many of the residents
including Cruzvillegas’ parents were forced to build
their own homes and survive with minimal resources.
In the present lot, the artist utilizes a large beeswax
candle, wire and paper clippings to create a dynamic
composition. In using found materials, Cruzvillegas not
only provides social commentary on the ever expanding
urban sprawl of Mexico City, but also elevates quotidian
objects to the level of artistic materials. Furthermore,
the artist forces the viewer to reevaluate the defnition
of beauty when contemplating the seemingly mundane.
Abraham Cruzvillegas was the frst Mexican artist to
create an installation for the Turbine Hall in the Tate
Modern and his work is held in important museum
collections including The Museum of Modern Art.
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8. Damián Ortega

Mexico b. 1967

Unfolding/Flip Chair
oil on four wooden chairs
33 7/8 x 103 1/8 x 17 3/4 in. (86 x 262 x 45 cm)
Executed in 2005, this work is unique.
Estimate
$50,000-70,000
Provenance
White Cube, London
Acquired from the above by the present owner

“It’s something I’ve always observed –
how much you can interfere with or
transform the context, or how much
a context can transform you.”
Damian Ortega
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9. Carlos Cruz-Diez

Venezuela b. 1923

Physichromie No. 1020
signed, titled and dated “Physichromie No. 1.020 - Cruz-Diez
- Paris 1975” on the reverse
silkscreen and plastic elements on metal support with
aluminum frame
39 3/8 x 78 3/4 in. (100 x 200 cm)
Executed in 1975.
Estimate
$400,000-600,000
Provenance
Acquired directly from the artist by the present owner
We are grateful to the Cruz-Diez Art Foundation for their
kind assistance in cataloguing this work.

“The nature of color should change,
it is no longer just a thin layer of
change, but instead something that
truly alters perception.”
Carlos Cruz-Diez
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For fve decades the Venezuelan artist Carlos CruzDiez has refected on his experience of observing color
as a sensitivity of one’s reality. Triggering a lifelong
restlessness of infnite possibilities to investigate the
chromatic spectrum, “color appeared and disappeared
without the beneft of a support; it was not a substance
applied on a canvas with a brush. And yet, I noticed that
the emotion it evoked was just as powerful as it would
be in the case of a painting. This was what convinced me
to look for other solutions and other ideas concerning
the use of color in art” (Carlos Cruz-Diez, Cruz-Diez:
Color Espacial, 2015, Centro Cultural Internacional Oscar
Niemeyer, p. 15). Mastering endless variations in medium
and size, Cruz-Diez genially presents the viewer with
non-conventional ways to experience this as a spectacle
and a stimulating phenomenon of interpretation.
Born in 1923 in Caracas, Cruz-Diez, a pioneer in the
felds of Op and Kinetic art studied in the Escuela de
Bellas Artes from 1940-1945, earning a living as a
graphic designer while simultaneously developing his
artistic tendencies focusing on fgurative social realism.
In the 1950s, his travels to Europe and his decision to
permanently move to Paris caused a pivotal change in the
development of his artistic language.
Giacomo Balla, Street Light, circa 1910-1911.
Oil on canvas, 683/4 x 451/4 in. (174.6 x 115.9 cm),
Museum of Modern Art, New York © 2016 Artists
Rights Society (ARS), New York / SIAE, Rome

Claude Monet, Meule au Soleil, 1891.
Oil on canvas, 24 x 39 in. (61 x 99 cm)
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Morris Louis, Dalet Kaf, 1959.
Acrylic resin (Magna) on canvas,
1005/8 x 143 in. (255.6 x 363.2 cm),
Modern Art Museum of Fort Worth,
© 2016 Maryland Institute College
of Art (MICA), Rights Administered
by Artist Rights Society (ARS),
New York, All Rights Reserved.

The present lot, Physichromie No. 1020 (1975), forms
part of the artists most remarkable and striking series
of work that he began to create in 1959, defned by the
artist as “a light trap where a series of color strips interact
and transform one another” (Osbel Suarez, Carlos CruzDiez: Color Happens, Fundación Juan, Madrid, 2009, p.
20). By gluing sheets of colored cardboard perpendicular
to a stable background, these constructions produced
a chromatic efect that was not only dependent on
the lighting but also on the movement of the viewer.
Thereupon producing a diferent chromatic sequence
each time the spectator interacts with the piece. In 1961,
the artist introduced the use of clear thin translucent
sheets and in 1964 began using a template as a means of
homogenizing its appearance.
While the early Physichromies included select colors such
as black, red, white and green, the present lot contains
a variety of colors including shades of red, yellow, pink
and purple. Physichromie No. 1020, is an outstanding
example of the artist’s mature style and his mechanized
production of these works. Cruz-Diez employed a metal
support to project a series of colors; the large scale of the
piece, along with a multitude of colors, invites the viewer

NY_LATIN_NOV16_2-57_v4.indd 29

to observe the piece from multiple angles, producing a
unique visual experience each time. In Physichromie No.
1020, as in Cruz-Diez’s other kinetic pieces, the viewer is
not merely a spectator, but an integral component of the
artwork whose unique vision, position and perspective
activates a multitude of color refections.
“When the sun is going down at the end of the day, there
is an intense saturation of color that afects the trees
and the land, objects and people. Everything is bathed
in a monochromatic shade of orange that gradually
fades as night falls.” (Carlos Cruz-Diez, Cruz-Diez: Color
Espacial, Centro Cultural Internacional Oscar Niemeyer,
May 2015, p. 15). While the present lot is a masterful
example of the artist’s exploration with the entire color
spectrum, the dominant red illustrates the signifcance of
this particular hue within Cruz-Diez’s extensive oeuvre.
This vibrant color coupled with the remarkable size of
the present lot asserts its impressive wall power and its
relation to the masters who infuenced his work, including
Impressionists such as Claude Monet who frst explored
the efects of light on their surroundings.
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10. Anna Maria Maiolino

Brazil b. 1942

Untitled (from the series ‘Projetos Construidos’)
signed and dated “Anna Maria Maiolino 1975” lower right;
further signed, titled, numbered and dated “Anna Maria
Maiolino - 1974 - 1/5 + 1 prototipo 2007 - s/titulo de Série:
“Projetos Construidos” on the reverse
India ink and Letraset on paper in wooden box
28 1/8 x 38 3/4 x 3 1/4 in. (71.4 x 98.4 x 8.3 cm)
Conceived in 1974-1975 and executed in 2007, this work is
number 1 from an edition of 5.
Estimate
$40,000-60,000
Provenance
Acquired directly from the artist by the present owner
Exhibited
New York, Hauser & Wirth, Sensitive Geometries. Brazil
1950s-1980s, September 12-October 26, 2013 (another
example exhibited)
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At the age of twelve, Anna Maria Maiolino escaped
with her family from post-war Italy and immigrated
to Venezuela where she lived until she was eighteen.
From there, she relocated to Brazil where she would
establish her career as an artist. These drastic cultural
and situational changes provoked in Maiolino a desire
to represent her personal experience through her work:
the sense of being an emigré and therefore belonging
nowhere. Maiolino articulates this feeling through
constructed objects consisting of layered sheets, cuts,
folds, and tears to represent her sense of geographical
non-belonging. When she arrived in Brazil during the
1960s, her early works consisted of wood engravings
and xylography that exemplifed feelings of loss and
absence. This series of woodcuts infuenced her later
work, which was also informed by Minimalist, Conceptual
and Structuralist practices. The present lot is a prime
example of these conceptually intricate and intimate
works on paper. Maiolino was always intrigued by the
concept of volume: the absent and concealed spaces on
the reverse side of sheets of paper. Maiolino explored this
idea by literally cutting into the work to reveal negative
space, as evidenced by the present lot. In revealing the
area behind the paper, she is constructing spatiality
and allowing absence to be physically incorporated
into the work, thus adding three-dimensionality. More
importantly, this construction of spatiality represents her
split existence. It proposes the existence of fullness in
void, ultimately giving her a sense of wholeness, allowing
her to overcome her divided existence.
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“Art is my way of understanding the world.”
Lygia Pape

Property From an Important Private Collection

11. Lygia Pape

Brazil 1927-2004

Escultura (Sculpture)
signed and dated “Lygia Pape - 1965” on the underside
acrylic on wood
19 3/4 x 19 3/4 x 4 1/4 in. (50.2 x 50.2 x 10.8 cm)
Executed in 1965.
Estimate
$400,000-600,000
Provenance
Acquired directly from the artist by the present owner
Alternative angle of the present lot

We are grateful to the Projeto Lygia Pape for their kind
assistance in cataloguing this work.
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Frank Stella, Point of Pines, 1959.
Enamel on canvas, 84 3/4 x 109 1/8 in.
(215. 3 x 277. 2 cm) © 2016 Frank Stella /
Artists Rights Society (ARS), New York.

Lygia Pape was a pioneering artist in virtually every
stage of her long career. In the early 1950s she joined
the Rio de Janeiro Frente group, which together with
Ruptura in São Paulo, was one of the early exponents
of constructivist oriented and concrete art in Brazil. A
signatory to the Neoconcrete Manifesto of 1959, Pape’s
Tecelares series from that period could be described as
having, what Yves-Alain Bois defned as, pseudomorphic
relations with contemporaneous works by Frank Stella.
That is to say, their respective works, composed of black
backgrounds and sequential geometric patterns formed
by thin white lines, resemble each other to the point of
being almost indistinguishable. However, neither artist
was aware of the other’s work and, more importantly,
their individual processes, both intellectual and material,
remain quite distinct. In the case of Pape’s Tecelares,
the medium was not enamel on canvas but woodcut
prints. As Paulo Herkenhof argued, in the catalogue
for Pape’s posthumous international retrospective
exhibition Magnitized Space, woodcut prints had until
then been associated with Brazilian expressionist artists,
with the popular aesthetics of folk-imagery and craf.
Thus to compose patterns according to the laws of
Gestalt psychology in this culturally charged medium
represented a considerable transgression from the
premises of geometric abstraction, particularly those
professed by concrete art.
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Hélio Oiticica, B11 Box Bólide 09, 1964.
Wood, glass and pigment, 19 1/ 2 x 19¾ x 13 1/ 3 in.
(49.5 x 50.2 x 34.7 cm), Tate Collection
© Projeto Hélio Oiticica.
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Still during her participation within the neoconcrete
movement she adopted a creative strategy that today
could be understood as trans-media, one that is more
commonly associated with conceptual art. Her series
of ‘books’, for example, cannot be understood under
the traditional sense of the term since they consisted of
sequential displays of reliefs in wood or objects in paper
or card that did not contain words but were formed of
geometric confgurations, suggesting but never entirely
revealing a narrative. Later, following the dissolution
of the neoconcrete group her work would shif towards
the abject, as art historian Fernanda Pequeno argued,
in a manner that approached Georges Bataille’s notion
of the Informe. Order and disgust are thus juxtaposed
in a similar transgressive procedure as had taken place
with the discrepancy between the woodcut technique
and the sophistication of geometric form, or with her
extrapolation the book format.
Pape has been described by Ronaldo Brito in his
renowned survey Neoconcretism: climax and rupture
of the Brazilian contructivist project as participating
within the disruptive faction of the movement together
with fellow artists Hélio Oiticica and Lygia Clark.
Similarly to these artists, Pape too produced postneoconcrete participatory works with strong public/
popular engagement. Her best known work in this vein
being ‘Divisor’ of 1968, which consisted of a large sheet
with intermittent slits through which people would
insert their heads, providing an uncanny experience of
bodily separation with the self and relation with one
another. Yet unlike her fellow transgressors she also
became involved in the production of short experimental
flms that had strong associations with the emerging
underground cinema movement that appeared in the
wake of Brazilian cinema novo.

One of the principle precepts of neoconcretism, as argued
by the group’s spokesman Ferreira Gullar in his Theory of
the Non-Object (1959), was the ambivalence in relation to
traditional disciplines or categorisations of art works. For
Gullar, with neoconcrete art, the domains of painting and
sculpture converged. In Pape’s Sculpture, had it not been
for the work’s title, it would indeed be difcult to determine
whether this is a painting, a relief or – and why not? – a
sculpture. Such indeterminacy was articulated by Gullar in
his neoconcrete critique, drawing on phenomenology and
in anticipation to minimalism, with regard to the relation
that a work possesses with its surrounding space and
how that afects the viewer. Indeed, the diferent planes
in Pape’s Sculpture, the conjunction of its geometrical
confguration and the white surfaces intersected by black
perpendicular planes, proposes distinct visual experiences
according to the position of the viewer vis-à-vis his/her
position in the gallery space. Such a phenomenological
emphasis involves time: the time in which one perceives
the object in space, the time necessary for the viewer’s
dislocation around the art object. Time had been one of
Pape’s themes in her ‘Book of Creation’ (1959) and in her
Book of Time (1961-63). The individual ‘pages’ of the latter,
all based on square confgurations, do indeed possess
strong afnities with the work presented here which
consists of intersecting one square with another (half)
square placed at 45° and on another plane as if having
been opened up, revealing its inner or lower layer.
Like Pape’s ‘books’, we may think of these geometric
confgurations symbolically. Afer all, it is through the
intersections between art theory, the artist’s own creative
trajectory, the work’s relation as well as its diferentiation
with those of her contemporaries, that one is assured of
the art historical signifcance of a work such as Sculpture.
Michael Asbury, PhD

If the Tecelares series appeared at a transitory point
between the Frente and neoconcrete afliations, the
work presented here, Sculpture (1965), stands at another
pivotal moment in Pape’s trajectory, between the
neoconcrete and participatory or experimental stages
described above. The work displays characteristics that
are neoconcrete in nature with strong afnities with the
processes and aesthetics of her fellow artists, although
never derivative nor imitative.

Sol Lewitt, Incomplete Cube 5/2, 1974.
Painted aluminum, 40 x 40 x 40 in.
(101.6 x 101.6 x 101.6 cm) © 2015
The LeWitt Estate / Artists Rights
Society (ARS), New York

NY_LATIN_NOV16_2-57_v4.indd 35

26/10/16 09:18

12. Jorge Eielson

Peru 1924 - 2006

Amazonía
signed, titled and dated “Amazonia - 1999 - J. Eielson” on
the reverse
knotted cotton fabric on painted canvas stretched over panel
Diameter: 28 1/2 in. (72.4 cm)
Executed in 1999.
Estimate
$20,000-30,000
Provenance
Acquired directly from the artist by the present owner

The present lot, Amazonía (1999), belongs to Jorge
Eielson’s most important body of work in which he
references his heritage and continues his rigorous
investigation of color, science and conceptual art. In the
late 1940s, Eielsen emigrated from his native Peru to
Paris, later settling in Italy where he immersed himself in
the cosmopolitan social circles of artists like Alberto Burri,
Cy Twombly and the MADI group. These relationships
contributed greatly to the development of his artistic
language. Eielson’s main concern was breaking away
from fat planes and two-dimensional objects as a means
of creating a visual lexicon completely independent from
his peers. This rupture is evident in Amazonía, a work
from his quipus series. The term quipus, from the native
Inca language of Quechua, refers to a Pre-Columbian
counting system that used a variety of colored knots to
methodically record information. Eielson utilized canvas
and other fabrics, which he twisted into diferent knots
as a means to allude to his Peruvian heritage. Notably,
this juxtaposition of knots on painted canvases also
reveals his understanding of pictorial form and color.
Amazonía and other works from this series spearheaded
the development of a visual language evolving into a
myriad of variations on a single motif, that of the quipus,
which catapulted him to the forefront of international
modernism.
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13. Willys de Castro

Brazil 1926-1988

Untitled
signed, dedicated and dated “WILLYS DE CASTRO 1957/58” on the reverse
gouache on collaged paper on cardboard
3 1/2 x 12 1/4 in. (8.9 x 31.1 cm)
Executed in 1957 - 1958.
Estimate
$60,000-80,000
Provenance
Collection of Monica Filgueiras, São Paulo (gifed from the
artist and Hércules Barsotti)
Acquired from the above by the present owner

Willys de Castro was a painter, printmaker, draughtsman,
graphic artist and stage designer. He studied industrial
design and chemistry until 1948 and later enrolled in an
apprenticeship in graphic arts. In 1954 de Castro founded
an advertising consultancy Estúdios de Projetos Gráfcos
(Graphic Studio Project) with the artist Hércules Barsotti.
The present lot was gifed to the gallerist Monica
Filgueiras, and is an important example of his early works
that relates closely to a work in the permanent collection
of the Pinacoteca do Estado de São Paulo. These early
works would later inform his highly experimental
and iconic series Objetos ativos (Active Objects) that
questioned the pictorial role of the canvas by exploring
the possibilities of two-dimensional planes and volume.
De Castro joined Grupo Neoconcretista in Rio de Janeiro
in 1969 and soon became a leading fgure. Ultimately, his
early works, exemplifed in the present work lot and the
Objetos ativos series created a pioneering precedence
for future minimalist works, stretching the boundaries of
two-dimensional painting and geometric abstraction.

NY_LATIN_NOV16_2-57_v4.indd 38

Willys de Castro, Untitled, 1957-8.
Gouache on collaged paper on cardboard,
23 1/ 2 x 23 1/ 2 in. (59.8 x 59.8 cm), Pinacoteca do
Estado doe São Paulo, Donated by Hércules
Barsotti, 2001, Courtesy of Acervco da Pinacoteca
do Estado de São Paulo
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14. Mathias Goeritz

Germany / Mexico 1915-1990

Mensaje
signed, titled and dated “MENSAJE - MGoeritz - 1961”
on the reverse
gold leaf on wood
20 1/2 x 20 1/2 x 2 3/4 in. (52 x 52 x 7 cm)
Executed in 1961.
Estimate
$80,000-120,000
Provenance
Collection of Anita Brenner, Mexico City (acquired from
the artist)
Thence by descent to Estate of Susannah Glusker
Acquired from the above by the present owner

Anita Brenner (1905-1974) was a luminary in the
Mexican art world in the twentieth century. Her frst
book Idols Behind Altars, published in 1929, was a
resounding success, illuminating Mexican art from
pre-conquest through the 1920s. As a MexicanAmerican—with one foot in each country—she
was able facilitate strong connections between
Mexico’s most revered contemporary artists and
important fgures in the New York art world, such
as José Clemente Orozco with Alma Reed, who
would facilitate his frst exhibition in the United
States. Through these connections, Brenner built a
remarkable collection with beautiful works such as
the present lot by Mathias Goeritz, a stunning piece
from his mensaje series in an unusual round shape
invoking the powerful glow of the sun.

Tina Modotti, Portrait D’Anita Brenner, circa 1925
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Alternative angle of the present lot
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15. Leonora Carrington

Great Britain / Mexico 1917 - 2011

Untitled
signed and dated “1959 Leonora” lower edge
oil, lace, sewing thread and metal wire on canvas
16 1/8 x 16 1/8 in. (41 x 41 cm)
Executed in 1959.
Estimate
$100,000-150,000
Provenance
Collection of Anita Brenner, Mexico City (acquired from
the artist)
Thence by descent to Estate of Susannah Glusker
Acquired from the above by the present owner
We would like to thank Dr. Salomon Grimberg for his kind
assistance in cataloguing this work.

Carrington’s enigmatic paintings were infuenced by
children’s tales such as Alice in Wonderland, English
Fairy Tales and The Arabian Nights. These stories
populated Carrington’s imagination with princesses and
nocturnal creatures such as cats and enchantresses.
In the 1950s, when Carrington moved to Mexico, she
immersed herself in the study of alchemy and the occult that she transposed into a repertoire of animals
and symbols in her works. At this time, Carrington
began experimenting with assorted media including
polychrome wood sculptures, tapestries, as well as
hand-sewing and embroidery. One important work
from this experimental phase is Carrington’s arresting
Cat Woman (La Grande Dame) from 1951. The present lot, Untitled (1959), is reminiscent not only of the
1951 sculpture but also of Carroll’s Cheshire cat that
appeared to Alice. This work is sufused with fantastical and surreal elements, such as the hand sewn lace
around the cat’s face and the wires used to symbolize whiskers, which also become sheet music flled
with notes, imbuing the piece with a lyrical quality.
In Mexico, Carrington formed an enduring friendship
with Remedios Varo, with whom she met almost daily
in her home flled with cats. Carrington believed Varo’s
home had a magical atmosphere and it undoubtedly
infuenced the symbols and iconography she depicted in
her works. During this time, her life was also entwined
with Edward James, the renowned Surrealist collector.
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James was investing his fortune in the construction of
an extraordinary open air sanctuary for animals in the
tropical jungle of Xilitla. He invited Carrington to paint
the murals of this sanctuary that came to represent,
for Carrington, the incarnation of Alice in Wonderland.
Not surprisingly, the animal world became a recurrent
theme in her work, as in this remarkable cat. This period in Carrington’s work was also infuenced by Coptic
and Eastern Medieval fgurative art, as seen in the red
and white dots throughout the surface of the present
lot, which represent the tree of life, known for its white
and red berries that bestow immortality. More importantly, this work refects Carrington’s feeling for animals
as stated in a letter, “If gods exist, I don’t believe they
have human form: I prefer to envision deities with the
appearance of zebras, cats, or birds. Love guides all
these species: only man makes a deity of Hate with his
wars, his puritanism, the oppressions against his own
species and the nature around him” (Seán Kissane,
Leonora Carrington – Irish Museum of Modern Art, Irish
Museum of Modern Art, Dublin, 2013, p. 89). Ultimately, when confronted with this powerful and beguiling
creature, we are reminded that there is no key to easily
decipher Carrington’s work, yet this sculptural painting
attests to her innovative pictorial language, ensuring
her place as one of the most important Surrealist painters from the twentieth century.
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The Collection of Natalie R. & Eugene S. Jones

Forty years ago, Natalie R. and Eugene S. Jones acquired
a painting that would become the cornerstone of their
collection. This painting, Portrait of Marevna (1916) by
Diego Rivera, became a source of deep fascination for
both Mr. and Mrs. Jones. Not only did the couple build
a comprehensive library on the artist, but they spent
painstaking hours investigating this beguiling portrait. Their
method of collecting—meticulous, thoughtful and thoroughly
researched—mirrored their approach to lifelong careers as
renowned foreign correspondents and documentary flm
producers. Upon meeting Eugene Jones, his passion for this
exceptional artwork and his endearing respect for his late
wife, Natalie, are both equally infectious and radiate from him
as he speaks of their lives together.
Eugene and Natalie Jones met in 1950 and were married
within a year. The pair have been recognized on numerous
occasions for their contributions to the feld of reporting,
covering important historical moments—both wars and
political stories—in various global hotspots from Egypt
to communist Russia, Vietnam to Afghanistan, Korea to
Mexico, and everywhere in between . The two have been
awarded or nominated for almost every major motion
picture honor—from an Oscar to an Emmy—for their feature
length documentary flms and innovative network television
programs. They are known not only for documenting the
stories of famous fgures, such as John F. Kennedy and Sophia
Loren, but also those of ordinary people who are ofen lef
out of the history books, demonstrating their penchant for
generosity and philanthropy.
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In order to get to the bottom of complex news story, this
dynamic duo served under fre in countless dangerous
locations. They understood that this adventurous and
risk-flled way of life was the only way to uncover the truth,
leading to such historic flmed moments as a world-exclusive
interview with President Diem in Vietnam in 1956, a near
death encounter in Uganda afer capture by Sudanese
rebels, and an assignment in Guantanamo Bay just before
the Bay of Pigs. Their dedication to their craf truly changed
the way documentary flms were made and showcased on
television. This devotion was equally apparent in both their
relationship with each other—the pair worked together for
52 years—and their love of collecting, which began in their
New York apartment, flled with more than 10,000 books, and
then traveled with them across country to their home in Los
Angeles.
It has been a pleasure to come to know Mr. Jones and to
represent him in the sale of this masterpiece from Rivera’s
early and formative Cubist period. On its 100th birthday, this
painting is once again in the public eye afer being cherished
for decades in a private collection. The opportunity to
showcase this groundbreaking work afer so many years has
also necessitated a deeper investigation of its own mysterious
history, which comes to light under new scholarship by
Professor Luis-Martín Lozano—the leading expert on Diego
Rivera—in the following pages.
Kaeli Deane
Head of Sale, Latin American Art
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Clockwise from top:
Photograph of Natalie and Eugene S. Jones in Egypt, 1953
Photograph of Eugene S. Jones with President John F. Kennedy at the White House, 1952
Photograph of Natalie and Eugene S. Jones with a soldier in the Suez War in Egypt, 1953
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Property from the Collection of Natalie R. and Eugene S. Jones
O

16. Diego Rivera

Mexico 1887-1959

Retrato de Marevna (Portrait of Marevna)
oil on canvas
31 3/4 x 25 1/2 in. (80.6 x 64.8 cm)
Painted in 1916.
Estimate
$800,000-1,200,000
Provenance
Collection of Alice Warder Garrett, Evergreen
Foundation, Baltimore (acquired directly from the artist
in 1916)
Sotheby Parke Bernet Inc., New York, Modern Paintings
- Drawings - Sculpture, October 22, 1976, lot 374A
Acquired from the above by the present owner
Exhibited
Phoenix Art Museum, Diego Rivera: The Cubist Years
(March 10 - April 29, 1984); then travelled to New
York, IBM Gallery of Science and Art (June 13 - August
8, 1984); San Francisco Museum of Modern Art
(September 27 - November 11, 1984); Mexico City,
Museum of Modern Art, (December 6, 1984 - February
11, 1985)
Literature
Laura Cortés Gutiérrez, Diego Rivera: Catálogo general
de obra de caballete, Mexico City: Instituto Nacional
de Bellas Artes, 1989, No. 32, p. 191 (illustrated in black
and white)
Diego Rivera: The Cubist Years, exh. cat., Phoenix Art
Museum, Phoenix, 1984, p. 128 (illustrated)
We are grateful to Professor Luis-Martín Lozano for his
kind assistance in cataloguing this work.

“Every good composition is above all a
work of abstraction. All good painters
know this. But the painter cannot
dispense with subjects altogether without
his work sufering impoverishment.”
Diego Rivera
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Marevna, Self Portrait, 1929.
Oil on canvas, 8 5/8 x 10 5/8 in.
(22 x 27 cm), Musée du Petit Palais,
Paris © 2016 Artists Rights Society
(ARS), New York / ADAGP, Paris.

Between the years of 1912 and 1917, Mexican artist Diego
Rivera enjoyed a fruitful career as a Cubist painter in
Paris. His serious work as a theorist and as an exponent
of Cubism led him to emerge as a distinctive member of
the vanguard movement and a contemporary of Pablo
Picasso, Jean Metzinger and Gino Severini. Afer beginning
his artistic studies at the Escuela Nacional de Bellas
Artes in Mexico City as an academic painter well-versed
in the Modernist and Post-Impressionist movements,
Rivera perfected his studies in Spain between 1907
and 1909; briefy returning to Mexico and then back to
Europe in 1911 to open his studio in Montparnasse, where
he began experimenting with Divisionism under the
infuence of Georges Seurat. Rivera conceived his frst
Cubist compositions during the winter of 1912, evolving
from the Mannerist paintings of El Greco (Doménikos
Theotokópoulus) and went on to exhibit some of these
works at the autumn salon in Paris. Rivera’s Cubism
followed a path that led from the early infuences of
Robert Delaunay’s Orphism and Italian Futurism to his
own characteristically complex formal language. He
incorporated textures achieved with sand and cork and
a rich Orphic chromatic palette—which his detractors
considered savage and primitive—until it arrived at the
conception of enveloping compositional spaces including
extremely dynamic centrifugal and centripetal energies.
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Around the year 1916, Diego Rivera began to refne his
Cubism towards a more purist abstraction of austere
geometric shapes, as seen in this portrait, which was
incorrectly catalogued as a portrait of Angeline Belof for
decades. In reality, this painting is a portrait of another
Russian painter, Marie Bronislava Vorobyeva-Stebelska,
“Marevna” (1892-1984), whom Riviera met around the year
1915 as a result of their mutual friendship with the poet Ilya
Ehrenburg. Rivera had a passionate afair with Marvena,
which although ephemeral, produced a daughter named
Marika. On the other hand, Rivera maintained his romantic
attachment with the painter Angeline Belof (1879-1969)
from the time he met her in 1909. With Belof, who became
his common-law wife, Rivera had a male child, Diegito,
who died a few months afer birth. This produced difcult
moments of avoidance and rejection in his relationship
with his stable romantic partner. It was within this period
of instability that Rivera was briefy involved with Marevna,
whose savage beauty and overfowing sexual energy—the
polar opposite of the serene and maternal presence of
Angeline—captivated the Mexican painter, estranging him
for a period from the marital relationship he had with Belof
between 1911 and 1921.
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This is the second Cubist portrait of three portraits of
Marevna created by Rivera. The frst one is in the Art
Institute of Chicago’s permanent collection and shares
the same characteristic geometric facial features with
this second painting. The last one, created in 1917 and
known as Mujer sentada en una butaca (Woman sitting
in an armchair), is included in the collection of the
Instituto Nacional de Bellas Artes in Mexico City. This
present lot—painted in 1916—is a magnifcent work that
has only been held in two private collections, since it
was acquired directly from the painter, and evidences to
what point Rivera had managed to strip himself from any
decorative and accessory elements in his conception of
Cubism. Marevna’s blond hair and fgure are shown from
the front and back, rotating on the same central axis,
with a chromatic play on blacks versus whites, creating
the juxtaposition of grand positive spaces confronted by
richly textured dark planes. Thus, Marevna’s mercurial
personality, which Rivera found “exciting” but which also
defned her as a “she-devil,” is refected in the shifing
perspectives of her body—now geometric—with her
hands on her hips, shaped as a cube dancing seductively
on the canvas surface, growing dynamic and full of
energy as a result of Rivera’s compositional talent and
the spatial innovations he achieved as a renowned Cubist
painter in Paris.
Professor Luis-Martín Lozano
Art Historian

Photograph of Diego Rivera and Angelina Belof , Paris 1911.
Courtesy of Universidad Nacional Autónoma de México,
Coordinación de Difusión Cultural
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Photograph of Diego Rivera
in his Paris studio, 1915.

Entre los años de 1912 y 1917, el artista mexicano Diego
Rivera tuvo una fructífera carrera como pintor cubista
en París. Su trabajo serio como teórico y exponente
del cubismo lo llevó a destacar como un miembro
propositivo de la vanguardia, contemporáneo a Pablo
Picasso, Jean Metzinger y Gino Severini. Habiéndose
iniciado en la Escuela Nacional de Bellas Artes como
un pintor académico, conocedor de los modernismos y
postimpresionismos, Rivera perfeccionó sus estudios
en España, entre 1907 y 1909; retornando a México,
brevemente, sólo para regresar a Europa en 1911 e instalar
su estudio en Montparnasse y comenzar a experimentar
con el divisionismo bajo la infuencia de Georges
Seurat. En el invierno de 1912 concibió sus primeras
composiciones cubistas, evolucionando del estudio de
la pintura manierista de Doménikos Theotokópoulus,
El Greco, y mostrando algunos de esos avances en el
Salón de Otoño de París. El cubismo de Rivera recorrió
un camino que lo llevó de tempranas infuencias con
el simultaneismo de Robert Delaunay y del futurismo
italiano, a un complejo lenguaje formal propio,
explorando con la incorporación de texturas logradas con
arenas y corcho, además de una rica paleta cromática
órfca—que sus detractores encontraban salvaje y
primitiva—, hasta llegar a la concepción de espacios
compositivos envolventes, con fuerzas centrífugas y
centrípetas de gran dinamismo.

NY_LATIN_NOV16_2-57_v4.indd 50

Para el año de 1916, Rivera comenzó a depurar su
cubismo, alineándolo hacia una abstracción más purista
de volúmenes geométricos austeros, tal como se aprecia
en este retrato que ha sido erróneamente catalogado
como de Angeline Belof. En realidad se trata de otra
pintora rusa, Marie Bronislava Vorobyeva-Stebelska,
“Marvena” (1892-1984), a quien Rivera conoció hacia el
año de 1915, por medio de la amistad mutua con el poeta
Ilya Ehrenburg. Con Marvena, Rivera llegaría a sostener
un apasionado afaire, que aun cuando efímero, tuvo
como resultado una hija, llamada Marika. Por el contrario,
con la pintora Angeline Belof (1879-1969), Rivera había
sostenido vínculos amorosos desde que la conoció en
1909; con ella concibió un hijo varón, quien falleció a
los pocos meses de nacido, por lo que su relación con
su compañera estable pasó por momentos difíciles, de
evasión y rechazo. Fue en ese contexto de inestabilidad
que Diego Rivera se involucró durante un breve periodo
con Marevna, cuya personalidad de belleza salvaje y
energía sexual desbordante—de sumo opuesta a la
presencia serena y maternal de Angeline—, cautivó al
pintor mexicano, alejándolo de la relación de matrimonio
que siempre sostuvo con Belof, entre 1911 y 1921.
Este es el segundo retrato cubista, de tres que le
hiciera Rivera a Marevna: el primero es colección del
Art Institute de Chicago y comparte con este segundo
los mismos rasgos, inequívocos, del rostro geométrico;

26/10/16 09:19

Diego Rivera, Portrait of Marevna, 1915.
Oil on canvas, 57 3/8 x 44 3/8 in. (145.7 x 44
3/8 in), The Art Institute of Chicago, Alfred
Stieglitz Collection, gif of Georgia O’Keefe©
2016 Banco de México Diego Rivera Frida
Kahlo Museums Trust, Mexico, D.F. / Artists
Rights Society (ARS), New York.

Diego Rivera, Woman Sitting in an Armchair
(Mujer sentada en una butaca),1917.
Oil on canvas, 51 1/ 2 x 38 1/ 2 in. (130.8 x 97.8 cm),
Instituto Nacional de Bellas Artes, Mexico
City© 2016 Banco de México Diego Rivera
Frida Kahlo Museums Trust, Mexico, D.F. /
Artists Rights Society (ARS), New York.

el último, de 1917 y conocido como Mujer sentada en
una butaca es colección del Instituto Nacional de Bellas
Artes y se encuentra en México. Este segundo retrato,
del año de 1916, es una magnífca pieza que ha estado
tan sólo en dos colecciones particulares desde que fue
adquirida directamente al pintor, y muestra hasta que
grado Rivera había logrado despojarse de todo elemento
decorativo y accesorio en su concepción del cubismo: la
rubia cabellera y media fgura de Marevna se muestra en
anverso y reverso, girando sobre un mismo eje central,
en un juego cromático de negros versus blancos, creando
una yuxtaposición de amplios espacios positivos que
se confrontan con planos oscuros de ricas texturas; de
manera que el carácter casquivano de la personalidad de
Marvena, que Rivera encontraba “excitante” pero que
a la vez defnía como “endemoniada”, se ve refejado
en el bamboleo de su cuerpo, ahora geométrico, con
las manos a la cintura, en la forma de un cubo que baila
seductor sobre la superfcie de un lienzo; el cual ahora se
vuelve dinámico y pletórico de energía, gracias al dominio
compositivo e innovaciones espaciales que Rivera alcanzó
como un connotado pintor cubista en París.
Profesor Luis-Martín Lozano
Historiador del Arte
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17. Diego Rivera

Mexico 1887-1959

Dancer
signed “Diego Rivera” lower right
watercolor on paper
15 3/8 x 11 in. (39.1 x 27.9 cm)
Executed circa 1939.
Estimate
$15,000-20,000
Provenance
Finch College, New York
Collection of Ames Brown, New York
Private Collection, Miami
We are grateful to Professor Luis-Martín Lozano for his kind
assistance in cataloguing this work.

18. Cândido Portinari

Brazil 1903-1962

Colheita de Café (Cofee Harvest)
inscribed “Declaro que este projeto e de autoria de meu
irmão Candido Portinari” Luiz Portinari; also inscribed
“Desenho ejecutado por Protinari (projeto [...] para un
Escola Pública em Olavia” with other indistinct inscriptions
on the reverse
graphite and watercolor on paper
10 5/8 x 13 1/2 in. (27 x 34.3 cm)
Executed circa 1933.
Estimate
$70,000-100,000
Provenance
Collection of Sylvia Kowarick, São Paulo
Private Collection, New York
Literature
Candido Portinari and João Candido Portinari, ed., Candido
Portinari: catálogo raisonné - catalogue raisonné, Rio de
Janeiro, 2004, no. 349, p. 237 (illustrated)
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Cândido Portinari is considered one of Brazil’s most
important neo-realist painters. He was born in Santa
Rosa, a small town in the outskirts of São Paulo known for
its cofee plantations. At an early age Portinari became
the assistant to an artist commissioned to decorate the
local church. Recognizing the young painter’s natural
ability, the older artist persuaded Portinari’s parents
to send him to the National School of Fine Arts in Rio
de Janeiro, where he enrolled at the age of 15. During
this time Portinari produced an important body of work
that eventually earned him a scholarship to study in
Paris in 1928. While in Europe, Portinari absorbed the
many artistic styles he experienced, from Renaissance
frescoes to Picasso’s Cubism. Interestingly, during this
time he scarcely produced any works, for which he was
harshly criticized, and in 1930 he returned to Brazil. In
1933, Portinari returned to his birthplace and began
an incredibly prolifc and pivotal moment in his career.
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The present lot, Colheita de Café (Cofee Harvest), circa
1933, alludes to a subject matter he would continually
explore throughout his oeuvre: life in the land of cofee
plantations. Although Portinari depicts the landscape
and workers in poverty, his paintings do not emanate a
feeling of misery or hardship, but rather depict a faithful
representation of the world through his own pictorial
style. The rounded bodies impress on us a physicality
the artist’s innate understanding of volume – somewhat
reminiscent of the Diego Rivera’s mural fgures – with
somber hues that subtly dramatize the nature of the
scene.
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19. Alfredo Ramos Martínez

Mexico 1871-1946

La mujercita
signed “Ramos Martínez” upper right.
tempera, charcoal and pastel on newsprint on board
21 1/2 x 16 1/2 in. (54.6 x 41.9 cm)
Painted circa 1930.
Estimate
$50,000-70,000
Provenance
Husberg Gallery, Sedona
Private Collection
Sotheby’s, New York, Latin American Art, November 20,
2007, lot 3
Acquired from the above sale by the present owner
Literature
This work will be included in the forthcoming Alfredo
Ramos Martínez: Catalogue Raisonné of the Paintings to be
published by the Alfredo Ramos Martínez Research Project.
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20. Rufno Tamayo

Mexico 1899-1991

Hombre y mano
pencil on paper
10 5/8 x 14 in. (27 x 35.6 cm)
Executed circa 1930.
Estimate
$15,000-20,000
Provenance
Galería Antonio Souza, Mexico City
Collection of Roberta Bernard
Treadway Gallery, Oak Park
Acquired from the above by the present owner
We are grateful to Juan Carlos Pereda for his kind assistance
in cataloguing this work.

Please note this work is a study for the mural Revolución
that Tamayo painted in 1938 for the former National
Museum of Anthropology and History, now the Museum of
Cultures in Mexico City.
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21. Martín Ramírez

Mexico 1895 - 1963

Untitled (Brown Fawn)
mixed media on paper
22 1/2 x 20 in. (57.2 x 50.8 cm)
Executed circa 1960 - 1963.
Estimate
$60,000-80,000
Provenance
Collection of Dr. Max Dunievitz, Auburn (acquired directly
from the artist)
Thence by descent to Collection of Phil Dunievitz, Auburn
Ricco-Maresca Gallery, New York
Acquired from the above by the present owner
Exhibited
Madrid, Museo Nacional Centro de Arte Reina Sofía, Martín
Ramírez: Reframing Confnement, March 30 - July 12, 2010
Literature
Brooks Davis Anderson, Martín Ramírez, The Last Works,
San Francisco, 2008, p. 75 (illustrated)
L. Cooke, Martín Ramírez: Reframing Confnement, Madrid,
2010, p. 133 (illustrated)

Martín Ramírez lef his hometown of Jalisco to move to
the United States in 1925 in search of work. Found later
on the streets of a California city, homeless and unable
to communicate, he was committed to a psychiatric
hospital. Ramírez was diagnosed as a catatonic
schizophrenic and spent the rest of his life in diferent
psychiatric wards in California. During this difcult period,
he produced an impressive body of drawings that allowed
him to express himself and the world in which he found
himself trapped. He began with pencils that were given
to him by the hospital staf, and then slowly he started
incorporating scraps of paper, which he glued together
with a variety of substances such as mashed potatoes,
bread, water and saliva. During the 1950s, a professor
from Sacramento State College named Tarmo Pasto,
who was at the time investigating mental illness and
creativity, was impressed by Ramírez’s talent and began
promoting his art. Although Ramírez is ofen categorized
as an outsider artist, his work has infuenced notable
artists such as Wayne Thiebaud. Ramírez’s drawings
introduce us to a series of noteworthy characters and
scenes that document his life experiences. He depicted
mounted caballeros, Mexican Madonnas, cowboys and
a variety of astonishing animals, such as the fawn in
the present lot. An indelible aspect of his work is the
unique concept of pictorial space that Ramírez evokes
through an arrangement of curved and parallel lines,
giving viewers the illusion that space is expanding and
contracting. Ramírez places his characters inside this
original arrangement of lines that become prosceniums
and stages, alluding to themes of distance, separation
and isolation. Ultimately his forms and palette reveal an
exigent and complex pictorial vocabulary, which attests
to his genial drafsmanship and remind us that we
are just beginning to comprehend and appreciate this
remarkable artist’s work.
There will be an exhibition of Martín Ramírez at the
Institute of Contemporary Art in Los Angeles in fall 2017,
as part of the Getty Foundation’s Pacifc Standard Time:
LA/LA.
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22. Francisco Narváez

Venezuela 1905-1982

Cabeza de negro
signed “Narvaez” upper lef corner of base
carved ebony
20 x 9 x 8 3/4 in. (50.8 x 22.9 x 22.2 cm)
Executed in 1935, this work is accompanied by a
certifcate of authenticity from the Authenticity
Committee from the Estate of Francisco Narváez.
Estimate
$70,000-90,000
Provenance
Collection of Carlos Parra Belloso, Caracas (acquired
from the artist in 1949)
Acquired from the above by the present owner
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23. Oswaldo Guayasamín

Ecuador 1919-1999

El Grito
signed “Guayasamín” upper right
oil on canvas
26 7/8 x 40 1/2 in. (68.3 x 102.9 cm)
Painted in 1976, this work is accompanied by a certifcate
of authenticity signed by the artist.
Estimate
$60,000-80,000
Provenance
Collection of Ernesto de Lemos, Quito (acquired from
the artist in 1976)
Acquired from the above by the present owner
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“There’s a moment in painting when everything must be stalked;
either the work will be killed, or it will be born.”
Wifredo Lam

24. Wifredo Lam

Cuba 1902-1982

Midnight
signed and dated “Wi Lam 1962” lower lef
oil on canvas
49 3/4 x 43 3/8 in. (126.4 x 110.2 cm)
Painted in 1962, this work is accompanied by a
certifcate of authenticity issued by Lou Laurin-Lam.
Estimate
$450,000-650,000
Provenance
Albert Loeb Gallery, New York
Pyramid Galleries, Washington DC
Acquired from the above from the above by the present
owner
Exhibited
Paris, Musée d’Art moderne de la Ville de Paris, V Salon
de Grands et Jeunes d’aujourd’hiu, hommage à Jean
Cocteau, 1963-1964
Literature
L. Lam, Wifredo Lam - Catalogue Raisonné of the
Painted Work, Vol. 2 1961 - 1982, 2006, p. 262,
No. 62.28 (illustrated in black and white)
E. Jaguer, Les armes miraculeuses de Wifredo Lam,
Art International, IX, Lugano, June 1965, no. 5, p. 22
(illustrated in black and white)
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Lam in his studio in front of Les Enfants
sans ame and Le Sabbat, Albissola, 1964.

“I have made the journey of Christopher Columbus in
reverse,” Lam remarked in 1972,” from the Antilles to
Liguria.” His transatlantic crossings had begun a halfcentury earlier, when he frst lef Havana for Madrid in
1923, and shaped his practice in the intervening decades
as he traveled from Paris to Martinique, Caracas to New
York. The most internationally acclaimed artist of Cuba’s
historical vanguardia, Lam traveled betwixt the Paris of
Picasso and the Afro-Cuban rituals of the island, imaging
the strange and surreal confuences of Western and
“primitive” cultures in paintings—famously, The Jungle
(1943)—that probed the colonial past and present. He
lef the revolutionary tumult in Cuba in April 1958 and
eventually settled between Zurich and Albissola, where
he found respite in the mild Mediterranean climes and
entered a period of retrospection in his work. Warmly
received by the community of artists there, he embarked
on new experiments with printmaking and ceramics and
celebrated the birth of his sons Eskil (1961) and Timour
(1962). “Albissola, a traditional centre of Italian ceramics,
was a hub of excitement, activity and artistic exchange
at the time my father was there,” Eskil has recalled.
“My mother called it ‘Albissolamania.’ She remembers
one occasion when [Enrico] Baj and [Sergio] Dangelo,
together with [Lucio] Fontana, Roberto Crippa and Piero
Manzoni, came to welcome them of a train from Paris,
reciting poetry and handing them enormous panettoni.”
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The Albissola years saw new distillations of his
iconography, the mythology of familiar characters—
orishas, femmes-cheval—rendered in increasingly
clarifed visual forms. “Now [Lam’s] color is cleaner,”
James Johnson Sweeney wrote of his painting from this
period, “the elements of his composition swim clear
against the grounds that are always laden with hints,
suggestions…which grow directly out of the medium
itself and its application—not arbitrary conventions
with readily legible forms.” This refnement is seen
in such works as Près des Îles Vierges (1959) and Les
enfants sans âme (1964) as well as in Midnight, in
which minimally drawn fgures materialize out of a
tenebrous ground. “While cubism and surrealism were
essential to the development of his style, his painting
was always something on its own, and even more so in
the later years—the work is more abstract, the hybrid
fgures more menacing,” his son Eskil observed. “By
the time he’s in Albissola, you tend to see monochrome
backgrounds with hardly any detail, ofen just a simple
wash—everything becomes concentrated in the line.”
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Midnight is an elegant example of Lam’s painting
during this time and its slippages between fgure and
ground, syncretic and rhetorical bodies. A variation
of the rarefed femme-cheval motif predominant in
his work since the late 1940s, the central fgure rises
gracefully in space, her equine neck slender and
seductive. Its arching, attenuated form is echoed in the
spike that protrudes from her back and in the almost
incorporeal tail that dissolves into an outlined form
suggestive of the deity Eleggua, identifed by his round
head and horns; traces of his body hover to the right,
his presence multiple and occult. A personifcation of
ritual possession in the Afro-Cuban religion of Lucumí,
or Santería, which Lam studied as a child with his
godmother, the femme-cheval embodies the carnality of
the feminine body and its transgressive prowess. Dimly
luminous, Midnight evokes the darkness of the witching
hour in velvety washes of pigment that envelop its
subject, her fgure receding into and out of the shadowy
ground, within and beyond this world.
Abigail McEwan, PhD

Alberto Giacometti, Portrait of Annette, 1949.
Oil on canvas, 19 3/4 x 14 1/4 in. (50.2 x 36.2 cm),
Museum of Modern Art, New York
© 2016 Alberto Giacometti Estate/Licensed by
VAGA and ARS, New York, NY.

Max Ernst, Untitled (The Bird People) from VVV Portfolio, 1942.
Crayon on paper from a portfolio of fve etchings, 15 7/8 x 13 1/8 in.
(40.3 x 33.3 cm), Museum of Modern Art, New York
© 2016 Artists Rights Society (ARS), New York / ADAGP, Paris.

1. Wifredo Lam, quoted in Lorenzo Vicenti, “Mi credevano
lo stregone che beve sangue,” Oggi Illustrato 25 (July 17,
1972): 86-88, quoted in Lowery Stokes Sims, Wifredo
Lam and the International Avant-Garde, 1923-1982
(Austin: University of Texas Press, 2002), 165.
2. Eskil Lam, “Wifredo Lam: The Albissola Years,” Tate Etc.
38 (Autumn 2016), http://www.tate.org.uk/contextcomment/articles/wifredo-lam-albissola-years.
3. James Johnson Sweeney, Wifredo Lam (South Bend, Ind.:
University of Notre Dame Art Gallery, 1961), n.p.
4. Eskil Lam, “Wifredo Lam: The Albissola Years.”
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Edge.
Plane.
Color.
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From lef to right, Salvador Corratgé, Luís Martínez
Pedro, Loló Soldevilla, José Rosabal, Pedro de Oraá
and Sandú Darié.

Cuban Concretism
Lots 25–34

A revolutionary movement avant la lettre, Concrete art
emerged in Cuba during the 1950s at the behest of a valiant and resourceful local avant-garde that participated in
transatlantic dialogues around abstraction and fostered a
climate of modernity at home. The concretos pitched their
work both in national terms—as a new chapter of Cuba’s
historical vanguardia, which had blazed a trail for modern
art since 1927—and, aspirationally, as a measure of the
country’s synchronicity with the international avant-garde.
Led by the early experiments and advocacy of the Romanian émigré Sandú Darié and the noted Havana School
painters Mario Carreño and Luis Martínez Pedro, the rise
of Cuban Concretism mirrored the cosmopolitan outlook
of the decade, distilled in the universalism and idealism of
geometric form. This refnement is exemplifed in two of
Carreño’s paintings from the early 1950s, in which angular
geometries betray local points of origin—expressive color
and tactile brushstrokes, shapes resonant of Afro-Cuban
iconography—but already look ahead to the Concrete
paradigm that soon began to take hold. The return of Loló
Soldevilla from Paris brought greater awareness of the historical Constructivist legacy, and her opening of the Galería
Color-Luz (with Pedro de Oraá) provided Cuba’s concretos
a space of resistance—to the Batista dictatorship, in power
since 1952—and for exhibition. The eponymous debut of
Los Diez Pintores Concretos at the gallery in November
1959, just months afer Castro’s revolution, sanctioned the
movement and its progressive, social manifesto, even as
it sounded its end. Los Diez quietly disbanded two years
later, their aesthetics cast aside in the changing of the
political guard, yet their work stands testament to the
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modernist project that swept Havana over the decade and
to their pursuit of abstraction as a liberal and transformative practice.
Notwithstanding Darié’s collaboration with the Gyula
Kosice and the Madí group in Buenos Aires, Paris remained
the principal point of reference for the concretos and
their engagements with historical abstraction. In Las tres
gracias, Homenaje a Theo V. Doesburg, Composición No.
7, Soldevilla acknowledges the Dutch artist who introduced the term Concrete art in 1930 to defne works with
no basis in the natural world and no symbolic content. The
dynamism of her composition, extending through three
black circles along a diagonal axis and redirected by a tilted
square, resonates with van Doesburg’s own, animated
geometry and refects Soldevilla’s immediate response to
the School of Paris following her arrival in France in 1949.
Also in Paris beginning that year, Wifredo Arcay similarly
immersed himself in the ambience of geometric abstraction, joining the collectivist Groupe Espace and advancing
collaborative projects from serigraphy to murals. The fattened geometry of Untitled is representative of his early
paintings, in which contrasting panes of color are demarcated by a strong, continuous graphic line. The analysis of
the Constructivist grid is carried further in Darié’s numerous, red-and-black collaged drawings from this period. In
characteristic works such as Untitled, columna espacial,
the interstices of the grid are magnifed in layers of lenslike, foating circles, their optical efects changing in each
possible orientation (the work is signed in all four corners).
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The diversity of Los Diez may be seen in the work of its
younger generation, among them de Oraá, José María
Mijares, Salvador Corratgé, and José Rosabal, who took
diferently winding paths toward Concretism while working
in Havana. A painter and a poet, de Oraá spent the summer of 1957 with Soldevilla in Caracas, and his work bears
afnities with the geometría sensível of South America and
its latent corporality. The suggestively organic shapes of
Untitled foat against a dark ground, mirroring each other
in a dance of form and void, positive and negative space.
Trained at the Academia de San Alejandro and an early
adherent of geometric abstraction, Mijares drew upon the
Cubist color and example of Amelia Peláez, with whom he
studied, in early paintings such as Untitled, which evokes
the fracturing of light through the stained-glass vitrales
and mediopuntos of the colonial city. In the brilliant,
kaleidoscopic patterning of Lo concreto en rojo, Mijares
advances a near-continuous, trawling line that moves in
right angles, framing an array of compositional groups that
cluster in allusive, architectonic confgurations. Corratgé’s
paintings grew progressively bolder during the 1950s,
moving toward greater simplifcations of form, line, and
color. In Untitled, he shapes geometry in dramatic waves

of white, blue, and black, each feld of color echoing and
responding to the others. Rosabal likewise approached
Hard-Edge abstraction in his practice, which continues to
the present day in New York. In its fat, faceted planes of
color, Blanco y negro reprises the angular geometry of his
earlier work and the subdued palette of the early days of
the revolution.
While the memory of Cuba’s concretos faded in the decades that followed, Los Diez have lately reclaimed their
place in the transatlantic history of abstraction. Concrete
Cuba, a pair of exhibitions at David Zwirner in London and
New York (2015 and 2016, respectively), marked the frst
comprehensive exhibition of the group outside of Cuba
since 1961, and the concretos are increasingly seen in period exhibitions, such as Postwar: Art Between the Pacifc
and the Atlantic, 1945-1965 (Munich: Haus der Kunst,
2016). These reappraisals of Concrete Cuban art bear out
the extraordinary horizons and politics of abstraction in
revolutionary Cuba and, no less, the pioneering legacy of
Los Diez.
Abigail McEwan, PhD

Clockwise from top:
Wifredo Arcay, Fresque “Luza”, 1959.
291/ 2 x 1373/4 f. (9 x 24 m), 54 avenue de Versailles,
Paris, France, Courtesy Jérôme Arcay,
Photograph © Etienne Bertrand Weill.
José María Mijares, Illustration for Origenes: revista
de arte y literatura 11, no. 36 (ed. Jose Lezama Lima),
1954, Rare Book Division, Department of Rare Books
and Special Collections, Princeton Universtiy Library,
Photograph © Princeton University Library.
Cover, 10 Pintores Concretos, 9-16 de enero, exh.
Brochure, Coordinacion Provincial de Actividades
Culturales, Ateneo y Amigos de la Cultura Cubana;
Galeria de Matanzas; Biblioteca Publica “Ramon
Guiteras,” Matanzas, 1960,
Courtesy OAS AMA Art | Museum of the Americas.
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25. Mario Carreño

Cuba 1913-1999

Untitled
gouache on paper
signed and dated “Carreño-55” lower lef
13 1/4 x 27 in. (33.7 x 68.6 cm)
Painted in 1955.
Estimate
$30,000-50,000
Provenance
Private Collection, Montevideo (acquired from the
artist)
Christie’s, New York, Important Latin American
Paintings, Drawings and Sculpture, November 25, 1997,
lot 173
Acquired from the above sale by the present owner
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26. Mario Carreño

Cuba 1913-1999

Untitled
signed and dated “Carreño 53” lower right
oil on canvas
28 1/8 x 30 in. (71.4 x 76.2 cm)
Painted in 1953.
Estimate
$90,000-120,000
Provenance
Collection of Beatriz M. Vázquez, Havana
Museo Nacional, Havana
La Acacia Gallery, Havana
Sotheby’s, New York, Latin American Art, May 29, 1997,
lot 139
Acquired from the above sale by the present owner

Arguably the prime mover behind the phenomenal
rise of “Concrete Cuba,” Carreño was a charismatic,
public champion of abstraction throughout the 1950s.
Among the leaders of the celebrated Havana School,
renowned for its color-driven expressions of the
vernacular landscape a decade earlier, he had already
begun to turn toward geometry by the time of his
return to Cuba, following an extended sojourn in New
York, in late 1951. “My humble ‘guajiros’ [peasants]
followed the geometric trend,” Carreño explained of
this new direction in his work. “Everything led to the
square.”1 With fellow concretos Sandú Darié and Luis
Martínez Pedro, he founded the magazine Noticias
de Arte (1952-53) and used his editorial platform
to advocate for the place of abstraction within the
trajectory of modern Cuban art. His paintings from
this decade manifest his belief in abstraction and
its universal horizons, and they anticipated the
consolidation of the movement at the end of the
decade by the group of artists known as “Los Diez
Pintores Concretos.”

and crescent moon shapes seen in the present work.
“This painter expresses his artistic emotion with
color on the physical space of the surface of the
canvas, defning his basic forms and arranging them
with a constructive sense in vertical and horizontal
directions,” Darié continued. “Familiar with optical
pictorial phenomena, and with the psychological
behavior before colors of certain light vibrations
caused by a marvelous texture, Mario Carreño
succeeds in expressing his artistic intuition under
rationalized control.”2 That balance between order
and emotion is sensitively calibrated in the present
lot, in which rectangles in variegated, primary tones
of red, yellow, and blue foat against a resonant azure
ground, suspended in a grid of vertical lines. The
abstraction is both constructive and intuitive in kind,
its universalism connected to modernist aesthetics,
stretching back to Kandinsky’s color theory, and to
the national context of Cuba’s vanguardia tradition
out of which Carreño had emerged.
Abigail McEwan, PhD

“The evolution of his art is guided by our century’s
creative dialectic,” Darié wrote in 1957, on the
occasion of an exhibition of Carreño’s geometric
paintings at Havana’s Palacio de Bellas Artes.
“Abstract in view of their intellectual content, nonfgurative because they do not copy reality at all.”
Although Carreño disavowed a facile realism, many of
his Concrete paintings betray the residual memory of
his iconography from the 1940s, particularly its AfroCuban derivation, hinted for example in the triangle
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1. Mario Carreño, quoted in Jesús Fernández Torna, Mario
Carreño: Selected Works, 1937–1957 (Miami: Torna & Prado
Fine Art Collection, 2012), 333.
2. Sandú Darié, El mundo nuevo de los cuadros de Carreño
(Havana: Palacio de Bellas Artes, 1957), n.p.
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27. Loló Soldevilla

Cuba 1901-1971

Homenaje a Theo V. Doesburg, Composición No. 7, Variación
Las Tres Gracias
signed and dated “Loló - 50” lower right
oil and collage on canvas, laid on wood
13 5/8 x 19 1/2 in. (34.6 x 49.5 cm)
Executed in 1950, this work is accompanied by a certifcate
of authenticity issued by Martha Flora Carranza.
Estimate
$30,000-50,000
Provenance
Collection of Mirtha Ibañez, Havana
Acquired from the above by the present owner
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28. Wifredo Arcay

Cuba 1925-1997

Untitled
signed “Arcay” lower lef
oil on canvas
16 1/2 x 20 in. (41.9 x 50.8 cm)
Painted circa 1950, this work is accompanied by a
certifcate of authenticity issued by Jerome Arcay.
Estimate
$30,000-50,000
Provenance
Collection of José Antonio Rodríguez Espinosa, Havana
Acquired from the above by the present owner
Exhibited
New York, David Zwirner, Concrete Cuba,
January 7-February 20, 2016
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29. Sandú Darié

Romania / Cuba 1908-1991

Untitled, (Columna espacial)
signed “DARIE” on upper, lower, right and lef edges
collage, pencil and ink on paper
11 1/2 x 17 in. (29.2 x 43.2 cm)
Executed circa 1950.
Estimate
$12,000-18,000
Provenance
Collection of Enrique Silva, Havana
Acquired from the above by the present owner
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30. José Mijares

Cuba 1921-2004

Lo Concreto en rojo
signed “Mijares” lower right
painted wood
27 1/8 x 35 1/4 in. (68.9 x 89.5 cm)
Painted in 1954.
Estimate
$30,000-50,000
Provenance
Cernuda Arte, Coral Gables
Acquired from the above by the present owner in 2008
Literature
I. Bello, J.R. Britton, A. Kaul, ed., Topics in Contemporary
Mathematics, Canada, 2010 (illustrated on the cover)
Abigail McEwen, Yale University Press, ed., Revolutionary
Horizons: Art and Polemics in 1950s Cuba, New Haven, 2016,
p. 146 (illustrated)
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31. José Mijares

Cuba 1921-2004

Untitled
signed “Mijares” lower lef
oil on wood
34 1/8 x 30 in. (86.7 x 76.2 cm)
Painted circa 1950.
Estimate
$20,000-30,000
Provenance
Collection of Orestes Vidal, Havana
Tresart Gallery, Miami
Private Collection, Caracas
Acquired from the above by the present owner
Exhibited
New York, David Zwirner, Concrete Cuba,
January 7-February 20, 2016
Literature
Concrete Cuba: Cuban Geometric Abstraction from the
1950s, exh. cat., David Zwirner, New York, 2016, p. 45
(illustrated)
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32. Pedro de Oraá

Cuba b. 1931

Untitled
signed and dated “Oraá 57” lower right
caseine on board
29 x 20 7/8 in. (73.7 x 53 cm)
Executed in 1957, this work is accompanied by a certifcate
of authenticity issued by the artist.
Estimate
$30,000-50,000
Provenance
Hortensia Salas Hechevarría, Matanzas
Acquired from the above by the present owner

Cuban Concretism
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33. Salvador Corratgé

Cuba 1928-2014

34. José Rosabal

Cuba b. 1935

Untitled
signed “S. Corratgé 62” lower right
casein on masonite
33 1/4 x 43 in. (84.5 x 109.2 cm)
Painted in 1962, this work is accompanied by a certifcate of
authenticity from Ana González Morejón.

Blanco y negro
signed “Rosabal” on the reverse
acrylic on canvas
38 7/8 x 23 3/4 in. (98.7 x 60.3 cm)
Painted in 2013, this work is accompanied by a certifcate of
authenticity from the artist.

Estimate
$30,000-50,000

Estimate
$10,000-15,000

Provenance
Private Collection, Havana (acquired from the artist in 1963)
Acquired from the above by the present owner

Provenance
Acquired directly from the artist by the present owner
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35. Manuel Mendive

Cuba b. 1944

Untitled
signed “Mendive” lower right
acrylic on wood, double sided
65 3/8 x 20 1/4 x 1/4 in. (166.1 x 51.4 x .6 cm)
Executed circa 1996, this work is accompanied by a
certifcate of authenticity signed by the artist.
Estimate
$15,000-20,000
Provenance
Collection of Agustín Drake, Havana (acquired from the
artist)
Acquired from the above by the present owner

36. Alexandre Arrechea

Cuba b. 1970

Two works: i) Europe ii) At Dusk
i) hand-blown glass, sandblasted text, ashes, artist’s metal
fxture and metal chain
ii) hand-blown glass, tape measure ribbons, artist’s metal
fxture and metal chain
each sphere: 19 x 19 x 19 in. (48.3 x 48.3 x 48.3 cm)
Executed in 2007.
Estimate
$40,000-60,000
Provenance
Magnan Metz Gallery, New York
Acquired from the above by the present owner
Exhibited
i) New York, Magnan Metz Gallery, Alexandre Arrechea,
What Could Happen If I Lie?, September 6–October 20,
2007
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37. Arnaldo Roche Rabell

Puerto Rico b. 1955

High Tide
signed and dated “Roche 2010” upper right
oil on canvas
72 1/4 x 72 1/8 in. (183.5 x 183.2 cm)
Painted in 2010.
Estimate
$50,000-70,000
Provenance
Walter Otero Contemporary Art, San Juan
Acquired from the above by the present owner

Afer studying in his native Puerto Rico and later in
Chicago, Arnaldo Roche Rabell developed a unique
style by applying of layers of bright colors, covered in
black, which he would cut through with a pallet knife
for a dramatic efect. Using a tactical approach, the
artist ofen drapes canvas fabric over a model or a
fgure and then imprints the contour of the fgure using
frottage, resulting in highly complex images. Through
his work, Roche Rabell explores dual issues that afect
him personally, such as identity and belonging, as well
as the more universal concept of victim versus victor.
The present lot, High Tide (2010), is a complex and
dynamic work that belongs to an important series
of blue paintings by the artist. These pieces tend to
desacralize myths and transform them into an everyday
narrative. His intentional choice of a deep cobalt blue
seeks to simplify his art and aesthetic, suggesting
unity and equality, while detaching his work from an
overly ornamental style. Blue also is symbolic of Roche
Rabell’s Puerto Rican heritage, life on the island, and his
conception of the sea as an overpowering, almost prison
like place.
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38. Matta

Chile 1911-2002

Untitled
oil on canvas
40 1/4 x 32 1/2 in. (102.2 x 82.6 cm)
Painted in 1975, this work is accompanied with a
certifcate of authenticity issued by Germana Matta.
Estimate
$60,000-80,000
Provenance
Carone Gallery, Fort Lauderdale (acquired from the
artist in 1980)
Acquired from the above by the present owner
Exhibited
Fort Lauderdale, Nova Southeastern University
Art Museum, Matta: Paintings from South Florida
Collections, March 9-27, 1983
Boca Raton, Boca Raton Museum, Matta ReGeneration, January 1-March 9, 1997
Deland Museum of Art, Forging Identity: Contemporary
Latin American Art, September 6, 2013–January 5, 2014
Literature
Matta: Paintings from South Florida Collections, exh.
cat., Ft. Lauderdale Museum of Art, Ft. Lauderdale,
1983, no. 21 (illustrated)
Matta Re-Generation, exh. cat., Boca Museum, Florida,
1997, no. 23 (illustrated)
Forging Identity: Contemporary Latin American
Art, exh. cat. Deland Museum of Art, Deland, 2014
(illustrated on cover)

39. Milton da Costa

Brazil 1915-1988

Meninas con Borboletas
signed and dated “Dacosta 56” upper right; further titled
signed and dated “Menina con Borboletas - M. Dacosta Rio - 56” on the reverse
oil on canvas
23 3/8 x 19 3/8 in. (59.4 x 49.2 cm)
Painted in 1956.
Estimate
$70,000-90,000
Provenance
Private Collection of Joaquim Eugenio de Lima, São Paulo
(acquired from the artist in 1959)
Acquired from the above by the present owner
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40. Sergio Hernández

Mexico b. 1957

San Miguel Arcángel
signed, titled and dated “San Miguel Arcangel - 1995 Hernández” on the reverse
oil and sand on canvas
54 3/4 x 98 1/4 in. (139.1 x 249.6 cm)
Painted in 1995, this work is accompanied by a
certifcate of authenticity issued by Galería de Arte
Mexicano.
Estimate
$60,000-80,000
Provenance
Galería de Arte Mexicano, Mexico City
Acquired from the above by the present owner
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At the core of Sergio Hernández’s artistic practice is an
exploration of his native Oaxaca. Born in 1957, Hernández
studied at both the Escuela Nacional de Artes Plásticas
and the Academia de San Carlos, producing a large body
of work that ranges across diverse media. His oeuvre
includes printmaking, sculpture, ceramics, painting
and drawing. Considered a proponent of Mexican
Vanguardism, Hernández draws inspiration from the
natural light and earth tones of Oaxaca as well as the
Pre-Colombian Mixteca culture. In San Miguel Arcángel,
the artist references the Western art historical canon,
all while incorporating Mexican imagery and motifs.
Rendered in sof blue and green hues, the present lot
is a dynamic large-scale composition that highlights
the artist’s preoccupation with gestural fguration. In
the foreground the viewer is confronted with a series of
monumental fgures. It can be insinuated that the fgure
of San Miguel is depicted riding atop the large horse, as
he is traditionally rendered. Throughout the composition
the artist has included several images of skeletons and
roosters, both of which are typically associated with
Mexican folklore and popular culture. San Migel Arcángel
is a masterful example of Hernández’s interest in religious
syncretism. By manipulating Catholic iconography and
incorporating Mexican popular imagery, Hernández has
created a very personal interpretation of the biblical story
of San Miguel. In the present lot, Hernández references
works by Modern Oaxacan artists, namely Rufno
Tamayo and Francisco Toledo, both of whom championed
indigenous Mexican imagery and themes. Hernández’s
work has been exhibited widely, including a retrospective
at the Museo de Arte Contemporaneo Internacional
Rufno Tamayo in Mexico City in 2000.
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41. Guillermo Kuitca

Argentina b. 1961

Un taller para el joven Kuitca
signed, titled and dated “UN TALLER PARA EL JOVEN
KUITCA II - Kuitca - 1984” on the reverse
oil on canvas
40 1/2 x 57 1/2 in. (102.9 x 146.1 cm)
Painted in 1984.
Estimate
$60,000-80,000
Provenance
Private Collection, Miami
Christie’s, Paris, Art d’Amérique Latine, June 10, 2004
(lot 82)
Acquired from the above sale by the present owner
Exhibited
Buenos Aires, Galería Julia Lublin, 1984
Belgium, Elisabeth Franck Gallery, Knokke-Le-Zoute,
1985
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The present lot, Un taller para el jóven Kuitca, (A Studio for
Young Kuitca), belongs to a small group of early paintings
that Kuitca made between his two most renowned series:
Nadie olvida nada and El mar dulce. During this time he
enrolled at the University of Buenos Aires and studied
art history, eventually abandoning his studies to exhibit
extensively. It was during this time that he became heavily
involved with the theater, inspired by the work of the
German choreographer Pina Bausch, who he visited in
Wuppertal. Upon his return, he produced his frst theater
piece in 1982. Consequently, his paintings from this period
refect this theatrical infuence, where the compositional
drama takes place in interior spaces that look like stages,
much like the scene in the present work. This painting is
flled with a number of symbols that will haunt Kuitca’s
later works, including the baby carriage rolling down a
series of steep steps, which references the iconic Odessa
steps scene in the 1925 silent flm Battleship Potemkin.
However, this painting also takes on a very personal
subject, that of the artist in his studio surrounded by his
tools and his work. Interestingly, most of Kuitca’s paintings
are devoid of human forms, which he purposefully omits to
allow the viewer to refect on the psychological space. This
is a recurring technique used by Kuitca that is also used by
directors to make the drama of a flm more intense. And
even though there is no human fgure, it does not lack the
human presence, which one can readily perceive through
the haunting pair of eyes in the middle of the stage staring
at us. The fact that all of the stretched paintings depicted
in the work face away from the viewer combined with this
looming human presence creates a sense of isolation and
loneliness. The complex spaces and imagery Kuitca unveils
in this painting reveal a very personal narrative, making
this work unique and more poignant than his later works
that deal with more universal themes.

26/10/16 09:41

NY_LATIN_NOV16_58-115_v4.indd 89

26/10/16 09:41

Property of the Brazil Golden Art Collection
Lots 42–50

42. Marina Rheingantz

Brazil b. 1983

Pelada Caipira
signed, titled and dated “Marina Rheingantz - Pelada Caipira
- 2011” on the reverse
oil on canvas
82 5/8 x 129 7/8 in. (209.9 x 329.9 cm)
Painted in 2011, this work is accompanied with a certifcate
of authenticity issued by Galeria Fortes Vilaça.
Estimate
$20,000-30,000
Provenance
Galeria Fortes Vilaça, São Paulo
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43. Erika Verzutti

Brazil b. 1971

Mira
acrylic and glitter on concrete
8 5/8 x 5 1/4 x 1 3/4 in. (21.9 x 13.3 x 4.4 cm)
Executed in 2013, this work is accompanied by a certifcate
of authenticity issued by Galeria Fortes Vilaça.
Estimate
$18,000-22,000
Provenance
Galeria Fortes Vilaça, São Paulo
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44. Mira Schendel

Switzerland / Brazil 1919-1988

Untitled
signed and dated “Mira Schendel, 64” lower right
ink and graphite on rice paper
18 1/2 x 8 3/4 in. (47 x 22.2 cm)
Executed in 1964, this work is accompanied by a certifcate
of authenticity issued by Fólio Livraria.
Estimate
$15,000-20,000
Provenance
Fólio Livraria, São Paulo

45. Amilcar de Castro

Brazil 1920-2002

Untitled (from the series ‘Cut Sculpture’)
signed and dated “Amilcar de Castro 98” on the reverse;
further signed “Amilcar de Castro” on the reverse
SAC50 steel, in 3 parts
11 7/8 x 23 7/8 x 12 in. (30.2 x 60.6 x 30.5 cm)
Executed circa 1990, this work is accompanied by a
certifcate of authenticity from the Authentication
Committee from the Estate of Amilcar de Castro.
Estimate
$60,000-80,000
Provenance
Paulo Darzé Galeria de Arte Ltda., Salvador

Property of the Brazil Golden Art Collection
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46. Antonio Dias

Brazil b. 1944

Untitled
signed and dated “Antonio Dias 2005” on the reverse of
the horizontal canvas
oil and copper leaf on canvas
58 3/4 x 82 5/8 x 6 3/8 in. (149.2 x 209.9 x 16.2 cm)
Executed in 2005, this work is accompanied by a
certifcate of authenticity issued by Galeria Luisa Strina.
Estimate
$120,000-180,000
Provenance
Galeria Luisa Strina, São Paulo

Antonio Dias frst came to prominence in the 1960s with
his drawings and assemblages that ironically and playfully
critiqued the Brazilian military dictatorship. Dias’ artwork
defes categorization as it ranges across mediums,
drawing infuence from a variety of artistic movements
ranging from Pop Art to Minimalism. In 1966, the artist
fed the military regime in Brazil and settled in Milan
where he focused mainly on producing two-dimensional
works that championed rigorous geometric forms, ofen
including text and words. The present lot illustrates a
departure from the artist’s earlier style and illustrates
his current preoccupation with Minimalism. Untitled
(2005), while undeniably a painting is also a sculptural
piece comprised of three rectangular canvases. The color
palette of red and gold is one that Dias has ofen utilized
in his work and visually it complements the copper tone
of the canvas that conjoins the two components, creating
a tromp l’oeil efect. In this work, Dias has challenged the
conventional notion of a two-dimensional picture plane
through his use of volume and irregular outlines. Through
his destruction of the traditional pictorial space, Dias
frustrates the viewer’s perception, forcing him or her to
dissect each element of the artwork and re-evaluate the
traditional idea of a painting.
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47. Tunga

Brazil 1952-2016

Untitled
glass, steel magnets, nail and rubber
27 3/8 x 31 1/8 x 10 1/2 in. (69.5 x 79.1 x 26.7 cm)
Executed in 2008, this work is accompanied by a certifcate
of authenticity issued by Paulo Darzé Galeria de Arte Ltda.
Estimate
$60,000-80,000
Provenance
Paulo Darzé Galeria de Arte Ltda., Salvador
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48. Ernesto Neto

Brazil b. 1964

Bo Gen Landy Scap Egg, Dayli
polyamid tul and stocking, styrofoam balls and glass beads
63 x 63 x 63 in. (160 x 160 x 160 cm)
Executed in 2009, this work is accompanied by a certifcate
of authenticity issued by Galería Elba Benítez and signed by
the artist.
Estimate
$60,000-80,000
Provenance
Galería Elba Benítez, Madrid
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Property of the Brazil Golden Art Collection
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49. José Damasceno

Brazil b. 1968

Natureza Morta Exercicio
marble and painted wood, in 2 parts
i) 29 1/4 x 63 1/8 x 39 3/8 in. (74.3 x 160.3 x 100 cm)
ii) 8 1/4 x 17 7/8 x 6 3/4 in. (21 x 45.4 x 17.1 cm)
Executed in 2011, this work is accompanied with a certifcate
of authenticity issued by Galeria Fortes Vilaça.
Estimate
$20,000-30,000
Provenance
Galeria Fortes Vilaça, São Paulo
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50. Henrique Oliveira

Brazil b.1973

Dois Fumos
signed and dated “Henrique Oliveira 2011/2012” on the
reverse
acrylic on canvas
55 1/4 x63 1/8 in. (140.3 x 160.3 cm)
Painted in 2011-2012, this work is accompanied by a
certifcate of authenticity issued by Galeria Millan.
Estimate
$20,000-30,000
Provenance
Galeria Millan, São Paulo

Property of the Brazil Golden Art Collection
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Color.
Light.
Energy.
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51. León Ferrari

Argentina 1920-2013

Untitled
signed and dated “LEON FERRARI 1978” on a metal plaque
on the lower edge
stainless steel
15 5/8 x 7 1/2 x 7 3/8 in. (39.7 x 19.1 x 18.7 cm)
Executed in 1978.
Estimate
$40,000-60,000
Provenance
Collection of Shigeharu Hayashi, São Paulo
By descent to Amélia Yumico Hayashi Dias, São Paulo
Acquired from the above by the present owner
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52. Carlos Cruz-Diez

Venezuela b. 1923

Physichromie No. 606
signed, titled and dated “Physichromie No. 606 - Cruz-Diez
- Paris, Juin 1972”
acrylic and plastic mounted on wood with aluminum frame
27 7/8 x 28 1/4 in. (70.8 x 71.8 cm)
Executed in 1972.
Estimate
$180,000-250,000
Provenance
Acquired directly from the artist by the present owner
We are grateful to the Cruz-Diez Art Foundation for their
kind assistance in cataloguing this work.

“Color is an autonomous event that does not require form.”
Carlos Cruz-Diez

Alternative angle of the present lot
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53. Jesús Rafael Soto

Venezuela 1923-2005

Cuadrado virtual azul, con gris
signed, titled and dated “CUADRADO VIRTUAL AZUL, CON
GRIS - SOTO - 1977” on the reverse
painted wood, metal rod with nylon strings
32 1/4 x 32 1/4 in. (81.9 x 81.9 cm)
Executed in 1977.
Estimate
$300,000-400,000
Provenance
Collection of Arturo Buenaño, Caracas
Collection of Gustavo Lagrave, Caracas
Gómez Fine Art - Galería, San Juan
Acquired from the above by the present owner

“We must interpret the values that, thanks to science,
completely change our idea of the universe, and we must
propose them in our turn through art.”
Jesús Rafael Soto

Alternative angle of the present lot
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Alexander Calder, Untitled, 1941.
Sheet metal, wire and paint,
45 x 117 in. (114.3 x 297.2 cm),
Private Collection © 2016 Calder
Foundation, New York / Artists
Rights Society (ARS), New York

“One concern that has haunted me throughout my artistic
exploration,” Soto once observed, “is how to bring matter
back to its essential value, i.e. energy; or in more concrete
terms, how to transform material elements in my work
into a chance state or vibration.” This pursuit of the
immaterial (“the tangible reality of the universe”) shaped
Soto’s practice through the critical postwar decades as he
followed the progression of color from painting to optical
vibration and fnally into suprasensorial environments. He
arrived in Paris in 1950 and drew within the Constructivist
milieu of the Salon des Réalités Nouvelles and the Galerie
Denise René, which included him in Le Mouvement
(1955), the seminal period exhibition of optical and kinetic
art. Motivated at frst by the examples of Alexander
Calder and Piet Mondrian, Soto sought to create “a truly
abstract art,” beginning with the early series Repetitions
and Progressions. “At a given point,” he refected, “I
understood that I had to eliminate one of two liberties,
and through this discovery, in 1957, I retained, almost
mechanically, the tightly ruled background screen,
leaving the superimposed element free.” Within this
given framework of suspended metal wires and rods,
Soto analyzed vibration in myriad variations and formats,
shaping the immateriality of color in space and time.
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“Soto’s optical paintings keep the question of what is real
and what is imaginary in perpetual suspension,” critic Guy
Brett observed. “When he hangs a metal rod in front of
a lined screen (his ‘sign’ reduced to its simplest terms)
the optical interference of these two elements releases a
third—the vibration—which is real to the eyes though it
has no material existence. The rod is not exactly dissolved
into vibrations, for then it would be absorbed into another
medium and disappear altogether. The vibrations take
the shape of the solid rod, tracing its movement in pulses,
as if they were its shadow. But the situation is so fnely
balanced it could equally be that the solid rod is the
‘shadow’ of the energy pulses, which ‘really’ constitute
the rod and everything else we see as solid stable objects
in the world.”
From a single bar at the top of Cuadrado virtual azul, con
gris, a stream of thin metal rods hangs from transparent
nylon threads before a dark gray square, fickering in
shifing patterns of light and shadow against the lined
ground. As in Tríptico a cuadrados virtuales (1974), a
“virtual” square emerges amid the shimmering optical
surface, produced here by the vibrations of rods painted
blue at their center. The slightest movement of the steel
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Yves Klein, Relief planétaire sans titre, 1961.
Pure blue pigment and synthetic bronze
resin, 33 7/8 x 25 3/4 x 2 in. (86 x 65.4 x 5 cm)
© Yves Klein / Artists Rights Society (ARS),
New York / ADAGP, Paris 2016

Piet Mondrian, Broadway Boogie Woogie, 1941-43.
Oil on canvas, 50 x 50 in. (127 x 127 cm),
Museum of Modern Art, New York
2016 © ES Mondrian/Holtzman Trust

rods induces a wavy moiré efect, dematerializing the
blue square in the dynamic temporal space activated
between the static support and the viewer. “Soto’s
achievement has been to give a luminous imaginative
force to the idea of continuum,” Brett remarked. “Forms
are not localizable, it’s not possible to say: there are the
forms and this is the space that contains them. Forms
and space are continually creating each other, changing
into each other.” This fux of fugitive lines and color
is perceptual and interactive, the optical vibrations
conditioned by the surrounding space and the ambulant
viewer. “It has always been part of the poetry of Soto’s
work to be half in the world and half out of it,” Brett
concluded. “The rods oscillate between the abstract
world of relations and the world of things. Unpredictable
currents from the world of things activate and bring to
life the painting’s space.”
Abigail McEwan, PhD

1. Jesús Rafael Soto, “Artist’s Notes,” in Soto: Paris and
Beyond, 1950-1970, ed. Estrellita Brodsky (New York:
Grey Art Gallery, 2012), 57.
2 Soto, quoted in Claude-Louis Renard, “Excerpts from an
Interview with Soto,” Soto: A Retrospective Exhibition
(New York: The Solomon R. Guggenheim Museum, 1974),
15-16.
3 Jesús Rafael Soto, “Artist’s Notes,” in Soto: Paris and
Beyond, 1950-1970, ed. Estrellita Brodsky (New York:
Grey Art Gallery, 2012), 57.
4 Guy Brett, “Introduction,” Soto, October-November 1969
(New York: Marlborough-Gerson Gallery, 1969), 14.
5 Ibid., 15-16.
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54. Carlos Rojas

Colombia 1933-1997

Untitled (from the series ‘Signos y señales’)
signed and dated “Carlos Rojas - 1970” on the reverse
acrylic on canvas
27 7/8 x 27 7/8 in. (70.8 x 70.8 cm)
Painted in 1970.

Estimate
$12,000-18,000
Provenance
Galería Durban, Caracas
Acquired from the above in 1991
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55. Carlos Rojas

Colombia 1933-1997

Untitled (from the series ‘Ventanas’)
painted iron
78 3/4 x 53 1/4 x 15 3/8 in. (200 x 135.3 x 39.1 cm)
Executed in 1971.

Estimate
$25,000-35,000
Provenance
Sotheby’s, New York, Latin American Art, June 4, 1999,
lot 196
Acquired from the above by the present owner
Exhibited
Bogota, Galería El Museo, Homenaje a Carlos Rojas, 1997
Bogota, Galería El Museo, Abstracción Local. Refexión con
Carlos Rojas, July 1997
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56. Guillermo Kuitca

Argentina b. 1961

No. 17
initialed “K” lower right
oil on canvas
12 x 9 1/2 in. (30.5 x 24.1 cm)
Painted in 1988.
Estimate
$10,000-15,000
Provenance
Private Collection, Ottawa
Christie’s, New York, Christie’s East: Latin American Art,
November 23, 1999, lot 95
Acquired from the above by the present owner
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57. Federico Herrero

Costa Rica b. 1978

Landscape
initialed, titled and dated “H - 2004 - Landscape” on the
reverse
oil, acrylic, spray paint and permanent marker on canvas
94 3/4 x 43 3/4 in. (240.7 x 111.1 cm)
Executed in 2004.
Estimate
$25,000-35,000
Provenance
Gallery Koyanagi, Tokyo
Acquired from the above by the present owner in 2004
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58. Federico Herrero

Costa Rica b. 1978

Untitled
acrylic and ink on canvas
32 x 47 in. (81.3 x 119.4 cm)
Painted in 2006, this work is accompanied by a certifcate of
authenticity signed by the artist.
Estimate
$10,000-15,000
Provenance
Acquired directly from the artist by the present owner
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59. Jorge Piqueras

Peru b. 1925

Mimetismo
oil on masonite
24 7/8 x 39 1/8 in. (63.2 x 99.4 cm)
Painted in 1958.
Estimate
$8,000-12,000
Provenance
Lorenzelli Gallery, Bergamo
Private Collection, Pavia
Capitolium Art Brokerage, Modern and Contemporary Art
Online, July 7, 2015, lot 0481
Private Collection, Europe
Acquired from the above by the present owner
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60. Alfredo Jaar

Chile b. 1956

Refugee (Water)
Lightbox with color transparency and two mirrors, in 3
parts
Lightbox: 40 1/2 x 40 1/2 x 5 3/8 in. (102.9 x 102.9 x 13.7 cm)
each mirror: 20 x 10 x 2 in. (50.8 x 25.4 x 5.1 cm)
overall dimensions: 46 x 40 x 28 in. (117 cm x 102 cm
x 71 cm)
Executed in 1988, this work is unique.
Estimate
$60,000-80,000
Provenance
Acquired directly from the artist by the present owner

Refugee (Water), 1988 is an important piece within the
oeuvre of Chilean born artist, Alfredo Jaar. Jaar’s art
ofen centers on controversial issues such as victims of
political violence, immigration and refugee camps, as in
the present lot. These issues question the relationship
between First and Third World countries and their
interplay within the global economy. It is interesting and
perhaps ftting that Jaar utilizes photographic imagery
to illustrate such poignant yet politically charged subject
matters. However, through his use of this medium Jaar
points to the inefcacy of “generic” photographs in
our society today, as they no longer elicit an emotional
response from the general public, who have become
desensitized by an oversaturation of explicit images of
brutality. While the purpose of these types of images
in the news or other forms of media is to give us the
illusion of being present, the moment we look away we
are lef with a void and sense of absence. Instead, Jaar
proposes to reverse the methodology by refraining from
showing explicit atrocities and “ofers an absence that
could perhaps provoke a presence” (Alfredo Jaar, Let
there be light: The Rwanda Project 1994-1998, Barcelona:
Centre d’Art Santa Mónica, 1998, 21). Thus in the case of
the present lot, Jaar elucidates the quandary of refugees
who constantly face two harrowing choices: either to
return to their place of origin and face persecution or to
live in a camp with a dubious and uncertain promise of
freedom. He attempts to represent this abysmal sense
of uncertainty by projecting the face of a refugee—
gazing at us in recognition—through refection in a split
mirror. In doing this, Jaar invites viewers to look at the
work from diferent angles—yet never directly gazing
into the light box itself—eliciting the desire to lock eyes
with the subject while simultaneously making it almost
impossible. The various angles provide us with a myriad
of unsettling images that represent the disconcerting
conditions of exile. Therefore, Refugee (Water) evokes
a response that may ofer new insights and allow us to
form a more critical image of reality.

Details of the present lot
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Vivarte: Contemporary
Colombian Women Artists
Lots 61–69

Vivarte’s third edition features works by some of the
most critically-recognized Colombian female artists.
Curated by Monica Espinel, it presents diferent
generations employing multiple artistic approaches to
articulate the female experience while exploring issues
of race, gender, violence, history, and colonialism.
The remarkable variety in thought, approach, and
intent is evident in the range of multimedia works that
include Olga de Amaral’s formally groundbreaking
weavings inspired by pre-Columbian textiles and gold
artifacts; Alicia Barney’s pioneering ecofeminist works
which have incorporated found and recycled materials
since the seventies; Karen Paulina Biswell’s incisive
portraits of indigenous women of the Embera Chamis
community; Monika Bravo’s dynamic cityscapes created
from a postmodern amalgam of infuences ranging
from Google images to Italo Calvino and architecture;
Clemencia Echeverri’s meticulous drawings that visually
render the inaudible sounds produced by bats as a way
to expand the limits of perception, experience and
memory; María Elvira Escallón’s photographs depicting
the convergence of the Baroque and contemporary
in evocative landscape interventions; Ana Mercedes
Hoyos’ vivid paintings of Colombia’s Afro-descendant
communities; Luz Angela Lizarazo’s delicate sculptures,
where minimalism, feminism, and the tactile processes
of cooking, cleaning, preserving, and weaving
of wishbones collide; and lastly, Freda Sargent’s
commanding self-portrait aptly titled “Woman under
the Shadow” whose painterly language and unorthodox
use of color and perspective show her fading of into a
remote, internalized zone.
VivArte is a joint philanthropic efort by its participating
organizations, Caring for Colombia and Primero Lo
Primero, to transform vulnerable communities in
Colombia through health, education, and arts initiatives,
and to provide a platform for international visibility for
Colombian contemporary artists. The proceeds from the
sales of these works will beneft the artists and VivArte’s
organizations.
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61. Olga de Amaral

Colombia b. 1932

Poblado K
signed, titled and dated “Poblado K - Olga de Amaral 2016”
on a label afxed on the reverse
gesso, acrylic and gold leaf on linen
78 3/4 x 39 3/8 in. (200 x 100 cm)
Executed in 2016.
Estimate
$200,000-300,000
Provenance
Casa Amaral, Bogota
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Olga de Amaral, Umbra 30, 2003.
Linen, silver leaf, gesso, acrylic paint,
32 x 78 ½ in. (81.3 x 199.4 cm),
Metropolitan Museum of Art
© Olga de Amaral

Olga de Amaral’s complex tapestries oscillate between
traditional and avant-garde artistic practices. The present
lot, Poblado K, is a prime example of the artist’s mature
style in which she blurs the lines between art and craf,
presenting the viewer with a compelling artwork that is at
once textile and sculpture.
Born in Bogota, Olga de Amaral began her formal training
as an architect, a practice that would later pervade
her compositions. Dissatisfed with her schooling, de
Amaral traveled to the United States and enrolled at the
Cranbrook Academy of Fine Art to study textiles. During
her time there, de Amaral was drawn to weaving and
tirelessly worked to perfect her technique. Upon her
return to Colombia in 1955, she was exposed to a wide
array of traditional and new materials that allowed her to
situate her approach within the context of contemporary
art. Experimenting with ancient weaving, de Amaral drew
great inspiration from the peasant women of her native
Colombia who spun wool on the streets and during this
period she utilized a variety of colored threads in her
textiles.
De Amaral’s formal training and initial experimentation
in Colombia complemented her extensive travels and
undoubtedly infuenced her style. Her travels to Peru
were particularly signifcant as she was exposed to
Andean weaving. During this time, de Amaral began
utilizing strips of textured linens that she would braid
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and coat with gold and silver leaf. The results were
impressive compositions featuring compact geometric
patterns. Similar to many artists from the modern milieu,
de Amaral was preoccupied with capturing light and
creating depth in her work. This was achieved through
the efects of layering and superimposing. The addition
of gold and silver leaf would foreshadow de Amaral’s later
experimentation with the application of paint and gesso
to her textiles, solidifying her interest in bridging the gap
between art and craf.
As de Amaral’s oeuvre continued to develop in
complexity and scale, her practice also began to shif.
She began developing pre-woven fber cords that were
wrapped and bound in a cylindrical fashion. By using
pre-woven strips, de Amaral was able to streamline her
manual process and ensure the production of a consistent
geometric pattern. This led to the artist’s completion of
large-scale tapestry installations in the early 1970s such
as El Gran Muro (1973) that was installed at Atlanta’s
Peach Tree Plaza Hotel.
The present lot illustrates de Amaral’s mastery of her
mature craf. A large-scale gold piece, Poblado K is
composed of two distinct weaving patterns that each
occupy half of the compositional space. The top section of
this work is composed of a tight geometric pattern that is
achieved by the repetition of small squares. The bottom
half of the textile is comprised of a gestural pattern,
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Rudolf Stingel, Untitled, 2006.
Oil and enamel on canvas,
39 ¼ x 32 ½ in. (99.7 x 82.6 cm)
© 2016 Rudolf Stingel

Gustave Klimt, Portrait of Adele Bloch-Bauer I, 1907.
Oil and gold on canvas, 54 x 54 in. (137.2 x 127.2 cm),
Neue Galerie

encompassing circular elements and darker gold patches.
The inclusion of two distinct designs builds a dynamic
composition that creates the illusion of movement. The
melding of these vastly diferent weaving techniques
and styles along with the inclusion of gesso, acrylic and
gold leaf highlights de Amaral’s preoccupation with
various artistic principles: geometric rigor, abstraction,
textural depth, and movement. In Poblado K, the viewer
is confronted with a work that is neither painting,
sculpture, nor textile but rather an amalgamation of
all three. Relating to many other contemporary artist’s
installation pieces, Poblado K forces the viewer to
contemplate the space he or she occupies in relation to
the piece and provides a new understanding of depth and
spatial perspective. In this work, de Amaral has remained
true to her foundations in textile, while elevating the
craf to a form of contemporary art. Olga de Amaral’s
artwork is held in many prestigious museum collections,
most notably the Metropolitan Museum of Art and the
Museum of Modern Art, New York. In August 2017, the
Nevada Art Museum will inaugurate a major exhibition of
her work entitled Unsettled.

Sold to Beneft VivArte
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62. Freda Sargent

Great Britain /

Colombia b. 1928
Mujer bajo la sombra
signed “Freda Sargent” on the reverse
oil on canvas
39 1/8 x 39 1/4 in. (99.4 x 99.7 cm)
Painted circa 1990.
Estimate
$5,000-7,000
Provenance
Acquired directly from the artist

63. María Elvira Escallón

Great Britain /

Colombia b. 1954
Untitled (from the series ‘Nuevas Floras’)
chromogenic print
27 1/4 x 40 1/2 in. (69.2 x 102.9 cm)
Executed in 2002-2011, this work is number 3 from an
edition of 5.
Estimate
$6,000-8,000
Provenance
Acquired directly from the artist
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64. Monika Bravo

Colombia b. 1964

Studies for Landscape of Belief_Blueprint, NYC-BOG-CHI
blue print, archival pigment on cotton rag in wooden box,
triptych
each: 43 5/8 x 23 5/8 in. (110.8 x 60 cm)
Executed in 2013, this work is number 3 from an edition
of 3.
Estimate
$10,000-15,000
Provenance
Johannes Vogt Gallery, New York

Sold to Beneft VivArte
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65. Karen Paulina Biswell

Colombia b. 1983

66. Ana Mercedes Hoyos

Imamá (from the series ‘Nama Bu’)
each: signed, dated and numbered “Biswell - 2016 - 1/3” on
the reverse
analogue prints, in 15 parts
each: 11 1/2 x 11 1/2 in. (29.2 x 29.2 cm)
Executed in 2013-2015, this work is number 1 from an edition
of 3.

La Procesión
acrylic on linen
59 1/8 x 90 1/2 in. (150.2 x 229.9 cm)
Painted in 2014.

Estimate
$5,000-7,000

Provenance
Estate of the artist

Colombia 1942-2014

Estimate
$40,000-60,000

Provenance
Acquired directly from the artist
Exhibited
Bogoya, Valenzuela Klenner Gallery, Nama Bu,
November 19, 2015-February 13, 2016

Sold to Beneft VivArte
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67. Luz Ángela Lizarazo

Colombia b. 1964

Y
woven wishbones
53 1/2 x 63 5/8 in. (135.9 x 161.6 cm)
Executed in 2014.
Estimate
$7,000-9,000
Provenance
Galería Eduardo Fernandes, Sãu Paulo

68. Alicia Barney

Colombia b. 1952

Diario objeto (Serié II)
found objects, pigments and acrylic
17 1/2 x 17 1/2 in. (44.5 x 44.5 cm)
Executed in 1978-1979.
Estimate
$10,000-15,000
Provenance
Acquired directly from the artist

69. Clemencia Echeverri

Colombia b. 1950

Noctulo House Eco
signed and dated “Clemencia Echeverri 2015” lower right
collage and ink drawing on print
65 7/8 x 40 1/4 in. (167.3 x 102.2 cm)
Executed in 2015.
Estimate
$12,000-18,000
Provenance
Acquired directly from the artist
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Sold to Beneft VivArte
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70. Edgar Negret

Colombia 1920-2012

Sol encajado
signed, titled and dated “Sol - Negret - 1991” on the base
painted aluminum
35 3/8 x 31 1/4 x 21 3/4 in. (89.9 x 79.4 x 55.2 cm)
Executed in 1991, this work is accompanied by a certifcate
of authenticity from the Estate of Edgar Negret.
Estimate
$25,000-35,000
Provenance
Estate of the artist
Private Collection, Bogota
Acquired from the above by the present owner
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71. Omar Rayo

Colombia 1928-2010

Washington Square
signed, titled and dated “Omar Rayo - 62 - Washington
Square” on the reverse
acrylic on canvas
34 x 36 in. (86.4 x 91.4 cm)
Painted in 1962.
Estimate
$25,000-35,000
Provenance
Collection of Julien J. Studley, New York
Thence by descent to the present owner
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72. Julio le Parc

Argentina b. 1928

Modulation 229 (Thème 67 a variation)
signed, titled and dated “MODULATION 229 theme 67 a
variation - 1979 - Le Parc” on the reverse
oil on canvas
50 5/8 x 50 5/8 in. (128.6 x 128.6 cm)
Painted in 1979.
Estimate
$20,000-30,000
Provenance
Galería Durbán, Caracas
Private Collection Caracas
Private Collection, Miami
Christie’s, New York, Latin American Sale Day Session,
November 20, 2007, lot 155
Acquired from the above by the present owner
Exhibited
Caracas, Galería Durbán, Le Parc, 1979

73. Antonio Berni

Argentina 1905-1981

The Bishop
Signed, dated and numbered “10/11 Antonio Berni 63”
on the lower edge
xylograph-collage-relief on paper
36 x 22 1/2 in. (91.4 x 57.2 cm)
Executed in 1963, this work is number 10 from an
edition of 11.
Estimate
$5,000-7,000

•

Provenance
Private Collection, California

74. Antonio Asis

Argentina b. 1932

Vibración color
signed, titled and dated “vibracion color - Asis - 1965” on
the reverse
acrylic on panel
62 x 30 1/8 in. (157.5 x 76.5 cm)
Executed in 1965.
Estimate
$20,000-30,000
Provenance
Pierre Berge & Associés, Paris, Art moderne et
contemporain, December 17, 2008, lot 158
Acquired from the above by the present owner
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75. Judith Lauand

Brazil b. 1922

Untitled
signed “Judith Lauand - 1977” lower right; further signed and
dated “Judith Lauand - 1977” on the reverse
oil on canvas
23 3/8 x 23 3/4 in. (59.4 x 60.3 cm)
Painted in 1977.
Estimate
$25,000-35,000
Provenance
Private Collection, São Paulo
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76. Luiz Zerbini

Brazil b. 1959

Untitled
watercolor on cut and woven paper
11 1/8 x 15 1/4 in. (28.3 x 38.7 cm)
Painted in 1993.
Estimate
$8,000-12,000
Provenance
Galería Camargo Vilaça, São Paulo
Acquired from the above by the present owner
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77. Rogelio Polesello

Argentina 1939-2012

Untitled
signed and dated “Polesello 1967” incised lower lef
Plexiglass with wooden framing elements
72 x 39 1/2 in. (182.9 x 100.3 cm)
Executed in 1967.
Estimate
$30,000-50,000
Provenance
Private Collection, Buenos Aires
Sotheby’s, New York, Latin American Art, November 19,
2008, lot 158
Private Collection (acquired from the above sale)
Phillips de Pury & Company, New York, Latin America,
September 28, 2010, lot 172
Acquired from the above sale by the present owner
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78. Carmelo Arden-Quin

Uruguay 1913-2010

Forme Blanche Relief
signed, titled and dated “Forme Blanche Relief - Arden Quin
- 1949” on the reverse
wood relief with polished lacquer
19 7/8 x 16 x 5/8 in. (50.5 x 40.6 x 1.6 cm)
Executed in 1949.
Estimate
$50,000-70,000
Provenance
Acquired directly from the artist
Literature
Alexadre de la Salle, ed., Carmelo Arden Quin - Catalogue
Raisonné, Nice, 2008, no. 248, p. 219 (illustrated)
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79. Eugenio Espinoza

Venezuela b. 1950

H estilo impenetrable pequeño
signed and dated “E Espinoza - 05” on the reverse
oil on canvas
20 1/8 x 20 in. (51.1 x 50.8 cm)
Painted in 2005.
Estimate
$7,000-10,000
Provenance
Acquired directly from the artist by the present owner
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80. Victor Grippo

Argentina 1936-2002

A 17 grados de la vertical
signed, titled and dated “A 17° de la vertical - Grippo/2000”
on the reverse
painted plaster, glass, plumb line, coal and wood
18 1/2 x 9 x 4 1/2 in. (47 x 22.9 x 11.4 cm)
Executed in 2000.
Estimate
$40,000-60,000
Provenance
Ruth Benzacar Galería de Arte, Buenos Aires
Alexander and Bonin, New York
Acquired from the above by the present owner
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81. Bosco Sodi

Mexico b. 1970

Untitled
signed and dated “BOSCO - NY 2012” on the reverse
mixed media on canvas
diameter: 73 in. (185.4 cm)
Executed in 2012.
Estimate
$30,000-50,000
Provenance
Pace Gallery, New York
Acquired from the above by the present owner
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Sold to Beneft Y.ES

82. Simón Vega

El Salvador b. 1972

Tropical Mercury Capsule Diagram (from the series
‘Tropical Space Projects’)
acrylic and acrylic marker on canvas
31 x 49 5/8 in. (78.7 x 126 cm)
Executed in 2010.
Estimate
$6,000-8,000
Provenance
Acquired directly from the artist

Born in San Salvador in 1972, Simón Vega received his
BFA from the University of Veracruz in Mexico and his
Masters from the Compeutense University in Madrid.
Growing up in El Salvador in the 1970s and 1980s, Vega
witnessed a period when the United States and USSR
competed for infuence in Central America, memories
which have remained infuential in his oeuvre. Through
his work, he explores political and sociocultural themes
and is directly inspired by the informal architecture and
objects found both in his native El Salvador and elsewhere
in Central America. Vega is known for his sculptures and
installations made from various found objects, such as
shipping crates, signs, and old televisions. His works are
meant to mimic and resemble modernist buildings, as
well as create sculptural surveillance systems, tech robots
and satellites characteristic of the Cold War period.
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Y.ES is an initiative of the Robert S Wennett and Mario
Cader-Frech Foundation. The Y.ES program’s mission
is to create opportunities for outstanding Salvadoran
contemporary artists to advance their artistic practice
and engage with artists, curators, collectors, gallerists and
the media within and outside El Salvador. Programming
includes professional development, studio visits, exhibition
and public programming, publications and residencies, and
more. Proceeds from the sale of this work will be allocated
to the Y.ES Grants for artists.

This work, created with acrylic and acrylic marker on
canvas, is part of the Tropical Space Proyectos series that
deals with the efects of the Cold War in Central America.
These drawings mimic NASA blueprint diagrams used
in the development of space capsules during the “Space
Race” of the 1950s and 60s, and are parodies that use
elements of these technical drawings and texts in a
humorous way. The drawings are created to document
the ephemeral sculptures that are built by the artist in
wood, metal and found materials as a mockery of the
high tech originals. The present lot, Tropical Mercury
Capsule Diagram, depicts the sculptural piece that was
presented at the Pérez Art Museum of Miami’s exhibition
Global Positioning Systems and which is part of the
PAMM’s permanent collection. Today, Vega continues to
live and work in El Salvador and has exhibited throughout
Europe, Latin America and the United States.
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83. José Bedia

Cuba b. 1959

Más de lo mismo y uno de necio
signed and dated “J Bedia 00” lower right; further titled
“más de lo mismo y uno de necio” on lower edge
ink, conte crayon, white chalk and pastel on amate paper
47 1/8 x 94 1/4 in. (119.7 x 239.4 cm)
Executed in 2000.
Estimate
$10,000-15,000
Provenance
Acquired directly from the artist by the present owner

84. Juan Roberto Diago

Cuba b. 1971

Untitled
signed and dated “JRDiago - 2005” on the reverse; further
signed twice “JRDiago” on the reverse
oil, watercolor and charcoal on canvas
39 3/8 x 51 1/8 in. (100 x 129.9 cm)
Painted in 2004.
Estimate
$10,000-15,000
Provenance
Acquired directly from the artist by the present owner
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85. Julio Galán

Mexico 1958-2006

Untitled
signed and dated “Julio Galán 1999” lower right
collage and oil on canvas
51 x 73 1/4 in. (129.5 x 186.1 cm)
Painted in 1999.
Estimate
$40,000-60,000
Provenance
Ramis Barquet Gallery, New York (acquired from the artist)
Acquired from the above by the present owner
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86. Omar Rayo

Colombia 1928-2010

Anatomy of Fall
signed, titled and dated “Omar Rayo - 64 - Anatomy of Fall”
on the reverse
acrylic on canvas
30 x 28 in. (76.2 x 71.1 cm)
Painted in 1964.
Estimate
$25,000-35,000
Provenance
Collection of Julien J. Studley, New York
Thence by descent to the present owner
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87. Marco Magi

Uruguay b. 1957

Complete Coverage on Lewitt
cut paper, tryptich
each 23 5/8 x 17 5/8 in. (60 x 44.8 cm)
Executed in 2005.
Estimate
$12,000-18,000
Provenance
Josée Bienvenu, New York
Acquired from the above by the present owner
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88. León Ferrari

Argentina 1920-2013

Carta a Torres-García
signed, titled and dated “Carta a Torres García León Ferrari
5/10/05” lower right
mixed media on paper
24 1/4 x 17 1/4 in. (61.6 x 43.8 cm)
Executed in 2005.
Estimate
$20,000-30,000
Provenance
Pan American Art Projects, Miami
Acquired from the above by the present owner

89. León Ferrari

Argentina 1920-2013

Sombra
box with painted glass and lacquer
19 x 15 x 2 in. (48.3 x 38.1 x 5.1 cm)
Executed in 2004, this work is accompanied by a certifcate
of authenticity issued by the artist.
Estimate
$20,000-30,000
Provenance
Acquired directly from the artist by the present owner

Literature
Bethsheba Spain and Timothy Stroud, ed., Géométrie hors
limites art contemporain latino-américain dans la collection
Jean et Colette Cherqui (Geometry Beyond Limits LatinAmerican Contemporary Art from the Jean and Colette
Cherque Collection, Milan, 2010, p. 217 (illustrated)
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90. José Bedia

Cuba b. 1959

Otra estación
signed and dated “Bedia 97” lower lef; further titled “OTRA
ESTACIÓN” lower right
oil and black ink on canvas
68 x 104 1/4 in. (172.7 x 264.8 cm)
Painted in 1997.
Estimate
$20,000-30,000
Provenance
Acquired directly from the artist by the present owner in
2004
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91.

Tania Bruguera

Cuba b. 1968

El Peso de la culpa
signed, titled and numbered “Tania Bruguera - El Peso de la
Culpa - 5/10” lower right
archival ink jet print
31 7/8 x 10 3/8 in. (81 x 26.4 cm)
Conceived in 1997 and printed circa 2001, this work is
number 5 from an edition of 10.
Estimate
$12,000-18,000
Provenance
Iturralde Gallery, Los Angeles
Acquired from the above by the present owner in 2002
Exhibited
Caracas, Museo de Bellas Artes, Desde el cuerpo: Alegorías
de lo femenino, February 15, 1998

NY_LATIN_NOV16_116-173_v4.indd 147

26/10/16 10:01

92. Abel Barroso

Cuba b. 1971

93. Tania Bruguera

Cuba b. 1968

ATM (Cajero automático)
xylography on carved wood
28 3/8 x 33 3/8 x 11 in. (72.1 x 84.8 x 27.9 cm)
Executed in 2011.

Sunfowers III
ink and collage on paper
93 3/4 x 48 3/4 in. (238.1 x 123.8 cm)
Executed in 2002.

Estimate
$5,000-7,000

Estimate
$15,000-20,000

Provenance
Pan American Art Projects, Miami (acquired from the artist)
Acquired from the above by the present owner

Provenance
Acquired directly from the artist by the present owner
Exhibited
San Francisco Art Institute, Tania Bruguera-Ghada Amer.,
February 13 - May 11, 2002
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94. Carlos Garaicoa

Cuba b. 1967

Two Works: i) Y nos obliga a volar en la misma direccion ii)
Ese Silencio Ambiguo
i) signed, titled and dated “Y nos obligan a volar en una
misma dirección aunque no lo hagamos - C. Garaicoa
Proyectista - Apuntado en La Habana, Cuba 1999 - C
Garaicoa” lef edge
ii) signed, titled and dated “Ese Silencio ambiguo - C.
Garaicoa - Apuntado en Saratoga Springs, NY, 1998 - C
Garaicoa” lower right
i) graphite, ink jet print, dead bugs, plastic strips and tape
on paper
ii) graphite and ink jet print on paper
i) 26 1/2 x 34 1/2 in. (67.3 x 87.6 cm)
ii) 26 1/8 x 34 1/2 in. (66.4 x 87.6 cm)
i) Executed in 1999.
ii) Executed in 1998.

95. Marcius Galán

Colombia b. 1975

Ponto Comum
signed and dated “M Galan - 2010” on the reverse
of one of the elements
painted concrete, in two parts
each: 14 1/4 x 12 x 4 in. (36.2 x 30.5 x 10.2 cm)
Executed in 2010.
Estimate
$10,000-15,000
Provenance
Galeria Silvia Cintra + Box 4, Rio de Janeiro
Acquired from the above by the present owner

Estimate
$12,000-18,000
Provenance
Galería Jacobo Karpio, Costa Rica
Acquired from the above by the present owner
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96. Anna Maria Maiolino

Brazil b. 1942

Untitled (from the series ‘Outras Marcas’)
i) signed and dated “1999 - Anna Maria Maiolino” lower
edge; further initialed, signed, titled and dated “AMM: Anna
Maria Maiolino - 1999 - s/titulo da série Outras Marcas” on
the reverse
ii) signed and dated “Anna Maria Maiolino” lower edge;
further initialed, signed, titled and dated “AMM: Anna Maria
Maiolino - 1999 - s/titulo da série Outras Marcas” on the
reverse
iii) signed, titled and dated “Outras Marcas” - Anna Maria
Maiolino - 1999” lower edge; further initialed, signed, titled
and dated “AMM: Anna Maria Maiolino - 1999 - s/titulo da
série Outras Marcas” on the reverse
ink on paper, in 3 parts
each: 27 3/8 x 11 1/2 in. (69.5 x 29.2 cm)
Executed in 1999.
Estimate
$30,000-50,000
Provenance
Acquired directly from the artist by the present owner
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97. Darío Escobar

Guatemala b. 1971

Untitled
iron, steel, wood, plastic, tin and silver
75 x 23 3/8 x 15 7/8 in. (190.5 x 59.4 x 40.3 cm)
Executed in 1999, this work is registered in the artist’s archives
under reference number DESC02_285.
Estimate
$15,000-20,000
Provenance
Galería Jacobo Karpio, Costa Rica
Acquired from the above by the present owner
Exhibited
Los Angeles, The Museum of Contemporary Art (MOCA),
Poetics of the Handmade, 2007
Literature
Poetics of the Handmade Catalogue, exh. cat., The Museum
of Contemporary Art (MOCA), Los Angeles, 2007, p. 86
(illustrated)
José Luis Falconi, ed., A Singular Plurality: The Works of Dario
Escobar, Cambridge, pp. 140-141 (illustrated)
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98. Santiago Sierra

Spain / Mexico b. 1966

Two works: i) 160 cm Line Tattooed on 4 People El Gallo
Arte Contemporaneo. Salamanca, Spain. December
2000 (Línea de 160 cm tatuada sobre 4 personas
El Gallo Arte Contemporáneo. Salamanca, España.
Diciembre de 2000) ii) Line of 30 cm Tattooed on a
Remunerated Person # 51 Regina Street. Mexico City,
Mexico. May 1998 (Línea de 30 cm Tatuada Sobre un
Persona Remunerada Calle Regina, # 51. México D.F.,
México. Mayo de 1998)
black and white photographs with text
each: 16 1/8 x 22 3/8 in. (41 x 56.8 cm)
i) Executed in 2000, this work is from an edition of 10.
ii) Executed in 1998, this work is from an edition of 10.
Estimate
$10,000-15,000

Provenance
Private Collection, Miami
Exhibited
i) Reykjavik, Reykjavik Art Museum, Santiago Sierra The Black Cone. Monument to Civil Disobedience, 2012
(another example exhibited)
ii) London, Lisson Gallery, 7 Trabajos / 7 Works,
November 2007 (another example exhibited)
Literature
i) Santiago Sierra, exh. cat., Galerie Peter Kilchmann
and Galería Enrique Guerrero, Zurich, 2001, p. 18
(another example illustrated)
i) Santiago Sierra: Works 2002-1990, exh. cat., Ikon
Gallery, Birmingham, 2002, pp. 52-53 (another
example illustrated)
i) Rosa Martínez, Cuauhtémoc Medina and Ana
Palacios, ed., Santiago Sierra, Pabellón de España,
50a Bienal de Venecia / Spanish Pavillion, 50th Venice
Biennale”, Venice, 2003, pp. 119-120 (another example
illustrated)
i) Eckhard Schneider, ed. 300 Tons and Previous
Works, Dusseldorf, 2004, pp. 94-95 (another example
illustrated)
i) Fabio Cavallucci and Carlos Jiménez, Santiago Sierra,
Milano, 2005, p.92 (another example illustrated)
i) Santiago Sierra - The Black Cone. Monument to
Civil Disobedience, exh. cat., Reykjavik Art Museum,
Reykjavik, 2012, p. 27 (another example illustrated)

ii) Santiago Sierra, exh. cat., Galerie Peter Kilchmann
and Galería Enrique Guerrero, Zurich, 2001, p. 14
(another example illustrated)
ii) Santiago Sierra: Works 2002-1990, exh. cat., Ikon
Gallery, Birmingham, 2002, p. 2 (another example
illustrated)
ii) Santiago Sierra, exh. cat., Kunsthalle Wien
Project Space, Vienna, 2002, p. 39 (another example
illustrated)
ii) Rosa Martínez, Cuauhtémoc Medina and Ana
Palacios, ed., Santiago Sierra, Pabellón de España,
50a Bienal de Venecia / Spanish Pavillion, 50th Venice
Biennale”, Venice, 2003, p. 117 (another example
illustrated)
ii) Eckhard Schneider, ed. 300 Tons and PRevious
Works, Dusseldorf, 2004, p. 27 (another example
illustrated)
ii) Fabio Cavallucci and Carlos Jiménez, Santiago Sierra,
Milano, 2005, p. 128 (another example illustrated)
ii) Mariana David, Pilar Villela Mascaró, Alvaro Vásquez
Mantecón, Taiyana Pimentel, Francisco Javier San
Martín, Paromita Vohra, 7 Trabajos / 7 works, London,
2007, p. 28 (another example illustrated)
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99. Jorge Pedro Núñez

b. 1976 Venezuela

Ritmocolor (EMI)
vinyl discs sleeves and cardboard
36 5/8 x 11 x 12 1/2 in. (93 x 27.9 x 31.8 cm)
Executed in 2012, it is accompanied by a certifcate of
authenticity issued by the artist.
Estimate
$12,000-18,000
Provenance
Acquired directly from the artist by the present owner

100. José Antonio Hernández-Díez

Venezuela b. 1964

Hegel
chromogenic print
90 1/4 x 55 1/4 in. (229.2 x 140.3 cm)
Executed in 2001, this work is accompanied by a certifcate of
authenticity issued by the artist.
Estimate
$10,000-15,000
Provenance
Acquired directly from the artist by the present owner
Exhibited
New York, New Museum of Contemporary Art, José Antonio
Hernandez-Diez, July 11-September 21, 2003
Literature
José Antonio Hernández-Diez, exh. cat., The New Museum, 2003,
p. 72 (illustrated)
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101. José Antonio Hernández Diez

Venezuela b. 1964

Valdemar
black screen, nail and projector
19 1/2 x 15 1/2 x 2 in. (49.5 x 39.4 x 5.1 cm)
Executed in 1992, this work comes accompanied by a certifcate of
authenticity issued by the artist.
Estimate
$10,000-15,000
Provenance
Acquired directly from the artist by the present owner
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102. Daniel Senise

Brazil b. 1955

R. Silvio Romero, 34 DEZ/09 I
signed “Daniel Senise” on the reverse
ink jet print with artist’s interventions on aluminum
59 x 62 in. (149.9 x 157.5 cm)
Executed in 2010.
Estimate
$8,000-12,000
Provenance
Galeria Vermelho, São Paulo
Acquired from the above by the present owner
Exhibited
London, Gallery 32, Daniel Senise, March 2010
Rio de Janeiro, Casa França Brasil, Daniel Senise 2892, 2011
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103. Nicola Costantino

Argentine b. 1964

Male Nipples Hermès Handbags, Kelly (from the series
‘Human Furriery’)
leather and silicone
14 1/2 x 12 x 6 5/8 in. (36.8 x 30.5 x 16.8 cm)
Executed in 2006.
Estimate
$5,000-7,000
Provenance
Acquired directly from the artist by the present owner
Exhibited
Lausanne, Claude Verdan Foundation, Human Skin, 2011
New York, Chelsea Art Museum, Naples PAN Dangerous
Beauty, 2007
Taipei, Museum of Contemporary Art, Fashion Accidentally,
2007
Literature
Carlos Kuri, Nicola Costantino, Berlin, 2013, pp. 36-37
(illustrated)
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104. Ernesto Neto

Brazil b. 1964

Untitled
polymide stretch fabric, lycra, tulle, and styrofoam and
polypropylene pellets
7 x 29 x 40 in. (17.8 x 73.7 x 101.6 cm)
Executed circa 2004.
Estimate
$12,000-18,000
Provenance
Galeria Fortes Vilaça, São Paulo
Acquired from the above by the present owner
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105. Nelson Leirner

Brazil b. 1932

Figurativismo abstrato
stickers on wood
62 x 77 7/8 in. (157.5 x 197.8 cm)
Executed in 2004, this work is accompanied by a certifcate
of authenticity issued by Gabrielle Maubrie Gallery.
Estimate
$18,000-22,000
Provenance
Private Collection, Los Angeles
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6. Beatriz Milhazes
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Guide for Prospective Buyers
Buying at Auction
The following pages are designed to ofer you information on how to buy at auction
at Phillips. Our staf will be happy to assist you.

Pre-Auction Viewing
Pre-auction viewings are open to the public and free of charge. Our specialists are
available to give advice and condition reports at viewings or by appointment.

Conditions of Sale
The Conditions of Sale and Authorship Warranty which appear later in this
catalogue govern the auction. Bidders are strongly encouraged to read them as
they outline the legal relationship among Phillips, the seller and the buyer and
describe the terms upon which property is bought at auction. Please be advised
that Phillips generally acts as agent for the seller.

Electrical and Mechanical Lots
All lots with electrical and/or mechanical features are sold on the basis of their
decorative value only and should not be assumed to be operative. It is essential
that, prior to any intended use, the electrical system is verifed and approved by a
qualifed electrician.

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 $200,000, 20% of the portion of the hammer price above $200,000
up to and including $3,000,000 and 12% of the portion of the hammer price above
$3,000,000.
1 Prior to Auction
Catalogue Subscriptions
If you would like to purchase a catalogue for this auction or any other Phillips sale,
please contact us at +1 212 940 1240 or +44 20 7318 4010.
Pre-Sale Estimates
Pre-sale estimates are intended as a guide for prospective buyers. Any bid within
the high and low estimate range should, in our opinion, ofer a chance of success.
However, many lots achieve prices below or above the pre-sale estimates. Where
“Estimate on 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.
Pre-Sale Estimates in Pounds Sterling and Euros
Although the sale is conducted in US dollars, the pre-sale estimates in the
auction catalogues may also be printed in pounds sterling and/or euros. Since the
exchange rate is that at the time of catalogue production and not at the date of
auction, you should treat estimates in pounds sterling or euros as a guide only.
Catalogue Entries
Phillips may print in the catalogue entry the history of ownership of a work of
art, as well as the exhibition history of the property and references to the work
in art publications. While we are careful in the cataloguing process, provenance,
exhibition and literature references may not be exhaustive and in some cases we
may intentionally refrain from disclosing the identity of previous owners. Please
note that all dimensions of the property set forth in the catalogue entry are
approximate.
Condition of Lots
Our catalogues include references to condition only in the descriptions of multiple
works (e.g., prints). Such references, though, do not amount to a full description of
condition. The absence of reference to the condition of a lot in the catalogue entry
does not imply that the lot is free from faults or imperfections. Solely as a
convenience to clients, Phillips may provide condition reports. In preparing such
reports, our specialists assess the condition in a manner appropriate to the
estimated value of the property and the nature of the auction in which it is included.
While condition reports are prepared honestly and carefully, our staf are not
professional restorers or trained conservators. We therefore encourage all
prospective buyers to inspect the property at the pre-sale exhibitions and
recommend, particularly in the case of any lot of signifcant value, that you retain
your own restorer or professional advisor to report to you on the property’s
condition prior to bidding. Any prospective buyer of photographs or prints should
always request a condition report because all such property is sold unframed,
unless otherwise indicated in the condition report. If a lot is sold framed, Phillips
accepts no liability for the condition of the frame. If we sell any lot unframed, we will
be pleased to refer the purchaser to a professional framer.
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Symbol Key
The following key explains the symbols you may see inside this catalogue.
O ♦ Guaranteed Property
The seller of lots designated with the symbol O has been guaranteed a minimum
price fnanced solely by Phillips. Where the guarantee is provided by a third party
or jointly by us and a third party, the property will be denoted with the symbols O ♦.
When a third party has fnanced all or part of our fnancial interest in a lot, it assumes
all or part of the risk that the lot will not be sold and will be remunerated accordingly.
The compensation will be a fxed fee, a percentage of the hammer price or the
buyer’s premium or some combination of the foregoing. The third party may bid on
the guaranteed lot during the auction. If the third party is the successful bidder, the
remuneration may be netted against the fnal purchase price. If the lot is not sold, the
third party may incur a loss. Where Phillips has guaranteed a minimum price on every
lot in the catalogue, Phillips will not designate each lot with the symbol(s) for the
guaranteed property but will state our fnancial interest at the front of the catalogue.
∆ Property in Which Phillips Has an Ownership Interest
Lots with this symbol indicate that Phillips owns the lot in whole or in part or has an
economic interest in the lot equivalent to an ownership interest.
No Reserve
•Unless
indicated by a •, all lots in this catalogue are ofered subject to a reserve.
A reserve is the confdential value established between Phillips and the seller and
below which a lot may not be sold. The reserve for each lot is generally set at a
percentage of the low estimate and will not exceed the low pre-sale estimate.
∑ Endangered Species
Lots with this symbol have been identifed at the time of cataloguing as containing
endangered or other protected species of wildlife which may be subject to
restrictions regarding export or import and which may require permits for export
as well as import. Please refer to Paragraph 4 of the Guide for Prospective Buyers
and Paragraph 11 of the Conditions of Sale.

2 Bidding in the Sale
Bidding at Auction
Bids may be executed during the auction in person by paddle, by telephone, online
or prior to the sale in writing by absentee bid. Proof of identity in the form of
government issued identifcation will be required, as will an original signature. We
may also require that you furnish us with a bank reference.
Bidding in Person
To bid in person, you will need to register for and collect a paddle before the auction
begins. New clients are encouraged to register at least 48 hours in advance of a sale
to allow sufcient time for us to process your information. All lots sold will be invoiced
to the name and address to which the paddle has been registered and invoices cannot
be transferred to other names and addresses. Please do not misplace your paddle. In
the event you lose it, inform a Phillips staf member immediately. At the end of the
auction, please return your paddle to the registration desk.
Bidding by Telephone
If you cannot attend the auction, you may bid live on the telephone with one of
our multi-lingual staf members. This service must be arranged at least 24 hours
in advance of the sale and is available for lots whose low pre-sale estimate is
at least $1,000. Telephone bids may be recorded. By bidding on the telephone,
you consent to the recording of your conversation. We suggest that you leave a
maximum bid, excluding the buyer’s premium and any applicable taxes, which we
can execute on your behalf in the event we are unable to reach you by telephone.
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Online Bidding
If you cannot attend the auction in person, you may bid online on our online
live bidding platform available on our website at www.phillips.com. The digital
saleroom is optimized to run on Google Chrome, Firefox, Opera and Internet
Explorer browsers. Clients who wish to run the platform on Safari will need to
install Adobe FlashPlayer. Follow the links to ‘Auctions’ and ‘Digital Saleroom’ and
then pre-register by clicking on ‘Register to Bid Live.’ The frst time you register
you will be required to create an account; thereafer you will only need to register
for each sale. You must pre-register at least 24 hours before the start of the
auction in order to be approved by our bid department. Please note that corporate
frewalls may cause difculties for online bidders.
Absentee Bids
If you are unable to attend the auction and cannot participate by telephone,
Phillips will be happy to execute written bids on your behalf. A bidding form can
be found at the back of this catalogue. This service is free and confdential. Bids
must be placed in the currency of the sale. Our staf will attempt to execute an
absentee bid at the lowest possible price taking into account the reserve and other
bidders. Always indicate a maximum bid, excluding the buyer’s premium and any
applicable taxes. Unlimited bids will not be accepted. Any absentee bid must be
received at least 24 hours in advance of the sale. In the event of identical bids, the
earliest bid received will take precedence.
Employee Bidding
Employees of Phillips and our afliated companies, including the auctioneer, may
bid at the auction by placing absentee bids so long as they do not know the reserve
when submitting their absentee bids and otherwise comply with our employee
bidding procedures.
Bidding Increments
Bidding generally opens below the low estimate and advances in increments of up
to 10%, subject to the auctioneer’s discretion. Absentee bids that do not conform
to the increments set below may be lowered to the next bidding increment.
$50 to $1,000
$1,000 to $2,000
$2,000 to $3,000
$3,000 to $5,000
$5,000 to $10,000
$10,000 to $20,000
$20,000 to $30,000
$30,000 to $50,000
$50,000 to $100,000
$100,000 to $200,000
above $200,000

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

The auctioneer may vary the increments during the course of the auction at his or
her own discretion.
3 The Auction
Conditions of Sale
As noted above, the auction is governed by the Conditions of Sale and Authorship
Warranty. All prospective bidders should read them carefully. They may be
amended by saleroom addendum or auctioneer’s announcement.

the bidding from that amount. Absentee bids on no reserve lots will, in the absence
of a higher bid, be executed at approximately 50% of the low pre-sale estimate or
at the amount of the bid if it is less than 50% of the low pre-sale estimate. If there
is no bid whatsoever on a no reserve lot, the auctioneer may deem such lot unsold.
4 Afer the Auction
Payment
Buyers are required to pay for purchases immediately following the auction
unless other arrangements are agreed with Phillips in writing in advance of the
sale. Payment must be made in US dollars either by cash, check drawn on a US
bank or wire transfer, as noted in Paragraph 6 of the Conditions of Sale. It is our
corporate policy not to make or accept single or multiple payments in cash or cash
equivalents in excess of US$10,000.
Credit Cards
As a courtesy to clients, Phillips will accept American Express, Visa and
Mastercard to pay for invoices of $100,000 or less. A processing fee will apply.
Collection
It is our policy to request proof of identity on collection of a lot. A lot will be
released to the buyer or the buyer’s authorized representative when Phillips has
received full and cleared payment and we are not owed any other amount by the
buyer. Promptly afer the auction, we will transfer all lots to our warehouse located
at 29-09 37th Avenue in Long Island City, Queens, New York. All purchased lots
should be collected at this location during our regular weekday business hours. As
a courtesy to clients, we will upon request transfer purchased lots suitable for hand
carry back to our premises at 450 Park Avenue, New York, New York for collection
within 30 days following the date of the auction. We will levy removal, interest,
storage and handling charges on uncollected lots.
Loss or Damage
Buyers are reminded that Phillips accepts liability for loss or damage to lots for a
maximum of seven days following the auction.
Transport and Shipping
As a free service for buyers, Phillips will wrap purchased lots for hand carry only.
Alternatively, we will either provide packing, handling and shipping services or
coordinate with shipping agents in order to facilitate such services for property
purchased at Phillips. In the event that the property is collected in New York by
the buyer or the buyer’s designee (including any private carrier) for subsequent
transport out of state, Phillips may be required by law to collect New York sales
tax, regardless of the lot’s ultimate destination. Please refer to Paragraph 17 of the
Conditions of Sale for more information.
Export and Import Licenses
Before bidding for any property, prospective bidders are advised to make
independent inquiries as to whether a license is required to export the property
from the United States or to import it into another country. It is the buyer’s
sole responsibility to comply with all import and export laws and to obtain any
necessary licenses or permits. The denial of any required license or permit or any
delay in obtaining such documentation will not justify the cancellation of the sale
or any delay in making full payment for the lot.
Endangered Species

Interested Parties Announcement
In situations where a person allowed to bid on a lot has a direct or indirect interest in
such lot, such as the benefciary or executor of an estate selling the lot, a joint owner
of the lot or a party providing or participating in a guarantee on the lot, Phillips will
make an announcement in the saleroom that interested parties may bid on the lot.
Consecutive and Responsive Bidding; No Reserve Lots
The auctioneer may open the bidding on any lot by placing a bid on behalf of the
seller. The auctioneer may further bid on behalf of the seller up to the amount
of the reserve by placing consecutive bids or bids in response to other bidders.
If a lot is ofered without reserve, unless there are already competing absentee
bids, the auctioneer will generally open the bidding at 50% of the lot’s low presale estimate. In the absence of a bid at that level, the auctioneer will proceed
backwards at his or her discretion until a bid is recognized and will then advance
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Items made of or incorporating plant or animal material, such as coral, crocodile,
ivory, whalebone, Brazilian rosewood, rhinoceros horn or tortoiseshell, irrespective
of age, percentage or value, may require a license or certifcate prior to exportation
and additional licenses or certifcates upon importation to any foreign country.
Please note that the ability to obtain an export license or certifcate does not
ensure the ability to obtain an import license or certifcate in another country, and
vice versa. We suggest that prospective bidders check with their own government
regarding wildlife import requirements prior to placing a bid. It is the buyer’s sole
responsibility to obtain any necessary export or import licenses or certifcates
as well as any other required documentation. Please note that lots containing
potentially regulated plant or animal material are marked as a convenience to our
clients, but Phillips does not accept liability for errors or for failing to mark lots
containing protected or regulated species.
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Conditions of Sale
The Conditions of Sale and Authorship Warranty set forth below govern the
relationship between bidders and buyers, on the one hand, and Phillips and sellers,
on the other hand. All prospective buyers should read these Conditions of Sale and
Authorship Warranty carefully before bidding.
1 Introduction
Each lot in this catalogue is ofered for sale and sold subject to: (a) the Conditions
of Sale and Authorship Warranty; (b) additional notices and terms printed in
other places in this catalogue, including the Guide for Prospective Buyers, and (c)
supplements to this catalogue or other written material posted by Phillips in the
saleroom, in each case as amended by any addendum or announcement by the
auctioneer prior to the auction.
By bidding at the auction, whether in person, through an agent, by written bid,
by telephone bid or other means, bidders and buyers agree to be bound by these
Conditions of Sale, as so changed or supplemented, and Authorship Warranty.
These Conditions of Sale, as so changed or supplemented, and Authorship
Warranty contain all the terms on which Phillips and the seller contract
with the buyer.
2 Phillips as Agent
Phillips acts as an agent for the seller, unless otherwise indicated in this catalogue
or at the time of auction. On occasion, Phillips may own a lot directly, in which
case we will act in a principal capacity as a consignor, or a company afliated with
Phillips may own a lot, in which case we will act as agent for that company, or
Phillips or an afliated company may have a legal, benefcial or fnancial interest in
a lot as a secured creditor or otherwise.
3 Catalogue Descriptions and Condition of Property
Lots are sold subject to the Authorship Warranty, as described in the catalogue
(unless such description is changed or supplemented, as provided in Paragraph 1
above) and in the condition that they are in at the time of the sale on the
following basis.
(a) The knowledge of Phillips in relation to each lot is partially dependent
on information provided to us by the seller, and Phillips is not able to and
does not carry out exhaustive due diligence on each lot. Prospective buyers
acknowledge this fact and accept responsibility for carrying out inspections and
investigations to satisfy themselves as to the lots in which they may be interested.
Notwithstanding the foregoing, we shall exercise such reasonable care when
making express statements in catalogue descriptions or condition reports as
is consistent with our role as auctioneer of lots in this sale and in light of (i) the
information provided to us by the seller, (ii) scholarship and technical knowledge
and (iii) the generally accepted opinions of relevant experts, in each case at the
time any such express statement is made.
(b) Each lot ofered for sale at Phillips is available for inspection by prospective
buyers prior to the auction. Phillips accepts bids on lots on the basis that bidders
(and independent experts on their behalf, to the extent appropriate given the
nature and value of the lot and the bidder’s own expertise) have fully inspected the
lot prior to bidding and have satisfed themselves as to both the condition of the lot
and the accuracy of its description.
(c) Prospective buyers acknowledge that many lots are of an age and type which
means that they are not in perfect condition. As a courtesy to clients, Phillips may
prepare and provide condition reports to assist prospective buyers when they are
inspecting lots. Catalogue descriptions and condition reports may make reference
to particular imperfections of a lot, but bidders should note that lots may have
other faults not expressly referred to in the catalogue or condition report. All
dimensions are approximate. Illustrations are for identifcation purposes only and
cannot be used as precise indications of size or to convey full information as to the
actual condition of lots.
(d) Information provided to prospective buyers in respect of any lot, including
any pre-sale estimate, whether written or oral, and information in any catalogue,
condition or other report, commentary or valuation, is not a representation of
fact but rather a statement of opinion held by Phillips. Any pre-sale estimate may
not be relied on as a prediction of the selling price or value of the lot and may be
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revised from time to time by Phillips in our absolute discretion. Neither Phillips nor
any of our afliated companies shall be liable for any diference between the presale estimates for any lot and the actual price achieved at auction or upon resale.
4 Bidding at Auction
(a) Phillips has absolute discretion to refuse admission to the auction or
participation in the sale. All bidders must register for a paddle prior to bidding,
supplying such information and references as required by Phillips.
(b) As a convenience to bidders who cannot attend the auction in person, Phillips
may, if so instructed by the bidder, execute written absentee bids on a bidder’s
behalf. Absentee bidders are required to submit bids on the Absentee Bid Form,
a copy of which is printed in this catalogue or otherwise available from Phillips.
Bids must be placed in the currency of the sale. The bidder must clearly indicate
the maximum amount he or she intends to bid, excluding the buyer’s premium
and any applicable sales or use taxes. The auctioneer will not accept an instruction
to execute an absentee bid which does not indicate such maximum bid. Our staf
will attempt to execute an absentee bid at the lowest possible price taking into
account the reserve and other bidders. Any absentee bid must be received at
least 24 hours in advance of the sale. In the event of identical bids, the earliest bid
received will take precedence.
(c) Telephone bidders are required to submit bids on the Telephone Bid Form,
a copy of which is printed in this catalogue or otherwise available from Phillips.
Telephone bidding is available for lots whose low pre-sale estimate is at least
$1,000. Phillips reserves the right to require written confrmation of a successful
bid from a telephone bidder by fax or otherwise immediately afer such bid is
accepted by the auctioneer. Telephone bids may be recorded and, by bidding on
the telephone, a bidder consents to the recording of the conversation.
(d) Bidders may participate in an auction by bidding online through Phillips’s online
live bidding platform available on our website at www.phillips.com. To bid online,
bidders must register online at least 24 hours before the start of the auction.
Online bidding is subject to approval by Phillips’s bid department in our sole
discretion. As noted in Paragraph 3 above, Phillips encourages online bidders to
inspect prior to the auction any lot(s) on which they may bid, and condition reports
are available upon request. Bidding in a live auction can progress quickly. To
ensure that online bidders are not placed at a disadvantage when bidding against
bidders in the room or on the telephone, the procedure for placing bids through
Phillips’s online bidding platform is a one-step process. By clicking the bid button
on the computer screen, a bidder submits a bid. Online bidders acknowledge and
agree that bids so submitted are fnal and may not under any circumstances be
amended or retracted. During a live auction, when bids other than online bids are
placed, they will be displayed on the online bidder’s computer screen as ‘foor’
bids. ‘Floor’ bids include bids made by the auctioneer to protect the reserve. In
the event that an online bid and a ‘foor’ or ‘phone’ bid are identical, the ‘foor’ bid
may take precedence at the auctioneer’s discretion. The next bidding increment
is shown for the convenience of online bidders in the bid button. The bidding
increment available to online bidders may vary from the next bid actually taken by
the auctioneer, as the auctioneer may deviate from Phillips’s standard increments
at any time at his or her discretion, but an online bidder may only place a bid in a
whole bidding increment. Phillips’s bidding increments are published in the Guide
for Prospective Buyers.
(e) When making a bid, whether in person, by absentee bid, on the telephone or
online, a bidder accepts personal liability to pay the purchase price, as described
more fully in Paragraph 6 (a) below, plus all other applicable charges unless it has
been explicitly agreed in writing with Phillips before the commencement of the
auction that the bidder is acting as agent on behalf of an identifed third party
acceptable to Phillips and that we will only look to the principal for such payment.
(f) By participating in the auction, whether in person, by absentee bid, on the
telephone or online, each prospective buyer represents and warrants that any
bids placed by such person, or on such person’s behalf, are not the product of any
collusive or other anti-competitive agreement and are otherwise consistent with
federal and state antitrust law.
(g) Arranging absentee, telephone and online bids is a free service provided by
Phillips to prospective buyers. While we undertake to exercise reasonable care in

26/10/16 10:05

undertaking such activity, we cannot accept liability for failure to execute such
bids except where such failure is caused by our willful misconduct.
(h) Employees of Phillips and our afliated companies, including the auctioneer,
may bid at the auction by placing absentee bids so long as they do not know
the reserve when submitting their absentee bids and otherwise comply with our
employee bidding procedures.
5 Conduct of the Auction
(a) Unless otherwise indicated by the symbol •, each lot is ofered subject to a reserve,
which is the confdential minimum selling price agreed by Phillips with the seller. The
reserve will not exceed the low pre-sale estimate at the time of the auction.
(b) The auctioneer has discretion at any time to refuse any bid, withdraw any lot,
re-ofer a lot for sale (including afer the fall of the hammer) if he or she believes
there may be error or dispute and take such other action as he or she deems
reasonably appropriate. Phillips shall have no liability whatsoever for any such
action taken by the auctioneer. If any dispute arises afer the sale, our sale record
is conclusive. The auctioneer may accept bids made by a company afliated with
Phillips provided that the bidder does not know the reserve placed on the lot.
(c) The auctioneer will commence and advance the bidding at levels and in
increments he or she considers appropriate. In order to protect the reserve on
any lot, the auctioneer may place one or more bids on behalf of the seller up to
the reserve without indicating he or she is doing so, either by placing consecutive
bids or bids in response to other bidders. If a lot is ofered without reserve, unless
there are already competing absentee bids, the auctioneer will generally open the
bidding at 50% of the lot’s low pre-sale estimate. In the absence of a bid at that
level, the auctioneer will proceed backwards at his or her discretion until a bid is
recognized and will then advance the bidding from that amount. Absentee bids on
no reserve lots will, in the absence of a higher bid, be executed at approximately
50% of the low pre-sale estimate or at the amount of the bid if it is less than 50%
of the low pre-sale estimate. If there is no bid whatsoever on a no reserve lot, the
auctioneer may deem such lot unsold.
(d) The sale will be conducted in US dollars and payment is due in US dollars. For
the beneft of international clients, pre-sale estimates in the auction catalogue
may be shown in pounds sterling and/or euros and, if so, will refect approximate
exchange rates. Accordingly, estimates in pounds sterling or euros should be
treated only as a guide. If a currency converter is operated during the sale, it is
done so as a courtesy to bidders, but Phillips accepts no responsibility for any
errors in currency conversion calculation.
(e) Subject to the auctioneer’s reasonable discretion, the highest bidder accepted
by the auctioneer will be the buyer and the striking of the hammer marks the
acceptance of the highest bid and the conclusion of a contract for sale between
the seller and the buyer. Risk and responsibility for the lot passes to the buyer as
set forth in Paragraph 7 below.
(f) If a lot is not sold, the auctioneer will announce that it has been “passed,”
“withdrawn,” “returned to owner” or “bought-in.”
(g) Any post-auction sale of lots ofered at auction shall incorporate these
Conditions of Sale and Authorship Warranty as if sold in the auction.
6 Purchase Price and Payment
(a) The buyer agrees to pay us, in addition to the hammer price of the lot, the
buyer’s premium and any applicable sales tax (the “Purchase Price”). The buyer’s
premium is 25% of the hammer price up to and including $200,000, 20% of the
portion of the hammer price above $200,000 up to and including $3,000,000 and
12% of the portion of the hammer price above $3,000,000. Phillips reserves the
right to pay from our compensation an introductory commission to one or more
third parties for assisting in the sale of property ofered and sold at auction.
(b) Sales tax, use tax and excise and other taxes are payable in accordance with
applicable law. All prices, fees, charges and expenses set out in these Conditions of
Sale are quoted exclusive of applicable taxes. Phillips will only accept valid resale
certifcates from US dealers as proof of exemption from sales tax. All foreign
buyers should contact the Client Accounting Department about tax matters.
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(c) Unless otherwise agreed, a buyer is required to pay for a purchased lot immediately
following the auction regardless of any intention to obtain an export or import license
or other permit for such lot. Payments must be made by the invoiced party in US
dollars either by cash, check drawn on a US bank or wire transfer, as follows:
(i) Phillips will accept payment in cash provided that the total amount paid in
cash or cash equivalents does not exceed US$10,000. Buyers paying in cash
should do so in person at our Client Accounting Desk at 450 Park Avenue during
regular weekday business hours.
(ii) Personal checks and banker’s draf s are accepted if drawn on a US bank and
the buyer provides to us acceptable government issued identifcation. Checks
and banker’s draf s should be made payable to “Phillips.” If payment is sent
by mail, please send the check or banker’s draf to the attention of the Client
Accounting Department at 450 Park Avenue, New York, NY 10022 and make sure
that the sale and lot number is written on the check. Checks or banker’s draf s
drawn by third parties will not be accepted.
(iii) Payment by wire transfer may be sent directly to Phillips. Bank transfer details:
Citibank
322 West 23rd Street, New York, NY 10011
SWIFT Code: CITIUS33
ABA Routing: 021 000 089
For the account of Phillips
Account no.: 58347736
Please reference the relevant sale and lot number.
(d) As a courtesy to clients, Phillips will accept American Express, Visa and
Mastercard to pay for invoices of $100,000 or less. A processing fee of 3.5% will apply.
(e) Title in a purchased lot will not pass until Phillips has received the Purchase
Price for that lot in cleared funds. Phillips is not obliged to release a lot to the
buyer until title in the lot has passed and appropriate identifcation has been
provided, and any earlier release does not afect the passing of title or the buyer’s
unconditional obligation to pay the Purchase Price.
7 Collection of Property
(a) Phillips will not release a lot to the buyer until we have received payment of its
Purchase Price in full in cleared funds, the buyer has paid all outstanding amounts
due to Phillips or any of our afliated companies, including any charges payable
pursuant to Paragraph 8 (a) below, and the buyer has satisfed such other terms
as we in our sole discretion shall require, including completing any anti-money
laundering or anti-terrorism fnancing checks. As soon as a buyer has satisfed all
of the foregoing conditions, he or she should contact our Shipping Department at
+1 212 940 1372 or +1 212 940 1373 to arrange for collection of purchased property.
(b) The buyer must arrange for collection of a purchased lot within seven days of
the date of the auction. Promptly afer the auction, we will transfer all lots to our
warehouse located at 29-09 37th Avenue in Long Island City, Queens, New York.
All purchased lots should be collected at this location during our regular weekday
business hours. As a courtesy to clients, Phillips will upon request transfer on a biweekly basis purchased lots suitable for hand-carry back to our premises at 450 Park
Avenue, New York, New York for collection within 30 days following the date of
the auction. Purchased lots are at the buyer’s risk, including the responsibility for
insurance, from the earlier to occur of (i) the date of collection or (ii) seven days
afer the auction. Until risk passes, Phillips will compensate the buyer for any loss or
damage to a purchased lot up to a maximum of the Purchase Price paid, subject to
our usual exclusions for loss or damage to property.
(c) As a courtesy to clients, Phillips will, without charge, wrap purchased lots for
hand-carry only. We will, at the buyer’s expense, either provide packing, handling,
insurance and shipping services or coordinate with shipping agents instructed by
the buyer in order to facilitate such services for property bought at Phillips. Any such
instruction, whether or not made at our recommendation, is entirely at the buyer’s risk
and responsibility, and we will not be liable for acts or omissions of third party packers or
shippers. Third party shippers should contact us by telephone at +1 212 940 1376 or by fax
at +1 212 924 6477 at least 24 hours in advance of collection in order to schedule pickup.
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(d) Phillips will require presentation of government issued identifcation prior to
release of a lot to the buyer or the buyer’s authorized representative.
8 Failure to Collect Purchases
(a) If the buyer pays the Purchase Price but fails to collect a purchased lot within 30
days of the auction, the buyer will incur a late collection fee of $10 per day for each
uncollected lot. Additional charges may apply to oversized lots. We will not release
purchased lots to the buyer until all such charges have been paid in full.
(b) If a purchased lot is paid for but not collected within six months of the auction,
the buyer authorizes Phillips, upon notice, to arrange a resale of the item by
auction or private sale, with estimates and a reserve set at Phillips’s reasonable
discretion. The proceeds of such sale will be applied to pay for storage charges
and any other outstanding costs and expenses owed by the buyer to Phillips or our
afliated companies and the remainder will be forfeited unless collected by the
buyer within two years of the original auction.
9 Remedies for Non-Payment
(a) Without prejudice to any rights the seller may have, if the buyer without prior
agreement fails to make payment of the Purchase Price for a lot in cleared funds
within seven days of the auction, Phillips may in our sole discretion exercise one or
more of the following remedies: (i) store the lot at Phillips’s premises or elsewhere
at the buyer’s sole risk and expense at the same rates as set forth in Paragraph
8 (a) above; (ii) cancel the sale of the lot, retaining any partial payment of the
Purchase Price as liquidated damages; (iii) reject future bids from the buyer or
render such bids subject to payment of a deposit; (iv) charge interest at 12% per
annum from the date payment became due until the date the Purchase Price is
received in cleared funds; (v) subject to notifcation of the buyer, exercise a lien
over any of the buyer’s property which is in the possession of Phillips and instruct
our afliated companies to exercise a lien over any of the buyer’s property which is
in their possession and, in each case, no earlier than 30 days from the date of such
notice, arrange the sale of such property and apply the proceeds to the amount
owed to Phillips or any of our afliated companies afer the deduction from sale
proceeds of our standard vendor’s commission and all sale-related expenses; (vi)
resell the lot by auction or private sale, with estimates and a reserve set at Phillips
reasonable discretion, it being understood that in the event such resale is for less
than the original hammer price and buyer’s premium for that lot, the buyer will
remain liable for the shortfall together with all costs incurred in such resale; (vii)
commence legal proceedings to recover the hammer price and buyer’s premium
for that lot, together with interest and the costs of such proceedings; (viii) set
of the outstanding amount remaining unpaid by the buyer against any amounts
which we or any of our afliated companies may owe the buyer in any other
transactions; (ix) release the name and address of the buyer to the seller to enable
the seller to commence legal proceedings to recover the amounts due and legal
costs or (x) take such other action as we deem necessary or appropriate.
(b) As security to us for full payment by the buyer of all outstanding amounts due
to Phillips and our afliated companies, Phillips retains, and the buyer grants
to us, a security interest in each lot purchased at auction by the buyer and in
any other property or money of the buyer in, or coming into, our possession or
the possession of one of our afliated companies. We may apply such money or
deal with such property as the Uniform Commercial Code or other applicable law
permits a secured creditor to do. In the event that we exercise a lien over property
in our possession because the buyer is in default to one of our afliated companies,
we will so notify the buyer. Our security interest in any individual lot will terminate
upon actual delivery of the lot to the buyer or the buyer’s agent.
(c) In the event the buyer is in default of payment to any of our afliated
companies, the buyer also irrevocably authorizes Phillips to pledge the buyer’s
property in our possession by actual or constructive delivery to our afliated
company as security for the payment of any outstanding amount due. Phillips will
notify the buyer if the buyer’s property has been delivered to an afliated company
by way of pledge.
10 Rescission by Phillips
Phillips shall have the right, but not the obligation, to rescind a sale without notice
to the buyer if we reasonably believe that there is a material breach of the seller’s
representations and warranties or the Authorship Warranty or an adverse claim
is made by a third party. Upon notice of Phillips’s election to rescind the sale, the
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buyer will promptly return the lot to Phillips, and we will then refund the Purchase
Price paid to us. As described more fully in Paragraph 13 below, the refund shall
constitute the sole remedy and recourse of the buyer against Phillips and the seller
with respect to such rescinded sale.
11 Export, Import and Endangered Species Licenses and Permits
Before bidding for any property, prospective buyers are advised to make their
own inquiries as to whether a license is required to export a lot from the US or
to import it into another country. Prospective buyers are advised that some
countries prohibit the import of property made of or incorporating plant or animal
material, such as coral, crocodile, ivory, whalebone, Brazilian rosewood, rhinoceros
horn or tortoiseshell, irrespective of age, percentage or value. Accordingly, prior
to bidding, prospective buyers considering export of purchased lots should
familiarize themselves with relevant export and import regulations of the
countries concerned. It is solely the buyer’s responsibility to comply with these
laws and to obtain any necessary export, import and endangered species licenses
or permits. Failure to obtain a license or permit or delay in so doing will not justify
the cancellation of the sale or any delay in making full payment for the lot. As a
courtesy to clients, Phillips has marked in the catalogue lots containing potentially
regulated plant or animal material, but we do not accept liability for errors or for
failing to mark lots containing protected or regulated species.
12 Data Protection
(a) In connection with the supply of auction and related services, or as required
by law, Phillips may ask clients to provide personal data. Phillips may take and
retain a copy of government-issued identifcation such as a passport or driver’s
license. We will use your personal data (i) to provide auction and related services;
(ii) to enforce these Conditions of Sale; (iii) to carry out identity and credit checks;
(iv) to implement and improve the management and operations of our business
and (v) for other purposes set out in our Privacy Policy published on the Phillips
website at www.phillips.com (the ‘Privacy Policy’) and available on request by
emailing dataprotection@phillips.com. By agreeing to these Conditions of Sale,
you consent to our use of your personal data, including sensitive personal data, in
accordance with the Privacy Policy. The personal data we may collect and process
is listed, and sensitive personal data is defned, in our Privacy Policy. Phillips may
also, from time to time, send you promotional and marketing materials about us
and our services. If you would prefer not to receive such information, please email
us at dataprotection@phillips.com. Please also email us at this address to receive
information about your personal data or to advise us if the personal data we hold
about you is inaccurate or out of date.
(b) In order to provide our services, we may disclose your personal data to third
parties, including professional advisors, shippers and credit agencies. We will
disclose, share with and transfer your personal data to Phillips’s afliated persons
(natural or legal) for administration, sale and auction related purposes. You
expressly consent to such transfer of your personal data. We will not sell, rent or
otherwise transfer any of your personal data to third parties except as otherwise
expressly provided in this Paragraph 12.
(c) Phillips’s premises may be subject to video surveillance and recording.
Telephone calls (e.g., telephone bidding) may also be recorded. We may process
that information in accordance with our Privacy Policy.
13 Limitation of Liability
(a) Subject to subparagraph (e) below, the total liability of Phillips, our afliated
companies and the seller to the buyer in connection with the sale of a lot shall be
limited to the Purchase Price actually paid by the buyer for the lot.
(b) Except as otherwise provided in this Paragraph 13, none of Phillips, any of our
afliated companies or the seller (i) is liable for any errors or omissions, whether
orally or in writing, in information provided to prospective buyers by Phillips or any
of our afliated companies or (ii) accepts responsibility to any bidder in respect
of acts or omissions, whether negligent or otherwise, by Phillips or any of our
afliated companies in connection with the conduct of the auction or for any other
matter relating to the sale of any lot.
(c) All warranties other than the Authorship Warranty, express or implied,
including any warranty of satisfactory quality and ftness for purpose, are
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specifcally excluded by Phillips, our afliated companies and the seller to the
fullest extent permitted by law.
(d) Subject to subparagraph (e) below, none of Phillips, any of our afliated
companies or the seller shall be liable to the buyer for any loss or damage beyond
the refund of the Purchase Price referred to in subparagraph (a) above, whether
such loss or damage is characterized as direct, indirect, special, incidental or
consequential, or for the payment of interest on the Purchase Price to the fullest
extent permitted by law.
(e) No provision in these Conditions of Sale shall be deemed to exclude or limit the
liability of Phillips or any of our afliated companies to the buyer in respect of any
fraud or fraudulent misrepresentation made by any of us or in respect of death or
personal injury caused by our negligent acts or omissions.
14 Copyright
The copyright in all images, illustrations and written materials produced by or
for Phillips relating to a lot, including the contents of this catalogue, is and shall
remain at all times the property of Phillips and such images and materials may not
be used by the buyer or any other party without our prior written consent. Phillips
and the seller make no representations or warranties that the buyer of a lot will
acquire any copyright or other reproduction rights in it.
15 General
(a) These Conditions of Sale, as changed or supplemented as provided in
Paragraph 1 above, and Authorship Warranty set out the entire agreement
between the parties with respect to the transactions contemplated herein and
supersede all prior and contemporaneous written, oral or implied understandings,
representations and agreements.
(b) Notices to Phillips shall be in writing and addressed to the department in
charge of the sale, quoting the reference number specifed at the beginning of the
sale catalogue. Notices to clients shall be addressed to the last address notifed by
them in writing to Phillips.
(c) These Conditions of Sale are not assignable by any buyer without our
prior written consent but are binding on the buyer’s successors, assigns and
representatives.
(d) Should any provision of these Conditions of Sale be held void, invalid or
unenforceable for any reason, the remaining provisions shall remain in full force
and efect. No failure by any party to exercise, nor any delay in exercising, any right
or remedy under these Conditions of Sale shall act as a waiver or release thereof in
whole or in part.
16 Law and Jurisdiction
(a) The rights and obligations of the parties with respect to these Conditions of
Sale and Authorship Warranty, the conduct of the auction and any matters related
to any of the foregoing shall be governed by and interpreted in accordance with
laws of the State of New York, excluding its conficts of law rules.
(b) Phillips, all bidders and all sellers agree to the exclusive jurisdiction of the (i)
state courts of the State of New York located in New York City and (ii) the federal
courts for the Southern and Eastern Districts of New York to settle all disputes
arising in connection with all aspects of all matters or transactions to which these
Conditions of Sale and Authorship Warranty relate or apply.
(c) All bidders and sellers irrevocably consent to service of process or any other
documents in connection with proceedings in any court by facsimile transmission,
personal service, delivery by mail or in any other manner permitted by New York
law or the law of the place of service, at the last address of the bidder or seller
known to Phillips.
17 Sales Tax
(a) Unless the buyer has delivered a valid certifcate evidencing exemption from
tax, the buyer shall pay applicable New York, California, Colorado, Florida or
Washington sales tax on any lot picked up or delivered anywhere in the states of
New York, California, Colorado, Florida or Washington.
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(b) If the point of delivery or transfer of possession for any purchased lot to the
buyer or the buyer’s designee (including any private carrier) occurs in New York,
then the sale is subject to New York sales tax at the existing rate of 8.875%.
(c) If the buyer arranges shipping for any purchased lot in New York by: (i) a
common carrier (such as the United States Postal Service, United Parcel Service,
or FedEx) that does not operate under a private agreement or contract with
negotiated terms to be delivered to an out of state destination; or (ii) a freight
forwarder registered with the Transportation Security Administration (“TSA”) to
be delivered outside of the United States, then the sale is not subject to New York
sales tax.

Authorship Warranty
Phillips warrants the authorship of property in this auction catalogue described in
headings in bold or CAPITALIZED type for a period of fve years from date of sale
by Phillips, subject to the exclusions and limitations set forth below.
(a) Phillips gives this Authorship Warranty only to the original buyer of record
(i.e., the registered successful bidder) of any lot. This Authorship Warranty does
not extend to (i) subsequent owners of the property, including purchasers or
recipients by way of gif from the original buyer, heirs, successors, benefciaries
and assigns; (ii) property where the description in the catalogue states that there
is a confict of opinion on the authorship of the property; (iii) property where our
attribution of authorship was on the date of sale consistent with the generally
accepted opinions of specialists, scholars or other experts; (iv) property whose
description or dating is proved inaccurate by means of scientifc methods or tests
not generally accepted for use at the time of the publication of the catalogue or
which were at such time deemed unreasonably expensive or impractical to use or
likely in our reasonable opinion to have caused damage or loss in value to the lot or
(v) property where there has been no material loss in value from the value of the
lot had it been as described in the heading of the catalogue entry.
(b) In any claim for breach of the Authorship Warranty, Phillips reserves the right,
as a condition to rescinding any sale under this warranty, to require the buyer
to provide to us at the buyer’s expense the written opinions of two recognized
experts approved in advance by Phillips. We shall not be bound by any expert
report produced by the buyer and reserve the right to consult our own experts at
our expense. If Phillips agrees to rescind a sale under the Authorship Warranty,
we shall refund to the buyer the reasonable costs charged by the experts
commissioned by the buyer and approved in advance by us.
(c) Subject to the exclusions set forth in subparagraph (a) above, the buyer may
bring a claim for breach of the Authorship Warranty provided that (i) he or she has
notifed Phillips in writing within three months of receiving any information which
causes the buyer to question the authorship of the lot, specifying the auction in
which the property was included, the lot number in the auction catalogue and
the reasons why the authorship of the lot is being questioned and (ii) the buyer
returns the lot to Phillips to the saleroom in which it was purchased in the same
condition as at the time of its auction and is able to transfer good and marketable
title in the lot free from any third party claim arising afer the date of the auction.
Phillips has discretion to waive any of the foregoing requirements set forth in this
subparagraph (c) or subparagraph (b) above.
(d) The buyer understands and agrees that the exclusive remedy for any breach of
the Authorship Warranty shall be rescission of the sale and refund of the original
Purchase Price paid. This remedy shall constitute the sole remedy and recourse
of the buyer against Phillips, any of our afliated companies and the seller and is
in lieu of any other remedy available as a matter of law or equity. This means that
none of Phillips, any of our afliated companies or the seller shall be liable for loss
or damage beyond the remedy expressly provided in this Authorship Warranty,
whether such loss or damage is characterized as direct, indirect, special, incidental
or consequential, or for the payment of interest on the original Purchase Price.

26/10/16 10:05

Executive Management
Chairman & CEO
Edward Dolman
Senior Directors
Jean-Paul Engelen
Henry Allsopp
Vanessa Hallett
Cary Leibowitz
Zach Miner
Scott Nussbaum
Peter Sumner
Kelly Troester

Worldwide Deputy Chairman
Svetlana Marich

Chief of Staf
Lisa King

Deputy Chairman
Robert Manley

Chief Financial Ofcer
Annette Schwaer

Deputy Chairman, Europe & Asia
and International Head of Business
Development
Matt Carey-Williams

Chief Creative & Marketing Ofcer
Damien Whitmore

Senior Consultants
Aurel Bacs
Livia Russo

Deputy Chairman, Europe & Asia
Finn Schouenborg Dombernowsky
Alexander Payne

Chief Counsel
Richard Aydon

Senior Advisors to Chairman & CEO
Hugues Joffre, Chairman, UK & Europe
Francesco Bonami
Arnold Lehman

Deputy Chairman, Asia
Jonathan Crockett
Sam Hines

Directors
Alex Heminway
Nazgol Jahan
Paul Maudsley

Chief Operating Ofcer, Americas
Sean Cleary
Chief Operating Ofcer, UK Europe & Asia
Frank Lasry

Deputy Chairman, Americas
August O. Uribe

International Business Directors
Bart van Son, 20th Century & Contemporary Art
Myriam Christinaz, Jewelry, Watches, & Business Development
Senior Directors, Human Resources
Jennifer Garvin
Nicola Mason
Strategy Projects Director
Caroline Conegliano

International Specialists & Regional Directors
Chicago
Carol Ehlers
Specialist, Consultant
+1 773 230 9192

Los Angeles
Blake Koh
Regional Director
+1 323 383 3266

Cologne
Dr. Alice Trier
Specialist
+49 173 25 111 69

Mexico
Cecilia Laffan
Regional Director
+52 1 55 5413 9468

Denver
Melyora de Koning
Senior Specialist
+1 917 657 7193

Miami
Valentina Garcia
Specialist
+1 917583 4983

Geneva
Oksana Katchaluba
Specialist
+41 22 906 80 00

Moscow
Kalista Fenina
Specialist
+7 905 741 15 15

Italy
Carolina Lanfranchi
Specialist, Consultant
+39 33 8924 1720

Paris
Maria Cifuentes Caruncho
Specialist
+33 142 78 67 77

Istanbul
Deniz Atac
Specialist, Consultant
+90 533 374 1198

Portugal
Maura Marvão
Specialist, Consultant
+351 917 564 427

Japan
Kyoki Hattori
Regional Director
+81 90 2245 6678

Seattle
Silvia Coxe Waltner
Regional Director
+1 206 604 6695

Korea
Jane Yoon
International Specialist
+82 10 7389 7714

Taiwan
Cindy Yen
Specialist
+886 963 135 449

NY_LATIN_NOV16_116-173_v4.indd 170

Chief Communications & PR Ofcer
Michael Sherman

Associate General Counsel
Jonathan Illari

Worldwide Oﬃces
Sale Rooms

Regional Ofces

New York
450 Park Avenue
New York, NY 10022, USA
tel +1 212 940 1200
fax +1 212 940 1378

Istanbul
Meclisi Mebusan Caddesi
Deniz Apartmani No. 79/8
Istanbul Beyoglu 34427, Turkey
tel +90 533 374 1198

London
30 Berkeley Square
London W1J 6EX, United Kingdom
tel +44 20 7318 4010
fax +44 20 7318 4011

Milan
Via Monte di Pietà, 1/A
Milan 20121

Geneva
15 quai de l’Ile
1204 Geneva, Switzerland
tel +41 22 317 81 81
fax +41 22 317 81 80
Hong Kong
Room 1301-13/F, York House,
The Landmark Building,
15 Queen’s Road Central, Hong Kong
tel +852 2318 2000
fax +852 2318 2002

Moscow
Nikolskaya Str 19–21, 5th foor,
109012 Moscow, Russia
tel +7 495 225 88 22
fax +7 495 225 88 87
Paris
46 rue du Bac,
75007 Paris, France
tel +33 1 42 78 67 77
fax +33 1 42 78 23 07

26/10/16 10:05

Specialists and Departments
20th Century & Contemporary Art
Jean-Paul Engelen,
Worldwide Co-Head 20th Century & Contemporary Art
Robert Manley,
Worldwide Co-Head of 20th Century & Contemporary Art
Jonathan Crockett,
Head of 20th Century & Contemporary Art, Asia
August O. Uribe
Bart Van Son
New York
Scott Nussbaum,
Head of 20th Century & Contemporary Art, New York
Kate Bryan, Head of Evening Sale
John McCord, Head of Day Sale
Rebekah Bowling, Head of New Now Sale
Zach Miner
Rachel Adler Rosan
Kevie Yang
Karen Garka-Prince
Amanda Lo Iacono
Katherine Lukacher
Samuel Mansour
Annie Dolan
Paula Campolieto
Carolyn Mayer
Maiya Aiba
London
Peter Sumner, Head of Contemporary Art, London
Henry Highley, Head of Evening Sale
Tamila Kerimova, Head of Day Sale & New Now
Jonathan Horwich
Nathalie Zaquin-Boulakia
Matthew Langton
Iori Endo
Simon Tovey
Alex Dolman
Ava Carleton-Williams
Chiara Panarello
Florencia Moscova
Hong Kong
Jane Yoon
Sandy Ma
Charlotte Raybaud
Annie Tang
Latin American Art
Henry Allsopp, Worldwide Head
Kaeli Deane, Head of Sale
Valentina Garcia
Carolina Scarborough
Isabel Suarez

Design
Alexander Payne, Worldwide Head, Design
+1 212 940 1390
+44 20 7318 7923
+852 2318 2023
+1 212 940 1208
+44 20 7318 7912

+1 212 940 1354
+1 212 940 1267
+1 212 940 1261
+1 212 940 1250
+1 212 940 1256
+1 212 940 1333
+1 212 940 1254
+1 212 940 1204
+1 212 940 1260
+1 212 940 1215
+1 212 940 1219
+1 212 940 1288
+1 212 940 1255
+1 212 940 1212
+1 212 940 1387
+44 20 7318 4063
+44 20 7318 4061
+44 20 7318 4065
+44 20 7901 7935
+44 20 7901 7931
+44 20 7318 4074
+44 20 7318 4039
+44 20 7318 4084
+44 20 7901 7911
+44 20 7901 7904
+44 20 7318 4073
+44 20 7318 4082
+82 10 7389 7714
+852 2318 2025
+852 2318 2026
+852 2318 2024

+44 20 7318 4060
+1 212 940 1352
+1 917 583 4983
+1 212 940 1391
+1 212 940 1227

Modern and Contemporary Editions
Cary Leibowitz, Worldwide Co-Head
Kelly Troester, Worldwide Co-Head

+1 212 940 1222
+1 212 940 1221

New York
Jannah Greenblatt
Jason Osborne
Kaissa Karhu

+1 212 940 1332
+1 212 940 1322
+1 212 940 1238

London
Robert Kennan, Head of Editions, Europe
Anne Schneider-Wilson
Ross Thomas
Rebecca Tooby-Desmond

NY_LATIN_NOV16_116-173_v4.indd 171

+44 20 7318 4075
+44 20 7318 4042
+44 20 7318 4077
+44 20 7318 4079

New York
Alex Heminway, New York Director
Meaghan Roddy
Cordelia Lembo, Head of Sale
Kimberly Sørensen
Jillian Pfferling
Marcus Tremonto
London
Domenico Raimondo
Adam Clay
Madalena Horta e Costa, Head of Sale
Marcus McDonald
Sofia Sayn-Wittgenstein
Marta De Roia
Lisa Stevenson
Ben Williams

+44 20 7318 4052
+1 212 940 1268
+1 212 940 1266
+1 212 940 1265
+1 212 940 1259
+1 212 940 1268
+1 212 940 1268
+44 20 7318 4016
+44 20 7318 4048
+44 20 7318 4019
+44 20 7318 4095
+44 20 7318 4023
+44 20 7318 4096
+44 20 7901 7926
+44 7769 94 7177

Photographs
Vanessa Hallett, Worldwide Head, Photographs

+1 212 940 1243

New York
Sarah Krueger, Head of Sale
Caroline Deck
Rachel Peart
Marijana Rayl

+1 212 940 1225
+1 212 940 1247
+1 212 940 1246
+1 212 940 1386

Chicago
Carol Ehlers

+1 773 230 9192

London
Genevieve Janvrin, Head of Photographs, Europe
Yuka Yamaji
Alexandra Bibby
Julia Scott
Sophie Busby

+44 20 7318 7996
+44 20 7318 4098
+44 20 7318 4087
+44 20 7901 7940
+44 20 7318 4092

Watches
Sam Hines, International Head of Watches

+852 2318 2030

Geneva
Aurel Bacs, Senior Consultant Bacs & Russo
Livia Russo, Senior Consultant Bacs & Russo
Justine Séchaud, Bacs & Russo
Alexandre Ghotbi
Dr. Nathalie Monbaron
Virginie Liatard-Roessli
Diana Ortega

+41 22 317 81 85
+41 22 317 81 86
+41 22 317 8188
+41 22 317 8181
+41 22 317 81 83
+41 22 317 81 82
+41 22 317 8187

Hong Kong
Amy Chow
Jill Chen
Joey Luk
Tiffany To
Angel Ho
Zachary Lu

+852 2318 2035
+852 2318 2000
+852 2318 2032
+852 2318 2036
+852 2318 2031
+852 2318 2034

Japan
Genki Sakamoto
Kaz Fujimoto

+81 3 6273 4818
+81 3 6273 4818

Taiwan
Cindy Yen
New York
Paul Boutros
Douglas Escribano
Leigh Zagoory
London
Paul David Maudsley
Kate Lacey

+886 963 135 449
+1 212 940 1293
+1 212 940 1382
+1 212 940 1285
+44 20 7901 7916
+44 20 7901 2907

26/10/16 10:05

Specialists and Departments
Jewels
Hong Kong
Terry Chu, Head of Jewellery, Asia
Anellie Manolas
Sammie Leung
New York
Nazgol Jahan

+852 2318 2038
+852 2318 2041
+852 2318 2040

+1 212 940 1283

London
Lane Clements McLean

+44 20 7318 4032

Exhibitions
Edwin Pennicott

+44 20 7901 2909

Arts Partnerships
London
Isa Tharin
New York
Lauren Shadford
Cecilia Wolfson

+44 20 7318 4024
+1 212 940 1257
+1 212 940 1258

Private Sales
Susanna Brockman

+44 20 7318 4041

Proposals
London
Arianna Webb

+44 20 7901 7941

New York
Lauren Zanedis

+1 212 940 1271

Ofce of the Chairman and Chief Executive Ofcer and Chief of Staf
Lucinda Newman
+44 207 318 4099
Executive Assistant to the Senior Executives
Elizabeth Anne Wallace

+1 212 940 1303

Operations
Hong Kong
Juliana Cheung, Chief Operating Ofcer
Client Advisory
London
Guy Vesey
Dawn Zhu
Lily Atherton Hanbury
Fiona M. McGovern

+852 2318 2020

+44 20 7901 7934
+44 20 7318 4017
+44 20 7318 4071
+44 20 7318 4054

New York
Philae Knight
Sara Tayeb-Khalifa

+1 212 940 1313
+1 212 940 1383

Communications and Marketing
Michael Sherman, Chief Communications
and Public Relations Ofcer
Katie Carder
Jaime Israni, PR Specialist
Trish Walsh, Director of Marketing & Events
Emma Miller Gelberg, Associate Manager,
Marketing and Business Development
Charlotte Adlard, Marketing Associate
Georgia Trotter, Events Manager

+1 212 940 1384
+44 20 7901 7938
+1 212 940 1398
+1 212 940 1224
+1 212 940 1291
+44 207 901 7905
+44 20 7318 4085

Creative Services
Andrea Koronkiewicz, Director of Creative Services
Orlann Capazorio, Director of Production
London
Eve Campbell, Creative Services Manager
Moira Gil, Graphic Designer
Laurie-Ann Ward, Graphic Designer

+1 212 940 1326
+1 212 940 1281
+44 20 7901 7919
+44 20 7901 7917
+44 20 7901 7918

New York
Jef Velazquez, Production Artist
Christine Knorr, Graphic Designer
James Reeder, Graphic Designer

+1 212 940 1211
+1 212 940 1325
+1 212 940 1296

Sale Information
Latin America

Latin American Art Department

Auction & Viewing Location
450 Park Avenue New York 10022

Worldwide Director
Henry Allsopp +44 20 7318 4060

Auction
22 November 2016 at 11am

Head of Sale
Kaeli Deane +1 212 940 1352

Viewing
18 – 22 November
Monday – Saturday 10am – 6pm
Sunday 10am – 6pm

Specialist, Miami
Valentina Garcia +1 917 583 4983

Sale Designation
When sending in written bids or making
enquiries please refer to this sale as
NY010916 or Latin America.
Absentee and Telephone Bids
tel +1 212 940 1228
fax +1 212 924 1749
bidsnewyork@phillips.com

Cataloguer
Carolina Scarborough +1 212 940 1391
Administrator
Isabel Suarez +1 212 940 1227
Photography
Jean Bourbon
Kent Pell
Matt Kroenig

Auctioneers
Hugues Joffre - 2028495
August Uribe - 0926461
Sarah Krueger - 1460468
Henry Highley - 2008889
Catalogues
Emma Miller Gelberg +1 212 940 1240
catalogues@phillips.com
$35/€25/£22 at the gallery
Client Accounting
Sylvia Leitao +1 212 940 1231
Buyer Accounts
Michael Carretta +1 212 940 1232
Seller Accounts
Carolina Swan +1 212 940 1253
Client Services
450 Park Avenue +1 212 940 1200

Front cover Diego Rivera, Retrato de Marevna (Portrait of Marevna), 1916, lot 16
Back cover Lygia Pape, Escultura, 1965, lot 11

NY_LATIN_NOV16_116-173_v4.indd 172

26/10/16 10:05

450 Park Avenue New York 10022
phillips.com +1 212 940 1200
bidsnewyork@phillips.com
Please return this form by fax to +1 212 924 1749 or email it to bidsnewyork@phillips.com at least
24 hours before the sale. Please read carefully the information in the right column and note that it
is important that you indicate whether you are applying as an individual or on behalf of a company.
Please select the type of bid you wish to make with this form (please select one):
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 $200,000, 20% of the portion of the hammer price
above $200,000 up to and including $3,000,000 and 12% of
the portion of the hammer price above $3,000,000 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)
Phone number to call at the time of sale (for Phone Bidding only)
1.

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

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 fax at
+1 212 924 1749 or scan and email to bidsnewyork@phillips.
com at least 24 hours before the sale. You will receive
confirmation by email within one business day. To reach the
Bid Department by phone please call +1 212 940 1228.
• Absent prior payment arrangements, please provide a bank
reference. Payment can be made by cash (up to $10,000),
credit card (up to $100,000), money order, wire transfer, bank
check or personal check with identification. Please note that
credit cards are subject to a surcharge.
• Lots cannot be collected until payment has cleared and all
charges have been paid.
• By signing this Bid Form, you consent to our use of your
personal data, including sensitive personal data, in accordance
with Phillips’s Privacy Policy published on our website at www.
phillips.com or available on request by emailing
dataprotection@phillips.com. We may send you materials about
us and our services or other information which we think you may
fnd interesting. If you would prefer not to receive such
information, please email us at dataprotection@phillips.com.

* Excluding Buyer’s Premium and sales or use taxes

Signature

Date

• Phillips’s premises may be subject to video surveillance and
recording. Telephone calls (e.g., telephone bidding) may also be
recorded. We may process that information in accordance with
our Privacy Policy.

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