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“I am full of a sense of promise, like I often have,
the feeling of always being at the beginning.”
Diane Arbus

1. Diane Arbus

1923-1971

Seated female impersonator with arms crossed on her
bare chest, N.Y.C., 1960
Gelatin silver print.
8 1/4 x 6 in. (21 x 15.2 cm)
Stamped ‘A Diane Arbus Print’, signed by Doon Arbus,
Executor, in ink, and Estate copyright credit reproduction
limitation stamps on the verso.
Estimate
$25,000-35,000
Literature
Rosenheim, diane arbus: in the beginning, p. 171

NY_PHOTO_OCT16_2-61_BL.indd 6

Seated female impersonator with arms crossed
on her bare chest, N.Y.C., 1960 was one from a
series of photographs of female impersonators
that Diane Arbus began in 1959. Mainly featuring
members of the Jewel Box Revue, a touring
company who performed in clubs throughout New
York City, these images were made backstage,
thus capturing the performers as they transition
from man to woman and back again.
This striking and exquisite photograph was
printed by Arbus. Another print of this image is
included in the current major retrospective at
the Met Breuer, diane arbus: in the beginning,
which focuses on her fundamental early work
from the years 1956-1962.

02/09/16 08:38

Actual size
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2. Diane Arbus

1923-1971

Child with a toy hand grenade in Central Park, N.Y.C., 1962
Gelatin silver print, printed later by Neil Selkirk.
14 1/ 2 x 14 1/ 2 in. (36.8 x 36.8 cm)
Stamped ‘A Diane Arbus photograph’, signed, titled,
dated and numbered 51/75 by Doon Arbus, Executor, in
ink, copyright credit and reproduction limitation stamps
on the verso.
Estimate
$70,000-90,000
Provenance
Imprimatur Gallery, Minneapolis
Literature
Aperture, Diane Arbus, n.p.
Arbus, Sussman, Philips, Selkirk and Rosenheim, Diane
Arbus: Revelations, pp. 104–05, contact sheet p. 164
Rosenheim, diane arbus: in the beginning, p. 257
Nemerov, Silent Dialogues: Diane Arbus and Howard
Nemerov, p. 31
Galassi, American Photography 1890-1965 from The
Museum of Modern Art, p. 243
Green, American Photography: A Critical History 1945 to
the Present, p. 119
Kismaric, American Children: Photographs from the
Collection of The Museum of Modern Art, p. 20

“I would never choose a subject for what it means
to me. I choose a subject and then what I feel
about it, what it means, begins to unfold.”
Diane Arbus
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3. Richard Avedon

1923-2004

John Harrison, lumber salesman, and his daughter
Melissa, Lewisville, Texas, November 22, 1981
Gelatin silver print, printed 1985.
54 1/ 2 x 43 3/4 in. (138.4 x 111.1 cm)
Signed and numbered 2/6 in stylus in the margin;
signed, numbered 2/6 in ink, title, date, edition and
copyright credit reproduction limitation stamps on the
reverse of the mount. Accompanied by a Certifcate of
Authenticity signed in ink by the artist.
Estimate
$70,000-90,000
Provenance
From the Collection of a Fortune 500 Company
Heritage Auctions, Dallas, 9 June 2010, lot 74010
Private Collection, Dallas
Literature
Abrams, Avedon: In the American West, n.p.

“I did the western photos when I was
around 60, and I think that—being 60 is
diferent from 30, 40, 50—you begin to get
a sense of your own mortality. I think my
aging, the sort of stepping into the last
big chapters—was embedded in this body
of work. As deeper connection to those
people who were strangers.”
Richard Avedon
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Property from a Private California Collection

4. Various Photographers
Americans in Kodachrome, 1945-1965
Ninety-three dye transfer prints, printed later by Guy
Stricherz and Irene Malli.
Each 17 3/4 x 11 3/4 in. (45.1 x 29.8 cm) or the reverse or
13 3/4 x 14 in. (34.9 x 35.6 cm)
Each signed, titled, dated, credited in pencil by Guy
Stricherz; portfolio, copyright, printer credit and collection
stamps on the verso. Contained in a gilt stamped red, blue
and green clamshell linen case enclosed within a navy linen
case. Number 1 from an edition of 2.
Estimate
$100,000-150,000
Provenance
Bruce and Nancy Berman, Los Angeles
Literature
Stricherz, Americans in Kodachrome, all illustrated

Nostalgia is never more vivid than when rendered in
Kodachrome. Its vibrant prints color our imagination
and make stable distant memories of the past. Whether
they are our own cherished family photographs, or a
stranger’s, the Kodachrome snapshot provides endless
fascination into the lives of others as we speculate at
their joys, eccentricities, intimacies, and surroundings.
“Snapshots present themselves like clues to our
inexplicable presence on earth,” writes photo historian
Douglas Nickel. “Their own inexplicable qualities, their
kaleidoscopic glimpses into the lives of strangers, seem
to mirror our vital condition.” Americans in Kodachrome
was born from such a fascination, and the desire to
render passing moments permanent.
A collection of 93 prints, Americans in Kodachrome
represents just a sample of the thousands of images
taken between 1945 and 1965 from all over the United
States that were submitted to professional printer Guy
Stricherz at the end of the twentieth century. Stricherz
and his wife, Irene Malli, also a professional printer,
printed the immaculately curated 93 Kodachrome
images as dye transfer prints. Incredibly rare and never
before ofered at auction, only two complete sets of

NY_PHOTO_OCT16_2-61_BL.indd 12

the portfolio exist—the present lot, and a second,
currently in a private California collection. A selected
number of prints from the series were also produced
for the permanent collection of the Getty Museum, Los
Angeles, and the Museum Folkwang, Essen, Germany.
The submitted images showcase a wide array of
relationships between the photographs and those
captured within them. Their bespoke titles reveal a
range of intimacies, some, like Margaret R. Lacy’s Mom
with Chifon Cake, Portsmouth, Ohio, 1950 provides
personal, temporal, geographic, and even details of
the baking specifcs of Lacy’s image, while others,
like Photographer Unknown, Cocktail Couple, Place
Unknown, 1962 leave much to the imagination. The
images refect many idyllic American scenes—cheery
holidays flled with colorful gifs, days at the beach,
shiny red snow sleds—while also touching on the lives
of those who could not aford the trappings of midcentury American consumer culture. And in the end, the
family in Porch Bathers, Arcadia, Kansas, 1965 exudes
as much joy as the family in First Television, Port Byron,
Illinois, 1950.
Kodachrome was the beginning of popular color
photography. Although professional photographers
and printers experimented with the possibilities of color
from the medium’s advent, it remained technically
challenging and ofen fugitive until inventors Leopold
Mannes and Leopold Godowsky, Jr. began to develop
what would become Kodachrome in 1930. The
process—easy, afordable, and remarkably stable—was
a marvel, forever changing the face of popular image
making. Kodachrome became fully integrated into
everyday American life following the Second World
War, and enjoyed immense popularity for decades until
it was subsumed by even cheaper, simpler flms, and
ultimately, digital technology when in 2010 the last roll
of Kodachrome flm was processed at Dwayne’s Photo
located in Parsons, Kansas.
Dye transfer, a photographic process also known
for its vibrant colors and longevity, is the perfect
complement to Kodachrome. Ofen associated with
photographic great William Eggleston, dye transfer
takes incredible skill, signifcant amounts of time, and
is prohibitively costly for most photographers. Today
it is even rarer, as Kodak stopped manufacturing the
chemicals to make dye transfer prints in the mid1990s, and few supplies remain. The richness and
range brought to bear when the Kodachrome images
are transformed into dye transfer prints by Stricherz
and Malli is outstanding; one stunningly beautiful
printing process paying homage to another, prolonging
the lives of each through the dedication and love of
printers, photographers, and collectors.
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“Kodachrome
They give us those nice bright colors
They give us the greens of summers
Makes you think all the world’s a sunny day
...So mama don’t take my Kodachrome away”
Paul Simon, Kodachrome
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5. Robert Frank

b. 1924

City Fathers, Hoboken, New Jersey, 1955-1956
Gelatin silver print, printed 1960s or before.
10 7/8 x 14 7/8 in. (27.6 x 37.8 cm)
Signed, titled ‘Hoboken’ and dated ‘1955’ in ink on the
reverse of the fush-mount.
Estimate
$200,000-300,000
Provenance
Pace Wildenstein MacGill, New York
Alan Koppel Gallery, Chicago
Literature
Grove Press, The Americans, pl. 2
Akron Art Museum, Robert Frank and American
Politics, p. 11
Aperture, Robert Frank, p. 29
National Gallery of Art, Washington/Steidl, Looking
In: Robert Frank’s The Americans, pp. 212 and 461, and
Contact no. 2
National Gallery of Art, Washington, Robert Frank/
Moving Out, pp. 176
Dexter and Weski, Cruel and Tender: The Real in the
20th Century Photograph, p. 103
Kismaric, American Politicians: Photographs from 1843
to 1993, p. 152
Papageorge, Walker Evans and Robert Frank, An Essay
on Infuence, p. 31
Schuh, ‘Robert Frank,’ Camera, August 1957, pp. 349-50
Wallis, ‘Robert Frank: American Visions,’ Art in America,
March 1996, p. 77

“There is one thing the photograph
must contain, the humanity of the
moment. This kind of photography
is realism. But realism is not
enough—there has to be vision, and
the two together can make a good
photograph.”
Robert Frank
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6. Henri Cartier-Bresson

1908-2004

Cuba, 1934
Gelatin silver print.
6 1/ 2 x 9 5/8 in. (16.5 x 24.4 cm)
Signed, titled, dated and annotated “a real ‘vintage’ / one of
the few I printed myself at the time. The others were given to
Lincoln Kirstein, Julian [sic]Levy, Beaumont Newhall and few
others (Ben Maddow) / (a part of the) I have a thick book of
all these prints hidden in my possesion [sic] / all the other so
called ‘vintage’ are press pictures etc... never looked at. Henri
Cartier-Bresson 15.11.1994” in pencil on the verso.
Estimate
$70,000-90,000
Provenance
From the artist to Ben Maddow
Private Collection, California
Phillips de Pury & Company, New York, 18 October 2006, lot 9
Private Collection, London
Literature
Galassi, Henri Cartier-Bresson: The Early Work, p. 122

Henri Cartier-Bresson visited Cuba only briefy in 1934
while spending the year in Mexico, having signed up
as a photographer for a failed expedition to map out
a Pan-American highway. The year prior to his visit
marked the beginning of decades of social and political
upheaval in Cuba. In 1933 the populist Provisional
Revolutionary Government, which had overthrown
the President, had, among other things, brought
about women’s sufrage and desperately needed
labor reforms. However, in early 1934, not long before
Cartier-Bresson would have arrived in Cuba, the
Provisional Government was overthrown by a coalition
of right-wing insurgents supported by the military.
Yet in the present lot, Cuba, 1934, the photographer
evades a direct political engagement with the nation’s
momentous upheaval, instead, employing a surrealism
that speaks volumes about what had been lost.
Nearly absent of any human presence, the derelict
carousel, crumbling walls, and littered feld are
simultaneous signs of a socially conscious ethos and
Surrealist eye. “Surrealism has had a profound efect
on me,” Cartier-Bresson stated, “and all my life I have
done my utmost never to betray it.” That this particular
image survived the photographer’s stringent editing
just prior to the Second World War, when he disposed
of a good number of negatives, is signifcant. The
image stands as a striking combination of both Cartier-

NY_PHOTO_OCT16_2-61_BL.indd 14

Bresson’s larger body of work during the 1930s
that focused on the public lives of the poor in Europe
and Latin America, as well as his personal interest
in Surrealism.
The present lot belonged to critic, historian and
author Ben Maddow, a gif from the photographer,
whom he met in New York in 1935 through a lefist
flmmaking group, Nykino that was led, in part, by
Paul Strand. Maddow reviewed Cartier-Bresson’s
seminal 1947 exhibition at the Museum of Modern
Art for The Photo League Bulletin, writing of his work
that “time is dissected here by the shutter of his Leica
as if by the sectioning knife in a biological laboratory.
It is the freezing, the preservation of the second
that otherwise decays so easily. But in this process,
the slice through time becomes enlarged, becomes
gigantic in its human implications.”
Some sixty years following, this print was sent to
Cartier-Bresson for his signature. When returned, it
featured more than a simple signature, but rather
an extensive inscription on the verso, which, among
other things, noted that Cartier-Bresson had given
other prints of the image to the cultural luminaries
Beaumont Newhall, Julien Levy and Lincoln Kirsten.
He further remarked on the print’s rarity: “A real
‘vintage’, one of the few I printed myself at the time.”

02/09/16 08:39

Print verso
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7. Hans Bellmer

1902-1975

Les jeux de la poupée (The Games of the Doll), 1949
Paris: Les Éditions Premières, 1949. 15 hand-colored gelatin
silver prints plus 2 trimmed, hand-colored gelatin silver prints,
all mounted within the artist’s book.
Overall 10 x 7 3/4 x 1/ 2 in. (25.4 x 19.7 x 1.3 cm)
Signed in pencil and stamped number ‘28’ on the last page of
book. Number 28 from an edition of 136. Text by Paul Éluard.
Estimate
$70,000-90,000
Provenance
Librairie Fourcade, Paris
Literature
Obliques, Bellmer, pp. 96 (variant), 98, 100-104
Princeton University Press, Surrealism: Desire Unbound,
pp. 212, 214-215
Taylor, Hans Bellmer: The Anatomy of Anxiety, pls. 4.3, 4.6,
4.7, 4.9, 4.12, 4.14, 4.16-18, 4.20, black and white variants

Covered in sof black construction paper adorned
with a feminine pink title band, and flled with
delicate pages accentuated by rapturously colored
photographs, Hans Bellmer’s Les jeux de la poupée
(The Games of the Doll) is the perfect Surrealist object.
Bellmer began to experiment with his disquieting dolls
in 1934—originally crafed from wood, broom-handles,
metal rods, nuts and bolts, and plaster—before
forming the second iteration which was constructed
using ball joints for greater mobility and manipulation.
Photographed from 1936 to 1938 in his native
Germany, Bellmer then fed to Paris, where famed
fellow Surrealist Paul Éluard selected fourteen images
to be compiled into a book that would couple Bellmer’s
vibrantly hand colored photographs with extensive
text written by Éluard. A small edition titled Poupée II
was created, but with the advent of the Second World
War its publication was brought to a halt. A larger
edition, published by Éditions Premières in Paris as Les
jeux de la poupée was released a decade later in an
edition of 136. While the great majority of these books
have been broken up, the current lot is a rare example
of a complete book, presented as Bellmer and Éluard
had originally intended it.

The prints placed within the book feature Bellmer’s
doll posed in a series of sinister narrative tableaus,
however on the cover Bellmer placed a print that has
been trimmed to the edges of the doll itself, divorcing
her from an semblance of reality. A nearly abstract
form composed of two hips joined by a large balljoint, lit from opposing sides and colored pink and
yellow, the self-contained form appears a duality—
conscious and unconscious, reality and fantasy. Like a
reoccurring, efusive dream, we are greeted by another
trimmed print on the cover page, a twin of the doll on
the cover who has followed us into the book’s depths.
Regarding Bellmer’s book is like walking through a
stranger’s home in the dark. Each step is carefully
taken through this strange, unsettling environment,
and perhaps we yearn for the comfort of the familiar,
but drawn in by Bellmer’s exquisite Surrealist mastery,
we cannot bring ourselves to look away.

Les jeux de la poupée dives deep into the realm of the
uncanny. The doll, never anatomically complete, and
clearly constructed from artifcial parts, nonetheless
evokes fear and sympathy from the viewer who
cannot help but feel empathy for this tragic fgure.
Photography, with its unbreakable tie to the real,
plays a signifcant role in the Doll’s surreal power, in
what scholars Rosalind Krauss and Jane Livingston
describe as “the seeming contradiction between the
extravagant productions of the unconscious and the
documentary deadpan of the camera.”
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8. Edward Weston

1886-1958

Untitled (Tina on the Azotea, with Kimono), 1924
Palladium print.
5 3/4 x 8 1/ 2 in. (14.6 x 21.6 cm)
Annotated by the artist in pencil on the verso.
Estimate
$80,000-120,000
Provenance
Acquired directly from the artist, 1925
By descent from the original owner
Private Collection, California

The gorgeous and unabashedly sensual photograph
being ofered is the only known print of this image.
It is from a famous series of photographs by Edward
Weston of his lover Tina Modotti on a tiled roofop
(azotea) in Mexico in 1924. Hereto unknown, this
perhaps unique palladium print was either given
or sold (it has the price written in pencil on the
print verso in Weston’s hand) to a friend and fellow
photographer of Japanese American descent at the
time of Weston’s 1925 exhibition at the Shaku-do-sha
Camera Club, a Japanese Camera Club on First Street
in Los Angeles. It was recently rediscovered when
purchased by a California collector as part of a group
of Weston prints, several of which are well known
today but others, particularly those from Weston’s
early days in Mexico, had been lost in history.
In his essay, “Dating Edward Weston’s Tina on the
Azotea,”1 Thomas Knight argues that Tina on the
Azotea (fg. 4), typically dated 1923, was in fact one

2

from a group of photographs taken in 1924 which
he refers to as “Weston’s only known photographic
record of a model disrobing…” Though Knight
does not reference the current lot, presumably
because scholars were not aware of its existence,
its placement within the group is clear. The series
begins with Weston’s image of Tina wrapped in
her kimono, Hands against Kimono. The negative
for this image resides in the Weston archive at
the Center for Creative Photography along with
that of the fourth image in the series. The second
image Knight identifes depicts a loosening of the
kimono to expose Modotti’s lef breast and the top
of her pubic hair. Though the whereabouts of this
negative is unknown, a vintage print of it is in the
San Francisco Museum of Modern Art. In the third
image, Modotti’s kimono is completely removed
but remains in the picture draped on the foor of the
azotea in front of where Modotti is now positioned:
outstretched, back to the camera, resting on her lef

3

Photographs by Edward Weston.
Clockwise from below:
Hands against Kimono, 1924.
Untitled, 1924.
Tina on the Azotea, with kimono, 1924.
Nude, 1924.
1

4
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forearm. Again no negative of this image is in the
Weston archive though a vintage print of it is in the
Lane Collection at the Museum of Fine Arts, Boston.
Given its striking similarity to the third image, Knight
submits that the famous full frontal nude of Modotti
lying on her back with the kimono now completely
removed from the frame, Tina on the Azotea, is the
fnal photograph in the series.
Knight points out that in all the images of Tina on
the Azotea, the subject is lit from overhead by a
strong Mexican sunlight that casts a distinct shadow
directly below. It is this analysis of light, shadow
and the positioning of the kimono that allows us to
ofer a specifc placement of the present lot within
this series. In the second image, the heavy shadow
falls not on the foor (which is not in the picture) but
rather right below her breast. Here, the shadows
of Modotti’s legs fall directly below to the foor
interlocking the form of her body with the azotea. It
is therefore conceivable that the image was taken
third for, as with the frst and second images, the
kimono, with its dark background and geometric
patterning, still plays an active part in the image,
draped carefully in the background to frame her

torso. In the fnal two images, by contrast, Modotti’s
kimono is fully set aside.
Of further note is the fact that Weston’s vertical
image of Modotti with her kimono open (fg.2) and
this horizontal nude have both been cropped by the
artist from an 8 x 10 in. contact print which, in both
cases, serves to emphasize the elongated form of
Weston’s subject.
Knight concludes that Weston’s series of
photographs of Tina on the Azotea “is a….
startling visual metaphor for his stylistic evolution
while in Mexico from pictorialism, ofen employing
elements of Japonisme, to the stark simplicity of
modernism.” For indeed while previously working in
California Japonisme was a signifcant component of
Weston’s vocabulary, but in the series of Tina on the
Azotea the great American Modern Master literally
sheds his last vestiges of pictorial symbols in the
bright Mexican sun. Twelve years later Weston would
again take another historic series of nudes in strong
sunlight this time of his lover and model Charis on
the Oceana Dunes.
1. History of Photography, Vol. 20, No. 4, Winter 1996

NY_PHOTO_OCT16_2-61_BL.indd 19

02/09/16 08:39

9. Manuel Álvarez Bravo

1902-2002

La Tolteca, 1931
Gelatin silver print.
9 1/ 2 x 7 1/ 2 in. (24.1 x 19.1 cm)
Estimate
$60,000-80,000
Provenance
Colette Álvarez-Urbajtel, wife of Manuel
Álvarez Bravo
Rose Gallery, Santa Monica

“A photographer’s main instrument
is his eyes. Strange as it may seem,
many photographers choose to use
the eyes of another photographer,
past or present, instead of their own.
Those photographers are blind.”
Manuel Álvarez Bravo

Literature
Kismaric, Manuel Álvarez Bravo, p.50
Ollman, Revelaciones: The Art of Manuel Álvarez
Bravo, pl. 16
Turner Publicaciones, Manuel Álvarez Bravo: 100
Years, 100 Days, pl. 19

Mexico’s cultural renaissance of the 1920s and
30s marked a watershed moment in the history of
art. As local muralists and painters such as Diego
Rivera and José Clemente Orozco were achieving
international attention, artists and photographers
from around the world, including André Breton,
Paul Strand, Henri Cartier-Bresson, Tina Modotti,
and Edward Weston, were focking to the country,
eager to capture a bit of its rich history and
culture. This dynamic period gave Manuel Álvarez
Bravo, a local photographer born in Mexico City,
the perfect opportunity to embark on his own
creative path which came to defne a turning point
in Mexican Modernist Photography.
In 1928, Álvarez Bravo participated in his frst
major exhibition at the Primer Salón Mexicano
de Fotografía which was comprised of 400
photographs including works by Modotti and
Weston. Infuenced by the work of Eugene Atget,
Albert Renger-Patsch and his mentor Modotti,
whom he had met earlier, and their interest in
elevating the ordinary into strong and striking
compositions, Bravo’s photographs stood out in
the exhibition, marking his frst major foray into
the leading artistic circles of the era.
This early mounted photograph of La Tolteca, was
created in 1931 for a photographic competition
sponsored by the La Tolteca cement company.
With the emergence and rise of International
Style architecture around the world, the
aesthetic of minimalist, smooth cement walls
was embraced and this competition was held to
publicize the company’s vision and raision d’etre.
Despite his amateur status, Álvarez Bravo’s La
Tolteca won frst prize.
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Taken from a low vantage point, this pivotal
image focuses on the composition and interplay
of the three converging surfaces: the stones—
the source of cement—colliding with the smooth
cement wall, characterized by its weathered
patina, and the dark grid of the looming steelbeamed ceiling above. These three distinct planes
highlight the angles, points, textures, and tones
of the image, tenents championed by modernist
photographers throughout the world. Indeed,
while the photograph was met by some with
disdain at the time for its minimalist and pure
approach, this photograph came to represent the
modernist aesthetic. As Álvarez Bravo described
it years later in an interview “I entered the
competition sponsored by La Tolteca, and made
the photograph that won frst prize. And there
was a tremendous reaction from the professional
photographers. The fact that an amateur had won
frst prize was not acceptable to them.” The work
used contrast and stunning composition from the
simplest of forms and material, much like Edward
Weston’s Shell also taken in 1931, or Modotti’s
Telephone Wires, circa 1925, and echoed his
German contemporary Albert Renger-Patzsch’s
images of Essen. This groundbreaking photograph
catapulted Álvarez Bravo into the international
photography avant-garde and solidifed his place
as one of the most important Latin American
photographers of the 20th Century.
A print of this image was included in Álvarez
Bravo’s 1997 retrospective at the Museum of
Modern Art in New York and other prints of
this image are included in the collections of the
Philadelphia Museum of Art and Davis Museum
at Wellesley College.
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10. Hiroshi Sugimoto

b. 1948

World Trade Center, 1997
Gelatin silver print.
22 7/8 x 18 1/ 2 in. (58.1 x 47 cm)
Signed on the mount; blindstamp number 4/25,
906 in the margin.
Estimate
$60,000-80,000
Provenance
Gallery Koyanagi, Tokyo
Private Collection
Literature
Hatje Cantz, Hiroshi Sugimoto, p. 205

“I’m trying to recreate the imaginative visions of
the architecture before the architect built the
building, so I can trace back the original vision
from the fnished product. All the details and all
the mistakes disappear; there’s a lot of shadows,
melting. If the building is successfully done,
then it will remain strong even out of focus.”
Hiroshi Sugimoto
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When asked by Lincoln Kirstein to submit a mural for
the opening exhibition of the Museum of Modern Art’s
new location at 11 West 53rd Street, Edward Steichen
chose an image of the George Washington Bridge. In
doing so Kirstein went around his chosen curator’s (the
art dealer Julian Levy) back, promising Steichen the
prize money for his submission. Kirstein, a member of
the Museum’s Advisory Committee, had advocated the
exhibition to the museum’s founding Director Alfred H.
Barr, Jr., and wanted to make sure that Steichen would
be in the frst exhibition of photography at the Museum
of Modern Art.

11. Edward Steichen

1879-1973

George Washington Bridge, New York, 1931
Gelatin silver print.
9 1/ 2 x 7 1/ 2 in. (24.1 x 19.1 cm)
Estimate
$50,000-70,000
Provenance
Collection of Joanna Steichen
Howard Greenberg Gallery, New York
Hamiltons Gallery, London
Literature
Steichen, Steichen’s Legacy: Photographs, 18951973, pl. 195
Brandow and Ewing, Edward Steichen: Lives in
Photography, pl. 148
Museum Folkwang, Edward Steichen: Celebrity
Design, p. 83

At the time of the 1932 opening exhibition Murals by
American Painters and Photographers, Steichen ran a
commercial studio in downtown Manhattan and was
the chief photographer for Condé Nast Publications
(1923-1938). He was the most recognized, and highest
paid, photographer in the world. As with his earlier
work, when he was aligned with Alfred Stieglitz and
the Photo-Secession, Steichen was best known for his
portrait photography such as J. P. Morgan, 1903 and
Greta Garbo, 1928. But when invited to create a work of
modern art for the new museum (founded in 1929) he
chose an image of steel, enlarged to the immense size
of 10 f. high by 8 f. wide.
Though taken from a slightly diferent vantage point
than the George Washington Bridge photograph used
for Steichen’s mural, the present lot is an equally
modern vision of man’s advancement through the
technological achievement of industry. In this rare
photograph (only three prints of it are known to exist,
one in Museum Folkwang, Essen, the second was in The
Joy of Giving Something Collection and sold at auction
in 2014) the long expanse of the bridge is seen through
its powerful girders that appear to burst beyond the
picture frame. It is a dynamic modern image that was
created the year the George Washington Bridge (then
the longest bridge in the world) was opened.
While Steichen’s 1931 photographs of the George
Washington Bridge created images that refected
America’s triumphant optimism wrought out in steel,
today’s contemporary photographers present a very
diferent picture. Starting in the late 1960s with Bernd
and Hilla Becher’s objective look at industrial structures
of past eras and Robert Adams’ minimal landscapes
of post WWII sprawl, post-modern photographers
such as Andreas Gursky and Edward Burtynsky ofen
mirror in their images our collective unease with
global commercialization and its environmentally
destructive byproducts. But despite their contrasting
approaches, the photographs of both Steichen and
his contemporary successors stand as icons of their
moments in history.
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12. Doug & Mike Starn

b. 1961 and b. 1961

Untitled #7 from Structure of Thought, 2000
MIS and Lysonic inkjet prints on Thai mulberry, gampi
and tissue papers with wax, encaustic and varnish.
27 1/ 2 x 134 in. (69.9 x 340.4 cm)
Signed, dated and numbered 3/3 in ink on the
reverse of the frame.
Estimate
$40,000-60,000
Provenance
Weinstein Gallery, Minneapolis
Private Collection, Midwest
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Since their teenage years, identical twins Doug
& Mike Starn have used their art as a means of
exploring the physical and intellectual world
around them. As conceptual artists using
photography as their primary medium, they
incorporate elements of sculpture, installation,
video and architecture in their practice, resulting
in a body of work that defes classifcation and
simplistic analysis. In the Structure of Thought
series (lots 12 & 239), the Starn brothers explore
the sun and its power as a source of light and
the life that it gives by photographing one of
nature’s grandest forms—trees—in silhouette,
their branches weaving together to create a
web of interconnectivity. Working with various
translucent papers on which each of the
photographs are printed—here Thai mulberry,
gampi and tissue paper—the photographs are
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then intricately layered together with encaustic,
wax and varnish to create a tableau that fosters
a dialogue between the tensions that arise
from within, at once light and dark, delicate and
monumental, individual and connected.
Other works by the artists are in the collections
of the Museum of Modern Art, New York; the
Metropolitan Museum of Art, New York; the
Los Angeles County Museum of Art; the San
Francisco Museum of Modern Art ; the Jewish
Museum, New York; Maison Européenne de
la Photographie, Paris; the National Gallery
of Victoria, Melbourne; the National Museum
of Contemporary Art, Seoul; the Solomon R.
Guggenheim Museum, New York; the Whitney
Museum of American Art, New York; and the
Yokohama Museum of Art, among others.
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13. Adam Fuss

b. 1961

Untitled from My Ghost, 2001
Gelatin silver photogram, mounted to muslin.
85 1/ 2 x 53 1/ 2 in. (217.2 x 135.9 cm)
Overall 98 1/ 2 x 58 1/4 in. (250.2 x 148 cm)
Signed, dated and numbered ‘AF 3006’ in waxed pencil
on an artist’s label afxed to the reverse of the frame.
Estimate
$40,000-60,000
Provenance
Cheim & Read, New York

Adam Fuss’ unique oversized photograms combine
historical process with ethereal subjects and
contemporary scale, resulting in stunning works
that are timeless in their appeal. Recalling the
early experiments with photographic process frst
championed by Henry Fox Talbot and later by the
modernists Man Ray and László Moholy-Nagy, over
the past 30 years, Fuss has helped usher in a new
wave of contemporary photographers who eschew
the digital technology that has come to defne
photography in the 21st century.
By eliminating the camera and reducing
photography to its most basic elements of light
and sensitized paper, Fuss’ subjects—from water
droplets to babies, dresses to snakes—take center
stage. Here, Fuss defly captures smoke as it
billows across the surface of the paper, the light
eternalizing that which is feeting.
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14. Francesca Woodman

1958-1981

Untitled (MacDowell Colony, Peterborough, New
Hampshire), 1980
Gelatin silver print.
4 x 4 in. (10.2 x 10.2 cm)
Estimate
$30,000-50,000
Provenance
Acquired from Jo Tartt, Washington D.C., to the present
Private Collection, New York
Literature
Phaidon, Francesca Woodman, p. 218
San Francisco Museum of Modern Art, Francesca
Woodman, p. 108 and cat. 127
Scalo, Francesca Woodman Photography, p. 38, variant
University Penn Press, Francesa Woodman
Photographic Work, No. 12, variant

Francesca Woodman’s photographs have been studied
and celebrated for their critical dialogue with the history
of art, examination of the body in relation to the space
occupied and the complexities of self-portraiture.
While her life and career were short, her distinct body
of work reveals her quick and impressive evolution as a
photographer with varying infuences from Surrealism to
Conceptualism and Post-minimalism.
In the series of photographs taken in New Hampshire
in 1980 from which the current lot is a part, Woodman
photographs herself in a towering forest of trees, her
wrists and forearms wrapped in bark to mimic her
surroundings. Her body fguratively becomes one with
the world around her. While photographing outdoors was
not novel for Woodman—images taken in her early teens
show her interest in exploring the relationship between
her body and nature—much of her work is characterized
by interior self-portraits. In these photographs,
Woodman positions herself at the center of the frame;
her fesh grounding the images and serving as the canvas
on which her narratives unfold.
But here, in contrast, we see Woodman visually and
metaphorically receding into the periphery, her body
pulled to the lower half of the frame, nearly vanishing
among her natural surroundings. In her introductory
essay to the Guggenheim exhibition catalogue for
Francesca Woodman, Corey Keller remarks “history is
by necessity written backward; its narrative takes shape
with an ending already frmly in place.” Indeed, it is with
a keen awareness of Woodman’s untimely death just one
year afer this photograph was taken, that the image
takes on even greater importance, a visual precursor to
the transition that she would choose for herself in just a
short time.
A variant of this image, as well as a contact sheet print
with this image, were both included in the Guggenheim
retrospective in 2012.
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15. Hannah Wilke

1940-1993

S.O.S. Starifcation Object Series, 1974
Gelatin silver print.
40 x 27 in. (101.6 x 68.6 cm)
Signed, titled, dated and numbered ‘AP 1/2’ in pencil
on the reverse of the fush-mount.
Estimate
$60,000-80,000
Provenance
Pace/MacGill Gallery, New York
Literature
Prestel, Hannah Wilke, p. 48
Despite being numbered ‘AP 1/2’, no formal edition of
this print was ever produced, and these works remain
incredibly rare to the market.

Hannah Wilke was born Arlene Hannah Butter on March
7, 1940 in New York City to Eastern European immigrant
parents; “as an American girl born with the name Butter,”
Wilke explained, “I was ofen confused when I heard
what it was like to be used, to be spread, to feel sof, to
melt in your mouth,” and while the artist abandoned the
name Butter, throughout her career a fascination with
transmutation, malleability of form, consumption, desire,
and the self persisted.
In her renowned “performalist self-portraits,” S.O.S.
Starifcation Object Series, Wilke applied pieces of
chewing gum molded and folded into vaginal-like forms
onto her semi-nude body. S.O.S. began in 1974-1975 as
an initial group of 28 images, including the present lot,
before expanding to approximately 50 images at the
series’ conclusion in 1982. Across S.O.S., Wilke poses
against a white background in varying states of undress,
occasionally taking on accessories like sunglasses,
turbans, ties, and hair curlers, all with the playful
earnestness of a high-fashion model. In each, her face,
torso, and back are marked with small aberrations, either
sporadically placed or, as in the present lot, decoratively
aligned, simultaneously resembling jewels, blemishes,
sores, scars, stigmatic wounds, and vestigial vulvas. The
visually disruptive forms have also been regarded as
a reference to the numeric tattoos given to Holocaust
victims, causing the ‘Star’ in Starifcation to take on
weighted signifcance.
Wilke began producing these anthropomorphic forms as
early as 1959 while studying art at Temple University, and
continued to pursue their possibilities throughout her
career in varying sizes and mediums such as sculpture,
performance, and photography. Wilke initially produced
the miniature sculptures that adorn her body in S.O.S.
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from kneaded grey erasers—a ubiquitous material found
in artists’ studios—before ultimately choosing chewing
gum. The erasers grey anonymity did not correspond
with Wilke’s personal, corporal themes in the way sof,
colorful (ofen pink) chewing gum could. When translated
to the black-and-white photograph, the original color is
lost, however the gum maintains a tonality not unlike that
of Wilke’s nude fesh, aligning with her body rather than
appearing like a foreign addition.
Beyond its material qualities, gum also contains a strong
political valiance. “I chose gum because it’s the perfect
metaphor for the American woman,” Wilke wrote, “chew
her up, get what you want out of her, throw her out and
pop in a new piece.” Indeed, in S.O.S. Wilke is as much
the dejected underside of a school desk, littered with
discarded gum, as she is an exemplary beauty.
Following her production of the original 28 S.O.S.
photographs, Wilke conceived a number of corresponding
performances. The Feminist Art Journal chronicled one
such performance in February 1975 at an opening at
the Gerald Piltzer Gallery, Paris, where Wilke, armed
with 3,000 pieces of chewing gum, “amid non-stop
television cameras and fashing bulbs, she ofered Super
Cherry, Apple Green and Chocolate favored gum to the
elegantly attired guests; the chewed pieces were either
returned to Wilke who rapidly molded them into 120
‘sexual sculptures’ push-pinned to the wall or fastened
to the artist’s half nude body.” As a performance of
orgiastic gum chewing, the collaborative production
of Wilke’s sculptures illuminates the sensuality of their
dual formation—frst sofened by the mouth and then
manipulated with the hands. In our health-conscious time
Wilke’s performances now hold an element of danger
and disgust, and we are perhaps also reminded of that
childhood advice: beware of strangers with candy.
In her politics, performative approach to photography,
and choice of anthropomorphic forms, Wilke’s S.O.S.
resounds within the history of feminist art practice,
canonized along with her contemporaries Judy Chicago,
Ana Mendieta, Carolee Schneemann, Sherin Neshat, and
Cindy Sherman. Although her work from the 1970s is
undeniably signifcant, Wilke faced criticism in her time
from some feminists who criticized the uncompromising
pleasure she took in her own beauty and her glamorous
self-presentation. “Exhibiting oneself is difcult for other
people who don’t feel good about their bodies,” Wilke
later remarked. “I could have been more humble—but if
I’d been more humble, I wouldn’t have been an artist.”
Other images from this series are in the collections of the
Museum of Modern Art, New York; the Whitney Museum
of American Art, New York; the Los Angeles County
Museum of Art; the Carnegie Museum of Art, Pittsburgh;
and the Centre Pompidou, Paris.
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16. Gilbert & George

b. 1943 and 1942

Day, 1978
Sixteen gelatin silver prints with hand-coloring.
Each panel 19 3/4 x 15 7/8 in. (50.3 x 40.4 cm)
Overall 79 5/8 x 63 3/4 in. (202.3 x 162 cm)
Signed in ink, printed title and date on the recto; each titled
and sequentially numbered ‘1-16’ in an unidentifed hand in
ink on the reverse of the fush-mount.
Estimate
$600,000-800,000
Provenance
Art Agency Co., Ltd., Tokyo
Christie’s, New York, Post-War and Contemporary Art
Evening Sale, 14 May 2003, lot 59
Private Collection, Europe
Literature
Stedelijk Museum, Gilbert & George 1968 to 1980, p. 259
Aperture, Gilbert & George: The Complete Pictures, Volume
One, p. 306

“Trust yourself when you look at Gilbert & George’s
pictures. Don’t listen to what others have to say.
Put aside your prejudices. Bypass an intellectual
response, if need be by force of will. Succumb to your
gut reaction, even if it awakens unsavory thoughts…
Give in to this parallel world unreservedly, if only
in the spirit of experiment, and see what you will
also learn in the process about yourself, stripped of
pretense, in all the complicated, contradictory truth
of what it is that makes you the person you are….By
refusing to insist on its privileged status as art, the
work of Gilbert & George frees us all, if we allow it, to
take life as it is in all its messy and imperfect glory.”
—Marco Livingstone, writing for Gilbert & George’s
2007 Tate Modern Exhibition
Gilbert & George make an impact. Their famed
gridded compositions formed from individually
framed prints cannot be denied on the gallery wall—
always striking and always monumental. The two
men, Gilbert Proesch and George Passmore have
produced groundbreaking works of art as a singular
entity ever since they both attended the St. Martin’s
School of Art in London in the late-1960s. By 1969
they had dropped their last names and became a
fully collaborative unit. As George put it: “one person
looks like a bloody silly artist. We always said that
two persons removed self-doubt. We can never have
self-doubt…Self-doubt is vanishing. As long as the
other one always says yes—and we always say yes
to each other. I think we share an enormous sense of
purpose. I think that’s our greatest strength.”
While the trappings of punk took hold of London in
the 1970s, Gilbert & George kept modest haircuts
and wore tailored suits—a look they’ve maintained
for decades. In the streets and in their art, the pair’s
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conservative dress serves as a sort of provocative
gesture in contrast to modern art’s sartorial
liberalism and exists in contrast to the sometimes
shocking imagery the pair employs. As Gustav
Flaubert said, “you should be regular and natural in
your lifestyle, like a bourgeois, so that you may be
violent and original in your work.”
Composed of sixteen red, black, and white panels
portraying the duo contrasted with an image taken
from the streets of their East End apartment, Day,
1978 is an exquisite emblem of Gilbert & George’s
highly sought-afer work produced in the late-1970s.
From their series titled 1978, which is comprised
of only twenty-one images, Day is one of the last
works produced by Gilbert & George to feature a red,
black, and white color scheme before converting to
the vibrant hues that characterize their proceeding
oeuvre. On the red palate, which they began to
employ in 1974, George refected, “we were looking
for a more aggressive, more powerful image. Red
has more strength than black...It’s louder.” Beyond
tonality, the 1978 series is also characterized by
imagery portraying a gritty, grafti laden, and
economically unbalanced vision of late-1970s
London. Resembling a Lewis Wickes Hine or Jacob
Riis photograph, the upper, black and white image
in Day, 1978, depicts four possibly transient men on
the street, their backs to the camera concealing any
identifying characteristics. Contrasted with this is
the duo’s hallmark enlarged self-portrait below in
red, the very opposite of anonymous, their faces and
identities irrefutable. Satirists, polemicists and regal
bad boys with a dress code, Gilbert & George’s work
is rousing, as George has commented; “life is already
a little bit diferent because our pictures exist.”
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17. Robert Mapplethorpe

1946-1989

Lisa Marie, 1987
Gelatin silver print.
48 x 40 in. (121.9 x 101.6 cm)
Signed, dated by Michael Ward Stout, Executor, in ink,
Robert Mapplethorpe copyright reproduction limitation
and signature stamp on the reverse of the fush-mount.
Number 2 from an edition of 2.
Estimate
$50,000-70,000
Provenance
Robert Miller Gallery, New York
Collection of Pedro Slim, Mexico
Sotheby’s, New York, 23 April 2003, lot 280
Private Collection, Los Angeles
Literature
Holborn, Levas, Mapplethorpe, n.p.
Musée Rodin, Mapplethorpe Rodin, p. 164

“If I had been born one or two hundred years ago, I
might have been a sculptor, but photography is a
very quick way to see, to make sculpture.”
Robert Mapplethorpe
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“I like large planes and spaces, areas
of texture and light, like deserts or
oceans or monumental places.”
Herb Ritts

18. Herb Ritts

1952-2002

Versace Dress, Back View, El Mirage, 1990
Gelatin silver print.
53 7/8 x 42 7/8 in. (137 x 108.9 cm)
Signed, titled, dated and numbered 6/12 in pencil on a
label afxed to the reverse of the fush-mount. One from
an edition of 12 plus 3 artist’s proofs.
Estimate
$100,000-150,000
Provenance
Staley-Wise Gallery, New York
Literature
Bulfnch Press, Herb Ritts: Work, n.p.
Fondation Cartier pour l’art contemporain, Herb Ritts, n.p.
High Museum of Art, Chorus of Light: Photographs from
the Sir Elton John Collection, p. 193
Martineau, Herb Ritts: L.A. Style, cover and pl. 1
Rizzoli, Herb Ritts: The Golden Hour, A Photographer’s
Life and His World, p. 16

Iconic fashion photographer Herb Ritts created
the breathtakingly dramatic Versace Dress, Back
View, El Mirage, 1990 for a Versace campaign
featuring supermodel Christy Turlington. Fanned
by a divine halo of black silk, Ritts captures
Turlington statuesquely posed on the El Mirage
Dry Lakebed, an arid landscape whose fat plane
could easily be the edge of the world. Ritt’s
stunning image marries the earthly elemental and
exacting abstraction—conjuring wind, light, and
earth, while pushing high contrast and fattening
sumptuous forms, revealing beauty’s mirage on
the empty desert plane.
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19. Irving Penn

1917-2009

Poppy: Burgundy, New York, 1968
Pigment print, printed 2006.
20 x 17 in. (50.8 x 43.2 cm)
Signed, initialed, titled, dated in ink, Condé Nast copyright
credit reproduction limitation, credit and edition stamps on
the reverse of the fush-mount. One from an edition of 20.
Estimate
$60,000-80,000
Provenance
Hamburg Kennedy Photographs, New York
Literature
Harmony, Irving Penn: Flowers, p. 14
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When Irving Penn began photographing fowers in
the 1960s, he approached them as he did his most
famous fashion images of the time—photographing
them in the studio, isolated against white backdrops
and, further, removed from any reference to the
garden in which they were grown. But his familiar
approach belied a blissful unfamiliarity with the
subject. Indeed, as he notes in his introduction
to Flowers, Penn found liberty in working with a
subject that was so foreign to him: “it has lef me
free to react with simple pleasure just to form and
color, without being diverted by considerations of
rarity or tied to the convention that a fower must be
photographed at its moment of unblemished, nubile
perfection.” The knowledge Penn may have lacked
in his subject matter is more than compensated by
his mastery in the studio with every detail from the
billowing edges of the poppy to the intricate rings
of its stamen meticulously captured by his lens.
Perhaps using the stages of the fower’s life as an
analogy for the passing seasons and the coming new
year, Penn’s fowers graced the pages of the holiday
issues of American Vogue from 1967-1973.
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20. Richard Avedon

1923-2004

Brigitte Bardot, hair by Alexandre, Paris, January 27, 1959
Gelatin silver print.
23 1/4 x 20 in. (59.1 x 50.8 cm)
Signed and numbered 33/35 in ink in the margin; title, date and
credit reproduction limitation stamps on the verso.
Estimate
$220,000-280,000
Provenance
Richard Avedon to the Richard Avedon Foundation, New York
Literature
‘Eyes on Paris and America’, Harper’s Bazaar, March 1959
Avedon and Capote, Observations, p. 106
Harry N. Abrams, Inc., Woman in the Mirror: Richard Avedon, n.p.
International Center of Photography and The Richard Avedon
Foundation, Avedon Fashion: 1944-2000, p. 87
Lahr, Performance: Richard Avedon, p. 65
Louisiana Museum of Modern Art, Richard Avedon Photographs
1946-2004, n.p.
Random House, Richard Avedon: Evidence 1944-1994, p. 20
Harper’s Bazaar España, July-August 2014, cover

“‘To get a satisfactory print,’ he [Avedon] said, his voice
tight with that intensity perfectionism induces, ‘one that
contains all you intended, is very ofen more difcult and
dangerous than the sitting itself. When I’m photographing,
I immediately know when I’ve got the image I really want.
But to get the image out of the camera and into the open
is another matter. I make as many as sixty prints of a
picture, would make a hundred if it would mean a fraction’s
improvement, [to] help show the invisible visible, the inside
outside.’” —Richard Avedon in conversation with Truman
Capote for the introduction to Observations
The brilliance of Richard Avedon’s portraits lies in the
efortless beauty and perfection of the print. So removing
the viewer from the meticulousness with which Avedon
approaches the image-making process, the focus is simply
on the sitter, and their likeness, as captured through
his masterful lens. In 1959, his subject was the French
bombshell, Brigitte Bardot who catapulted into the public
sphere in 1956 following the release of Et Dieu… Crea la
Femme (And God Created Woman). Thus, at the time this
portrait was taken, Bardot was quickly escalating to a new
peak with her career, and likewise, Avedon, about to reach
a 15 year anniversary at Harper’s Bazaar, was in the process
of creating his frst book, Observations, in which he would
include the recently taken portrait of Bardot as one of his
masterworks to date.
Brigitte Bardot, hair by Alexandre, Paris was shot in January
for inclusion in the March issue of Harper’s Bazaar, “Eyes on
Paris and America” with Bardot’s hair styled by the famed
Alexandre de Paris (Louis Alexandre Raimon) whose roster
of clients included Elizabeth Taylor, the Duchess of Windsor,
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and nearly every fashion house in Paris. Just as Avedon is
known to capture the essence of his sitters in his portraits,
Alexandre was quoted as saying, “[I aim] to recognize a
woman’s personality and match her hair to it.” To further
elevate the image, and bring the portrait “into the open”
Avedon double-exposed Bardot’s famous mane, already
styled in volumes by Alexandre, to create the appearance of
sudden movement, framing Bardot’s delicate facial features
in a cascade of swaying, rippling waves.
To add further appeal, Avedon chose to photograph
Bardot against a gray background, as opposed to his more
heavily utilized white seamless. On the selection of gray,
Avedon once commented, “With the tonal background,
you’re allowed the romance of a face coming out of the
dark.” Indeed, by using the gray background, which he
also selected for the portrait of the American icon, Marilyn
Monroe, in 1957, Avedon allows for an even more intimate
reading of the image with a high contrast focused on
Bardot’s most recognized features: the big hair, the luscious
lips, and the lined eyes with a seductive, commanding gaze.
His tightly cropped and straight-on portrait makes visible
the intensity of Bardot’s sensuality within.
The resulting, masterful portrait of Bardot was featured
as a full page image in Observations. So early in his career
and yet with nearly 15 years already at Harper’s the book
showcases a focus so intensely Avedon. In the conclusion
to the introduction Truman Capote writes, “We came to the
end of the last row, stopped, surveyed the gleaming feld of
black and white, a harvest ffeen years on the vine. Avedon
shrugged. ‘That’s all. That’s it. The visual symbols of what I
want to tell are in these faces.’”
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21. Albert Watson

b. 1942

Kate Moss, Marrakech, 1993
Uniquely toned archival pigment print, Diasec
mounted, printed later from the reverse side of the
original Polaroid.
56 x 42 in. (142.2 x 106.7 cm)
Signed and annotated in ink on the verso.
This print is AP 1 from an edition of
7 plus 1 artist’s proof.
Estimate
$30,000-50,000
Provenance
Acquired directly from the artist
Literature
Phaidon, Albert Watson, p. 87, variant
Sony, Frozen: A Retrospective by Albert Watson,
pl. 83 variant

In his recent series ‘ROIDS! (short for “Polaroids”),
Albert Watson revisited the original Polaroids from
some of his favorite photoshoots and enlarged
them into large-format prints, unretouched
maintaining all of their original patina and
charm. The present lot, Kate Moss, Marrakech,
1993 emerged from Watson’s reexamination
of these classic images. Combing through his
collection of Polaroids, Watson rediscovered the
original negative emulsion side of the Kate Moss
print, and decided to use this highly unusual,
typically discarded negative as the basis for the
stunning print. Uniquely toned and transformed
across printing processes, this striking portrait
represents Watson’s deep love and exploration
into all that the medium of photography has to
ofer. This print is a unique artist’s proof from a
sold out edition.
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“I see many, many layers of
representation worked one
upon another. When an image
is already very complex to
begin with, adding to it makes
it harder to read and a little
bit slower to interpret. So I
like images like that—slow
images. I’m a slow visual artist.
So I think I’m an artist of the
nineteenth century.”
Vik Muniz

22. Vik Muniz

b. 1961

Starry Night, afer Van Gogh from Pictures of
Magazines 2, 2012
Dye destruction print.
70 x 88 in. (177.8 x 223.5 cm)
Signed in ink, printed title, date and number 4/6 on a
gallery label afxed to the reverse of the fush-mount.
Estimate
$50,000-70,000
Provenance
Galerie Xippas, Paris

NY_PHOTO_OCT16_2-61_BL.indd 47

02/09/16 08:44

NY_PHOTO_OCT16_2-61_BL.indd 48

02/09/16 08:44

23. Thomas Ruf

b. 1958

Jpeg VS01, 2004
Chromogenic print, face-mounted to Plexiglas.
64 1/ 2 x 87 in. (163.8 x 221 cm)
Overall 73 x 95 1/4 in. (185.4 x 241.9 cm)
Signed, titled ‘VS01’, dated and numbered 2/3 in pencil
on the reverse of the fush-mount.
Estimate
$40,000-60,000
Literature
Aperture, Thomas Ruf: jpegs, n.p.

“Photography pretends. You can see
everything that’s in front of the camera,
but there’s always something beside it.”
Thomas Ruf
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Property of a Corporate Collection, New York

24. Richard Misrach

b. 1949

Untitled #451-03, 2003
Chromogenic print, fush-mounted.
52 x 121 in. (132.1 x 307.3 cm)
Signed, titled, dated and numbered 3/5 in ink on
a label afxed to the reverse of the frame.
Estimate
$40,000-60,000
Provenance
Marlborough Gallery, New York
Exhibited
Landscape Cityscape, Marlborough Gallery, New
York, 5-30 April 2005
Literature
Fraenkel Gallery, Richard Misrach: Chronologies,
front and back covers, inside front and back
spreads and pp. 123-124
Misrach, On the Beach, pl. 11
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“I’ve come to believe that
beauty can be a very powerful
conveyor of difcult ideas.”
Richard Misrach

The expansive images from Richard Misrach’s
On the Beach can initially be read as beautiful
and serene, but, infuenced by the events of
September 11th, the body of work is embedded
with deep introspection on the state of humanity
and its vulnerability. The series began in Hawaii
in 2002 where, from the omniscient vantage
point of his hotel balcony, he photographed the
beach and sea below. In Untitled #114-03 (lot 29)
and Untitled #451-03 (lot 24), both the sea and
sand are void of human life and it is this absence,
framed against the vastness of the landscape, that
Misrach uses to emphasize the fragility of life. The
impact of each photographs physical presence
both measuring approximately four by ten feet,
with crisp detail in every footprint and wave,
resonates with the viewer standing before them,
the reminder of the scope in which humanity lies in

NY_PHOTO_OCT16_2-61_BL.indd 51

the midst of everything else. The masterful level of
detail in these large scale works was obtained by
his dedication to using an 8 x 10 inch view camera,
allowing for the exquisite details to be captured
in the large format negatives and then scanned
digitally before fnalizing each work.
On the Beach, titled afer the 1950s Nevil Shute
novel and flm about a Cold War, post-apocalyptic
world also infuenced Misrach’s artistic vision with
how we confront and see humanity at its darkest
moments. As Misrach surmised “Paradise has
become an uneasy dwelling place; the sublime sea
frames our vulnerability, the precious nature of
life itself.” Both images from this powerful body
of work are sterling examples of Misrach’s oeuvre,
with his subject matter constantly exploring the
interaction with people and nature, and in form,
with his progressive techniques in large format
color photography.
The On the Beach series was exhibited at The Art
Institute of Chicago and The National Gallery of
Art in 2007-2008.
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“While trying to accommodate the
growing needs of an expanding,
and very thirsty civilization,
we are reshaping the Earth in
colossal ways.”
Edward Burtynsky

25. Edward Burtynsky

b. 1955

Pivot Irrigation #1, High Plains, Texas Panhandle, USA, 2011
Chromogenic print.
60 7/8 x 80 3/8 in. (154.6 x 204.2 cm)
Signed in ink, printed title, date and number 6/12 on an
artist’s label afxed to the reverse of the fush-mount.
Estimate
$30,000-50,000
Provenance
Acquired directly from the artist
Literature
Steidl, Edward Burtynsky: Water, p. 101

Edward Burtynsky’s aerial photographs from his
Water series are rooted in the complex, symbiotic,
and at times, destructive relationship we have
with the earth. This image taken over the Texas
panhandle, optically transforms the large pivot
irrigation sprinklers into an abstracted geometric
tableau, a perfectly weighted composition
created by the sprinklers paths and division in the
crops and farmland below. The subject of pivot
irrigation speaks to a larger discourse surrounding
the heavy demands on agriculture and supply
of water in our world today. Just as he has done
with his other subjects- from oil to manufacturing
centers- here Burtynsky presents a carefully
composed work brimming with a deeper
environmental commentary.
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26. Peter Beard

b. 1938

Lion Pride from The End of the Game, 1976
Gelatin silver print with ink, blood and afxed
gelatin silver and Polaroid prints, executed later.
19 1/ 2 x 23 3/4 in. (49.5 x 60.3 cm)
Overall 30 x 40 in. (76.2 x 101.6 cm)
Signed, dated and extensively annotated in ink on
the recto.
Estimate
$60,000-80,000
Provenance
Peter Beard Studio, New York
Literature
Bowermaster, The Adventures and Misadventures
of Peter Beard in Africa, front and back interior
cover spreads.
Taschen, Peter Beard, pl. 188
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Visceral, masculine and captivating, this
unique photographic collage by Peter Beard
perfectly demonstrates his mastery of
pushing photography to the edge. Blurring the
boundaries between photography, painting
and collage, the present lot combines Beard’s
incredible portrait of a pride of lions, taken in
1976 in Tanzania, with additional photographs
from his long and storied career, afxed along
the margins. The collage is then embellished
with animal blood that he used to frame the
central image with his hand, the mark of which
is seen along the lower right edge.
Beard’s unique practice of revisiting images of
wildlife taken while living in Africa, beginning
in the 1960s, and re-presenting them as
assemblages, has given his images a new
life, ofering a contemporary context for his
dynamic work.
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27. Peter Beard

b. 1938

Turkana, Ferguson’s Gulf Spit, Croc-Leg Soup, 1964-1965
Gelatin silver print with ink and watercolor, executed later.
18 x 24 1/4 in. (45.7 x 61.6 cm)
Overall 29 x 36 1/ 2 in. (73.7 x 92.7 cm)
Signed, titled and dated in ink on the recto.
Estimate
$40,000-60,000
Provenance
The Time is Always Now, New York
Private Collection, Paris
Private Collection, New York
Literature
Tachen, Peter Beard, pl. 211, variant, there dated ‘1968’

In the early 1960s, enchanted with his earlier
visits to Africa, Peter Beard purchased 45 acres
of land in Kenya, just outside of Nairobi and
adjacent to Karen Blixen’s former plantation. The
sprawling property became Hog Ranch, Beard’s
personal oasis in his adopted home.
The Hog Ranch Art Department, a changing
group of local artists with whom Beard would
collaborate on his photographic collages,
ofcially began in 1962 when Beard invited
Blixen’s house manager, Kamante Gatura to live
with him at the ranch. As we see in the present
lot, the combination of Beard’s powerful black
and white portraits- which isolate the fgures
against a barren background- paired with the
colorful, fantastical drawings of his Hog Ranch
collaborators, result in a visually stunning work
that speaks to the rich and vibrant culture that
lured Beard to Africa decades ago.
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28. Sebastião Salgado

b. 1944

Southern Right Whale, Navigating in the Golfo Nuevo,
Valdés Peninsula, Argentina, 2005
Gelatin silver print, printed 2014.
70 1/ 2 x 96 1/ 2 in. (179.1 x 245.1 cm)
Signed, titled ‘Argentina’ and dated in pencil on the
reverse of the fush-mount.
Estimate
$90,000-100,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Taschen, Sebastião Salgado: Genesis, p. 40

“We worked for over eight years—I say ‘we’
because my wife was with me most of the
time—and I photographed the nature, I
photographed the other animals, and
I discovered that everything is alive. A
landscape is alive; this mountain is as alive
as I am; all of these trees are as alive as I
am—very alive, very rational. They are
inside a live system that includes them.
And that, for me, during those eight years,
was the fabulous discovery of Genesis.”
Sebastião Salgado
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Property of a Corporate Collection, New York

29. Richard Misrach

b. 1949

Untitled #114-03, 2003
Chromogenic print, fush-mounted.
48 x 119 in. (121.9 x 302.3 cm)
Signed, titled, dated and numbered 2/5 in ink on a label
afxed to the reverse of the frame.
Estimate
$40,000-60,000
Provenance
Fraenkel Gallery, San Francisco
Literature
Misrach, On the Beach, pl. 35
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Morning session, 11am, lots 30–162
30. Henri Cartier-Bresson

1908-2004

Rue Moufetard, Paris, 1954
Gelatin silver print, printed later.
14 x 9 1/ 2 in. (35.6 x 24.1 cm)
Signed in ink and copyright credit blindstamp in the margin.
Estimate
$15,000-20,000
Provenance
Lumina Gallery (Yancey Richardson), New York
Literature
Galassi, Henri Cartier-Bresson: The Man, the Image and the
World, pl. 65
Galassi, Henri Cartier-Bresson: The Modern Century, pl. 65
Montier, Henri Cartier-Bresson and the Artless Art, p. 157
Thames & Hudson, Henri Cartier-Bresson: Photographer,
pl. 140

31. Henri Cartier-Bresson

1908-2004

Hyères, France, 1932
Gelatin silver print, printed later.
9 1/ 2 x 14 in. (24.1 x 35.6 cm)
Signed in ink and copyright credit blindstamp in the margin.
Estimate
$10,000-15,000
Literature
Galassi, Henri Cartier-Bresson: The Early Work, p. 100
Galassi, Henri Cartier-Bresson: The Man, the Image and the
World, pl. 76
Thames & Hudson, Henri Cartier-Bresson: Europeans, p. 22
Bulfnch, On the Art of Fixing a Shadow: One Hundred and
Fify Years of Photography, p. 237
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32. Helen Levitt

1913-2009

New York (two children dancing), circa 1940
Gelatin silver print, printed later.
12 1/ 2 x 8 5/8 in. (31.8 x 21.9 cm)
Signed, titled ‘N.Y.’ and dated in pencil on the verso.
Estimate
$4,000-6,000
Provenance
Jackson Fine Art, Atlanta
Literature
powerHouse Books, Helen Levitt: Crosstown, p. 51

33. Helen Levitt

1913-2009

New York (three girls play dress up), circa 1940
Gelatin silver print, printed later.
7 7/8 x 11 1/4 in. (20 x 28.6 cm)
Signed, titled ‘N.Y.’ and dated in pencil on the verso.
Estimate
$5,000-7,000
Provenance
Fraenkel Gallery, San Francisco
Literature
powerHouse Books, Helen Levitt: Crosstown, p. 56

34. Lewis Wickes Hine

1874-1940

New York City, circa 1910
Gelatin silver print, printed 1930s.
5 x 7 in. (12.7 x 17.8 cm)
‘Interpretive Photography’/‘Hastings on Hudson’ credit
stamp on the verso.
Estimate
$4,000-6,000
Provenance
Howard Greenberg Gallery, New York
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35. Margrethe Mather

1885-1952

Richard Buhlig, 1922
Platinum print.
9 3/8 x 7 1/8 in. (23.8 x 18.1 cm)
Signed, dated in pencil and inscribed in ink on the mount.
Estimate
$8,000-12,000
Provenance
Paul Kopeikin Gallery, Los Angeles

Margrethe Mather’s gorgeous depiction of the
pianist Richard Buhlig is a deeply sensitive portrait
of masculine beauty bowed in thought, made the
same year as Imogen Cunningham’s famous portrait
of Mather with her artistic collaborator and studio
mate Edward Weston (lot 37). It has been said that
the freethinking Mather was the initial inspiration
for Weston’s transition from a conventional studio
portrait photographer (when she met him in 1913)
to an experimental artist. Indeed, by 1917, both
photographers began to use the drama of shadows to
artistically intensify their images.
In this portrait of Buhlig, who performed the American
premiere of Arnold Schoenberg’s Opus 11 as well as
works by other European modernists including Béla
Bartók and Claude Debussy, Mather alludes to the
depth of her subject’s personal talent through her
up-close composition and her emotionally dramatic
use of light and shadow. Buhling and his lover Henry
Cowell (the American modernist composer) were
introduced to Mather by a mutual friend Billy Justema,
whom Mather worked with closely. Her last great
photographs were portraits she made of Justema and
his circle of artistic friends.

36. Berenice Abbott

1898-1991

Tri-Borough Bridge, 125th Street Approach, Manhattan, 1937
Gelatin silver print.
9 3/8 x 6 3/4 in. (23.8 x 17.1 cm)
Titled, dated, annotated in pencil and Federal Art Project
‘Changing New York’ credit stamp on the verso.
Estimate
$6,000-8,000
Provenance
Acquired directly from the artist
By descent to the present Private Collection, Chapel Hill
Literature
Dover Publications, New York in the Thirties: As Photographed
by Berenice Abbott, pl. 85
Yochelson, Berenice Abbott: Changing New York, pl. 11
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37. Imogen Cunningham

1883-1976

Edward Weston and Margrethe Mather, 1922
Gelatin silver print.
9 1/4 x 7 3/8 in. (23.5 x 18.7 cm)
Signed, dated in pencil on the mount; printed credit
label on the reverse of the mount.
Estimate
$20,000-30,000
Literature
Dater, Imogen Cunningham: A Portrait, pl. 13
Gates Warren, Margrethe Mather & Edward Weston: A
Passionate Collaboration, cover

In 1922, Imogen Cunningham and her husband Roi
Partridge stayed at the home of Flora and Edward
Weston. While Partridge was working on an exhibition
of his etchings, Cunningham joined Margrethe Mather
and Edward Weston in their studio next to Weston’s
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home, and took a series of portraits of the two cohorts.
The photograph being ofered was Cunningham’s
favorite of the day.
Weston wrote in his Daybooks that Mather was “the
frst important person’’ in his life. They met in 1913 in
the Los Angeles area at a time Weston was married
with children and ran a portrait studio on the grounds
of his home. Mather meanwhile, was a freethinking
self-taught photographer who travelled in a bohemian
circle of artists, writers, and actors, many of whom
were advocates of social and political change. First
she was his model, but as with Tina Modotti, she soon
became his artistic collaborator, and in 1921 Weston
and Mather went as far as both signing a group of
photographs that came out of the Glendale studio.
The present lot artfully shows Edward Weston draped
in shadow, veiling his expression, with Mather leaning
back upon his shoulder - temple, hair and hands
captured as delicate highlights
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38. Man Ray

1890-1976

30 Rockefeller Plaza (RCA Building), 1936
Gelatin silver print.
9 x 6 3/4 in. (22.9 x 17.1 cm)
Signed in ink on the recto; signed, annotated
‘architecture’, dated in ink on the verso; annotated ‘N.Y.’
and dated in pencil on the mount.
Estimate
$8,000-12,000
Provenance
Private Collection, New York

An additional print of this image is in the
collection of the Metropolitan Museum of Art,
New York.

39. Alfred Stieglitz

1864-1946

The Steerage, circa 1907
Photogravure from Camera Work, printed on
Japanese tissue.
7 3/8 x 5 7/8 in. (18.7 x 14.9 cm)
Estimate
$5,000-7,000
Provenance
G. Ray Hawkins Gallery, Los Angeles
Literature
Camera Work, October 1911, Number 36
Stieglitz, 291, September-October 1915
Bulfnch Press, Alfred Stieglitz, pl. 18
Green, A Critical History of American Photography, p. 195
Greenough, Alfred Stieglitz: The Key Set, Volume One,
cat. nos. 310-314
Margolis, Alfred Stieglitz, Camera Work: A Pictorial
Guide, p. 100
Norman, Alfred Stieglitz: An American Seer, pl. XVI
Taschen, Photo Icons: The Story Behind the Pictures,
Volume 1, p. 135
The Museum of Fine Arts, Boston, Alfred Stieglitz:
Photographer, pl. 8
Whelan, Alfred Stieglitz: A Biography, Photography,
Georgia O’Keefe, and the Rise of the Avant-Garde in
America, n.p.
Artforum, ‘On the Invention of Photographic Meaning’,
January 1975, p. 36
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40. Vik Muniz

b. 1961

The Steerage, afer Stieglitz from Pictures of
Chocolate, 2000
Dye destruction print.
37 x 29 1/ 2 in. (94 x 74.9 cm)
Signed, titled, dated and numbered AP 2/3 in ink on
a gallery label afxed to the reverse of the frame. One
from an edition of 3 plus 3 artist’s proofs.

Provenance
Galerie Xippas, Paris
Alan Koppel Gallery, Chicago
Literature
Capivara, Vik Muniz: Obra Completa 1987-2009, p. 239

Estimate
$20,000-30,000
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41. Walker Evans

1903-1975

Selected images from Walker Evans,
circa 1930-1936
Seven gelatin silver prints, printed 1971.
Varying dimensions from 6 1/ 2 x 4 5/8 in. (16.5 x
11.7 cm) to 7 x 9 1/4 in. (17.8 x 23.5 cm)
Each signed, sequentially numbered and
numbered 43/100 in pencil on the mount.
Estimate
$10,000-15,000

42. Walker Evans

Literature
Mora, Walker Evans: The Hungry Eye, pp. 148,
154, 192, 197
Steidl, Walker Evans: Lyric Document, pp. 64-65,
145, 154
Galerie Thomas Zander, Walker Evans: New
Translations and Vintage Prints, p. 17
Harcourt Brace & Company, Something
Permanent, p. 36, detail

Titles include: Minstrel Show Bill, circa
1930s; New England Portuguese Bedroom,
1930; Joe’s Auto Graveyard, Bethlehem,
Pennsylvania, 1936; Child’s Grave, circa
1930s; Farmhouse, Westchester County, NY,
1931; Martha’s Vineyard, 1931; Birmingham
Steel Mill and Worker’s Houses, 1936

1903-1975

Selected images from Walker Evans: Selected
Photographs, 1930-1936
Five gelatin silver prints, printed 1974.
Varying dimensions from 8 x 10 1/ 2 in. (20.3 x
26.7 cm) to 15 3/8 x 11 3/4 in. (39.1 x 29.8 cm)
Each signed and numbered 59/75 in pencil on
the mount.

Literature
Harcourt Brace & Company, Something
Permanent, p. 49
Chevrier and L’Archneen, Walker Evans dans le
temps et dans l’histoire, p. 61
Fundación Mapfre, Walker Evans, pl. 38
Greenough, National Gallery of Art, Walker Evans:
Subways and Streets, pl. 17
Mora, Walker Evans: The Hungry Eye, pp. 131, 165, 175
Steidl, Walker Evans: Lyric Document, pp. 131, 197

Estimate
$7,000-9,000

Titles include: Breakfast Room at
Belle Grove Plantation, White Chapel,
Louisiana, 1935; Minstrel Poster, Alabama,
1936; Kitchen Wall, Alabama Farmstead,
1936; Stamped Tin Relic, 1930; Ruin of
Tabby (Shell) Construction, St. Mary’s,
Georgia, 1936
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43. Dorothea Lange

1895-1965

Funeral Cortege, End of an Era in a Small Valley
Town, 1938
Gelatin silver print, printed circa 1950s.
11 x 10 1/ 2 in. (27.9 x 26.7 cm)
‘1163 Euclid Avenue’ credit stamp on
the verso.
Estimate
$20,000-30,000
Literature
Aperture Foundation, Dorothea Lange:
Photographs of a Lifetime, p. 55
Bulfnch Press, Dorothea Lange: The Heart and
Mind of a Photographer, p. 148
Davis and Abrams, The Photographs of Dorothea
Lange, p. 52
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44. Margaret Bourke-White

1904-1971

Cofee Picker, São Martinho, Brazil, 1936
Gelatin silver print.
13 1/ 2 x 10 in. (34.3 x 25.4 cm)
Signed in pencil on the mount; titled in
pencil by the artist, titled and dated in an
unidentifed hand in pencil on the reverse
of the mount.
Estimate
$4,000-6,000

45. Dorothea Lange

1895-1965

Pea Contractor, Nipomo, California, 1930s
Gelatin silver print.
7 1/ 2 x 6 in. (19.1 x 15.2 cm)
Titled ‘Transient’ in pencil on the verso.
Estimate
$4,000-6,000
Literature
San Francisco Museum of Modern Art/
Chronicle Books, Dorothea Lange: American
Photographs, pl. 26
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46. Walker Evans

1903-1975

Company Houses and Filling Station on
Scotts Run, Vicinity of Morgantown,
West Virginia, 1935
Gelatin silver print, printed before 1970.
7 5/8 x 9 5/ 3 in. (19.4 x 27.1 cm)
Signed in pencil on the verso.
Estimate
$8,000-12,000
Provenance
Carlton Gallery, New York, 1978
Phillips de Pury & Company, New York,
28 April 2005, lot 165
Literature
Da Capo Press, Walker Evans:
Photographs for the Farm Security
Administration 1935-1938, pl. 11
The Metropolitan Museum of Art,
Walker Evans, p. 71

47. Dorothea Lange

1895-1965

Selected images, 1941-1942
Four gelatin silver prints, one printed later.
Each approximately 7 1/ 2 x 9 1/ 2 in.
(19.1 x 24.1 cm) or the reverse
Each with various notations in pencil
and/or ink on the verso.
Estimate
$7,000-9,000
Provenance
From the Collection of John Dixon, the
photographer’s son

Titles include: Star in Window
with Red Cross War Fund Sticker,
Richmond California, 1942; First
National Bank, ‘Keep the Airplanes
Flying - Be Patriotic - Leave Your
Aluminum Here ? For Defense’,
California, 1941; Greyhound Signage,
Oakland, California, 1941; Prophecy
Tabernacle: Astounding Prophecies
of the Bible made Plain, Tuesday
and Thursday at 7:30pm, 1941

NY_PHOTO_OCT16_62-107_BL.indd 71

02/09/16 09:41

48. Frederick Sommer

1905-1999

Virgin and Child with St. Anne and the Infant
St. John, 1966
Gelatin silver print, printed later.
9 1/4 x 6 7/8 in. (23.5 x 17.5 cm)
Signed, titled and dated in pencil on the reverse
of the mount.
Estimate
$7,000-9,000
Provenance
Christie’s, New York, 18 April 2002, lot 187
Literature
Center for Creative Photography, Sommer:
Words/Images, pl. 38

49. Frederick Sommer

1905-1999

The Anatomy of a Chicken, 1939
Gelatin silver print, printed later.
9 1/ 2 x 7 1/ 2 in. (24.1 x 19.1 cm)
Signed and dated in pencil on the reverse of the
mount.
Estimate
$7,000-9,000
Provenance
Pace/MacGill Gallery, New York
Literature
Lyons and Cox, The Art of Frederick Sommer:
Photography, Drawing, Collage, p. 37
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50. Ansel Adams

1902-1984

Frozen Lake and Clifs, Sierra Nevada, California, 1927
Gelatin silver print, printed later.
10 1/4 x 13 1/4 in. (26 x 33.7 cm)
Signed in pencil on the mount; titled, dated in an
unidentifed hand in ink and ‘Route I Box 181 Carmel’
credit stamp on the reverse of the mount.
Estimate
$8,000-12,000

51. Ansel Adams

Literature
Adams, Examples: The Making of 40 Photographs, p. 10
Adams, Yosemite and the Range of Light, pl. 27
Alinder, Ansel Adams: 1902-1984, p. 12
Newhall, Ansel Adams: The Eloquent Light, pp. 168-169
Stillman, Ansel Adams: 400 Photographs, p. 93
Stillman, Ansel Adams in the National Parks, p. 10
Stillman, Looking at Ansel Adams: The Photographs and
the Man, p. 71
Szarkowski, Ansel Adams at 100, pl. 32

1902-1984

Dead Tree, Sunset Crater National Monument,
Arizona, 1947
Gelatin silver print from Portfolio II, The National
Parks and Monuments, printed 1950.
9 5/8 x 7 1/ 2 in. (24.4 x 19.1 cm)
Signed in pencil on the mount; numbered 11, 53 in
pencil and Portfolio II credit reproduction limitation
stamp on the reverse of the mount.
Estimate
$3,000-5,000
Provenance
Alinder Gallery, Gualala, CA
Literature
Little, Brown and Company, Ansel Adams: 400
Photographs, p. 159
Szarkowski, The Portfolios of Ansel Adams, pl. 11
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52. Berenice Abbott

1898-1991

New York Portfolio III
New York: Parasol Press Ltd., 1979. Twelve gelatin
silver prints.
Each approximately 18 3/4 x 14 7/8 in. (47.6 x 37.8 cm) or
the reverse.
Each signed and lettered ‘A’ in pencil on the mount;
credit reproduction limitation stamp on the reverse of
the mount. Title page. Colophon. One from an edition
of 65, numbered 1 through 60 and lettered sequentially
‘A-E’. Enclosed in a cloth clamshell case.
Estimate
$15,000-25,000
Provenance
Martina Hamilton Gallery, New York
Literature
Abbott, New York in the Thirties, pls. 3, 17, 26, 27, 28,
36, 51, 57, 84
Commerce Graphics, Berenice Abbott, n.p., various
plates
Finley, Berenice Abbott, n.p., various plates
O’Neal, Berenice Abbott: American Photographer, pp.
106, 115, 116, 133, variant, 144, 161
Photo Poche, Berenice Abbott, pls. 19, 45, 49, variant
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Yochelson, Berenice Abbott: Changing New York, pls. 3,
7, 9, 21, 30, 33, 34, 35, variant, 47, p. 376
Davis, An American Century of Photography: From DryPlate to Digital, pl. 242
Rosenblum, A History of Women Photographers, p. 176

Titles include: Gunsmith and Police Department
Headquarters, 6 Centre Market Place, February,
1937; Tri-Boro Barber School, 264 Bowery
Between East Houston and Price Streets, October
4, 1934; Treasury Building from J. P. Morgan’s
Ofce, 1936; Greyhound Bus Terminal, 33rd
and 34th Streets Between Seventh and Eighth
Avenues, July 14, 1936; Department of Dock’s
Building, Pier A, May 5, 1936; Cheese Shop, 276
Bleecker Street, February 2, 1937; Rothman’s
Pawn Shop, 149 Eighth Avenue, May 18, 1938;
Snuf Shop, 113 Division Street, January 26, 1938;
Columbus Circle, Broadway, Central Park West
and 59th Street, February 10, 1936; Gasoline
Station, Tremont Avenue and Dock Street, July 2,
1936; Summer Healey Antique Shop, 942 Third
Avenue Near 57th Street, October 8, 1936; and
Brooklyn Bridge, Pier 21, Pennsylvania Road,
March 23, 1937
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53. Bruce Davidson

b. 1933

Brooklyn Gang, Coney Island, New York, 1959
Gelatin silver print, printed later.
9 1/ 2 x 12 3/4 in. (24.1 x 32.4 cm)
Signed in pencil on the verso.
Estimate
$3,000-5,000

54. Helen Levitt

1913-2009

New York (broken mirror), circa 1942
Gelatin silver print, printed later.
17 5/8 x 12 in. (44.8 x 30.5 cm)
Signed in pencil on the verso.
Estimate
$4,000-6,000
Provenance
Jackson Fine Art, Atlanta
Literature
Agee, A Way of Seeing: Photographs by Helen Levitt, p. 63
powerHouse Books, Helen Levitt: Crosstown, p. 63
San Francisco Museum of Modern Art, Helen Levitt, pl. 30
and pp. 2 and 61

55. Leon Levinstein

1913-1988

Handball players, Houston Street, New York, 1970
Gelatin silver print, printed later.
18 1/4 x 15 1/ 2 in. (46.4 x 39.4 cm)
Credit stamp on the verso.
Estimate
$3,000-5,000
Provenance
Howard Greenberg Gallery, New York
Literature
Shamis, The Moment of Exposure: Leon Levinstein, p. 74
Stourdzé, Leon Levinstein: Obsession, p. 105
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56. Ruth Bernhard

1905-2006

Classic Torso with Hands, 1952
Gelatin silver print, printed later.
13 5/8 x 10 5/8 in. (34.6 x 27 cm)
Signed in pencil on the mount; signed, titled, dated
in pencil and copyright credit reproduction limitation
stamp on the reverse of the mount.
Estimate
$4,000-6,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Mitchell, Ruth Bernhard: Between Art & Life, p. 100

57. Brett Weston

1911-1993

Holland Canal, 1971
Gelatin silver print, printed later.
13 3/4 x 10 3/4 in. (34.9 x 27.3 cm)
Signed and dated in pencil on the mount.
Estimate
$8,000-12,000
Literature
Aperture, Brett Weston: Photographs from Five
Decades, pl. 44
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58. Brett Weston

1911-1993

Untitled (Hand and Ear of Ramiel McGehee), 1929
Gelatin silver print, printed later.
7 3/8 x 9 1/ 2 in. (18.7 x 24.1 cm)
Signed and dated in pencil on the mount.
Estimate
$25,000-35,000
Provenance
Robert K. Byers, Carmel, CA acquired directly from
the artist
Literature
Aperture, Brett Weston: Voyage of the Eye, p. 93
Oklahoma City Museum of Art and The Phillips
Collection, Brett Weston: Out of the Shadow, pl. 48
Photography West Graphics, Brett Weston: Master
Photographer, pl. 8
San Francisco Museum of Modern Art, Brett Weston
Photographs: 1925-1930 and 1980-1982, p. 9
Heyman, Seeing Straight: The f.64 Revolution in
Photography, pl. 70
Tucker, Group f.64, p. 45
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In 1929, the same year Edward and Brett
Weston opened their portrait studio in Carmel,
California, Brett took this compelling image of
close family friend Ramiel McGehee. McGehee,
a writer, was a very good and trusted friend
of Edward’s and as Weston described in his
Daybooks “He alone from out of the potpourri
of friends and acquaintances has emerged a
defnite clear-cut fgure from whom I cannot
part…” Another print of this image is in the San
Francisco Museum of Modern Art.
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59. Henri Cartier-Bresson

1908-2004

Gardens of the Palais Royal, Paris, France, 1961
Gelatin silver print.
7 x 4 1/ 2 in. (17.8 x 11.4 cm)
Signed and inscribed in ink on a placard; titled
‘Palais Royal, Paris’ and dated in an unidentifed
hand in pencil on the reverse of the mount.
Estimate
$25,000-35,000

Provenance
Gifed by the artist to Hank Herny
(Advertising Manager for Simmon-Omega);
by descent to his son
Private Collection, California
Phillips, New York, 2 October 2012, lot 22
Literature
Bulfnch Press, Henri Cartier-Bresson: City
and Landscapes, pl. 66
Montier, Henri Cartier-Bresson and the Artless
Art, pl. 95

Actual size
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60. Brassaï (Gyula Halász)

1899-1984

61. Brassaï (Gyula Halász)

1899-1984

Soirée at Chartres, 1933-1934
Gelatin silver print.
9 5/8 x 7 1/8 in. (24.4 x 18.1 cm)
Signed, titled, dated, annotated ‘Tirage par Brassaï’
by Madame Gilberte Brassaï in pencil and copyright
credit stamp on the verso.

Matisse and Model, 1939
Gelatin silver print.
10 x 8 5/8 in. (25.4 x 21.9 cm)
‘81, Rue du Faubourg St-Jacques’ credit stamp, titled
and variously annotated in unknown hands in pencil and
ink on the verso.

Estimate
$18,000-22,000

Estimate
$20,000-30,000

Provenance
From the Collection of Madame Gilberte Brassaï
Edwynn Houk Gallery, New York
Phillips de Pury & Company, New York, 2 October
2012, lot 140

Provenance
Jane Corkin Gallery, Toronto
Phillips de Pury & Company, New York, The Arc of
Photography: A Private East Coast Collection, 4 October
2011, lot 242
Literature
Brassaï, The Artists of my Life, pl. 130
Bulfnch Press, Brassaï: The Monograph, p. 25
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62. Man Ray

1890-1976

Au Cabaret du Ciel, 1927
Gelatin silver print, printed afer 1930.
7 x 8 7/8 in. (17.8 x 22.5 cm)
Titled, dated, annotated ‘Arp, Aragon, Coppen
[sic], Sadoul, Goemans, Breton, Unik, Tanguy,
Crevel, Mégret’ in pencil and ‘8 rue du Val-deGrace’ credit stamp on the verso.
Estimate
$10,000-15,000
Provenance
Calmels Cohen, Paris, André Breton - 42, rue
Fontaine: Photographies, 16 April 2003, lot 5268
Phillips de Pury & Company, New York, The
Arc of Photography: A Private East Coast
Collection, 4 October 2011, lot 230
Literature
Thames & Hudson, Man Ray Photographs, pl.
20 there titled and dated Le Paradis, 1929

63. Paul Outerbridge, Jr.

1896-1958

Four Glass Elephants, 1924
Platinum print.
3 1/8 x 8 in. (7.9 x 20.3 cm)
Signed and dated in pencil on the mount;
titled, dated and Estate credit stamp on the
reverse of the mount.
Estimate
$12,000-18,000
Literature
Laguna Beach Museum of Art, Paul
Outerbridge: A Singular Aesthetic (Catalogue
Raisonne), p. 167
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64. Man Ray

1890-1976

Countess Celani at the Bal Blanc, 1930
Gelatin silver print.
8 7/8 x 5 3/8 in. (22.5 x 13.7 cm)
Signed and annotated ‘Paris’ in pencil on the
mount; ‘31 bis Rue Campagne Première’ credit
stamp on the reverse of the mount.

Provenance
Fleischmann Vintage Works, Zurich
Phillips, New York, 3 April 2013, lot 175
Literature
Galerie Zur Stockeregg, Thirty Years: 19792009, pl. 21

Estimate
$25,000-35,000
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65. André Kertész

1894-1985

Washington Square, 1966
Gelatin silver print.
9 1/ 2 x 6 3/8 in. (24.1 x 16.2 cm)
Signed, dated in pencil and credit stamp on the verso.
Estimate
$12,000-18,000
Provenance
Estate of the artist
Private Collection
Exhibited
National Gallery of Art, Washington,
6 February-15 May 2005
Los Angeles County Museum of Art,
12 June-5 September 2005
Jeu de Paume, Paris, 28 September 2010-6 February 2011
Fotomuseum, Winterthur, 26 February -15 May 2011
Martin-Gropius-Bau, Berlin, 11 June-11 September 2011
Magyar Nemzeti Muzeum, Budapest,
30 September-21 December 2011
Literature
Borhan, André Kertész: His Life and Work, p. 303
Grossman Publications, Washington Square, back cover
Jeu de Paume, André Kertész, p. 268
National Gallery of Art, André Kertész, pl. 103

66. André Kertész

1894-1985

Montparnasse, Square Jolivet, 1927
Gelatin silver print, printed later.
9 3/4 x 7 3/4 in. (24.8 x 19.7 cm)
Signed, titled and dated in pencil on the verso.
Estimate
$8,000-12,000
Provenance
Halsted Gallery, Michigan
Acquired from the above by Robert A. Taub, 1977
Literature
Éditions D’Histoire et D’Art, Paris Vu Par André
Kertész, n.p.
J.J. Augustin, Day of Paris: Photographs by Andre
Kertesz, p. 131
Thames & Hudson, André Kertész: Of Paris and
New York, p. 147

Robert A. Taub, a former Vice-President of
the Ford Motor Company Fund, was largely
responsible for bringing the Ford Motor
Company Collection of Photography to the
Metropolitan Museum of Art.
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67. André Kertész

1894-1985

Fishermen Behind Notre Dame, Paris, 1925
Gelatin silver print, printed 1930s.
9 1/8 x 5 3/4 in. (23.2 x 14.6 cm)
Signed twice, dated in pencil, ‘307 E. 44th St.,
New York, Murray Hill’ copyright credit stamp
(address crossed out in pencil) and various
printer’s notations in pencil on the verso.
Estimate
$30,000-50,000
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Provenance
Allan Frumkin Gallery, Chicago
Private Collection, New York
Phillips de Pury & Company, New York, The Face of
Modernism: A Private West Coast Collection, 4 April
2012, lot 2
Literature
Borhan, André Kertész: His Life and Work, p. 98
Éditions D’Histoire et D’Art, Paris Vu Par André
Kertész, frontispiece
Kertész, J’aime Paris: Photographs Since the
Twenties, p. 14
National Gallery of Art, André Kertész, fg. 23
Quasha, Paris in the Twenties and Thirties, p. 2
Thames & Hudson, André Kertész: Of Paris and New
York, p. 130
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68. Henri Cartier-Bresson

1908-2004

Roman Amphitheater, Valencia, Spain, 1933
Gelatin silver print, printed later.
11 3/4 x 17 5/8 in. (29.8 x 44.8 cm)
Signed in ink and copyright credit blindstamp in the margin.
Estimate
$8,000-12,000
Provenance
Halsted Gallery, Michigan
Literature
Galessi, Henri Cartier-Bresson: The Early Work, pp. 41, 127
Cartier-Bresson, Pacifc Press Service, Henri CartierBresson, pl. 7
Thames & Hudson, Henri Cartier-Bresson: Scrapbook, pl. 77,
there titled Sliding doors of the bullfght arena
New York Graphic Society, Henri Cartier-Bresson:
Photographer, pl. 20

69. André Kertész

1894-1985

Mondrian’s Glasses and Pipe, Paris, 1926
Gelatin silver print, printed later.
7 7/8 x 9 3/4 in. (20 x 24.8 cm)
Signed, titled ‘Paris’ and dated in pencil on the verso.
Estimate
$6,000-8,000
Literature
Thames & Hudson, André Kertész: Of Paris and New
York, p. 127
Harry N. Abrams, Inc., André Kertész: A Lifetime of
Perception, p. 127

70. Willy Ronis

1910-2009

Le Nu Provencal, 1949
Gelatin silver print, printed 2005.
12 3/4 x 10 1/4 in. (32.4 x 26 cm)
Signed in ink in the margin; titled, dated in pencil and
copyright credit stamp on the verso.
Estimate
$3,000-5,000
Literature
Hamilton, Willy Ronis: Photographs 1926-1995, pl. 39
Photo Poche, Willy Ronis, pl. 22
Taschen, Willy Ronis, p. 181
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71. Josef Sudek

1896-1976

View of my Garden, n.d.
Gelatin silver print.
11 1/4 x 9 in. (28.6 x 22.9 cm)
Signed in pencil in the margin; titled in Czech in pencil
and 1967 Interfoto Festival label afxed to the verso.
Estimate
$7,000-9,000

72. Joseph Sudek

1896-1976

At the Janacek’s, 1948
Gelatin silver print.
6 1/4 x 4 1/ 2 in. (15.9 x 11.4 cm)
Signed and annotated in Czech in pencil on the verso.
Estimate
$4,000-6,000
Literature
Peter Fetterman Gallery, Santa Monica
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73. Willy Ronis

1910-2009

Willy Ronis
Gardanne, France: l’Imprimerie ESMENJAUD, 1985.
Twelve gelatin silver prints.
10 x 9 in. (25.4 x 22.9 cm)
12 1/4 x 8 3/4 in. (31.1 x 22.2 cm)
Each signed, sequentially numbered ‘1-12’ in ink in the
margin. Colophon signed, numbered 6 in pencil; plate list
and essay by Bertrand Eveno. Contained in a green linen
clamshell case with printed name plate. Number 6 from an
edition of 50 plus 5 lettered artist’s proofs.
Estimate
$10,000-15,000
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Literature
Hamilton, Willy Ronis: Photographs 1926-1995, cover, back
cover, pls. 25, 39, 74, 85, 98
Photo Poche, Willy Ronis, cover, pls. 20, 22, 31, 36, 43,
Taschen, Willy Ronis, back cover, pp. 41, 63, 69, 114, 181, 187

Titles include: Vincent aéromodéliste, Gordes,
1952; Le chat surpris, Gordes, 1951; Nu de dos,
Sceaux, 1955; Quai des Tuileries, Paris, 1953;
Rue Mogador, Paris, 1952; Boulevard Richard
Lenoir, Paris, 1946; La péniche aux enfants, Paris,
1959; Café Rue des Cascades, Paris, 1948; Le nu
provençal, Gordes, 1949; Ile Brise-Pain, Créteil,
1956; Avenue Simon Bolivar, Paris, 1950; Fosse 10
de Courrières, Lens, 1951
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74. Alfred Eisenstaedt

1898-1995

Children at a Puppet Theatre, Paris, 1963
Gelatin silver print, printed later.
14 5/8 x 21 3/8 in. (37.1 x 54.3 cm)
Signed and numbered 56/250 in ink in the
margin; titled, dated and credited in an
unidentifed hand in pencil on the verso.
Estimate
$18,000-22,000

75. Robert Doisneau

Provenance
Sotheby’s, New York, 17 October 2006, lot 91
Literature
Eisenstaedt, Eisenstaedt on Eisenstaedt: A SelfPortrait, p. 105
Eisenstaedt, Eisenstaedt: Remembrances, pp. 114-115
Hollander, Refections in a Glass Eye: Works from the
International Center of Photography, p. 15
Lacayo & Russell, Eyewitness: 150 Years of
Photojournalism, p. 153
Loengard, LIFE Faces, pp. 12-13

1912-1994

Le baiser de l’Hôtel de Ville, 1950
Gelatin silver print, printed later.
9 1/ 2 x 11 3/4 in. (24.1 x 29.8 cm)
Signed in ink in the margin; initialed,
titled, dated in ink and stamped ‘Original
Silver Print’ on the verso.
Estimate
$12,000-18,000
Provenance
Lumina Gallery (Yancey Richardson),
New York
Literature
Ollier, Doisneau: Paris, p. 395
High Museum of Art, Chorus of Light:
Photographs from the Sir Elton John
Collection, p. 102
Koetzle, Photo Icons: Volume 2,
pp. 72-73
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76. Lillian Bassman

1917-2012

Across the Restaurant, Barbara Mullen,
dress by Jacques Fath, Le Grand Vefour,
Paris, 1949
Gelatin silver print, printed later.
33 3/4 x 29 in. (85.7 x 73.7 cm)
Signed and numbered 17/25 in pencil on
the verso.

Provenance
Staley-Wise Gallery, New York
Literature
Harper’s Bazaar, April 1949
Solomon, Lillian Bassman: Women, p. 17

Estimate
$30,000-40,000

NY_PHOTO_OCT16_62-107_BL.indd 88

02/09/16 09:52

77. Irving Penn

1917-2009

Patissiers, Paris, 1950
Platinum palladium print, printed 1976.
19 1/ 2 x 14 1/ 2 in. (49.5 x 36.8 cm)
Signed, titled, dated, numbered 18/35, Condé
Nast copyright credit reproduction limitation
and edition stamps on the verso.

Provenance
Ehlers Caudill Gallery, Chicago
Literature
Penn, Moments Preserved, p. 176
Knopf/Callaway, Irving Penn: Passage, A Work
Record, p. 90
J. Paul Getty Museum, Penn, Small Trades, pl. 13

Estimate
$40,000-60,000
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78. Frank Horvat

b. 1928

Red Hat and Eifel Tower, Patrizia for Figaro
Magazine, Paris, 1986
Archival pigment print, printed later.
31 x 46 in. (78.7 x 116.8 cm)
Signed, titled, dated and credited in pencil on the
verso. One from an edition of 12 plus 3 artist’s proofs.
Estimate
$10,000-15,000
Provenance
Peter Fetterman Gallery, Santa Monica

79. Melvin Sokolsky

b. 1933

Over New York, 1963
Archival pigment print, printed later.
40 x 32 in. (101.6 x 81.3 cm)
Signed, titled, dated, numbered 20/25 and
annotated ‘Harper’s Bazaar’ in pencil on the verso.
Estimate
$10,000-15,000
Provenance
Peter Fetterman Gallery, Santa Monica

80. Horst P. Horst

1906-1999

‘I love you’ - Lisa Fonssagrives with hat by Balenciaga
and gloves by Boucheron, Paris, 1938
Platinum print, printed later.
19 x 14 1/ 2 in. (48.3 x 36.8 cm)
Signed in pencil in the margin; signed in pencil on the
verso. One from an edition of 25.
Estimate
$10,000-15,000
Provenance
Jane Corkin Gallery, Toronto
Literature
Vogue, 1 August 1938
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81. Lillian Bassman

1917-2012

The Day-Length Dinner Dress, Barbara Mullen,
dress by Christian Dior, the Ritz, Paris, 1949
Gelatin silver print, printed later.
17 x 22 in. (43.2 x 55.9 cm)
Signed and numbered 4/25 in pencil on the verso.
Estimate
$6,000-8,000
Provenance
Dean Jensen Gallery, Milwaukee
Literature
‘The Day-Length Dinner Dress’, Harper’s Bazaar,
April, 1949, variant
Solomon, Lillian Bassman: Women, pp. 42-43

82. Marc Riboud

1923-2016

Painter on the Eifel Tower, Paris, France, 1953
Gelatin silver print, printed later.
30 1/4 x 19 3/4 in. (76.8 x 50.2 cm)
Signed in pencil and credit stamp on the verso.
Estimate
$8,000-10,000
Provenance
Peter Fetterman Gallery, Santa Monica

83. Elliott Erwitt

b. 1928

Waiters and chef, Hôtel Ritz, Paris, France, 1969
Gelatin silver print, printed later.
17 3/8 x 11 3/4 in. (44.1 x 29.8 cm)
Signed, titled ‘Paris’ and dated in pencil on the
verso.
Estimate
$3,500-4,000
Provenance
Peter Fetterman Gallery, Santa Monica

Literature
Abrams, Marc Riboud: Photographs at Home and
Abroad, cover
Riboud, I for imagine, cover
Phaidon, Magnum Stories, p. 386
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84. Melvin Sokolsky

b. 1933

Paris 1963
Los Angeles: Leafcar Editions. Twelve gelatin silver prints,
printed 1996.
Each approximately 9 3/4 x 9 5/8 in. (24.8 x 24.4 cm)
Each signed, titled, dated, annotated ‘Harper’s Bazaar’,
numbered AP 4/5 in pencil on the verso. Signed, numbered
AP 4/5 in pencil on the introduction page and colophon;
printed copyright, credit and date on the colophon.
Introduction by Melvin Sokolsky, plate list and colophon
bound together with black string. Contained within a black
linen folio with debossed credit and title. One from an
edition of 25 plus 5 artist’s proofs.
Estimate
$30,000-50,000
Literature
Harper’s Bazaar, March 1963
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Titles include: Bubble Over New York, Wee Hawken,
New Jersey, January 14, 1963; On the Seine, Paris,
January 28, 1963; With Le Dragon, Fire-eater from
Place Pigalle, January 28, 1963; Faces in Window,
Unsuspecting family, February 4, 1963; On the Roof,
Paris Suburb, January 29, 1963; School Window,
School in Paris suburb, January 30, 1963; Du Taxi,
Unsuspecting passerby, January 31, 1963; On Saint
Germain Street, Townspeople going about their
chores, February 1, 1963; Afer Delvaux, Bois de
Boulogne, February 2, 1963; In the Trees, Bois de
Boulogne, February 2, 1963; With Chair, Playful
passerby, January 31, 1963; Pont Alexandre III, At
Night, February 3, 1963
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85. Ruth Orkin

1921-1985

Holiday Lights at Tavern-on-the Green, Central
Park and 5th Ave., 1976
Chromogenic print.
12 1/ 2 x 18 1/ 2 in. (31.8 x 47 cm)
Signed, titled, dated in ink in the margin;
signed, titled, dated and copyright notation in
ink on the verso.
Estimate
$2,000-3,000
Provenance
Acquired from the Estate of Ruth Orkin

86. Elliott Erwitt

b. 1928

California, 1955
Gelatin silver print, printed later,
fush-mounted.
25 x 38 in. (63.5 x 96.5 cm)
Signed, titled and dated in pencil on the verso.
Estimate
$8,000-12,000
Provenance
Acquired directly from the artist
Private Collection, New York
Literature
Phaidon, Elliott Erwitt: Snaps, p. 502
teNeues, Elliott Erwitt: Personal
Best, pp. 434-435
High Museum of Art, Chorus of Light:
Photographs from the Sir Elton John
Collection, p. 105

87. Bill Brandt

1904-1983

Sunday Evening, the Kissing Point, Hyde Park,
London, 1936
Gelatin silver print, printed later.
13 1/ 2 x 11 5/8 in. (34.3 x 29.5 cm)
Signed in ink in the margin.
Estimate
$3,000-5,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Thames and Hudson, Bill Brandt Photographs
1928-1983, p. 21
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88. Horst P. Horst

1906-1999

Tulips, Oyster Bay, New York, 1989
Platinum print, printed later.
17 3/8 x 15 1/ 2 in. (44.1 x 39.4 cm)
Signed in pencil in the margin; signed in pencil
on the verso. One from an edition of 25.
Estimate
$10,000-15,000
Provenance
Jane Corkin Gallery, Toronto
Literature
Kazmaier, Horst: Sixty Years of Photography,
pl. 169
Twin Palms, Form/Horst, p. 62

89. Horst P. Horst

1906-1999

Lisa: Money Tree II, 1939
Platinum palladium print, printed later.
19 3/8 x 15 1/4 in. (49.2 x 38.7 cm)
Signed, titled, dated and numbered 4/11 in pencil on the
verso; signature blindstamp in the margin.
Estimate
$10,000-15,000
Provenance
Private Collection
Private Collection, United States

90. Horst P. Horst

1906-1999

Carmen Face Massage, New York, 1946
Gelatin silver print, printed later.
14 x 11 1/8 in. (35.6 x 28.3 cm)
Signed, titled, dated and initialed in pencil on
the verso.
Estimate
$4,000-6,000
Provenance
Jackson Fine Art, Atlanta
Literature
Rizzoli, Horst: Sixty Years of Photography, pl. 80
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91. Ormond Gigli

b. 1925

Girls in the Windows, New York City, 1960
Archival pigment print, printed later.
39 x 39 in. (99.1 x 99.1 cm)
Signed, titled ‘New York City’, dated and
numbered 18/30 in ink in the margin.

Literature
powerHouse Books, Ormond Gigli: Girls in the
Windows and Other Stories, cover, p. 23
Fetterman, Woman: A Celebration, pl. 48
Little, Brown & Company, Refections in a Glass
Eye: Works from the ICP, pl. 63

Estimate
$25,000-35,000
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92. Lillian Bassman

1917-2012

The Little Furs, Barbara Mullen, Russian
broadtail jacket by Trigère and hat by Lilly
Daché, Essex House, New York, 1955
Gelatin silver print, printed later.
35 1/4 x 27 3/4 in. (89.5 x 70.5 cm)
Signed and numbered 6/25 in pencil on
the verso.
Estimate
$18,000-22,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
‘The Little Furs’, Harper’s Bazaar, July 1955
Solomon, Lillian Bassman: Women, p. 119

93. Frank Horvat

b. 1928

Givenchy Hat C, Paris, 1958
Archival pigment print, printed later.
31 x 47 in. (78.7 x 119.4 cm)
Signed, titled, dated and credited in pencil
on the verso. One from an edition of 12 plus
3 artist’s proofs.
Estimate
$15,000-20,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Harrison, Shots of Style: Great Fashion
Photographs Chosen by David Bailey, pl. 73

NY_PHOTO_OCT16_62-107_BL.indd 97

02/09/16 09:32

94. Elliott Erwitt

b. 1928

Marilyn Monroe, New York, 1956
Platinum palladium print, printed later.
23 3/4 x 35 1/ 2 in. (60.3 x 90.2 cm)
Signed and numbered 9/12 in pencil in the margin.
Estimate
$12,000-18,000
Provenance
Peter Fetterman Gallery, Santa Monica

95. George Hoyningen-Huene

1900-1968

Josephine Baker, Paris, 1929
Platinum palladium print, printed later by
Horst P. Horst.
9 7/8 x 7 3/8 in. (25.1 x 18.7 cm)
Signed, titled, dated and credited by Horst P.
Horst in pencil on the verso; Hoyningen-Huene/
Horst copyright credit blindstamp in the margin.
Estimate
$7,000-9,000
Literature
Abrams, Vanity Fair: The Portraits, p. 57
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96. Louis Faurer

1916-2001

Bowing for the Vogue Collections, Paris, 1972
Gelatin silver print, printed 1991.
18 1/4 x 14 in. (46.4 x 35.6 cm)
Signed, titled, dated, numbered AP 3/5 and
copyright notation in pencil on the verso. One from
an edition of 20 plus 5 artist’s proofs.
Estimate
$8,000-12,000
Provenance
Phillips de Pury & Company, New York, 9 April
2011, lot 10
Literature
Harrison, Appearances: Fashion Photography
since 1945, cover
Tucker, Louis Faurer, p. 161

97. Norman Parkinson

1913-1990

Audrey Hepburn with Flowers II, Rome, 1955
Archival pigment print, printed 2015.
20 x 15 5/8 in. (50.8 x 39.7 cm)
Signed, titled, dated, numbered 6/21 by Elizabeth
Smith, Archive co-manager, in ink and Estate
copyright credit reproduction limitation stamp on
the verso.
Estimate
$5,000-7,000
Provenance
Peter Fetterman Gallery, Santa Monica

98. Arnold Newman

1918-2006

Igor Stravinsky, 1946
Gelatin silver print, printed later.
7 x 13 in. (17.8 x 33 cm)
Signed, titled, dated and copyright notation
in pencil in the margin; copyright credit
reproduction limitation stamp on the verso.
Estimate
$3,000-5,000
Literature
High Museum of Art, Chorus of Light:
Photographs from the Sir Elton John
Collection, p. 180
LIGHT Gallery, LIGHT, p. 67
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99. Leonard Freed

1929-2006

Selected images from Police Work, 1978
Eight gelatin silver prints.
Each 12 x 8 in. (30.5 x 20.3 cm) or the reverse, or 6 1/8 x
9 in. (15.6 x 22.9 cm)
Each signed, dated, annotated in pencil, Magnum
copyright credit and ‘Vintage Print’ stamps on the
verso. Two with additional New York Times Magazine
caption stamps on the verso.
Estimate
$12,000-18,000
Provenance
The Estate of Leonard Freed
Literature
Freed, Police Work, pls. 1, 5, 38, 44, 93, 102, 108

Leonard Freed’s Police Work is a series of over 100
photographs born out of a commission from the
London Sunday Times in 1972 to photograph the
New York City Police Department. Afer the article
used the images to paint what he felt was too
dark a picture of the city and its law enforcement,
Freed resumed the project and, for the next ten
years, accompanied the NYPD on drug busts,
murder investigations and community outreach
initiatives to ofer a more comprehensive view
of the individuals and organization tasked with
protecting the city and its inhabitants. Just as we
see in Black In White America, his photographs
of black communities throughout the country
during the civil rights movement (lot 102),
Freed’s poignant images reveal the nuances and
complexities of our racial and cultural history,
resonating all the more in today’s social climate.
This lot is accompanied by a signed copy of
Leonard Freed’s book Police Work, published 1980.
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100. Danny Lyon

b. 1942

Policemen, Clarksdale, Mississippi, 1963
Gelatin silver print.
9 x 13 1/ 3 in. (22.9 x 33.9 cm)
Signed, titled, dated with various annotations
in pencil and ink, credit, Magnum, reproduction
limitation and Braus Editions stamps on the verso.
Estimate
$12,000-18,000
Literature
Edition Braus, Danny Lyon: Photo/Film, p. 19
The University of North Carolina Press, Danny Lyon,
Memories of the Southern Civil Rights Movement,
pp. 108-109

Print verso
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101. Aaron Siskind

1903-1991

Selected images of Harlem, 1932-1940
Six gelatin silver prints, printed later.
Varying dimensions from 8 3/4 x 8 1/8 in. (22.2 x
20.6 cm) to 11 x 8 7/8 in. (27.9 x 22.5 cm)
Five signed in ink in the margin; one signed in
pencil on the verso; each titled and dated in an
unidentifed hand in pencil on the verso.
Estimate
$6,000-8,000
Literature
Phiadon, Aaron Siskind 55, p. 21

Titles include: Grocery Store, Harlem,
1940; Harlem (PEACE), 1935; Boy’s
Head, Harlem, 1932; Facade, Unoccupied
Building, Harlem, 1937; Lady in Kitchen,
Harlem, 1937; Harlem, 1937

102. Leonard Freed

1929-2006

Selected images from Black in White America,
1963-1964
Five gelatin silver prints, four printed later.
Each approximately 13 x 8 3/4 in. (33 x 22.2 cm)
or the reverse, or 11 1/ 2 x 7 3/4 in. (29.2 x 19.7 cm)
Four signed, dated, annotated in pencil,
Magnum copyright credit, ‘Later Print’ stamps
on the verso. One signed in pencil, Magnum
copyright credit, Magnum archive and ‘Vintage
Print’ stamps with afxed Magnum caption
label on the verso.
Estimate
$6,000-8,000
Provenance
The Estate of Leonard Freed
Literature
Freed, Black in White America, pp. 72, 89, 100,
138-139

This lot is accompanied by a copy of
Freed’s book Black in White America,
published 2010.
Titles include: Muscle Boy, 1963; MLK,
1964; Harlem, NY, 1963; Malcolm X with
Glasses, 1963; Summertime in Harlem,
New York, 1963
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103. Roy Decarava

1919-2009

Arnette, New York, 1957
Gelatin silver print.
8 3/4 x 12 7/8 in. (22.2 x 32.7 cm)
Signed, titled and dated in ink in the margin.
Estimate
$12,000-18,000
Provenance
The DeCarava Archives
Jenkins Johnson Gallery, New York
Literature
DeCarava and Hughes, The Sweet Flypaper
of Life, p. 9

104. Eve Arnold

1912-2012

Malcolm X, Chicago, 1961
Gelatin silver print, printed later.
19 x 13 in. (48.3 x 33 cm)
Signed in pencil on the verso.
Estimate
$5,000-7,000
Provenance
Peter Fetterman Gallery, Santa Monica
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105. Neil Leifer

b. 1938

Muhammad Ali reacts afer his frst
round knockout of Sonny Liston during
the 1965 World Heavyweight Title
fght at St. Dominic’s Arena, Lewiston,
Maine, 1965
Chromogenic print, printed later.
19 x 19 in. (48.3 x 48.3 cm)
Signed and numbered 278/350 in ink in
the margin.
Estimate
$7,000-9,000
Provenance
Peter Fetterman Gallery, Santa Monica

106. Danny Lyon

b. 1942

Route 12, Wisconsin, 1963
Gelatin silver print, printed 2008.
12 1/ 2 x 18 1/ 2 in. (31.8 x 47 cm)
Signed, titled and dated in ink on the
recto; printer’s stamp on the verso.
Estimate
$4,000-6,000
Literature
Lyon, Pictures from the New World, p. 11
Lyon, The Bikeriders, p. 12
Lyon, The Seventh Dog, p. 213
Kozlof, The Social Scene: The Ralph
M. Parsons Foundation Photography
Collection at the Museum of
Contemporary Art, Los Angeles, p. 110
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107. Neil Leifer

b. 1938

Aerial of Muhammad Ali victorious afer his
round two knockdown of Cleveland Williams
during the 1966 World Heavyweight Title
fght at the Astrodome, Houston, Texas,
November 14, 1966
Chromogenic print, printed later.
19 3/8 x 19 in. (49.2 x 48.3 cm)
Signed and numbered 256/350 in ink in the
margin.
Estimate
$7,000-9,000
Provenance
Peter Fetterman Gallery, Santa Monica

108. Ernst Haas

1921-1986

Route 66, Albuquerque, New Mexico, 1969
Chromogenic print, printed later.
17 3/8 x 26 in. (44.1 x 66 cm)
Signed, titled, dated and numbered 11/50
by Alexander Haas, the artist’s son, in ink on
a studio label afxed to the reverse of the
frame.
Estimate
$4,000-6,000
Provenance
Acquired directly from the Estate of
Ernst Haas
Literature
Thames & Hudson, Ernst Haas: A Colour
Retrospective, 1952-1986, p. 127
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109. William Egleston

b. 1939

Near Jackson, Mississippi, circa 1970
Dye transfer print, printed 2002.
21 3/4 x 14 1/8 in. (55.2 x 35.9 cm)
Signed in ink in the margin; titled ‘Mississippi’,
dated, numbered 9/9 in an unidentifed hand in
ink and Eggleston Artistic Trust copyright credit
reproduction limitation stamp on the verso.
Estimate
$45,000-65,000
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Provenance
Cheim & Read, New York
Literature
Szarkowski, William Eggleston’s Guide, p. 111
Holborn, William Eggleston: Ancient and
Modern, pl. 45
Louisiana Museum of Modern Art, William
Eggleston, p. 43
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110. Stephen Shore

b. 1947

Perrine, Florida, November 11, 1977
Chromogenic print, printed later.
17 1/4 x 21 3/4 in. (43.8 x 55.2 cm)
Signed, titled, dated and numbered 6/8
in ink on the verso.
Estimate
$8,000-12,000
Provenance
303 Gallery, New York
Exhibited
Stephen Shore, 303 Gallery, New York,
13 September-25 October 2003
Literature
Aperture, Stephen Shore: Uncommon
Places, p. 150
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An Infuential Vision:
The Collection of Ruth Ansel
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“On a short list of the strong, incomparable art directors with
whom I have worked, Ruth was and remains the most mysterious.
The brilliance of her mind goes straight through her eyes to her
fngertips, leapfroging over language and creating always the
previously inexpressible. Simply put, she is all visual…
a genius visual.”
Richard Avedon

Posing with three Maasai warriors on a shoot for House and Garden at Peter Beard’s
Hog Ranch in Kenya. Photo: Alexandre Baillache, 1990.

Over the course of a vibrant and long-standing career, Ruth Ansel has come to defne visual culture. Starting at
Harper’s Bazaar in 1962, she collaborated with industry greats such as Richard Avedon, Diane Arbus, Lee Friedlander,
and Bill Brandt, amongst others, to create leading content and design. Following her departure in 1971, she has continued
to work with illustrious publications such as The New York Times Magazine and Vanity Fair, where she reshaped the
magazine’s visual identity.
Ansel’s collection, on ofer in the following pages, speaks to her dedication to working with groundbreaking photographers,
the importance of collaborative vision, and photography’s distinct voice projected through the pages of a magazine. From
the published works of Diane Arbus’ Young Heiresses, to Annie Leibovitz’s portrait of Anjelica Huston, and Bruce Weber’s
charming picture of Sam Shepard and Jessica Lange, to the unpublished rarity of Lee Friedlander’s hidden American cars and
Arbus’ pictures of babies, these works so clearly resonate with each photographer’s unique voice. Under astute art direction
by Ansel, the commercial and artistic lives of these photographers have become intricately intertwined.
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From:
Jack Pierson
To:
Ruth Ansel
Subject:
Photography
Phillips invites “Ruth and Jack”
to talk about photography.
These emails between an art director
and artist took place between
17–22 August 2016.
From: Jack
To: Ruth
Did you ever have a ‘before and afer’ moment with a work of art or an artist’s output where you
were lef changed or your own vision was crystallized?
Jack
sent from my iphone
To: Jack
From: Ruth
It was seeing Diane Arbus’ THE FULL CIRCLE portfolio in Harper’s Bazaar. That was in 1961.
The power of those images knocked me back. It was a ‘before and afer moment.’
She photographed and wrote brilliantly about fve singular people who appeared like creatures
from a dream. Unseen people who without her fearless curiosity would’ve remained in the
shadows. She changed my vision of the possible afer that.
XRuth
From: Jack
To: Ruth
Ha!
Mine was Diane Arbus too. It was the monograph. A life changing experience. It also made me
realize how important a book could be.
From: Jack
To: Ruth
How was it to work with her? Was The Young Heiresses portfolio the frst project you did with her?
Jack
To: Jack
From: Ruth
Good to know we were infuenced early on by the same person. I really don’t remember which
portfolio I did frst with Diane. But The Young Heiresses was one of the early ones. Working with
Diane was easy. Once given the assignment she went of on her own and was given a lot of freedom
to come back with the photos she thought best suited the subjects. Usually she was right.
XRuth
From: Jack
To: Ruth
Usually?
Jack
To: Jack
From: Ruth
Yes, usually. She tried very hard on some projects to bring back something to satisfy the demands
of the editors when the sorts of jobs oferred her were less adventurous. When she sent in her
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contacts you knew you were in trouble because she didn’t like the shoot.
XRuth
From: Jack
To: Ruth
She certainly maintains a style and content that is consistent and very soulful no matter
what her subject.
From: Jack
To: Ruth
I think Richard Avedon is the greatest photographer who ever lived? am I wrong?
To: Jack
From: Ruth
Before I catch my breath and answer that, what have you experienced and seen that convinces you
about his work? Is there a specifc photograph or show that has touched you deeply?
XRuth
From: Jack
To: Ruth
And to answer your question about a single image, I can tell you that for a while the Met had a
poster of his Marilyn hanging at one of the many little shops that dot that place and I could see
it on a par with anything else in the museum. I think about the full range from fashion to
reportage. Who else can do that? The 4x5 portraits are great like August Sander but then he also
took all those photos for Dior. My main point is that his impact because of magazine work and
books had impact beyond the realm of traditional art photography.
Jack
To: Jack
From: Ruth
That Marilyn portrait has always been one of my favorites because Dick not only unmasked her but
he lef us with an unrivaled portrait of her vulnerability. No you’re not wrong, Dick is one of the
greatest photographers who ever lived. When you worked with him, you had the feeling you are
working on something that has never happened before. Didn’t you feel one of the most astonishing
photographic triptychs of the 20th Century was Avedon’s Warhol Factory? What he did was shed
light on our time by being fearless. No one has ever turned photography into social history the way
Dick has been able to do. Interesting you bring up August Sander who infuenced both Arbus and
Avedon. I believe they frst saw his work in the early sixties as I did. It was Marvin Israel who made
me aware of Sander’s groundbreaking portraits of German archetypes through his book People of
the 20th Century.
XRuth
From: Jack
To: Ruth
That’s interesting to know. I didn’t realize Sander arrived so late in the collective consciousness.
Jack

From: Jack
To: Ruth
Lee Friedlander seems to veer of that course. Yet he still manages to seem ‘right’ for magazine
work. Was he an obvious choice at that time?
Jack
To: Jack
From: Ruth
Sometimes I knew I had to risk taking a chance on an unexpected talent. Lee wasn’t an obvious
choice at the time. Especially commissioning him to take photographs of the new shiny sexy
American cars of the 1960s. Cars were the icons of glamour and fashion, and I wanted to give Lee
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complete freedom to do whatever he felt like doing. And he did. I loved what Lee said about it later.
“He was happy to tell you he knows nothing about cars. I wouldn’t know a car if it bit me.” So he
shot them on the streets of small towns near burger joints, gas stations, along main street and sent
in the photos. The editors weren’t pleased, he was paid for his work and the photos were returned
unpublished, in the same yellow box he sent them in. The best part of the story is time proved
my instincts right, many years later a beautiful book was published by Aperture,“The New Cars of
1964” and Lee fnally got the recognition he deserved.
XRuth

From: Jack
To: Ruth
Interesting! So even the greats get stories killed sometimes! I thought it was just me.

From: Jack
To: Ruth
How did it feel to create the ‘new look’ for Vanity Fair? We’ve spoken privately about the idea of
seduction in photography. How do you seduce with typography and layout?
Jack

To: Jack
From: Ruth
O what a question! It felt like a now or never moment. And let’s face it, it’s far less sexy to design a
magazine layout than it is to make an exceptional photograph or create an original fashion design.
But there is a common denominator. It all starts with the seduction of the eye. The way I try to
seduce with typography and layout is to frst understand the intention of the magazine, and then
fnd a typeface that refects that spirit. Here’s the secret to how it was done...with only 3 weeks
to deadline we were able to convert an existing type face by simply cutting of all the ascenders
and decenders. That created a whole new look which instantly became the “Vanity Fair” type face
and still is to this day. But it is all about how you choose to use three classic elements in magazine
design—the relationship between typography and the image, and the white space that surrounds
them both. The variation on that theme is what makes my task of designing worth doing month
afer month. Typography—as you know better than any other artist, is about shape and form as
well as meaning. Your word sculptures are a constant inspiration to me. Knowing how to integrate
all these elements to embody suprise, wit and grace, is a continual part of the magazine process.
It is all about creating new visual connections.
XRuth

From: Jack
To: Ruth
Well it must have felt incredible to you when all the powers of excellence came together for the
Bruce Weber, Sam Shepard/Jessica Lange story! What a dream team as it were!
Jack

To: Jack
From: Ruth
Bruce Weber’s shoot of Sam Shepard and Jessica Lange in Santa Fe for Vanity Fair in the 80’s is
one of the best examples of how simply assigning the right photographer with the right subject,
photographic history can happen. Eventually Bruce created a very singular book dedicated to just
his Sam Shepard portraits which became a coveted collectors item for those of us who love books.
XRuth
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To: Jack
From: Ruth
You work in many mediums, one being book design which you’ve said is a medium you really love.
How do you decide to make a book of your photographs rather than devote the photographs to a
gallery wall or museum? Or do you do both?
From: Jack
To: Ruth
I’m interested in books and magazines particularly for photography because it’s the best vehicle for
getting imagery into the hands of the audience. I love ephemera and stuf that any one can have
or for that matter do, magazines were the manifestation of that in my generation. Now I suppose
those are being supplanted by Instagram which I am a big fan of too. I do enjoy a certain amount of
clutter through which printed material provides for nicely. If I were bidding on one of these lots I’d
defnitely want the prospectus Arbus created for the portfolio. That’s heaven to me.
Jack

©Jack Pierson, Image Courtesy Cheim & Read, New York

To: Jack
From: Ruth
What you just said, is why I’ve always felt so drawn to magazine design. I am that audience.
When I was very young I was always happiest sitting in a dark movie theatre staring up at those
glamorous fgures on the big screen. Those images telling stories were magic for me then as now.
Still photographs tell stories thru a single frame unlike moving images that tell stories at 24 frames
a second. But they are both ultimately about time passing, about our impermanence. You could
say the movies brought me to magazine design and to photography. If I could give you that Arbus
propectus I would happily do so. My passion like yours is about unpredictable pursuits which ofen
turn into obsessions. I’ve lived surrounded by photographs from the known to the unknown.
I’ve run out of space acquiring all these manifestations of my curiosity yet I can’t stop collecting
things that catch my eye. It gives me endless pleasure. So it’s time to release these particular
passionate images out into the universe and move on.
XRuth.
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Postcard to Ruth Ansel from Diane Arbus
Miami Beach, 28 March, 1966
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From lef to right: Doon Arbus, Allan Arbus, Amy Arbus, and Diane Arbus

111. Anonymous
Untitled (The Arbus Family in New York), n.d.
Gelatin silver print.
7 1/2 x 9 in. (19.1 x 22.9 cm)
Estimate
$3,000-5,000
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112. Diane Arbus

1923-1971

Promotion Flyer for ‘A Box of Ten Photographs’, 1970-1971
Two gelatin silver contact sheet strips afxed to paper support
with typed description and purchasing information for A Box
of Ten Photographs.
Each strip approximately 7 1/2 x 1 3/8 in. (19.1 x 3.5 cm)
Overall 8 1/2 x 11 in. (21.6 x 27.9 cm)
Estimate
$10,000-15,000

Comprised of Diane Arbus’ most renowned images, her preeminent
A Box of Ten Photographs, is now highly coveted. But when conceived
in the early 1970s, Arbus pushed hard to gain substantial interest.
Recollecting on this lot, Ruth Ansel notes:
“It was a known fact that photographers like Diane had a very difcult
time making ends meet. Their only possible source of income was
to go from magazine to magazine hoping for a signifcant assignment.
And even though I tried as ofen as possible to assign her portfolios,
with that in mind, the meager sums that editorial magazines like
Harper’s paid, were negligible. So when Marvin Israel and Diane came
up with this idea to create an original portfolio of ten photographs,
in an edition of ffy, for $1,000, her hopes were high.”
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Arbus assembled this intimate prospectus comprising of contact
sheet prints of each image in the Box of Ten afxed to paper with
a typed description of the portfolio. Ansel continues:
“She handed me my sheet in the Bazaar ofce with a giddy look
on her face. As much as I wanted to buy the portfolio, I couldn’t
aford it. The story goes, that she sold only four portfolios.
The frst was to Dick Avedon, the second to Bea Feitler [Ansel’s
co-art director at Harper’s], the third to Mike Nichols, and the
fourth to Jasper Johns.”
Titles include: Boy with a straw hat waiting to march in a pro-war
parade, N.Y.C., 1967; The King and Queen of a Senior Citizens
Dance, N.Y.C., 1970; A family on their lawn one Sunday in
Westchester, N.Y., 1968; A young man in curlers at home on West
20th Street, N.Y.C., 1966; Identical twins, Roselle, N.J., 1967;
A Jewish giant at home with his parents in the Bronx, N.Y., 1970;
Mexican dwarf in his hotel room in N.Y.C., 1970; Retired man
and his wife at home in a nudist camp one morning, N.J., 1963;
Xmas tree in living room in Levittown, L.I., 1962; A young Brooklyn
family going for a Sunday outing, N.Y.C., 1966
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113. Diane Arbus

1923-1971

Marvin Israel, 1960s
Gelatin silver print.
11 x 10 1/ 2 in. (27.9 x 26.7 cm)
Stamped ‘a diane arbus print’, signed by Doon Arbus,
Executor, in ink, copyright credit and reproduction
limitation stamps on the verso.
Estimate
$10,000-15,000
Provenance
Directly from the artist
Literature
‘The American Art Scene’, Harper’s Bazaar,
January 1965, p. 82

Marvin Israel championed Diane Arbus acting
as a mentor, colleague and friend. On her work,
he once commented, “she was entranced by
diferences, the minute variations. That from the
beginning nothing, no two rooms, no two beds,
no two bodies or any parts of them were ever the
same. Finding those diferences thrilled her, from
the most glaring ones like a giant to the smallest
ones that just barely make someone unique.”
Notably, Israel worked closely with Arbus on
the development of The Box of Ten Photographs,
coming up with the then innovative design of a
Plexiglas box that could act as either a case or
a frame for any of the prints to be displayed.
Israel also preceded Ruth Ansel at Harper’s
Bazaar, serving as Art Director from 1961-1963.
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114. Diane Arbus

1923-1971

Maria Christina Drew, N.Y.C., 1964
Gelatin silver print.
9 1/ 2 x 9 3/8 in. (24.1 x 23.8 cm)
Stamped ‘a diane arbus print’, signed by Doon Arbus,
Executor, in ink, copyright credit and reproduction
limitation stamps on the verso.
Estimate
$20,000-30,000
Provenance
Directly from the artist
Literature
‘The Young Heiresses’, Harper’s Bazaar, April 1964, p. 166
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Harper’s Bazaar, April 1964
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115. Diane Arbus

1923-1971

Reed Buchanan, N.Y.C., 1964
Gelatin silver print.
8 1/ 2 x 8 1/4 in. (21.6 x 21 cm)
Stamped and partially inscribed ‘a diane arbus print’,
signed by Doon Arbus, Executor, in ink, copyright credit and
reproduction limitation stamps on the verso. Accompanied by
a letter of authentication from the Estate of Diane Arbus.
Estimate
$20,000-30,000

Harper’s Bazaar, April 1964

Provenance
Directly from the artist
Literature
‘The Young Heiresses’, Harper’s Bazaar, April 1964,
pp. 162-163
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116. Lee Friedlander

b. 1934

117. Lee Friedlander

b. 1934

Untitled (Lincoln), 1963
Gelatin silver print.
6 3/4 x 10 in. (17.1 x 25.4 cm)
Annotated ‘Lincoln’ in ink and credit stamp
on the reverse of the mount.

Untitled (Chevy Imperial), 1963
Gelatin silver print.
6 3/4 x 10 1/8 in. (17.1 x 25.7 cm)
Annotated ‘Chevy Imperial’ in ink and credit stamp
on the reverse of the mount.

Estimate
$8,000-12,000

Estimate
$8,000-12,000

Provenance
Directly from the artist

Provenance
Directly from the artist

Literature
Aperture, Lee Friedlander: The New Cars 1964, n.p.
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In 1962 Andy Warhol was commissioned by Harper’s Bazaar
to create a series of silkscreens on the newest and latest in
American automobiles, prominently featuring the icon of 1960s
Americana, the Cadillac. Warhol’s contribution to the magazine
was received with wide acclaim, and just one year later, Lee
Friedlander was commissioned by Ruth Ansel and Bea Feitler
to do the same. “The tradition handed down by Marvin [Israel],
was to outsmart the editor by commissioning unusual and
unexpected talent,” Ruth Ansel explained. “We were working
in a time-honored tradition between innovative artists and
art directors… commissioning new artists like Warhol and
Friedlander, and letting them loose before they became
recognized by the public, was how we intended to give these
assignments distinction.”
Given total freedom, Friedlander departed from the glaring
commercial gaze that Warhol had so unabashedly embraced,
and instead, photographed the cars the same way he
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photographed his shadow, camoufaged within the frame,
making what should be the primary subject, only one part of
the fnal composition. In lot 116 we see the Lincoln Continental
through a refection in a shop window, and similarly in lot 117,
the Chevrolet Imperial sits outside, parked askew in the rain.
“I just put the cars out in the world, instead of on a pedestal,”
Friedlander later explained.
While the photographs are quintessential Friedlander, they
were never published. Concerned that they would be viewed
as a slight by crucial advertisers and the car companies that
would have been featured, Harper’s Bazaar Editor-in-chief
Nancy White rejected Friedlander’s photographs. The prints,
which ultimately went unseen by the public for decades, were
recently revisited in the publication Lee Friedlander: The New
Cars 1964 in 2011. Accordingly, early prints from this series are
very rare.

02/09/16 10:26

118. Diane Arbus

1923-1971

Ruth St. Denis (alternate), Cal., 1964
Gelatin silver print.
9 3/8 x 8 7/8 in. (23.8 x 22.5 cm)
Stamped ‘a diane arbus print’, signed by Doon Arbus,
Executor, in ink, titled, dated in an unidentifed hand in
pencil, copyright credit and reproduction limitation stamps
on the verso. Accompanied by a letter of authentication
from the Estate of Diane Arbus.
Estimate
$15,000-25,000
Provenance
Directly from the artist
Literature
Arbus and Israel, Diane Arbus: Magazine Work,
p. 54, variant

119. Diane Arbus

1923-1971

Max Maxwell Landar, Uncle Sam, N.Y.C., 1961
Gelatin silver print.
9 1/ 2 x 6 1/ 2 in. (24.1 x 16.5 cm)
Stamped ‘a diane arbus print’, signed by Doon Arbus,
Executor, in ink, copyright credit, reproduction limitation
and partial Harper's Bazaar stamps on the reverse of
the fush-mount. Accompanied by a letter of
authentication from the Estate of Diane Arbus.
Estimate
$10,000-15,000
Provenance
Directly from the artist
Literature
‘The Full Circle’, Harper’s Bazaar, November 1961, p. 133
Aperture, Diane Arbus: Magazine Work, p. 19
Arbus, Sussman, Phillips, Selkirk and Rosenheim, Diane
Arbus: Revelations, p. 157 for the Harper’s Bazaar layout

Harper’s Bazaar, November 1961
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120. Diane Arbus

1923-1971

Mrs. T. Charlton Henry on a foral easy chair,
Philadelphia, Pa., 1965
Gelatin silver print.
10 3/4 x 10 1/4 in. (27.3 x 26 cm)
Stamped ‘a diane arbus print’, signed by Doon
Arbus, Executor, in ink, copyright credit and
reproduction limitation stamps on the verso.
Accompanied by a letter of authentication from
the Estate of Diane Arbus.
Estimate
$30,000-50,000
Harper’s Bazaar, July 1965
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Provenance
Directly from the artist
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121. Richard Avedon

1923-2004

Andy Warhol and members of The Factory, New York City,
October 30, 1969
Each 7 5/8 x 9 3/4 in. (19.4 x 24.8 cm)
Overall 7 7/8 x 29 7/8 in. (20 x 75.9 cm)
Gelatin silver triptych, hinged and fush-mounted together
as one panorama, printed 1975.
Signed, numbered 4/50 in ink, title, date, copyright credit
and reproduction limitation stamps on the reverse of the
fush-mount.
Estimate
$30,000-50,000
Provenance
Marlborough Gallery, New York
Literature
Abrams, Richard Avedon: Portraits, n.p.
Avedon, An Autobiography, p. 31
Gagosian, Avedon: Murals & Portraits, pp. 217-221
Holm, Richard Avedon: Photographs 1946-2004, pp. 16-17
Random House, Avedon: The Sixties, pp. 78-83
Random House, Richard Avedon: Evidence 1944-1994,
pp. 74-75, 151
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“When you work with Dick, you have the feeling you are working
on something that had never happened before. He turns photography
into social history. He documents the strangeness of our times.
Think of Warhol’s factory, The Chicago Seven. Janis Joplin. He was
never fnished with a photograph, always changing and retaking,
up until the photo had to go to the printer, and even on press.”
Ruth Ansel
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122. Diane Arbus

1923-1971

Toddler being held in garden, N.J., 1968
Gelatin silver print.
11 x 10 1/2 in. (27.9 x 26.7 cm)
Stamped 'a diane arbus print', signed by Doon Arbus,
Executor, in ink, copyright credit and reproduction
limitation stamps on the verso. Accompanied by a letter
of authentication from the Estate of Diane Arbus.
Estimate
$25,000-35,000
Provenance
Directly from the artist

On August 16, 1967, Diane Arbus turned her lens to a new
subject, the tiny competitors of the 30th annual Diaper Derby
competition at Palisades Amusement Park in New Jersey.
The photographs show the infant winners and losers exactly
as they are, some crying, a few smiling, most with their backs
to the camera, and overall, a general sense that the subjects
are more curious about their surroundings (or their toes) than
turning a glance to the keen, observant lens of Diane Arbus.
Just earlier that year, Arbus wrote to her daughter Amy,
“I suddenly realized that when I photograph people I don’t
anymore want them to look at me. (I used nearly always to
wait for them to look me in the eye but now it’s as if I think
I will see them more clearly if they are not watching me
watching them.)” While a subject that is rare to Arbus’ work,
it is then perhaps without coincidence that in the months and
years to come, other pictures followed, with Diane returning
to those at the very beginning of their lives, documenting and
investigating the innocence of her subjects, who just learning
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about the world, could be photographed so easily unposed,
and with candor. Babies, according to Arbus, “can take the
most remorseless scrutiny.”
While on assignment for Harper’s Bazaar the following
month, Diane Arbus photographed another notable infant,
the serenely sleeping Anderson Cooper in Gloria Vanderbilt
and Wyatt Cooper’s Manhattan home, which was ultimately
published in the February 1968 issue under the title A New Life.
These recent projects, coupled with the initial thoughts for her
book, A Family Album were all fresh in her mind, when Arbus
produced the photographs ofered here in lots 122-125.
Set in a walled-in backyard, Toddler being held in garden, N.J.,
1968, serves as an intimate, more domestic homage to Robert
Frank’s iconic image from The Americans, Charleston, South
Carolina, 1955, an image of which Arbus would have known
at the time. With her back to us, the nanny in lot 123, Toddler
being held by nurse, N.J., 1968, fades into the background as
our eyes focus mostly on the young child. Herself raised in an
afuent home, Arbus’ primary caregiver for the frst seven
years of her life was a nanny whom she called ‘Mamselle’, with
these photographs capturing an upbringing, in some ways,
familiar to her own.
The images on ofer were unpublished and are exceptionally
rare, early prints that provide a unique glimpse into a distinct
moment of Arbus’ oeuvre which, through iconic images such
as, A Jewish giant at home with his parents in the Bronx, N.Y.,
1970; Jayne Mansfeld Climber-Ottaviano, actress, with her
daughter Jayne Marie, L.A., C.A., 1965; A family one evening
in a nudist camp, PA., 1965; A Woman with her Baby Monkey,
N.J., 1971, and Identical Twins, Roselle, N.J., 1967, consistently
explored and celebrated the complex beauty and ofen atypical
dynamics of the American family.
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“I have been photographing babies which is odd and absorbing.
Also the pictures are getting biger. Some are lifesize or more. That is fun.
Like making people instead of photographs.”
Diane Arbus to Carlotta Marshall, November 1967
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123. Diane Arbus

1923-1971

Toddler being held by nurse, N.J., 1968
Gelatin silver print.
10 3/4 x 10 1/4 in. (27.3 x 26 cm)
Stamped 'a diane arbus print', signed by Doon Arbus,
Executor, in ink, copyright credit and reproduction
limitation stamps on the verso. Accompanied by a letter
of authentication from the Estate of Diane Arbus.
Estimate
$15,000-25,000
Provenance
Directly from the artist
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124. Diane Arbus

1923-1971

A sleeping baby, N.J., 1968
Gelatin silver print.
10 7/8 x 10 1/2 in. (27.6 x 26.7 cm)
Stamped 'a diane arbus print', signed by Doon
Arbus, Executor, in ink, copyright credit and
reproduction limitation stamps on the verso.
Accompanied by a letter of authentication from
the Estate of Diane Arbus.
Estimate
$10,000-15,000
Provenance
Directly from the artist

125. Diane Arbus

1923-1971

Baby in a lacy bonnet, N.Y.C., 1968
Gelatin silver print.
10 7/8 x 10 1/2 in. (27.6 x 26.7 cm)
Stamped 'a diane arbus print', signed by Doon
Arbus, Executor, in ink, copyright credit and
reproduction limitation stamps on the verso.
Estimate
$10,000-15,000
Provenance
Directly from the artist
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126. Richard Avedon

1923-2004

Willem de Kooning, painter, Springs, Long Island,
August 18, 1969
Gelatin silver print, printed 1975.
9 5/8 x 7 5/8 in. (24.4 x 19.4 cm)
Signed, numbered 5/50 in ink, title, date, copyright credit and
reproduction limitation stamps on the verso.
Estimate
$8,000-12,000
Provenance
Marlborough Gallery, New York
Literature
Abrams, Richard Avedon: Portraits, n.p.
Random House, Avedon: The Sixties, p. 135
Random House, Richard Avedon: Evidence 1944-1994, p. 150

127. Richard Avedon

1923-2004

June Leaf, sculptress, Mabou Mines, Nova Scotia,
July 18, 1975
Gelatin silver print, printed 1975.
9 5/8 x 7 5/8 in. (24.4 x 19.4 cm)
Signed, numbered 4/50 in ink, title, date, copyright credit
and reproduction limitation stamps on the verso.
Estimate
$5,000-7,000
Provenance
Marlborough Gallery, New York
Literature
Abrams, Richard Avedon Portraits, cover
Abrams, Woman in the Mirror: Richard Avedon, pp. 166–67
Random House, Evidence, 1944-1994: Richard Avedon,
pp. 65, 157
Random House, Richard Avedon: An Autobiography, pl. 216
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128. Diane Arbus

1923-1971

Thomas Hoving on a bench, N.Y.C., 1967
Gelatin silver print.
10 3/4 x 10 1/4 in. (27.3 x 26 cm)
Stamped and partially inscribed 'a diane arbus print',
signed by Doon Arbus, Executor, in ink, copyright
credit and reproduction limitation stamps on the verso.
Accompanied by a letter of authentication from the
Estate of Diane Arbus.
Estimate
$10,000-15,000
Provenance
Directly from the artist
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The charismatic visionary Thomas Hoving served
as Director of The Metropolitan Museum of
Art from 1967-1977. Known for reinvigorating
the Museum, Hoving notably developed a
department of Contemporary Art, and reimagined
museum exhibitions to bolster visitor experience.
Arbus’ photographs frst entered the Met’s
collections during Hoving’s tenure as Director,
beginning a close relationship between her work
and The Metropolitan Museum of Art, where her
archive now resides.
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129. Richard Avedon

1923-2004

The Chicago Seven, Chicago, September 25, 1969
Gelatin silver print triptych, hinged and fushmounted as one panorama, printed 1975.
Each 9 3/4 x 7 5/8 in. (24.8 x 19.4 cm)
Overall 10 x 23 3/4 in. (25.4 x 60.3 cm)
Signed, numbered 4/50 in ink, title, date,
copyright credit and reproduction limitation
stamps on the reverse of the fush-mount.
Estimate
$15,000-25,000

130. Richard Avedon
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Literature
Random House, Avedon: The Sixties, pp.
130-132
Random House, Richard Avedon: Evidence
1944-1994, p. 151
Gagosian, Avedon: Murals & Portraits, pp.
49-52

1923-2004

The Mission Council, Saigon, April 27, 1971
Five gelatin silver prints, hinged and fushmounted as one panorama, printed 1975.
Each 9 3/4 x 7 3/4 in. (24.8 x 19.7 cm)
Overall 9 7/8 x 39 1/2 in. (25.1 x 100.3 cm)
Signed, numbered 3/50, title, date, copyright
credit and reproduction limitation stamps on the
reverse of the fush-mount.
Estimate
$12,000-18,000

Provenance
Marlborough Gallery, New York

Provenance
Marlborough Gallery, New York
Literature
Random House, Avedon: The Sixties,
pp. 94-99
Random House, Richard Avedon:
Evidence 1944-1994, p. 154
Gagosian, Avedon: Murals & Portraits,
pp. 163-167
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131. Bill Brandt

1904-1983

East Sussex Coast, 1957
Gelatin silver print, printed circa 1966
9 x 7 3/4 in. (22.9 x 19.7 cm)
Estimate
$6,000-8,000
Provenance
Directly from the artist
Literature
Abrams, Brandt: The Photography of Bill Brandt, pl. 254
Aperture, Bill Brandt: Behind the Camera, p. 63
Connolly and Haworth-Booth, Bill Brandt: Shadow of Light,
pl. 139
Jefrey, Bill Brandt: Photographs 1928-1983, p. 175
Photo Poche, Bill Brandt, pl. 59

Ruth Ansel was frst introduced to Bill Brandt’s work through
early issues of Harper’s Bazaar, where he regularly contributed
stunning, ofen surreal images. Lots 131-136, including the very
rare Self Portrait, circa 1966, were contributed by Brandt, for
potential inclusion in his The Enchanted Third Eye feature spread
published in November 1966. Images ofered in lots 135 and 134
of the renowned artists Jean Dubufet and Joan Miró in their
studios were similarly produced for spotlights on the artists,
with only a select few printed in the fnal magazine stories.
Recalls Ansel:
“When I frst went through the fascinating bound volumes of
Harper’s Bazaar from the 30’s and 40’s, I discovered the brilliant
photographic work of Cartier-Bresson, Man Ray and Bill Brandt.
Their inventive work was published side by side with the fashion
photographs of Munkácsi, Horst and a young Avedon. It was
all part of the visual landscape at Harper’s. This was a tradition
started by the great Alexey Brodovitch and taken up by myself,
and Bea Feitler.
“I immediately fell in love with Bill Brandt’s inky black
photographs with a depth of feld that brought everything into
focus from back to front,” Ansel says. “Bill could photograph any
subject we assigned him. He always sent back perfect choices,
whether it be a Palladian Villa, a nude on the beach or portraits of
a writer or artist. His images, once seen, were unforgettable.”

Letter from Bill Brandt to Ruth Ansel regarding his portrait of
Malcolm Muggeridge that was published in a December 1966
issue of Harper’s Bazaar.
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132. Bill Brandt

1904-1983

Baie des Anges, France, 1959
Gelatin silver print, printed circa 1966.
9 x 7 3/4 in. (22.9 x 19.7 cm)
Estimate
$5,000-7,000
Provenance
Directly from the artist
Literature
Abrams, Brandt: The Photography of Bill Brandt, pl. 252
Aperture, Bill Brandt: Behind the Camera, p. 68
Connolly and Haworth-Booth, Bill Brandt: Shadow of
Light, pl. 144
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133. Bill Brandt

1904-1983

Soho Bedroom, 1934
Gelatin silver print, printed circa 1966.
9 x 7 7/8 in. (22.9 x 20 cm)
Estimate
$5,000-7,000
Provenance
Directly from the artist
Literature
Abrams, Brandt: The Photography of Bill Brandt, pl. 47
Aperture, Bill Brandt: Behind the Camera, p. 30
Connolly and Haworth-Booth, Bill Brandt: Shadow
of Light, pl. 21
Thames & Hudson, Bill Brandt: Photographs
1928-1983, p. 62
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134. Bill Brandt

1904-1983

Selected images of Joan Miró and his studio, 1964
Four gelatin silver prints.
Each 9 x 7 3/4 in. (22.9 x 19.7 cm) or the reverse
Each titled in ink in unidentifed hands on the verso; three with
credit and ‘From Rapho-Guillumette’ stamps on the verso.
Estimate
$6,000-8,000
Provenance
Directly from the artist

Titles include: Joan Miró, in his studio at Calamayor Spain;
Miró, sitting on an old wheel of a windmill at Calamayor Spain;
Miró’s studio at Calamayor Spain; Ceramic by Miró in an alcove
of the outside wall of his studio

135. Bill Brandt

1904-1983

Dubufet working on a relief picture; Col de Vence, 1964
Two gelatin silver prints.
Each 9 x 7 3/4 in. (22.9 x 19.7 cm)
Each titled, credited, dated in ink in unidentifed hands and
‘Harper’s Bazaar’ stamps on the reverse of the mount.
Estimate
$4,000-6,000
Provenance
Directly from the artist
Literature
’Dubufet’, Harper’s Bazaar, March 1965, pp. 186-187

Harper’s Bazaar, March 1965
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136. Bill Brandt

1904-1983

Self Portrait, circa 1966
Gelatin silver print.
6 1/8 x 7 5/8 in. (15.6 x 19.4 cm)
Credit in ink in an unidentifed hand on the reverse of
the mount.
Estimate
$4,000-6,000
Provenance
Directly from the artist
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137. Horst P. Horst

1906-1999

Coco Chanel, Paris, 1937
Platinum print, printed later.
9 1/8 x 8 7/8 in. (23.2 x 22.5 cm)
Signed, inscribed ‘To Ruth with love’ in pencil in the margin;
signed in pencil and copyright credit stamp on the verso.
Estimate
$4,000-6,000
Provenance
Directly from the artist
Literature
Victoria and Albert Museum, Horst:
Photographer of Style, p. 62
National Portrait Gallery, Horst Portraits:
60 Years of Style, pl. 32
Lawford, Horst: His Work and His World, p. 154
Horst, Horst: Salute to the Thirties, pl. 72
Koetzle, Photo Icons: Volume 2, p. 44

138. Jacques Henri Lartigue

1894-1986

Marie Lancret a well-known demi-mondaine who I found
particularly seductive, circa 1906
Gelatin silver print, printed later.
15 5/8 x 12 7/8 in. (39.7 x 32.7 cm)
Credit, reproduction limitation stamp, ‘Harper’s Bazaar’ stamps,
partially titled and dated in an unidentifed hand on the verso.
Estimate
$3,000-5,000
Provenance
Directly from the artist
Literature
Moore, Jacques Henri Lartigue: The Invention of an Artist, pl. 89
Harper’s Bazaar, His Camera Spans a Century, 1962

“Two photographs done by the same man a half century apart
are as rare as the charm of both.” So opens the text for a spread
within a 1962 Harper’s Bazaar featuring two works, one old and
one new, from Jacques Henri Lartigue. In a description of Marie
Lancret (the present lot) the article continued, “As a woman of
fashion she embodied the elegance of her era, the little dog as
indispensable to her worldliness as the grand chapeau. Lartigue’s
youth coincided with the stunningly rapid development of the
camera, the automobile, the airplane; for half a century he has
chronicled, prolifcally, all the wonder of twentieth-century life.”
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139. Louise Dahl-Wolfe

1895-1989

Diana Vreeland, 1942
Gelatin silver print, printed 1987.
11 1/2 x 9 7/8 in. (29.2 x 25.1 cm)
Signed in pencil on the verso.
Estimate
$2,500-3,500
Provenance
Directly from the artist

Letters to Ruth Ansel from Jackie Onassis, then an editor at Doubleday,
and Diane Vreeland, in reference to a feature in the New York Times Sunday
Magazine on the 1980 release of Vreeland’s book, Allure.
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140. Bruce Weber

b. 1946

Sam Shepard and Jessica Lange, Santa Fe,
New Mexico, 1984
Gelatin silver print, printed later.
16 1/2 x 13 1/2 in. (41.9 x 34.3 cm)
Signed, titled, dated and numbered 7/15 in
pencil on the verso.
Estimate
$3,000-5,000
Provenance
Directly from the artist
Literature
‘Earth Angel’, Vanity Fair, October 1984, p. 74

Vanity Fair, October 1984

“For Ruth... there are four things you taught me.
Movie stars are not your best friends!...
never stop fghting for the right layout...
be sure to make a 360 every time you’re photographing...
don’t be shy about falling in love with what your doing.
Whether you’re photographing Sam Shepard and Jessica Lange
in New Mexico, or photographing at Karl Lagerfeld’s chateau in Brittany,
she always makes you see what was never there.”
Bruce Weber
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141. Annie Leibovitz

b. 1949

Muhammad Ali, New York, 1996
Gelatin silver print.
13 3/4 x 13 3/4 in. (34.9 x 34.9 cm)
Signed, titled, numbered AP 14 and inscribed
‘for Ruth’ in ink in the margin. One from an
edition of 40 plus artist’s proofs.
Estimate
$12,000-18,000
Provenance
Directly from the artist
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While at Vanity Fair from 1983-1988,
Ruth Ansel continued to work with
ground-breaking photographers
whose portraits defned the era,
including Annie Leibovitz (lots
141-142) and Bruce Weber (lot 140).
On working with Leibovitz, Ansel
recalled, “Annie has the same kind
of restless and controlling energy
as Avedon did. She never tires, is
demanding drives her studio people
relentlessly and ofen becomes so
passionate about reaching that
place of perfection that she loses
objectivity. Even when tensions are
at their highest, she has a devoted
nucleus of people who believe in her
so completely that they share her
passion for perfection. Her interest is
in getting something unpredictable
from the sitter. It is the same result
I hope to achieve as a magazine
art director. She is a conceptual

artist, a fashion photographer and a
portraitist, which is why her work is
so much in demand.”
Ansel continues, “She gives precise
and clear instructions as to what
she wants and how she sees it,
especially when she works with
performers, but always leaves room
for collaboration between herself
and the subject.”
The portrait of Muhammad Ali in
the present lot was taken in 1996,
the same year Ali memorably lit
the Olympic Cauldron to open the
Atlanta Games. Bruce Weber’s
spread of Sam Shepard and
Jessica Lange (opposite) as well
as Leibovitz’s Selected Portraits,
on ofer as lot 142, were published
under Ansel’s art direction.
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142. Annie Leibovitz

b. 1949

Selected portraits from Vanity Fair, 1985
Three dye destruction prints.
Each 6 x 6 in. (15.2 x 15.2 cm) or 10 x 10 in. (25.4 x 25.4 cm)
Each signed, titled, dated and inscribed in ink in the margin.
Estimate
$3,000-5,000
Provenance
Directly from the artist
Literature
‘Cool Angel’, Vanity Fair, September 1985, pp. 60-61
(Anjelica Huston)
‘Hide-and-Seek with Diane Keaton’, Vanity Fair, February 1985,
pp. 36-37 (Diane Keaton)
Harper Collins, Annie Leibovitz: Photographs, 1970-1990,
pp. 156-157 (Malcolm McLaren)
Leibovitz, The Master Set, pl. 55 (Malcolm McLaren)
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Vanity Fair, February 1985

Titles include: Anjelica Huston, Los Angeles;
Diane Keaton, Los Angeles; Malcolm McLaren and blue boy,
Point Dume, California
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“Ruth Ansel saved my life in all publishing jobs. Whether we were
collaging dead elephants for my book The End of The Game or doing
a portfolio for Harper’s Bazaar... she made Bazaar in the 60’s a
thousand tin1es better than any fashion rag today. Her work was
simply the best...”
Peter Beard

143. Peter Beard

b. 1938

Elephant Embryo, Uganda, 1966
Gelatin silver print, printed later.
13 1/8 x 19 1/8 in. (33.3 x 48.6 cm)
Signed, dated and inscribed ‘to the one and only Ruthie of Hog Ranch
and Beyond from your fan, co-worker and devotee’ in ink in the margin.
Estimate
$5,000-7,000
Provenance
Directly from the artist
Literature
Beard, Beyond the End of the World, n.p.
Tachen, Peter Beard, pl. 180 (variant)
Letter from Peter Beard to Ruth Ansel, Hog Ranch
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“Magazines and photos are a part of history. Everything is known
through them. A photograph is evidence of the passing of time. The moment
it is taken it is the past. I believe that we are a nation and a world surrounded by
pictures of ourselves. Through family snapshots, news photos, fashion magazines, flm,
television, the web, YouTube and Instagram. We are continually ofering up a variety
of traditions, styles and attitudes that defne us. Photography is a metaphor for all
our experiences, and in the hands of passionate individuals, it can heighten them.
The photograph is history.”
Ruth Ansel

144. Richard Avedon

1923-2004

Igor Stravinsky, composer, New York City, November 2, 1969
Gelatin silver triptych, hinged and fush-mounted together
as one panorama, printed 1975.
Each 9 5/8 x 7 5/8 in. (24.4 x 19.4 cm)
Overall 10 x 24 3/4 in. (25.4 x 62.9 cm)
Signed, numbered 4/50 in ink, title, date, copyright credit
and reproduction limitation stamps on the reverse of the
fush-mount.
Estimate
$10,000-15,000
Provenance
Marlborough Gallery, New York
Literature
Random House, Richard Avedon: Evidence 1944-1994, p. 152
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145. André Kertész

1894-1985

In a Corner of Léger Studio, Paris, 1927
Gelatin silver print, printed later.
9 1/4 x 7 5/8 in. (23.5 x 19.4 cm)
Titled ‘F Leger’ in pencil and credit stamp
on the verso.

Provenance
Directly from the artist
Literature
Borhan, André Kertész: His Life and Work, p. 173
Frizot and Wanaverbecq, André Kertész, p. 99

Estimate
$5,000-7,000

End of An Infuential Vision: The Collection of Ruth Ansel
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146. Ernst Haas

1921-1986

New York, 1952
Chromogenic print, printed later.
17 3/8 x 26 in. (44.1 x 66 cm)
Signed, titled, dated and numbered
3/30 by Alexander Haas, the artist’s
son, in ink on a studio label afxed to
the reverse of the frame.
Estimate
$3,000-5,000
Provenance
Acquired directly from the Estate of
Ernst Haas

147. Louis Faurer

1916-2001

Family, Times Square, 1950
Dye transfer print, printed 1980.
9 1/ 2 x 13 3/4 in. (24.1 x 34.9 cm)
Signed, titled, dated and numbered
20/25 in pencil on the verso.
Estimate
$5,000-7,000
Literature
Wilkes Tucker, Louis Faurer, p. 163

148. Helen Levitt

1913-2009

New York (girls with bubbles), circa 1942
Gelatin silver print, printed later.
7 1/8 x 11 1/8 in. (18.1 x 28.3 cm)
Signed, titled ‘N.Y.’ and dated in pencil on
the verso.
Estimate
$3,000-5,000
Provenance
Fraenkel Gallery, San Francisco
Literature
powerHouse Books, Helen Levitt:
Crosstown, p. 53
San Francisco Museum of Modern Art,
Helen Levitt, p. 48
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149. Irving Penn

1917-2009

Porter, New York, 1951
Platinum palladium print, printed 1986.
15 3/4 x 12 in. (40 x 30.5 cm)
Signed, titled, dated, numbered 5/12 in pencil,
Condé Nast copyright credit reproduction
limitation, credit and edition stamps on the
reverse of the aluminum fush-mount.

Provenance
Jackson Fine Art, Atlanta
Literature
J. Paul Getty Museum, Penn, Small Trades, pl. 157
Penn, Moments Preserved, n.p.

Estimate
$40,000-60,000
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150. Garry Winogrand

1928-1984

New York City, 1965
Gelatin silver print, printed circa 1970s.
9 x 13 1/ 2 in. (22.9 x 34.3 cm)
Signed, dated by Eileen Hale, Executor, in ink,
annotated ‘Documentary Photography’ in an
unidentifed hand in pencil and Estate stamps
on the verso.
Estimate
$8,000-12,000
Exhibited
Garry Winogrand, Museum of Modern Art,
New York, 15 May - 16 August 1988 (this print)
Literature
San Francisco Museum of Modern Art, Garry
Winogrand, pl. 122
Szarkowski, Winogrand: Figments from the
Real World, p. 88
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151. Irving Penn

1917-2009

(SM) Flat Glove, New York, 1975
Platinum palladium print, printed 1975.
29 3/4 x 22 1/ 2 in. (75.6 x 57.2 cm)
Signed, titled, dated, numbered 18/53, annotated ‘No
more than 53 original prints of this picture will ever
be made’ in pencil and copyright credit reproduction
limitation stamp on the verso.

Provenance
Howard Greenberg Gallery, New York
Literature
Szarkowski, Irving Penn, pl. 125
Knopf/Callaway, Irving Penn: Passage, A Work
Record, p. 220

Estimate
$20,000-30,000

NY_PHOTO_OCT16_148-227_BL.indd 152

02/09/16 10:48

152. Robert Adams

b. 1937

Edge of San Timoteo Canyon, Redlands,
California, 1982
Gelatin silver print, printed 1999.
8 3/4 x 11 in. (22.2 x 27.9 cm)
Signed, titled and dated in pencil on
the verso.
Estimate
$10,000-15,000
Provenance
Fraenkel Gallery, San Francisco

153. Robert Adams

b. 1937

Concrete and ice, Missouri River, Clay
County, South Dakota, 1977
Gelatin silver print, printed 1983.
9 x 11 in. (22.9 x 27.9 cm)
Signed, titled, dated in pencil and
copyright credit stamp on the verso.
Estimate
$8,000-12,000
Provenance
Fraenkel Gallery, San Francisco
Literature
Aperture, From the Missouri West, p. 7
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154. George Tice

b. 1938

Petit’s Mobil Station, Cherry Hill, New Jersey, 1974
Platinum palladium print, printed 2006.
18 1/ 2 x 23 1/4 in. (47 x 59.1 cm)
Signed, numbered 2/30 in pencil in the margin;
titled and dated in pencil on the verso.
Estimate
$15,000-20,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Szarkowski, Mirrors and Windows: American
Photography Since 1960, p. 75
W.W. Norton & Co., George Tice: Urban
Landscapes, cover
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155. Robert Adams

b. 1937

Dead palms, partially uprooted, Ontario,
California, 1983
Gelatin silver print, printed 1990.
15 x 18 3/4 in. (38.1 x 47.6 cm)
Signed, titled, dated and numbered
13/30 in pencil on the verso.
Estimate
$10,000-15,000
Provenance
Fraenkel Gallery, San Francisco
Literature
Adams, California: Views by Robert
Adams of the Los Angeles Basin, 19781983, pl. 17

156. Robert Adams

b. 1937

Clearcut and burned, east of Arch Cape,
Oregon, 1976
Gelatin silver print, printed 1979.
9 x 11 1/8 in. (22.9 x 28.3 cm)
Signed, titled, dated in pencil and
copyright credit stamp on the verso.
Estimate
$6,000-8,000
Provenance
Matthew Marks Gallery, New York
Literature
Aperture, From the Missouri West, p. 59
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157. O. Winston Link

1914-2001

NW1103, Hot Shot Eastbound at the Iaeger
Drive-in, West Virginia, 1956
Gelatin silver print, printed 1987.
15 3/8 x 19 1/4 in. (39.1 x 48.9 cm)
Signed, titled ‘NW 1103’, dated, annotated
in pencil and copyright credit reproduction
limitation stamp on the verso.
Estimate
$6,000-8,000
Literature
Abrams, America’s Last Steam Railroad:
Steam Steel & Stars, Photographs by O. Winston
Link, p. 125
Abrams, An American Century of Photography:
The Hallmark Photographic Collection, p. 367
High Museum of Art, Chorus of Light: Photographs
from the Sir Elton John Collection, p. 104

158. Lee Friedlander

b. 1934

Tokyo, 1994
Gelatin silver print.
15 x 14 3/4 in. (38.1 x 37.5 cm)
Titled and dated in pencil on the verso.
Estimate
$3,000-5,000
Provenance
Janet Borden, Inc., New York

159. Elliott Erwitt

b. 1928

Yokohama, Japan, 2003
Gelatin silver print.
11 3/4 x 17 1/ 2 in. (29.8 x 44.5 cm)
Signed in ink in the margin; signed, titled and
dated in pencil on the verso.
Estimate
$3,000-4,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
teNeues, Elliott Erwitt’s Dogs, detail on cover
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160. Lee Friedlander

b. 1934

New Orleans Young Tuxedo Band, 1959
Gelatin silver print, printed later.
12 3/8 x 18 1/ 2 in. (31.4 x 47 cm)
Signed, titled, dated in pencil and
copyright credit reproduction limitation
stamp on the verso.
Estimate
$10,000-15,000
Provenance
Dean Jensen Gallery, Milwaukee
Literature
Friedlander, Like a One-Eyed Cat, pl. 4
Galassi, Friedlander, pl. 23

161. Walker Evans

1903-1975

Interior at Biloxi, Mississippi, 1945
Gelatin silver print.
5 7/8 x 8 1/ 2 in. (14.9 x 21.6 cm)
Signed by the artist, titled in an unidentifed
hand and Lunn Archive stamp with numbers
‘II’, ‘153U’ in pencil on the verso.
Estimate
$8,000-12,000

162. Lee Friedlander

b. 1934

New Orleans, 1973
Gelatin silver print.
7 3/8 x 11 1/8 in. (18.7 x 28.3 cm)
Signed, titled, dated in pencil and ‘printed
1970s’ stamp on the verso.
Estimate
$2,500-3,500
Provenance
Janet Borden, Inc., New York

End of morning session
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Afternoon session, 3pm, lots 163–257

From the Estate of Sage and John Cowles

163. Alec Soth

b. 1969

Ste. Genevieve, Missouri, 2002
Chromogenic print.
31 3/4 x 39 3/4 in. (80.6 x 101 cm)
Signed, titled, dated and numbered 7/10 in
ink on a label afxed to the reverse of the
fush-mount.
Estimate
$7,000-9,000
Provenance
Yossi Milo Gallery, New York
Literature
Steidl, Sleeping by the Mississippi, n.p.

164. Sally Mann

b. 1951

Untitled, 1995
Toned gelatin silver print.
31 x 38 3/4 in. (78.7 x 98.4 cm)
Signed, dated, numbered 1/10 and
copyright notation in pencil on the reverse
of the mount.
Estimate
$6,000-8,000
Provenance
Edwynn Houk Gallery, New York
Exhibited
Sally Mann: Still Time, Bowdoin College
Museum of Art, Brunswick ME, 2 April 31 May 1998
Literature
Bulfnch Press, Sally Mann: Deep South, p. 35
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165. Sally Mann

b. 1951

Blowing Bubbles, 1987
Gelatin silver print.
18 3/4 x 22 3/4 in. (47.6 x 57.8 cm)
Signed, titled, dated, numbered 17/25
and copyright notation in pencil on the
verso.
Estimate
$10,000-15,000
Provenance
Edwynn Houk Gallery, New York
Literature
Mann, Immediate Family, frontispiece
Sullivan, Women Photographers, p. 147

166. Sally Mann

b. 1951

Jessie at 6, 1988
Gelatin silver print.
7 5/8 x 9 5/8 in. (19.4 x 24.4 cm)
Signed, titled, dated, numbered 10/25
and copyright notation in pencil on
the verso.
Estimate
$6,000-8,000
Literature
Mann, Immediate Family, n.p.
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167. Brett Weston

1911-1993

Dunes, 1967
Gelatin silver print.
10 x 13 in. (25.4 x 33 cm)
Signed and dated in pencil on the mount; titled in
pencil on the reverse of the mount.
Estimate
$10,000-15,000

168. Herb Ritts

1952-2002

Man Holding Shell, Australia, 1986
Gelatin silver print.
18 x 14 7/8 in. (45.7 x 37.8 cm)
Signed, titled, dated and numbered 17/25 in pencil on the
verso; copyright credit blindstamp in the margin.
Estimate
$7,000-9,000
Literature
Martineau, Herb Ritts: L.A. Style, n.p.
Twin Palms Publishers, Herb Ritts: Men, n.p.

169. Manuel Álvarez Bravo

1902-2002

La Buena Fama Durmiendo (Good Reputation,
Sleeping), 1939
Gelatin silver print, printed later.
7 1/4 x 9 5/8 in. (18.4 x 24.4 cm)
Signed and annotated ‘Mexico’ in pencil on the verso.
Estimate
$6,000-8,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Aperture, Manuel Álvarez Bravo: Photographs and
Memories, p. 77
The J. Paul Getty Museum, In Focus: Manuel Álvarez
Bravo, pl. 28 there dated 1938
Kismaric, Manuel Álvarez Bravo, p. 123
University of New Mexico Press, Revelaciones:
Manuel Álvarez Bravo, pl. 21
Turner Publications, Manuel Álvarez Bravo: 100
Years, 100 Days, pl. 48
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170. Herb Ritts

1952-2002

Versace, Veiled Dress, El Mirage, 1990
Gelatin silver print.
21 7/8 x 17 3/8 in. (55.6 x 44.1 cm)
Signed, titled, dated and numbered 17/25
in pencil on the reverse of the mount.
Estimate
$15,000-20,000
Provenance
Staley-Wise Gallery, New York
Literature
Little, Brown and Company, Herb Ritts:
Work, n.p.
Martineau, Herb Ritts: L.A. Style, p. 51
Thames & Hudson, Herb Ritts, n.p.

171. Helmut Newton

1920-2004

SUMO
Monte Carlo: Taschen, 1999. Oversized
photography book with original metal stand
designed by Philippe Starck.
Book: 27 7/8 x 20 1/8 x 3 in. (70.8 x 51.1 x 7.6 cm)
Stand: 30 x 22 x 22 in. (76.2 x 55.9 x 55.9 cm)
Signed in blue crayon and stamp numbered
03149 of 10,000 on the title page; the
stand embossed ‘STARCK’ and ‘HELMUT
NEWTON.’
Estimate
$4,000-6,000
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172. Robert Mapplethorpe

1946-1989

Orchid, 1987
Photogravure.
32 3/4 x 32 3/4 in. (83.2 x 83.2 cm)
Signed, dated and annotated ‘PP’ in pencil in the
margin; Graphicstudio copyright credit stamp on the
verso. One from an edition of 30 plus proofs.
Estimate
$15,000-25,000
Provenance
Graphicstudio, Tampa
Barbara Gillman Gallery, Miami
Literature
TeNeues, Mapplethorpe: The Complete Flowers, pl. 151

173. Nobuyoshi Araki

b. 1940

Kinbaku, 2000
Dye destruction print, printed 2015.
49 3/8 x 39 3/8 in. (125.4 x 100 cm)
Signed in ink on a gallery label afxed to the reverse
of the fush-mount. Accompanied by a gallery
certifcate of authenticity.
Estimate
$8,000-12,000
Provenance
Taka Ishii Gallery, Tokyo

174. Robert Mapplethorpe

1946-1989

Hyacinth, 1987
Photogravure.
32 3/4 x 32 3/4 in. (83.2 x 83.2 cm)
Signed, dated and annotated ‘PP’ in pencil in the
margin; Graphicstudio copyright credit stamp on the
verso. One from an edition of 30 plus proofs.
Estimate
$12,000-18,000
Provenance
Graphicstudio, Tampa
Barbara Gillman Gallery, Miami
Literature
Random House, Mapplethorpe: Pistils, p. 77
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175. Helmut Newton

1920-2004

Saddle II, Paris, 1976
Gelatin silver print.
11 7/8 x 17 1/4 in. (30.2 x 43.8 cm)
Signed, annotated ‘Paris’, dated in ink and
copyright credit reproduction limitation stamp
on the verso.
Estimate
$40,000-60,000
Literature
Newton, Sleepless Nights, pp. 66-67
Vogue Hommes, 1976
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176. Robert Mapplethorpe

1946-1989

Untitled (Vibert Williams), 1984
Gelatin silver print.
19 x 15 1/8 in. (48.3 x 38.4 cm)
Signed, dated and inscribed ‘For Vibert’ in ink on the
recto. One from an edition of 10 plus 2 artist’s proofs.
Estimate
$8,000-12,000
Provenance
Acquired directly from the artist

177. Robert Mapplethorpe

1946-1989

Green Amaryllis from Flowers, 1988
Toned photogravure.
19 1/8 x 19 1/8 in. (48.6 x 48.6 cm)
Signed, dated and annotated ‘PP’ in pencil in the
margin. One from an edition of 25 plus proofs.
Estimate
$10,000-15,000
Provenance
Hamiltons Gallery, London
Literature
Random House, Mapplethorpe: Pistils, p. 156

178. Terry O’Neill

b. 1938

Brigitte Bardot, 1971
Gelatin silver print, printed later.
37 x 24 1/4 in. (94 x 61.6 cm)
Signed and numbered 6/50 in ink in the margin.
Estimate
$7,000-9,000
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179. Chuck Close

b. 1940

Kate Moss, 2008
Gelatin silver diptych, printed 2008.
Each 25 x 19 7/8 in. (63.5 x 50.5 cm)
Overall 60 x 41 in. (152.4 x 104.1 cm)
Signed, dated and numbered PP IV/IV in pencil
on the mount. One from an edition of 15 plus 4
artist’s proofs and one trial proof.
Estimate
$40,000-60,000
Provenance
Adamson Gallery, Washington D.C.
Literature
W, September 2003
Kismaric and Respini, Fashioning Fiction in
Photography Since 1990, p. 131
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180. David LaChapelle

b. 1963

Naomi Campbell: Have You Seen Me?, 1999
Chromogenic print.
18 x 23 in. (45.7 x 58.4 cm)
Signed, titled, dated and numbered 12/30 in
ink on the verso.
Estimate
$15,000-25,000

181. John Chamberlain

1927-2011

Dining Out, 1990
Chromogenic print.
9 3/4 x 23 7/8 in. (24.8 x 60.6 cm)
Signed, titled, dated, numbered AP 1/9 and
credit stamp in the margin. One from an edition
of 9 plus artist’s proofs.
Estimate
$2,000-3,000
Provenance
Galerie Karsten Greve, Paris
Literature
Galerie Karsten Greve, John Chamberlain, p. 282
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182. Robert Mapplethorpe
1946-1989
Andy Warhol, 1986
Gelatin silver print.
19 1/4 x 19 1/4 in. (48.9 x 48.9 cm)
Signed, dated, numbered 6/10 in ink
in the margin; signed, titled, dated,
numbered in ink and copyright credit
reproduction limitation stamp on the
reverse of the mount.
Estimate
$20,000-30,000

183. Annie Leibovitz

b. 1949

Keith Haring, New York, 1986
Dye destruction print.
9 1/ 2 x 11 5/8 in. (24.1 x 29.5 cm)
Signed, titled, dated and numbered
40/40 in ink in the margin.
Estimate
$18,000-22,000
Provenance
Andrew Smith Gallery, Santa Fe
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184. Nan Goldin

b. 1953

Jimmy Paulette and Tabboo! in the bathroom,
NYC, 1991
Dye destruction print.
26 x 39 1/ 2 in. (66 x 100.3 cm)
Signed, titled, dated and numbered 13/25 in ink
on the reverse of the fush-mount.
Estimate
$10,000-15,000
Provenance
Pace/MacGill Gallery, New York
Literature
Whitney Museum of American Art/ Scalo, Nan
Goldin: I’ll be your mirror, pp. 306-307, variant
Korinsha Press, Nan Goldin: Couples and
Loneliness, p. 64, variant
Portfolio Bibliothek der Fotografe No 11 Nan
Goldin, p. 28

185. Ryan McGinley

b. 1977

Purple Haze, 2011
Chromogenic print, face-mounted to Plexiglas.
44 1/ 2 x 29 3/4 in. (113 x 75.6 cm)
Signed in ink, printed title, date and number
3/3 on a gallery label afxed to the reverse of
the fush-mount.
Estimate
$8,000-12,000
Provenance
Tomio Koyama Gallery, Tokyo
Private Collection, New York
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186. Bill Henson

b. 1955

Untitled (LMO SH 144 N35), 2000
Chromogenic print, fush-mounted.
40 1/4 x 60 1/4 in. (102.2 x 153 cm)
Signed, titled, dated and numbered 3/5
in ink in the margin.
Estimate
$10,000-15,000
Provenance
Roslyn Oxley9 Gallery, Sydney
Literature
Thames & Hudson, Bill Henson: Lux et
Nox, n.p.

187. Larry Sultan

1946-2009

Havenhurst Drive from The Valley, 1999
Chromogenic print.
28 7/8 x 34 7/8 in. (73.3 x 88.6 cm)
Signed in ink on the recto. One from an
edition of 10 plus artist’s proofs.
Estimate
$6,000-8,000
Provenance
Janet Borden, Inc., New York
Literature
Scalo, Larry Sultan: The Valley, n.p.
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188. Chris Burden

b. 1946

Deluxe Photo Book 71-73
44 gelatin silver prints, 9 chromogenic prints and
typewritten text, 1974.
Varying dimensions from 4 1/4 x 5 3/4 in. (10.8 x 14.6 cm) to
9 3/4 x 7 1/ 2 in. (24.8 x 19.1 cm) or the reverse
Each signed in pencil on the verso. Signed, dated,
numbered 37/50 in pencil and typed copyright credit
on the colophon. Typed lists of ‘Exhibitions and Pieces’
and photographic credits. Each print and text sheet
individually housed within a plastic leaf, all contained
within a black plastic loose-leaf binder with handpainted cover.
Estimate
$25,000-35,000
Provenance
Olivier Renaud Clement, New York
Literature
Artforum, May 1976, cover, pp. 24-31

NY_PHOTO_OCT16_148-227_BL.indd 170

Groundbreaking performance artist Christ Burden
underwent a series of elaborate, self-inficted
performative trials in the early 1970s that have come
to defne the spectacular extremes of performance
art. Contained within a black loose-leaf binder
with hand painted front cover are the documentary
contents of 23 of Burden’s most famous performance
works executed between 1971 and 1973. Selfpublished in 1974, the book archives ephemeral
performances that otherwise might have vanished
into the realm of performative legend—no piece was
ever repeated or rehearsed. The succinct, descriptive,
typewritten texts and accompanying photographs
bring each performance to light, laying bare Burden’s
radical, audacious, and ofen painful practice.
Other examples of this work are in the permanent
collections of the Los Angeles County Museum of Art
and The Museum of Modern Art, New York.
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189. Alex Prager

b. 1979

La Petite Mort, 2012
Six chromogenic prints and digital video.
Each 11 x 21 in. (27.9 x 53.3 cm)
Video length: 7:02
Signed, titled, dated, numbered 9/15 in ink, copyright ‘La
Petite Mort’ stamp on six artist’s labels accompanying
the work. Video colophon, illustrated plate list, enclosed
in a muted red linen cloth clamshell portfolio case with
debossed number 9/15 in the case interior.
Estimate
$25,000-35,000
Provenance
M+B, Los Angeles
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190. Hamish Fulton

b. 1946

Bitten by a Dog: A Twenty Day Walking
Journey from Dumre to Leder in Manang
and back to Pokhara by way of Khudi,
Nepal, early, 1983
Unique gelatin silver print.
29 x 19 1/ 2 in. (73.7 x 49.5 cm)
Overall 48 1/4 x 37 1/4 in. (122.6 x 94.6 cm)
Estimate
$6,000-8,000
Exhibited
Hamish Fulton 1975-85, Stedelijk van
Abbemuseum, Eindhoven,
Netherlands, 1985
Hamish Fulton: Selected Walks 19691989, Albright-Knox Art Gallery, Bufalo,
19 January-7 March, 1990; Centro
Cultural Arte Contemporaneo, Polanco,
Mexico, 10 June-19 August, 1990

Hamish Fulton’s dedication to the
journey of his many walks has sculpted
a body of work that uses iconography,
color, drawings, photographs, and text
to document these voyages. Fulton
began his walks, varying in duration

191. Zhang Huan
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Other works by the artist are in
the collections of the Tate Gallery,
London; Museum of Modern Art,
New York; Solomon R. Guggenheim
Museum, New York; the Los
Angeles County Museum of Art; and
Philadelphia Museum of Art.

b. 1965

Pilgrimage - Wind and Water in New York, 1998
Chromogenic print.
40 x 80 in. (101.6 x 203.2 cm)
Signed, titled in Chinese and numbered 12/15 in
ink on a label afxed to the verso.
Estimate
$12,000-18,000

and taking place all over the world, in
the late 1960s where he documented
his interaction and experience on
each trip. Landmarks are depicted
with specifc colors and line drawings
and photographs with accompanied
captions ofer site specifc information
from the journey. Bitten by a Dog: A
Twenty Day Walking Journey from
Dumre to Leder and back to Pakhara
by way of Khudi, Nepal, early 1983
stems from a walk in the Annapurna
region in the Himalayas which he
called Twilight Horizons. This walk
later became a book with text, photos,
and drawings of which this image was
included.

Provenance
Phillips de Pury & Company, New York, Under
the Infuence, 27 February 2007, lot 203
Literature
Kunstverein, Zhang Huan, pp. 78-79
Asia Society and Museum, Zhang Huan:
Altered States, p. 18
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192. Gregory Crewdson

Untitled (Girl in Window) from Twilight, 1999
Chromogenic print.
47 1/ 2 x 59 1/ 2 in. (120.7 x 151.1 cm)
Signed in ink, printed title, date and number
AP 1/2 on a gallery label afxed to the
reverse of the fush-mount. One from an
edition of 10 plus 2 artist’s proofs.
Estimate
$10,000-15,000
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193. Cindy Sherman

b. 1962
Provenance
Luhring Augustine, New York
Literature
Moody, Twilight: Photographs by Gregory
Crewdson, n.p.

b. 1954

Untitled (In honor of Mark Morrisroe), 1980
Fujicolor Crystal Archive print from 1989
Portfolio, printed 2000.
11 x 15 1/4 in. (27.9 x 38.7 cm)
Signed, dated and numbered 48/75 in ink
on the verso.
Estimate
$12,000-18,000

02/09/16 11:30

194. Larry Sultan

1946-2009

My Mother Posing for Me from Pictures of
Home, 1984
Archival pigment print, printed later.
30 x 37 in. (76.2 x 94 cm)
Titled, dated, numbered 4/10 by Kelly Sultan,
Executor, in ink and Estate of Larry Sultan
stamp on an accompanying label.
Estimate
$20,000-30,000

Literature
Sultan, Pictures from Home, p. 109
Sultan, Katherine Avenue, p. 41
Los Angeles County Museum of Art, Larry Sultan:
Here and Home, pp. 90-91
Bussard, So the Story Goes, frontispiece, p. 115
Galassi, Pleasures and Terrors of Domestic
Comfort, p. 106
Hirsch, The Familial Gaze, pl. 3
Silberstein, Mapping Jewish Identities, p. 68

Provenance
Private Collection, New York
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195. Tina Barney

b. 1945

The Reception, 1985
Chromogenic print, fush-mounted.
30 x 39 5/8 in. (76.2 x 100.6 cm)
Signed on the recto. Number 1 from an
edition of 5.
Estimate
$10,000-15,000
Literature
Scalo, Tina Barney: Photographs,
Theater of Manners, pp. 88-89

196. Tina Barney

b. 1945

The Conversation, 1987
Chromogenic print, fush-mounted.
46 x 59 1/ 2 in. (116.8 x 151.1 cm)
Signed, dated and numbered 1/10, 3776
in ink on the recto.
Estimate
$8,000-12,000
Provenance
Janet Borden, Inc., New York
Literature
Scalo, Tina Barney: Photographs,
Theater of Manners, pp. 108-109
Smithsonian Institution Press, Friends
and Relations: Photographs by Tina
Barney, p. 33
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197. Richard Avedon

1923-2004

Ronald Reagan, Los Angeles, California,
April 1, 1993
Gelatin silver print, printed 2000.
14 3/4 x 14 5/8 in. (37.5 x 37.1 cm)
Signed, numbered 5/15 in pencil, title, date
and copyright credit reproduction limitation
stamps on the verso.
Estimate
$12,000-18,000
Provenance
Gagosian Gallery, New York
Private Collection, New York

198. Richard Avedon

1923-2004

Groucho Marx, actor, Beverly Hills,
California, April 12, 1972
Gelatin silver print, printed 1975.
15 1/ 2 x 15 1/4 in. (39.4 x 38.7 cm)
Signed, numbered in ink, title, date and
copyright credit reproduction limitation
stamps on the verso. One from an edition
of 50.
Estimate
$8,000-12,000
Literature
Avedon, Richard Avedon: Portraits, n.p.
Random House, Richard Avedon: Evidence
1944–1994, p. 155
Louisiana Museum of Modern Art, Richard
Avedon Photographs 1946-2004, n.p.
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199. Irving Penn

1917-2009

Woman with Three Loaves, Morocco, 1971
Toned gelatin silver print, printed 1990.
14 3/4 x 14 3/4 in. (37.5 x 37.5 cm)
Signed, titled, dated, initialed in ink, Condé
Nast (courtesy Vogue) copyright credit
reproduction limitation, credit and edition
stamps on the reverse of the mount. One
from an edition of 10.
Estimate
$18,000-22,000

200. Irving Penn

1917-2009

The Angel, 1946
Platinum palladium print, printed 1979.
9 1/ 2 x 7 1/ 2 in. (24.1 x 19.1 cm)
Signed, titled, dated, numbered 11/52
in pencil, Condé Nast copyright credit
reproduction limitation, credit and edition
stamps on the reverse of the aluminum
fush-mount.
Estimate
$8,000-12,000
Provenance
Sotheby’s, London, 4 May 1995, lot 313
Literature
The Art Institute of Chicago, Irving Penn: A
Career in Photography, pl. 76
Knopf/Callaway, Irving Penn: Passage, A
Work Record, p. 27

French wrestler Maurice Tillet, was a
world heavyweight champion who in
his twenties developed acromegaly.
He moved to the United States and
continued his wrestling as the ‘The
French Angel’ drawing large crowds
in the 1940s.
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201. Seydou Keïta

1923-2001

Reclining Woman, 1958
Gelatin silver print, printed 2001.
15 3/4 x 22 3/8 in. (40 x 56.8 cm)
Signed twice and dated in ink in the margin;
dated, annotated ‘Paris’ by Philippe Salaün in
pencil and ‘Tirage par Philippe Salaün’ stamp
on the verso.
Estimate
$7,000-9,000
Literature
Scalo, Seydou Keïta, p. 125

202. Irving Penn

1917-2009

Dahomey Children, 1967
Platinum palladium print, printed 1973.
19 1/ 2 x 21 3/4 in. (49.5 x 55.2 cm)
Signed, titled, dated, numbered 28/45
in pencil, Condé Nast copyright credit
reproduction limitation, credit and edition
stamps on the verso.
Estimate
$20,000-30,000
Literature
Knopf/Callaway, Irving Penn: Passage,
A Work Record, p. 170
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203. Irving Penn

1917-2009

Cuzco Children, Peru, December, 1948
Gelatin silver print, printed 1949.
10 1/ 2 x 9 in. (26.7 x 22.9 cm)
Signed, titled, dated, initialed in ink, Condé
Nast (courtesy Vogue) copyright credit
reproduction limitation, credit and edition
stamps on the reverse of the mount. One from
an edition of 8.
Estimate
$30,000-50,000
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Provenance
Fraenkel Gallery, San Francisco
Literature
Knopf/Callaway, Irving Penn: Passage,
A Work Record, p. 61 there titled Brother
and Sister, Cuzco
Penn, Worlds in a Small Room, p. 13
Szarkowski, Irving Penn, pl. 59 there titled
Mountain Children, Cuzco
Westerbeck, Irving Penn: A Career in
Photography, pl. 37
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204. Peter Beard

b. 1938

Orphaned Cheetah Cubs, Mweiga National
Park, Kenya for The End of the Game, 1968
Gelatin silver print, executed later.
6 3/8 x 9 1/4 in. (16.2 x 23.5 cm)
Signed, titled, dated and annotated in ink
on the recto.
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Estimate
$15,000-20,000
Provenance
Fahey/Klein Gallery, Los Angeles
Literature
Taschen, Peter Beard, pl. 176 and pl. 261, variants
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205. Nick Brandt

b. 1964

Lioness with Cub in Mouth, Amboseli, 2012
Archival pigment print.
22 x 32 1/ 2 in. (55.9 x 82.6 cm)
Signed, dated and numbered 5/20 in
pencil in the margin.

206. Peter Beard

b. 1938

Estimate
$12,000-18,000

Girafes and Zebras, 1964
Gelatin silver print with watercolor and ink,
executed 2010.
Overall 11 x 14 in. (27.9 x 35.6 cm)
Signed, dated and inscribed in ink on the recto;
signed twice, titled, dated in ink and studio
copyright credit reproduction limitation stamp
on the verso.

Provenance
Fahey/Klein Gallery, Los Angeles

Estimate
$15,000-25,000
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207. Peter Beard

b. 1938

Gardeners of Eden, 1984
Gelatin silver print with ink, executed later.
31 3/4 x 47 in. (80.6 x 119.4 cm)
Signed and extensively annotated in ink in the margin.
Estimate
$20,000-30,000
Provenance
The Time is Always Now, New York
Private Collection, Paris
Private Collection, New York
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Property of a Private Collection, New York

208. Nick Brandt

b. 1964

Cheetah and Cubs, Masai Mara, 2003
Archival pigment print.
18 1/ 2 x 24 1/4 in. (47 x 61.6 cm)
Signed, dated and numbered 9/20 in pencil
in the margin.

Literature
Brandt, On This Earth: Photographs from
East Africa, p. 107
Brandt, On this Earth, A Shadow Falls, pl. 37

Estimate
$20,000-30,000

Property of a Private Collection, New York

209. Nick Brandt

b. 1964

Elephant Mother and Two Babies,
Serengeti, 2002
Archival pigment print.
19 3/4 x 23 1/4 in. (50.2 x 59.1 cm)
Signed, dated and numbered 11/20 in pencil
in the margin.
Estimate
$10,000-15,000
Literature
Brandt, On This Earth: Photographs from
East Africa, p. 39
Brandt, On this Earth, A Shadow Falls, pl. 27
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210. Peter Beard

b. 1938

756 elephants in misery-likes company
formation, Tsavo during the die-of, 1972
Gelatin silver print with ink, executed later.
17 x 22 7/8 in. (43.2 x 58.1 cm)
Overall 19 3/4 x 24 in. (50.2 x 61 cm)
Signed, titled, dated and annotated in ink on
the recto; The Time is Always Now copyright,
credit stamp on the verso.
Estimate
$8,000-12,000
Provenance
Fahey/Klein Gallery, Los Angeles
Literature
Taschen, Peter Beard, pl. 13, variant

211. Peter Beard

b. 1938

Ali Hassan (“a lonely horn in the woods”)
Servant to Karan Blixen, Nairobi Kenya for the
End of the Game, 1962
Gelatin silver print with ink and blood,
executed later.
11 3/4 x 8 3/8 in. (29.8 x 21.3 cm)
Overall 14 x 11 in. (35.6 x 27.9 cm)
Signed, titled and dated in ink in the margin;
The Time is Always Now copyright credit
reproduction limitation stamp on the verso.
Estimate
$5,000-7,000
Provenance
Fahey/Klein Gallery, Los Angeles
Literature
Taschen, Peter Beard, pl. 184, variant there
dated 1961

212. Sebastião Salgado

b. 1944

Serra Pelada Gold Mine, Brazil, 1986
Gelatin silver print, printed later.
11 3/4 x 17 3/8 in. (29.8 x 44.1 cm)
Signed, titled ‘Brasil’ and dated in pencil
on the verso; copyright credit blindstamp
in the margin.
Estimate
$4,000-6,000
Provenance
Sotheby’s, London, 22 May 2003, lot 211
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213. Sebastião Salgado

b. 1944

Iceberg between the Paulet Island and the
South Shetland Islands, Antarctica, 2005
Gelatin silver print, printed later.
47 1/ 2 x 65 1/ 2 in. (120.7 x 166.4 cm)
Signed, titled ‘Antartica’ [sic] and dated in
pencil on the reverse of the fush-mount.
Accompanied by a signed copy of Genesis:
Sebastião Salgado, Collector’s Edition,
Volumes I and II.

Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Taschen, Sebastião Salgado: Genesis,
pp. 20-21

Estimate
$35,000-45,000
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214. Sebastião Salgado

b. 1944

Elephant (Against light), Kafue National Park,
Zambia, 2010
Gelatin silver print.
21 1/4 x 29 5/8 in. (54 x 75.2 cm)
Signed, titled ‘Zambia’ and dated in pencil on
the verso.
Estimate
$12,000-15,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Taschen, Genesis: Sebastião Salgado, pp.
270-271

215. Sebastião Salgado

b. 1944

Chinstrap Penguins (Pygoscelis Antarctica),
Deception Island, Antarctica, 2005
Gelatin silver print, printed later.
29 3/4 x 21 1/ 2 in. (75.6 x 54.6 cm)
Signed, titled ‘Antartica’ [sic] and dated in
pencil on the verso.
Estimate
$12,000-15,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Taschen, Genesis: Sebastião Salgado, p. 86

Property of a Private Collection, New York

216. Nick Brandt

b. 1964

Sitting Lionesses, Serengeti, 2002
Archival pigment print.
19 x 23 7/8 in. (48.3 x 60.6 cm)
Signed, dated and numbered 9/20 in pencil
in the margin.
Estimate
$8,000-12,000
Literature
Brandt, On this Earth, A Shadow Falls, pl. 71
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Property of a Private Collection, New York

217. Nick Brandt

b. 1964

Girafe Fan, Aberdares, 2000
Archival pigment print.
19 5/8 x 19 3/4 in. (49.8 x 50.2 cm)
Signed, dated and numbered 7/20 in pencil
in the margin.
Estimate
$4,000-6,000
Literature
Brandt, On this Earth, A Shadow Falls, pl. 67

Property of a Private Collection, New York

218. Nick Brandt

b. 1964

Two Rhinos, Lewa, 2003
Archival pigment print.
16 3/4 x 24 3/4 in. (42.5 x 62.9 cm)
Signed, dated and numbered 4/20 in pencil
in the margin.
Estimate
$1,500-2,000
Literature
Brandt, On this Earth, A Shadow Falls, pl. 39

Property of a Private Collection, New York

219. Nick Brandt

b. 1964

Zebra in Doorway with Loom, Lewa Downs, 2002
Archival pigment print.
19 3/4 x 19 3/4 in. (50.2 x 50.2 cm)
Signed, dated and numbered 1/20 in pencil
in the margin.
Estimate
$1,500-2,500
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220. James Casebere

b. 1953

Mission Façade, 1988
Gelatin silver print.
28 1/8 x 37 1/ 2 in. (71.4 x 95.3 cm)
Signed, titled, dated and numbered in ink
in the margin. One from an edition of 10.
Estimate
$7,000-9,000

221. Desiree Dolron

b. 1963

Cerca Trocadero, 2002
Dye destruction print, face-mounted
to Plexiglas.
31 1/4 x 31 in. (79.4 x 78.7 cm)
Signed by the artist and annotated in an
unknown hand in ink on the reverse of
the fush-mount. One from an edition of 8.
Estimate
$12,000-18,000
Provenance
Michael Hoppen Gallery, London
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222. Frank Thiel

b. 1966

Stadt 2/55 (Berlin), 2002
Chromogenic print, face-mounted to Plexiglas.
57 x 79 in. (144.8 x 200.7 cm)
Overall 71 x 93 in. (180.3 x 236.2 cm)
Signed, titled, dated, numbered 4/4 in ink on the
frame backing; signed, titled, dated and numbered
4/4 in ink on the reverse of the frame.
Estimate
$10,000-15,000
Provenance
Sean Kelly Gallery, New York
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223. Vik Muniz

b. 1961

Giverny 2, afer Monet #2 from Pictures of
Color, 2002
Dye destruction print, fush-mounted.
40 x 40 1/4 in. (101.6 x 102.2 cm)
Printed title, date and number 4/10 on a
gallery label afxed to the reverse of the frame.
Accompanied by an artist’s label, signed in ink
by the artist.
Estimate
$20,000-30,000
Provenance
Rena Bransten Gallery, San Francisco
Literature
Capivara, Vik Muniz: Obra Completa, 19872009, p. 458

224. Marilyn Minter

b. 1948

Mardi Gras, 2007
Chromogenic print, fush-mounted.
40 x 60 in. (101.6 x 152.4 cm)
Signed in ink and numbered 5/5 on two gallery
labels afxed to the reverse of the frame.
Estimate
$12,000-18,000
Provenance
Salon 94, New York
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225. Ahmet Ertug

b. 1949

Queens bed chamber, Palazzina Di Stupinigi,
Turin, Italy, 2016
Chromogenic print.
86 3/8 x 70 7/8 in. (219.5 x 180 cm)
Signed in ink, printed title, date and number
1/3 on an artist’s label afxed to the reverse of
the frame.
Estimate
$40,000-60,000
Provenance
Acquired directly from the artist

NY_PHOTO_OCT16_148-227_BL.indd 191

02/09/16 11:43

226. Andreas Gursky

b. 1955

Zürich - Bank Projekt no. 4, 1997
Chromogenic print, face-mounted to Plexiglas.
45 1/ 2 x 36 in. (115.6 x 91.4 cm)
Overall 61 x 50 3/4 in. (154.9 x 128.9 cm)
Signed, titled, dated and numbered 4/5 in
pencil on the verso.
Estimate
$35,000-45,000
Provenance
Mai 36 Galerie, Zurich
Private Collection, New York
Sotheby’s, New York, Contemporary Curated,
25 September 2013, lot 131
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227. Candida Höfer

b. 1944

Bibliothèque Nationale de France Paris
XV, 1998
Chromogenic print.
23 1/ 2 x 23 1/ 2 in. (59.7 x 59.7 cm)
Signed in ink on the fush-mount; printed
title, date and number 2/6 on a label
afxed to the reverse of the fush-mount.
Estimate
$8,000-12,000
Provenance
Rena Bransten Gallery, San Francisco

228. Candida Höfer

b. 1944

Kunsthal Rotterdam II, 2000
Chromogenic print.
23 x 23 in. (58.4 x 58.4 cm)
Signed in ink on the reverse of the fushmount; printed title, date and number
5/6 on a label afxed to the reverse of
the fush-mount.
Estimate
$8,000-12,000
Provenance
Karyn Lovegrove Gallery, Los Angeles
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229. Elger Esser

b. 1967

Stilo, Italien, 1998
Chromogenic print, Diasec mounted.
24 3/4 x 35 1/ 2 in. (62.9 x 90.2 cm)
Signed in ink, printed title, date and number
1/5 on an artist’s label afxed to the reverse of
the frame.
Estimate
$15,000-20,000
Provenance
Sonnabend Gallery, New York
Literature
Schirmer/Mosel, Elger Esser: Vedutas and
Landscapes, p. 57
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230. Massimo Vitali

b. 1944

Viareggio Sun One, 1995
Chromogenic print, face-mounted to Plexiglas
and fush-mounted.
59 x 73 1/ 2 in. (149.9 x 186.7 cm)
Overall 71 x 85 in. (180.3 x 215.9 cm)
Signed on a label accompanying the work. One
from an edition of 9.
Estimate
$20,000-30,000
Provenance
Bonni Benrubi Gallery, New York
Phillips de Pury & Company, New York,
Contemporary Art Part II, 12 May 2006, lot 388
Private Collection, New York
Literature
Steidl, Massimo Vitali: Landscape with
Figures, p. 12
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231. Mario Testino

b. 1954

Gisele, American Vogue, Malibu, 2002
Chromogenic print, fush-mounted.
60 3/4 x 48 1/ 2 in. (154.3 x 123.2 cm)
Signed in ink, printed title, date and number 2/3
on a label afxed to the reverse of the frame.

Provenance
Phillips de Pury & Company, Paris, Mario Testino:
Out of Fashion, 2007
Literature
Phillips de Pury & Company, Mario Testino: Out of
Fashion, n.p.

Estimate
$20,000-30,000
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232. Philip-Lorca diCorcia

b. 1951

W, September 1997 #3, 1997
Archival pigment print.
32 x 42 in. (81.3 x 106.7 cm)
Signed and numbered 15/15 in ink on a label
afxed to the reverse of the fush-mount.
Estimate
$20,000-30,000
Provenance
David Zwirner, New York
Acquired from the above by the present owner
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233. Vik Muniz

b. 1961

The Face of the Moon, afer John Russell from
Pictures of Pigment, 2007
Chromogenic print.
59 x 40 in. (149.9 x 101.6 cm)
Signed, dated in ink, printed title, date and
number 2/6 on an artist’s studio label afxed to
the reverse of the fush-mount.
Estimate
$18,000-22,000
Provenance
Acquired directly from the artist
Literature
Capivara, Vik Muniz: Obra Completa 19872009, p. 608

234. Edward Burtynsky

b. 1955

AMARC #5, Davis-Monthan AFB, Tuscon
Arizona, 2006
Chromogenic print.
39 x 49 in. (99.1 x 124.5 cm)
Signed in ink, printed title, date and number
8/9 on a label afxed to the reverse of the
mount.
Estimate
$15,000-20,000
Provenance
Nicholas Metivier Gallery, Toronto
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235. Stéphane Couturier

b. 1957

Grand Palais, Paris 8, 2003
Chromogenic print.
42 x 43 in. (106.7 x 109.2 cm)
Signed, titled, dated and numbered 7/8 in
ink on a label afxed to the reverse of the
fush-mount.
Estimate
$8,000-12,000
Provenance
Laurence Miller Gallery, New York

236. Frank Thiel

b. 1966

Stadt 2/78 (Berlin), 2003
Chromogenic print, face-mounted to Plexiglas.
57 x 80 1/ 2 in. (144.8 x 204.5 cm)
Signed, titled, dated and numbered 2/4 in
ink on the reverse of the fush-mount; signed,
titled, dated and numbered in ink on the
reverse of the frame.
Estimate
$12,000-18,000
Provenance
Sean Kelly Gallery, New York

Property of a Corporate Collection, New York
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237. Elger Esser

b. 1967

Sous La Manneporte, Frankreich, 2000
Chromogenic print, Diasec and fush-mounted.
33 1/4 x 47 in. (84.5 x 119.4 cm)
Signed in ink, printed title, date and number VI-I/VII
on an artists label afxed to the reverse of the frame.
Number 1 from an edition of 7.
Estimate
$15,000-20,000
Provenance
Sonnabend Gallery, New York

238. Doug & Mike Starn

b. 1961 and b. 1961

Black Pulse #13, 2001
Chromogenic print triptych with metallic push pins.
Each 42 x 30 in. (106.7 x 76.2 cm)
Overall 50 x 100 in. (127 x 254 cm)
Signed, dated and numbered 1/5 in ink on the reverse
of the frame; printed title, date and number on an
artists’ label afxed to the reverse of the frame.
Estimate
$12,000-18,000
Provenance
Acquired directly from the artists

Property of a Corporate Collection, New York
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239. Doug & Mike Starn

b. 1961 and b. 1961

240. Richard Misrach

b. 1949

Untitled #9 from Structure of Thought, 2001
MIS and Lysonic inkjet prints on Thai mulberry, gampi,
and tissue papers with wax, encaustic and varnish.
17 x 135 in. (43.2 x 342.9 cm)
Overall 19 x 137 in. (48.3 x 348 cm)
Signed, dated, numbered 3/5 in ink, printed title, date,
and number on an artists’ label afxed to the reverse
of the frame.

Battleground Point #41, 1999
Chromogenic print, printed 2002.
48 x 61 1/4 in. (121.9 x 155.6 cm)
Signed, titled, dated and numbered 3/5 in ink on the
reverse of the frame.

Estimate
$12,000-18,000

Provenance
Robert Mann Gallery, New York

Estimate
$10,000-15,000

Provenance
Acquired directly from the artists

Property of a Corporate Collection, New York
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241. Doug Hall

b. 1944

Highway 50, Nevada #1, 1998
Chromogenic print.
44 3/4 x 69 3/4 in. (113.7 x 177.2 cm)
Signed, titled, dated and numbered AP 1/2 in ink
on an artist’s label accompanying the work. One
from an edition of 6 plus 2 artist’s proofs.
Estimate
$5,000-7,000
Provenance
Feigen Contemporary, New York

242. Lynn Davis

b. 1944

Iceberg VI, Disko Bay, Greenland, 2004
Selenium toned gelatin silver print.
40 x 40 in. (101.6 x 101.6 cm)
Signed, dated, numbered 3/10 in ink and credit
reproduction limitation stamp on the reverse of
the fush-mount.
Estimate
$8,000-12,000
Provenance
Edwynn Houk Gallery, New York

Property of a Corporate Collection, New York
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243. Tseng Kwong Chi

1950-1990

Grand Canyon, Arizona; Monument Valley, Arizona;
Banf National Park, Alberta, Canada, 1986-1987
Three gelatin silver prints, printed 1997.
Two 35 7/8 x 35 7/8 in. (91.1 x 91.1 cm); one 15 x 15 in.
(38.1 x 38.1 cm)
Two signed, titled, dated, numbered by Muna Tseng,
trustee, in ink and Estate copyright credit stamp on
the verso or the reverse of the fush-mount.
Estimate
$12,000-18,000
Provenance
Julie Saul Gallery, New York

Property of a Corporate Collection, New York
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244. Thomas Demand

b. 1964

Abgang/ Exit, 2000
Chromogenic print, face-mounted to Plexiglas.
61 1/4 x 98 1/ 2 in. (155.6 x 250.2 cm)
Signed, dated and numbered 5/6 in ink on the
reverse of the fush-mount.
Estimate
$70,000-90,000
Provenance
Victoria Miro Gallery, London
Literature
Schirmer/Mosel, Thomas Demand: Phototrophy, p. 47
Walther Konig, Thomas Demand: L’Esprit d’Escalier, p. 17
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245. James Casebere

b. 1953

The Green Staircase #1, 2002
Dye destruction print, face-mounted to Plexiglas
and fush-mounted, printed later.
60 x 48 in. (152.4 x 121.9 cm)
Signed in ink, printed title, date and number 2/5
on a gallery label afxed to the reverse of the frame.
Estimate
$30,000-50,000
Provenance
Sean Kelly Gallery, New York
Literature
Damiani, James Casebere: Works 1975-2010, pl. 87
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246. Christopher Bucklow

b. 1957

Guest 5:14pm 11 November, 1998
Dye destruction photogram.
36 1/ 2 x 25 1/ 2 in. (92.7 x 64.8 cm)
Signed on a label accompanying the work.
Estimate
$5,000-7,000
Provenance
Paul Kasmin Gallery, New York
Literature
powerHouse Books, Guest: Christopher
Bucklow, cover

247. Hiroshi Sugimoto

b. 1948

Saint James, New Zealand, 1991
Gelatin silver print.
16 1/ 2 x 21 1/ 2 in. (41.9 x 54.6 cm)
Signed in pencil on the mount; blindstamp title,
date and number 9/25, 235 in the margin.
Estimate
$15,000-20,000
Provenance
André Simoens Gallery, Knokke, Belgium
Literature
Galleria SPSAS, Motion Picture by
Sugimoto, n.p.
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248. Matthew Pillsbury

b. 1973

Full Moon over Beaver Bay, Monday,
May 23rd, 9:52-10:46pm, 2005
Archival pigment print.
30 x 40 in. (76.2 x 101.6 cm)
Signed, titled, dated and numbered 2/10,
‘TV05105’ in pencil in the margin.
Estimate
$4,000-6,000
Provenance
Bonni Benrubi Gallery, New York
Phillips de Pury & Company, New York,
8 October 2010, lot 377
Literature
Actes Sud/ Foundation HSBC pour la
Photographi, Matthew Pillsbury: Time
Frame, pp. 16-17

249. Adam Fuss

b. 1961

Untitled from Details of Love, 1993
Dye destruction photogram, fush-mounted.
50 x 41 in. (127 x 104.1 cm)
Signed, annotated ‘AF823’ and dated in
pencil on the verso.
Estimate
$8,000-12,000
Provenance
Private Collection, New York
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250. Hiroshi Sugimoto

b. 1948

English Channel, Fécamp, 1989
Gelatin silver print.
16 3/4 x 21 1/4 in. (42.5 x 54 cm)
Signed, titled, dated and numbered 3/25, 361
in pencil on the mount; blindstamp title and
number 3/25, 361 in the margin.
Estimate
$20,000-30,000
Provenance
Angles Gallery, Santa Monica
Literature
The Museum of Contemporary Art, Los
Angeles, Sugimoto, n.p.

251. Francesca Woodman

1958-1981

But lately i fnd a sliver of a mirror is simply to
slice an eye lid, 1979
Gelatin silver print, printed later.
5 1/ 2 x 5 1/ 2 in. (14 x 14 cm)
Signed by George and Betty Woodman,
numbered 1/40, ‘N 383’ in pencil and the PE/
FW credit stamp on the verso.
Estimate
$4,000-6,000
Literature
Phaidon, Francesca Woodman, p. 232
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252. Hiroshi Sugimoto

b. 1948

Kino Panorama, Paris, 1998
Gelatin silver print.
16 5/8 x 21 3/8 in. (42.2 x 54.4 cm)
Signed on the mount; blindstamp number 4/25,
268 in the margin.
Estimate
$15,000-25,000
Provenance
Gallery Koyanagi, Tokyo
Private Collection

253. Adam Fuss

b. 1961

Journey, 1992
Dye destruction photogram.
39 1/ 2 x 29 1/ 2 in. (100.3 x 74.9 cm)
Signed and dated in ink on the reverse of
the fush-mount.
Estimate
$12,000-18,000
Provenance
Robert Miller Gallery, New York
Private Collection
Cheim & Read Gallery, New York
Richard Hines Fine Arts, Washington
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254. Elger Esser

b. 1967

Canal des Allemands, Frankreich, 1997
Chromogenic print, fush-mounted.
35 x 50 1/4 in. (88.9 x 127.6 cm)
Overall 48 3/4 x 64 3/8 in. (123.8 x 163.5 cm)
Signed in ink, printed title, date and number 2/5 on
an artist’s label afxed to the reverse of the frame.
Estimate
$15,000-20,000
Provenance
Private Collection, London
Phillips de Pury & Luxembourg, New York, 24 April
2003, lot 69
Literature
Schirmer/Mosel, Elger Esser: Vedutas and
Landscape, pp. 36-37 there dated 1998

255. Gregori Maiofs

b. 1970

In Time a Bear May Even Be Taught to Dance, 2008
Bromoil print, printed later.
35 1/4 x 31 in. (89.5 x 78.7 cm)
Signed, titled, dated and numbered 1/15 in pencil
on the verso.
Estimate
$10,000-12,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Nazraeli Press, Maiofs: Proverbs, pl. 8
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256. Loretta Lux

b. 1969

Troll 2, 2000
Dye destruction print.
8 7/8 x 8 7/8 in. (22.5 x 22.5 cm)
Signed, titled, dated and numbered 14/20 in
pencil on the verso.
Estimate
$2,500-3,500

257. Gregori Maiofs

b. 1970

Adversity Makes Strange Bedfellows, 2005
Bromoil print, printed 2013.
31 1/ 2 x 32 1/4 in. (80 x 81.9 cm)
Signed, titled, dated and numbered 2/15 in pencil
on the verso.
Estimate
$10,000-12,000
Provenance
Peter Fetterman Gallery, Santa Monica
Literature
Nazraeli Press, Maiofs: Proverbs, pl. 4
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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
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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.
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their collaboration, the artists will release
18 works for sale for the very frst time.
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Mert & Marcus
Smoke, 2011
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Thomas Struth
Art Institute of Chicago II, Chicago, 1990
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Photographs.
Now.
Photographs Auction
London, 3 November 2016
This sold-out work by Thomas Struth,
alongside unique and exclusive one-of
works, will be ofered in ULTIMATE this
autumn as part of our upcoming sale.
Visit our public viewing at Phillips,
30 Berkeley Square, London W1J 6EX
from 28 October – 3 November 2016
Enquiries
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Front cover Richard Avedon, Brigitte Bardot, hair by Alexandre,
Paris, January 27, 1959, lot 20
Back cover Gilbert & George, Day, 1978, lot 16
Lot 8, fgures Edward Weston, Hands against Kimono, Untitled,
and Nude: Collection Center for Creative Photography © 1981
Center for Creative Photography, Arizona Board of Regents
Edward Weston, Tina on the Azotea, with kimono: photograph,
gelatin silver print, 16.2 x 23.8 cm (6 3/8 x 9 3/8 in.), The Lane Collection, Museum of Fine Arts Boston © 1981 Center for Creative
Photography, Arizona Board of Regents
Richard Avedon, Brigitte Bardot, hair by Alexandre, Paris,
January 27, 1959 ©2016 The Richard Avedon Foundation.
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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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Edward Hopper
Modern & Contemporary Editions
New York, 26 October 2016
Public Viewing 17-26 October
at 450 Park Avenue
+1 212 940 1220
editions@phillips.com
Night Shadows, 1921
etching
Estimate $30,000-40,000
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