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Property of a Private European Collector

1. Lynette Yiadom-Boakye

b. 1977

The Ingenuity
signed, titled and dated ‘Lynette Yiadom-Boakye
“The Ingenuity” 2011’ on the reverse
oil on canvas
180 x 200 cm (70 7/8 x 78 3/4 in.)
Painted in 2011.
Estimate
£90,000-120,000 $120,000-160,000
€102,000-137,000 ‡ ♠
Provenance
Corvi-Mora, London
Private Collection, Europe (acquired from the above in 2013)

‘From a novelist’s point of view, both the speed
and the clarity are humbling. Subtleties of
human personality it might take thousands
of words to establish are here articulated by
way of a few confident brushstrokes’
(Zadie Smith, ‘Lynette Yiadom-Boakye’s Imaginary Portraits’,
The New Yorker, 19 June 2017, online).
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Pablo Picasso
Two Sisters, 1902, oil on panel
State Hermitage Museum,
St. Petersburg.
Image: State Hermitage Museum,
St. Petersburg /Bridgeman Images.
© Succession Picasso/DACS, London 2018.

Painted in 2011, shortly before Lynette Yiadom-Boakye
was nominated for the esteemed Turner Prize in 2013,
The Ingenuity epitomises the artist’s quietly understated,
albeit powerful accomplishment as a celebrated portrait
artist. Returning to the raw, wholesome medium of oil on
canvas, Yiadom-Boakye’s unaffected compositions are
loaded with vitality, character and grace, exploring the
very essence of the human condition on canvas. Like the
subtle hues underlying her effortless brushstrokes, the
present work evokes the multi-layered complexities of
human interaction, displaying two fgures engaged in an
ambiguous greeting or salutation. Engaging in the primary,
technical concerns of the painting process, Yiadom-Boakye
focuses inherently on ‘a colour, a composition, a gesture,
a particular direction of light. My starting points are usually
formal ones’ (Lynette Yiadom-Boakye, quoted in Zadie
Smith, ‘Lynette Yiadom-Boakye’s Imaginary Portraits’,
The New Yorker, 19 June 2017, online).
Rendered with her typical spontaneity and elegance, The
Ingenuity captures the feeting, quotidian moment of embrace
between two figures, in the briefest glimpse of a moment
that exists outside of time or place. The loose, expressive
brushstrokes and defly painted felds of muted but nonetheless
opulent colour evoke a sense of transience; Yiadom-Boakye
works quickly, infamously completing the majority of her works
in a single day, preferring to improvise with the malleability
of fresh oil paint. Similarly, Walter Sickert – whose work,
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Yiadom-Boakye has acknowledged provided elements of
inspiration for her own artistic practice – had a gif for painting
swiftly on a wet canvas. Like the two men depicted in The
Ingenuity, the subject of Sickert’s painting Sir Thomas Beecham
Conducting, circa 1935 is situated against a monochrome
background, dislocating him from a specifc setting and allowing
his gesture and countenance to command the viewer’s full
attention. Yiadom-Boakye’s technique results in a distinctive
sense of creative energy and painterly immediacy, successfully
capturing the specifc mood of a precise, transient moment in
time, evocative of Pablo Picasso's Blue Period portraits, such as
Two Sisters, 1902. One can also compare her work with that
of Lucian Freud, whose mastery of tone and depth to imbue
vibrancy in fesh is also evident in the striking fecks of whiteorange heat which provide a translucent sense of movement.
Her sumptuous palette and namely her refusal to use black
pigment, which can fatten and negate three-dimensionality,
creates an extraordinary sense of depth in The Ingenuity,
which dislocates the mise-en-scène from a specifc location or
particular historical time-frame. Instead, the viewer is encouraged
to construct their own background to the characters she creates.
As Zadie Smith muses, ‘Yiadom-Boakye has inherited a narrative
compulsion, which has less to do with capturing the real than
with provoking, in her audience, a desire to impose a story upon
an image. Central to this novelistic practice is learning about how
to leave sufcient space, so as to give your audience room to
elaborate’ (Zadie Smith, ‘Lynette Yiadom-Boakye’s Imaginary
Portraits’, The New Yorker, 19 June 2017, online).

08/06/18 08:55

Writing poetry alongside her visual work, the artist draws upon
language to fully envisage the subjects of her studies as opposed
to working from life. In this sense, her characters embody the
same ephemeral, fictional quality as literary characters;
just enough material is given to prompt us, to spark our
interest, and the rest we are allowed to devise ourselves. This is
developed in her use of intriguing, elusive titles – in this instance,
The Ingenuity leaves us wondering whether we are viewing
a moment of triumph, genius or congratulations. As Zadie
Smith goes on to say, ‘her titles run parallel to the images …
the canvas is the text’ (Lynette Yiadom-Boakye, quoted in
Zadie Smith, ‘Lynette Yiadom-Boakye’s Imaginary Portraits’,
The New Yorker, 19 June 2017, online).
Continuing a dialogue with traditional notions of portraiture,
Yiadom-Boakye draws upon formal painterly techniques
evident in her sophisticated use of chiaroscuro and a natural
verisimilitude embodied in her characters. However, the artist’s
decisive rejection of named identities and sitters distinguishes
her from other portrait artists. Society or portrait painters such
as Thomas Gainsborough depicted the class, status, wealth and
identity of their sitter, whereas Yiadom-Boakye creates instead
a portrait of society. A beautiful and remarkable fgment of
her imagination, the two fgures in the present work exist in
isolation, present only in a shared consciousness between the
artist and the viewer. They are ‘suggestions of people… They
don’t share our concerns or anxieties. They are somewhere else
altogether’ (Lynette Yiadom-Boakye, quoted in Nadine Rubin
Nathan, ‘Lynette Yiadom-Boakye’s Fashionable Eye’, The New
York Times Magazine, 15 November 2010, online).

Walter Richard Sickert
Sir Thomas Beecham
Conducting, circa 1935
oil on burlap
Museum of Modern Art,
New York.
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Property from an Asian Corporate Collection

2. Antony Gormley

b. 1950

Clamp IV
incised with the artist’s initials, inscribed
and dated ‘AMDG 3535 2016’ on the underside
cast iron
176 x 40 x 80 cm (69 1/4 x 15 3/4 x 31 1/2 in.)
Executed in 2016.
Estimate
£200,000-300,000 $269,000-403,000
€228,000-341,000 ‡ ♠
Provenance
Galleria Continua
Corporate Collection, Asia

‘Art is the means by which we communicate
what it feels like to be alive - in the past, that
was mixed up with other illustrative duties,
but that was still its central function that has
been liberated in the art called modern.’
Antony Gormley
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Antony Gormley
CLAMP IV, 2016
cast iron, 176 x 44.6 x 80 cm
Photograph by
Stephen White, London.
© the artist
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Expressing uncertainty, nervousness and apprehension,
the body posture of CLAMP IV evokes a feeling of arrested
internal movement, with fists held hard under head and
the torso twisting between head and hip.
The sculpture is an example of Antony Gormley’s Cube Works
series (2012 – 2018). Intrigued by the ways in which iron pyrite
naturally aggregates, the artist began to experiment by using
of-set cubes to create body masses. The aim was to translate
the volumes of the body into strict cubic frames or solids.
The cube’s rigid geometry and ability to be stacked has allowed
it to become the basis of modernist construction and rational
measurement. Using it here as the ground to evoke strong
emotion, this work is powerful proof of the artist’s claim that
‘as the work becomes more abstract it engages our empathy
more completely’.
CLAMP IV is formed of unsteady stacks and incorporates a
block as its base to exaggerate its precariousness, referencing
Brancusi’s interest in making the object’s isolation from the
foor part of a sculpture’s structure.
Implying a dialogue between human nature and planetary
matter this lifesize work is cast in iron, an earth material
identical to the core of the planet and which when exposed at
its surface reacts to time and the elements, fusing both into
the meaning and material of the sculpture.
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Antony Gormley
CLAMP IV, 2016 (detail)
cast iron, 176 x 44.6 x 80 cm
Photograph by
Stephen White, London.
© the artist
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3. Wolfgang Tillmans

b. 1968

paper drop (star) II
c-print mounted on Forex, in artist’s frame
sheet 135 x 203 cm (53 1/8 x 79 7/8 in.)
overall 145.3 x 213.6 cm (57 1/4 x 84 1/8 in.)
Executed in 2007, this work is number 1
from an edition of 1 plus 1 artist’s proof.
Estimate
£200,000-300,000 $266,000-399,000
€228,000-342,000 ♠
Provenance
Studio Sales di Norberto Ruggeri, Rome
Acquired from the above by the present owner
Literature
Dominic Eichler, Wolfgang Tillmans: Abstract Pictures,
Ostfldern, 2015, no. 169, n.p (another example illustrated)

‘While each “paper drop” is extremely
realistic, it is also not so simple, it is not
about certainty.’
Wolfgang Tillmans
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William Henry Fox Talbot
Album di disegni fotogenici, 1839-1840
Metropolitan Museum of Art, New York.n.
Image: The Metropolitan Museum of Art/
Art Resource/Scala, Florence.

‘The eyes have this ability to flip around
what they see from one second to another,
to see something as an object, and then as
a design. That’s really liberating, and I try
to convey that in my work, that your eyes
are free and you are free to use them.’
Wolfgang Tillmans

paper drop (star II), presents an elegant and organic curl of
photographic paper caught in the interplay of light and shadow.
Exemplary of gradual natural changes, seen both in nature
and in the evolution of Wolfgang Tillmans’ artistic oeuvre, the
present work exposes the heart of the photographic process.
Through consistent experimentation and nuanced transitions,
from still lifes, monochromatic photographs, political
campaigns to abstract compositions, Tillmans relentlessly
interrogates the boundaries of photography. The artist’s
playful, intimate and provocative approach to imagery was
last year celebrated in major solo exhibitions at both Tate
Modern in London and the Fondation Beyeler in Riehen.
A testament to his innovative and seamless productivity,
in 2000 the artist was the frst photographer to receive
the Turner Prize.
A photograph within a photograph, in Tillmans’ Paper Drop
works the sculptural quality of paper is celebrated. In the
present composition depicting a thin sheet of curling paper,
the artist forges a sculptural impression of space and
three dimensional illusion. The cavity at the centre of the

01_UK_TCA_EVE_JUN18_FO1_Tillmans_26-27.indd 4

image is contrasted with the darker shadows; the contour
and the transient difusion of light asserting the gravitas
of the linear form. The hollow shape continues into the
boundless depths of the composition, the photographed
sheet is unfurling whilst light diffuses at the centre of
the picture. Tillmans tests the possibilities of both the
theoretical iconography and the physical materiality
of photography, challenging the dominant hierarchy
of camerawork in our image-saturated society. Through
minimal intervention the artist creatively unveils the
mystery of the photographic process and transforms
the photograph into an object. ‘What intrigues me is
the tension of the two key qualities of a photograph: the
promise of it being a perfect, controlled object, and the
reality of a photographic image being mechanically quite
unsophisticated. It creases or buckles when it’s too dry,
curls in humidity, becomes rigid and vulnerable when
it’s mounted…I choose to reconcile all this and don’t try
to pretend that it isn’t happening’ (Wolfgang Tillmans,
quoted in Jan Verwoert, Peter Halley and Midori Matsui,
Wolfgang Tillmans, London, 2014, p. 29).

08/06/18 14:47

Throughout his experimental oeuvre Tillmans, echoing themes
prevalent in process-based art, marries the conceptual with
the physical. The artist masterfully exposes the realities of
working in a studio and reveals varied components of
photographic creation. Tillmans’ works based around the
studio are exemplary of his fascination with the process of
making, from abstract out-of-camera works - executed by
manipulating the chemical and darkroom processes - such as
the Freischwimmer series, to his Paper Drops that highlight
the vital nature of photographic paper. Here, representing a
new form of photographic record the artist unveils the façade
and exposes the materiality of processes in the same way
as his artistic forbearers, the likes of Robert Morris, Bruce
Nauman, and Richard Serra.
‘In my lens-based paper drop images I made the photographic
paper itself my subject matter, creating images that are fgurative
and abstract at the same time. I liken them to mathematical
functions. I can’t calculate them, but a mathematician could
describe exactly how their shapes happened through the tension
of the paper and gravity. They are almost like scientific
illustrations’ (Wolfgang Tillmans, quoted in Jan Verwoert, Peter
Halley and Midori Matsui, Wolfgang Tillmans, London, 2014,
n.p.). Similarly in his Lighter series (2005 – on-going), objectifying

the photographic process, the artist rejects photography’s
innate task of representation and disrupts the plane to
present a diferent perspective; the composition becomes a
self-referential object. Commenting on his exploration into
and deconstruction of the photographic process Tillmans
notes, ‘I think of a sheet of photo-paper as an extension in
and of itself, and as an object. This has always been my basic
understanding of what photographs are; I never thought of
a picture as being bodyless, but rather as existing within a
process of transformation from a three-dimensional object
into an almost two-dimensional picture object. So, when I
realized that really absolutely everything I do is on paper,
I transformed this interest into a photo, of a photo’
(Wolfgang Tillmans, quoted in Jan Verwoert, Peter Halley
and Midori Matsui, Wolfgang Tillmans, London, 2014, p.155).
Driven by a desire to deconstruct preconceived notions
of perception, throughout his oeuvre Tillmans constantly
challenges traditional representation. Here, in paper
drop (star II), Tillmans explores a new perspective on the
materiality of creative processes. Fundamental to the
present work is the artist’s understanding of the material
qualities of paper; Tillmans presents the viewer with a
graceful and almost sculptural photograph.

Richard Serra, To Lift, vulcanized
rubber, 1967, vulcanized rubber,
Museum of Modern Art, New York.
© ARS, NY and DACS, London, 2018
Image: MoMA, New York
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4. Pat Steir

b. 1940

Calming Waterfall
oil on canvas
193 x 321 cm (75 7/8 x 126 3/8 in.)
Painted in 1989.
Estimate
£250,000-350,000 $333,000-466,000
€285,000-399,000
Provenance
Galerie Montenay, Paris
Private Collection, Europe
Private Collection, Paris
Exhibited
Paris, Galerie Montenay, Pat Steir, 7 - 30 June 1990

‘The Waterfall paintings are at once depictions
and the thing itself, a kind of visual onomatopoeia.
There’s a beautiful tautological relationship
between process and image.’
Raphael Rubinstein, quoted in Pat Steir, exh. cat. Cheim & Read, New York, 2014
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‘I’m making art because I want you to look at that painting
and I want it to afect you in some way, to change what
you see, to change how you see it. To change how you see
something, whatever. I want art to afect the viewer and for
the viewer to take it away to enhance, embrace, and elevate
life. That’s the spiritual aspect. Painting is a spiritual practice’
(Pat Steir, quoted in William J Simmons, ‘Artists at Work:
Pat Steir’, Interview Magazine, 8 August 2016, online).
With streams of paint cascading down the expansive canvas
- stretching nearly two meters high and over three metres in
length - Pat Steir’s Calming Waterfall immerses the viewer in
a torrent of cleansing pastel blues and lush greens, illuminated
with fecks of bright white and yellow highlights. Painted in
1989, a seminal point in Steir’s oeuvre as she began to adopt the
dripped and poured technique of her iconic waterfall paintings,
the present work is an early and foundational example from a
body of work that went on to shape the acclaimed artist’s career.
Elevating the spirituality of the painting, with underlying
currents of energy transmitted through the splashed and
poured paint, Steir gestures towards the infuence of Asian
art on her work. Particularly inspired by Chinese landscape
painting, Steir collides abstract painting and the weight of
paint with ancient Asian artistic traditions. In Chinese art,
waterfalls symbolise eternal change - infnite beginnings
and endings in constant fux - which courses through Steir’s
process of painterly meditation. Calming Waterfall, an
exquisitely rendered and abstracted depiction of water,
evokes the same limitless fow of time and change.

In reference to the Chinese and Japanese ‘fung-ink style’,
Steir drags a brush loaded with paint across the top edge
of the canvas, allowing the colour to pour down the hung
surface, as well as efortlessly sweeping the paint in graceful
arcs, casting little droplets and rivulets of colour across the
surface. Whilst she uses turpentine to vary the dilution and
saturation of the pigment, Steir applies paint directly to the
canvas. Avoiding pre-mixed colours, the artist’s technique
encourages the unpredictable and intriguing emergence
of new tones. Exploiting the physical properties of paint
as a medium, in her waterfall paintings Steir harnesses the
potential of gravity to generate continuous fows and waves
of colour: ‘My paintings are based on what I can do, and what
I can do is not controlled. So I give up control, and that’s
the spiritual aspect of the work—taking what comes and
relinquishing control. Although they look very controlled,
they’re really not, because it’s all poured paint. The control
is in the weight of the paint, the temperature of the air,
the movement of the air. … The spiritual aspect is hidden,
but I really believe in that’ (Pat Steir, quoted in William
J Simmons, ‘Artists at Work: Pat Steir’, Interview Magazine,
8 August 2016, online).
The extensive surface of Calming Waterfall, awash with
splattered though fuid crescents of paint that envelop the
viewer, inspires and evokes the same feeling of sublime
reverence felt when facing a waterfall in nature. Steir’s
virtuosic and performative facture resounds from the
composition and reveals the incredible complexity and
weight of paint in its purest form.

Mountain View, ink,
wash and colour on
paper, Chinese School,
Ming Dynasty, 17th
Century, Victoria & Albert
Museum, London.
Image: Bridgeman Images.
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Pat Steir in her studio, 1990
© Pat Steir. Image: Photo by Eric Bowman,
Courtesy Lévy Gorvy
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Property from a Private Collection

5. Hurvin Anderson

b. 1965

Untitled (Park Scene)
oil on canvas
150.1 x 237.9 cm (59 1/8 x 93 5/8 in.)
Painted in 2000.
Estimate
£500,000-700,000 $666,000-932,000
€569,000-797,000 ♠
Provenance
Thomas Dane Gallery, London
Private Collection, Los Angeles
Acquired from the above by the present owner
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Inviting the viewer into a landscape of personal memory
and diaphanous washes, the muted vibrancy of the present
composition is exemplary of 2017 Turner Prize nominee
Hurvin Anderson’s painterly dexterity. Painted in 2000, during
the early stages of the artist’s career, Untitled (Park Scene)
draws the viewer in to the artist’s wistful realm of perception
and altered perspective. Through the artist’s nostalgic vision
and in dialogue with the masters of art history, the present
work expertly negotiates the boundary between fguration
and abstraction. Internationally celebrated for his insightful
portrayal of British and Caribbean culture, Anderson’s
canvases expertly test the constraints of art history.

Reminiscing about the work, the artist recalls the end of football
practice and the need to get ready to go. Caught in the space
between endings and beginnings, the composition presents
the viewer with several fgures in the park. Juxtaposing the muted
greens with the synthetic hues of football kit, Anderson evokes a
fgment of his imagination, drawn from distant memory. Figures,
ofen indistinct, feature in many of Anderson’s works. Ofen not
fully materialising, the suggestion of fguration is almost always
present: ‘Ninety per cent of them,’ he says, ‘are meant to have
a fgure somewhere’ (Hurvin Anderson, quoted in Alice Spawls,
‘It’s only in painting that you can do everything you want’, Apollo,
17 September 2016).

A figment of the artist’s childhood recollections, the
enigmatic landscape in Untitled (Park Scene) is inspired
by Handsworth Park, a communal park in the artist’s native
Birmingham. Throughout his oeuvre Anderson, born to
Jamaican parents who emigrated to England afer the
Second World War, investigates his ‘own relationship to
the Caribbean’ (‘Hurvin Anderson, in conversation with
Thelma Golden’, Art Now: Hurvin Anderson. Peter’s Series.
2007 – 2009, exh. cat., Tate Britain, London, 2009, n.p.).
A scene from his youth, the textural and layered depiction
of the artist’s neighbourhood park, refects the emotion
of the artist’s nostalgic vision. Presenting a deliberately
indefnite landscape of an unidentifable location, Anderson
leaves the onlooker pondering the setting of the scene.
Whilst inspired by Birmingham, the park could be a vista
drawn from the memory of the artist’s Caribbean heritage.
Inspired by his upbringing, and the sense of community
within which he lived, Anderson’s oeuvre pays homage to
his cultural and political forbearers whilst simultaneously
contributing to discourse about the legacy of painting.

Exemplary of Anderson’s earlier work, in Untitled (Park
Scene) areas of wash and impasto reveal the layered nature
of the painterly composition. As his later works introduce
artifcial cage-like grids and separation devices, the present
composition utilises nature and felds of colour to distance the
viewer from the scene. Creating the illusion of surface damage
or disintegration of image, Anderson’s nostalgic painting is an
illusory and refective feld.
Within Untitled (Park Scene) the environment conjured by
Anderson intrepidly recalls the distinct art historical genre
of fgurative landscape mastered by pointillist pioneer Georges
Seurat. Mirroring the scenes within Seurat’s Bathers at
Asinières, Untitled (Park Scene) marries Anderson’s unique
geography and identity, with the tradition of early twentieth
century painting. The late-nineteenth-century bourgeois
scene presented in Seurat’s masterpiece is, here, reimagined
and replaced with Anderson’s own recollection of community
football practice and childhood memory. Reworking the
traditional pictorial syntax of post-impressionist masters,

Peter Doig
Grande Riviere, 2001-2002
oil on canvas
National Gallery of Canada, Ottawa.
Photo: Jochen Littkemann.
© Peter Doig. All Rights Reserved, DACS/Artimage 2018.
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Georges Pierre Seurat
Bathers at Asnières, 1884
oil on canvas
National Gallery, London.
Image: Bridgeman Images.

Anderson undercuts the European representation of the
bourgeoisie at a time when the Caribbean was heavily dominated
by colonial rule. Reconciling personal memory, historical unrest
and his distinctly contemporary vision, Anderson’s multifaceted
composition evokes a multitude of emotions.

‘In real life, the space I occupy is not
the space where you can do everything
that you want, it’s only in painting
that you can do everything you want.’
Hurvin Anderson

Sketched from memory, the artist refuses to abstract his
work. Through painterly washes, suggestions of fgures and
his abstract handling of paint, Anderson plays with perception.
Conjuring naturalistic scenes through the depth of his
composition, Anderson’s painterly and wistful oeuvre is
reminiscent of his contemporary and teacher, Peter Doig’s
monumental and layered paintings. Rendered with a
translucency evocative of Doig’s works, the present work
shares his mentor’s romantic and intrinsic reliance of the notions
of memory and belonging. In place, however, of his Doig’s
enchanted dreamscapes, Anderson presents a more politically
charged body of work. Pushing the boundaries of contemporary
painting, the artist assertively challenges modern political
themes whilst drawing on art historical precedents.
Refecting the climate of his upbringing, raising questions about
identity and belonging, Anderson’s evocative landscape explores
the notions of community, cultural history and nationhood.
Combining the defnite art historical genres of fgurative
landscape and minimalist abstraction, in Untitled (Park Scene)
Anderson creates a unique sense of place and identity.
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6. Jonas Wood

b. 1977

Rosy’s Masks
signed with the artist's initials, titled and dated
‘JBRW “Rosy's Masks” 2008’ on the reverse
oil on linen
258.1 x 190.5 cm (101 5/8 x 75 in.)
Painted in 2008.
Estimate
£700,000-900,000 $932,000-1,200,000
€797,000-1,020,000 ‡
Provenance
Anton Kern Gallery, New York
Private Collection (acquired from the above)
Sotheby's, London, 15 October 2015, lot 2
Private Collection
Acquired from the above by the present owner
Exhibited
New York, Anton Kern Gallery, Jonas Wood,
20 November - 23 December 2008, no. 3, p. 60 (illustrated)
London, Saatchi Gallery, Abstract America New Painting
and Sculpture, 29 May 2009 - 17 January 2010
Literature
Edward Booth-Clibborn, ed., The History of the Saatchi
Gallery, London, 2011, p. 778 (illustrated)
Dan Nadel, ed., Jonas Wood: Interiors, New York, 2012,
p. 3 (illustrated)
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‘The interiors began as reflections
on the spaces I grew up in… my
grandparents’ and parents’ homes
were very aesthetic places, packed
with images and objects. It all seeped
into me. These are the spaces that
inspired me to become an artist,
and so they were a natural choice
for subject matter.’
Jonas Wood

Vincent van Gogh
The Bedroom, 1888, oil on canvas
Van Gogh Museum, Amsterdam.
Image: Bridgeman Images.

The present work, Rosy’s Masks from 2008, is an enchanting
example of Wood’s approach to painting; an intimate and
domestic composition. Inviting the viewer into the interior
of Wood’s grandfather, Rosy’s, home, Rosy’s Masks is
a captivating composition taken from the personal diary
of images that informs Wood’s prolific oeuvre.
The patchwork-like wallpaper, complete with regimented
pattern fragments, is sewn together in rough geometric
shapes, broken by a handful of masks and antlers clustered on
the wall. These trophy-like and timeless objects are depicted
with the fattened perspective of a cubist painter. Wood notes,
‘My work is inherently fat, and it’s made up of fat planes, but
what is carrying a lot of the work is this mark, this defnition of
this line and this mark that’s carrying through’ (Jonas Wood,
quoted in Jonas Wood, exh. cat., David Kordansky Gallery,
Los Angeles, 2015, p. 7). Ofset against this cubist use of line,
at the forefront of the composition sits a graphic chest of
draws cluttered with Rosy’s books, ephemera and an old
television set, which remind us that we are in someone’s
home. Engaging multiple perspectives and mannered lines
both the fore-and- background have been spliced together;
in this flattened dimension, the viewer is faced with an
experience which is at once both representational and abstract.
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Rosy was a signifcant collector of modern masters, including
the work of Francis Bacon, Robert Rauschenberg and Alexander
Calder. Wood’s early exposure to his grandfather’s art
collection, combined with his fixation on personal spaces
and possessions, has undoubtedly been a cornerstone in
his artistic development. Revisiting the subject of his
grandfather and his home in other vivid compositions, Wood
draws on a subject matter close to his heart. ‘Of all the possible
things I could paint, the thing that interests me is some-thing
that I can get close enough to in order to paint honestly.
The painters whose work means the most to me – that’s what
they were painting. It was their loved ones or the stuff that
was in their house. It was always this hyperpersonal thing
to me’ (Jonas Wood, quoted in Dan Nadel, ed., Jonas Wood:
Interiors, New York, 2012, p. 56). Continuing his grandfather’s
tradition of collecting, the artist is also a signifcant collector
in his own right, incorporating many of his art acquisitions,
including the work of his wife, Shio Kusaka, a notable
ceramicist, into the background of his paintings.
Working from his studio in Los Angeles, Wood’s works have
their genesis in photographs. Using collaged source imagery,
Wood collates fragments of information to document his
familiar surroundings into paintings.
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The present composition, characteristic of Wood’s work,
favours the stylised and highly personal, over mere
representation. Each minute detail is documented with
exactitude and intense observation conveying the personal
significance of the artist’s scrutiny, combined with the
technical interest in doing so. Indeed, Wood notes ‘I’m using
these images as a vehicle for practicing painting…I think of
painting as an accumulation of practice. It’s technical. It’s
scientifc’ (Jonas Wood, quoted in ‘Artist Jonas Wood has
Broad Appeal’, cuturedmag, online).
The familiarity of Jonas Wood’s work lies in the artist’s ability
to collate references to the art historical within the context
of the domestic. His inviting works pay homage to some of
the most infuential artists of the twentieth century, producing
an aesthetic which has the hallmarks of David Hockney,
Alex Katz, Henri Matisse and the early work of Lucian Freud
for his compositions.
Blurring the boundaries between fguration and abstraction,
Wood’s stylised and nostalgic composition invites the viewer
into his personal painterly enquiry. Taking his grandfather’s
domestic scene as a point of departure, the artist gestures
toward the primitivism of his artistic precursors. A testament
to his artistic acumen, Wood’s works are held in both esteemed
international private and public collections including The Broad,
the Museum of Modern Art, the Solomon R. Guggenheim
Museum and the Whitney Museum of American Art.

African School
Bamana Mask with aluminium strips
Mali, Horniman Museum, London.
Image: Heini Schneebeli / Bridgeman Images.

Jonas Wood
Rosy In My Room
With His Cat, 2016,
oil and acrylic on
canvas
© Jonas Wood 2018. Image,
courtesy Anton Kern Gallery.
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Property from an Important Collection
O

7. George Condo

b. 1957

Collision Course
signed and dated ‘Condo ’09’ on the reverse
acrylic, charcoal, wax crayon,
pastel and paper collage on linen
182.8 x 147.3 cm (71 7/8 x 57 7/8 in.)
Executed in 2009.
Estimate
£1,400,000-1,800,000 $1,880,000-2,410,000
€1,600,000-2,060,000 ‡
Provenance
Massimo de Carlo, Milan
Acquired from the above by the present owner
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Collision Course, George Condo’s surreal and fragmented
puzzle of imagery is characteristic of the artist’s enquiry
into the notions of perception. A spliced dreamscape of
interlocking silhouettes patently reveals the artist’s ability to
fuently work line, form and colour into his celebrated oeuvre.
Marrying fguration with abstraction, the present composition
is exemplary of Condo’s self-termed style of ‘psychological
cubism’. Presenting the onlooker with a psychological
depiction, evocative of what the imagination, not the eye,
sees, in Collision Course the mental state of each subject
is refracted across the composition.

Piet Mondrian, Composition in Red,
Blue, and Yellow, 1937-42
oil on canvas
Museum of Modern Art, New York.
Images: Scala Images, Florence.

Informed by an art historical trajectory, from the Renaissance
and the Baroque to Cubism, Surrealism and Pop Art, Condo’s
multifarious oeuvre is awash with imagery taken from myriad
sources. The present canvas, a stylised patchwork of discrete
compartments composed of small images of fragmented
body parts, displays the psychological perspective of multiple
colliding fgures. Evocative of Pablo Picasso’s Synthetic Cubism,
where portraits of individuals are limited to planar surfaces
and restricted geometric forms, the present work pairs multiple
fragmented characters with blocks of colour. Commenting on
the infuence of art historical masters, Condo notes ‘The only
way for me to feel the diference between every other artist
and me is to use every artist to become me’ (George Condo,
quoted in Stuart Jeffries, ‘George Condo: ‘I was delirious.
Nearly died’, The Guardian, 10 February 2014, online).
In Collision Course, executed in 2009, the artist expertly
dissects the composition into a furry of fractured planes, the
work comprised of underlying and overlapping forms which
coalesce in a tangle of visual intrigue. Blurring the light purple
ground with white, cloudy washes, Condo segments the canvas
with his delineated fgures, interwoven in a tapestry of forms.
Layering a multitude of mediums, the artist projects his divided
confguration into the third-dimension. Snippets of faces and
bodies twist and turn, punctuated by visual anchors of yellow
and red squares. In the same manner of Piet Mondrian, who
used fashes, strips and small planes of colour to create depth
and dynamism in his black and white banded compositions,
Condo absorbs the viewer’s gaze, his painting a cubist prism
through which to see his constructed microcosm.

‘Condo’s portraits… ultimately return our
attention to the varied responses that they
trigger in us. They confront us with the
curious fact that we can feel pity and
ridicule for something at the same time,
or sympathy and revulsion. In the end, these
imaginary portraits lead us to wonder at
the schizoid and contradictory character
of our own natures. And they leave us to
revel in what Soberg memorably termed
“the irresolvable clownishness of being.”’
(Ralph Rugoff, The Imaginary Portraits of
George Condo, New York, 2002, p. 14).
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George Condo in his studio.
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Unlike Mondrian’s balanced compositions which provide a
meditative realm of refection, Condo’s dizzying constellations
are charged with vital energy. Splicing his image and splitting
his protagonist’s faces, Condo’s paintings ofen bear an uncanny
undertone, striking at the heart of our subconscious anxieties.
Violently rupturing the canvas with clowns, bared teeth, genitalia
and glazed eyes, our eyes rove across the composition, its visual
complexities presenting us with fashes of dream-like fgures.
Through the artist’s evocation of child-like visual references,
the present work forces us to tap into our underlying fears and
desires, our subconscious dreams and also nightmares. Creating
a tension between memory and the present, Condo seeks to
destroy the gulf between viewer and object, creating a visual
world which provokes underlying reactions.
Subverting traditional practice, Condo infrequently depicts
real people in his portraits; instead he often portrays
characters derived from his imagination. In the present
composition, multiple fgures collide. Accurately portraying
the fantastical extremes of his imagination, Condo’s
protagonists nonetheless appear remarkably familiar.
Throughout his oeuvre the artist revisits a repertoire of
recognisable protagonists, his imaginary butler JeanLouis, visible at the left edge of the present composition,
is accompanied by recurrent relatives and acquaintances.
Distorting the familiar fgures, Condo leaves the personalities
in a state of flux, juxtaposing the mental state of the
characters with their physical appearance. Employing
multiple perspectives, Condo presents a vividly psychological
portrait exemplary of his mastery of abstraction. ‘When
we abstract in imagistic terms from a recognisable form –

let’s say a face – to an impression of a face, we can still
recall the face somewhere within this abstraction. But when
we represent to the best of our ability the reverse – which
is to turn an abstraction back into a recognisable form –
that form is the language of abstraction as it relates to
painting’ (George Condo, quoted in Simon Baker, Painting
Reconfgured, London, 2015, p. 109).
Presenting intricately worked facial features and voluptuous
female forms, the artist intimately engages with his subjects.
In his scrambled and vivid pictorial scene he leaves ‘the sense of
the female form prey to the vicissitudes and arbitrary geometry of
posing in a constant theme of Condo’s unedited female disasters’
(George Condo, quoted in Simon Baker, Painting Reconfgured,
London, 2015, pp. 198-199). Registering distinct yet dislocated
body parts – the curve of breasts, the outline of an eye, the
texture of hair – Condo allows the portrait to take cognitive
form, revealing caricatures that are both serene and frenzied.
Condo’s eccentric imagination and his extraordinary ability
to cite art historical sources, whilst depicting a spectrum of
human emotions and mental states, situate the artist at the
forefront of contemporary painting. ‘The traditional opposition
between abstraction and fguration is now no longer pertinent:
it has more to do with ideology than with the ‘art of painting’.
The contribution made by George Condo is exemplary in
this respect. Although totally immersed in the image culture
of the late twentieth century, his painting is still informed
by modernist questions concerning the uncertain status of
representation’ (Bernard Marcadé, quoted in Simon Baker,
Painting Reconfgured, London, 2015, p. 109).

Pablo Picasso, Painter and Model, 1928
The Sydney and Harriet Janis Collection,
Museum of Modern Art, New York.
© Succession Picasso/DACS, London 2018.
Image: The Museum of Modern Art,
New York, Scala, Florence.

‘I try to depict a character's train of thoughts
simultaneously – hysteria, joy, sadness,
desperation. If you could see these things
at once that would be like what I'm trying
to make you see in my art.’
George Condo
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Martin Kippenberger
The Raft of Medusa
From the Collection of Marcel Brient, Paris
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Marcel Brient in conversation with
Cheyenne Westphal, Chairman of Phillips.

Marcel Brient.

Cheyenne Westphal: Vous avez fait l’acquisition d’un des
derniers autoportraits de Kippenberger qui dialogue si
puissamment avec le radeau de la Méduse et est annonciateur
de sa propre mort. Dites-moi ce qui vous est venu à l’esprit
lorsque vous avez vu pour la première fois ce tableau?
CW: You acquired one of Kippenberger’s last self-portraits,
a painting from the series that engages so strongly with
Géricault’s The Raft of the Medusa and foreshadows
Kippenberger’s own death. What went through your mind
when you first saw this painting?
Marcel Brient: Martin Kippenberger a rejoint les naufrages,
du radeau de la Méduse…Ainsi, son destin, était lie, à tout
jamais. Il signifait à lui-même, et aux autres, sa prochaine
disparition et a peint, ce tableau comme un dernier signal,
sans espoir…un naufragé, errant sur la mer.
MB: Martin Kippenberger joined the shipwreck, the Raf
of the Medusa… so his destiny was bound, forever. This
painting bears the meaning of his forthcoming departure
and Kippenberger painted this painting as a final signal,
without hope… a castaway wandering at sea.

UK_TCA_EVE_JUN18_2-81.indd 44

CW: I know your collecting has been driven by desire.
Has this influenced everything you have acquired?
MB: Collecting art is a real adventure. Often someone’s
physical appearance makes me want to meet the person.
But is that enough? I do not hesitate in spite of this.
I have ofen bought a work of art for no apparent reason,
bought it, and then stored it in a safe place.
CW: I know that Félix González-Torres was of great
importance to you. Tell me the story behind “Untitled”
(Portrait of Marcel Brient)?
MB: When I was a young child, I used to choose the sweet
wrappers I liked, iron them and stick them into my school
notebook. A particular activity! I told this story at the
gallery Ghislaine Hussenot in Paris in the presence of Félix
González-Torres and his friend Jennifer Flay. To my surprise,
it thrilled him. He took my hand and suggested I go and get
the sweets that reminded me of my youth…so I did! When
I returned, he chose a turquoise sweet from the palm of
my hand. The colour of my eyes. The sweet had ‘Passion’
written above ‘Chez Lenotre, Paris’.
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Thus, my portrait was realised. 90 kg, my weight, of sweets
to put wherever one desires and also, to quote Torres, in
many places simultaneously. Citing Félix, one could ‘suck’
and ‘swallow’ me. I was gradually disappearing through
desire and I was reborn again in an intense communion.
The extraordinary concept of immortality was springing up
in my mind. ‘Perfect Lovers’, two ordinary clocks hanging on
the wall both showing the same time and if one of them stops,
the other inescapably unrolls the time. Today, in Félix’s
absence, which artist leads us to undetectable universes?
And which artist leads us to communion? Beyond politics,
a new universe is placed on our doorstep.
CW: I have watched your flm Un Collectionneur à l’oeuvre.
You movingly describe how meeting Louis Clayeux,
the legendary artistic director of the Galerie Maeght,
opened you up to art.
MB: Meeting Louis Clayeux was a chance encounter.
We were walking close to the station and in two opposite
directions. He was going to visit his friend Alberto Giacometti
at his Paris studio on rue Hyppolite Maindron, and I was
going back to my student bedroom afer my work. Our eyes
met and a new life began for me. I abandoned my religious
practice. May 1968 was approaching and the master appeared.
Today, time has passed and the master has disappeared.
I still regularly visit Giacometti’s native Charité sur Loire.
CW: As a forerunner you have demonstrated an extraordinary
ability to fnd talent in contemporary art. What would you say
to someone who would like to be a collector?
MB: I have never given any advice to someone who would like
to be a collector. There is no miracle medicine for this matter.
You acquire and acquire, the number increases and in spite of
that you persist…is that a mystery? Is this a wish to possess the
creative spirit?

Félix González-Torres
“Untitled” (Portrait of Marcel Brient), 1992
candies, individually wrapped
in light-blue cellophane.
© Félix González-Torres, 2018.
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From the Collection of Marcel Brient, Paris

8. Martin Kippenberger

1953-1997

Ohne Titel (aus der Serie Das Floß der Medusa)
signed with the artist’s initials, titled and dated ‘M.K. ‘96 “Medusa”’
on the reverse
oil on canvas
150 x 180 cm (59 x 70 7/8 in.)
Painted in 1996.
Estimate upon request ♠
Provenance
Galerie Gisela Capitain, Cologne
Galerie Samia Saouma, Paris
Acquired from the above by the present owner in 1998
Exhibited
Berlin, Akademie der Künste, Käthe-Kollowitz-Preis 1996, 1997
Cologne, Galerie Gisela Capitain, Das Floß der Medusa, 1997
Kunsthalle Basel, Martin Kippenberger, 12 September 15 November 1998, no. 62 (illustrated)
Deichtorhallen Hamburg, Martin Kippenberger, Selbstbildnisse,
The Happy End of Franz Kafa’s ‘Amerika’, Sozialkistentransport,
Laternen etc., 12 February - 15 April 1999
Paris, Centre Pompidou; Kunsthalle Wien; Frankfurt, Schirn
Kunsthalle, ‘Cher Peintre...’Lieber Maler...Dear Painter...’
Peintures fguratives depuis l’ultime Picabia, 12 June 2002 6 April 2003, pp. 66, 67, 73 (illustrated)
Literature
Martin Kippenberger, Martin Kippenberger.
The Happy End of Franz Kafa’s Amerika. Théodore Géricault,
Le Radeau de la Méduse, Copenhagen, 1997, pp. 11, 17, 19, 40
Frieze, 1997, pp. 70-73
Roberto Ohrt, ‘Bis zum Floß der Medusa. Eine Ausstellung von
Martin Kippenberger’, Die Beute. Zeitschrif für Politik und
Verbrechen, no. 14, 1997, pp. 112-117
Nach Kippenberger/Afer Kippenberger, exh. cat., Vienna Museum
Moderner Kunst; Stifung Ludwig, 2003, pp. 214-217
Manfred Hermes, Martin Kippenberger, Cologne, 2005, p. 123
Martin Kippenberger. The Problem Perspective, exh. cat., Museum
of Contemporary Art, Los Angeles, 2008, pp. 257, 283
Martin Kippenberger: The Raf of the Medusa, exh. cat.,
Skarstedt Gallery, New York, 2014, no. 51 (illustrated)
Gisela Capitain, Regina Fiorito and Lisa Franzen, eds., Martin
Kippenberger Catalogue Raisonné of the Paintings, Volume Four:
1993 -1997, London, 2014, no. MK.P 1996.65, pp. 330-331 (illustrated)
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Ohne Titel (aus der Serie Das Floß der Medusa), one of Martin
Kippenberger’s fnal masterworks, exudes the artist’s distinct
and compelling eccentricity. Emblematic of his late style,
the present work is a seminal canvas from Kippenberger’s
epic homage to Théodore Géricault’s The Raf of the Medusa.
This eponymous body of works, created in the penultimate
year of Kippenberger’s life, encompasses 26 paintings in
addition to photographs, sketches, lithographs and a woven
rug. The artist’s self-portrait from this formative corpus
of works, confronts the spiritual facets of mortality with
poignant grace. Amongst the largest of Kippenberger’s
self-portraits, the present work was exhibited at the
Akademie der Künste in Berlin, honouring the artist’s receipt
of the Käthe Kollwitz Prize in 1996. Other works from this
decisive series are included in prominent international
collections including the Museum of Modern Art, New York,
and The Friedrich Christian Flick Collection.
Distinguished as the most important paintings of the artist’s
career, Kippenberger’s Raf of The Medusa portraits leave
behind the artist’s cheekily sly and imaginative post-war
intervention and confront the viewer with a psychological
depiction of mortality. The present masterpiece, painted whilst
Kippenberger had liver cancer and was refusing treatment,
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acknowledges the artist’s impending fortune. Exhibiting
profound foresight, the artist’s body lies elegantly reclined,
bespeaking spiritual and bodily woe. Kippenberger’s striking
expression imparts the distinct image of the artist’s soul
departing his still body, his countenance more psychological
and unaffected than in any painting from the series.
The artist’s revered leitmotifs are at the forefront of the
composition, thick washes of colour are built up to present
the artist as the torpid cadaver, a self-presentation in line
with his recurrent artistic portrayal of himself as a victim,
a haunted and sad subject.
Géricault’s illustrious painting depicts the plight of distressed
survivors clinging to a raft after the historic sinking of the
frigate Méduse on 2 July 1816. Kippenberger frst encountered
the monumental painting when his sculptural The Happy End
of Franz Kafka’s Amerika was presented alongside the
Romantic canvas in the 1996 exhibition Memento Metropolis
in Copenhagen centred on the theme of catastrophe and
civilisation. Seduced by the tender artistic genius of Géricault’s
work, Kippenberger staged a photo-shoot in his Jennesdorf
studio. His wife Elfe Semotan, under his instruction, produced
gracefully frightful photographs of the artist in various
dramatic poses mimicking the raft survivors and corpses.

08/06/18 14:45

Martin Kippenberger
The Netherlands, mid-1960s
© Estate of Martin Kippenberger,
Galerie Gisela Capitain, Cologne.

‘[Kippenberger] offers something
other than cynical end-gaming,
because he anticipates something
other than the end of art: an end,
that is to say, whose narrative by his
desire will never be fully written,
but instead, and by definition,
will be rewritten time and again.’
(Gisela Capitain, Regina Fiorito and Lisa Franzen, eds.,
Martin Kippenberger Catalogue Raisonné of the Paintings,
volume 4: 1993-1997, London, 2014, p. 20)

Jean-Louis Théodore Géricault
The Raft of the Medusa, 1818-19
oil on canvas, Museé du Louvre, Paris.
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Taking these photographs as his source material, Kippenberger
produced paintings, sketches and lithographs which formed
a major group of self-portraits of the artist impersonating
Géricault’s deserted men and their uniquely splayed bodies.
Capturing the moment of rescue and peril in his homage to
the masterpiece, Das Floß der Medusa (The Raft of Medusa)
Kippenberger’s cycle of 49 works across various mediums is
one of his largest groups of thematically related works. The
paintings can be divided in two groups: the group of eighteen
portraits - Kippenberger’s last series of portraits and the group
of eight paintings representing fragments of an original drawing
of the construction of the raf.
Dissecting the ghostly fgure, allowing his body to be assumed
by the dark blue passage to the lef of the composition and his
hand to trail into the unknown, Kippenberger conveys the fragility
of his expiring body. The artist’s fragmented fgure, from the
fragmented, multipartite series, underscores the artist’s
tragically fragmented identity in his battle against mortality.
In preparation for his finished canvas, Géricault had made
numerous anatomical drawings and studies at the morgue.
These studies of fayed limbs were photocopied and reworked
by Kippenberger who embellished the limbs with legs, feet and
high-heeled shoes, inspired by 1960s porn-auteur Elmer Batters.
Framing the melancholic subject matter within his characteristic
mockery and caustic humour, Kippenberger presents a ghostly
portrait instilled with more spirit and play than the distressed
theme may suggest. Never pious nor self-serious, the artist’s
intricately fnished expression in Ohne Titel (aus der Serie Das
Floß der Medusa) nevertheless instils the work with an air of fear.
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‘Here, he seems, finally, cut-free – like the raft – to be both
totally virtuosic, and to make a statement once and for all,
one that is both practical and cynical, and yet almost mystic:
it’s here, he seems to say, in wreckage and from wreckage,
that painting can flourish.’
(Rachel Kushner, quoted in The Raft of Medusa, exh. cat.
Skarstedt Gallery, New York, 2014, p. 9)
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Source material for Ohne Titel
(aus der Serie Das Floß der Medusa), 1996
© Elfie Semotan.
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Martin Kippenberger
Untitled (Medusa), Palazza Vendramin, 1996
pencil and felt-tip pen on hotel stationary.
© Estate of Martin Kippenberger, Galerie Gisela Capitain, Cologne.

Almost cynical, yet simultaneously mystical, the series fourishes
from the wreckage of Géricault’s raf. Continuing Kippenberger’s
astounding legacy of self-portraits, the present work irreverently
challenges the dictates of centuries of artistic self-presentation.
In contrast to the heraldic poses of his earlier self-portraits, the
present work shows a depleted artist toward the end of his life.
Representing the culmination of Kippenberger’s strategies of
appropriation, conceptions of persona and challenging of society,
Ohne Titel (aus der Serie Das Floß der Medusa) displays his
conflicted relationship with the anachronistic ideal of art
historical precedents as well as his tendency to sardonically
assume them. With his monumental practice of portraiture
serving as a provocative statement throughout his career,
developing it in a way that did not enhance his image, the
artist creates an illusion out of the concept of self-perception.
Questioning the notion of contemporary identity and the
function of the artist, Kippenberger comments on artistic
creation and presents a reactionary approach toward iconic
art historical tropes.
Appropriating and placing himself within the traumatic imagery
of the wreck of the naval ship Méduse, Kippenberger displays
his curiosity toward the macabre. Having criticised Gerhard
Richter’s Bader Meinhof paintings as kitsch, for Richter ‘did not
live it’ (Rachel Kushner, quoted in The Raf of Medusa, exh. cat.
Skarstedt Gallery, New York, 2014, p. 9), the question is raised as
to the motivation and context behind Kippenberger’s assumption
and portrayal of the harrowing event. Within The Raf of Medusa,
the artist takes on the trauma of the event and confronts his
own mortality, perhaps in eerie premonition of his premature
death. Here, at the end of his life, his joking, his understanding
of art history and his exhibitionism come to a head in the present
self-portrait of a lifeless fgure, eyes closed, mouth open, body
inert. The staged poise and weary elegance of Kippenberger,
whose irregular silhouette is outlined in sketchy strokes atop
the washed ground, presents a peaceful reflection on the
relationship of the body to death.
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‘My style is where you see the individual
and where a personality is communicated
through actions, decisions, single objects
and facts, where the whole draws together
to form a history.
Martin Kippenberger

Denying mortality whilst inevitably reaching toward it,
Kippenberger ‘deploys regression to anticipate his own
future reception but only while always courting the risk of
going too far back, tipping into self-annihilation. The artist
ofers something other than cynical end-gaming, because
he anticipates something other than the end of art: an end,
that is to say, whose narrative by his desire will never be
fully written, but instead, and by defnition, will be rewritten
time and again’ (Gisela Capitain, Regina Fiorito and Lisa
Franzen, eds., Martin Kippenberger Catalogue Raisonné of
the Paintings, volume 4: 1993 -1997, London, 2014, p. 20).
Through his defning and narcissistic practice of self-portraits
Kippenberger boldly challenges the prescribed dictates of
artistic self-portrayal. This fervent revision of Géricault’s
infamous 1818-1819 painting is a masterwork exemplary of
the artist’s boldest achievements. Unmistakably presenting his
own fgure at the forefront of the composition, Kippenberger
recalls the enduring artistic narrative of self-portraits and
alter-egos which informs his revolutionary oeuvre. A sombre,
enigmatic and simultaneously vibrant reckoning from
the artist’s coda, the present masterwork emphasises the
inextricable relationship between self-image, life and art
for Kippenberger.

Martin Kippenberger
Untitled, 1988
oil on canvas
Image: Bridgeman Images.
© Estate of Martin Kippenberger,
Galerie Gisela Capitain, Cologne.
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Property from a Private American Collection

9. Palermo

1943-1977

Wooster Street
acrylic on aluminium, in 2 parts
each 57.2 x 52.4 cm (22 1/2 x 20 5/8 in.)
overall 57.2 x 104.8 cm (22 1/2 x 41 1/4 in.)
Painted in 1975.
Estimate
£500,000-700,000 $666,000-932,000
€569,000-797,000 ‡ ♠
Provenance
Helen Winkler Fosdick Collection, Houston
Acquired from the above by the present owners in 1982
Exhibited
New York, Fourcade Gallery, Paintings, September 1987
Kunstmuseum Bonn, PALERMO. Bilder, Objekte, Zeichnungen,
4 November 1994 - 29 January 1995, no. 185, n.p. (illustrated)
New York, David Zwirner, Palermo Works 1973 - 1976,
26 February - 11 April 2015
New York, Peter Blum Gallery, NO EXIT,
11 February - 15 April 2017, pp. 20-21 (illustrated)
Literature
Thordis Moeller, ed., Palermo Bilder und Objekte,
vol I, Bonn, 1994, no. 185, n.p. (illustrated)
Pia Gottschaller, Palermo: Inside His Images, Munich,
2004, p. 132, pp. 137-138, p. 241 (illustrated, p. 138)
Blinky Palermo Retrospective 1964-1977, exh. cat.,
Dia Art Foundation, New York, 2010, pp. 18, 48, 54
(illustrated, p. 54)
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Wooster Street, a seminal Metallbild (metalpainting) from the
fnal years of (Blinky) Palermo’s life, is a rare manifestation
and belongs to only two other works of the same format,
Ohne Titel, 1975 and 14th Street, 1975 which are both held at
Heiner Friedrich’s private museum in Bavaria, DASMAXIMUM
contemporary art. Distinguished by his tutor, Joseph Beuys,
as having ‘a far greater porosity’ than any of his other students,
Palermo’s short yet prominent oeuvre is guided by a rigorous
approach to the materiality of painting, and the economy
of representation. Wooster Street is exemplary of the artist’s
openness to historical sources, command of complex visual
experiences and playfully suggestive works.
Throughout his signifcant yet brief career, Palermo’s artistic
output took varied forms and broached myriad categories,
from prints, works on paper, wall-drawings, Stofbilder and
objects to Metallbilder. These multi-panelled metal works,
executed in acrylic on thin sheets of steel or aluminium, explore
Palermo’s preoccupation with the tension between colour and
materiality, deconstructing the formal and symbolic potential
of composition and tonality. Painted in 1975, the present work
directly precedes the artist’s most ambitious work and coda,
To the People of New York City (Dia Art Foundation, Beacon).
This ffeen-part sequence of forty aluminium panels,
considered his magnum opus by art historian Robert Storr,
shares formal and material qualities with the present work,
a minimalistic homage to New York composed of carefully
arranged tonal felds on a multipartite metal support.

Ohne Titel, 1975 and 14th Street, 1975
on view at DASMAXIMUM
contemporary art, Traunreut.
© Blinky Palermo 2018.
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Palermo installing
Wooster Street in 141
Wooster Street, New York
Photo: Helen Winkler Fosdick.
© DACS/ Palermo 2018.

‘Across the street…was a one-story building
with a high front…painted the same
dark green as Blinky’s Wooster Street…
Blinky and I spent a lot of time sitting
on those window sills looking out.’
Helen Winkler Fosdick

Arriving in New York in 1973, Palermo stayed at 141 Wooster
Street. 141, was the site of Friedrich’s New York gallery where,
in 1974, he co-founded the Dia Art Foundation. It was here that
Palermo composed his frst works on metal, marking a distinct
change in his opus after moving from Germany to New York.
Resigning from leaving his works untitled, Palermo began
referring to New York in a few works from 1975, psychologically
linking them to specific geographical locations in the city.
With no representational source, the artist circumscribed
association through the title Wooster Street, explicitly clarifying
the relationship the composition has to its surroundings.
Expanding on the work’s relationship with its eponymous
location Helen Winkler Fosdick, co-founder of the Dia, and
former owner of the present work, recalls that across the
street ‘was a one-story building with a high front…painted the
same dark green as Blinky’s Wooster Street. Across the upper
front wall was painted ‘Jarr Fuel’ in white. The Jarr Fuel trucks,
painted the same dark green, parked in the building. The front
of the building consisted of large garage doors…Blinky and I
spent a lot of time sitting on those window sills looking out’
(Helen Winkler Fosdick, quoted in Pia Gottschaller, Palermo:
Inside His Images, Munich, 2004, p. 139). Whilst not site
specific like his wall drawings both, the title Wooster Street,
and the artist’s use of colour aford the present work a unique
contingency on location.
Questioning the very identity of painting, the present
composition explores the aesthetic and semiotic possibilities
of visual representation and is exemplary of Palermo’s expert
handling of form and colour. The polychromatic work,

UK_TCA_EVE_JUN18_2-81.indd 53

08/06/18 09:00

UK_TCA_EVE_JUN18_2-81.indd 54

08/06/18 09:01

To the People of New York City, 1976
at Dia Art Foundation, Beacon.
© DACS/ Palermo 2018.

composed of three seemingly simple bands of colour,
turquoise, green and white is afforded a unique depth,
through the unseen layers of orange, yellow and pale blue
acrylic paint that lie beneath the composition. Fascinated by
the incomparable efects that could be achieved by layering
subtly chosen films of paint, ‘Palermo’s unique gift in
handling colour from fnely graded nuances to the boldest
contrasts, provided him with the ability to transform simple
metal panels into intricate, subtly tuned symphonies. Just
how carefully and painstakingly a process it was for him to
get to the core of his endeavour, visualised the innumerable
paint layers on the panels themselves’ (Pia Gottschaller,
Palermo: Inside His Images, Munich, 2004, p. 164). The
present composition radiates with colouristic harmony and
Palermo’s experimental facture.
Emphasising the artist’s expert organisation of space,
Wooster Street, carefully orchestrated in colour and form,
responds to its environment with an unstructured
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synchronisation. Infuenced by the institutional critique of his
peers, conceptually manipulating architectural sites, Palermo’s
work moves away from the Capitalist Realist tendencies of his
German colleagues, Sigmar Polke and Gerhard Richter and
echoes the likes of Sol LeWitt, Michael Asher, Daniel Buren and
Marcel Broodthaers in the later 1960s. Driven by a belief in
evolution and progression, the artist’s minimalist output pays
homage to the sof geometric forms of early modernist masters
whilst sharing an awareness of the abstractions of Ellsworth
Kelly, Agnes Martin, Robert Ryman and Brice Marden.
Deconstructing painting’s traditional materials, conventional
format, structure and identity, Palermo’s experimental and
prolifc artistic legacy is exemplifed by his critical approach to
creation. Through his minimalist facture, Palermo expertly
structures his surroundings and forges space. Bestowed with
remarkable historical prominence, through title, rarity and
geographic particularity, the present work is an exceptional
diptych from the fnal years of Palermo’s poetic oeuvre.
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Property from an Important Collector
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10. Sean Scully

b. 1945

Landline Green Sea
signed, titled and dated ‘Sean Scully ‘’LANDLINE
GREEN SEA’’ 2014’ on the reverse
oil on aluminium
216 x 190.5 cm (85 x 75 in.)
Painted in 2014.
Estimate
£600,000-800,000 $799,000-1,070,000
€683,000-911,000 ‡ ♠
Provenance
Timothy Taylor, London
Private Collection, Europe (acquired from the above)
Exhibited
Venice, Palazzo Falier, Sean Scully:
Land Sea, 9 May - 22 November 2015, p. 67

‘I think of land, sea, sky. And they always make
a massive connection. I try to paint this, this
sense of the elemental coming together of
land and sea, sky and land…stacked in horizon
lines endlessly beginning and ending…’
Sean Scully
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Andreas Gursky, Rhein II, 1999
chromogenic colour print
face-mounted to Plexiglas.
© Andreas Gursky, 2018.

Rendered in thick horizontal brushstrokes of deep blue and
green hues, Sean Scully’s monumental Landline Green Sea,
2014, envelops the viewer in a poetic ebb and fow of pure
form and colour. Marking a pivotal shif in Scully’s infuential
practice, this work exemplifed the artist’s dramatic transition
away from his earlier hard-edged minimalism to his current,
looser and expressive style. Covering the aluminium surface
with fuid brushstrokes, Scully imbues the pictorial surface
with a rich dimensionality, movement and light that vividly
elicits the beauty and brilliance of the natural world. Painted
in 2014, Landline Green Sea is among the frst examples of
Scully’s acclaimed Landline series that was inspired by the
intense light and beauty of Venice, Italy. Debuting at Scully’s
frst major exhibition in Venice at the Palazzo Falier in context
with the 56th Venice Biennale in 2015, the series will make its
U.S. debut in September 2018 at the Hirshhorn Museum and
Sculpture Garden in Washington, D.C.
As is characteristic of Scully’s oeuvre, the Landline works
are based on a memory of figuration and permeated with
reference to the outside world. As the artist recalled,
‘In making these paintings I was preoccupied with my memories
of Venice, the movement of the water, how it heaves against
the brick and stone of the city. From my studio south of
Munich I ofen get in the car and drive a few hours down to
Venice. It was the impressions from these trips that I brought
back into the studio; I was painting the memories of Venice
into the works.’ (Sean Scully, quoted in ‘Sean Scully, Land Sea’,
Kerlin Gallery, online). While this brings Willem de Kooning’s
abstract landscapes to mind, Scully pursues a minimalistic
aesthetic in the vein of modern masters such as Piet
Mondrian, Josef Albers, Donald Judd and Ellsworth Kelly.
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While similarly focusing on form and colour to reduce the
image to its abstract essence, Scully crucially diverges from
the linear purity found in his predecessors practices. Bringing
textured tones and coarse brushstrokes to the fore, he instils
the work with a wholly expressive aesthetic that is rooted in
Abstract Expressionism while simultaneously refects a deep
consideration of the natural world.
As the viewer’s eye moves from lef to right across the surface
of Landline Green Sea, the strokes of the artist’s hand across
the surface creates a sense of movement that seems to hold
the viewer in-situ, the horizontal lines recalling the horizon line
between land and sea, the textured brushstrokes undulating
like ripples in the water. While evoking the sublime Colour Field
paintings of Mark Rothko, Landline Green Sea pays tribute to
the long tradition of Venetian painting in the vein of Tintoretto’s
luminism, Bellini’s tonalism and Titian’s chromatic materiality –
all the while insisting on the conceptual potential of nonrepresentational use of colour.
The present work thus reveals the foundations of Scully’s
praxis as he combines real life structures with the poetic
allegory of a subjective viewing experience. Commenting
on his practice, Scully explained, ‘it’s a question of making
something true. Something that can refect the dimensionality
of the human spirit within the grid of our world’ (Sean Scully,
quoted in David Carrier, Sean Scully, London, 2004, p. 146).
A stellar example of the artist’s infuential practice of painterly
abstraction, Landline Green Sea epitomises Scully’s singular
style of paring down light, movement and colour to its most
fundamental forms to evoke the complexities of reality.

‘When I started painting, the emotional and
improvisational possibilities of colour began
to influence my own work profoundly and
move it towards abstraction.’
Sean Scully

Mark Rothko, No. 14
(Horizontals, White over Darks), 1961
oil on canvas, Museum of Modern Art,
New York City: New York
Image: The Museum of Modern Art,
New York/Scala, Florence.
© Mark Rothko 2018.
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Property from a Distinguished European Collection
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11. Joan Mitchell

1925-1992

Champs
signed ‘Joan Mitchell’ lower right;
further inscribed ‘Simple’ on the reverse
oil on canvas
240 x 200 cm (94 1/2 x 78 3/4 in.)
Painted in 1990.
Estimate
£2,500,000-3,500,000 $3,330,000-4,660,000
€2,850,000-3,990,000
Provenance
Galerie Jean Fournier, Paris
Collection Jean Fournier and Jean-Marie Bonnet, Paris
Artcurial Briest Le Fur Poulain F. Tajan, Paris,
28 October 2006, lot 38
Private Collection (acquired at the above sale)
Sotheby’s, New York, 14 May 2013, lot 26
Duhamel Fine Art, Paris
Acquired from the above by the present owner
Exhibited
Paris, Galerie Jean Fournier, Joan Mitchell Champs,
30 May - 14 July 1990, no. 12
Literature
La couleur toujours recommencée: Hommage à Jean
Fournier, marchand à Paris (1922–2006), exh. cat.,
Musée Fabre, Montpellier, 2007, p. 143 (illustrated)
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Painted in the fnal years of Joan Mitchell’s remarkable career,
Champs from 1990 is a commanding testament to the creative
vision and highly lauded painterly abilities that culminated with
some of her strongest, most powerful work. A vibrant celebration
of the physical act of painting, the present work articulates
Mitchell’s fusion of disparate artistic movements to create a
singular style that is entirely her own. Though the gestural style
of her American contemporaries–artists such as Franz Kline
and Willem de Kooning–shaped her abstract painterly idiom,
Mitchell’s profound appreciation for the beauty of the natural
world fostered in her a strong connection to the French
Impressionists and European Post-Impressionists, whose
luminous landscapes were equally infuential to her work.
In Champs, Mitchell draws upon a prismatic range of colours,
not unlike those of Claude Monet’s late garden paintings, to
create striking contrasts: bracketed on either side by pearlescent
yellows and glowing whites, the central composition comprises
dashing strokes of brilliant cobalt, inky blacks, verdant greens,
efervescent marigolds, and juicy tomato reds. Forming what
appear to be six stacked bands, the composition seems to
manifest in the fat two dimensional planarity of the canvas, the
impression of felds of difering fowers or even crops unfolding
before the viewer. The texture of the work is similarly varied,
as Mitchell showcases the remarkable range of an abstract
vernacular she shaped and perfected over the decades of her
prodigious practice. Not content merely with wide, sweeping
brushstrokes, here she renders the paint in both staccato dashes
and larger undiferentiated areas of colour, all punctuated with
superbly tactile, almost rain-like, drips and splatters of paint.

In spite of the physical limitations imposed by old age,
Mitchell’s late paintings are characterised by a striking
painterly bravura; remarking upon the emotional power
and energy embodied in works such as Champs, Richard
D. Marshall comments, ‘The paintings that Joan Mitchell
created in the last decade of her life reveal an artist who
showed no restraint. She immersed herself in them,
abandoning cognizance, rationality, and objectivity. Direct
and immediate, they are the work of an artist using her
failing strength and strong emotion to express her intellect
and her anger, as well as the joy she derived from the very
act of painting’ (The Last Paintings, exh. cat., Cheim & Reid,
New York, 2011, n.p.). Despite the painting’s literal title and
obvious, if abstracted, allusion to the natural world, the
painterly impetus is focused on the emotional undertaking
of a painter completely absorbed and consumed by her
process and dedication to painting. Much like an earlier
practitioner who was also equally determined to render in
paint emotional facets of the human condition, Mark Rothko,
Mitchell was resolute not simply to paint highly abstracted
impressions of the natural world. For her, the impetus was to
render her own multivalent and highly-charged emotional
states while also evoking in the viewer an acutely charged
emotional response. Interestingly, each also found, in the
hovering rectangular format, a compositional tool by which
to efect this reaction. Rothko’s panes of difuse, ethereal
colour, here give way to more tangible, allusive, compositional
structures redolent of those selfsame verdant felds in which
Mitchell spent so much of her life.

Claude Monet
Le jardin de l’artiste a Giverny, 1900
oil on canvas, Musee d’Orsay, Paris.
© Musee d'Orsay, Paris, France / Bridgeman Images.

‘Like Monet, Mitchell used colors
redolent of nature and juxtaposed
them to mingle in the eye, though not
to create illusions of atmospheric light.
Like the greatest Monets—the Rouen
Cathedrals and some of the Giverny
near-abstractions—her best paintings
amount to metaphysical conundrums:
you don’t know what you’re looking at.
It’s paint, of course, but as a medium
of contradictory connotations.’
Peter Schjeldahl, ‘Tough Love. Resurrecting Joan Mitchell,
The New Yorker, 15 July 2002, online
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Those felds, and Mitchell’s deep connection to the town of
Vétheuil and its attendant gardens, trees and vantages over
the River Seine, were incredible creative catalysts for the artist.
As much as her contemporaries and her appreciation for the
art historical canon inspired and spurred her on, much of her
creative energy was fueled by her surroundings. This drive
to create never waned even so late in her career. Mitchell’s
dedication is manifested in her notebooks, which clearly
illuminate the manner in which she was still grappling with the
most poignant, emotive, and veritable ways in which to depict
her chosen subjects of nature and the human condition.
Perhaps it is because with her advancing age and deteriorating
health that she understood and appreciated better herself and
her surrounds and was ever more evocatively able to depict
these motifs. Yves Michaud notes when discussing her last
exhibition in France, in which this work was shown, ‘Every time
we think she could not do better, from La Grande Valleé of
1984 to Chords from 1987, from Chords to Mountains and
Rains exhibited last fall in New York and now Champs, it is a
continuous enlightenment. The poignant beauty of La Grande
Valleé succeeds the dissonant lyricism of Chords and now the
precise sumptuousness of Champs. It is as if there could always
be more feeling, more pictorial beauty, more truth’ (Yves
Michaud, Champs, exh. cat., Galerie Jean Fournier, Paris, 1990).

Joan Mitchell in her studio,
Vétheuil, 1992.

A work of stunning visual presence, Champs broadcasts the
inimitable creative spirit of an artist who, in the fnal years of
her life, threw herself into painting with indefatigable passion,
innovation, and brilliance. This particular painting was of such
beauty and importance that afer exhibiting it in Mitchell’s
last show in France, Jean Fournier kept the work for his own
personal collection. Clearly, Champs manifests, not only of
the artistic impulses and infuences which shaped Mitchell’s
celebrated oeuvre, but the artist’s immense and unshakable
passion for painting itself.

‘I carry my landscapes around with me.’
Joan Mitchell
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12. Yayoi Kusama

b. 1929

INFINITY-NETS (QRTWE)
signed, titled and dated ‘Yayoi Kusama 2007
“INFINITY-NETS QRTWE”’ on the reverse
acrylic on canvas
194 x 259 cm (76 3/8 x 101 7/8 in.)
Painted in 2007, this work is accompanied by a registration
card issued by the Yayoi Kusama studio.
Estimate
£1,500,000-2,000,000 $2,000,000-2,660,000
€1,710,000-2,280,000 ‡
Provenance
Ota Fine Arts, Tokyo
Victoria Miro, London
Private Collection, Europe (acquired from the above)
Phillips, New York, 8 May 2016, lot 24
Acquired at the above sale by the present owner
Exhibited
London, Victoria Miro, Yayoi Kusama,
10 October - 17 November 2007

‘I would cover a canvas with nets, then
continue painting them on the table,
on the floor, and finally on my own
body. As I repeated this process over
and over again, the nets began to
expand to infinity. I forgot about
myself as they enveloped me, clinging
to my arms and legs and clothes and
filling the entire room.’
Yayoi Kusama
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Yayoi Kusama painting a white
Infinity Net in her studio.
© Yayoi Kusama, 2018. Image: Gautier Deblonde.

Roman Opalka, Opalka 1965/from 1
to Infinity, 3324388-3339185 (detail), 1965
acrylic on canvas
Musée National d’Art Moderne,
Centre Georges Pompidou, Paris.
© ADAGP, Paris and DACS, London. Image CNAC/MNAM/
Dist. RMN-Grand Palais / Art Resource, NY.

Painted in 2007, INFINITY-NETS (QRTWE) is a stellar example
from Japanese artist Yayoi Kusama’s most celebrated and
best-known series, begun in the late 1950s and extending into
the new millennium. The Infnity Net paintings were born in
conjunction with Kusama’s relocation from Tokyo to New York
in 1958, where she was introduced to the pre-existing avant-garde
schools like Abstract Expressionism as well as emerging
movements like Minimalism. In the present work, the artist relies
on both abstraction and repetition to cover the expanse of the
large-scale canvas in a lustrous white acrylic atop a gray ground.
The present work thus recalls the artistic tendencies Kusama
came into contact with at the time of the series’ conception,
from the action painting of artists like Jackson Pollock and Willem
de Kooning, to the meditative qualities of repetition which were
coming to the fore with the work of Donald Judd and Frank Stella.
Indeed, the abstract motifs contained in the Infnity Nets, achieved
through a painstaking process that combats the traumas of
her psychological abyss, were for Kusama, a way of coping with
her lifelong psychosomatic anxiety. These intensely personal
undertones diferentiate her Minimalist aesthetic from the
works of Western artists in both Europe and the United States.
As Alexandra Munroe pointed out, ‘Kusama’s paintings difer
from Zero and Nul … in many of the same ways it difered
from American Minimalism … Kusama’s repetition was never
mechanistic or deductive, but the product of obsessional,
compulsive performance’ (Alexandra Munroe, ‘Radical Will: Yayoi
Kusama and the International Avant Garde – Kusama’s Paintings
and Sculpture in the 1960s’ in Yayoi Kusama: Between Heaven
and Earth, exh. cat., Fuji Television Gallery, Tokyo, 1991, n.p.).
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In the present work, polka-dotted nets overlap each other in
interweaving forms, creating larger, biomorphic shapes that
oscillate between foreground and background. As white and
grey hues collide, the composition explores the unique qualities
of monochromatic paint in the resulting contrast of light and
shadow. While entirely abstract, the nets seem to move across
the surface, activating an almost three-dimensional quality
through larger spirals and veils. Such a complex surface can
only be achieved through Kusama’s meticulous process that
highlights both the hand of the artist and the properties of her
medium, juxtaposing a thin application of wash-like paint with
thick impasto. Trained in traditional Japanese Nihonga painting
which is characterised by naturalistic realism, Kusama received a
formal education in the techniques of perspective and shading to
illustrate three-dimensional forms. As such, while entirely
abstract, Kusama’s nets also possess a formal quality that recalls
the modulation of tones found in monochromatic Nihonga works
of the early 1900s.
INFINITY-NETS (QRTWE) was first shown at the artist’s
two-part exhibition at Victoria Miro in London the same year
of its creation in 2007. Hung alongside other Infnity Nets
paintings from the same year, the monochromatic paintings
uniquely recalled the artist’s earliest white net paintings
unveiled at Brata Gallery in New York, following the artist’s
move to the United States in 1959. Her decision to use white
acrylic paint can be seen as both an adverse response to the
vibrancy of brushstrokes found in the work of Jackson Pollock
and Willem de Kooning, and also a precursor for the Minimalist
aesthetics of emerging artists of the time like Robert Ryman.

Robert Ryman
Untitled, 1961
oil on linen
The Museum of
Modern Art, New York.
© 2018 Robert Ryman.
Image: Art Resource, NY.
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Lucio Fontana, Concetto Spaziale, 1949
naturally white textured paper.
Galleria Nazionale d’Arte Moderna, Rome.
© Lucio Fontana/ Milan SIAE/ DACS, London 2018.

‘You attempt to flee from psychic
obsession by choosing to paint the
very vision of fear, from which one
would ordinarily avert one’s eyes.
I paint them in quantity; in doing so,
I try to escape.’
Yayoi Kusama

Early champions of Kusama's monochrome Infinity Nets
included Donald Judd, who aptly described the efect of the
paintings after the Brata Gallery show: ‘The effect is both
complex and simple…There is a remarkable variety of
confguration and expression from point to point across the
surface; the small curves coalesce into longer arcs, swell or
shif slightly, or form amorphous patterns or partial vertical
bands…The total quality suggests an analogy to a large, fragile,
but vigorously carved grill or to a massive, solid lace’ (Donald
Judd, ‘Reviews and Previews: New Names This Month – Yayoi
Kusama’, Art News, 58, no. 6, October 1959, p. 17). Kusama’s
revolutionary choice to reject colour influenced the avantgarde in Europe as well. A year afer her exhibition at the Brata
Gallery in 1960, Kusama was one of just two artists, alongside
Mark Rothko practicing in the United States to be included
in a seminal exhibition of monochrome paintings at the
Städtisches Museum in Leverkusen, Germany called
Monochrome Malerei. Included in the exhibition were Italian
artists like Lucio Fontana and Piero Manzoni, the frst of whom
Kusama met fve years later when both of their work would be
included in another seminal exhibition called Zero: 1965 at the
Stedelijk Museum in Amsterdam. As such, Kusama was one
of a select few non-Western artists to achieve international
acclaim so quickly in the post-war climate, spearheaded by
monochromatic Infnity Nets paintings like the present work.
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13. Lucio Fontana

1899-1968

Concetto spaziale, Natura
signed ‘L Fontana’ on the underside
bronze
65 x 71 x 72 cm (25 5/8 x 27 7/8 x 28 3/8 in.)
Executed in 1959-1960 and cast during the artist’s lifetime.
Estimate
£700,000-1,000,000 $929,000-1,330,000
€795,000-1,140,000 ‡ ♠
Provenance
Paolo Marinotti, Switzerland (acquired directly from the
artist circa 1960)
Thence by descent to the present owner
Exhibited
Turin, Galleria Civica d’Arte Moderna, Lucio Fontana,
5 February - 28 March 1970, no. 206, fg. 196, p. 63
(illustrated, erroneously dated 1960 - 1961)
Musée d’Art Moderne de la Ville de Paris, Lucio Fontana,
10 June 1970 - 6 September 1970, no. 55 (illustrated,
erroneously dated 1960 - 1961)
Milan, Palazzo Reale, Lucio Fontana, 19 April 21 June 1972, fg. 146, p. 307 (illustrated, p. 194,
erroneously dated 1960 - 1961)
Mantova, Casa del Mantegna, Lucio Fontana. Teatrini,
19 July – 28 September 1997 (illustrated, p. 67, dated 1959)
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Concetto spaziale, Natura is an early and rare life time
cast of one of Lucio Fontana’s so-called ‘balls’, dating from
1959-60. The Nature were initially created in clay in Albisola,
where Fontana spent time each year, and which had a
thriving ceramics industry. In addition to the present signed
lifetime bronze cast, this model was also subsequently
cast in bronze in a further edition of two, stamped with
the initials and numbered 1/2 and 2/2, one of which was
acquired by Nelson Rockefeller and is now part of Kykuit,
the residence which he bequeathed on his death to the
National Trust for Historic Preservation.
The present cast was acquired directly from the artist by Paolo
Marinotti, a textiles magnate and philanthropist. It was he
who converted the Palazzo Grassi in Venice into an exhibition
venue, a status it still enjoys to this day. The present work
was lent from Marinotti’s collection to several exhibitions
in Paris, Turin and Milan in the years shortly afer Fontana’s
death in 1968. These helped to consolidate the reputation
and legacy of the artist. Concetto spaziale, Natura and its
sister-sculptures form a small yet highly signifcant series
within Fontana’s work, created in a brief window, adding
to their rarity. This is all the more true of the casts created
during Fontana’s life, and under his guidance, rather than
the posthumous casts which were also made in subsequent
years. Of the large life-time casts such as Concetto spaziale,
Natura, approximately two thirds are in public collections and
institutions, including Tate, London, the Moderna Museet,
Stockholm and the Fondation Beyeler, Riehen.

The Natura sculptures revealed Fontana’s heightened awareness
of the past, the present and the future. The return to the raw
materials of sculpture, embodied in the clay mass in which he
gouged the gaping hole so visible in Concetto spaziale, Natura,
marked a recognition of his own artistic beginnings, as a sculptor
as well as the son and grandson of sculptors. At the same time,
the creative gesture he has enacted places this work squarely
within the realms of the Spatial Art he had pioneered over the
previous two decades. Fontana was not only making a space
within the fabric of the clay in Concetto spaziale, Natura, he was
also emphasising its own mass and volume by tunnelling into it.
In this, Fontana can be seen to be shifing beyond the legacy of the
great Italian sculptor, Medardo Rosso, whose works ofen appear
to reveal form coalescing within a turbulent mass of matter. In his
Natura, Fontana was moving even further—he was pushing past
the material itself, and instead exploring space.
Coming only shortly before the series of ovoid paintings known as
the Fine di Dio, there is already the sense of an egg’s potentiality
enshrined within the ruptured sphere of Concetto spaziale,
Natura. These invoke birth and new life. Even the orifce in the
surface, which can be seen as a gaping mouth, has a sexual
dimension suited to this reproductive theme. Writing to the artist
Jef Verheyen in 1961, Fontana said of the Natura: ‘I will show
a group of sculptures… they are a group of balls in terra-cotta,
with cuts and holes, I love them very much, they are nothingness
or the beginning of everything’ (Lucio Fontana, quoted in
Anthony White, Lucio Fontana: Between Utopia and Kitsch,
Cambridge, London, 2011, p. 253).

Destination Moon
Film still, 1950.
Granger/Image: Bridgeman Images
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Claes Oldenburg
Street Head - I, 1959
newspaper soaked in wheat paste
over wire frame, painted with casein.
On loan from the Austrian Ludwig Foundation since 1981
to the Museum Moderner Kunst Stiftung Ludwig Wien.
Image: Museum Moderner Kunst Stiftung Ludwig Wien.

In many ways, it was the ramifications of the first mark,
the wedge gouged out of the surface of Concetto spaziale,
Natura, that was crucial. Fontana was sculpting a zone within
the sphere that emphasised both the mass of the sculpture,
but also the volume of space surrounding, and invading, it.
Fontana had been influenced by images of craters on the
moon and other planets, those celestial bodies that, in the
dawn of the age of Space travel, now seemed tantalisingly
within reach. This was the era when themes formerly teased
in fantascienza, in magazines like Urania and movies like
Destination Moon, were teetering towards reality, and travel
in the Cosmos seemed tantalisingly within reach. Discussing
the Natura, he would tell Carla Lonzi in 1967:

‘My art is… based on the philosophy of
nothingness, a nothingness that does
not imply destruction, but a nothingness
of creation, do you understand? …
Art is not only painting or sculpture:
art is the creation of man, which he can
transform into anything whatsoever.’
Lucio Fontana

‘I was thinking of those worlds, of the moon with these…
holes, this terrible silence that causes us anguish, and the
astronauts in a new world. And so… in the artist’s fantasy…
these immense things have been there for billions of years…
man arrives, in mortal silence, in this anguish, and leaves a
vital sign of his arrival… were these not still forms with a sign
of wanting to make inert matter live?’ (Lucio Fontana, quoted
in Enrico Crispolti, Lucio Fontana: Catalogo ragionato di sculture,
dipinti, ambientazioni, vol. I, Milan, 2015, p. 73).
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Concetto spaziale, Natura was created at a fascinating
juncture in the development of sculpture. It was only a
decade and a half since the end of the Second World War,
and artists like Alberto Giacometti, Henry Moore and Pablo
Picasso were still prominent and dominant. There was a
strong figurative sculptural tradition still at play, as well as
a growing number of abstract idioms. Looking at Fontana’s
work, he appears to have shared with Giacometti an interest
in cutting away superfluous subject matter and material
in order to represent an intense kernel of reality; both the
epigraphic simplicity and agitated surface of Concetto
spaziale, Natura echo this. Fontana’s work also recalls the
Art Informel forays into sculpture created a few years earlier
by Jean Dubuffet.
Regardless of the anthropomorphic potential for readings of
the cavity in Concetto spaziale, Natura, Fontana has clearly
eschewed fguration. Indeed, he has almost renounced the
material of the sculpture itself. Fontana described the Natura
as, ‘this form of nothing, broken, given life by a blow,
but it was truly the desire to construct a volume from nothing,
with a form, with a hole’ (Lucio Fontana, quoted in Anthony
White, Lucio Fontana: Between Utopia and Kitsch, Cambridge,
London, 2011, p. 254). The hole created here speaks of an
artist fascinated by the gesture, by his own movements,
themselves irreducible and inerasable. This sculpture is the
evidence of a happening as much as a work in its own right.
Fontana—who had known modern sculptors such as
Constantin Brancusi and Ossip Zadkine— turned sixty in
1959, yet more than ever appeared more in step with the
developments of a slew of younger artists, not least because of
the conceptual dimension of his work. One can see parallels

between the space-infused ball of Fontana’s Concetto spaziale,
Natura and the sponges made by his friend, Yves Klein,
infused with the Immaterial. Fontana’s sculptural
approach to the paintings that he cut and slashed even
made him a forerunner of Minimal Art. His own collection
reflected his wide range of interests, featuring works by
artists including Klein, Alberto Burri and Piero Manzoni,
with whom he acknowledged parallels, but also Luciano
Fabro, Giulio Paolini, Pino Pascali and Paolo Scheggi, as well
as the Americans Roy Lichtenstein and Claes Oldenburg.
Oldenburg may have come onto Fontana’s radar the year afer
Concetto spaziale, Natura was completed: in 1961, Fontana
travelled to New York for an exhibition of his celebrated
Venezia series at the Martha Jackson Gallery. Earlier that year,
Oldenburg had featured in its group show, Environments,
Situations, Spaces, as well as in the previous year’s New
Media—New Forms in Painting and Sculpture. There is an
intriguing similarity, both superfcial and conceptual, between
Fontana’s Concetto spaziale, Natura and Oldenburg’s
Street Head I, now owned by the Museum moderner Kunst
Stifung Ludwig Wien of 1959. That disc-like work hangs like
a pancake-style depiction of a planet’s surface, hence one of
its subtitles—Gong. The features within its surface are muted
to the point of obscurity, so that from a distance it might
resemble a Natura, hanging in space. But crucially, this work
forms part of Oldenburg’s Ray-Gun series, a group of objects
that investigated the very roots of creation through a visual
vocabulary that was nonetheless popular. The explosion of
the ray-gun, the Science Fiction weapon of the Buck Rogers
generation, is akin to that creative moment, a transformative
blast—and also to Fontana’s crater in the surface of Concetto
spaziale, Natura.

Lucio Fontana, Concetto spaziale.
La Fine di Dio, 1963, tear, glitter and
oil on canvas, Museo Nacional
Centro de Arte Reina Sofìa, Madrid.
© Lucio Fontana/SIAE/DACS, London. Image: Museo
Nacional Centro de Arte Reina Sofìa, Madrid
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14. Francis Bacon

1909-1992

Interior of a room
oil on canvas
111.7 x 86.5 cm (43 7/8 x 34 in.)
Painted circa 1935.
Estimate
£3,000,000-5,000,000 $4,020,000-6,700,000
€3,430,000-5,720,000 ‡ ♠
Provenance
Ms. Diana V. Watson, London
(acquired directly from her cousin, the artist)
Sotheby’s, London, 30 November 1989, lot 600
Mr. James Kirkman, London (acquired at the above sale)
Sotheby’s, London, 2 July 1998, lot 117
Crane Kalman Gallery, London
Private Collection (acquired from the above in June 2000)
Private Collection, New York
Exhibited
Lugano, Museo d’Arte Moderna, Francis Bacon,
7 March – 30 May 1993, no. 5, pp. 22-23, 137
(illustrated, p. 23)
Paris, Centre National d’Art et de Culture, Centre Georges
Pompidou; Munich, Haus der Kunst, Francis Bacon,
27 June 1996 – 26 January 1997, no. 2, p. 82 (illustrated)
Paris, Musée Picasso, Bacon Picasso: La Vie des Images,
2 March – 30 May 2005, no. 108,
pp. 119, 151, 235 (illustrated, p. 119)
London, Tate Britain; Edinburgh, The Scottish National
Gallery of Modern Art, Picasso and Modern British Art,
15 February – 4 November 2012, no. 92, pp. 154-155, 231
(illustrated, p. 155)
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Densely layered and multifaceted in connotative associations,
Interior of a room encapsulates a number of the key themes
that Francis Bacon explored in great depth throughout
his prolific oeuvre, a body of work which altered the course
of twentieth century painting and continues to stimulate
progressive dialogue surrounding human emotion, societal
interaction and psychological anxieties today. Interior of a room is
an early example of Bacon’s painterly enquiry into the interaction
of form and colour, both of which coalesce in the present work
to create an enclosed microcosm of tessellated constructed
planes, wild beasts and swathes of intense tonal convergence.
Painted circa 1935, the present work envelops the viewer into
Bacon’s atmospheric interior, suspending us in a moment of
dislocation and intimate reflection. Interior of a room was
exhibited at the artist’s self-titled retrospective held at
the Centre Georges Pompidou, Paris, in 1996, conceived by
David Sylvester and selected as one of three works chosen to
represent the artist’s pre-1944 period. Displayed alongside
two pivotal canvasses, namely Figures in a Garden, circa 1936,
now housed in Tate collection, London, and Crucifxion from
1933, the canvas which attracted widespread critical attention
on its unveiling, the present masterwork interweaves the
great wealth of sources from which Bacon drew inspiration,
creating an intricate and resonant visual spectacle.

Travelling frst to Berlin at the beginning of 1927, then to Paris in
spring, Bacon stayed in Chantilly during the summer that year
and fnally took residence in Hôtel Delambre in Montparnasse
during in the autumn. Bacon led an impoverished existence in
Paris working as an interior and furniture designer, incorporating
the European aesthetic of his contemporaries, such as
Le Corbusier, the work of the Bauhaus and Amédée Ozenfant,
into his designs. It was in 1927 that Bacon was frst exposed to
Pablo Picasso’s work, visiting the exhibition Cent dessins par
Picasso between June and July 1927 at Paul Rosenberg Gallery,
Paris. Remarking on the immediate impression of Picasso’s
work upon him, Bacon stated ‘It was there I glimpsed the
possibilities of reality in painting’ (Francis Bacon, quoted in
L’Express, 15 November 1971). In the present work, we see
Bacon continuing a dialogue with Picasso’s abstracted Cubist
compositions, particularly Head (La Demoiselle [Tête]), 1929,
now housed in the Moderna Museet, Stockholm. Echoing the
segregated planes with their clearly demarcated outlines,
patterned green evocations of fabric and the all-seeing stare of
a single eye, Bacon absorbed Picasso’s experimentations with
representation. In October 1933, Bacon’s work was exhibited at
Mayor Gallery, Cork Street, at the pivotal exhibition Twentieth
Century Art alongside well-established European artists who
were already at the forefront of the avant-garde, such as Picasso,
Alberto Giacometti, Chaïm Soutine, Paul Klee and Salvador Dalí.

Titian (Tiziano Vecellio)
Portrait of Cardinal
Filippo Archinto, c. 1558
oil on canvas
The Philadelphia Museum of Art.
Image: Scala Images, Florence.
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‘This work, it is true, is the prime indicator
of coherence in Bacon’s painting between
1933 and 1944… This large-scale canvas,
a subtle construction of three broad vertical
bands, seems to deploy over each a dimension
representative of space…an ambivalent
world where, around the figure, there extends
a surface on which the imagination may
be inscribed…’
(Anne Baldassari, Bacon, Picasso: The Life of Images,
exh. cat., Musée Picasso, 2005, pp. 106 – 107).

Pablo Picasso
Head (La Demoiselle [Téte]), 1929
oil on canvas
Moderna Museet, Stockholm.
© 2018 Estate of Pablo Picasso, DACS.

A keen art historian and only twenty four at the opening of the
Mayor show, Interior of a room followed in the fertile energy
of this youthful period, where the young artist garnered
increasing attention, hungry and on the cusp of colossal
recognition. The execution of the present work follows just two
years afer the 1933 exhibition, frstly incorporating the burst
of creative force which would propel the artist to the forefront
of British art but also forecasting the themes soon to be seen
in his future paintings, a visual syntax which the artist would
revisit throughout his painterly career.
Like Picasso’s cubist constructions, Bacon’s work mediates a
tension between abstraction and fguration, where the lines
are blurred between reality and fantasy, suggestion and
representation. In Interior of a room the shadowy outline of
an arm visible up to the shoulder in the upper centre of the
canvas appears indistinct, unidentifable and anonymous.
When inspecting the present work under x-ray it appears
that the silhouette may have been accompanied by a head
which was then over painted with folds of fabric, veiling the
countenance of the figure. Like Titian’s Portait of Cardinal
Filippo Archinto, painted circa 1558, here Bacon conceals the
self, hiding traces of identity, acting as a precursor to his use
of hanging fabric in his Pope paintings.
The drapery in the present canvas also highlights the fuidity
and seemingly unstable notion of identity in Bacon’s portraits
and wider oeuvre; the visages of his fgures are transient and
in motion, never fully static in their poses. This shattering of
reality and crystallisation of the varying perspectives into
transient planes, including the use of railings to delineate and
separate us, acts as a prism through which we see numerous
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zones, blending interior and exterior into one. As Bacon stated
‘I like the anonymous compartment, like a room concentrated
in a small space. I would like to paint landscapes in a box…
If you could enclose their infinity in a box they would have
a greater concentration’ (Francis Bacon, quoted in an
interview by Hugh M. Davies in 1973, in Martin Harrison, ed.,
Francis Bacon: New Studies, Göttingen, 2009, p. 111).
As seen in Diego Rodriguez de Silva y Velázquez’ masterpiece
Las Meninas, 1956, in Interior of a room Bacon juxtaposes
interior and exterior perspectives, alternating the dichotomy
between viewer and artwork, inner and outer self and artist
and painting. Bacon divides the canvas in the same way
that Velázquez’s sections his complex portrait, both artists’
intricately segmenting their compositions. Another similarity
can be drawn through the inclusion of dogs in both paintings,
both sitting at the lower right hand corner of the miseen-scène. Whereas Velázquez’ family pet is caught in a
moment of tension as its young owner steps childishly onto
its back, Bacon’s dog is almost mythical, it’s head forcibly
decapitated with its elongated neck barely visible. Tracing
upwards towards the centre of the canvas you see the
creature’s animalistic jaw, gaping or perhaps snarling.
It has been suggested that the dog in Interior of a room
could in fact be a precursor for the Three Studies for Figures
at the Base of a Crucifixion from 1944, housed in Tate,
London (Fabrice Hergott, Francis Bacon, exh. cat., Centre
national d’art et de culture Georges Pompidou, Paris, 1996,
p. 82). The figures in the triptych, echoing the tripartite
composition of the present work, with their anthropomorphic
body and protruding ribs are an instantly recognisable sign
of horror, fear and anxiety.
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Francis Bacon
Three Studies for Figures at
the Base of a Crucifixion, c. 1944
oil on canvas
Tate, London.
© The Estate of Francis Bacon.All rights reserved.
DACS 2018.

Diego Rodriguez de
Silva y Velàzquez
Las Meninas, 1656
oil on canvas
Prado, Madrid.
Image: Bridgeman Images
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Dogs and horses are inextricably linked in Bacon’s paintings to
morbidity and terror. As a child, dogs and horses would irritate
a young Bacon’s asthma and allergies, his reactions often
violent and uncontrollable. Once as a child, Bacon was forced
to attend a hunt, which the young artist hated for its barbarism,
bloodshed and cruelty, and sitting atop a horse, Bacon ‘started
to tug at the collar of his shirt as if he were trying to loosen
some kind of noose which he found asphyxiating: for a moment
he resembled the agonized fgures in his paintings whose faces
turn a truly dangerous shade of indigo purple as they go into
the last stages of strangulation’ (Caroline Blackwood, ‘Francis
Bacon Obituary’, The New York Review of Books, 24 September
1992). As with his Popes’ bloodcurdling screams and snarling
mouths, in the present work Bacon incites threat and violence,
forcing the viewer to explore their subconscious reactions to
the mystery before them.
Encaging us within his two dimensional world, Bacon draws
us into the confnes of his painterly reality in the present work,
a painting richly interwoven with meaning. To the centre lef of
the work in the pyramid-like black outline, our eyes trace the
profle of a sphinx, it’s legs outstretched and gripped by the
jaws of the dog. With a deep interest in classical literature and
theatre, Bacon’s reading of mythology informs his visual syntax,
returning to the theme of the sphinx continually throughout
his oeuvre. In 1934, the year prior to the present work, Jean
Cocteau premiered his play La Machine infernale, in which the
character of the sphinx exclaims ‘And I should make you go
down on your knees… And you’d bend your head…and Anubis
would bound forward. He would open his wolf-like jaws!’ Echoed
in the present work, this reference is exemplary of Bacon’s vast
array of references and aesthetic pointers which unpack our
subconscious and evoke our deepest associations. The poignancy
of Interior of a room within Bacon’s practice stands alone, its
composition displaying a wide breadth of key themes which
are integral to Bacon’s most famous masterworks. A vanguard
of what Bacon would go on to produce, the present work is an
indication as to just how early Bacon began considering his
lifelong revisited subjects.
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15. Lynn Chadwick, R.A.

1914-2003

Teddy Boy and Girl II
incised with the artist’s signature and numbered ‘Chadwick 1/4’
lower front edge of the male fgure; further incised with
the foundry mark ‘Susse Fondeur Paris’ lower reverse edge
of the female fgure
bronze
199.5 x 73 x 66.5 cm (78 1/2 x 28 3/4 x 26 1/8 in.)
Conceived in 1957 and cast by Susse Fondeur, Paris, in 1961,
this work is number 1 from an edition of 4.
Estimate
£800,000-1,200,000 $1,070,000-1,610,000
€915,000-1,370,000 ‡ ♠
Provenance
Miguel Otero Silva, Venezuela
Private Collection, Venezuela
Exhibited
London, Marlborough Fine Art Ltd., Lynn Chadwick,
November - December 1961, no. 2, n.p. (another example
illustrated and exhibited )
New York, Knoedler Galleries, Lynn Chadwick, 3 - 28 January
1961, n.p. (another example illustrated and exhibited )
Literature
Oberlin College Bulletin, 15/102, Winter 1958, p. 69
Les Beaux-Arts, 946 – 947, October 1961, p. 10
Charlotte Parry-Crooke, ed., Contemporary Artists
with Photographs by Walia, London, 1979, n.p
(another example illustrated)
Martin H. Bush, Edwin A. Ulrich Museum of Art, Wichita,
1980, p. 29 (another example illustrated)
Dennis Farr and Eva Chadwick, Lynn Chadwick. Sculptor,
Oxford, 1990, no. 227, p. 150 (another example illustrated)
Dennis Farr and Eva Chadwick, Lynn Chadwick. Sculptor,
Aldershot, 2006, cat. no. 227, p. 130 (another example
illustrated, p. 131)
Lynn Chadwick. The Sculptures at Lypiatt Park, London,
2014, no. 84 (another example illustrated, p. 84)
We are grateful to Dr Sarah Chadwick for her assistance with
the cataloging of this work.
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A seminal theme in the British sculptor Lynn Chadwick’s
oeuvre, Teddy Boy and Girl II is a defning three-dimensional
masterpiece of post-war British sculpture. Encompassing a
new modern aesthetic in a world rebuilding itself after the
turmoil of the Second World War, the present work was
commissioned by Venezuelan writer, journalist and politician
Miguel Otero Silva, afer viewing a smaller variation of the
work at the 1957 to 1959 travelling exhibition Ten Young British
Sculptors. The exhibition featured Chadwick’s sculptural work
alongside a selection of artist contemporaries, namely
Kenneth Armitage, Eduardo Paolozzi and William Turnbull.
Organised by the British Council, the exhibition began at
Sao Paulo’s IV Biennial of the Museum of Modern Art,
where Chadwick’s work was shown alongside the paintings
of William Scott and Peter Lanyon. The exhibition travelled to
Rio de Janeiro, Buenos Aires, Montevideo, Santiago and Lima,
fnally concluding in Caracas. Housed in the collection of Otero
Silva, a patron of Caracas’ Galería de Arte Nacional which
opened in 1976, the present work is the frst of the four works
from the edition borne from Otero Silva’s commission and is
the only work to include a base plate, making the work a rare
and life size formulation of one of the artist’s key sculptural
concerns: the Teddy Boy and Girl.

‘What I was doing was getting some
sort of attitude between two people.’
Lynn Chadwick

Teddy boy and girl jiving at the
Black Raven club in London

Lynn Chadwick with maquette
for Teddy Boy and Girl, 1956

Image: Getty Images

© Lypiatt Studio Ltd.
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‘Well, there again, it’s two shapes, well, one a rectangular shape,
and one is a triangular shape. Two shapes opposed, because I was
doing male and female, and then shapes opposing each other.
All my early thing was that – balancing two different things.
That’s what the Teddy Boy and Girl were. I gave the name afterwards,
yes.….. It’s also about the placing of them in relation to one another,
that friction and energy that happens, by putting two forms together.
It’s better, I find, to have two, getting a bit of interaction.., I’ve
always wanted to make a sort of tension between two things, yes.’
Lynn Chadwick

Chadwick’s Teddy Boy and Girl formations can be traced
throughout the great landmarks of the artist’s practice.
Chadwick received the hors concours at the Sao Paulo IV
Biennal, the first British artist to receive this accolade,
whereby he exhibited a selection of works, which included
Maquette III Teddy Boy and Girl. Following this travelling show,
a cast from the present edition was exhibited at the artist’s
self-titled exhibition at Marlborough Gallery, London, his
largest grouping of works afer his seminal exhibition at the
Venice Biennale in 1956. Winning the International Sculpture
Prize at Venice in 1956 over Alberto Giacometti, just one year
prior to the conception of the present work, Chadwick
established his artistic practice in the narrative of art history
on a worldwide stage. As Alan Bowness expressed to the
Observer in June 1956, in response to Chadwick’s exposure
in Venice, ‘Chadwick has been one of the revelations of the
Biennale. Quite apart from the distinguished and highly
original quality of his imagination, it is the beauty and
sensitivity of execution that impresses. He may make use of
the “creative accident” but the very sureness of his control
makes most modern sculpture look simply incompetent by the
side of his work. This Biennale award marks the emergence of
Lynn Chadwick as a fgure of international artistic importance’
(Alan Bowness, ‘The Venice Biennale,’ Observer, 24 June 1956,
in Dennis Farr, Lynn Chadwick, Tate, London, 2003, p. 44).
In the lead up to his selection for Venice, Chadwick embarked
on the Teddy Boy and Girl series, eventually exhibiting one from
an edition of nine works titled Teddy Boy and Girl, executed in
1955, at the Biennale; others from this edition are housed in
the Nelson A. Rockefeller Collection, New York, and also the
Royal Academy of Arts collection, London. Following his
critical success at the Biennale, Chadwick was ofered his frst
American exhibition at the Saidenberg Gallery, New York,
where, in preparation, he revisited his Teddy Boy and Girl
works, creating Teddy Boy and Girl II, a slightly smaller
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variation of the present sculpture, one of which is now housed
in the Caldic Collection, Holland. A defning motif from the
artist’s oeuvre, variants of the Teddy Boy and Girl combination
act as signposts, navigating us throughout the key turning
points of Chadwick’s prolifc career.
Teddy Boy and Girl II depicts two upright fgures, facing each
other at an angle, lithe and alert in static tension. The title
of the sculpture references a British youth subculture which
emerged in the ffies, namely the Teddies, who were inspired
by the Rock n’ Roll teenage ethos which swept across Europe
and the United States, liberating young people from the
constrictive and out-moded traditional notions of the past.
The teenagers sought to break free from the social dicta
inextricably associated to their parents’ generation of
wartime, rationing and austerity, norms which, in their eyes,
had led to two World Wars and the continental tension of
the Cold War. Inspired visually by the styling of dandies in
the Edwardian period, the Teds are imitative of famboyance
and flair, donning themselves in drain-pipe pants, crisp
white socks, suede shoes, a heightened pompadour hairstyle
and an iconic Edwardian jacket. As Michael Bird writes,
‘Teddy Boys gained a reputation as dangerous outlawdandies, who didn’t take much provocation to flourish
fick-knives and knuckledusters concealed in their tailored
pockets’ (Michael Bird, Lynn Chadwick, London, 2014, p. 78).
Without the sculptural indication of their stylish frills,
the duo’s jackets in the present work are rendered in a
geometric cladding, executed in a fgurative abstract style
typical of the artist’s practice. The stance of Chadwick’s
two forms, who appear to be dancing, also link them to the
Teds; the young couple would most likely be moving to the
beat of Rock n’ Roll and as a culture would link themselves
both fashionably and musically to the style and sounds of
Elvis Presley and Bill Haley.
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Deeply concerned with creating tension between two fgures,
Chadwick’s boy and girl appear poised, one fgure with its arms
outstretched as if ready to break into motion. Chadwick’s
synthesis of popular culture and fne art broke with traditional
notions of sculpture, with its revered associations wih classicism
and realism. By rendering his fgures in welded iron and bronze
rods, Chadwick breaks traditionally from the sculptural practice
of carving and instead defines his human and animal forms
by an almost skeletal abstraction. As art critic Ken Johnson
notes, ‘In the 1950s [Chadwick] developed a spiky vocabulary
of skeletal lines and rough planes organized into generalized
images of people or animals that evoked feelings of pain,
rage and fear’ (Ken Johnson, ‘Lynn Chadwick, a Sculptor,
Is Dead at 88,’ The New York Times, 4 May 2003).

Covered in coarse finery with linear patterns, Chadwick’s
forms appear to be wearing armour-like garments, bridging the
gap betweenMoore’s 1940s drapery and progressive cubist
abstraction. His surreal fgures captured the contemporary
zeitgeist, encompassing the rebellion of the Teddies whose
presence could be found in any town throughout the United
Kingdom. Conveying the youthful spirit of the time and
proudly celebrating popular culture, Chadwick’s work, like
his Independent Group contemporaries, referenced the
everyday, drawing on the visual vernacular of the time.
It is this radical fair which led to Chadwick’s inclusion of the
infamous 1952 New Aspects of British Sculpture at the British
Pavilion in Venice and cemented Teddy Boy and Girl as one of
the most important sculptures in twentieth century art.

Lynn Chadwick
A cast from Teddy Boy and Girl
exhibited at the Venice Biennale, 1956
© Lypiatt Studio Ltd.
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Property from the Private Collection of Oscar Ascanio

16. Jesús Rafael Soto

1923-2005

36 Cuadrados con banda amarilla
signed, titled and dated ‘”36 CUADRADOS CON BANDA
AMARILLA” SOTO 1969’ on the reverse
painted wood and metal relief
99.1 x 149.9 x 14 cm. (39 x 59 x 5 1/2 in.)
Executed in 1969.
Estimate
£350,000-450,000 $469,000-603,000 €400,000-515,000 ‡
Provenance
Acquired directly from the artist by the present owner
Exhibited
New York, Marlborough-Gerson Gallery, Jesús Rafael Soto,
October - November 1969, no. 36, p. 33 (illustrated)
Caracas, Museo de Arte Contemporáneo, Jesús Rafael Soto, 1971
Mérida, Galería de Arte Rolando Oliver Rugeles, Soto, 1981
(illustrated on cover)
Toyko, Center of Contemporary Sculpture, SOTO,
23 May - 17 June 1986
Kamakura, The Museum of Modern Art; Saitawa, The Museum
of Modern Art; Iwaki City Art Museum; Itami City Museum
of Art, Jesús Rafael Soto, 19 May 1990 - 20 January 1991,
no. 41, p. 61 (illustrated)
The Museum of Fine Arts Houston, Soto in Houston, held
in conjunction with Soto: The Houston Penetrable,
8 May – 1 September 2014
Literature
A Japanese Perspective on the Art of Soto, exh. cat. Museum
of Modern Art, Kamakura, 1990, pp. 18-19 (illustrated)
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Oscar Ascanio on Jesús Rafael Soto
Alfredo Boulton, who was my artistic mentor, introduced me
to a very select group of Venezuelan artists who granted
me in-depth knowledge of the pictorial history of Venezuela.
Among them were, Alejandro Otero, Carlos Cruz-Diez and most
importantly Jesús Rafael Soto. I was about 20 years old when
I met Soto and we developed a very close relationship that
lasted over 40 years.
By this time, Soto had already established himself as a
renowned artist in the international scene as a result of his frst
retrospectives at the Museum of Modern Art in Paris in 1969
and many exhibitions in galleries around the world. I collaborated
in the organization of SOTO: A Retrospective Exhibition at
the Solomon R. Guggenheim Museum, New York in 1974.
Subsequently, I then became Soto’s Manager and carried out
a series of projects and activities related to his work where we
developed signifcant relations with the artistic intelligentsia
of the time. This included Thomas M. Messer, The Director
of the Guggenheim Museum, Claude Renard, Charles Cowles,
Leo Castelli, Denis René, Sergio Camargo, Arman, Alviani
and Ernst Beyeler among others. These relationships led
me to organize a series of Soto’s most important exhibitions
which include: Soto, at the Velázquez Palace, Madrid in 1982;
Soto-Cuarenta años de creación: 1943-1983 at the Museum
of Contemporary Art, Caracas in 1983; Soto: Space Art at the
Center for The Fine Arts, Miami in 1985, and Soto, a travelling
exhibition that started at the Museum of Modern Art in
Kamakura, Japan and ended in the Museum of Modern Art
in Itami, Japan in 1990.
In 1978, Alfredo Boulton, Soto and I, founded Estudio 1,
a company dedicated exclusively to represent Soto’s work in
international activities. Estudio 1 also included the production
of graphic editions and multiples, as well as publishing his
exhibition catalogues. In 1979, with Alfredo Boulton and Carlos
Cruz-Diez, we founded Ediciones Macanao, dedicated to
publications about the extensive art history of Venezuela.

Kazimir Malevich
Suprematism: Self-Portrait
in Two Dimensions, 1915
oil on canvas
Stedelijk Museum, Amsterdam,
ownership recognized by
agreement with the Estate
of Kazimir Malevich in 2008.

A piece that has been widely exhibited in signifcant exhibitions,
36 Cuadrados con banda amarilla (1969) is an extraordinary
example within Soto’s incredibly prolifc career that evinces the
caliber of his work and innovates the aesthetic and interactive
experience the viewer has through a kinetic efect. In order to
understand the present work, it is important to look back at the
year 1957, as it marked a new stage in Soto’s oeuvre where the
viewer’s gaze was no longer projected on the traditional plane.
There is a rupture of the plane and the plane now serves as
a background that Soto would layer with Plexiglas in order
to draw in space, as seen in Transformable Harmony (1956).
This was also the frst time he would superimpose a metallic
element, in the case of Transformable Harmony he used
metallic rods over the background weavings. Furthermore,
and as part of his ongoing exploration of materializing the
ephemeral, inspired by Malevich’s Supremacist Composition:
White on White (1918), Soto’s primary focus now changed
to involve the viewer physically and visually, through the
arrangement of pictorial planes, scale and colour, in a variety of
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mediums. One major change in his displacement of pictorial
planes was by eliminating the use of Plexiglas to draw in space
and recur to other elements. His necessity to involve the
viewer allowed him to dominate time; regulating life as they
acquired vitality as the spectator absorbs the piece’s
dynamism when moving.

Piet Mondrian
Composition with Yellow
and Blue, 1932, oil on canvas
Foundation Beyeler, Riehen.
© 2018 ES Mondrian/Holtzman Trust.

This constant investigation resulted in a series of works
including, 36 Cuadrados con banda amarilla (1969) that
strengthened even further his preoccupations. In this work,
the black and blue square planes juxtaposed over the
meticulously striped background, seemingly vibrate, while
being surrounded by the luminous silver squares projected
over the yellow and white background. This work is a primor
dial example in which Soto solidifed his search that to my
knowledge ended in the 1980s with his colorful Ambivalencias.
These Ambivalencias ultimately liberated Mondrian’s
approach of the static plane.
The year 1969 marked yet another crucial moment within
Soto’s oeuvre because works such as 36 Cuadrados con banda
amarilla anticipated his Penetrables, a series that marked a
transcendental moment in art history in which a spectator frst
physically entered a work of art. Not surprisingly, the present
work was exhibited in a seminal exhibition at The Museum of
Fine Arts Houston, Soto in Houston, held in conjunction with
Soto: The Houston Penetrable, in 2014. Guy Brett aptly
described the importance of works such as the present work as
the interrelation of the real and the imaginary, where the ‘real
and imaginary is an optical experience, seen by a detached
observer’ (Guy Brett, Jesús Rafael Soto, Marlborough-Gerson
Gallery, New York, 1969, p. 16). In both Soto’s Penetrables and
36 Cuadrados con banda amarilla, the works ‘oscillate between
the abstract world of relations and the world of things.
Unpredictable currents from the world of things activate and
bring to life the paintings space’ (Guy Brett, Jesús Rafael
Soto, Marlborough-Gerson Gallery, New York, 1969, p. 16).

Oscar Ascanio, Jesús Rafael Soto,
Antonio Asis and Yolanda Boulton
at the Guggenheim Retrospective
1974, New York.
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17. John Chamberlain

1927-2011

L’Eau Frais Voodoo
painted and chrome-plated steel
122.3 x 177 x 100.5 cm (48 1/8 x 69 5/8 x 39 5/8 in.)
Executed in 1999.
Estimate
£200,000-300,000 $268,000-402,000
€229,000-343,000 ‡
Provenance
PaceWildenstein Gallery, New York
Acquired from the above by the present owner
Exhibited
New York, PaceWildenstein Gallery, John Chamberlain: Recent
Sculpture, 12 May - 10 June 2000, pp. 24-25 (illustrated)

‘Chamberlain is the only sculptor really using color,
the full range, not just metallic shades; his color is as
particular, complex and structural as any good painter’s.
In part it involves the hard, sweet, pastel enamels,
frequently roses and cerulean, of Detroit’s imitation
elegance for the poor—coupled, Rooseveltianly,
with reds and blues.’
Donald Judd
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John Chamberlain installs
one of his works on the wall
of Henry Geldzahler’s home,
New York, 1965.
© ARS, NY and DACS, London 2018. Photo by
Steve Schapiro/Corbis. Image: Getty Images.

Marrying the gestural spontaneity of Abstract Expressionism,
the colour and appropriation of Pop Art, with the manufactured
materials of Minimalism, Chamberlain’s visual language does
not ft neatly into any art historical movement. Alongside
these artistic movements, Chamberlain developed a singular
vernacular that positioned him as one of the foremost
sculptors of the twentieth century. His signature style of
working with wrecked car parts dates from 1957, when he frst
coaxed automotive detritus into spectacular united form.
A departure from the work he had been making in Chicago,
which was largely infuenced by the open, planar sculpture of
David Smith, Chamberlain began his experimentation with
salvaged car parts upon his move to New York the year before.
The success of his foray into the new medium was ensured by
his preternatural command of ‘ft,’ a word he used frequently
to describe the resulting whole formed from disparate parts;
he explained ‘You have to ft them together. So you have a ft,
and you have a form, and you have a colour. And so all of these
three parts are… they’re having a good time together, if you
put them together well... So you really need to know something
about how things go together’ (John Chamberlain, quoted
in ‘John Chamberlain in conversation with Klaus Kertess’,
Chinati Foundation Newsletter, vol. 11, October 2006, p. 17).
The present work, L’Eau Frais Voodoo, 1999, was included
in Chamberlain’s 2000 exhibition of recent sculpture at
PaceWildenstein Gallery, New York. Marking an evolution
of his use of medium, Chamberlain premiered ribbon-like
forms that eschewed a wreck-like appearance for a polished
hand-made aesthetic. Instead of retaining the original patina
of found car parts and their palette of Detroit automakers,
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Chamberlain sand blasted the old paint of the metal and
reapplied bold-hued enamel by hand, leaving the unpainted
material polished to a shiny chrome. Working the candycoloured strips of steel into forms that pulsate with energy
and rhythm, Chamberlain demonstrated anew his unique
ability to make poetry of form. Klaus Kertess remarked
‘the cut and diversely shaped pieces of metal that so ofen
constitute Chamberlain’s palette are engaged in intimate
play by his hands in a kind of trial and error mating dance
continuing until two shapes are compatibly joined…
Seldom has sculpture so physically embodied the free
associativeness and combinative play so crucial to creative
thinking visually and verbally’ (Klaus Kertess, Chamberlain
of Beauty, New York, 2003).
The boldly coloured ribbons of L’Eau Frais Voodoo dance
through space, reaching and contorting with an unbridled
energy like live wires. The saturated yellows, reds, pinks,
blues and greens weave in and out of each other with
a lyricism that seems happenstance, belying a highly
developed order – a testament to Chamberlain’s mastery of
his medium. In her review of the PaceWildenstein exhibition,
Roberta Smith aptly described the harmony of space and
colour embodied in the intertwined ribbons: ‘famboyantly
‘‘abstract’’ works blur the distinctions between solid and
void, found and formal, accident and plan. A hallmark of
Chamberlain’s work, the title, L’Eau Frais Voodoo, evokes
the whimsy of the piece itself, and is an endearing linguistic
wink that embodies the joy encapsulated in his sculpture’
(Roberta Smith, ‘ART IN REVIEW; John Chamberlain,’
New York Times, 14 July 2000).
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18. Keith Haring

1958-1990

Untitled (Knokke #3)
signed and dated ‘87 HARING ©’ right edge;
further signed, titled and dated
‘K. Haring JUN 23-87 ©⊕ “KNOKKE #③”’ on the overlap
oil on canvas
99.8 x 99.6 cm (39 1/4 x 39 1/4 in.)
Painted on 23 June 1987.
Estimate
£600,000-900,000 $799,000-1,200,000
€683,000-1,020,000
Provenance
Casino Knokke, Knokke
Acquired from the above by the present owner in 1987

‘For myself, I aim for an art which would be
in immediate connection with daily life
which could start from our daily life and
which would be a very direct and very sincere
expression of our real life and real moods.’
Keith Haring

UK_TCA_EVE_JUN18_94_cor WEB.indd 94

11/06/18 18:09

UK_TCA_EVE_JUN18_82-167.indd 95

08/06/18 09:22

Keith Haring's Mural at the
Channel Surf Club, Knokke, 1987.
© The Keith Haring Foundation, 2018.

Untitled (Knokke #3) is a rare, but quintessential example of
Keith Haring’s distinctive artistic style. Painted in Knokke in
1987, when the artist completed his monumental mural at the
Channel Surf Club, the present work presents an open mouthed
monstrous sea god ingesting a fsh, whole. An ambiguous body
of mythic signifcance is traced by Haring’s signature line as it
extends its distinctly human hand above its head. Singular and
decisive brushstrokes dominate the work, a bold celebration
of the artist’s unique visual language.

‘I begin Mural and immediately attract
a crowd. By the time I finish, to applause,
there are 50-60 people watching. The sun
is really hot and I wear sunblock and a hat.
The audience is incredible.’
Keith Haring
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By invitation of Roger Nellens in 1987 Haring travelled to Knokke
in Belgium where he was commissioned to paint a mural.
Nellens intended to continue the legacy of his father and
brother who had also commissioned René Magritte and Paul
Delvaux respectively. Whilst there, Haring found the side of
a large sea container that stored surfoards for the Channel
Surf Club. Painted in a single day, with two pots of black and
red paint, Haring completed a scene that witnessed swimmers
riding the crashing tides, advancing towards the mouth of a
monstrous sea god that will surely consume them. Haring’s
spirited synthesis of mythic and human fgures is echoed in the
present work. The body appears as a kind of mortal and fabled
hybrid, an uncanny creature that veers between the mythicnot quiet-human and the fragility of the mortal. Its human and
non-human features reconfgure with every examination by
the viewer, introducing a sense of movement to its gesture.
The monstrous creature recalls those that dwell in the margins
of medieval manuscripts or that adorn the columns of the
periods cathedrals, whilst also suggestive of the colossal
sculpture of a dragon, Le Dragon by Nikki de Saint Phalle,
which Haring stayed in whilst in Knokke. This sculpture,
a garden house built in Nellens’ garden by de Saint Phalle,
is a globular and vibrant structure which de Saint Phalle allowed
Haring, Jean Tinguely and Nellens to grafti from the inside.
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Blocked out in graphic type to the right of the composition,
Haring’s name places his personality at the forefront of
the work. Marking the work with the copyright symbol,
directly below the capitalised rendering of his tag, the artist
acknowledges the increasing popularity of his imagery with
the proliferation of his visual language. On the appreciation of
his trademark style and commenting on the reception of his
Knokke mural, Haring remarks ‘I begin Mural and immediately
attract a crowd. By the time I fnish, to applause, there are 5060 people watching. The sun is really hot and I wear sunblock
and a hat. The audience is incredible’ (Keith Haring, quoted
in Journals, New York, 1996). Whilst not site-specifc like his
monumental mural for the Channel Surf Club, the inscription
‘KNOKKE’ on the reverse of present work afords the canvas
a singular site specifty. With Haring’s signature style having
permeated myriad public spaces, the present composition
displays the artist’s vibrant lexicon of motifs, transcending
the limits of geography and time.
Painted in 1987, Untitled (Knokke #3) emerged at a time that
witnessed an exciting, and vivid revival of the oldest of artistic
traditions, painting. Engaging with the medium Haring explores
painting’s historiography. Consistent with Haring’s prolifc yet
tragically short artistic career, the present work dynamically
shifs between two aesthetic registers, the painterly quality of
its medium and the pictorial syntax of a graphic typography.

Invitation to Keith Haring
exhibition at Casino,
Knokke, 1987.
© The Keith Haring Foundation, 2018.
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Interior view of Nikki de Saint
Phalle’s Le Dragon in Knokke
with graffiti by Keith Haring.
© The Keith Haring Foundation, 2018.

His minimalist use of line condenses his forms to their most
rudimentary components, conjuring child-like drawings,
ancient cave paintings as well as a basic street-style aesthetic.
Haring established a singular and progressive pictorial lexicon,
his forms and line recall the early cave paintings of Lascaux
whilst simultaneously drawing upon Japanese, Chinese,
and Mayan pictograms, Egyptian hieroglyphics, and Aztec
or Aboriginal codes. His work ‘looks ahead, to things like
Japanese graphics and the importance of cartoons and comic
books as a kind of universal populist language’ (Peter Halley
in conversation with Gianni Mercurio in Gianni Mercurio (ed.),
Keith Haring, Musee d’Art Contemporain de Lyon, 2008,
p. 81). Haring’s recurrent employment of the body as the
work’s subject frames it within a historically signifcant linage
of artistic preoccupation. Haring’s work advances toward a
reconfguration of painting as a language beftting the postindustrial landscape of eighties America.
In the present work, mind and body engage in a kind of
psychic automatism, a mode of artistic endeavour that
recalls the work of Sol LeWitt and Cy Twombly. In drawing,
quickly Haring’s conscious mind is unable to flter cognition.
Instead his process allows his innermost thoughts to be given
aesthetic form. The uncannily human Other that ingests
the fsh, extends its arm, holding the fsh above its mouth,
completing a kind of circuit that is metonymic to the circle
of life. The unconscious desire for immortality breaks through
in this image.

‘The symbols are self-explanatory and
straightforward but the combinations
of them the way they’re rearranged and
juxtaposed, sometimes contradicts. It’s
not a straight ‘point A to point B,’ where
everything always means the same thing.’
Keith Haring

Mirroring Haring’s epic mural at Knokke, the present work
makes a bid for immortality, Haring eternalises the transition
of life. Articulating his relationship with mortality which is
brought to the fore in Untitled (Knokke #3), the artist states,
‘I am just a link in a chain’ (Keith Haring, quoted in Journals,
New York, 1996, p. 20). Here, Haring’s mythical canvas stands
as a lasting testament to the artist’s singular pictorial register.
Instilled with Haring’s pioneering dynamism, executed in the
summer of 1987, Untitled (Knokke #3), is an engaging and
otherworldly composition by the master of visual syntax.
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19. Jean-Michel Basquiat

1960-1988

Bird as Buddha
signed, titled, inscribed and dated ‘”BIRD AS BUDDHA
BHUDDA”’ Jean-Michel Basquiat 1984’ on the reverse
acrylic and oilstick on canvas
160 x 152.4 cm (62 7/8 x 60 in.)
Executed in 1984.
Estimate
£2,000,000-3,000,000 $2,680,000-4,020,000
€2,290,000-3,430,000 ‡
Provenance
Galerie Bruno Bischoferger, Zurich
Mary Boone Gallery, New York
Private Collection, Spain
Private Collection, Switzerland
Sotheby’s, New York, 18 May 2000, lot 190
Private Collection
Christie’s New York, 12 May 2004, lot 391
Private Collection
Koller Auktionen AG, Zurich, 24 June 2005, lot 3091
Acquired at the above sale by the present owner
Exhibited
New York, Mary Boone Gallery, Jean-Michel Basquiat,
5 - 26 May 1984, no. 6 (illustrated)
Hong Kong, Gagosian Gallery, Jean-Michel Basquiat,
21 May - 10 August 2013
Literature
Kate Linker, "Jean-Michel Basquiat Mary Boone Gallery",
Artforum, 1984, pp. 90-91 (illustrated)
Richard Marshall, Jean-Louis Prat, Jean-Michel Basquiat,
vol II, Paris, 1996, no. 4, pp. 132-133 (illustrated, p. 132)
Richard Marshall, Jean-Louis Prat, Jean-Michel Basquiat,
vol II, Paris, 2000, no. 4, pp. 216-217 (illustrated, p. 216)
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Charlie Parker, American Jazz
Composer and Saxophonist, c. 1947.
© Image: Bridgeman Images.

‘They teach you there’s a
boundary line to music.
But, man, there’s no
boundary line to art.’
Charlie Parker

Jean-Michel Basquiat, Horn Players, 1983,
acrylic and oilstick on three canvas panels
mounted on wood supports.
The Broad Collection, Los Angeles.
© The Estate of Jean-Michel Basquiat /
ADAGP, Paris and DACS, London 2018.
Image: The Broad Collection, Los Angeles.

Executed in 1984, the present work stems from the height
of Jean-Michel Basquiat’s explosive and prolific career,
having honed and consolidated his, now iconic, stylistic
and symbolic imagery. Creating a shared visual language
that appears across the various works from Basquiat’s
output, the artist’s leitmotifs create a unanimous wealth of
imagery that are spontaneously reinterpreted and reworked
throughout his oeuvre. One chosen subject, the legendary
jazz musician Charlie Parker, surfaced several times,
eponymously addressed by Basquiat as ‘Bird’, Parker’s
infamous nickname. Bird as Buddha, a powerfully personal
work, signifies the artist’s connection to the jazz
virtuoso and presents a poetic refection on the symbiosis
of soul and fearlessness.
Several parallels can be drawn between Charlie Parker and
Jean-Michel Basquiat. Leading a distinguished but short-lived
career that was prematurely cut-short as a result of his untimely
death, Parker was one of the most prevalent names in his feld
at the time Basquiat was working, and had a profound infuence
on the artist’s work. Addressing the theme in prominent works
such as Bird on Money, 1981, and Horn Players, 1983 (The Broad
Collection, Los Angeles), Basquiat’s concern with the subject
celebrated in the present work lies at the forefront of his oeuvre.
Not only was the jazz doyen depicted in the works themselves,
it was rumoured that Basquiat would also listen to his music in
his studio, a poignant accompaniment to the present work.
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Most importantly though, both Parker and Basquiat can
both be seen to elevate and intellectualise their respective
art forms. Parker was working to overturn the lingering
racism and cynicism surrounding jazz as a lesser form of
music, while Basquiat challenged the prevailingly white art
establishment as a mixed race and multicultural young artist.
In Bird as Buddha the artist knowingly aligns himself with an
art-historical tradition that he rarely confronted: formalised
portraiture, as opposed to the artist’s more frequent études or
studies of fgures. This is further substantiated by Basquiat’s
ironic title, referring humorously to a history of painters’
tendencies to paint their subjects ‘as’ something else. Parker
himself is totally unrecognisable without Basquiat’s titular
accompaniment, scrawled on the back of the canvas. His face
itself, distorted beyond recognition, supposedly depicts the
mergence of Parker with Siddhārtha Gautama, known later as
the founder of Buddhism. Almost comic in its representation,
with its lurid grimace purporting to be a wide, beaming grin that
arguably embodies Parker’s buoyant, extroverted personality
and lifestyle, the portrait is both vivid and expressive in fusing
the two visages. In combining the Buddha, his religious principles
of ‘samsara’ (the transferral of energy afer death), with Parker,
whose tragic death at a young age shook the jazz community,
Basquiat explores the cyclical nature of art; he positions himself
as an inheritor of artistic energy – the next to carry the baton within the tradition of genre-defning artists.
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Jean-Michel Basquiat, Bird on Money, 1981
© The Estate of Jean-Michel Basquiat /
ADAGP, Paris and DACS, London 2018.

Parker’s presence on the canvas is a sign of religious reverence
for the artist; Basquiat chose to resurrect the jazz icon nearly
thirty years afer his death, embracing him not only as a source
of inspiration but also pioneer, as a fellow artist destined to
pave the way in breaking tradition.

‘I don’t think about art when I'm
working. I try to think about life.’
Jean-Michel Basquiat

The composition, with its bold, central figure and typically
vibrant colour palette, is in itself an outstanding piece from
Basquiat’s oeuvre; the artist achieves the stark contrast of
the turquoise and azure bringing the golden yellows, burntoranges and purple-reds of the face into sharp, highlighted
relief, framed and further illuminated by a white-hot outline.
This bold use of line distinguishes Basquiat from his preceding
generation of portrait-painters, animating and highlighting
the distorted face. It also demonstrates the infuence that the
American Abstract Expressionist’s had on Basquiat’s painterly
approach, particularly with regards to his mastery of colour
and employment of tonal contrast. With the background being
deliberately subsidiary to the central, prominent form, the
artist further elevates the composition with expansive felds
of bright, rich blue, haloed around the crest of the subject’s
head as well as appearing in the space between his legs
and in the lower right quadrant. Other areas of the canvas
reveal a muted palette, applied with efortless, spontaneous
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‘We are what we think. All that
we are arises with our thoughts.
With our thoughts, we make the world.’
Siddhārtha Gautama

brushstrokes; this is balanced by the more uniform areas
of paintwork surrounding the head and the tighter detail in
the facial area, which we naturally gravitate towards. This
contrast creates an illusion of space and depth, of foreground
and background, despite and the vague indications of light
and shade encourages the viewer to imagine the space in
which the fgure may be occupying. Once again, in homage to
formal portraiture, the fgure becomes the central focal point
for the composition. Possibly the result of pictorial layering,
one of Basquiat’s most important practices, the figure is
nearly incorporeal until two-thirds of the way up the space of
the canvas, at which point we can fnally discern his shoulders.
Infused with the spirit and energy of jazz, from Basquiat’s
musical heroes to its rhythm and notation, the present work,
steeped in its reverence of artistic and religious symbolism,
pays ftting homage to a kindred artistic genius. Bird as Buddha
exemplifes Jean-Michel Basquiat’s iconic oeuvre, and remains
a testament to his legacy as one of the most significant and
ground-breaking artists to emerge from the second half of
the twentieth century.

Jean-Michel Basquiat
DJ-ing at Area, New York, 1985.
© Ben Buchanan / Bridgeman Images.
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20. Miquel Barceló

b. 1957

España económica
signed, titled, and dated ‘Barceló IV.'90
“ESPAÑA ECONÓMICA”’ on the reverse
oil and mixed media on canvas
230 x 286.5 cm (90 1/2 x 112 3/4 in.)
Executed in 1990.
Estimate
£300,000-400,000 $399,000-533,000
€342,000-455,000 ♠
Provenance
Galerie Bruno Bischoferger, Zurich
Galerie Yvon Lambert, Paris
Private Collection, London (acquired from the above in 1990)
Christie’s, London, 9 February 2005, lot 42
Private Collection
Christie’s, London, 28 June 2011, lot 37
Private Collection, Europe
Phillips, London, 8 March 2017, lot 18
Acquired at the above sale by the present owner

‘Miquel Barceló manages, with the simplicity
and naturalness of great communicators,
with the extraordinarily mysterious force of
the few elect visionaries, to convey through
his paintings deep, primitive feelings, that
bear in themselves the stigmata of the layers
of time and the existential malaise of the
passing days.’
Rudy Chiappini, ‘Redeeming Everyday Life’, Miquel Barceló,
exh. cat, museo d’Arte Moderna, Lugano, 2006, p. 15
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The textured, undulating surface of España económica
emanates from the Spanish landscape of Miquel Barceló’s
native country. Executed in 1990, it renders a meditation on
the essence of the artist’s homeland; an organic and overtly
physical work, España económica celebrates the materiality
of painting. Working the composition, the artist himself even
walked over and traversed the terrain of the canvas, ‘almost
as if the painting was a living organism that grows, develops
and takes form before his eyes’ (Rudy Chiappini, ‘Redeeming
Everyday Life’, Miquel Barceló, exh. cat., museo d’Arte
Moderna, Lugano, 2006, p. 15).
Executed at the same time as his renowned bullfghting series,
España económica draws upon the artist’s visual and physical
experiences of his native country. The expansive work, which
stretches over two metres high and nearly three metres in
length, is a loosely cartographic representation of Spain,
complete with abstract suggestions of the Pyrenees and
Iberian Peninsula, and small motifs depicting landmarks and
animals. Barceló draws inspiration from the landscape that
surrounds him, and is fascinated by ‘the forms and textures
implicit in all things, more in the manner of a reader than that
of a conjurer, more of a mapmaker than an inventor’ (Alberto
Manguel, ‘Miquel Barceló’, Miquel Barceló, exh. cat., museo
d’Arte Moderna, Lugano, 2006, p. 40). The multifaceted
surface of España económica is reminiscent of ridged peaks
and plains, and the cyan blue paint encroaches on the canvas
like waves on a shoreline. Indeed, ‘as an islander from the
interior, earth and the sea are crucial in Barceló, but so too is
the compression and expansion of space’ (Francisco Calvo
Serraller, Miquel Barceló, exh. cat., museo d’Arte Moderna,
Lugano, 2006, p. 62). The present work’s profound physicality
raises a more experiential evocation of the essence of Spain,
as opposed to a strictly proportionate rendering of the
country’s topography.
The cracked surface of España económica, rendered with its
sun-bleached, baked tonal qualities, is reminiscent of the
searing light and heat that permeates both the arid Saharan
savannahs as well as the salt-encrusted freshness of the
Mediterranean coastline. It seamlessly embodies and
translates both of these visual aesthetics. As Barceló himself
describes, ‘I trace maps of geographies that link all these
worlds together’ (Miquel Barceló, quoted in Éric Mézil, ‘Terrae/
Terrae: Miquel Barceló: Down To Earth, Terra Mare: Miquel

Barceló, Palais des Papel, Avignon, Collection Lambert, 2010, p. 24).
Barceló is inherently informed by both the Majorcan backdrop
of his upbringing, with its rugged coastal landscape that brings
together the contrasting light and textures of land and sea, and
by his fascination with West Africa. Barceló was inspired by the
parched, rocky landscapes, scorching sun and vibrant cultures
of countries such as Mali, Senegal and Burkina Faso, and has
observed that ‘Africa represents a kind of overall cleansing. The
frst reaction I always have when I arrive in Mali is to realise the
uselessness of things. One paints out of pure necessity there’
(Miquel Barceló, interview with M. F. Sánchez, La Esfera, no. 10,
March 1992, Miquel Barceló: 1987-1997, exh. cat., Museu d’Art
Contemporani de Barcelona, 1998, p. 19).
In the absence of a central focal point, the vast canvas instead
immerses the viewer in a landscape that manipulates our
perception of scale, the fssured surface is evocative of the earth,
both close-up with all of its cracks and imperfections, and from
a tectonic viewpoint, encompassing coastlines, ravines and
mountain ranges. This refects Barceló’s fascination with the
physicality of the earth, as he himself admits: ‘someone once
asked me if I was a geologist: I would have loved to say yes’
(Miquel Barceló, quoted in Courant Central, exh. cat., Ben
Brown Fine Arts, Hong Kong, 2014, p. 44). This also concurs
with the recollection of the pre-historic in Barceló’s work. Both
southern Spain and West Africa are renowned for their evidence
of some of the earliest human artistic activity; these remind us of
the tangible connections that bind us to our ancestors, and the
spiritual and vital dialogue between the earth, the sea and our
own human identity. From ancient cave drawings and pottery,
to the tradition of Spanish fgurative painting, through to
Abstract Expressionism, Barceló’s work is in dialogue with a
multitude of art historical avenues.
Exploring the possibilities of both fguration and abstraction,
and with all of the physicality and vitality in its many strata,
España económica is steeped in geological, geographical, and
cultural history. ‘More than any other artist of our time, Miquel
Barceló manages, with the simplicity and naturalness of great
communicators, with the extraordinarily mysterious force of
the few elect visionaries, to convey through his paintings deep,
primitive feelings, that bear in themselves the stigmata of the
layers of time and the existential malaise of the passing days’
(Rudy Chiappini, ‘Redeeming Everyday Life’, Miquel Barceló,
exh. cat., museo d’Arte Moderna, Lugano, 2006, p. 15).

Miquel Barceló in his studio in Paris,
with a painting of the libraries’ series
in the background.
©ADAGP, Paris and DACS, London 2018.
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21. Mark Tansey

b. 1949

Library (of Babylon)
each signed, titled and dated ‘Tansey 1994
“Library (of Babylon)”’ on the reverse
oil on canvas, in 2 parts
overall 149.9 x 489 cm (59 x 192 1/2 in.)
Painted in 1994.
Estimate
£1,500,000-2,000,000 $2,000,000-2,660,000
€1,710,000-2,280,000 ‡
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Provenance
Gagosian Gallery, New York
Phillips, London, 27 June 2011, lot 21
Acquired at the above sale by the present owner
Exhibited
Denver Art Museum; Columbus Museum of Art,
Visions of America, Landscape as Metaphor
in the Late Twentieth Century, 14 May 1994
- 8 January 1995, pp. 172-173, 228, 230, 253
(illustrated p. 230)
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Pieter Bruegel the Elder
Tower of Babel, 1563
oil on panel
Kunsthistorisches Museum, Vienna.
© Image: Bridgeman.

Spanning nearly five metres, Mark Tansey’s vast Library
(of Babylon) from 1994 draws the viewer into a richly detailed
panorama that unfolds cinematically before our eyes.
Rendered in Tansey’s signature virtuosic style and blue-washed
monochromatic palette, starkly illuminated architectural
fragments emerge from an abyss of darkness and unravel
in a state of continuous becoming. With its title, the painting
evokes Jorge Louis Borges’ 1941 short story The Library of
Babel, and, by extension, the ancient origin myth of Babel – both
of which Tansey alludes to in his construction of an enigmatic
realm where a cavernous vaulted library provides glimpses into
a distant world modelled on Pieter Bruegel the Elder’s Tower
of Babel, 1563. Exemplary of Tansey’s profound philosophical
and art historical knowledge, a plethora of historical and
contemporary references merge into a surreal vignette that
invites the viewer to participate in a visual and metaphorical
adventure into the perception of reality.

Giorgio de Chirico
Piazza d’Italia, 1913
oil on canvas
Art Gallery of Ontario.
Image: Bridgeman.
© 2018 Artists Rights Society (ARS),
New York / SIAE, Rome.

Painted in 1994, Library (of Babylon) debuted in the group
exhibition Visions of America: Landscape as Metaphor in
the Late Twentieth Century that travelled to the Denver Art
Museum and Columbus Museum of Art in the following year.
Exhibited alongside paintings such as Landscape, 1994,
Crystal Bridges Museum of American Art, the present work is
a quintessential example of Tansey’s pursuit of fgurative painting
in an art world context that had declared it dead in favour of
abstract and conceptual approaches. Walking in the conceptual
footsteps of forebears such as Giorgio de Chirico and René
Magritte, Tansey utilises allegory, symbolism and metaphor
in painting to probe questions of meaning and representation,
without, however, using overtly surrealistic devices.
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Library (of Babylon) developed out of Tansey’s deep
preoccupation with the philosophies of French structuralism
and deconstructivism, as well as the question of the
relationship between image and text. As with Constructing
the Grand Canyon, 1990, Walker Art Center, Minneapolis, 1990,
Tansey puts forth a landscape that is in constant process of
construction and deconstruction. Whereas in earlier paintings
Tansey explored the futility of language to capture reality
through the inclusion of textual fragments, here he does so
more subtly – alluding to Borges’ The Library of Babel as a
metaphor for mankind’s existential quest for meaning.

Giovanni Battista Piranesi, The Drawbridge (Second state)
from the series Carceri d’Invenzione, 1749-1961, etching.
Hamburg Kunsthalle, Hamburg.
© Image: Bridgeman.

In The Library of Babel, Borges conceived of a universe
as a vast expanse of indefinite and near infinite number
of hexagonal galleries, each of which contains the bare
necessities for human survival and four walls of bookshelves.
Containing every book ever written or that will be written, the
inhabitants, faced with a gluttony of enigmatic information
they cannot make sense of, experience a state of near-suicidal
despair. The short story itself was based on the biblical story
of the ancient city state of Babylon, long considered as the
birth place of Western civilisation. Seeking to explain existence
of diverse human languages, the Old Testament postulated
that it was when civilisation, united by a single language,
sought to build a tower tall enough to reach heaven, God
confounded their speech so they would not be able to complete
this Tower of Babel.
With Library (of Babylon), Tansey has merged fragments of
Pieter Bruegel the Elder’s Tower of Babel, 1563, at the upper
lef, with the complex architectural framework of the Eifel
Tower and the subterranean vaults of Giovanni Battista
Piranesi’s 18th century etchings Carceri d’Invenzione to create
his own interpretation of the origin myth. The question of
humanity’s origin and meaning is further alluded to by the
inclusion of a magnifed double helix on the far right, its
structure pointedly paralleling that of the spiral staircases
on the lef. The resulting cavernous spaces allude to Plato’s
epistemological allegory of the cave in Republic to explain
mankind’s perception of reality, a major reoccurring motif
for the artist as seen in Mont Sainte-Victoire, 1987, and the
Bricoleur’s Daughter, 1987.

Raphael, The School of Athens,
1510-1520, fresco. Stanza della
Segnatura, Stanze di Raffaello,
Vatican Palace.
© Image: Scala / Art Resource, NY.
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‘In my work,’ as Tansey explained, ‘I’m searching for pictorial
functions that are based on the idea that the painted picture
knows itself to be metaphorical, rhetorical, transformational,
fctional. I’m not doing pictures of things that actually exist in
the world. … And the understanding is that the abrasions
start within the medium itself’ (Mark Tansey, quoted in A.C.
Danto, Mark Tansey: Visions and Revisions, New York, 1992,
p. 132). Indeed, it is above all through his distinctive and
rigorous approach to painting that Tansey performs the
elusiveness of meaning.
As with all of Tansey’s paintings, Library (of Babylon) is the
result of the artist’s carefully conceived visual and conceptual
framework. Taking his extensive archive of found imagery –
which he culled over the years from myriad sources such
as magazines, newspapers and art history books – as a point
of departure, Tansey utilises a photocopying machine to
manipulate and combine diferent images in the form of
a dense collage that serves as a study for his meticulous
paintings. Afer ofen months of preparation, Tansey pursues
a technique akin to fresco painting: applying a heavily gessoed
ground to the surface, he successively layers paint to build up
a rich surface from which he carves and swipes away pigment
to construct surreal scenes with photographically naturalistic
style. Adhering to the conventions of fgurative painting,
Tansey encourages an instantaneous familiarity – only to
corrupt it almost immediately, thereby making us aware of
our own susceptibility to images.

‘I think of the painted picture as an
embodiment of the very problem that
we face with the notion of “reality”.
The problem or question is, which reality?
In a painted picture, is it the depicted
reality, or the reality of the picture plane,
or the multidimensional reality the artist
and viewer exist in? That all three are
involved points to the fact that all
pictures are inherently problematic.’
Mark Tansey

Speaking of this complex additive and subtractive painting
technique, art critic David Joselit observed that, ‘Like the space
of the mass media in which bits and pieces of information are
broken loose from their historical grounding and freely
recombined into novel confgurations, the landscape Tansey
describes is one in which radically dissimilar events and places
can gracefully coexist’ (David Joselit, ‘Wrinkles in Time: Mark
Tansey’, Art in America, June 1987, p. 109). Figuratively and
literally unraveling modes of perception and representation,
Library (of Babylon), as with Tansey’s greatest paintings,
performs the elusiveness of meaning in our post-modern age.

Lucas van Valckenborch
The Tower of Babel, 1594,
oil on panel. Louvre, Paris.
© Image: Erich Lessing / Art Resource, NY.
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22. Paolo Schegi

1940-1971

Per una situazione
signed, titled and dated ‘Paolo Scheggi Merlini “Per una
situazione” nero ‘63’ on the reverse
black acrylic on three superimposed canvases
60 x 50 x 6.7 cm (23 5/8 x 19 5/8 x 2 5/8 in.)
Executed in 1963, this work is registered with the
Associazione Paolo Scheggi, Milan, under number APSM
103/0006.
Estimate
£120,000-180,000 $161,000-241,000 €137,000-206,000 ♠
Provenance
Private Collection, Milan (acquired directly from the artist)
Thence by descent to the present owner
Exhibited
Milan, Galleria del Naviglio, Paolo Scheggi, 9 - 28 January
1974 (illustrated)
Bergamo, Galleria Elleni, Paolo Scheggi, May 1990
Literature
Paolo Scheggi: La breve e intensa stagione di Paolo Scheggi,
exh. cat., Galleria d’Arte Niccoli, Parma, 2002, p. 146
(illustrated)
Luca Massimo Barbero, Paolo Scheggi, Catalogue raisonné,
Milan, 2016, no. 63 T 12, p. 230 (illustrated)

Executed in 1963, Per una situazione is exemplary of Paolo
Scheggi’s progressive multidisciplinary experimentations
with spatiality and tonality. Belonging to the artist’s Per una
situazione series, the creation of the present work directly
follows a key year in Scheggi’s oeuvre, namely 1962 in which
the artist frmly established his monotonal palette and held
his pinnacle exhibition at Galleria Il Cancello, Milan, which was
accompanied by a catalogue text written by his contemporary,
Lucio Fontana, whom the artist had met earlier that year.
With its overlapping black planes and graceful elliptical curves,
Per una situazione marks a turning point in the artist’s body
of work, the title aptly translating to ‘For a situation’. Inviting
the viewer to explore the complex shadow play of the shaped
layers, Scheggi’s deepening and extending of the twodimensional picture plane suspends the viewer in a sublime
moment of meditative refection.
Concerned with interweaving the viewer’s sensory experience
with the curvilinear apertures which punctuate the surface
of the canvas, Scheggi’s Per una situazione is charged with
rhythmic dynamism and vitality. Masterfully superimposing
three formed canvases into a single object, the artist creates
a series of ovoid reliefs, casting light and shadow, stasis and
movement throughout. Elegantly traversing traditional
notions of painting and sculpture, Scheggi sought to question
the polarisation of artwork and viewer, bringing both together
in a hypnotic moment of vital engagement. Whereas Fontana’s
slashed canvasses broke through the tense surface quality of
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his pristine canvasses, in the present work Scheggi’s geometric
exploration results in a feeting moment of natural phenomena,
where the viewer is invited to explore the charcoal, black and
grey tones cast through the curved formal relationships between
the various stratums, which shif through the passing of light and
perceptual movement. Infuenced by the writings of Jean-Paul
Sartre and the artworks of Piet Mondrian and Jean Arp, Per una
situazione is imbued with an existential poetry, whereby the
artist has looked to the celestial and organic shapes of nature
and space to transport the viewer to a higher realm.
A key member of the Italian Avant-Garde, Scheggi’s artistic
practice shares key concerns with the innovative movement
of Spatialism, whereby tone, dimensionality, form, light
and time converge to create a new and progressive artistic
dialogue. As seen in the work of his contemporaries, such as
Lucio Fontana, Alberto Burri, Enrico Castellani and Agostino
Bonalumi, Scheggi creates a spatial spectacle where
amorphous forms recede and protract from the twodimensionality of the canvas. In Per una situazione, Scheggi’s
application of a single black tonality creates a contemplative
realm where the artist’s manipulation of dark and light are
brought to the fore. Exhibited at Galleria del Naviglio, Milan,
in 1974, the present work is an outstanding example of not
only Scheggi’s artistic production, but also a culmination
of the literary, architectural and philosophical context of
post-war Europe, serving as a microcosm of a society
rebuilding itself afer the turmoil of the Second World War.
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Property from an Important Collection
O

23. Agostino Bonalumi

1935-2013

Bianco
signed and dated ‘Bonalumi ‘74’ on the reverse
vinyl tempera on shaped canvas
141 x 141.5 cm (55 1/2 x 55 3/4 in.)
Executed in 1974, the work is registered in the Archivio
Agostino Bonalumi, Milan under no. 74-013.
Estimate
£80,000-120,000 $107,000-160,000 €91,400-137,000 ‡ ♠
Exhibited
Turin, Galleria Mazzoleni, Agostino Bonalumi: Opere scelte,
1964 - 2008, 2008, p. 37
Literature
L. Mattarella, Bonalumi razionalità e apparenza, exh. cat.,
Museo d’Arte Moderna di Mosca, Rome, 2011, fg. 31
Marco Meneguzzo, eds., Agostino Bonalumi, Catalogo
ragionato, Tomo secondo, Milan, 2015, no. 602,
p. 468 (illustrated)

‘I am happy with [my work] because I had fun making
these things…to have an idea and see it realised,
to follow it becoming a tangible manifestation is
beautiful, pleasant. Understanding the work as form
therefore, including the limits of the work, the
perimeter, shows that the work in all its reality
is objective. Sometimes in my work, in some of
my works, the protrusions escape the boundaries
of the work. This serves to highlight the fact that
even the perimeter of the work is part of the form,
that is to say that with these escaping protrusions,
the perimeter becomes an internal part of the work,
it is no longer an external limit.’
Agostino Bonalumi

UK_TCA_EVE_JUN18_82-167.indd 116

08/06/18 09:26

UK_TCA_EVE_JUN18_82-167.indd 117

08/06/18 09:26

UK_TCA_EVE_JUN18_82-167.indd 118

08/06/18 09:26

UK_TCA_EVE_JUN18_82-167.indd 119

08/06/18 09:26

24. Lucio Fontana

1899-1968

Concetto spaziale
signed and titled ‘l. fontana “concetto spaziale”’
on the reverse; further impressed with
the artist’s fngerprint on the reverse
canvas
45 x 55 cm (17 3/4 x 21 5/8 in.)
Executed in 1960.
Estimate
£180,000-250,000 $240,000-333,000
€205,000-285,000 ♠
Provenance
Vismara Arte Contemporanea, Milan
Galleria Seno, Milan
Nello Asteria, Sirmione
Private Collection, Milan
Dorotheum, Vienna, 26 November 2008, lot 208
Acquired at the above sale by the present owner

Exhibited
Milan, Galleria Seno, Fontana, 1973, no. 27
(illustrated)
Literature
Enrico Crispolti, Lucio Fontana Catalogo raisonné
des peintures, sculptures et environnements
spatiaux, vol. II, Brussels, 1974, no. 60 B 14, p. 68
(illustrated, p. 69)
Enrico Crispolti, Fontana. Catalogo generale, vol. I,
Milan, 1986, no. 60 B 14, p. 237 (illustrated)
Enrico Crispolti, Lucio Fontana Catalogo ragionato
di sculture, dipinti, ambientazioni, vol. I, Milan,
2006, no. 60 B 14, p. 400 (illustrated)

Unveiling the purity of composition, materials and space,
Concetto spaziale is a visually arresting and experimental
canvas from the oeuvre of the founder of post-war Spatialism.
Presenting a dynamic constellation of holes, the work maps
out an imaginative journey into space. At the heart of
Lucio Fontana’s investigation into the sculptural qualities
of painting, the present work radiates real light, space and
temporality, liberating the medium from preconcieved artistic
norms. Embodying the artist’s yearning for freedom, the
present work is a product of Fontana’s masterful imaginings:
‘A butterfy in fight stimulates my imagination. By freeing
myself from discourse, I loose myself in time and I start
making holes’ (Lucio Fontana, quoted in Sarah Whitfeld,
Lucio Fontana, exh. cat., Hayward Gallery, London, 1999, p. 12).
Exposing the raw nature of the canvas, omitting paint,
Fontana allows the composition to retain a purity that renders
the piercings a keenly felt violation. The perforations further
blur the boundaries between painting and sculpture.
Inhabiting a liminal state, Concetto spaziale exists, defes
catagorisation and yet simultaneously embraces both painting
and sculpture. Perforating the canvas, the artist radically
broke away from the tradtional limitations of the plane,
carving through space into untouched dimensions.
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The introduction of holes, or buchi, began in 1949 in a series
that consumed Fontana’s artistic practice until 1968. Buchi,
a physical celebration of the artist’s momentous discovery,
appear prominently in the present work. As the artist noted,
‘my discovery was the hole and that’s it. I am happy to go to
the grave afer such a discovery’ (Lucio Fontana, quoted in
Sarah Whitfeld, Lucio Fontana, exh. cat., Hayward Gallery,
London, 1999, p.12). His pivotal buchi works paved the way
for the slashed canvases of his tagli series. Infuenced by
advancements in science and technology, Fontana’s work
mirrors this explorative step taken into the unknown.
The arrangement of holes in the present work, appearing
simultaneously accidental and organised, attracts the
viewer’s eye with the playfulness of a child’s dot-to-dot,
whilst depicting a galaxy of unchartered territory, a new
realm that the viewer is invited to dive into.
In the present work the purity and exposure of the raw canvas
demonstrates Fontana’s fascination with the virginal state,
a fxation described by novelist and close friend Milena Marini.
For Fontana the buchi reveal an unexplored space
representative of conceptual purity. Nevertheless, this
pilgrimage is paradoxical in its necessity to defle the canvas.
By punching holes through the picture plane Fontana breaks
the surface of the work enabling the viewer to perceive the
space that lies beyond and enter the sublime, creating ‘an
infnite dimension’ (Lucio Fontana, quoted in Carla Lonzi,
Autoritratto, Bari, Italy, 1969, p. 169). Pairing the pure with the
destructive, Fontana’s composition recalls the experimental
and perfomative raw canvases of Alberto Burri. Pioneers of Arte
Povera, both Fontana and Burri are distinguished by their active
attack on the two-dimensional nature of the plane. The artist’s
respectively expand, tear, puncture, disrupt and burn the plane
and, simultaneously, the preconcieved conventions of painting.
Whilst, on the one hand, Fontana’s punctured works ofer a
fervently secular reading, the artist’s fxation with revealing
new space invoke the language of the Reniassance and
Baroque, the artistic heritage of Italy, to enter his oeuvre.
The punctures and lacerations in Fontana’s artworks evoke
the wounds of Christ, wounds that adorned many of the Italian
masters’ religious paintings. Evoking Christ’s wounds as the
main focus of his work, Fontana’s picture planes become sites
of devotion, allowing for spiritual contemplation. Fontana’s
desecration of the canvas, therefore, unveils itself not as
sacriledge, but an assimilation of theological narratives into
abstract art.

Lucio Fontana punches holes
on a canvas hanging on the
trunk of a tree in the garden
of his study in Corso Monforte,
Milan (Italy), April 1955.
© Lucio Fontana/SIAE/DACS, London 2018.
Image: Giorgio Lotti/Archivio Giorgio Lotti/
Mondadori Portfolio via Getty Images.

‘I did not make holes in
order to wreck the picture.
On the contrary, I made holes
in order to find something else.’
Lucio Fontana

Alberto Burri, Sack B, 1953,
burlap and thread on canvas,
Fondazione Palazzo Albizzini,
Citta’ di Castello, Italy.
© Fondazione Palazzo Albizzini Collezione Burri,
Città di Castello – DACS 2018. Image: Scala /
Fondazione Palazzo Albizzini, Citta' di Castello, Italy.

At the heart of Fontana’s Concetto spaziale lies the violent and
explorative action of perferation. Replete with energy, the plane
is instilled with new dimensionality. Each puncture in Fontana’s
composition functions as a portal, ofering the viewer glimpses
into the infnite. Fontana’s refusal to further open up the canvas,
instead leaving minute incisions, requires the viewer’s active
participation when visually and psychologically engaging with
the composition. Concetto spaziale transcends the confnes
of a two-dimensional surface, lifing the viewer into a sublime
realm where one is forced to confront traditional methods of
artistic representation.
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25. Josef Albers

1888-1976

Study for Homage to the Square: Late September
signed with the artist’s monogram and dated ’61’ lower
right; further signed, titled and dated ‘”Study for Homage
to the Square: Late September” Albers 1961’ on the reverse
oil on Masonite
40.4 x 40 cm (15 7/8 x 15 3/4 in.)
Painted in 1961, this painting will be included in the
forthcoming catalogue raisonné of the work of Josef Albers
currently being prepared by the Josef and Anni Albers
Foundation and is registered under no. JAAF 1961.1.59.
Estimate
£250,000-350,000 $335,000-469,000
€286,000-400,000
Provenance
The Pollock Gallery Limited, Toronto
Galerie Denise René, Paris
Phillips, New York, 14 November 2000, lot 244
Private Collection (acquired from the above)
Sotheby’s, London, 26 June 2009, lot 202
Galleria il Mappamondo, Milan
Acquired from the above by the present owner
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László Moholy-Nagy
Yellow Cross, 1922,
National Gallery of Modern Art, Rome.
Image: Scala Images, Florence.

‘I was for years in the yellow period.’
Josef Albers

A cornerstone of twentieth century abstraction, Josef Albers
embarked on his Homage to the Square series in 1950, marking
a crucial turning point in the artist’s oeuvre, an aesthetic
realisation of a lifetime devoted to examining the efects of
form and colour. Applying short and precise strokes of carefully
selected shades, from earthy brown to sunfower yellow, in
geometric square formulations, Albers’ work penetrates the
evocations and memories which we associate with colour.
Painted in 1961, the present work, titled Study for Homage to
the Square: Late September, evokes the changing of the
seasons from summer to autumn, the colours reminiscent of
the heat of the summer sun and the autumnal warm tones of
leaves on the trees. Previously housed in the collection of
infuential Parisian gallery and pioneers of abstraction, Galerie
Denise René, the present work showcases Albers’ ability to
heighten our perception of colour through the physical
placement of hues next to each other. Imbuing a gradient of
tones, Albers constructs a visual tension, compelling the viewer
to indulge their emotional responses to the present work.
Study for Homage to the Square: Late September was
executed two years prior to the publication of Albers’
pioneering magnum opus, the Interaction of Color, 1963.
Applying carefully selected paints to his chosen support
of Masonite, the hard un-absorbent surface allows the
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shades to vibrate, like ‘platters to serve colour’ (Josef Albers,
quoted in Nicholas Fox Weber, ‘Josef Albers,’ Josef Albers,
Milan, 1988, p. 10). Shrewdly pairing particular tones and
carefully documenting their usage in sketches and notes on
the reverse of his Masonite boards, Albers’ observed, tested
and celebrated the varying combinations and psychological
efects of colour within his rigorously calculated geometrical
compositions, toying with the intensity, luminosity and ofen
deceptive nature of tonality. Particularly drawn to the colour
yellow, Albers’ layered, contrasted and synthesized a
plethora of yellow tones, evoking the warmth of the sun
experienced on his 1947 trip to La Luz, Mexico, on sabbatical
from his teaching post at Black Mountain College, Asheville,
NC. Inspired by Mexican adobe dwellings, architecturallybalanced temples and sun-soaked buildings, Albers’ colour
palette and geometric renderings were informed by the
profound influence that Latin American culture had on his
practice, evident in the cocoa and golden hues celebrated
in the present work. Four tonal bands, carefully aligned in
width and positioning, create a gridded, stepped formation,
moving from an outer strip of brown to a vivid inner heart of
yellow which rings with chromaticity. It is partly this which
instils the composition with intrinsic weight and depth;
Albers’ irresistibly draws the viewer into his masterfully
calculated tonal microcosm.
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Whether informed by his pedagogic career at the Bauhaus,
Black Mountain College or Yale, learning and teaching were
of great importance to Albers’ artistic practice, working in
tandem with the development of his progressive theoretical
dicta. Evident in his Formlehre and Farblehre classes, Albers
placed great emphasis on the marriage of form and colour,
the two inextricably linked in his devotion to harmonious and
holistic design. First joining the Bauhaus as a student, enrolled
on the Vorkurs in 1920, Albers was promoted to professor
in half a decade of first joining the school. Introduced to
the work of Walter Gropius, Wassily Kandinsky, Anni Albers,
Paul Klee and László Moholy-Nagy, Albers and his Bauhaus
contemporaries sought to subvert traditional limitations of
applied and fne arts, seeking to merge exquisite design with
functional everyday objects to achieve a utopian standard,
laden with the possibility of positive social change. It is this
simplicity of design, sleekness of execution and amalgamation
of sumptuous colour and form, which are characteristic of
Albers’ paintings. The hopefulness and infnite possibilities
of his colour theory are celebrated in Study for Homage to
the Square: Late September, encapsulated in the artist’s
renowned clarity of line, pioneering tonal experimentation
and individual colour palette.

Josef Albers in his studio, 1960.
Credit: 2016 the Josef and
Anni Albers Foundation/
Artists Rights Society (ARS),
New York; David Zwirner,
New York, via London.
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Property from an Important American Colection

26. Serge Poliakof

1900-1969

Composition abstraite
signed ‘Serge Poliakof’ lower lef
oil on canvas
130 x 162 cm (51 1/8 x 63 3/4 in.)
Painted in 1959.
Estimate
£250,000-350,000 $333,000-466,000
€285,000-399,000 ‡ ♠
Provenance
Galerie Melki, Paris
Private Collection (acquired from the above)
Sotheby’s, London, 21 June 2006, lot 48
Acquired at the above sale by the present owner
Literature
Alexis Poliakof, Serge Poliakof. Catalogue Raisonné,
1959-1962, vol III, Munich, 2011, no. 59-16, p. 72 (illustrated)
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Sonia Delaunay
Electric Prism, 1914
Musée National d’Art Moderne
- Centre Pompidou, Paris.
Image: Scala Florence.
© All rights reserved.

‘I’ll be staking my money on Poliakoff
in the future of painting.’
Wassily Kandinsky

Through the artist’s application of a warm, organic palette and
executed in compositional harmony, Composition abstraite is
exemplary of Serge Poliakof’s progressive painterly style,
cementing his infuence as an integral member of the Art
Informel and Tachism movements. Skilfully marrying colour
and form, the present work was painted in 1959, a period in
which the artist’s reputation had found recognition on a
worldwide stage, having refned his artistic relationship with
abstraction. Composition abstraite is a celebration of the
artist’s mastery over the nuances of colour as a compositional
tool. Through coloured planes arranged adjacently to create
vitality and areas of depth and contrast, Poliakof expertly
tessellates saturated felds of colour, composed of multiple
subtle hues of varying depths and modalities. Rich in tonality,
the artist utilises contrasting colours of blue and orange which
evoke burnt arid earth and the inky depths of the sea and sky,
elevating the viewer into his painterly microcosm with an
abundance of warmth.
After fleeing the Russian Revolution in 1917, Poliakoff
trained in Paris before moving to London in 1935, where he
was exposed to the works of Paul Cézanne, Juan Gris and
Paul Klee, before returning to France in 1937. It was there
that he truly began to pursue the process of abstraction
in his own work, under the influence of fellow compatriot
Wassily Kandinsky and both Sonia and Robert Delaunay.
Poliakoff was directly encouraged by Kandinsky, who
sought to disseminate abstraction internationally. Like the
Delaunays, Poliakof began to abandon fgurative depiction
in favour of the intrinsic compositional and emotional
qualities of colour. Through various classes and artistic
discussions with the Delaunays and his Parisian
contemporaries, Poliakoff developed his own personal
examination of the intensity of colour and the potential it
held for expressing an artist’s unique sensitivities and
emotions. ‘Poliakoff felt the futility of trying to explain
abstraction. For him, that would have been as pointlessly
concrete as a mechanic trying to explain an engine.
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A successful abstract painting for Poliakof was above all a silent
painting: one that could not be explained, only felt’ (Tobias Grey,
‘To the Point of Abstraction’, The Wall Street Journal, 24 October
2013, online). Developing his style following the Second World War,
Poliakof’s artistic practice is now celebrated as a cornerstone of
Tachism, alongside fellow artists’ Hans Hartung and Pierre Soulages.
Opposed to the use of artifcially manufactured contemporary
industrial paints used by his fellow artists, Poliakof drew
inspiration from Old Master painters, namely Giotto, as evident in
his use of materials. Mixing powdered natural pigments with an
emulsion of oil and water, Poliakof favoured a glass plate over
a traditional palette, enabling him to achieve a more precise
awareness of the relative opacity or translucency of his paints.
This delicate method of painting results in Poliakof’s particular
earthy and distinct palette, demonstrating the artist’s
unparalleled and seemingly efortless handling of subtle hues.
The church played a signifcant role in Poliakof’s upbringing, which
instilled in him a fascination for religious iconography. The artist’s
divine and personal faith inspired him for the entirety of his artistic
career and, in particular, the colour, placement and juxtaposition
of holy icons. In the present work, Poliakoff creates a visual
serenity, an arena for contemplation. This is perhaps an allusion
to the luminosity and intense saturation of stained-glass window
panels, which also share a formal interlocking composition as seen
in the present work. Poliakof’s absolute rejection of the use of
line in favour of harnessing the sole power of colour defnes and
demonstrates the artist’s unparalleled mastery of the dialectic
between colour and composition: ‘Poliakof’s ability to fracture
and mend space, illuminate fat planes, and structure abstract
forms into a fgural unity is as instructive to contemporary painting
as it is awakening to witness. The works sustain a restless
equilibrium’ (Rob Colvin, ‘How Serge Poliakof Predicted 60 Years
of Painting’, Hyperallergic, 27 April 2016, online). A delicate
balance of tonal and formal consideration, Composition
abstraite is a powerful accomplishment in the feld of
abstraction and European twentieth century painting.
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Property from an Important Northern European Collection

27. Pierre Soulages

b. 1919

Peinture 130 x 102 cm, 14 octobre 1980
signed, titled, dedicated and dated ‘SOULAGES,
“Peinture 130 x 102 cm 14 OCT. 1980”
Pour Marwan, Pierre’ on the reverse
oil on canvas
130 x 102 cm (51 3/8 x 40 3/8 in.)
Painted on 14 October 1980.
Estimate
£300,000-500,000 $399,000-666,000
€342,000-569,000 ♠
Provenance
Marwan Hoss, Paris (acquired in 1981)
Galerie Benador, Paris (acquired in 1989)
Private Collection, Paris (acquired from the above)
Sotheby’s, Paris, 7 December 2011, lot 3
Acquired at the above sale by the present owner
Exhibited
Århus, Kunstbygning; Esbjerg, Kunstpavillon;
Copenhagen, Charlottenborg, Soulages,
4 September – 16 December 1982 (illustrated)
Hamburg, Deichtorhallen, Pierre Soulages, Malerei
als Farbe und Licht, Rétrospective 1946 - 1997,
16 May – 18 August 1997
Literature
Pierre Encrevé, Soulages L’Oeuvre complet, Peintures,
vol III. 1979-1997, Paris, 1994, p. 76, no. 806 (illustrated)
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Pierre Soulages
Sainte-Foy Abbey
Stained Glass Windows,
Conques, France, 1987.
© Pierre Soulages / DACS.

‘The colour black is the original colour
and the colour of our origin’.
Pierre Soulages

Painted in 1980, during the early stages of Pierre Soulages
Outrenoir’ works, Peinture 130 x 102 cm, 14 Octobre 1980
is exemplary of his experimentative series. Thick, textural
layers of black paint consume the entirety of the canvas, the
directional impressions and undulations of impasto presenting
a sculptural surface upon which the ridges and ruts refect the
light. The artist’s sculptural composition reveals an iridescent
luminosity, akin to a window glistening in the sun. Soulages’
monolithic works, built up with an array of industrial tools,
are titled in accordance with his strict, methodical formula:
Peinture, measurement, date.
During an epiphany in 1979, Soulages realised he was ‘no
longer working with black, but with the material of black’
(Pierre Soulages, quoted by Barbara Anastacio, ‘Pierre
Soulage Outrenoir’, in Nowness, 25 January, 2015, online)
and began his self-titled body of Outrenoir works. Exploring
the varied qualities of black, reliant on numerous elements
including the thickness, application and texture of paint
as well as the viewing conditions, Soulages Outrenoir
works continue to defne his artistic output. Outrenoir is a
portmanteau translating as ‘beyond black’, elaborating on his
choice of terminology in a 2014 interview, Soulages stated,
‘In French, you say outre-Manche, (beyond the Channel), to
mean England, or outre-Rhine (beyond the Rhine), to mean
Germany. In other words, ‘beyond black’ is a diferent country
from black’ (Pierre Soulages, quoted in ‘Pierre Soulages:
Interview by Z. Stillpass,’ in Interview Magazine, May 2014).
Soulages’ heavy and decisive paint application enables him to
masterfully dictate areas of illumination. ‘When I realised that
light can emanate from the colour which has the biggest
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absence of light, I was both perturbed and profoundly moved.
From that moment my eye changed and I’ve worked in this
way ever since’ (Pierre Soulages, quoted in Tobias Grey,
‘Pierre Soulages and his all-black canvases’, in Financial Times,
9 October, 2009, online). Similarly to his commission in 1986
to create stained glass windows for the Romanesque AbbeyChurch Sainte-Foy in Conques, France, the present work
emphasises the artist’s refned ability to manipulate light.
At Sainte-Foy, expertly arranging sunlight, Soulages crafed
his own translucent, non-transparent glass which emits
luminescence through its texture. The modulation of light
through the windows, with the dual sided nature of the
arrangement, refects the architectonic depth and texture
of his Outrenoir works and the present composition.
Soulages became transfxed by the transient nature of light
which emanates from his striated, mono-pigmented paintings,
and in 1979, it was to become his most invaluable production
tool, used to guide and direct his gestural strokes. Peinture
130 x 102 cm, 14 Octobre 1980, encapsulates the conceptual
juxtaposition of Soulages’ Outrenoir series. With no one single
vantage point, the aggression of the bold, black bands dragged
across the canvas are immediately sofened by elegant streaks
of grey and white light, inviting the viewer to explore the infnite
ways in which to experience the dynamic movement of the
refection through changes in perspective. With each of his
Outrenoir canvases reacting uniquely to the interplay of light
and the position of the viewer, Soulages refects ‘I made these
[paintings] because I found that the light reflected by the
black surface elicits certain emotions in me,’ and confrming
the importance of his choice of tone, the artist acknowledges
the depth of his compositions ‘These aren’t monochromes.
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The fact that light can come from the colour which is supposedly
the absence of light is already quite moving, and it is interesting to
see how this happens’ (Pierre Soulages, quoted in ‘Pierre Soulages:
Interview by Z. Stillpass,’ in Interview Magazine, May 2014).
Soulages’ experimentation with the colour black is not dissimilar
to the series of black abstract works by Ad Reinhardt in which
the observer is encouraged to explore the depth of the composition,
discovering the subtle yet crucial variations of black within the
painting. Whilst Soulages had befriended many of his American
and European Abstract Art contemporaries, and is often
associated with a multitude of artistic movements, such as
Art Informel and Tachisme, he rejects labels in order to live
and work without the conformity of boundaries.
Sourcing inspiration from prehistoric art, Soulages refers to his
own experiences of the 20,000 year-old Lascaux cave paintings,
and the older cave paintings at Chauvet, in order to explain his
spiritual and primordial fxation with black. ‘I fnd it fascinating
that man went…into the total blackness of the caves to paint
down there with black. The colour black is the original colour and
the colour of our origin’ (Pierre Soulages, quoted in Hans Ulrich
Obrist, ‘An Interview with Pierre Soulages’, Perrotin, online).
Presenting the viewer with troughs of textural, calligraphic
strokes, the artist’s dense composition is exemplary of Soulages’
painterly and sculptural vision. The mystic, palpable quality of
Peinture 130 x 102 cm, 14 Octobre 1980 - prompted by the
interactive relationship between the canvas, the light and the
viewer - allows for an individualistic, emotional experience,
rooted in the transient abyss of the painting and the luminesce
of the monochrome.

Pierre Soulages in his
studio, Sète, 1982
© Pierre Soulages / DACS
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28. Cecily Brown

b. 1969

The Quick One
signed and dated ‘Cecily Brown 2002’ on the stretcher;
further signed and dated ‘Cecily Brown ’02’ on the reverse
oil on linen
121.9 x 152.4 cm (48 x 60 in.)
Painted in 2002.
Estimate
£280,000-350,000 $375,000-469,000
€320,000-400,000 ‡ ♠
Provenance
Gagosian Gallery, New York
Acquired from the above by the present owner
Exhibited
New York, Gagosian Gallery, Cecily Brown, 19 February
- 16 March 2002, p. 38 (illustrated, p. 39)
Rome, Museo d’Arte Contemporanea, Cecily Brown,
7 June - 7 September 2003, p. 74 (illustrated, pp. 34-35)
Literature
Charlie Finch, ‘The Prisoners of Sex’, Artnet.com,
7 March 2002 (illustrated)
Ann Landi, ‘Action! Drama! Love! Adventure!’,
ARTnews, June 2002, p. 99 (illustrated)
Marie-Pierre Nakamura, ‘5 Femmes: Cecily Brown: Retour
à L’Églogue’, Art Actuel, June 2002 (illustrated)
Massimiliano Gioni, ‘New York Cut Up: Art Fragments from the
Big Apple’, Flash Art, May - June, 2002, p. 80 (illustrated)
Rebecca Sonkin, ‘Cecily Brown, Gagosian Gallery, New York,’
Tema Celeste, May/June 2002, p. 91 (illustrated)
Jonathan Gilmore, ‘Cecily Brown at Gagosian’, Art in America,
July 2002, pp. 91-92

‘It sounds disingenuous…but I don't really
think of the art of the past as distant.
If you go into a museum, it's there today.
One of the things I love is the freedom of
having all these artists in your head side by
side; you might find yourself thinking of
Jeff Koons one minute and Giotto the next.’
Cecily Brown
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Jan Bruegel the Elder
The Entry of the Animals
into Noah's Ark, 1613
oil on panel
J. Paul Getty Museum, Los Angeles.
© Image: J. Paul Getty Museum,
Los Angeles USA / Bridgeman Images.

The Quick One, from 2002, is a dynamic, textural composition
by Cecily Brown and is exemplary of the artist’s inimitable
style and most distinguished painterly accomplishments. Atop
a densely-worked landscape, frolicking rabbits are presented
in a moment of fervent and frenzied pleasure, simultaneously
illustrated as a moment of beauty. The mesmeric strokes of
paint evoke nature, whilst simultaneously alluding to an
entrancing sexual physicality.
Throughout her oeuvre, celebrated for her crucial contribution
to the revival of painting, Brown uses paint as a metaphor for
sexual activity, smearing, dribbling, stabbing and thickly
applying paint to her canvases to render sensual and engaging
fgurative compositions. In the present work, seemingly
abstract, the artist’s dense and gestural brushwork leads the
narrative. Within a forest, exuberant bunnies appear to have
been caught in momentary transgression. For Brown, sexuality
becomes enacted directly in the application of paint, as the
artist captures carnal desire in the electrifying composition.
Celebrating painting as a physical yet sensual practice, Brown
draws imagery from diverse visual sources. Channeling the
language of the Old Masters and taking inspiration from the
likes of Jan Breugel, Peter Paul Rubens, Tintoretto, Goya and
Hogarth, the present work echoes the textural quality and
energy of Breugel’s animalistic compositions. Burrowing into
the depths of the composition, Brown’s painterly skeins of rich
colour echo the profusion of animals evident in Jan Bruegel the
Elder’s The Entry of the Animals into Noah’s Ark. Poetic and
dynamic, in the expressive composition Brown combines the
physicality of de Kooning’s work with the painterly conviction
of Breugel. Quoting and admiring her artistic predecessors,
in The Quick One, awash with densely worked impasto and
tangible brushstrokes, Brown pays homage to a grand
passage of art historical painting.
A synthesis of art historical sources and bold physical and
sexual activity, The Quick One, is exemplary of the artist’s fne
drafsmanship and explorations into a painterly narrative. The
enticing composition portrays a poignant message about sex,
voyeurism, power and violence, akin to the fascination with
the more sordid elements of classical myths and biblical
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stories that captured Breugel himself. Brown’s skilful
employment of oil paint, through her vicious, vibrant
and thrusting mark making, results in a magnifcently
unrestrained visual lexicon rooted in art historical tradition.
In place of humans, in the mid-nineties the artist began using
‘images of fairy-tale rabbits engaged in orgiastic scenes
surrounded by furry animal onlookers’ (Suzanne Cotter,
‘Seeing Double’ In: Cecily Brown: Paintings, Oxford, 2005,
p. 40). Referring to the sexual nature of her earlier work,
Brown asserts ‘I wanted to make something that you
couldn’t tear your eyes away from’ (Cecily Brown, quoted in
‘New York Minute: Cecily Brown,’ AnOther, 14 September
2012). Brown’s choice of subject as a narrative tool pairs
aspects of frightening children’s stories with the overtly
erotic and exploitative image of male fantasy, the Playboy
bunny. Preceding her images of men and women engaged in
sexual activity, Brown’s animalistic composition, The Quick
One, presents a voyeuristic scene, whilst simultaneously
inviting the viewer to uncover a tale. Commenting on her
early choice of narrative device, Brown explains: ‘I was
using bunnies more or less as human surrogates. As they
progressed they were becoming more and more human especially the genitals - and I realised that I couldn’t avoid
the issue of painting the human fgure any longer. While the
bunnies had been in somewhat ‘real’ space, I needed a new
way to emphasise the fact that this was an invented space.
Obviously, the bunnies existed in a fantasy land - as soon as
humans were involved, it seemed the only way to approach
it was to start messing with scale and space much more’
(Suzanne Cotter, ‘Seeing Double’, Cecily Brown: Paintings.
Oxford, 2005, p. 41).
Bounding with raw energy, the graphic and sexually charged
composition relates back to Brown’s earlier compositions
of rabbits in a sexual feeding frenzy. Here, however, the
dissected brushstrokes and unresolved areas of fore- and
back- ground pre-empt the artist’s more recent erratically
bold and gestural brushwork. Between abstraction and
fguration, instilled with exuberance and fne drafsmanship,
The Quick One is a celebration of Brown’s limitless and
painterly truthfulness.
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Property from an Important Private European Collection

29. Sherrie Levine

b. 1947

Body Mask
cast bronze
55.4 x 22.5 x 17 cm (21 3/4 x 8 7/8 x 6 3/4 in.)
Executed in 2007, this work is number 10 from
an edition of 12.
Estimate
£300,000-400,000 $402,000-536,000
€343,000-457,000 ‡
Provenance
Simon Lee Gallery, London
Acquired from the above by the present owner
Exhibited
New York, Whitney Museum of American Art, Whitney
Biennial, 6 March - 1 June 2008, p. 169 (another
example exhibited)
London, Whitechapel Art Gallery, Keeping it real:
An Exhibition in Four Acts. Act 1: The Corporeal, 10 June
- 5 September 2010 (another example exhibited)
Paris, La Maison Rouge, Les Recherches d’un Chien,
23 October 2010 - 16 January 2011 (another
example exhibited)
Paris, Gagosian Gallery, Ancestral Figure,
12 June - 28 July 2012

‘As a woman, I felt there was no room for me.
There was all this representation, in all this
now painting, of male desire. The whole art
system was geared to celebrating these
objects of male desire. Where, as a woman
artist, could I situate myself ?’
Sherrie Levine
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African School
Makonde Body
Mask, wood
© Image: Bridgeman Images.

‘The world is filled to suffocating.
Man has placed his token on every
stone. Every word, every image,
is leased and mortgaged. We know
that a picture is but a space in which
a variety of images, none of them
original, blend and clash.’
Sherrie Levine

From a cycle of glistening polished bronze works cast afer
ceremonial masks from the Makonde of southeastern
Tanzania, Sherrie Levine’s Body Mask is an appropriated
homage to a forlorn and ritualistic tradition. Presented at
the Whitney Biennial in 2008 as a series of repeating forms,
the present work is a sculptural model of Levine’s inimitable
and acclaimed appropriation technique.
Celebrated for her appropriation of imagery, Levine rose to
prominence amongst the Pictures Generation of the 1970s
and 1980s together with Richard Prince and Barbara Kruger.
Forging new meaning and content through deconstructing our
assumed notions of perception, Levine has seized motifs from
myriad sources, from photography, drawing, sculpture and
painting. With work drawing upon the infuence of Marcel
Duchamp, Egon Schiele, Walker Evans and Claude Monet,
Levine questions traditional means of authorship.
Within their original cultural context, from the tradition
of the Makonde, an ethnic group in southeast Tanzania and
northern Mozambique, female body masks represented
young pregnant women. Worn by male masqueraders
alongside corresponding female face masks during initiation
ceremonies, body masks are representative of gender and
sexuality. Decontextualized by Levine, the present work
cast in bronze, assumes luxurious and opulent connotations.
Raising issues surrounding the relationship between the
ritualistic and exhibitionist quality of masks and the cultural
signifcance of replication, Levine interrogates the weight
of assumed cultural associations.
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Heightening the dichotomy between the original and the cast,
Levine strips the object of its ceremonial signifcance and
presents it as an object of desire. With her polished and
amplifed rendition of the wooden original, Levine’s Body
Mask re-writes the cultural memory ascribed to the object
and interrogates our pre-conceived notions of perception
and association. The juxtaposition of the materiality of the art
object, against the ritualistic and organic wooden original,
exacerbates the extravagance of Levine’s Body Mask and
highlights the fetishistic culture of our consumer driven
contemporary society. Contrasting the appropriated object
with the fnished artistic product ‘… Levine suggests that
history is not linear but rather exists in, and by way of,
relationships. The ways in which we see and understand
things, regardless of their origin, depends not only on their
surrounding context but also on our own individual contexts’
(Johanna Burton and Elisabeth Sussman, ‘Introduction’,
exh. cat., New York, Whitney Museum of American Art,
Sherrie Levine: MAYHEM, 2012, p. 14).
Revisiting one of the most prominent subjects of her oeuvre,
the work of Walker Evans, Levine’s recent 2014 series, African
Masks Afer Walker Evans, displays a thematic afnity to the
present work. The series, appropriating a vast collection of
over 400 photographs of African art taken in 1935 by Evans,
explores the infuence of African masks in her distinguished
work. In the present work Levine returns to the curatorial
tenet of so-called ‘Primitive’ art and in turn questions the
relationship of the Makonde tribe to the female fgure and
their ritualistic appropriation thereof.
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Displaying the rounded silhouette of a pregnant female form,
Body Mask is awash with connotations of fertility and
femaleness, presenting the viewer with The Origin of the World.
Ofen appropriating works by prominent male artists from the
twentieth century, Levine highlights the comparative absence of
women in the doctrine of art history. By presenting the onlooker
with a polished bronze rendering of the female form, Levine uses
the body as a device to challenge gender tropes in the same way
that Kruger’s infamous The Body is a Battleground confronts the
objectifcation of women. In the present, overtly feminine, work
the artist deconstructs the Makonde ritual of men assuming the
female fgure. Questioning the tribal arrogation of the female
physique, Levine strips the object of its cultural weight.
Through the vision of a commodity and object based society,
Levine transforms the culturally weighted symbol into an
exceptionally fnished derivative artistic entity. Remodeling
a fetishistic and ritualistic object into a diferent form of the
same, this time for reasons of luxury and wealth as opposed to
gender and fertility, the artist astutely repositions the object
in the eye of the beholder. Body Mask is neither an exhausted
muse, nor a contemporary quotation of Venus of Willendorf;
it refuses a reductive reading for a more provocative narrative
that uses fertility to elevate the female creative power.
Sherrie Levine
Body Masks at Whitney Museum
of American Art's Biennial, 2008
© Sherrie Levine 2018. Image: Whitney Museum
of American Art, New York
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30. KAWS

b. 1974

PRESSURE PARADE
signed and dated ‘KAWS ‘11’ on the reverse
acrylic on canvas
183.3 x 183.1 cm (72 1/8 x 72 1/8 in.)
Painted in 2011.
Estimate
£250,000-350,000 $335,000-469,000
€286,000-400,000
Provenance
Honor Fraser, Los Angeles
Private Collection (acquired from the above)
Sotheby’s, New York, 12 May 2016, lot 434
Acquired at the above sale by the present owner

‘At the end of the day, I love painting.
There’s really not many things that
beat just being in the studio, working…’
KAWS
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PRESSURE PARADE, with its block, artifcial colours, bold use
of line, stylisation and cropping of the composition to the point
of abstraction, typifes KAWS’ acclaimed artistic practice.
Rendered in acrylic on canvas and painted in 2011, the precisely
delineated work stretches nearly two metres square,
possessing a uniformity of colour and contrast that suggests
technological creation. Bridging the gap between fne art and
mass media imagery, the works of Brian Donnelly – better
known by his alias KAWS – belong to a distinctive oeuvre that
has come to be recognised all over the world. With roots in the
street art of downtown Manhattan, KAWS’ sculptures and
paintings have become synonymous with the world of high
fashion, graphics and product design. Like the work of his
Pop artist predecessors, the accessibility of KAWS’ work has
established an international reputation for the artist, whose
characteristically bright, graphic compositions have infltrated
the public consciousness, coming to be associated with
celebrities from the likes of Kanye West to Pharrell Williams,
as well as industry giants such as Nike.
KAWS’ Pop Art infuences have provided the Brooklyn-based
artist with a new platform to present his works. Assuming
the language of mass communication and exploiting the
connection of artistic and commercial spheres, KAWS has relied
on his own unique symbolism to transform the depiction of
recognisable caricatures. Inspired by animation DVDs in the
early part of his career, KAWS would watch cartoons, pausing
them periodically to take close-up screenshots of characters.
In the present work, KAWS’ imagery is derived from the
American-Belgian television series The Smurfs. An abstracted
blue smurf fgure is surrounded by exploding white graphics in
a way that is not immediately recognisable as a scene from the

cartoon, but recalls the energetic animation of its source
imagery. Belonging to a series of paintings coined by the artist
as kurfs, this work typifes KAWS’ trademark style in which he
re-contextualises commercially cherished characters. Similar
to Roy Lichtenstein’s re-appropriation of female comic book
characters in his series of Girl paintings created half a century
earlier, KAWS takes the graphic of a smurf and elevates it to
the status of fne art by rendering it in vibrant acrylic on canvas.
The result is an image which establishes a connection to the
viewer by appealing to the universal efects of pop culture,
and the saturation of mass media imagery on contemporary
society, themes perhaps even more relevant in today’s world
than in post-war America. In his reduction of the smurf
to simply colour and line, KAWS defnes his own visual
iconography, similar to Keith Haring’s block human fgures,
an artist who, like KAWS, was infuenced by the art of
Manhattan’s streets.
Influenced by the breadth of the Pop Art universe from New
York-based artists like Haring and Lichtenstein to Japanese
artists like Takashi Murakami, KAWS’ trademark style has
garnered him global acclaim and recognition in much the same
way that these artists have elevated pop culture source imagery
to re-appropriation in fine art forms. As Mónica RamírezMontagut aptly described of the artist’s subject matter, ‘For
KAWS, a source found in high art does not translate as a more
valuable source than one from mass media’ (Mónica RamírezMontagut, ‘KAWS: Seeing You Seeing Yourself’ in Ian Luna
and Lauren A. Gould, ed., KAWS, New York, 2010, p. 135). In
a society increasingly governed by the prevalence of the mass
media, KAWS is now at the forefront of an artistic trajectory
that aims to redefine these sources and boundaries.

Takashi Murakami
Eye Love SUPERFLAT, 2003
acrylic on canvas laid down on board.
© Takashi Murakami, 2018.
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31. Cory Arcangel

b. 1978

Photoshop CS: 110 by 72 inches, 300 DPI, RGB,
square pixels, default gradient “Russell's Rainbow”
(turn transparency of), mousedown y=9300 x=14550,
mouseup y=9300 x=19000
c-print mounted to Diasec, in artist's frame
image 278.1 x 181.6 cm (109 1/2 x 71 1/2 in.)
overall 287 x 190.5 cm (113 x 75 in.)
Executed in 2010.
Estimate
£150,000-200,000 $200,000-266,000
€171,000-228,000 ‡
Provenance
Team Gallery, New York
Private Collection (acquired from the above in 2010)
Christie’s, London, 12 February 2016, lot 133
Acquired at the above sale by the present owner

‘It’s a photograph because it’s
photographic paper. But
obviously I think about them as
paintings, because they refer to
the history of painting, right?
I also have to think about them as
sculptures… because they play on
the idea of what should be
hanging in a gallery. In that sense
they’re also kind of ready-mades’

For contemporary artist Cory Arcangel exploration of the
intersection between digital technology and art is paramount
to his practice. Titled afer the means of its creation, the
present work, Photoshop CS: 110 by 72 inches, 300 DPI,
RGB, square pixels, default gradient “Russell’s Rainbow”
(turn transparency of), mousedown y=9300 x=14550,
mouseup y=9300 x=19000 is a visual embodiment of a set
of instructions to create a colour gradient on Photoshop.
Arcangel created the present work using the universallyrecognised photo-editing sofware, Photoshop, transposing
the process into a chromogenic print. Pushing the medium
and process of creation to the fore, Arcangel’s Photoshop
series featured at the artist’s major solo exhibition, The
Sharper Image at the Museum of Contemporary Art North
Miami in 2010. Arcangel openly shares his conceptual
creations through the title of his artwork, exposing the
accessibility of modern technology and bridging the gulf
between consumer product and contemporary art.
Growing up during the 1980s and 1990s, Arcangel was
immersed in a period of intense technological advancement.
The artist’s practice explores video games and flm in the
production of his pieces, applying his interest in coding,
technology and pop culture. Integrating older versions of
games and sofware into his work, Arcangel ofen highlights
the ever-changing nature of technology, ofering the viewer
a sense of nostalgia for that which has been replaced and
updated. ‘One of the great things about being an artist is
you’re given the opportunity to take things out of real life and
put it into a place where people might consider it in 20 years,
otherwise people will forget’ (Cory Arcangel, quoted in Lydia
Morrish, ‘Cory Arcangel on Losing Himself to the Internet’,
Dazed, 24 March 2015, online).

Cory Arcangel
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Guide for Prospective Buyers
Buying at Auction
The following pages are designed to offer you information on how to buy at
auction at Phillips. Our staff will be happy to assist you.

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. Bidders should also read the
Important Notices and VAT information immediately following this Guide for
Prospective Buyers.

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

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 £180,000, 20% of the portion of the hammer price above £180,000 up to and
including £3,000,000 and 12.5% of the portion of the hammer price above £3,000,000.

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.

VAT
Value added tax (VAT) may be payable on the hammer price and/or the buyer’s
premium. The buyer’s premium may attract a charge in lieu of VAT. Please read
carefully the VAT and Other Tax Information for Buyers section in this catalogue.
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 +44 20 7318 4010 or +1 212 940 1240.
Pre-Sale Estimates
Pre-sale estimates are intended as a guide for prospective buyers. Any bid within
the high and low estimate range should, in our opinion, offer a chance of success.
However, many lots achieve prices below or above the pre-sale estimates. Where
‘Estimate on Request’ appears, please contact the specialist department for
further information. It is advisable to contact us closer to the time of the auction as
estimates can be subject to revision. Pre-sale estimates do not include the buyer’s
premium or VAT.
Pre-Sale Estimates in US Dollars and Euros
Although the sale is conducted in pounds sterling, the pre-sale estimates in the
auction catalogues may also be printed in US dollars 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 US dollars 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 staff are
not professional restorers or trained conservators. We therefore encourage all
prospective buyers to inspect the property at the pre-sale exhibitions and
recommend, particularly in the case of any lot of significant value, that you retain
your own restorer or professional advisor to report to you on the property’s
condition prior to bidding. Any prospective buyer of photographs or prints should
always request a condition report because all such property is sold unframed,
unless otherwise indicated in the condition report. If a lot is sold framed, Phillips
accepts no liability for the condition of the frame. If we sell any lot unframed, we
will be pleased to refer the purchaser to a professional framer.
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Symbol Key
The following key explains the symbols you may see inside this catalogue.

∆ Property in which Phillips has an Ownership Interest
Lots with this symbol indicate that Phillips owns the lot in whole or in part or has an
economic interest in the lot equivalent to an ownership interest.
No Reserve
•Unless
indicated by a •, all lots in this catalogue are offered subject to a reserve.
A reserve is the confidential value established between Phillips and the seller and
below which a lot may not be sold. The reserve for each lot is generally set at a
percentage of the low estimate and will not exceed the low pre-sale estimate.

♠ Property Subject to the Artist’s Resale Right
Lots marked with ♠ are subject to the Artist’s Resale Right calculated as a
percentage of the hammer price and payable as part of the purchase price as follows:
Portion of the Hammer Price (in EUR)
From 0 to 50,000
From 50,000.01 to 200,000
From 200,000.01 to 350,000
From 350,000.01 to 500,000
Exceeding 500,000

Royalty Rate
4%
3%
1%
0.5%
0.25%

The Artist’s Resale Right applies where the hammer price is EUR 1,000 or more,
subject to a maximum royalty per lot of EUR 12,500. Calculation of the Artist’s
Resale Right will be based on the pounds sterling/euro reference exchange rate
quoted on the date of the sale by the European Central Bank.
∑ Endangered Species
Lots with this symbol have been identified at the time of cataloguing as containing
endangered or other protected species of wildlife which may be subject to
restrictions regarding export or import and which may require permits for export
as well as import. Please refer to Paragraph 4 of the Guide for Prospective Buyers
and Paragraph 11 of the Conditions of Sale.

†, §, ‡, or Ω Property Subject to VAT
Please refer to the section entitled ‘VAT and Other Tax Information for Buyers’
in this catalogue for additional information.
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 identification will be required, as will an original signature.
We may also require that you furnish us with a bank reference. Please note that
buyers bidding in person, by telephone, online or by absentee bid will not have
the right to cancel the sale of any lot purchased under the Consumer Contracts
(Information, Cancellation and Additional Charges) Regulations 2013.
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Bidding in Person
To bid in person, you will need to register for and collect a paddle before the auction
begins. New clients are encouraged to register at least 48 hours in advance of a sale to
allow sufficient time for us to process your information. All lots sold will be invoiced
to the name and address to which the paddle has been registered and invoices
cannot be transferred to other names and addresses. Please do not misplace your
paddle. In the event you lose it, inform a Phillips staff member immediately. At the
end of the auction, please return your paddle to the registration desk.
Bidding by Telephone
If you cannot attend the auction, you may bid live on the telephone with one of our
multilingual staff members. This service must be arranged at least 24 hours in
advance of the sale and is available for lots whose low pre-sale estimate is at least
£500. 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 VAT, which we can execute on your behalf in
the event we are unable to reach you by telephone.
Online Bidding
If you cannot attend the auction in person, you may bid online on our online live bidding
platform available on our website at www.phillips.com. The digital saleroom is
optimised 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 Flash Player.
Follow the links to ‘Auctions’ and ‘Digital Saleroom’ and then pre-register by clicking
on ‘Register to Bid Live.’ The first time you register you will be required to create an
account; thereafter 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 firewalls may cause difficulties for online bidders.
Absentee Bids
If you are unable to attend the auction and cannot participate by telephone,
Phillips will be happy to execute written bids on your behalf. A bidding form can be
found at the back of this catalogue. This service is free and confidential. Bids must
be placed in the currency of the sale. Our staff will attempt to execute an absentee
bid at the lowest possible price taking into account the reserve and other bidders.
Always indicate a maximum bid, excluding the buyer’s premium and VAT. 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 affiliated companies, including the auctioneer, may
bid at the auction by placing absentee bids so long as they do not know the reserve
when submitting their absentee bids and otherwise comply with our employee
bidding procedures.
Bidding Increments
Bidding generally opens below the low estimate and advances in increments of up
to 10%, subject to the auctioneer’s discretion. Absentee bids that do not conform
to the increments set below may be lowered to the next bidding increment.
UK£50 to UK£1,000
UK£1,000 to UK£2,000
UK£2,000 to UK£3,000
UK£3,000 to UK£5,000
UK£5,000 to UK£10,000
UK£10,000 to UK£20,000
UK£20,000 to UK£30,000
UK£30,000 to UK£50,000
UK£50,000 to UK£100,000
UK£100,000 to UK£200,000
above UK£200,000

by UK£50s
by UK£100s
by UK£200s
by UK£200s, 500, 800 (e.g. UK£4,200, 4,500, 4,800)
by UK£500s
by UK£1,000s
by UK£2,000s
by UK£2,000s, 5,000, 8,000
by UK£5,000s
by UK£10,000s
at the 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.
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Interested Parties Announcement
In situations where a person allowed to bid on a lot has a direct or indirect interest
in such lot, such as the beneficiary or executor of an estate selling the lot, a joint
owner of the lot or a party providing or participating in a guarantee on the lot,
Phillips will make an announcement in the saleroom that interested parties may
bid on the lot.
Consecutive and Responsive Bidding; No Reserve Lots
The auctioneer may open the bidding on any lot by placing a bid on behalf of the
seller. The auctioneer may further bid on behalf of the seller up to the amount of
the reserve by placing consecutive bids or bids in response to other bidders. If a lot
is offered without reserve, unless there are already competing absentee bids, the
auctioneer will generally open the bidding at 50% of the lot’s low pre-sale estimate.
In the absence of a bid at that level, the auctioneer will proceed backwards at his or
her discretion until a bid is recognized and will then advance the bidding from that
amount. Absentee bids on no reserve lots will, in the absence of a higher bid, be
executed at approximately 50% of the low pre-sale estimate or at the amount of
the bid if it is less than 50% of the low pre-sale estimate. If there is no bid
whatsoever on a no reserve lot, the auctioneer may deem such lot unsold.
4 After the Auction
Payment
Buyers are required to pay for purchases immediately following the auction unless
other arrangements have been agreed with Phillips in writing in advance of the
sale. Payment must be made in pounds sterling either by cash, cheque drawn on a
UK 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 the local currency equivalent of US$10,000.
Credit Cards
As a courtesy to clients, Phillips will accept American Express, Visa, MasterCard,
UnionPay (for in-person transactions only) and UK-issued debit cards to pay for
invoices of £50,000 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. After the auction, we will transfer all lots to our fine art storage facility
located near Wimbledon and will so advise all buyers. If you are in doubt about the
location of your purchase, please contact the Shipping Department prior to
arranging collection. 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.
We do not provide packing, handling or shipping services directly. However, we will
coordinate with shipping agents instructed by you in order to facilitate the packing,
handling and shipping of property purchased at Phillips. Please refer to Paragraph
7 of the Conditions of Sale for more information.
Export and Import Licences
Before bidding for any property, prospective bidders are advised to make
independent enquiries as to whether a licence is required to export the property
from the United Kingdom 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 licences or permits. The denial of any required licence or permit or any
delay in obtaining such documentation will not justify the cancellation of the sale or
any delay in making full payment for the lot.
Endangered Species
Items made of or incorporating plant or animal material, such as coral, crocodile,
ivory, whalebone, Brazilian rosewood, rhinoceros horn or tortoiseshell, irrespective
of age, percentage or value, may require a licence or certificate prior to exportation
and additional licences or certificates upon importation to the US or to any country
within or outside the European Union (EU). Please note that the ability to obtain an
export licence or certificate does not ensure the ability to obtain an import licence
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VAT and Other Tax Information for Buyers
or certificate in another country, and vice versa. We suggest that prospective
bidders check with their own government regarding wildlife import requirements
prior to placing a bid. It is the buyer’s sole responsibility to obtain any necessary
export or import licences or certificates as well as any other required
documentation. Please note that the US prohibits the importation of any item
containing African elephant ivory. Asian elephant ivory may be imported in to the
US only if accompanied by independent scientific analysis regarding continent of
origin and confirmation the object is more than 100 years old. We have not
obtained a scientific analysis on any lot prior to sale and cannot indicate whether
elephant ivory in a particular lot is African or Asian elephant. Buyers purchase
these lots at their own risk and will be responsible for the costs of obtaining any
scientific analysis or other report required in connection with their proposed
import of such property into the US.
With regard to any item containing endangered species other than elephant ivory,
an importer into the US must provide documented evidence of the species
identification and age of an object in order to demonstrate that the object qualifies
as an antique. This will require the buyer to obtain an independent appraisal
certifying the species of endangered material on the object and certifying that the
object is not less than 100 years of age. A prospective buyer planning to import an
object into the US may not rely on Phillips cataloguing to establish the species of
endangered material on the object or to establish the age of the object and must
consult with a qualified independent appraiser prior to placing a bid on the lot.
Please note that lots containing potentially regulated plant or animal material are
marked as a convenience to our clients, but Phillips does not accept liability for
errors or for failing to mark lots containing protected or regulated species.
Privacy
Our Privacy Policy is available at www.phillips.com or by emailing dataprotection@
phillips.com and sets out: (i) the types of personal data we will or may collect and
process; (ii) the purposes for which we will or may process your personal data; (iii)
the lawful bases we rely on when processing your personal data; (iv) your rights in
respect of our processing of your personal data; and (v) various other information
as required by applicable laws.
Phillips premises, sale, and exhibition venues are subject to CCTV video
surveillance and recording for security, client service and bid monitoring purposes.
Phillips’ auctions will be flmed for simultaneous live broadcast on Phillips’ and
third party websites and applications.
Your communications with Phillips, including by phone and online (e.g. phone and
on-line bidding) may be recorded for security, client service and bid monitoring
purposes. Where we record such information we will process it in accordance with
our Privacy Policy.

Important Notices
Items Sold under Temporary Admission
We wish to draw your attention to changes recently made to items sold under
temporary admission (originally called temporary importation). The cancelling or
refunding of applicable VAT is now subject to items being exported from the EU
within 30 days of payment, rather than 90 days from the date of sale as previously
required. For up-to-date information on this matter, please refer to the section
entitled VAT and Other Tax Information for Buyers below.
Identification of Business or Trade Buyers
As of January 2010, Her Majesty’s Revenue & Customs (‘HMRC’) has made it an
official requirement for auction houses to hold evidence of a buyer’s business
status, due to the revised VAT rules regarding buyer’s premium for lots with
symbols for businesses outside the UK.

The following paragraphs provide general information to buyers on the VAT and
certain other potential tax implications of purchasing property at Phillips. This
information is not intended to be complete. In all cases, the relevant tax legislation
takes precedence, and the VAT rates in effect on the day of the auction will be the
rates charged. It should be noted that, for VAT purposes only, Phillips is not usually
treated as agent and most property is sold as if it is the property of Phillips. In the
following paragraphs, reference to VAT symbols shall mean those symbols located
beside the lot number or the pre-sale estimates in the catalogue (or amending
saleroom addendum).
1 Property with No VAT Symbol
Where there is no VAT symbol, Phillips is able to use the Auctioneer’s Margin
Scheme, and VAT will not normally be charged on the hammer price. Phillips must
bear VAT on the buyer’s premium. Therefore, we will charge an amount in lieu of
VAT at 20% on the buyer’s premium. This amount will form part of the buyer’s
premium on our invoice and will not be separately identified.
2 Property with a † Symbol
These lots will be sold under the normal UK VAT rules, and VAT will be charged at
20% on both the hammer price and buyer’s premium. Where the buyer is a relevant
business person in the EU (non-UK) or is a relevant business person in a non-EU
country then no VAT will be charged on the buyer’s premium. This is subject to
Phillips being provided with evidence of the buyer’s VAT registration number in
the relevant Member State (non-UK) or the buyer’s business status in a non-EU
country such as the buyer’s Tax Registration Certificate. Should this evidence not
be provided then VAT will be charged on the buyer’s premium.
3 Property with a § Symbol
Lots sold to buyers whose registered address is in the EU will be assumed to be
remaining in the EU. The property will be invoiced as if it had no VAT symbol.
However, if an EU buyer advises us that the property is to be exported from the EU,
Phillips will re-invoice the property under the normal VAT rules. Lots sold to buyers
whose address is outside the EU will be assumed to be exported from the EU. The
property will be invoiced under the normal VAT rules. Although the hammer price
will be subject to VAT, the VAT will be cancelled or refunded upon export. The
buyer’s premium will always bear VAT unless the buyer is a relevant business
person in the EU (non-UK) or is a relevant business person in a non-EU country,
subject to Phillips receiving evidence of the buyer’s VAT registration number in
the relevant Member State (non-UK) or the buyer’s business status in a non-EU
country such as the buyer’s Tax Registration Certificate. Should this evidence not
be provided VAT will be charged on the buyer’s premium.
4 Property Sold with a ‡ or Ω Symbol
These lots have been imported from outside the EU to be sold at auction under
temporary admission. Property subject to temporary admission will be offered
under the Auctioneer’s Margin Scheme and will be subject to import VAT of either
5% or 20%, marked by ‡ and Ω respectively, on the hammer price and an amount in
lieu of VAT at 20% on the buyer’s premium. Anyone who wishes to buy outside the
Auctioneer’s Margin Scheme should notify the Client Accounting Department
before the sale.
Where lots are sold outside the Auctioneer’s Margin Scheme and the buyer is a
relevant business person in the EU (non-UK) or is a relevant business person in a
non-EU country then no VAT will be charged on the buyer’s premium. This is
subject to Phillips receiving evidence of the buyer’s VAT registration number in
the relevant Member State (non-UK) or the buyer’s business status in a non-EU
country such as the buyer’s Tax Registration Certificate. Should this evidence not
be provided VAT will be charged on the buyer’s premium.

• Where the buyer is a non-EU business, Phillips requires evidence of the business
status by means of the company identification, Certificate of Incorporation,
Articles of Association or government-issued documents showing that the
company exists.
• Where the buyer is an EU VAT registered business, Phillips requires the business’s
VAT registration number.
These details can be scanned and emailed to us, or alternatively they can be faxed
or mailed. If these requirements are not met, we will be unable to cancel/refund
any applicable VAT.
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5 Exports from the European Union
The following types of VAT may be cancelled or refunded by Phillips on exports
made within three months of the sale date if strict conditions are met:
• The amount in lieu of VAT charged on the buyer’s premium for property sold
under the Auctioneer’s Margin Scheme (i.e., without a VAT symbol).
• The VAT on the hammer price for property sold under the normal VAT rules
(i.e., with a † or a § symbol).
The following type of VAT may be cancelled or refunded by Phillips on exports
made within 30 days of payment date if strict conditions are met:
• The import VAT charged on the hammer price and an amount in lieu of VAT on the
buyer’s premium for property sold under temporary admission (i.e., with a ‡ or a
Ω symbol) under the Auctioneer’s Margin Scheme.
In each of the above examples, where the appropriate conditions are satisfied, no
VAT will be charged if, at or before the time of invoicing, the buyer instructs Phillips
to export the property from the EU. This will require acceptance of an export
quotation provided by Phillips. If such instruction is received after payment, a
refund of the VAT amount will be made.
Where the buyer carries purchases from the EU personally or uses the services of a
third party, Phillips will charge the VAT amount due as a deposit and refund it if the
lot has been exported within the timelines specified below and either of the
following conditions are met:
• For lots sold under the Auctioneer’s Margin Scheme or the normal VAT rules,
Phillips is provided with appropriate original documentary proof of export from
the EU within three months of the date of sale. Buyers carrying their own
property should obtain hand-carry papers from the Shipping Department to
facilitate this process.
• For lots sold under temporary admission, Phillips is provided with the original
correct paperwork duly completed and stamped by HMRC which shows the
property has been exported from the EU via the UK within 30 days of payment
date. It is essential for shippers acting on behalf of buyers to collect copies of
original import papers from our Shipping Department. HMRC insist that the
correct customs procedures are followed and Phillips will not be able to issue
any refunds where the export documents do not exactly comply with
governmental regulations. Property subject to temporary admission must be
transferred to another customs procedure immediately if any restoration or
repair work is to be carried out.
Buyers carrying their own property must obtain hand-carry papers from the
Shipping Department, for which a charge of £20 will be made. The VAT refund will
be processed once the appropriate paperwork has been returned to Phillips.
Phillips is not able to cancel or refund any VAT charged on sales made to UK or EU
private residents unless the lot is subject to temporary admission and the property
is exported from the EU within 30 days of payment date. Any refund of VAT is
subject to a minimum of £50 per shipment and a processing charge of £20.

6 VAT Refunds from HM Revenue & Customs
Where VAT charged cannot be cancelled or refunded by Phillips, it may be possible
to seek repayment from HMRC . Repayments in this manner are limited to
businesses located outside the UK and may be considered for example for Import
VAT charged on the hammer price for lots sold under temporary admission.
All claims made by customers located in another member state to the UK will need
to be made under a new mechanism from 1 January 2010. The process prior to 1
January 2010 is no longer in operation.
If you are located in an EU member state other than the UK you will now need to
apply for a refund of UK VAT directly to your local tax authority. This is done via
submission of an electronically based claim form which should be accessed
through the website of your local tax authority. As a result, your form may include
VAT incurred in a number of member states. Furthermore, from 1 January 2010 you
should only submit one form per year, rather than submitting forms throughout
the year.
Please note that the time limits by which you must make a claim have been
extended. When making a claim for VAT incurred in another EU member state any
claim will still be made on a calendar year basis but must now be made no later
than 30 September following that calendar year. This effectively extends the time
by which claims should be made by three months (e.g., for VAT incurred in the year
1 January to 31 December 2010 you should make a claim to your local tax authority
no later than 30 September 2011). Once you have submitted the electronic form to
your local tax authority it is their responsibility to ensure that payment is obtained
from the relevant member states. This should be completed within four months. If
this time limit is not adhered to you may receive interest on the unpaid amounts.
If you are located outside the EU you should apply for a refund of UK VAT directly to
HMRC (the rules for those located outside of the EU have not changed). Claim
forms are only available from the HMRC website. Go to hmrc.gov.uk, select Forms
under Quick Links and then Find a Form. The relevant form is VAT65A. Completed
forms should be returned to: HM Revenue & Customs, VAT Overseas Repayments,
8th/13th Directive, PO Box 34, Foyle House, Duncreggan Road, Londonderry
BT48 7AE, Northern Ireland, (tel) +44 (0)2871 305100 (fax) +44 (0)2871 305101,
email enq.oru.ni@hmrc.gsi.gov.uk.
You should submit claims for VAT to HMRC no later than six months from the end
of the 12 month period ending 30 June (e.g., claims for the period 1 July 2011 to 30
June 2012 should be made no later than 31 December 2012).
Please note that refunds of VAT will only be made where VAT has been incurred for
a business purpose. Any VAT incurred on articles bought for personal use will not
be refunded.
7 Sales and Use Taxes
Buyers from outside the UK should note that local sales taxes or use taxes may
become payable upon import of lots following purchase. Buyers should consult
their own tax advisors.

Buyers intending to export, repair, restore or alter lots under temporary admission
should notify the Shipping Department before collection. Failure to do so may
result in the import VAT becoming payable immediately and Phillips being unable
to refund the VAT charged on deposit.
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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, the
Important Notices and VAT information following the Guide for Prospective Buyers
and the Authorship Warranty carefully before bidding.
1 Introduction
Each lot in this catalogue is offered for sale and sold subject to: (a) the Conditions
of Sale and Authorship Warranty; (b) additional notices and terms printed in other
places in this catalogue, including the Guide for Prospective Buyers and (c)
supplements to this catalogue or other written material posted by Phillips in the
saleroom, in each case as amended by any addendum or announcement by the
auctioneer prior to the auction.
By bidding at the auction, whether in person, through an agent, by written bid, by
telephone bid or other means, bidders and buyers agree to be bound by these
Conditions of Sale, as so changed or supplemented, and Authorship Warranty.
These Conditions of Sale, as so changed or supplemented, and Authorship
Warranty contain all the terms on which Phillips and the seller contract with the
buyer.
2 Phillips as Agent
Phillips acts as an agent for the seller, unless otherwise indicated in this catalogue
or at the time of auction. On occasion, Phillips may own a lot directly, in which case
we will act in a principal capacity as a consignor, or a company affiliated with Phillips
may own a lot, in which case we will act as agent for that company, or Phillips or an
affiliated company may have a legal, beneficial or financial interest in a lot as a
secured creditor or otherwise.
3 Catalogue Descriptions and Condition of Property
Lots are sold subject to the Authorship Warranty, as described in the catalogue
(unless such description is changed or supplemented, as provided in Paragraph 1
above) and in the condition that they are in at the time of the sale on the following
basis.
(a) The knowledge of Phillips in relation to each lot is partially dependent on
information provided to us by the seller and Phillips is not able to and does not
carry out exhaustive due diligence on each lot. Prospective buyers acknowledge
this fact and accept responsibility for carrying out inspections and investigations
to satisfy themselves as to the lots in which they may be interested.
Notwithstanding the foregoing, we shall exercise such reasonable care when
making express statements in catalogue descriptions or condition reports as is
consistent with our role as auctioneer of lots in this sale and in light of (i) the
information provided to us by the seller; (ii) scholarship and technical knowledge
and (iii) the generally accepted opinions of relevant experts, in each case at the
time any such express statement is made.
(b) Each lot offered for sale at Phillips is available for inspection by prospective
buyers prior to the auction. Phillips accepts bids on lots on the basis that bidders
(and independent experts on their behalf, to the extent appropriate given the
nature and value of the lot and the bidder’s own expertise) have fully inspected the
lot prior to bidding and have satisfied themselves as to both the condition of the
lot and the accuracy of its description.
(c) Prospective buyers acknowledge that many lots are of an age and type which
means that they are not in perfect condition. As a courtesy to clients, Phillips may
prepare and provide condition reports to assist prospective buyers when they are
inspecting lots. Catalogue descriptions and condition reports may make reference
to particular imperfections of a lot, but bidders should note that lots may have
other faults not expressly referred to in the catalogue or condition report. All
dimensions are approximate. Illustrations are for identification purposes only and
cannot be used as precise indications of size or to convey full information as to the
actual condition of lots.
(d) Information provided to prospective buyers in respect of any lot, including any
pre-sale estimate, whether written or oral, and information in any catalogue,
condition or other report, commentary or valuation, is not a representation of fact
but rather a statement of opinion held by Phillips. Any pre-sale estimate may not
be relied on as a prediction of the selling price or value of the lot and may be
revised from time to time by Phillips at our absolute discretion. Neither Phillips nor
any of our affiliated companies shall be liable for any difference between the presale estimates for any lot and the actual price achieved at auction or upon resale.
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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
value added tax (VAT). The auctioneer will not accept an instruction to execute an
absentee bid which does not indicate such maximum bid. Our staff will attempt to
execute an absentee bid at the lowest possible price taking into account the
reserve and other bidders. Any absentee bid must be received at least 24 hours in
advance of the sale. In the event of identical bids, the earliest bid received will take
precedence.
(c) Telephone bidders are required to submit bids on the Telephone Bid Form, a
copy of which is printed in this catalogue or otherwise available from Phillips.
Telephone bidding is available for lots whose low pre-sale estimate is at least £500.
Phillips reserves the right to require written confirmation of a successful bid from a
telephone bidder by fax or otherwise immediately after such bid is accepted by the
auctioneer. Telephone bids may be recorded and, by bidding on the telephone, a
bidder consents to the recording of the conversation.

(d) Bidders may participate in an auction by bidding online through Phillips’s online
live bidding platform available on our website at www.phillips.com. To bid online,
bidders must register online at least 24 hours before the start of the auction. Online
bidding is subject to approval by Phillips’s bid department in our sole discretion. As
noted in Paragraph 3 above, Phillips encourages online bidders to inspect prior to
the auction any lot(s) on which they may bid, and condition reports are available
upon request. Bidding in a live auction can progress quickly. To ensure that online
bidders are not placed at a disadvantage when bidding against bidders in the room
or on the telephone, the procedure for placing bids through Phillips’s online bidding
platform is a one-step process. By clicking the bid button on the computer screen, a
bidder submits a bid. Online bidders acknowledge and agree that bids so submitted
are final and may not under any circumstances be amended or retracted. During a
live auction, when bids other than online bids are placed, they will be displayed on
the online bidder’s computer screen as ‘floor’ bids. ‘Floor’ bids include bids made by
the auctioneer to protect the reserve. In the event that an online bid and a ‘floor’ or
‘phone’ bid are identical, the ‘floor’ 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 identified third party
acceptable to Phillips and that we will only look to the principal for such payment.
(f) By participating in the auction, whether in person, by absentee bid, on the
telephone or online, each prospective buyer represents and warrants that any bids
placed by such person, or on such person’s behalf, are not the product of any
collusive or other 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
undertaking such activity, we cannot accept liability for failure to execute such bids
except where such failure is caused by our willful misconduct.
(h) Employees of Phillips and our affiliated companies, including the auctioneer,
may bid at the auction by placing absentee bids so long as they do not know the
reserve when submitting their absentee bids and otherwise comply with our
employee bidding procedures.
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5 Conduct of the Auction
(a) Unless otherwise indicated by the symbol •, each lot is offered subject to a
reserve, which is the confidential minimum selling price agreed by Phillips with the
seller. The reserve will not exceed the low pre-sale estimate at the time of the auction.
(b) The auctioneer has discretion at any time to refuse any bid, withdraw any lot,
re-offer a lot for sale (including after the fall of the hammer) if he or she believes
there may be error or dispute and take such other action as he or she deems
reasonably appropriate. Phillips shall have no liability whatsoever for any such
action taken by the auctioneer. If any dispute arises after the sale, our sale record
is conclusive. The auctioneer may accept bids made by a company affiliated with
Phillips provided that the bidder does not know the reserve placed on the lot.
(c) The auctioneer will commence and advance the bidding at levels and in
increments he or she considers appropriate. In order to protect the reserve on any
lot, the auctioneer may place one or more bids on behalf of the seller up to the
reserve without indicating he or she is doing so, either by placing consecutive bids
or bids in response to other bidders. If a lot is offered without reserve, unless there
are already competing absentee bids, 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 pounds sterling and payment is due in pounds
sterling. For the benefit of international clients, pre-sale estimates in the auction
catalogue may be shown in US dollars and/or euros and, if so, will reflect
approximate exchange rates. Accordingly, estimates in US dollars or euros should
be treated only as a guide. If a currency converter is operated during the sale, it is
done so as a courtesy to bidders, but Phillips accepts no responsibility for any
errors in currency conversion calculation.
(e) Subject to the auctioneer’s reasonable discretion, the highest bidder accepted
by the auctioneer will be the buyer and the striking of the hammer marks the
acceptance of the highest bid and the conclusion of a contract for sale between the
seller and the buyer. Risk and responsibility for the lot passes to the buyer as set
forth in Paragraph 7 below.
(f) If a lot is not sold, the auctioneer will announce that it has been ‘passed’,
‘withdrawn’, ‘returned to owner’ or ‘bought-in’.
(g) Any post-auction sale of lots offered at auction shall incorporate these
Conditions of Sale and Authorship Warranty as if sold in the auction.
6 Purchase Price and Payment
(a) The buyer agrees to pay us, in addition to the hammer price of the lot, the
buyer’s premium, plus any applicable value added tax (VAT) and any applicable
resale royalty (the ‘Purchase Price’). The buyer’s premium is 25% of the hammer
price up to and including £180,000, 20% of the portion of the hammer price above
£180,000 up to and including £3,000,000 and 12.5% 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 offered and sold at auction.
(b) VAT is payable in accordance with applicable law. All prices, fees, charges and
expenses set out in these Conditions of Sale are quoted exclusive of VAT.
(c) If the Artist’s Resale Right Regulations 2006 apply to the lot, the buyer agrees
to pay to us an amount equal to the resale royalty provided for in those regulations
and we undertake to the buyer to pay such amount to the artist’s collection agent.
In circumstances where (i) we are on notice that the resale royalty is payable or (ii)
we have not been able to ascertain the nationality of the artist, we will identify the
lot with the symbol ♠ next to the lot number and will invoice the resale royalty to
the buyer. If we subsequently determine that the nationality of the artist does not
entitle him/her to the resale royalty on the lot, we will arrange a refund to the
buyer of the amount of the royalty paid to us. If, after a sale in which we did not
collect the resale royalty on a particular lot, we become aware that information
provided to us prior to the auction concerning an artist’s nationality was incorrect
and the artist is entitled to the resale royalty on the lot, the buyer shall pay the
resale royalty to us upon receipt of an invoice.
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(d) 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 pounds sterling either by cash, cheque drawn on a UK 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 the local currency equivalent of US$10,000.

(ii) Personal cheques and banker’s drafs are accepted if drawn on a UK bank and
the buyer provides to us acceptable government-issued identifcation. Cheques and
banker’s drafs should be made payable to Phillips Auctioneers Ltd. If payment is
sent by post, please send the cheque or banker’s draf to the attention of the Client
Accounting Department at
30 Berkeley Square, London, W1J6EX and ensure that the sale number is written on
the cheque. Cheques or banker’s drafs drawn by third parties will not be accepted.
(iii) Payment by wire transfer may be sent directly to Phillips. Bank transfer details:
Bank of Scotland
Gordon Street, Glasgow G1 3RS, Scotland
Account of Phillips Auctioneers Ltd.
Account No: 00440780
Sort code: 80-54-01
SWIFT/BIC: BOFSGB21138
IBAN: GB36BOFS80540100440780
(e) As a courtesy to clients, Phillips will accept American Express, Visa,
MasterCard, UnionPay (for in-person transactions only) and UK-issued debit cards
to pay for invoices of £50,000 or less. A processing fee will apply.
(f) Title in a purchased lot will not pass until Phillips has received the Purchase
Price for that lot in cleared funds. Phillips is not obliged to release a lot to the buyer
until title in the lot has passed and appropriate identification has been provided,
and any earlier release does not affect the passing of title or the buyer’s
unconditional obligation to pay the Purchase Price.
7 Collection of Property
(a) Phillips will not release a lot to the buyer until we have received payment of its
Purchase Price in full in cleared funds, the buyer has paid all outstanding amounts
due to Phillips or any of our affiliated companies, including any charges payable
pursuant to Paragraph 8 (a) below, and the buyer has satisfied such other terms as
we in our sole discretion shall require, including completing any anti-money
laundering or anti-terrorism financing checks. As soon as a buyer has satisfied all
of the foregoing conditions, he or she should contact us at +44 (0) 207 318 4081 or
+44 (0) 207 318 4082 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. After the auction, we will transfer all lots to our fine art
storage facility located near Wimbledon and will so advise all buyers. Purchased
lots are at the buyer’s risk, including the responsibility for insurance, from (i) the
date of collection or (ii) seven days after the auction, whichever is the earlier. 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 do not provide packing, handling, insurance or shipping
services. We will coordinate with shipping agents instructed by the buyer, whether
or not recommended by Phillips, in order to facilitate the packing, handling,
insurance and shipping of property bought at Phillips. Any such instruction 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.
(d) Phillips will require presentation of government-issued identification prior to
release of a lot to the buyer or the buyer’s authorized representative.
8 Failure to Collect Purchases
(a) If the buyer pays the Purchase Price but fails to collect a purchased lot within
30 days of the auction, the buyer will incur a storage 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.
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(b) If a purchased lot is paid for but not collected within six months of the auction,
the buyer authorizes Phillips, upon notice, to arrange a resale of the item by
auction or private sale, with estimates and a reserve set at Phillips’s reasonable
discretion. The proceeds of such sale will be applied to pay for storage charges and
any other outstanding costs and expenses owed by the buyer to Phillips or our
affiliated companies and the remainder will be forfeited unless collected by the
buyer within two years of the original auction.
9 Remedies for Non-Payment
(a) Without prejudice to any rights the seller may have, if the buyer without prior
agreement fails to make payment of the Purchase Price for a lot in cleared funds
within seven days of the auction, Phillips may in our sole discretion exercise one or
more of the following remedies: (i) store the lot at Phillips‘s premises or elsewhere
at the buyer’s sole risk and expense; (ii) cancel the sale of the lot, retaining any
partial payment of the Purchase Price as liquidated damages; (iii) reject future bids
from the buyer or render such bids subject to payment of a deposit; (iv) charge
interest at 12% per annum from the date payment became due until the date the
Purchase Price is received in cleared funds; (v) subject to notification of the buyer,
exercise a lien over any of the buyer’s property which is in the possession of Phillips
and instruct our affiliated companies to exercise a lien over any of the buyer’s
property which is in their possession and, in each case, no earlier than 30 days from
the date of such notice arrange the sale of such property and apply the proceeds to
the amount owed to Phillips or any of our affiliated companies after the deduction
from sale proceeds of our standard vendor’s commission, all sale-related expenses
and any applicable taxes thereon; (vi) resell the lot by auction or private sale, with
estimates and a reserve set at Phillips’s reasonable discretion, it being understood
that in the event such resale is for less than the original hammer price and buyer’s
premium for that lot, the buyer will remain liable for the shortfall together with all
costs incurred in such resale; (vii) commence legal proceedings to recover the
hammer price and buyer’s premium for that lot, together with interest and the
costs of such proceedings; (viii) set off the outstanding amount remaining unpaid
by the buyer against any amounts which we or any of our affiliated companies may
owe the buyer in any other transactions; (ix) release the name and address of the
buyer to the seller to enable the seller to commence legal proceedings to recover
the amounts due and legal costs; or (x) take such other action as we deem
necessary or appropriate.
(b) The buyer irrevocably authorizes Phillips to exercise a lien over the buyer’s
property which is in our possession upon notification by any of our affiliated
companies that the buyer is in default of payment. Phillips will notify the buyer of
any such lien. The buyer also irrevocably authorizes Phillips, upon notification by
any of our affiliated companies that the buyer is in default of payment, to pledge
the buyer’s property in our possession by actual or constructive delivery to our
affiliated company as security for the payment of any outstanding amount due.
Phillips will notify the buyer if the buyer’s property has been delivered to an
affiliated company by way of pledge.

(c) If the buyer is in default of payment, the buyer irrevocably authorizes Phillips to
instruct any of our affiliated companies in possession of the buyer’s property to
deliver the property by way of pledge as the buyer’s agent to a third party instructed
by Phillips to hold the property on our behalf as security for the payment of the
Purchase Price and any other amount due and, no earlier than 30 days from the date
of written notice to the buyer, to sell the property in such manner and for such
consideration as can reasonably be obtained on a forced sale basis and to apply the
proceeds to any amount owed to Phillips or any of our affiliated companies after the
deduction from sale proceeds of our standard vendor’s commission, all sale-related
expenses and any applicable taxes thereon.
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 election to rescind the sale, the buyer
will promptly return the lot to Phillips, and we will then refund the Purchase Price
paid to us. As described more fully in Paragraph 13 below, the refund shall
constitute the sole remedy and recourse of the buyer against Phillips and the seller
with respect to such rescinded sale.
11 Export, Import and Endangered Species Licences and Permits
Before bidding for any property, prospective buyers are advised to make their own
enquiries as to whether a licence is required to export a lot from the United
Kingdom or to import it into another country. Prospective buyers are advised that
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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. Please note that the US prohibits the importation of any
item containing African elephant ivory. Asian elephant ivory may be imported in to
the US only if accompanied by independent scientifc analysis of continent of origin
and confrmation the object is more than 100 years old.
With regard to any item containing endangered species other than elephant ivory,
an importer into the US must provide documented evidence of the species
identifcation and age of an object in order to demonstrate that the item qualifes
as an antique. This will require the buyer to obtain an independent appraisal
certify the species of endangered material on the object and certifying that the
object is not less than 100 years of age. A prospective buyer planning to import an
object containing endangered species into the US may not rely on Phillips
cataloguing to establish the species of endangered material on the object or to
establish the age of the object and must consult with a qualifed independent
appraiser prior to placing a bid on the lot.
It is solely the buyer’s responsibility to comply with these laws and to obtain any
necessary export, import and endangered species licences or permits. Failure to
obtain a licence 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 Privacy
(a) You acknowledge and understand that we may process your personal data
(including potentially special category data) in accordance with our privacy policy
from time to time as published at www.phillips.com or available by emailing
dataprotection@phillips.com.
(b) Our privacy policy sets out: (i) the types of personal data we will or may collect
and process; (ii) the purposes for which we will or may process your personal data
(including for example the provision of auction, private sale and related services;
the performance and enforcement of these terms and conditions; the carrying out
of identity and credit checks; keeping you informed about upcoming auctions,
exhibitions and special events; and generally where reasonably necessary in the
management and operation of our business); (iii) the lawful bases on which we rely
in undertaking our processing of your personal data; (iv) your rights in respect of
our processing of your personal data; and (v) various other information as required
by applicable laws.
(c) Phillips premises and sale and exhibition venues are subject to CCTV video
surveillance and recording for security, client service and bid monitoring purposes
and will be filmed during the auction for simultaneous live broadcast on our and
third party websites and applications. By remaining in these areas, you
acknowledge that you may be photographed, filmed and recorded and grant your
permission for your likeness and voice to be included in such recordings. If you do
not wish to be photographed or filmed or appear in such recordings, please speak
to a member of Phillips staff.
Your communications with Phillips, including by telephone and online (e.g.
telephone and on-line bidding) may also be recorded for security, client service and
bid monitoring purposes. Where we record such information we will process it in
accordance with our Privacy Policy available at www.phillips.com.
13 Limitation of Liability
(a) Subject to sub-paragraph (e) below, the total liability of Phillips, our affiliated
companies and the seller to the buyer in connection with the sale of a lot shall be
limited to the Purchase Price actually paid by the buyer for the lot.

(b) Except as otherwise provided in this Paragraph 13, none of Phillips, any of our
affiliated companies or the seller (i) is liable for any errors or omissions, whether
orally or in writing, in information provided to prospective buyers by Phillips or any of
our affiliated companies or (ii) accepts responsibility to any bidder in respect of acts
or omissions, whether negligent or otherwise, by Phillips or any of our affiliated
companies in connection with the conduct of the auction or for any other matter
relating to the sale of any lot.
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Authorship Warranty
(c) All warranties other than the Authorship Warranty, express or implied, including
any warranty of satisfactory quality and fitness for purpose, are specifically
excluded by Phillips, our affiliated companies and the seller to the fullest extent
permitted by law.
(d) Subject to sub-paragraph (e) below, none of Phillips, any of our affiliated
companies or the seller shall be liable to the buyer for any loss or damage beyond
the refund of the Purchase Price referred to in sub-paragraph (a) above, whether
such loss or damage is characterised as direct, indirect, special, incidental or
consequential, or for the payment of interest on the Purchase Price to the fullest
extent permitted by law.
(e) No provision in these Conditions of Sale shall be deemed to exclude or limit the
liability of Phillips or any of our affiliated companies to the buyer in respect of any
fraud or fraudulent misrepresentation made by any of us or in respect of death or
personal injury caused by our negligent acts or omissions.
14 Copyright
The copyright in all images, illustrations and written materials produced by or for
Phillips relating to a lot, including the contents of this catalogue, is and shall remain
at all times the property of Phillips and, subject to the provisions of the Copyright,
Designs and Patents Act 1988, such images and materials may not be used by the
buyer or any other party without our prior written consent. Phillips and the seller
make no representations or warranties that the buyer of a lot will acquire any
copyright or other reproduction rights in it.
15 General
(a) These Conditions of Sale, as changed or supplemented as provided in Paragraph 1
above, and Authorship Warranty set out the entire agreement between the parties
with respect to the transactions contemplated herein and supersede all prior and
contemporaneous written, oral or implied understandings, representations and
agreements.

(b) Notices to Phillips shall be in writing and addressed to the department in charge of
the sale, quoting the reference number specified at the beginning of the sale
catalogue. Notices to clients shall be addressed to the last address notified by them in
writing to Phillips.
(c) These Conditions of Sale are not assignable by any buyer without our prior
written consent but are binding on the buyer’s successors, assigns and
representatives.
(d) Should any provision of these Conditions of Sale be held void, invalid or
unenforceable for any reason, the remaining provisions shall remain in full force
and effect. No failure by any party to exercise, nor any delay in exercising, any right
or remedy under these Conditions of Sale shall act as a waiver or release thereof in
whole or in part.
(e) No term of these Conditions of Sale shall be enforceable under the Contracts
(Rights of Third Parties) Act 1999 by anyone other than the buyer.

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

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
English law.
(b) For the benefit of Phillips, all bidders and sellers agree that the Courts of
England are to have exclusive jurisdiction 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. All parties agree that Phillips shall retain the
right to bring proceedings in any court other than the Courts of England.
(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 English law,
the law of the place of service or the law of the jurisdiction where proceedings are
instituted at the last address of the bidder or seller known to Phillips.
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30 Berkeley Square, London, W1J 6EX
phillips.com +44 20 7318 4010
bidslondon@phillips.com
Please return this form by email to bidslondon@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):

In-person
Absentee Bidding
Telephone Bidding

Paddle Number

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

As a private individual
On behalf of a company
Sale Title
Title

Sale Number
First Name

Sale Date

Surname
Account Number

Company (if applicable)
VAT number (if applicable)
Address

City

State/Country

Post Code
Phone

Mobile

Email

Fax

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

2.

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

Brief description

In Consecutive Order

Maximum pound sterling price*
Absentee Bids Only

* Excluding Buyer’s Premium and VAT

Signature

Date

By ticking this box, you confrm your registration/bid(s) as above and accept the Conditions of Sale of Phillips as
stated in our catalogues and on our website.
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Please tick this box to receive emails about upcoming sales,
exhibitions, and special events ofered by members of the Phillips
group, as referenced in our Privacy Policy available on our website at
www.phillips.com, where you may also update your email preferences
or unsubscribe at any time.
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19. Jean-Michel Basquiat

UK_TCA_EVE_JUN18_82-167.indd 161

08/06/18 09:32

Ready to go digital?
Sign up.
Phillips is investing in new digital services so
you can explore and experience our auctions
when and how you want. Create an online
account today and see what’s new.
Visit phillips.com/godigital to get started.

Bid anywhere.
Participating in our auctions is easier than ever.
Browse upcoming sales, track lots, watch our
live auctions and place bids from your phone.
Now available for iOS and Android.
Download the app today to get started.
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6. Jonas Wood
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