20th Century &
Contemporary Art Evening Sale
London, 5 October 2018
Including Property from the Estate of Howard Karshan

UK_TCA Eve Sale_OCT18_Cover.indd 4

18/09/18 16:43

8. Georg Baselitz

UK_TCA Eve Sale_OCT18_Cover_IFC-IBC.indd 2

18/09/18 16:43

UK_TCA Eve Sale_OCT18_Cover_IFC-IBC.indd 1

14/09/18 19:02

25. Peter Doig

UK_TCA Eve Sale_OCT18_2-57.indd 2

17/09/18 09:37

UK_TCA Eve Sale_OCT18_2-57.indd 3

17/09/18 09:38

UK_TCA Eve Sale_OCT18_2-57.indd 4

17/09/18 09:39

5. Ali Banisadr

UK_TCA Eve Sale_OCT18_2-57.indd 5

17/09/18 09:39

14. Lucio Fontana

UK_TCA Eve Sale_OCT18_2-57.indd 6

17/09/18 09:40

15. Lucio Fontana

UK_TCA Eve Sale_OCT18_2-57.indd 7

17/09/18 09:40

2. Lynette Yiadom-Boakye

UK_TCA Eve Sale_OCT18_2-57.indd 8

17/09/18 09:41

9. Cy Twombly

UK_TCA Eve Sale_OCT18_2-57.indd 9

17/09/18 09:41

Executives.

Ed Dolman

Cheyenne Westphal

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

Chairman
+44 20 7318 4044
cwestphal@phillips.com

© Brigitte Lacombe

20th Century & Contemporary Art.

Jean-Paul Engelen

Robert Manley

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

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

Senior Advisors.

Hugues Jofre

Arnold Lehman

Ken Yeh

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

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

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

Deputy Chairmen.

Svetlana Marich

Jonathan Crockett

Peter Sumner

Miety Heiden

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

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

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

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

Alexander Payne

Vanessa Hallett

Vivian Pfeifer

Marianne Hoet

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

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

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

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

UK_TCA Eve Sale_OCT18_2-57.indd 10

17/09/18 09:42

New York.

Scott Nussbaum

Rachel Adler Rosan

Kevie Yang

Amanda Lo Iacono

John McCord

Rebekah Bowling

Sam Mansour

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

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

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

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

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

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

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

Katherine Lukacher

Annie Dolan

Olivia Kasmin

Carolyn Mayer

Maiya Aiba

Avery Semjen

Patrizia Koenig

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

Cataloguer
+1 212 940 1260
adolan@phillips.com

Cataloguer
+1 212 940 1312
okasmin@phillips.com

Cataloguer
+1 212 940 1206
cmayer@phillips.com

Cataloguer
+1 212 940 1387
maiba@phillips.com

Cataloguer
+1 212 940 1207
asemjen@phillips.com

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

Nathalie ZaquinBoulakia

Jonathan Horwich

Matt Langton

Rosanna Widén

Henry Highley

Tamila Kerimova

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

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

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

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

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

Simon Tovey

Kate Bryan

Lisa Stevenson

Charlotte Gibbs

Louise Simpson

Clara Krzentowski

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

Specialist
+44 20 7318 4050
kbryan@phillips.com

Cataloguer
+44 20 7318 4093
lstevenson@phillips.com

Cataloguer
+44 20 7901 7993
cgibbs@phillips.com

Cataloguer
+44 20 7901 7911
lsimpson@phillips.com

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

Isaure de Viel Castel

Sandy Ma

Charlotte Raybaud

Danielle So

Delissa Handoko

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

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

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

Cataloguer
+852 2318 2027
dso@phillips.com

Cataloguer
+852 2318 2000
dhandoko@phillips.com

London.

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

Hong Kong.

UK_TCA Eve Sale_OCT18_2-57.indd 11

17/09/18 09:42

International Specialists & Regional Directors.
Americas.

Cândida Sodré

Carol Ehlers

Lauren Peterson

Melyora de Koning

Blake Koh

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

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

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

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

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

Kaeli Deane

Valentina Garcia

Cecilia Lafan

Maura Smith

Silvia Coxe Waltner

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

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

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

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

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

Laurence Calmels

Maria Cifuentes

Laurence Barret-Cavy

Dr. Nathalie Monbaron Dr. Alice Trier

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

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

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

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

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

Clarice Pecori Giraldi

Carolina Lanfranchi

Maura Marvao

Kalista Fenina

Julia Heinen

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

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

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

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

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

Europe.

Asia.

Kyoko Hattori

Jane Yoon

Sujeong Shin

Wenjia Zhang

Alicia Zhang

Cindy Yen

Meiling Lee

Iori Endo

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

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

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

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

Associate Regional
Representative, Shanghai
+86 139 1828 6589
aliciazhang@phillips.com

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

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

Regional Representative,
Japan
+44 20 7318 4039
iendo@phillips.com

UK_TCA Eve Sale_OCT18_2-57.indd 12

17/09/18 09:43

Business Development.
Americas.

Europe.

Asia.

Vivian Pfeifer

Guy Vesey

Lilly Chan

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

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

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

Client Advisory.
New York.

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

Europe.

Yassaman Ali

Vera Antoshenkova

Giulia Campaner Mendes

Margherita Solaini

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

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

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

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

UK_TCA Eve Sale_OCT18_2-57.indd 13

17/09/18 09:43

34. Cindy Sherman

UK_TCA Eve Sale_OCT18_2-57.indd 14

17/09/18 09:44

20th Century & Contemporary Art Evening Sale
London, 5 October 2018, 5pm

Admission to this sale is by ticket only.
Please call +44 207 318 4013
or email tickets@phillips.com

Auction and Viewing Location
30 Berkeley Square, London W1J 6EX
Auction
5 October 2018, 5pm
Viewing
28 September - 5 October
Friday 28 September 10am – 6pm
Saturday 29 September 10am – 6pm
Sunday 30 September 12pm – 6pm
Monday 1 October 10am – 7pm
Tuesday 2 October 10am – 8pm
Wednesday 3 October 10am – 6pm
Thursday 4 October 10am – 6pm
Friday 5 October 10am – 4pm

Sale Designation
When sending in written bids
or making enquiries please
refer to this sale as UK010618 or
20th Century & Contemporary
Art Evening Sale

Sale Contacts
Head of Sale
Henry Highley
+44 20 7318 4061
hhighley@phillips.com

Cataloguers
Lisa Stevenson
+44 20 7318 4093
lstevenson@phillips.com

Charlotte Gibbs
+44 20 7901 7993
cgibbs@phillips.com

Administrator
Rachel Boddington
+44 20 7318 4050
rboddington@phillips.com

Absentee and Telephone Bids
tel +44 20 7318 4045
fax +44 20 7318 4035
bidslondon@phillips.com

UK_TCA Eve Sale_OCT18_2-57.indd 15

17/09/18 09:45

1. Avery Singer

b. 1987

Ihole
acrylic on panel
112 x 183 cm (44 1/8 x 72 in.)
Painted in 2011.
Estimate
£40,000-60,000 $52,000-78,000
€44,900-67,400 ‡
Provenance
Kraupa-Tuskany Zeidler Gallery, Berlin
Private Collection, USA
Inigo Philbrick, London
Acquired from the above by the present owner

‘I feel incredibly free when I have an
art idea. Being an artist is almost like,
a pursuit of this feeling of freedom.
I love that feeling. I live for that.’
Avery Singer

Bursting with satirical humour, Avery Singer’s practice is
a synthesis of tongue-in-cheek references and complex
refections on the history of visual culture. Portraying fctional,
stylised fgures nearly entirely in black and white tones, the
artist’s works hover between fguration and abstraction.
With a rich vocabulary of art historical quotations, Singer’s
paintings challenge artistic stereotypes and traditional means
of perception. The present work, Ihole, with tessellating planes
of shadow and light is exemplary of the artist’s technically
refned and dimensional contemporary practice.
Inspired by the medium of flm, with its feeting temporality
yet lasting ability to freeze a moment, Singer experimented
with digital imagery before settling on her present practice.
The artist creates her compositions with sketches from the
3D modelling program SketchUp, before projecting the image
onto canvas and rendering the analogue forms in masking
tape and airbrushing the surface. Building up layers of paint,
the artist works on each large-scale canvas for a number of
weeks, creating a fnal composition instilled with volume, form
and her own unusual juxtapositions of artistic associations.
Embedded with gentle sarcasm, Singer’s work is supported
by delicate paradoxes; the artist’s canvases are stylised
assemblies of past, present and future. Working digital
technology into her practice, through medium and literal
references, the artist marries multiple time frames. In Ihole,
the protagonist is presented in the most traditional reclining
pose drawn from odalisques of the past. She gazes back
at the viewer however, clutching a totem of contemporary
society, the smartphone.
Evoking the bold, visual principles of constructivism and
cubism, whilst employing the monochrome palette of
historical flm footage and photographs, Singer’s work is
frmly grounded in the present and future of digital imagery.
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2. Lynette Yiadom-Boakye

b. 1977

Marble
signed with the artist’s initials, titled and dated ‘LYB 2010 “Marble”’
on the reverse
oil on canvas
179.7 x 120 cm (70 3/4 x 47 1/4 in.)
Painted in 2010.
Estimate
£150,000-200,000 $196,000-261,000 €168,000-224,000 ‡ ♠
Provenance
Jack Shainman Gallery, New York
Acquired from the above by the present owner
Exhibited
New York, Jack Shainman Gallery, Lynette Yiadom-Boakye. Essays
and Documents, 22 April - 22 May 2010
Houston, The Menil Collection, The Progress of Love, 2 December 2012
– 17 March 2013, pp. 82-83 (illustrated, p. 83)

‘It is possible to lay scarlet next to
orange, next to deep cadmium red,
next to pink, next to black and bring
the whole thing to life with a few
patches of bare canvas and white.’
Lynette Yiadom-Boakye
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Capturing us in a feeting moment of shared intimacy, Lynette
Yiadom-Boayke’s Marble showcases the artist’s exquisite
handling of oil paint, defly rendered to create sumptuous
blends of light and shade. Executed in 2010, the present work
is exemplary of Yiadom-Boayke’s nuanced understanding of
painting, skilfully capturing the spirit of her subject with a
balance of lightness and weight, movement and stasis. Recently
represented this year in Tate Britain’s All Too Human exhibition,
Yiadom-Boayke’s body of unique portraiture was internationally
celebrated at her critically acclaimed solo exhibition, UnderSong For A Cipher in 2017. Included in the Menil Collection’s
2012 The Progress of Love show, Marble holds us within the
gaze of Yiadom-Boayke’s unknown protagonist, subsuming us
momentarily into her painterly microcosm. Exploring the visual
syntax of painting as a practice, the present canvas is
paradigmatic of Yiadom-Boakye’s fnesse of painterly
techniques as well as her deep understanding of the medium’s
breadth of history.
Unlike the named sitters typically depicted in traditional
European portraiture, Yiadom-Boakye’s characters are fctive,
indistinct from a specifc time and place. Difering from the
paintings of society portraitists, such as Thomas Gainsborough,
Yiadom-Boakye fgures 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). Displaced
from specifc or symbolic settings, the portrait is stripped of
staged grandeur; the female protagonist in Marble is set
against an indeterminate backdrop, void of visual associative
connotations. Composed and at ease, Yiadom-Boakye fgures
are ofen naturally portrayed, whether running an errand,
enjoying a cofee, conversing with one another or sitting en
repos. Functioning as ‘portraits of society’ rather than of
individuals’ (Orlando Reade, ‘Life Outside the Manet Paradise
Resort. On The Paintings of Lynette Yiadom-Boakye’, The White
Review, November 2012, online), Yiadom-Boakye’s fgures are
charismatic yet calm, dislocated from space and specifcity. It is
this indeterminacy which allows Yiadom-Boakye’s paintings to
function as visual snapshots, ofering a momentary view into
the life of the fctional sitter.
Commenting on her practice, Yiadom-Boakye states, ‘People
are tempted to politicize the fact that I paint black fgures, and
the complexity of this is an essential part of the work. But my
starting point is always the language of painting itself and how
that relates to the subject matter.’ (Yiadom-Boakye, quoted in
Hans Ulrich Obrist, ‘Lynette Yiadom-Boakye interview by Hans
Ulrich Obrist,’ Kaleidoscope, no. 15, 2012, p. 102). Primarily
interested in the techniques of oil painting, Yiadom-Boakye’s
painterly output is demonstrative of her ability to command
paint, creating moments of sublimity on canvas. Weaving
threads of art history into her works, echoes of Michelangelo
Merisi da Caravaggio and Rembrandt Harmenszoon van Rijn
are visible in her luxuriously painted fabrics and sof
chiaroscuro echoes. Yiadom-Boakye’s exploration of tone and,
particularly, the colour red is evident in the present work
through the rich rouge coloured trousers of the fgure,
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creating a sense of statuesque drama against the cooler
background. Studying painting and exposed to the titans of
the art historical canon, the artist regularly views pivotal
paintings at the National Gallery, in particular, Edgar Degas’
painting La Coifure. Commenting on the painting, YiadomBoakye’ states that it stands as ‘a reminder that it is possible
to achieve movement, elegance, heat, and brutality with very
little and that it doesn’t need to look real to feel it. Feeling
rather than knowing. Feeling as believing. Painting as
sensuality’ (Lynette Yiadom-Boakye, quoted in Jennifer
Higgie, ‘Don’t Explain’, Lynette Yiadom-Boakye, Munich, 2014,
p. 9). Invoking scarlet tones, Yiadom-Boakye’s mastery of red
was honed by revisiting Degas’ treatment of the colour,
commenting, ‘I’ve also learnt about red from this painting:
how to make it work. And that it is possible to lay scarlet next
to orange, next to deep cadmium red, next to pink, next to
black and bring the whole thing to life with a few patches of
bare canvas and white’ (Lynette Yiadom-Boakye, quoted in
‘Artists’ Artists’, Frieze.com, 1 October 2012, online).
Showcasing her skilled command of the brush to convey
complex light play on the arm, face and clothes of her
protagonist, the present work ofers an insight into a feeting
and transient moment, shared between viewer and the artist’s
fctive character. Exploring poetry and language within her
practice, Yiadom-Boakye names her paintings with ambiguous
titles, creating a sense of lyricism in her canvases. In the present
work, Marble, the artist evokes connotations of ancient Greek
sculpture, her fgure standing both proudly and naturally at the
centre of the composition. As noted by Zadie Smith, ‘her titles
run parallel to the images … the canvas is the text’ (quoted in
Zadie Smith, ‘Lynette Yiadom-Boakye’s Imaginary Portraits’,
The New Yorker, 19 June 2017, online). Like a modern muse,
Yiadom-Boakye’s centrally poised fgure ofers a new
remodeling of classical notions and tropes within art history.

Edgar Degas
Before the Performance, c.1896-98,
oil on canvas, National Galleries
of Scotland, Edinburgh.
Image: Bridgeman Images.
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3. Amy Sillman

b. 1966

Untitled
signed and dated ‘AMY SILLMAN ‘06’ on the overlap;
signed and dated ‘Amy Sillman ‘06’ on the reverse
oil on canvas
114.3 x 99.8 cm (45 x 39 1/4 in.)
Painted in 2006.
Estimate
£150,000-200,000 $195,000-260,000
€168,000-225,000 ‡
Provenance
Carlier Gebauer, Berlin
Private Collection, Belgium
Acquired from the above by the present owner
Exhibited
New York, Sikkema Jenkins & Co, Amy Sillman,
8 April - 6 May 2006
Literature
Jerry Saltz, ‘Gypsy’, artnet Magazine, 2006,
online (illustrated)

‘The shapes that I am interested
in looking at and drawing always
turn into forms that have some
kind of psychological narrative.’
Amy Sillman
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Diverging from the assumptions of the New York School’s
expressive abstraction of the 1960s, Amy Sillman’s humorous
and self-refexive canvases engage with sexuality, gender,
psychology and our bodily physicality. Creating work at the
threshold of fguration, Sillman’s transitive forms morph,
curve and bend from abstraction, merging into familiar
visual anchors; Sillman investigates the contours of visual
elusiveness. Ofen comical in execution, her canvases and
works on paper are underpinned by a charming awkwardness
and an honesty which unfolds with her every gesture. Soon
to be celebrated at the Camden Arts Centre, London, in her
forthcoming 2018 solo exhibition, the artist’s frst exhibition
in the UK at a major institution, Sillman’s prolifc oeuvre of
drawings, collages and zines all inform her painting practice.
Layering, stacking and tessellating her painterly forms,
Sillman’s treatment of block colour and considered line creates
a depth and perspective in oil, exemplifed in the present work,
Untitled, 2006. Composed on two planes, the background is
bisected horizontally, sliced by two blocks of white and grey.
The foreground, by contrast, exposes more fgurative, smooth
calligraphic elements. As thin brushstrokes of rich blue
venture across the canvas in what seems to be a continuous
line, an anthropomorphic silhouette takes form. The blue
pigment, drawing out a sensuous shape, part-geometric,
part-human, runs across the backdrop like a free-fowing
current, it’s legs anchored to the lower right edge of the
canvas as a looped hand draws out, pinching a little black
square, reminiscent of Malevich. Producing raw works, freely
and boldly vested with matter, colour and composition,
Sillman’s unique and comical idiosyncratic style, developed
over the course of two decades, culminates in a skilful and
therapeutic expression on canvas.
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Property of a Distinguished European Collector

4. Cheyney Thompson

b. 1975

Chronochrome set 1
signed and dated ‘Cheyney Thompson 2010’
on the reverse
oil on canvas
190.5 x 226.5 cm (75 x 89 1/8 in.)
Painted in 2010.
Estimate
£150,000-250,000 $195,000-325,000
€168,000-281,000
Provenance
Sutton Lane, London
Acquired from the above by the present owner in 2010
Exhibited
Tokyo, Rat Hole Gallery, Cheyney Thompson
Chronochromes, Data, Motifs, 11 March - 12 June 2011

Cheyney Thompson’s practice is focused on his investigation
into the construction and perception of painting. Seeking to
deconstruct and unravel the formal qualities of painting itself,
the present work, Chronochrome set 1, belongs to the larger
Chronochromes series, within which Thompson engages
with the notions of measurement, notation, production and
circulation. By equating his painting with a sense of ‘wage
labour’, Thompson highlights both the physiological and
physical toil made manifest within each feck of paint, and
points, more broadly, to the socio-economic networks which
determine the dynamics of the art market and art-production.
Thompson’s work is conceptually anchored in a vast and varied
milieu of historical, mathematical and scientifc loci. Complex
patterns of bright colours are rendered using repetitive and
delicate brush-strokes - a technique which makes reference
to the quantitative colour system established by the painter
and scientist Albert Munsell. At the same time, Chronochrome
set 1 is an experiment in abstraction. From a large digital print,
Thompson laboriously plots each varying hue - the modifed
value of each colour is completed in accordance with the hours
of a working day: black signifes midnight, whilst white denotes
midday. There is, therefore, a psychological dimension to
Thompson’s colour-diagram. The hiatuses and fading gradients
represent the natural diversions, departures and lethargy
which impacted upon Thompson’s artistic process;
Chronochrome set 1 thus ‘performs’ its own materiality.
Thompson’s oeuvre can be identifed as part of what the art
critic David Joselit terms ‘transitive’ painting (David Joselit,
‘Painting Beside Itself’, October Magazine: MIT Press, Issue
130, Fall 2009, p. 128). ‘Transitivity’, here, refers to the
artwork’s capacity to ‘hold in suspension the passages internal to
a canvas, and those external to it’ – a concept which is central
to Thompson’s artistic practice (David Joselit, ‘Painting Beside
Itself’, October Magazine: MIT Press, Issue 130, Fall 2009, p.
129). Each work articulates a wealth of internal information and,
simultaneously, the external stimuli - historical references and
conventions of display - implicit within the artwork’s construction.
Currently held in the permanent collections of The Whitney
Museum of American Art, New York, the Centre Georges
Pompidou, Paris, and the Museum of Modern Art, New York
- Thompson’s painted and installation works present a ceaseless
challenge to the prevailing categories, and very concept, of ‘art’.
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Property from an Important Private American Collection

5. Ali Banisadr

b. 1976

Nowhere
signed and dated ‘Ali Banisadr 2010’ on the overlap
oil on linen
168 x 223.8 cm (66 1/8 x 88 1/8 in.)
Painted in 2010.
Estimate
£260,000-360,000 $338,000-468,000
€292,000-404,000 ‡
Provenance
Leslie Tonkonow, New York
Acquired from the above by the present owner in 2010
Exhibited
New York, Leslie Tonkonow, Ali Banisadr It Happened
and It Never Did, 3 March - 23 April 2011
London, BlainSouthern, Ali Banisadr At Once, 11 February
- 21 March 2015, pp. 90-91, 236 (illustrated, pp. 90-91)

‘When I begin a painting, it’s always based on an
internal sound. As soon as I apply the paintbrush,
the sound begins, and I’m able to compose the
work based on the sounds I hear as I’m painting.
It’s the force that drives the whole painting and
helps me compose the work in the beginning and
pull everything together.’
Ali Banisadr

UK_TCA Eve Sale_OCT18_2-57.indd 28

17/09/18 09:55

01_UK_TCA Eve Sale_OCT18_FO1_Ali-28-29.indd 1

18/09/18 16:46

01_UK_TCA Eve Sale_OCT18_FO1_Ali-28-29.indd 2

18/09/18 16:46

01_UK_TCA Eve Sale_OCT18_FO1_Ali-28-29.indd 3

18/09/18 16:46

Hieronymus Bosch
The Last Judgement, 15th Century
oil on panel, Akademie der
bildenden Künste, Vienna.
Image: Bridgeman Images.

Painted in 2010, Ali Banisadr’s Nowhere is brimming with
unbounded vitality. Rendered in remarkable detail, the
composition hangs somewhere between fguration and
abstraction; glimpses of forms, fgures, fora and fauna emerge
from the multitude of intricate brushstrokes that cultivate
the surface of the canvas. Illuminated by fecks of golden
warmth that ignite the lush hues of the earthy-brown shadows,
botanical greens and indigo blues of the horizon create
an efect of pictorial depth. This hints at a reality that has
since been transformed by the artist’s unique vision, as the
shimmering illusion coalesces in the viewer’s own unique
interpretation of the composition: ‘the whole point of my
work is that you bring your imagination to it, that you fll
in the blanks, since they’re fragmented images’ (Ali Banisadr,
quoted in conversation with Lilly Wei, ‘Ali Banisadr: Interview’,
Studio International, 2 June 2014, online).
As a synaesthete Banisadr experiences a crossing of the senses,
and growing up in the intense turmoil of war-torn Iran, Banisadr
used his synaesthesia to make sense of the trauma and
violence that surrounded him: ‘I would make drawings based
on the sounds I was hearing – bombs, air-raid sirens, windows
breaking, all kinds of vibrations.

01_UK_TCA Eve Sale_OCT18_FO1_Ali-28-29.indd 4

This world was my internal world ever since I was a kid, and
I wanted to fnd a way to connect to it’ (Ali Banisadr, quoted
in conversation with Lilly Wei, ‘Ali Banisadr: Interview’,
Studio International, 2 June 2014, online). The interplay
between sound and colour inherently informs his painterly
process: ‘why, when I do something visual, do I hear a
sound? I didn’t know there was a name for it—synaesthesia.
Reading about it and about [Wassily] Kandinsky talking
about it was interesting. It was driving me to tap into my
imagination and understand why senses are mixed…It’s
this sound that guides me to press harder on the brush
and lift off, or let go or stop there and then continue there.
It’s a guidance’ (Ali Banisadr, quoted in conversation with
Emily McDermott, ‘How Banisadr Holds Memory’, Interview
Magazine, 28 February 2014, online). Kandinsky also
experienced synaesthesia, and his abstract compositions
often represent painterly reincarnations of sound; in
the same way that Kandinsky’s Impression III (Concert)
documents his visual interpretations of music, the present
work is also influenced by Banisadr’s intrinsic connection
between form, colour and sound, intuitively capturing
the sensory efect of myriad colours and impressions that
constitute his artistic consciousness.

18/09/18 16:46

Banisadr also explains that hearing sounds directs his
appreciation of other artworks, particularly in the paintings
of Hieronymus Bosch, which strongly resonate with his
synaesthetic perceptions. He acknowledges that Bosch’s
sense of underlying mystery and dreamlike compositions
have infuenced his own work, and visual comparisons can
be made between the Renaissance artist’s hallucinogenic
creations and Banisadr’s abstract insinuations of the fgurative
originals. Banisadr is inspired by the way in which Bosch
creates worlds entirely from the imagination, channelling
unknown places within the psyche, and the complexity of
his birds-eye compositions that draws the eyes of the viewer
across the surface.
Imbued with a palpable energy that gives rise to a symphony
of colour and movement, Nowhere – as the title suggests
- transports the viewer to an indeterminate, exotic space.
Banisadr meticulously layers saturated pigments to create
a vivid, surging kaleidoscope of colour: ‘there is always motion
in the work. I don’t like paintings to be still nor have a central
point. I want the eyes to keep moving around the work, for
there to be time for it to unveil itself…between order and chaos;
I try to create order out of the chaos’ (Ali Banisadr, quoted
in Boris Groys, ‘Boris Groys in Conversation with Ali Banisadr’,
Ali Banisadr: One Hundred and Twenty Five Paintings, London,
2015, p. 21). Rendered with a stunning intensity that alludes
both to beauty and violence, Nowhere showcases Banisadr’s
painterly brilliance in a remarkable visual fusion of the senses.

Wassily Kandinsky
Impression III (Concert), 1911,
oil on canvas, Städtische Galerie
im Lenbachhaus, Munich.
Image: Scala Images, Florence.
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6. Christopher Wool

b. 1955

Untitled (D139)
blind stamped with the artist’s name ‘WOOL’ lower right
enamel on rice paper
167.6 x 121.9 cm (65 7/8 x 47 7/8 in.)
Executed in 2001.
Estimate
£500,000-700,000 $652,000-913,000
€561,000-786,000 ‡
Provenance
Luhring Augustine, New York
Private Collection, Europe
Inigo Philbrick, London
Acquired from the above by the present owner
Exhibited
London, Inigo Philbrick, Christopher Wool / Mike Kelley,
Paintings on Paper, 8 February - 28 April 2016, pp. 35,
40-41, 43 (illustrated, pp. 41, 43)

‘I think of myself primarily as an abstract
painter, but I find that in making paintings
there is a little bit of investigation into what
abstract painting can be.’
Christopher Wool
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‘To spend time amongst [Wool’s] art is something akin to being
caught in the compulsive and circular absurdity of a Beckett
play. The characters within a painting state their case with
a simple and irrefutable logic. ‘A painting of a painting is still
a painting’, Wool insists. And yet like Beckett’s Godot, its
importance, let alone its existence, may well be something
that can never be quite confirmed.’
(Neville Wakefield, ‘Christopher Wool: Paintings Marked by Confrontation and Restraint’,
Elle Décor, March 1999, p. 59).

Soaked with pink enamel, Untitled (D139) is as structured as it
is explosive. The painting’s ambivalent composition, at once
square and convulsive, is reminiscent of Neville Wakefeld’s
description of a Beckettian mise-en-abyme; the colourful
block located at its centre and gesturing towards the canvas’s
right border indeed feels like ‘a painting within a painting’
from which the untouched white contours are as though
shunned, essentially redundant. As part of Christopher Wool’s
9th Street Run Down series comprised of forty-four works on
paper, Untitled (D139) is a coherent addition to the artist’s
already rich body of work, vested with formal reduction,
textual absurdity and self-contained deprecation.
Best known for his painterly take on downtown New York’s 1970s
urban scene – the city’s ‘countercultural bastion’ – Christopher
Wool started transferring words, scribbles and colour from walls
onto canvases in the early 1980s, afer completing art studies
at Sarah Lawrence College and the Studio School in New York
(Katherine Brimson, ‘Trouble is My Business’, Christopher Wool,
exh. cat., Guggenheim, 2013, p. 36). Developed over the course
of three decades, Wool’s work has consistently been exploring
the vivaciousness and lifelike quality of paint, retaining an
attachment to its traditional medium while simultaneously
bending the latter’s representational conventions. Eluding the
return of fguration and circumventing the advent of multimedia,
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Wool delved ever-more into the visual language of grafti,
beneftting from the fuid automatism of silkscreen production
which resulted in neatly contracted painterly surfaces. On Wool’s
particularly idiosyncratic style, Neville Wakefeld further mused:
‘Dispense with hierarchy, dispense with composition and colour,
dispense with pictorial order, they seem to say. Yet, paradoxically,
from this confrontation with painting’s supposed civility, Wool
makes an elegant and formidable case for it being alive and well’
(Neville Wakefeld, ‘Christopher Wool: Paintings Marked by
Confrontation and Restraint’, Elle Décor, March 1999, p. 59).
Untitled (D139) merges such dialectical notions, pairing visible
impulse with smooth strokes, spontaneity with formal skill,
rawness with civility. The painting’s minimal appearance is
emblematic of Wool’s progression from the textual to the
visual; it represents further reduction into abstraction. The
use of exuberant colour is a rare iteration; writer Katherine
Brinson specifes that ‘bright hues would only occasionally
punctuate the artist’s typically puritan palette’ (Katherine
Brinson, ‘Trouble is My Business’, Christopher Wool, exh. cat.,
Guggenheim, 2013, p. 44). As such, Untitled (D139) is at once
paradigmatic and atypical: a singularly joyous expression
of Wool’s ‘simple and irrefutable logic’ (Neville Wakefeld,
‘Christopher Wool: Paintings Marked by Confrontation
and Restraint’, Elle Décor, March 1999, pp. 58-60).
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The radiant washes in Untitled (D139) appear to fuse with the
sheet, denying any three-dimensional illusionism and evoking
the tireless, gestural experimentations of Helen Frankenthaler.
Employing her soak-stain technique, where she poured thinned
oil paint directly onto the sheet, in the present work Wool’s
investigations into the gestural qualities of pigment and the
haloing of layered paint, conjure the tonal compositions of his
Abstract Expressionist forbearer.

Andy Warhol
Rorschach, 1984, silkscreen
inks on canvas, Bayerische
Staatsgemaeldesammlungen Museum Brandhorst.
© 2018 The Andy Warhol Foundation for Visual Arts Inc.
/ Licensed by DACS, London. Image: Scala, Florence.

Helen Frankenthaler
Black-Eyed Susan, 1988, acrylic

The artist’s early word paintings, composed of large black
stenciled letters on white aluminium sheets, focused already
on the concept of reduction, as their constitutive terms were
deprived of vowels, or their traditional spelling was altogether
supplanted by street slang. Though Untitled (D139) is
wordless, it exudes boundless energy. Experimenting with
the limits of the printing and painting process, throughout
his oeuvre, the artist explores mechanical modes of creation.
Alternating between painting, stenciling, stamping and
printing, exploring myriad painterly techniques, the artist’s
investigation of media and concern with repetition evokes
Andy Warhol’s screen-printing process. Manipulating the
strokes of paint, akin to Warhol’s Rorschach, 1984, wherein
the printed inks are smeared across the composition, the
present work is a celebration of the qualities of media.
Untitled (D139) was created at a time of widespread celebration
for the artist. Three years prior to the execution of the work,
an array of Wool retrospectives indeed proliferated across
continents in institutions including the Museum of Contemporary
Art in Los Angeles, the Carnegie Museum of Art in Pittsburgh,
and the Kunsthalle Basel in Switzerland. With the presence
of brash words and solid blocks of paint, Wool’s work is as
innovative as it is charismatic. As such, it continues to be
acclaimed today, and has undeniably cemented its place
in the canon of contemporary art.

on canvas, Private Collection.
© Helen Frankenthaler Foundation, Inc. / ARS, NY
and DACS, London, 2018. Image: Bridgeman Images.
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Property from a Corporate Collection

7. Antony Gormley

b. 1950

Vise
cast iron
208 x 40 x 33 cm (81 7/8 x 15 3/4 x 12 7/8 in.)
Executed in 2015.
Estimate
£200,000-300,000 $260,000-390,000
€225,000-337,000 ‡ ♠
Provenance
Galleri Andersson/Sandstrom, Stockholm
Acquired from the above by the present owner

‘I use the construction language of the built world
– pillars and lintels – to evoke the inner condition
of the body, treating the body less as a thing than
a place. There is a tension between a suggested
symmetry and the actual articulation of a body,
so that very slight variations in the alignment
of the blocks can be read empathetically as an
indication of the total body feeling. All of the
‘Blockworks’ attempt to treat the body as a
condition; being – not doing.’
Antony Gormley

Antony Gormley’s VISE is a recent example of his ‘Cast Blockworks’
series. Composed of subtly varied blocks of cast iron, the ‘bodyform’
is delicate yet monumental, solid yet dynamic, employing structural
poise to create an architectonic language that, to Gormley, articulates
the internal and external human condition. As he has elaborated:
‘The “Cast Blockworks” re-describe body volume in Euclidean terms,
replacing the discrete function-based structures of anatomy with
architectonic volumes that use the dynamics of stacking, cantilever
and balance to achieve a stable structure that is still dynamic.
Increasingly, the blocks have become more robust, often extending
beyond the skin in an attempt to evoke particular feelings and
tensions. The challenge is to find a way to employ this architectonic
language to provoke empathetic feeling in the urban-bound viewer.’
Antony Gormley
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Antony Gormley
VISE, 2015
Cast iron
208 x 40 x 33 cm
Photograph by Stephen White, London
© the artist.
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‘You’ve got to remember that in the 70s and
80s, there were not a lot of people
collecting works on paper. Basically, if you
went out to get something, you could get it.
I wanted to put a wonderful collection
together which I think I’ve accomplished.’
Howard Karshan

Interior of Linda and Howard’s London home

A Tale of Two Cities
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Property from the Estate of Howard Karshan
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The Karshan Collection

The Karshan Collection encapsulates an exceptional odyssey of collecting, one that spans over 50
years and two continents. Living between London and New York, Howard Karshan together with
his wife Linda - the distinguished artist - assembled one of the most signifcant collections of
modern and post-war works on paper today. A true ode to the intimacy and unique sensibility of
drawing, the works within this collection perfectly encapsulate the transatlantic life led by Howard
and his wife Linda, including examples by some of the greatest European and American masters
known today; from Pablo Picasso and Henri Matisse, Jackson Pollock and Sam Francis, to Gerhard
Richter and Sigmar Polke.
Born in Brooklyn, New York in 1933, Howard Karshan studied philosophy and law at New York
University before embarking upon a successful career as a flm rights negotiator at CBS, Viacom,
MGM and Turner. It was in the early 1960s that he discovered his true passion, catching the
“bug for collecting”, as he described it, when he was assigned to work for CBS in Paris in 1962.
Guided by a close friend with a background in art, Howard spent much of his time in Paris going
to museums, meeting dealers and learning more about art history. He met his wife Linda for
the frst time travelling from England to New York on the transatlantic ocean liner SS France;
she caught his attention partially because she was reading a Henri Matisse catalogue.
A fne art and art history student at the time, Linda was crucial in guiding Howard in his journey of
studying and collecting art. From his initial love of the great modern French masters his tastes
grew to encompass a range of periods and styles. Following frst acquisitions of a work by Alberto
Giacometti and a Cycladic idol sculpture, Howard built with great care, passion and study a
renowned collection of modern and post-war works on paper that was not only of art historical
importance, but also one that shaped the family’s life.

Howard at home, 8 April, 2014.
© Daniel Blau, Munich.

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

Property from the Estate of Howard Karshan
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Property from the Estate of Howard Karshan
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8. Georg Baselitz

b. 1938

Jäger mit Hund (Hunter with Dog)
signed and dated ‘G. Baselitz 67’ lower right
graphite on paper
62.9 x 48.6 cm (24 3/4 x 19 1/8 in.)
Executed in 1967.
Estimate
£250,000-350,000 $323,000-452,000
€278,000-389,000 ‡ ♠
Provenance
Galerie Heiner Friedrich, Munich
Collection Borgmann, Cologne
Galerie Fred Jahn, Munich
Acquired from the above by the late owner
in October 1989
Exhibited
London, Runkel-Hue-Williams Ltd; London, Grob Gallery,
Georg Baselitz. Paintings. Bilder 1962-1988, 19 September
- 2 November 1990, pp. 22, 23, 68 (illustrated, p. 23)
Southampton City Art Gallery; Manchester City Art Galleries;
Hull, Ferens Art Gallery; London, Whitechapel Art Gallery,
Drawing the Line, 13 January - 10 September 1995, no. 11,
pp. 62, 105 (illustrated, p. 62)

‘His discovery in Florence of the Mannerist
paintings and prints of artists such as
Parmigianino (1503-40), Rosso Fiorentino
(1494-1540) and Pontormo (1494-1557) became
a crucial infuence, due to the elongated,
emotionally charged fgure types, but also
through the importance of printmaking
for sixteenth-century artists.’
(John-Paul Stonard, Germany Divided: Baselitz and his generation:
From the Duerckheim Collection, London, 2014, p. 36)

A Tale of Two Cities
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Executed at a pivotal moment during the artist’s prolifc oeuvre,
Jäger mit Hund is an arresting example of Georg Baselitz’s
visceral experiments with line and form, an enquiry that not
only shaped but defned post-war German art. Created in 1967,
the present work on paper demonstrates Baselitz’s mastery of
graphite to convey the vitality of his fragmented microcosms,
his compositions intricately weaved with formal complexities.
Selected for Michael Craig-Martin’s curated touring exhibition
Drawing the Line, the present work travelled through major
British institutions such as Manchester City Art Galleries
to Whitechapel Art Gallery in 1995, chosen as a triumph of
twentieth century drawing. Defly able to encapsulate anxiety
and frantic energy in his splintered compositions, Baselitz’s
Jäger mit Hund interweaves the varying segments of scattered
forms into a synergy of line and medium. Subsuming us into
his disordered world, Baselitz expertly traverses fguration and
abstraction in the present ruptured composition of a hunter
and his dog, an important piece from the Karshan collection.
A key work from his graphic output, Jäger mit Hund is an
exemplary work on paper from Baselitz’s Frakturbilder series,
a body of work that the artist commenced upon his move to
the rural village Osthofen in the Rheinland Palatinate with
his family in 1966. Baselitz embarked on a number of formal
experimentations with paintings, woodcuts and works on
paper, manipulating the appearance of his earlier series of
Helden, his fallen heroic fgures, and incorporating rural motifs
such as dogs, hunters, cows and woodsmen. In the present
work, a hunter to the right of the composition stands before an
unidentifed building, gazing away from the scene as his dog
crouches to the lef. Frenetic and repeated lines overlap and
intersect, appearing both purposeful and incidental in their
execution. Tears, rips and contusions smash the pictorial plane
into a crystalline formation, while cross hatched graphite areas

interlock with familiar forms. Evoking rural scenes of pastoral
nostalgia, Baselitz’s Frakturbilder plunge us into allegorical worlds
of hunters, animals and village scenes, each containing a twisted
narrative, which transcend time and place. Baselitz’s pastoral
surroundings provided visual stimuli for his fractured idylls; the
rustic subject matter utilised by Baselitz evokes idyllic imagery
which refers to the ethnic ideology supported by National Socialist
cultural policy. In Jäger mit Hund, Baselitz builds a layered visual
syntax that refers to notions of sentimentality, German folkloric
tradition and the politicisation of art within National Socialist
rhetoric. Baselitz’s hunter and dog are not solely showcased as
quintessential symbols of German rural life. Instead, through
his splicing and disfguring of these motifs, Baselitz references
the usage of these tropes during National Socialism and also
questions their associations in post-war German culture.
Mirroring the dislocation of Germany post-war, a country
dissected into zones and divided by deep fssures, voids and
wounds, the composition in Jäger mit Hund is sectioned and
seemingly in disarray, with pencil strokes of billowing smoke
appearing to rise amidst the scorched scene. Jagged edges
blend and dissolve into new twisted objects; in the present work
severed limbs are isolated and amputated from their bodies,
littering the foor of the scene. Exploring notions of violence and
destruction, Baselitz selected lone body parts and placed them
at the forefront of his subject matter in his earlier 1960 to 1963
series of Pandemonium works, as evident in his evocative
P. D. Fusse (1960 -1963). Infuenced by Théodore Géricault's
studies of body parts in preparation for his harrowing masterpiece,
The Raf of the Medusa (1818-19), Baselitz’s autopsical paintings
and Frakturbilder not only refer to the atrocities of the Holocaust
and the physicality of warfare, but also the splintering of German
cultural identity in the wake of Stunde Null.

Jean-Louis André Théodore Géricault
Study of Feet and Hands
c.1818–19, oil on canvas
Musée Fabre, Montpellier, France.
Image: Bridgeman Images.

A Tale of Two Cities
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Georg Baselitz in his studio in
Osthofen, 1967, with The Big Night
Down the Drain, 1962-63
Three Stripes the Hunter, 1967,
and Three Heads with Snail, 1966.
© Elke Baselitz 2018.

Drawing infuence from Antonin Artaud’s Theatre of Cruelty
in his Frakturbilder, Baselitz focuses on organising and
ordering the disordered through a selection of subtle gestures,
accentuation and movements, which draw in and integrate the
viewer. Fractured by compositional rifs, the present work is
interlaced with order then conversely displacement, a visual
culmination of a country ruptured by National Socialist rule.
In Jäger mit Hund, and evident throughout his Frakturbilder
series, Baselitz sought to experiment with the representation
of German cultural identity through the depiction of his forlorn
Hero fgures. In the present work, the hunter has become the
hunted. His right arm is suspended independently from his
body as scattered stray objects, which appear to be limbs,
impede his path. A fallen body lies to his lef, while a pouncing
dog gnaws the lef arm in its locked jaws. The corpse’s blank
and lifeless face echoes the horror encapsulated in Baselitz’s
totemic and otherworldly Oberon fgures. Infuenced by the
style of the Mannerist painters, Baselitz’s fgures appear almost
anthropomorphically distorted, their heads swollen and their
thick squared bodies face the viewer defantly; the slight bend
of the hunter’s limbs and posture radiates with both stoicism
and fragility. Standing alone against the discordant backdrop,
Baselitz’s hunter remains solemn with his downturned mouth,
standing to attention rather than in the midst of a hunt. Refective

and battle weary, a discarded limb appears to grab at the hunter’s
leg anchoring him to the foor. Questioning both masculinity
and heroism in Germany following the end of World War Two,
Baselitz’s male hunter transcends classical notions of typifed
heroism, as celebrated under National Socialism, and instead
presents a more complex symbol of identity in a divided Germany.
As exemplifed in Jäger mit Hund, Baselitz’s multi-layered
and complex compositions appear to shif shape with the
movement of the onlooker. By infracting compositional
elements in the present work, so Baselitz destroys the narrative
of his scene, inviting the viewer to explore and piece together
both visual peculiarities and recognisable elements, rebuilding
their own individual associations through the movement of
varying forms. By fracturing his subjects in Jäger mit Hund
Baselitz does not destroy any of their materiality or subject
matter, rather he displaces it momentarily, never losing the
connection between the varying parts. For example, the arm
of the hunter visually remains part of his bodily corporeality,
despite levitating to his lef, positioned at an awkward and
unnatural angle. It is this masterful ability to create and build
a visual dialogue between the viewer and the work, whilst
presenting a scene of apparent destruction, which establishes
Baselitz’s artistic practice as one of the most important voices
in German post-war art.
Property from the Estate of Howard Karshan
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Property from the Estate of Howard Karshan
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9. Cy Twombly

1928-2011

Sperlonga drawing
signed and dedicated ‘to Turcato, Cy Twombly’ lower right
oil-based house paint, pencil and wax crayon on paper
70 x 100 cm (27 1/2 x 39 3/8 in.)
Executed in 1959.
Estimate
£350,000-550,000 $452,000-711,000
€389,000-612,000 ‡
Provenance
Giulio Turcato, Rome
Anthony d’Ofay Gallery, London
Acquired from the above by the late owner in July 1996
Literature
Nicola Del Roscio, CY TWOMBLY. Catalogue Raisonné
of Drawings, vol. 2, 1956 - 1960, Munich, 2012, no. 142,
p. 176 (illustrated)

‘Twombly’s ‘drawings from Sperlonga
though, initiated a more paradoxical
combination of elements, which
would inform Twombly’s paintings
for years thereafter.’
Kirk Varnedoe

A Tale of Two Cities

UK_TCA Eve Sale_OCT18_2-57.indd 44

17/09/18 10:08

Property from the Estate of Howard Karshan

UK_TCA Eve Sale_OCT18_2-57.indd 45

17/09/18 10:12

Cy Twombly in Sperlonga, 1959
Photo: Tatia Twombly, Rome.

Gesturally rendered in paint, crayon and graphite on paper,
Cy Twombly’s Sperlonga drawing, executed in 1959, belongs
to a succinct body of work which the artist commenced during
his summer stay in the Italian seaside town inbetween Naples
and Rome. Gifed to the esteemed artist Giulio Turcato, who, in
1958, had been honoured at the Venice Biennale with a curated
room at the 29th Esposizione Internazionale d’Arte della Città
di Venezia, the present work on paper was created in Sperlonga
the year following Turcato’s exhibition and has been housed in
the Karshan collection since 1996. Marking a pivotal moment
in Twombly’s personal life, the artist’s body of Sperlonga
works are integral when looking at the artist’s wider oeuvre
and represent a key turning point in his artistic development,
with notable examples represented in major public and private
international institutions. Transporting us to the coast of Italy
the present work is charged with the sublime light of the
Mediterranean, evoking the landscape of the fshing village
on the Tyrrhenian sea.
Having frst travelled to Europe in 1952 visiting both Naples
and Rome and then again in 1957, Twombly married Luisa
Tatiana Franchetti at New York City Hall in April 1959. Soon
integrated into her network of European and Italian friends
and relatives, Twombly travelled to Rome in June with his new
wife, embarking on a life-long fascination with the country.
Twombly rented an apartment in the small fshing village of
Sperlonga with Franchetti who was expecting the couple’s
child. Famed for its ancient Roman history, a sea grotto was
discovered on the grounds of the villa of Tiberius in 1957, two
years prior to the execution of the present work, unveiling a
series of exquisite carved marble sculptures that captured
narratives from Homer’s Odyssey. Set into a rocky hollow, these
magnifcent white Sperlonga marbles are a celebration of the
Hellenistic style and showcase an artistic culmination of art and
nature. Creating around thirty-two mixed media drawings and

nineteen collages during this summer as well as his twenty-four
part Poems to the Sea, Twombly’s rich corpus of Sperlonga
works toyed with negative space, exposing large areas of open
paper within the composition, evocative of the fresh sea breeze
and expanse of sky.
Integrating dashes, circles, symbols and numbers into his
Sperlonga drawing, the present work showcases Twombly’s
progressive experimentation with visual syntax and markmarking. Through his delicate and bold strokes, Twombly’s
Sperlonga drawings mark this juncture and also celebrate the
rhythmic tide and power of the Tyrrhenian sea. Infuenced by
the poetry of Symbolist Stéphane Mallarmé, whose use of
white space, blanks and cadent marks toyed with typography,
Twombly’s Sperlonga drawings allude to Mallarmé’s shipwreck
poem Un Coup de Dés, channelling a literary poesy in visual
form. As noted by Kirk Varnedoe, Twombly’s ‘drawings from
Sperlonga though, initiated a more paradoxical combination
of elements, which would inform Twombly’s paintings for years
thereafer. The pencilwork introduced a family of “rationalized”,
diagrammatic elements … sequences of numbers; circles
and repeated semicircles; and clusters of forms that suggest
overhead, plan views of unknown arrangements.…The resultant
drawings – with their long horizontality, dispersed and ofen
miniaturized signs, and references to rational mapping – seem
to join the Poems to the Sea in opening up a new, specifcally
landscape-like space in Twombly’s work’ (Kirk Varnedoe,
‘Inscriptions in Arcadia’, in, Cy Twombly: A Retrospective,
exh. cat., Museum of Modern Art, New York, 1994, p. 31-32).
With its white washed walls and sun bleached buildings, Sperlonga
provided a stimulating palette for Twombly’s experimentations with
colour and form. In the same way that Twombly’s contemporary
Robert Ryman utilised a largely white palette, so Twombly sought
to fnd tonal variation in the palest of white paint application.
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Evoking Mallarmé’s white poetic blanks as well as the break
and crest of the waves, Twombly’s white swathes and daubing
of thick white paint applied in horizontal strokes and droplets,
mirror the sea swell on the horizon as well as pools of collected
gleaming water. Remarking on the intrigue of white, Twombly
refected ‘The reality of whiteness may exist in the duality
of sensation (as the multiple anxiety of desire and fear).
Whiteness can be the classic state of the intellect, or a neoromantic of remembrance- or as the symbolic whiteness of
Mallarmé’ (Cy Twombly, ‘Documenti di una nuova fgurazione:
Toti Scialoja, Gastone Novelli, Pierre Alechinsky, Achille
Perilli, Cy Twombly’, in L’Esperienza moderna, no. 2, August
– September 1957, p. 32). The efect of the Mediterranean
would have a profound efect on the artist’s work from this
point onwards, integrating its wealth of ancient history, art and
mythology into his varied practice. As Barthes comments on
Twombly’s work, ‘The Mediterranean is an enormous complex
of memories and sensations: certain languages (Greek and
Latin) which are present in Twombly’s titles, a historical,
mythological, poetic culture, this whole life of forms, colors

and light which occurs at the frontier of the terrestrial
landscape and plain of the sea. The inimitable art of Twombly
consists in having imposed the Mediterranean efect while
starting from materials (scratches, smudges smears, little
color, no academic forms) which have no analogy with the great
Mediterranean radiance’ (Roland Barthes, ‘The Wisdom of Art’,
in Cy Twombly. Paintings and Drawings 1954 – 1977, exh. cat.,
Whitney Museum of American Art, New York, 1979, p. 16).
An essential cornerstone of Twombly’s body of work, the
summer spent in Sperlonga in 1959 established a central shif
in the artist’s output and personal life. With his marriage in
spring and the birth of his son in December of 1959, Twombly’s
exploration of medium and form unite in the present work, a
visual celebration of the Mediterranean landscape, lyricism
and history. Returning to Sperlonga in 1963 to revisit the town
which had proved so infuential to his practice, Twombly’s
fascination with mythology and poetry is evident throughout
his infuential oeuvre which was shaped by the artist’s
experiences that summer in 1959.

Cy Twombly’s Poems To The Sea,
1959, oil-based house paint, pencil
and wax crayon on paper, in twentyfour parts, Private Collection.
© Cy Twombly Foundation
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10. Gerhard Richter

b. 1932

Hände
signed, numbered and dated ‘12 Richter 63’ on the reverse
oil on canvas, in artist’s frame
30.9 x 45.9 cm (12 1/8 x 18 1/8 in.)
Painted in 1963.
Estimate
£2,000,000-3,000,000 $2,590,000-3,880,000
€2,220,000-3,340,000 ♠
Provenance
Galerie Bernd Lutze, Friedrichshafen
Galerie Paul Maenz, Cologne
Private Collection, Cologne
Anthony d’Ofay Gallery, London
Acquired from the above by the late owner in July 1994
Exhibited
Friedrichshafen, Galerie Bernd Lutze, Gerhard Richter: Bilder
und Druckgraphik 1962-1978. Teil II, 16 March - 26 May 1979
Friedrichshafen, Galerie Bernd Lutze, Gerhard Richter: Bilder
und Druckgraphik 1962-1978. Teil I, 9 May - 23 June 1979
Literature
Gerhard Richter 36. Biennale di Venezia, exh. cat., German Pavilion,
1972, no. 12, p. 37
1945-1985: Kunst in der Bundesrepublik Deutschland, exh. cat.,
Neue Nationalgalerie, Staatliche Museen zu Berlin, 1985, p. 248
Gerhard Richter: Bilder Paintings 1962-1985, exh. cat., Städtische
Kunsthalle Düsseldorf; Nationalgalerie Berlin, Stifung
Preußischer Kulturbesitz; Kunsthalle Bern; Vienna, Museum
Moderner Kunst/Museum des 20. Jahrhunderts, 1986, no. 12, pp. 6,
357 (illustrated, p. 6)
Benjamin Buchloh, ed., Gerhard Richter Werkübersicht Catalogue
raisonné 1962-1993, vol. III, Ostfldern-Ruit, 1993, no. 12, pp. 7,
148 (illustrated, p. 7)
Dietmar Elger, Gerhard Richter Catalogue Raisonné, vol I, nos.
1-198, 1962-1968, Ostfldern-Ruit, 2011, no. 12, p. 68 (illustrated)
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Hände, Gerhard Richter’s characteristically blurred composition
is a striking early epitome of the artist’s iconic and technically
astute photo realist paintings of the 1960s. Synthesising
photography and painting, through his graceful grey hues and use
of sfumato, Richter presents a new perspective on perception and
the validity of visual representation. The present work captures
the allegorical nature of an ephemeral moment in time and
anticipates the artist’s large-scale photo paintings and abstract
works such as Onkel Rudi (Lidice Collection, Lidice) and Grau
(Museum Wiesbaden).
Having fed East Germany, in 1961 Richter enrolled at the
Kunstakademie Düsseldorf where he was exposed to strands
of pre-and post-war western modernism. Following his move
from the East, Richter’s marked change in style, from Social
Realism and towards photo realistic painting, saw the artist
working on increasingly abstract compositions such as Tisch,
1962 (Harvard Art Museum, Boston) and Wunde 16, 1962. This
transition culminated in 1962, when Richter ‘started to paint
like crazy, from fgurative to abstract.’ He notes ‘afer a year,
I put it all on a bonfre in the courtyard of the academy…I felt
the work had to be burned because people were already taking
things and paintings were starting to circulate. I had to prevent
that because I realized it was time to start from scratch.
Photographs were the way forward’ (Gerhard Richter, quoted in
Michael Kimmelman, ‘Gerhard Richter: An Artist Beyond Isms’,
New York Times Magazine, 27 January 2002, p. 44).
In Dusseldorf, surrounded by the originality and dialogue of
fellow co-founders of the Capitalist Realist movement, namely
Sigmar Polke, Konrad Lueg (later Konrad Fischer), Manfred
Kuttner, Joseph Beuys and the artists of the confrontational
Fluxus movement, Richter was engrossed with provocative
narratives. ‘It [Fluxus] inspired me to try out some real
nonsense, like copying photographs in oil paint’ (Gerhard
Richter and Dorothea Dietrich, 'Gerhard Richter. An Interview',
in The Print Collector’s Newsletter, September/October, 1985).

Thus, between 1962 and 1968 Richter became concerned with
pursuing a practice centred around photographic source imagery.
Working from pre-existing images, in 1962 Richter painted his
prominent canvas, Tisch, which he placed frst in his catalogue
raisonné. This painting began as an accurate reproduction of a
Gardella table from Domus magazine; Richter ‘was dissatisfed
with the result and pasted parts of it over with newspaper...then
suddenly it acquired a quality which appealed to me and I felt it
should be lef that way, without knowing why’ (Gerhard Richter,
quoted in Gerhard Richter: Text. Writings, Interviews and Letters
1961–2007, London, 2009, p. 259). A collision between the
fgurative ground and the abstract motif, Tisch precedes the
artist’s later abstract compositions and is exemplary of the artist’s
characteristically critical approach to creation and the interrogation
of photography within his practice.
An intimate portrait or an appropriated image, in Hände Richter
presents the viewer with two blurred, unidentifed hands.
Considered one of the oldest motifs in the history of art, both
as a central tool to creation and as a focus of representation,
Richter confronts the onlooker with the most familiar of
themes. Recalling the motif central to German printmaker,
painter and theorist Albrecht Dürer’s Praying Hands, a singular
icon in the sphere of Western art, the present work is meticulously
executed. Both works, executed over 500 years apart, are
intensifed and heightened through the artist’s use of a
monotone palette, the white pigment allowing each set of
hands to glow with translucence. More recently, in the realm
of American Conceptual artist Bruce Nauman’s creative sphere,
disembodied hands frozen in various positions have continued
the dialogue with the expressive potential of Dürer’s motif.
Here, however, Richter projects the recognisable silhouette
into a seemingly unreachable distance or illusion. Through
blurring the surface of the hands in tones of grey blue,
the artist assumes the image and instils it with meaning;
extracting the anatomical subject from its generic type,
the composition is particularised.

Gerhard Richter
Tisch, 1962, oil on canvas
Harvard Art Museum, Boston.
© Gerhard Richter 2018.

‘I’m not trying to imitate a photograph;
I’m trying to make one. And if I disregard
the assumption that a photograph is a
piece of paper exposed to light, then I
am practising photography by other
means: I’m not producing paintings that
remind you of a photograph but
producing photographs.’
Gerhard Richter
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Cueva de las Manos,
circa 7300 BCE, Argentina.

Bruce Nauman
Fifteen Pairs of Hands
(detail), 1996, bronze.
© Bruce Nauman / Artists Rights Society
(ARS), New York and DACS, London 2018.

The quasi-transparent plane, rendered in grisaille, is
reminiscent of a photographic negative. Evocative of early
chemical photographic processes, the image fades into the
ground; the blurriness not representing the inadequacy of the
technical process but rather the tool through which the artist
highlights the space between an image of reality and reality
itself. ‘I can make no statement about reality clearer than
my own relationship to reality; and this has a great deal to do
with imprecision, uncertainty, transience, incompleteness,
or whatever’ (Gerhard Richter und Rolf Schön, 'Unser Mann
in Venedig,' Deutsche Zeitung, 14 April 1972, p. 13).
Painted when photography was a crucial political tool, used
to spin ideological fctions into truths in East and Western
Germany, Richter critically examines the power of both painting
and photography, using the power of photographic imagery
to expose the fssures between ideology and reality. Capturing
the contradictions inherent in Cold War imagery, Richter
unveils how documented images can mean everything and
nothing at the same time. Interrogating the tension between
photography and the painted image, Richter observes ‘Photos
were regarded as the truth, paintings as artifcial. The painted
picture was no longer credible; its representation froze into
immobility, because it was not authentic but invented…
a photograph is the most perfect picture. It does not change;
it is absolute, and therefore autonomous, unconditional,
devoid of style’ (Gerhard Richter, quoted in Gerhard Richter
Texts, Writings, Interviews and Letters, 1961 - 2007, New York,
2009, p. 30). Moving a dry brush across the surface of his wet
painted canvas, Richter clouds the surface and instils the work
with a certain anonymity and enigma, forging a void between
photography, reality and painting.
Property from the Estate of Howard Karshan
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Commenting on the significance of his limited palette
throughout the 1960s Richter notes: ‘it was more unusual,
back then, to create black-and-white oil paintings, and more
real, because all the newspapers, the daily diet of photographic
material, including television, was black and white…That’s
why it imbued a sense of reality into painting that represented
something completely new...black-and-white photography
has managed to retain a unique quality; the F.A.Z. [Frankfurter
Allgemeine Zeitung] still uses black-and-white photographs,
even if the majority would probably prefer them to be in colour’
(Gerhard Richter, ‘Interview with Babette Richter, 2002’,
Gerhard Richter Texts, Writings, Interviews and Letters, 1961 –
2007, London, 2009, p. 442).
Having encountered Pop Art in 1961, Richter described
Roy Lichtenstein and Andy Warhol’s work as ‘extremely
inartistic’ comic adaptions, emphasising the importance of
de-familiarising and reworking the photographic motif when
rendering it in paint. Departing from his earlier critique,
however, in 1963 Richter specifcally underlined the ‘unartistic’ character of his new paintings, recognising the artistic
quality of Lichtenstein and Warhol's work (Gerhard Richter
and Irmeline Lebeer, 'Gerhard Richter ou La réalité de l'image',
in Chroniques de l'art vivant, February 1972). Evocative of
Warhol’s synthesis of fgurative and abstract painting, seen in
Icebox , 1961 (Menil Collection, Houston), and Water Heater,
1961 (Museum of Modern Art, New York), in the present work
Richter subtly and elegantly blurs the distinction between
painting and graphic photographic representation ‘Warhol
showed me this modern way of letting details disappear, or at
least he validated its possibilities’ (Gerhard Richter and Robert
Storr, 'Interview with Gerhard Richter', Gerhard Richter. Forty
Years of Painting, exh. cat., The Museum of Modern Art, New
York, 2002, p. 295). Further discussing the infuence of Pop
Art, the artist notes ‘…I am pursuing something which in a
certain way resembles the most recent movement: Pop art’
(Gerhard Richter in an unpublished letter to Helmut and Elrika
Heinze, 10 March 1963, Gerhard Richter Archive, Staatliche
Kunstsammlungen Dresden).

‘I blur to make everything equal,
everything equally important
and equally unimportant.’
Gerhard Richter

Albrecht Dürer
Praying Hands, 1508
brush, ink and wash,
Albertina, Vienna.
Image: Bridgeman Images.

Addressing the contemporaneous perception that painting
had sufered a loss of relevance amidst the rise of modern
photography, Hände shares qualities with photography whilst
maintaining the potency of the painted image. Together with
his abstract works of the 1970s, Richter’s photo paintings are
considered some of the most fundamental contributions to
the canon of art history. Forming the basis for his later abstract
work, based upon the abstraction of photographic detail,
Richter foregrounds photography’s inherent equivocality.
Richter’s Hände is an allegorical synthesises of the painted
and the photographic image, astutely recreating a photograph
whilst leaving the painterly process at the foreground of
the composition. Intensifying the tension between the two
mediums, reality and fction, fguration and abstraction,
in the present composition Richter’s central motif becomes
the discrepancy between reality itself and the illusion of this
reality - as we perceive and replicate it.
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11. Gerhard Richter

b. 1932

Busch (Scrub)
signed, titled and dated ‘“BUSCH” Richter 1985’ on the reverse
oil on canvas
65.2 x 80.2 cm (25 5/8 x 31 5/8 in.)
Painted in 1985.
Estimate
£800,000-1,200,000 $1,030,000-1,550,000
€890,000-1,330,000 ♠
Provenance
Galerie Fred Jahn, Munich
Acquired from the above by the late owner
Exhibited
New York, Museum of Modern Art; The Art Institute of Chicago;
San Francisco Museum of Modern Art; Washington D.C., Hirshhorn
Museum and Sculpture Garden, Gerhard Richter: Forty Years
of Painting, 14 February 2002 - 20 May 2003, pp. 71, 197
(illustrated, p. 197)
Literature
Gerhard Richter: Bilder Paintings 1962-1985, exh. cat., Städtische
Kunsthalle Düsseldorf; Nationalgalerie Berlin, Stifung Preußischer
Kulturbesitz; Kunsthalle Bern; Vienna, Museum Moderner Kunst/
Museum des 20. Jahrhunderts, 1986, no. 572-7, pp. 401, 318
(illustrated, p. 318, titled Busch (Skizze). Boskage (Sketch), p. 401)
Benjamin Buchloh, ed., Gerhard Richter Werkübersicht Catalogue
raisonné 1962-1993, vol. III, Ostfldern-Ruit, 1993, no. 572-7,
p. 178 (illustrated, n.p.)
Siri Hustvedt, ‘Double Exposure’, in Modern Painters,
Summer 2002, p. 53 (illustrated)
Robert Storr, Gerhard Richter, Malerei, Ostfldern, 2002,
p. 197 (illustrated)
Robert Storr, Gerhard Richter: Doubt and Belief in Painting,
New York, 2003, p. 112
Dietmar Elger, ed., Gerhard Richter: Landscapes, Ostfldern,
2011, p. 23
Dietmar Elger, Gerhard Richter Catalogue Raisonné, vol. III,
nos. 389 - 651-2, 1976-1987, Ostfldern-Ruit, 2013, no. 572-7,
p. 448 (illustrated)
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Busch, a frenzy of painterly abstraction, is a prominent composition
from Gerhard Richter’s abstract practice. The tactile terrain,
composed of a maelstrom of earthy brushstrokes, is a celebration
of the artist’s masterful gestural and colouristic intervention.
The bold, rich streaks of impasto embody Richter’s career long
investigations into the formal possibilities of painting, one of
the most extensive enquiries into the bounds of abstraction.
Having taken his frst steps towards abstraction in 1961-62,
following his move from East to West Germany, Richter’s
painterly style shifed radically from Social Realism and towards
photo realistic painting. Stimulated by the debates of his
fellow Capitalist Realist artist’s, Sigmar Polke, Konrad Lueg
(later Konrad Fischer), Manfred Kuttner and Joseph Beuys,
Richter wanted to ‘start from scratch’ (Gerhard Richter, quoted
in Michael Kimmelman, ‘Gerhard Richter: An Artist Beyond
Isms’, New York Times Magazine, 27 January 2002, p. 44) and
destroyed almost all his work in a bonfre in the courtyard of the
Kunstakademie Düsseldorf.
Anticipating his later abstract paintings such as the present
work, in 1962 Richter painted his seminal canvas, Tisch (Harvard
Art Museum, Boston), which he later placed frst in his catalogue
raisonné, despite the fact that this was chronologically inaccurate.
A key stone to his abstract experimentations, Tisch was painted
afer an image of an Italian table from Domus magazine.

Unhappy with his representation, the artist re-worked the
canvas and dissolved the motif in an expressive swirl of
colour, allowing the fgurative ground and abstract gesture
to collide. Demonstrating a shif in Richter’s abstract practice,
the present work, from 1985, allows the flms of paint to become
more visible. In the 1980s he began to build up rich layers of
gestural and skilfully applied colour, obliterating the illusionistic
underpainting evident in his earlier abstract work the artist
allows the surface to come alive with artistic resonance.
Identifying abstraction as his ultimate artistic goal, in his
notes from 1964-65 Richter elucidates ‘all that interests
me is the grey areas, the passages and tonal sequences,
the pictorial spaces, overlaps and interlockings. If I had
any way of abandoning the object as the bearer of this
structure, I would immediately start painting abstracts’
(Gerhard Richter, quoted in Gerhard Richter: Text :
Writings, Interviews and Letters, 1961-2007, New York,
2009, p. 34). Regarding his earlier photo paintings as a
temporary solution, in 1965 the artist began honing in on
details, for example the curtains in the background of his
painted photographic portraits in Vorhang III (hell), 1965
(Neue Nationalgalerie, Berlin). Isolating abstract details
and allowing his works to become more gestural, such as
Parkstück, 1971 (Museum Moderner Kunst, Vienna), he
allowed the abstraction to become his painterly motif.

Gerhard Richter
Parkstück, 1971
oil on canvas, in 5 parts
Museum Moderner Kunst, Vienna.
© Gerhard Richter 2018.
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Albrecht Altdorfer
Mountain Range, c.1530
oil on panel, Tokyo Fuji
Art Museum, Tokyo.
Image: Bridgeman Images.

‘In abstract painting we have found a better
way of gaining access to the unvisualizable,
the incomprehensible.’
Gerhard Richter

Representing Richter’s fundamental scepticism toward political
dogma, Busch, envelops the onlooker into an autumnal
tempest amidst the artist’s technically astute painterly
investigations. Bridging the formal distinctions between
abstraction and figuration, in Busch a seemingly abstract
surface, brought to life through layers of impastoed green
paint, is ascribed a naturalistic reading through the artist’s
choice of title, translating to Scrub. Refecting on the synthesis
between abstract and realist painting, the artist notes:
‘Experience has proved that there is no diference between
a so-called realist painting – of a landscape for example – and an
abstract painting. They both have more or less the same efect
on the observer’ (Gerhard Richter, quoted in Gerhard Richter
and Irmeline Lebeer, Gerhard Richer ou La réalité de l’image,
Chroniques de l’art vivant, February, 1972). Solemn contrasts
of green and violet instil the composition with the atmospheric
palette of the Northern Renaissance masters, evoking the
sombre glory and naturalistic hues of Albrecht Dürer, Albrecht
Altdorfer and Mathias Grünewald. Resonating with northern
light, the palpable strokes of colour alternate between the
heavy darkness and crystalline brightness of Northern Europe.
Drawn to chance procedures and the randomness of gesture,
Richter’s abstract compositions exemplify the power of his
artistic legacy and his ultimate command of the painterly
medium. Borrowing John Cage’s anarchic epithet, Richter
stated, ‘I had nothing to say and was saying it’ (Marthe Lisson,
‘Gehard Richter’, ShirnMag, 15 September 2014). Richter’s
technically astute mastery of the painterly medium, paired
with the hues and calibrated tones of his Abstract works,
have rooted Gerhard Richter as one of the fnest colourists
of the twentieth century.
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Property Sold to Beneft
The Yorkshire Sculpture Park

Yorkshire Sculpture Park (YSP) was established in 1977.
At that time there was not a huge amount of public or private
support for contemporary sculpture. Over the following
decades there has, however, been quite a revolution in
terms of enthusiasm for and recognition of sculpture, and
YSP has played a signifcant role in this hard fought battle.
From a single start up grant of £1000 over four decades ago,
YSP has gone on to achieve national and international acclaim
and now attracts 500,000 visitors a year. One of several
important achievements has been to reunite the historic 18th
century landscape of the Bretton Estate, opening up public
access to 500 acres of land and creating a unique location
for contemporary art. Investment in new galleries and the
restoration of historic buildings has also extended opportunities
for artists and curators, providing a unique opportunity for
interaction between indoor and outdoor displays.
YSP’s driving purpose for 40 years has been to ignite, nurture
and sustain interest in and debate around contemporary
sculpture, especially with those for whom participation is not
habitual or familiar. It enables open access to art, situations and
ideas, and continues to re-evaluate and expand the approach
to considering the role art can play and its relevance in society.
The incomparable combination of art, nature and a powerful
‘spirit of place’ provides an amazing cultural experience.
We constantly strive to support excellence and innovation
and to deliver great art for everyone, including supporting
45,000 people each year through YSP’s learning programme.
This innovative work develops ability, confidence and life
aspiration in participants. On any given day a visit to YSP
will reveal at least one major exhibition and a number of
smaller ones, site specific projects by James Turrell, Sol
LeWitt, Andy Goldsworthy, David Nash and others, and
an eclectic collection of sculptures sited throughout the
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500 acres of the estate, including a cluster of monumental
works by Henry Moore across the undulating parkland and
Barbara Hepworth’s Family of Man on a hillside overlooking
the Yorkshire landscape from which she drew inspiration.
Since its inception YSP has provided support for young and
emerging artists through a vibrant programme of residencies
and it is also very likely visitors will observe them working
in the landscape or workshops, developing their practice
and providing an important interaction with the public.
Our relationship with artists has been and remains the
touchstone and key to our development and success, and
over the years we have worked with over 1000 from more
than 40 countries.
The aim of this auction is to raise funds to help secure future
support for artists at YSP through residencies, projects and
exhibitions. All those involved in the auction have worked or
exhibited at YSP and we are grateful to them, their estates
and foundations for their generous help and support. Phillips
has been a great partner to work with, providing solid
professional help and advice, along with enthusiasm for the
project, in particular Miety Heiden, Deputy Chair and Head
of Private Sales. Staf at YSP have worked tirelessly with
Phillips to develop the project and we are also grateful for
the support of our Trustees, in particular Maria de Peverelli,
who has been instrumental in bringing this project to fruition.
The range of works in this sale reflects the goodwill and
understanding YSP has established with artists over many
years. Purchasing these works through the auction will not
only result inacquiring an exquisite work, but will directly
contribute to the essential fnancial support YSP gives to
artists and will validate the generosity of the artists and their
belief in the work that we do.
Peter Murray CBE
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Property Sold to Beneft the Yorkshire Sculpture Park

12. Joan Miró

1893-1983

Souvenir de la Tour Eifel
incised with the artist’s name, number and the Parellada Foundry
mark ‘Miró 4/6’ on the top side of the tray element
bronze
334 x 53.1 x 61.5 cm (131 1/2 x 20 7/8 x 24 1/4 in.)
Conceived in 1977 and cast in 2011,
this work is number 4 from an edition of 6.
Estimate
£600,000-800,000 $783,000-1,040,000
€673,000-898,000 ♠
Provenance
Courtesy of the Successió Miró
Exhibited
Palma de Mallorca, Llonja, Miró damunt paper, December
1993 – January 1994, p. 12 (another example exhibited)
Dublin, Irish Museum of Modern Art, Alexander Calder
and Joan Miró, 4 April - 1 July 2007, pp. 28-29, 66-67, 77
(another example exhibited and illustrated, p. 28, 66-67, 77)
Lindau, Stadtmuseum Lindau, Miró - Sternennächte,
24 March - 1 September 2013, pp. 104-105
(another example exhibited and illustrated, p. 105)
Yorkshire Sculpture Park, Miró Sculptor, 17 March 2012 6 January 2013, pp. 5, 56-57, 126, 158
(another example exhibited and illustrated, pp.56-57, 126)
London, Waddington Custot Galleries, Two Pataphysicians
Flanagan Miró, 8 October - 8 November 2014, no. 12, pp. 38-39,
77, 81-82 (another example exhibited and illustrated, p. 39)
London, Simon Dickinson, Eight Sculptures by Joan Miró, 29
January - 1 April 2015, pp. 43-47 (illustrated, pp. 43, 45-46)
Madrid, Galería Elvira González, Joan Miró, 12 January 16 March 2017 (another example exhibited)
Santander, Centro Botín, Joan Miró: Sculptures 1928 - 1982,
20 March - 2 September 2018 (another example exhibited)
Literature
Franco Basile, Joan Miró. Bologna, 1997, p. 257
(another example mentioned)
Emilio Fernández Miró & Pilar Ortega Chapel, Joan Miró
Sculptures. Catalogue raisonné 1928 - 1982, Le Coudray, 2006,
no. 345, p. 325 (another example illustrated)
Miró and the object, exh. cat., Fundació Joan Miró, Barcelona,
2015, pp. 52, 53 (another example illustrated, p. 53)
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Souvenir de la Tour Eifel, Joan Miró’s playfully adorned Eifel Tower
sculpture is an assembly of an array of different objects cast in
bronze: a wicker lamp base, a tray full of half-used tubes of paint, and
a towel headdress. Rising three-metres high, executed in 1977 - fve
years before the artist’s death, the sculpture furthermore utilises
some of Miró’s signature idiosyncracies developed over the course
of seven decades, namely a Surrealist edge, gestural vigour, and a
sense of fgurative likeness tinted with hues of poetic abstraction.
Upon writing about this sculpture, American writer William Jefett
could not help but mention a three-lined note found in the artist’s
studio, reading: ‘Big object at Parellada’s / Make it very big / Think
about the Eifel Tower’ (Miró and the Object, exh. cat., Fundació
Joan Miró, p. 52). Doubtlessly referential of the artist’s Souvenir de
la Tour Eifel, these lines elucidate the cultural elements from which
Miró conceptualised the piece. In this sense, Souvenir de la Tour
Eifel is a celebration of the artist’s dual heritage: that of his place
of birth, Catalonia, and that of his alternate home, France. Dividing
his time between the two from the early 1950s onwards, Miró let
their respectively distinct cultures inform and nurture his artistic
production. The conjunction of Catalan and Parisian elements
in Souvenir de la Tour Eifel thus bears an almost autobiographical
inflection, in a sense equating the sculpture to a self-portrait.
This personifying feat is enhanced by the tower’s adornments:
as it proudly boasts traditional Catalan wear, Miró’s mock iron
lady becomes a displaced character in uniform.
Not unlike Arte Povera artists who imbued their works with Italian
symbols, Miró pronounces an ode to his country of birth with
Souvenir de la Tour Eifel’s culturally charged details. By decorating
the universally celebrated icon of the Eifel Tower with the Catalan
peasant’s pitchfork, the Spanish artist equates the cultural grandeur
of one to that of the other, suggesting an inherent sense of shared
nobility. As the four-pronged spear soars high above the tower’s
tip, Miró further amplifies the celebration of Catalonia’s cultural
potential, crystalising, by the same token, the superior importance
of its iconography in art.

As Catalan history had brimmed with instances of struggle in
the years surrounding the creation of this work -with namely
the formal ban of a separate language- the effort to honour
and laud the region’s fundamental emblems must have seemed
not only patriotic but furthermore essential. Indeed, Souvenir
de la Tour Eiffel exists not just as an ode to Catalonia, but
also as an attempt to safeguard endangered national values.
As he described his family residence in Montroig, Spain as a
‘religion’ of its own, it only seems ftting that Miró would work
passionately towards the materialisation of his Catalan faith.
Turinese artist Luciano Fabro similarly championed a sense of
nationhood in his art through the recurrent use of Italocentric
imagery. His series of Italie works, ceaselessly drawing out the
contours of the Italian peninsula in two or three-dimensional
form, is indeed reminiscent of an attempt to ground local signs
within international discourse. In addition, each work from the
series joins Miró’s Souvenir de la Tour Eifel in a representational
approach that is part-abstract, part-figurative. By masterfully
blending the two techniques in their respective creative processes,
both artists achieved pieces that are at once culturally assertive
and poetically evocative.
Souvenir de la Tour Eiffel, specific to the Spanish artist’s late
fascination with monumentality but also characteristic of a
pressing issue of identity, merges concerns at once formal and
conceptual. It is perhaps in this sense that the sculpture most
coherently encapsulates the definition Miró gave to his wider
body of work: ‘conceived with fire in the soul and executed
with clinical coolness’ (Joan Miró, I Work Like a Gardner, 1964,
n.p). One of the artist’s most mature pieces, Souvenir de la
Tour Eiffel indeed converges passion and skill with bravado;
as such, it was used as an emblematic cast to disseminate
the positive emotions of patriotism tied to its surface onto
contemporary iterations.

‘I just use things I find; I gather things
together in my studio, which is very large.
I place the objects around the floor, and
choose this or that. I combine several
objects, and sometimes reuse elements
of other sculptures…’.
Joan Miró

Manel Parellada and son with the
original objects of the sculpture
Souvenir de la Tour Eiffel,
Parellada Foundry, Barcelona, 1977.
Image: Bridgeman Images.
© Photographic Archive F. CatalàRoca– Arxiu Fotogràfic
de l’Arxiu Històric del Col·legi d’Arquitectes de Cataluny.
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Property of an Important Private Collector

13. Joan Mitchell

1925-1992

Perch and Twirl
signed ‘Joan Mitchell’ lower right
oil on canvas
258.4 x 179.7 cm (101 3/4 x 70 3/4 in.)
Painted in 1973.
Estimate
£1,500,000-2,500,000 $1,950,000-3,250,000
€1,680,000-2,810,000 ‡
Provenance
Xavier Fourcade, Inc., New York
Robert Cochran, Oklahoma City (acquired from
the above in 1988)
Manny Silverman Gallery, Los Angeles (acquired
from the above in 2001)
Private Collection, USA
Edward Tyler Nahem Gallery, New York
Acquired from the above by the present owner in 2006
Exhibited
Indianapolis Museum of Art; Cincinnati, Contemporary
Arts Center and Taf Museum, Painting and Sculpture
Today, 22 May – 14 July 1974
New York, Xavier Fourcade, Inc., Large-Scale Paintings
/Small Scale Sculpture, 18 April - 3 June 1978
San Francisco, Gallery Paule Anglim, Joan Mitchell,
13 November – 22 December 1979
New York, Xavier Fourcade, Inc., Paintings: de Kooning,
Heizer, Mitchell, Murphy, Palermo, Twombly, Smith,
19 June – 19 September 1987
Literature
Thomas Albright, ‘The Mild-Mannered Painter’,
San Francisco Chronicle, 24 November 1979, p. 35
Frank Cebulski, ‘Joan Mitchell’s Projective Vision’,
Artweek, 15 December 1979, p. 6
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Joan Mitchell walking in her
garden at Vétheuil, France.
© Nancy Crampton

Joan Mitchell’s paintings are like visual transcriptions of nature.
They show the artist’s ongoing fascination with landscape
and natural forces, albeit using a distinctly singular abstract
language. Writing about her works at this time, the artist
remarks ‘light is something very special. It has nothing to
do with white. Either you see it or you don’t’ (Joan Mitchell,
quoted in, The Paintings of Joan Mitchell, exh. cat., Whitney
Museum of Art, New York; Museum and Art Gallery,
Birmingham; Modern Art Museum, Fort Worth; Phillips
Collection, Washington, 2002, p. 35); in this perspective,
paintings like Perch and Twirl take on a solar dimension.

movement, one static, one vibrant. The top half of the painting
illustrates the stillness of the former constitutive term –
tempered blocks keeping their peace– while frenetic gestures
below signal a swirving dance, an incessant twirl.

Executed in 1973, Perch and Twirl nonetheless contains within
its margins a number of dialectical oscillations. It is at once
structured and free-fowing, joyful and solemn, spatially
restricted and expansive. Bisected at the middle, dispersing on
both sides bright blocks of purple, green, and orange, the
painting’s inherent neatness breaks at the emergence of
untamed drips, visibly paving their own way at the bottom-lef
margin of the canvas. Though abstract, Perch and Twirl
represents precisely what its title announces: a position and a

With such meditations, an artist like Carol Rama comes to mind.
Rama, born in Turin just a few years before Mitchell, equally
used light tones and smooth lines to convey turmoil. Like a
fame incarnate, the Italian-artist used to say ‘It’s mainly anger
inside of me’ – an exclamation reminiscent of Mitchell’s bold
gesture, when, labeled a woman-artist at a dinner party, she
interrupted the conversation with a swif exit. Yet while Mitchell
deplored forced dichotomies and generously expressed the
subjects of her discontent, she used her ‘troubled fury […]
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Friends of the artist observed a similar pattern within Mitchell
herself. The American artist’s literary background –her mother was
a poet, her husband an editor, her close friend was Frank O’Hara–
clashes with her impulsive nature, her tendency to swear, her
internal agitation. Mitchell, like her paintings, was gracefulness
surrounded by rage, or rage enveloped by gracefulness.
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as if it were nothing but a tool’ (Peter Schjeldahl, ‘Tough Love:
Resurrecting Joan Mitchell’, The New Yorker, July 2002,
online). The remainder of her energy –the more signifcant
part– fowed with ease and materialised with delicacy.

‘Feeling, existing, living, I think it’s all
the same, except for quality. Existing is
survival; it does not necessarily mean
feeling…Feeling is something more: it’s
feeling your existence. It’s not just
survival. Painting is a means of feeling
living.’

Perch and Twirl, as a standalone painting, came immediately
afer the artist’s frst major solo exhibition at the Everson
Museum of Art entitled My Five Years in the Country, 1972, and
shortly before a smaller eponymous show at the Whitney in
1974. The painting brims with traits that are characteristic of
Mitchell’s oeuvre, and shines with the confdence she happily
acquired around those years, as an already widely celebrated
artist. One of the few female artists to achieve such
recognition at this stage in her own lifetime, Mitchell
furthermore displayed her works in exhibitions alongside her
male counterparts – Pollock, de Kooning, Hofman – as early as
1951, at the occasion of the New Gallery’s Ninth Street Show.

Joan Mitchell

Dubbed a ‘second-generation Abstract Expressionist’, further
formal comparisons could be made between Mitchell’s work
and that of peers associated with the post-war movement.
Though her approach to abstractness was ofen evocative of
emotional concepts and thus less conceptually ‘fat’, Mitchell
acknowledged the infuence of artists such as Willem de
Kooning, whose gestural technique ofen produced shapes of
sensual nature. The Dutch artist’s 1955 painting Interchange, for
instance, executed in the early days of Abstract Expressionism,
boasts warm, fesh-like colours, awoken now and then with
bright hues of yellow and blue. Like Mitchell’s Perch and Twirl,
de Kooning’s Interchange is readily structured, intersected with
thin black lines, balancing cautious composition with free
movement by allowing more delicate pink pigments to take over
the majority of the canvas’s surface.

Joan Mitchell
Noon, 1969, oil on canvas,
Private Collection.
© Estate of Joan Mitchell
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‘I don't set out to achieve a specific thing,
perhaps to catch a motion or to catch
a feeling. Call it layer painting, gestural
painting, easel painting or whatever you
want. My painting is not an allegory or
a story. It is more of a poem’
Joan Mitchell

Willem de Kooning
Interchange, 1955, oil on canvas,
Private Collection.
© The Willem de Kooning Foundation / Artists Rights
Society (ARS), New York and DACS, London 2018.

The late 1960s and early 1970s were moreover a high point for
Mitchell, since she then created her most celebrated and
valuable work. Evolving from the darker palette she deployed
in the mid-1960s, this period was marked by vivid energy and
exuberant colour, including seminal paintings such as Salut
Sally, 1970, Wet Orange, 1971 (Carnegie Museum of Art) and
Blue Territory, 1972 (Albright-Knox Art Gallery). As expressed
by Jane Livingston, the use of slab-like blocks of colour ‘would
[have been] almost unimaginable without (Hans) Hofmann’s
precedent, yet Mitchell managed to create her own perfectly
dinstinctive adaptation. Blocks of colour operate within a
fieldlike matrix, creating tensions between figure-ground
opposition on the one hand and the dense, flat space of
Abstract Expressionism on the other’ (Jane Livingston, The
Paintings of Joan Mitchell, Whitney Museum of Art, New York;
Museum and Art Gallery, Birmingham; Modern Art Museum,
Fort Worth; Phillips Collection, Washington, 2002, p. 35).
Coming to market at a moment marked by acute resurgence
of interest – a phenomenon drawing from the growing
consensus that Mitchell’s paintings are on a par with her
better known counterparts Jackson Pollock, Mark Rothko
and her friends Willem de Kooning and Franz Kline – Perch
and Twirl is an exceptional painting defned by one of the
artist’s most fascinating periods. It furthermore coincides with
a number of major international exhibitions highlighting her
work, including a retrospective at the Kunsthaus Bregenz
(2015), Mitchell/Riopelle: Nothing in Moderation at the Musée
National des Beaux-Arts du Québec (2017) and The Water
Lilies: the American Abstract Art and the Last Monet,
Musée de l’Orangerie, Paris (2018). There will be a major
retrospective in 2020, co-organised by the San Francisco
Museum of Modern Art and the Baltimore Museum of Art,
which will furthermore travel to the Solomon K. Guggenheim
Museum in New York.
Describing her own painting process as ‘an organism that
turns in space’ (Cora Cohen and Betsy Sussler, ‘Joan Mitchell’,
BOMB, 24 October 2012), Mitchell’s self-sufcient canvases
Perch and Twirl in turn, through the use of most vivacious
strokes and atmospheric colour. Brimming with unique
pictorial and emotional force, Perch and Twirl works like
a universe of its own, merging poetry, emotion and
mature artistic skill.
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Lucio Fontana Space and Materiality

‘Man is exhausted by the forms of painting and sculpture.
His experiences and his oppressive repetitions bear witness
that these arts lie stagnant in values foreign to our culture,
with no possibility of future development. Life as tranquillity
has disappeared. The idea of speed is constant in man’s life.
The artistic era of colours and paralytic forms has been
left behind… The aesthetic of organic movement replaces
the empty aesthetic of fixed forms. Bearing in mind this
alteration enacted upon man’s nature through changes that
are psychic and moral and affecting every human relation
and activity, let us abandon the practice of forms of known
art and undertake the development of an art based on the
unity of time and space.’
(Lucio Fontana, Manifesto Blanco, Buenos Aires, 1946)

Concetto spaziale, Attese and Concetto spaziale, Attesa,
executed in 1963 and 1964 respectively, are each emblematic
expressions of Fontana’s preoccupation with universal and
spiritual concepts. While their primary colours are indexical
of natural earthly elements such as light and water, the cuts
crossing their surfaces indicate a symbolic transcendence
of space and time.
The magnetic blue in Concetto spaziale, Attesa provides a
cool contrast to the following work’s brightness and
luminosity; it invokes the endless depth of the sky as viewed
from the Earth. The burst of yellow radiating from Concetto
spaziale, Attese bears evident references to the sun’s roaring rays
for instance, yet also invokes a kind of spiritual luminescence
superseding the quiet stillness of the monochrome. The fve
jet-black slashes piercing through the painting’s centre further
reify a sense of boundless urgency; as a group, the cuts form a
mystical presence interrupting the vibrant force of the yellow
pigment. This uncanny conjunction of bright heliacal colour with
pitch-dark carvings evokes the mystifying ambivalence of the
Solar Eclipse: the fssures on the canvas indeed recall the moon’s
passage over the sun, temporarily depriving the Earth of its light.
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The year of the work’s conception furthermore falls within a
decade of major galactic breakthroughs: the frst human voyage
into space in 1961, and the moon landing eight years later,
achieved shortly afer Fontana’s death.
Pure colour found in natural light fgured among some of
Fontana’s dearest delights; following his return to Italy in 1948,
the artist requested that his brother take ‘thousands’ of photos
of the Argentinian sky to remind him of the way aerial heights
could merge with earthly visions. The present painting’s deep
blue surface cut by a single thick slash captures the sky’s
equivocal tones as its light progresses from solar to lunar.
Fontana was moreover likely to have been guided by the colour
blue’s rich historic signifcance and canonical evolution when
producing Concetto spaziale, Attesa. The rich ultramarine tone,
traditionally composed of pigments made from semiprecious
– and exorbitantly expensive – lapis lazulis, was indeed heavily
used during the Renaissance, as well as the 17th and 18th
centuries. In those times, the metamorphic rocks were reserved
for high quality commissions, synonymous with wealth and
divinity. By 1963, a synthetic equivalent of the colour had been
discovered and became reproducible using simple household
paint – that which Fontana utilised to achieve his Tagli.
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Lucio Fontana in his studio, Milan 1965.
© Image:Ugo Mulas Heirs. All rights reserved.
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The contrast between Fontana’s fascination with the natural
world and the uniquely ‘manmade’ quality of his oeuvres can
be considered the frst in a series of distinct binaries dominating
the artist’s practice. Sarah Whitfeld wrote, ‘If Fontana thinks
in terms of the monumental, he also thinks in polarities. The
vastness of the universe is echoes in the microcosm of the
hole; the mysteries of geological time are balanced by the still
greater mysteries of outer space; and when he speaks about
the duration of art he weighs a minute against a millennium’
(Lucio Fontana, exh. cat., Hayward Gallery, London, 2000, p. 16).
This dynamic of balanced contrasts is not only exemplifed in the
artist’s processes of production; it furthermore exists in small
details and tweaks surrounding his finished works. The pure
serenity of Concetto spaziale, Attese’s façade, for instance, is at
odds with the nonsensical inscriptions marked at the back of the
canvas, reading ‘I like Luisella!’ and ‘Today I am tired’. These
human exclamations provide a grounding normality to the
paintings’ abstract rectos, moreover extending a bridge between
the mundane and the spiritual, the earthly and the otherworldly.
Lucio Fontana’s Tagli – slashed canvases – revolutionised not
just the Italian painter’s artistic career in the late 1950s, as
they marked the peak and pinnacle of his conceptual journey;
they also manifested an important turn in twentieth century
art historical discourse, as subversive works combatting
long-standing principles of pictorial fatness.

An inherently iconoclastic gesture, the slashing of canvases
indeed signalled a clear desire to break with representational
norms. Created between 1959 and Fontana’s death in 1968, the
Tagli paintings all underwent a meticulous method of
deconstruction. The canvases were frst soaked in the artist’s
chosen monochromatic pigment, only to be immediately sliced
in one clear motion with a Stanley knife. Manipulating his
canvases through the addition of colour and the simultaneous
distruption of fabric, Fontana bent traditional tenets of painting
and objecthood, in some ways merging both, and exploring, by
the same token, the very notions of space and materiality.
This innovative method, aptly aligned with the artist’s
Spatialist principles, strove to liberate the canvas from
its one–dimensional plane. Fontana formalised his radical
conceptual ideals by publishing a statement in 1946 entitled
‘Manifesto Blanco’; in this paper, he advocated new, synthetic
forms of art focusing on the transcendence of movement in
time and space. ‘We don’t care if a gesture, once performed,
is eternal’, Fontana declared. (Lucio Fontana, ‘The First
Spatialist Manifesto’, 1947). The motivation was thus to
distantiate normative spatiotemporal concepts from his art,
in order to embrace amorphous and indeterminate spatial
and temporal dimensions.

Giacomo Balla
Planet Mercury Passing Before the Sun,
1914, oil on canvas, Musee National d’Art
Moderne, Centre Pompidou, Paris.
Image: Bridgeman Images.

‘We want painting to escape from
its frame and sculpture from its
bell-jar. An expression of aerial
art of a minute is as if it lasts a
thousand years, an eternity.’
Lucio Fontana
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Destination Moon, Film
Still, 1950.
Granger/Image. Bridgeman Images.

Although these ideals were mainly developed during Fontana’s
time in Argentina, the artist furthermore drew from his Italian
heritage to perfect the conceptualisation of Spatialist precepts.
Upon returning to Italy in 1948, Fontana looked specifically
at the country’s pre-war Futurist movement, which similarly
focused its artistic efforts on pictorial dynamism and the
exploration of tension in space. At the time, artists such as
Giacomo Balla aimed to free the medium of painting from its
static nature through a vivid representation of movement.
Balla’s Mercury Passing Before the Sun, 1914, for instance,
examines the futurist notion of ‘celestial dynamism’: the
exploration of space beyond the margins of the Earth, reaching
spiritual heights. This concept became all the more relevant
in the early 1960s when Fontana began working on Concetto
spaziale, Attese, and the ‘space race’ between the Soviet Union
and America dominated popular culture. ‘Man’s real conquest
of space is the abandonment of earth, of the line of the horizon’,
he declared, ‘And thus the fourth dimension is born; volume is
now truly contained in space in all of its dimensions’ (Lucio
Fontana quoted at the IXth Milan Triennial, 1951, ‘Technical
Manifesto’, Lucio Fontana, London, 1988, p. 82).
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14. Lucio Fontana

1899-1968

Concetto spaziale, Attesa
signed, titled and inscribed ‘l.Fontana
“Concetto spaziale ATTESA”
oggi sono proprio stanco’ on the reverse
waterpaint on canvas
46 x 38 cm (18 1/8 x 14 7/8 in.)
Executed in 1964.
Estimate
£350,000-450,000 $455,000-585,000
€393,000-505,000 ♠
Provenance
Galleria Vismara, Milan
Private Collection, Milan
Private Collection, Milan
Literature
Enrico Crispolti, ed., Fontana, Catalogo generale,
vol. II, Milan, 1986, no. 64 T 136, p. 541 (illustrated)
Enrico Crispolti, ed., Lucio Fontana, Catalogo ragionato
di sculture, dipinti, ambientazioni, vol. II, Milan, 2006,
no. 64 T 136, p. 727 (illustrated)
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15. Lucio Fontana

1899-1968

Concetto spaziale, Attese
signed, titled and inscribed ‘l.fontana “Concetto spaziale
“ATTESE” 1 + 1 - Mi piace Luisella!’ on the reverse
waterpaint on canvas
61 x 50 cm (24 x 19 5/8 in.)
Executed in 1963.
Estimate
£700,000-900,000 $910,000-1,170,000
€786,000-1,010,000 ♠
Provenance
Galleria La Polena, Genoa
Private Collection, Milan
Acquired from the above by the present owner
Literature
Enrico Crispolti, ed., Fontana, Catalogo generale, vol II,
Milan, 1986, no. 63 T 41, p. 460 (illustrated)
Enrico Crispolti, ed., Lucio Fontana, Catalogo ragionato
di sculture, dipinti, ambientazioni, vol II, Milan, 2006,
no. 63 T 41, p. 645 (illustrated)
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Property from a Distinguished Private Collection

16. Jan Schoonhoven

1914-1994

R62-14
signed and titled ‘J. J. Schoonhoven
“R62-14”’ on the reverse
painted papier-mâché relief on board
85.5 x 67 cm (33 5/8 x 26 3/8 in.)
Executed in 1962, Antoon Melissen has
confrmed the authenticity of this work.
Estimate
£250,000-350,000 $325,000-455,000
€281,000-393,000 ♠
Provenance
Henk Peeters, The Netherlands (acquired in 1962)
Galleria Cadario, Milan (acquired from the above in 1963)
Private Collection, Switzerland
Private Collection, The Netherlands (acquired from the above early 1990s)
Acquired from the above by the present owner
Literature
Antoon Melissen, Jan Schoonhoven, Rotterdam,
2015, pp. 72-73 (illustrated, p. 73 and cover)
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Lucio Fontana
Concetto Spaziale, Attese,
waterpaint on canvas, 1967.
© Lucio Fontana. Milan SIAE. DACS, London 2018.
Image: Bridgeman Images.

‘As a kinetic instrument reacts
to the ever-changing movement
of the wind...Schoonhoven’s relief,
as a static, serially-structured
instrument, reacts to the light
through constantly changing
chiaroscuro patterns...’
(Max Imdahl, ‘Jan J. Schoonhoven’, in Norbert Kunisch,
Erläuterungen zur Modernen Kunst, Bochum, 1990, p. 229.)

Contrastingly the cool, stringently methodical, measured works
of Jan Schoonhoven are simultaneously familiar, gentle and
intimate. R62-14 is imbued with the warm crafsmanship of a
man who had developed his art at the centre of his home on the
kitchen table afer a day in The Hague. Juxtaposed to the regular
geometric articulation is the duality of sof, malleable materials,
constructed by hand from paper, paint and cardboard: a key
quality that sets Schoonhoven apart from the machined
perfection of his contemporaries. The playful movement of light
and shade over the ordered construction further serves to enliven
the surface emphasised precisely by the absence of colour.

The exhibition Monochrome Malerei, held in Leverkusen in
1960 played a guiding role for Schoonhoven and artists of
the Zero avant-garde, emphatically emphasising the varied
approaches to the grid and the monochrome. ‘Zero does not
aim to depict a geometric construction’ wrote Schoonhoven
in 1964, ‘but uses geometry to explain a standpoint…The
geometric aspect of Zero is therefore attuned to extreme
simplicity, an organisation of shapes, of reality derived from
the real… The goal is to establish reality as art in an impersonal
manner’ (Jan Schoonhoven quoted in Jan Schoonhoven, exh.
cat., David Zwirner, New York, 2015, p. 33).

Maintaining the calculated architectural quality of his earlier
drawings infuenced by the buildings in his home town of Delf,
Schoonhoven began experimenting with his architectural
structures in 1956, having constructed castles, zoos and a
mountain range from papier-mâché, cardboard, glue and
paint for his son.

The grid format and application of the uniformed colour
white allowed Schoonhoven to democratise his works,
its systematic form impeding expression and prejudice.
The method of the relief and its subsequent meaning lies
in its isolation of concentrated and thematised forms.
Schoonhoven commented on the single theme on which
he based his works as ‘a gradual vertical division of parallel
horizontal cells’ (Antoon Melissen, Jan Schoonhoven,
Rotterdam, 2015, pp. 128, 132-133). The uniformity of the
divided rectangles is made humane by the handmade
technique. ‘Despite their minimal form and colour, there’s
no boring monotony. Firstly, there is a sense of it being
a manuscript, in which the handmade quality is almost
tangible’ (Rudi Fuchs quoted in Jan Schoonhoven, exh. cat.,
David Zwirner, New York, 2015, p. 8). Indeed, upon being
bestowed the honour of the 1967 Bienal de São Paulo,
his white relief works were considered ‘by far the most
sensitive three-dimensional works in the biennale’ (Antoon
Melissen, Jan Schoonhoven, Rotterdam, 2015, p. 107).

Despite his sheltered home setting, Schoonhoven was close to
the leading fgures of the post-war avant-garde. Harnessing his
minimalistic output, Schoonhoven played a founding role in the
collector Hans Sonnenberg’s group Zero in 1958 where his works
appeared alongside fellow artists such as Lucio Fontana and
Jasper Johns - artists who each uniquely pursued a condensation
of the autobiographical idiom and anecdotal references, to a
formal essentialism. These ideas are clearly articulated by
Fontana’s early monochromes with razor-sharp cuts. More
obviously evident in R62-14 through its strictly formulaic
geometry, was Schoonhoven’s involvement in the Dutch
group Nul, a collective of Dutch artists established between
1961 and 1966, who collaborated closely with the key
members of the German Zero network. Nul were unified
by the culminated desire to distance themselves from
emotionally charged art by seeking different means and
modes of expression.
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With its elegant formal rhythm, articulation and order,
R62-14, tranquil in its stark whiteness, isolates the light,
sharpening perception and highlighting Schoonhoven’s
arrival at compositional concord.
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Jan Schoonhoven, Delft,
the Netherlands, 1969.
Photo: Lothar Wolleh.
© Oliver Wolleh, Berlin.
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17. Enrico Castellani

1930-2017

Superfcie Gialla Tokyo no. 2
signed, titled and dated ‘Enrico Castellani
“Tokyo no. 2” 1967 “Superfcie Gialla”’ on the stretcher
acrylic on shaped canvas
120 x 120 cm (47 1/4 x 47 1/4 in.)
Executed in 1967, this work is accompanied by a certifcate
of authenticity from the Archivio Enrico Castellani and is
registered under the archive number 67-061 and will be
included in the forthcoming third volume of the Catalogue
Raisonné being prepared by the Archivio Enrico Castellani.
Estimate
£250,000-350,000 $325,000-455,000
€281,000-393,000 ‡ ♠
Provenance
Galleria dell’Ariete, Milan
Tokyo Gallery, Toyko
Private Collection
Exhibited
Tokyo Gallery, Enrico Castellani Exhibition, 17 February 9 March 1968 (illustrated on exhibition leafet)

‘It’s a kind of painting that doesn’t follow the
standard rules; it’s a treatment of the surface
that has to do with painting itself.’
Enrico Castellani
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Yayoi Kusama
Aftermath of Obliteration
of Eternity, 2009
Museum of Fine Arts, Houston, Texas
© Yayoi Kusama 2018 / Image: Bridgeman Images.

Superfcie Gialla Tokyo no.2, with its hypnotic surface of
protrusions, exemplifes Enrico Castellani’s radical and prolifc
artistic practice. His iconic mastery of the inclinations of light
and space, through the elegant manipulation of the twodimensionally canvas with rhythmic depressions and pointed
projections, creates a captivating work that traverses the
delicate balance between painting, sculpture and architecture.
Included in the artist’s exhibition at Tokyo Gallery in 1968, the
present work has been in the same private collection ever since.
Having originally experimented with the placement of hazelnuts
underneath the canvas, Castellani pursued this idea and
soon coined his characteristic, corrugated style of relief and
indentation with the regular, orderly arrangement of nails
beneath the taut canvas. A methodical and rigorous system
that produced limitless variations and endless compositional
possibilities, the nails were to become Castellani’s trademark
practice, contributing to an extensive, even lifelong, artistic
pursuit. Carefully distributed in complex, geometric formations,
the work’s vitality is brought about not through painterly mark
or gesture, but through the physical transformation of the
medium of the canvas itself: ‘his work took on a metaphorical
meaning – evoking a spasm that contracts and expands the
surface – which became increasingly evident as he fne-tuned
his grids. The initial patterns – relatively simple, regular lattices
where light alternates with dark – became more and more
complex, characterised by breath-taking perspectives that
are still entirely understandable in geometric terms but are
so strong as to cause vertigo’ (Angela Vettese, ‘Castellani,
Master of Doubt’ in Enrico Castellani, exh. cat., Dominique
Lévy, London and New York, 2016, p. 14).

UK_TCA Eve Sale_OCT18_58-115.indd 84

The year 1959 marked a dramatic change of direction in
Castellani’s work, bringing about the beginning of the artist’s
iconic Superifci (Surface) works, away from ‘painted paintings’
towards a more sculptural, architectural body of work. In a
radical shif that saw the absolute rejection of the painterly
subjectivity of the Surrealists or the Abstract Expressionists in
favour of pure, monochrome canvases imbued solely with the
tangible alternations of projections and indentations, Castellani
became an essential fgure in the pioneering art of the postwar Italian avant-garde. Along with his artistic contemporary
and close friend Piero Manzoni, the two established Azimut,
a feeting but nonetheless extremely signifcant exhibition
space in Milan. With its accompanying publication Azimuth,
the space showcased artists who, like the founders themselves,
are now universally recognised as some of the greatest Italian
artists of the twentieth century. Amongst these artists was
Lucio Fontana, whose revolutionary development of Spatialism
had a profound impact on Castellani; as Castellani muses,
‘I admired him for going against the trends – for being an
oppositional artist. Since we were young, this was very
interesting to us’ (Enrico Castellani, quoted in Hans Ulrich
Obrist, ‘Breaking Away from Painting: An Interview with Enrico
Castellani’, Enrico Castellani, exh. cat., Dominique Lévy,
London and New York, 2016, p. 22). Azimut/h is rooted in
a period of immense innovation and change that would go on
to shape the future of contemporary art. Donald Judd went as
far as to proclaim Castellani ‘the father of Minimalism’, as his
work arguably contributed to the emergence of the American
Minimalist movement in the 1970s, as well as facilitating the
infuential Zero movement in Europe. The artist’s Superifci
also draw inherent parallels with the work of Yayoi Kusama,
whose Infnity Nets and installations mirror the artist’s concern
with eternity. Recalling Castellani’s infinite and rhythmic
canvases, both artists’ interest in repetition extends beyond
the limits of the two-dimensional plane.
Castellani is ‘remembered as one of the people that changed
the language of art…he made the hand of the artist nonevident, and the work was the work itself. He was one of the
few fgures that developed a new language, a language that
didn’t exist before, and to me that’s a sign of somebody that
has an impact that resonates’ (Emilio Steinberger, quoted
in Henri Neuendorf, ‘Italian Avant-Garde Painter Enrico
Castellani’ Artnet, 4 December 2017, online). Superfcie Gialla
Tokyo no.2, with its monochrome expanse of colour and regular
sequential patterns of alternately ascending and descending
points and protrusions, manipulates the viewer’s perception of
space and time, creating a tension that stretches beyond the
tautness of the material and infltrates our contemplation of
spatiality and infnity. Castellani realises, in his own words, an
‘indefnitely repeatable rhythm…necessary in order to give
the works themselves the concreteness of the infnite’ which,
therefore, allows the work to transgress time in order to
satisfy a ‘spiritual need’ (Enrico Castellani, ‘Continuitá e
nuovo’, Azimuth, Milan, no. 2, 1960, n.p.).
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18. Günther Förg

1952-2013

Untitled
signed ‘Förg ‘88’ on the reverse
acrylic on lead on wood
180 x 120 cm (70 7/8 x 47 1/4 in.)
Painted in 1988, this work is recorded in the
archive of Günther Förg as No. WVF.88.B.0001.
Estimate
£120,000-180,000 $156,000-234,000
€135,000-202,000 ♠
Provenance
Private Collection, Europe
Dorotheum, Vienna, 19 May 2011, lot 1596
Acquired at the above sale by the present owner
Literature
We thank Mr. Michael Nef from the Estate of Günther Förg
for the information he has kindly provided on this work.

‘I like to react on things; with the normal
canvas you often have to kill the ground,
give it something to react against. With the
metals you already have something - its
scratches, scrapes’
Günther Förg
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Barnett Newman
Concord, 1949,
oil and masking tape on canvas,
The Metropolitan Museum
of Art, New York
© The Barnett Newman Foundation New York/DACS,
London 2018. Image: Scala, Florence.

Executed in 1988, Untitled is an early example of Günther Förg’s
iconic series of Lead Paintings, completed during the late 1980s
and early 1990s. Innovative, visceral and technically accomplished,
the present work showcases Förg’s fascination with the
materiality of painting.
Untitled is a work of contrasts and dualities; the composition
itself, a striking lateral dichotomy between two seemingly
understated felds of colour, explores the physicality of painting
on lead whilst celebrating the imperfections of the medium.
Unembellished and organic, the artist’s preoccupation with the
ephemeral and the natural is brought to the fore. Förg’s innate
and intuitive approach to colour is exemplified in Untitled,
complimenting the oxidised grey lead of the work’s imperfect
surface. Emphasising the purity of colour two clearly defned
bands instil Untitled with the sensuality of chromaticity, the
exposed lead allowing the material qualities of the work to
become Förg’s vehicle for expression.
Painting thinly layered washes of acrylic paint onto untreated
sheets of lead, the artist barely conceals the metal patina
beneath, and despite the essential importance of colour forges
a composition almost translucent in its coverage. This exposes
the natural faws of the patina of the oxidised lead, any residing
marks and scrapes in the lead ground, asserting a certain sense
of density to and weight to the composition, as well as deliberately
revealing the gestural brushstrokes made by the artist’s hand.
Building upon the history of the material he has chosen to use,
Förg’s Lead Paintings celebrate the formal architectural and
material qualities of his work. Commenting on the materiality
of the structure he notes ‘I like very much the qualities of
lead – the surface, the heaviness… I like to react on things;
with the normal canvas you ofen have to kill the ground, give

UK_TCA Eve Sale_OCT18_58-115.indd 88

it something to react against. With the metals you already
have something – its scratches, scrapes’ (Günther Förg,
quoted in David Ryan Talking Painting, London, 2002, p. 77).
The malleable metal wraps around the wooden structure,
softening the edges of the painting and encouraging the
viewer to consider it as an object occupying a physical space
rather than a fat, two-dimensional work: ‘our comprehension
of the work shifs as we frst concentrate on the fat surface
of the picture plane and then turn our attention to the literal
space these objects occupy...Förg’s selection of lead as a
support also stresses the materiality of the painting as it
imposes its colour, refective properties, and textures onto
the work’ (Bonnie Clearwater, ‘Günther Förg: Beyond
Painting,’ Günther Förg: Painting/Sculpture/Installation, exh.
cat., Newport Harbor Art Museum, California, 1989, p. 21).
Developing the abstract nature of his work, Förg advocates
it as a means of expression in which the materiality of the surface
becomes paramount: ‘working in a language (abstraction)
that in the twentieth century has been described as spiritual,
religious, symbolic, profoundly universal, and mythic, there
seems nothing of that in Förg’s reality...a sense of nothing but
the thing itself’ (Paul Schimmel, ‘Introduction’, Günther Förg:
Painting/Sculpture/Installation, exh. cat., Newport Harbor
Art Museum, California, 1989, p. 15). Rejecting the
metaphysical signifcance found in the work of the Abstract
Expressionists, throughout his opus the artist favours the
reductive contemplation of raw materiality. Despite this,
obvious visual and aesthetic comparisons with the work of
these artistic predecessors are apparent; Förg’s concern
with tonality builds upon the avant-garde legacy of Abstract
Expressionism. Barnett Newman’s ‘zip’ paintings, with their
vertical strips of contrasting hues, bear a strong resemblance
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‘His work raises questions about art itself.
What is colour? What is paint? What is
a surface, what is a space?’
(Hripsimé Visser, Günther Förg: A Fragile Beauty,
Stedelijk Museum, Amsterdam, 26 May - 14 Oct 2018, n.p.)

to Förg’s Lead Paintings, as do Palermo’s colourfully divided
canvases. Departing from this legacy, however, Förg’s Lead
Paintings are devoid of the essence of the sublime and
painterly fnesse, instead reminiscent of the Minimalist and
non-spiritual sculptures of Donald Judd. Förg adamantly
asserts himself as distinct from his fellow artists: ‘lacking
both a clean, hard edge, as in Palermo’s paintings, and the
unbridled gesture of the expressionists, Förg’s composition
and technique lie somewhere in between. The edges are
neat but not precise, hand-made and rapidly laid down, with
spontaneity having priority over structure...chance and
spontaneity are emphasized further in the lead paintings
in which the natural oxidation of the lead neutralizes the
personal touch’ (Paul Schimmel, ‘Introduction’, Günther Förg:
Paintings/Sculpture/Installation, exh. cat., Newport Harbor
Art Museum, California, 1989, p. 14).
Rooted in the trajectory of Modernism, Förg appropriates
and interprets its legacy in a distinctly post-modern era:
‘Förg didn’t care about the boundaries between disciplines
and movements and went his own way’ (Hripsimé Visser,
quoted in Günther Förg: A Fragile Beauty, Stedelijk Museum,
Amsterdam, 2018 online). Celebrating the materiality of
painting and the substance of lead, Untitled embodies
the artist’s fundamental artistic principles in a way that
incorporates composition, space, colour and elemental
materiality efortlessly in a unique exploration of dimensionality
and energy: ‘colours emerge, the paintings become more open,
and even the material’s arbitrary elements on the surface
and in the patina become part of the picture’ (Günther Förg,
quoted in Günther Förg: Paintings on Lead, exh. cat.,
Thomas Dane Gallery, London, 2006, p. 7).

Donald Judd
Untitled (Stack), 1967,
lacquer on galvanized iron,
12 units, Museum of Modern
Art, New York
© Judd Foundation / ARS, NY and DACS, London 2018.
Image: Scala, Florence.
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19. Christopher Wool

b. 1955

Untitled (P271)
signed, titled and dated ‘WOOL 1997 “UNTITLED (P271)”’ on
the reverse
enamel on aluminum
274.3 x 182.9 cm (108 x 72 in.)
Executed in 1997.
Estimate
£2,000,000-3,000,000 $2,610,000-3,910,000
€2,240,000-3,370,000 ‡
Provenance
Luhring Augustine, New York
Phillips, London, 14 February 2013, lot 7
Private Collection
Phillips, New York, 8 November 2015, lot 13
Acquired at the above sale by the present owner
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Andy Warhol
Elvis IV, Private Collection.
© 2018 The Andy Warhol Foundation for the
Visual Arts, Inc./Licensed by DACS, London.
Image: Bridgeman Images.

Untitled (P271) is a prime demonstration of Christopher
Wool’s exploratory process of creation, in which he layers a
series of black, decorative motifs in enamel, upon panels of
aluminium primed with white paint. Using the susceptibility
of slippage and over-painting, a consequence of his unique
manufacturing method, as a means of building wholly unique,
monochromatic compositions, the artist investigates the
limits of the printing and painting process. Through the
rejection of conventional, mechanical methods of creation and
confrontation of the conficts associated with contemporary
image-making. Untitled (P271) represents the conceptual
core of Wool’s oeuvre, provoking a dialogue amongst those
who question his unconventional approach and technique.
Untitled (P271) communicates a story whereby the process
of improvisation, imperfection and distortion culminate to create
an evocation of a celestial sky, inversely represented with black
on white as opposed to white on black. The dripping frame, barely
containing the image, is a doorway to another world, inviting
the viewer to step in and discover a lesser ventured realm.
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The experimental layering of images, as well as the works’
self-evident medium and construction, draws parallels
between the present work and Jackson Pollock’s Enchanted
Forest, in which Pollock seeks to free line and explore the
mediums ‘pure movement’ without direct representation,
not dissimilar from Wool’s aim of ‘freeing’ the printing
process. Likening Wool’s works to Pollock’s, John Caldwell
explains, ‘Instead of his looping whorls of paint, seemingly
uncontrolled, but in fact highly disciplined, one faces in Wool’s
work only the arbitrary order of carefully achieved randomness.
Undeniably, the work is beautiful; for many observers it
resembles stars in a night sky. Yet, especially because of the
inevitable recall of Pollock’s work, there is no secure sense
of what Wool’s paintings mean’ (John Caldwell, quoted in
Ann Goldstein, ‘How to Paint’, Hans Werner Holzwarth, ed.,
Christopher Wool, Cologne, 2012, p. 172).
Adopting Post-Minimal infuences, Wool had the tools to delve
into the broad world of abstraction, applying a pre-existing
artistic practice for the purpose of generating simple designs
highly sensitive to human error. Through his acceptance and

17/09/18 11:00

Jackson Pollock
Enchanted Forest, 1947, oil on canvas.
Solomon R. Guggenheim Museum, New York, USA.
© The Pollock-Krasner Foundation ARS, NY and DACS,
London 2018. Image: Bridgeman Images.

endorsement of misprints, build-ups of enamel, drippage and,
in the case of the present work the faint traces of the silkscreen
frame, Wool divulges the works’ story of creation, allowing the
piece to speak for itself. It is through this pictorial discord that
Wool imbues a sense of vulnerability, exposing the fragile
nature to his screen printing procedure. To expand on this, John
Caldwell remarked, ‘the eye does move across the paintings’
surface repeatedly because in ordinary life, outside of
painting, variation implies change or development, and
the viewer actually tries to read the imperfections of the
process for meaning’ (John Caldwell, quoted in Ann Goldstein,
‘How to Paint’, Hans Werner Holzwarth, ed., Christopher Wool,
Cologne, 2012, p. 173). Wool’s use of repetition, replication and
‘cultural piracy’, refected in his choice of motif – in which he
appropriates textile design - and creative practice throughout
his career, confirms similarities between his own artistic
output and that of his Picture Generation contemporaries,
namely Cindy Sherman, Sherrie Levine and Richard Prince.
Richard Prince in particular, a good friend and peer with whom
Wool has also collaborated, created a series of monochromatic
silkscreens on canvas, known as his White Paintings; A Man
Comes Home, a work from this series, incorporates fragments
of silkscreened graphics foating across the composition, much
like Wool’s Untitled (P271).
Wool’s use of the mechanical process of screen-printing
immediately associates him with Pop artists like Andy
Warhol, for whom screen-printing was a natural progression
from his earlier printing techniques, just as it was the case
later for Wool. For example, his Elvis IV, exemplifes Warhol’s
fxation on employing the repetition of popular images and
fgures as an artistic rhetoric. However, despite the obvious
stylistic similarities demonstrated in both the visuals and
the practice of the two works, there are stark differences
between the two artists, as John Caldwell has acknowledged:
‘Wool is more reticent, cooler even than Warhol. Since the
repeated pattern has no inherent meaning and no strong
association, we tend to view its variation largely in terms of
abstraction, expecting to fnd in the changes of the pattern
some of the meaning we associate with traditional abstract
painting’ (John Caldwell, quoted in Ann Goldstein, ‘How to
Paint’, Hans Werner Holzwarth, ed., Christopher Wool,
Cologne, 2012, p. 173).
A significant work in the context of Wool’s own artistic
development, Untitled (P271) illustrates Wool’s iconoclastic
triumph in subverting a traditional printing method, by
confronting the prescribed limits of silk screen printing. ‘I ofen
want a painting to feel like it is the result of a certain process …
a process that was not simply the painting/picturing process
of putting together a formalistically successful painting.’
(Christopher Wool, quoted in Glenn O’Brien, ‘Apocalypse and
Wallpaper’, Hans Werner Holzwarth, ed., Christopher Wool,
Cologne, 2012, p. 152).
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The Property of a European Collector

20. Joseph Beuys

1921-1986

Unbetitelt (Feld)
signed, inscribed and dated ‘Joseph Beuys Kassel 1972’
on the reverse; further stamped ‘Organisation für direkte
Demokratie’ on the reverse
chalk on board
199.8 x 150 cm (78 5/8 x 59 in.)
Executed in 1972.
Estimate
£400,000-600,000 $520,000-780,000
€449,000-674,000 ‡ ♠
Provenance
Private Collection (acquired directly from the artist)
Exhibited
Kassel, Museum Fridericianum/Friedrichsplatz/Neue
Galerie, Documenta V, 30 June - 8 October 1972,
London, Waddington Custot, Joseph Beuys Boxkampf
für die direkte Demokratie, 7 July - 7 September 2017

‘Any blackboard which exists is done in a kind
of performance or dialogue with many people...
The drawing I do principally in public
constellation, never when I am alone. I never
work with a blackboard with me alone.’
Joseph Beuys
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Joseph Beuys in Kassel, 1972,
for the ‘Organisation for Direct
Democracy by Referendum’.
© DACS 2018.

Joseph Beuys’ pluridisciplinary approach to art ofen pushes
his creations beyond the confnes of their medium. Unbetitelt
(Feld), created in 1972 and composed of chalk on board, could
neither be defned by its supporting structure, nor epitomised
by the German scrawls lef atop its otherwise vast surface.
Rather, it is a polyvalent object endowed with multiple
meanings, existing as a living proof of the performative
occurrence it witnessed. Acquired directly from the artist and
having remained in the same collection for over forty years,
Unbetitelt (Feld) furthermore exudes a rare, intimate feel.
Joseph Beuys executed Unbetitelt (Feld) on the occasion of the
ffh installment of the contemporary art event Documenta in
Kassel, whereby his hundred-day participation was marked by
the performance of a symposium entitled Organisation für
direkte Demokratie durch Volksabstimmung (Organisation for
Direct Democracy by Referendum). A political bureau of sorts,
the organisation sought to investigate the very notion of
democracy within an established artistic context. Its main
attraction, the symposium, was led by Beuys and carried out in
installments of interactive lectures. Seated behind a red rose
‘for democracy’ and adopting the countenance of a generous
professor, Beuys encouraged members of each renewed
audience to share their thoughts in a free-fowing manner, so as
to diversify ensuing discussions.
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Amongst the issues addressed were questions on educational
reform, religion, race, gender, atomic energy, and the Eastern
bloc. The collaborative efort to achieve democratic dialogue
materialised on props; the present blackboards thus doubled as
politically charged icons, presenting the content of the lectures.
Using blackboards to document exchanged ideas since the
early 1960s, Beuys later extracted the objects from their
specifc performative contexts and signed them as standalone artworks. In doing so, the artist pushed the boards
beyond their passive bystanding nature and transformed
them into lasting testaments. Unbetitelt (Feld), boasting
meshed expressions such as ‘I search feld character’ and
‘Self-contempt of living areas’ at the bottom-lef corner of its
black surface, is thus symbolic of an unfltered political arena
fxed in time, containing visual traces of a consumed dialogue.
It furthermore merges the named and the anonymous, the
seen and the unseen, as it bears Beuys’ name but draws from
collective efort. As such, it aligns with what the German artist
dubbed ‘a social organism as work of art’: an artwork defned
by its sheer existence, nourished by the belief that everyone –
and perhaps everything– is an artist (Joseph Beuys,
Documenta V, 1972).
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Unbetitelt (Feld) also integrates the German artist’s collection
of self-proclaimed ‘social sculptures’ created across his career,
transcending its own materiality and bearing inherent social
value. As expressed by Beuys in his Public Dialogues, ‘social
sculptures’ are material installations drawing upon
philosophical, sociological and spiritual refections, dubbed
‘sculptural’ for their artistic form, and ‘social’ for their political
potential and evocative nature.
The theatrical ending of Beuys’ Organisation for Democracy
by Referendum at Kassel lends additional weight to its
surviving documents. On 8 October 1972, Beuys staged a
Boxkampf für die direkte Demokratie (Boxing Match For Direct
Democracy) with Kassel art student Abraham David Christian,
following Christian’s invitation to a fght, proposing that they
both represent, respectively, a superior form of government
versus direct democracy. The match took place at the Museum
Fridericianum against a backdrop of Ben Vautier’s Thinking
Room, and featured a rowdy crowd brimming with agitated
spectators. Beuys’ student, Anatol Herzfeld, refereed three
fair rounds afer which he declared Beuys the winner, ‘on
points for direct democracy through direct hits.’ Beuys’
participation at Kassel thus bore an ironic conclusion: it
implied that democracy may win, though through the use
of undemocratic means (and, what’s more, violence).
Joseph Beuys
Ohne die Rose Tun Wir's Nicht, 1972,
Walker Art Centre.
© DACS 2018.

‘documenta V’, Kassel, 1972.
© DACS 2018. Image: bpk / Stiftung
Museum Schloss Moyland / Ute Klophaus
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21. David Hammons

b. 1943

Untitled
signed ‘Hammons’ on the reverse
wire mesh, zipper sliders and wood
67.5 x 79.8 x 1.8 cm (26 5/8 x 31 3/8 x 0 3/4 in.)
Executed in 1992.
Estimate
£250,000-350,000 $325,000-455,000
€281,000-393,000
Provenance
Jan Hoet, Ghent (acquired directly from the artist)
Thence by descent to the present owner
Exhibited
Mullem; Huise; Wannegem; Lede, PASS Kunst in dorpen, 1 May - 5 July 2015, pp.100-101
(illustrated, p. 101)
Brussels, WIELS, Unexchangeable, 19 April
- 12 August 2018, p. 84 (illustrated)

‘It’s beautiful to see people who have a vision
that has nothing to do with presentation in
a gallery. I wish I could make art like that,
but we’re too oppressed for me to be dabbling
out there.’
David Hammons
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‘Outrageously magical things happen
when you mess around with a symbol.’
David Hammons

David Hammons
Untitled, 1992, Human hair, wire,
metallic mylar, sledge hammer, plastic
beads, string, metal food tin, panty
hose, leather, tea bags, and feather.
Whitney Museum of American Art
© 2018 David Hammons. Image: Whitney Museum
of American Art, New York.

Since emerging onto the American art scene in the 1960’s,
David Hammons has played an integral role in the continuing
dialogue of conceptual art and sculpture. The present work,
Untitled, constructed from wire mesh, zipper sliders and
wood, forms part of the artist’s relentless and incisive
experimentation with found objects and assemblage. In 1991,
the year prior to the execution of this work, Hammons had
formed a close friendship with the Belgian art historian
and then curator of Documenta IX, Jan Hoet. Although
Hammons was sceptical towards the conservatism of the art
establishment, both he and Hoet shared an anti-materialist
outlook and a mutual belief in the powerful communicative
capabilities of art. Hoet sought to reconfgure the established
conventions of the 1992 Documenta; the theme of ‘displacement’
was used as a leitmotif throughout the exhibition, as Hoet put
forward his belief in the purpose of contemporary art to provide
an authentic, subjective experience. Executing and exhibiting
Untitled at Documenta IX, a room-size sculpture comprised
of hair, stones, fabric, copper and wire now housed in the
Whitney Museum of American Art, New York, Hammons
created the present work in the same year, which was
subsequently gifted to Hoet. Hammons’ practice, with its
investigation into the themes of identity and language, and
usage of ephemera and abject materials, struck a resonant
chord with Hoet and the two remained frm friends until the
end of Hoet’s life. Passion and deep admiration were the
driving force behind Hoet’s support of Hammons’ work and
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the present work formed an integral part of his collection.
As his son described during an interview in 2016, ‘It was
a collection that was built up because of the very close
relationships he had with artists’ (Ann Binlot, ‘A Curator’s
Collection, Revealed’, Document Journal, 16 April 2016, online).
Untitled, exhibited at Wiels, Brussels, in 2018, serves as a
biting sartorial comment on the traditional art historical
cannon and establishment, an establishment which has
traditionally only provided a platform for selected voices;
Hammons’ work introduces a new dialogue to conceptual art.
Poking fun at the modernism of Piet Mondrian, the Dutch
painter’s Broadway Boogie Woogie, retrieved from the
junkyard, is now punctured with zips and stripped of its
colourful geometry. In a Duchampian gesture, Hammons
‘messes’ with the indexical signs latent within everyday
objects. Integrating feathers, metal, cigarettes, clothes and
discarded food, Hammons’ sculptural works also serve as
allegories of the underlying ‘genetic, spiritual, cultural and
economic’ connections between people, and inherent within
the material processes of consumption (Steve Cannon, Dale
Davis, Josine Ianco-Starrels, eds., L.A. OBJECT & David
Hammons Body Prints, New York, 2006, p. 126). Hammons
rejected the purifed forms of American Minimalism and
instead, proposes an aesthetic predicated on the abandoned
detritus of urban life, encompassing his experiences as an
African American man in American society.
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The start of Hammons’ career coincided with a period of
intense political turmoil in the United States. After the Los
Angeles race riots during the 1960’s, Hammons responded to
the tension through his practice, particularly evident in his
progressive Body Prints series. By greasing his body, pressing
up against large sheets of paper – appropriating Yves Klein’s
Anthropometry paintings (c. 1960) – and covering the imprint
with pigment powder, Hammons sought to re-enact the brutal
arrests photographed during the violent outbreaks. Exhibited in
the Tate’s 2017 critically acclaimed Soul of a Nation exhibition,
David Hammons’ Injustice Case, 1970, directly addressed the
violent treatment of Bobby Seale, invoking the courtroom sketch
during the 1969 Chicago Eight trial of Seale. Showing his own
body, bound, gagged and tied to a chair, Hammons contrasts
the unjust scene with the American fag. This body of works
set the tone for Hammons’ persistent artistic sedition and
innovation, as, throughout the 1980’s, he became renowned
for his characteristically wry public installations. These, the artist
describes, were created specifcally for a ‘street audience’:

‘I will play with the street audience. That audience is much more
human, and their opinion is from the heart’ (‘From An Interview
with David Hammons’, Brown University, 1986, online).
Hammons’ oeuvre is a masterful narrative on the experience
of the African American community in American society,
introducing his own physicality into his work as well as the
debris surrounding him. Through a deft reworking of
found-objects, Hammons’ sculptures assume a quasi-mystical
status; soldered, glued and nailed, these extracted materials
are composed into beautifully rendered structures of detritus,
utilising quotidian objects which are ofen loaded with associative
connotations. The present work thus forms a crucial part of
Hammons’ highly original artistic approach and, at the same
time, symbolises a pivotal relationship between innovative artist
and curator, both unifed in their shared motivations. As Hoet
asserted, ‘A curator is an intermediary, we must communicate
with the public, protect the artist, and engage with the artist’
(Tanya Kiang and Jan Hoet, ‘The Circa Interview: Jan Hoet: Ends
and Means’, Circa, no. 67, Spring 1994, p. 35).

‘Art is possibly one of the most universal of languages.’
Jan Hoet

Jan Hoet at Documenta 9, 1992.
Photo: Stefan Dewickere.
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22. Cy Twombly

1928-2011

Dithyrambus
signed with the artist's initials and dated 'CT76'
lower right of right sheet;
titled 'DITHYRAMBUS' upper centre of lef sheet;
further inscribed 'DIONYSUS' upper right of lef sheet
collage (drawing paper, handmade paper, staples,
transparent adhesive tape), oil paint, watercolour, wax
crayon and pencil, in 2 parts
lef sheet 125.5 x 69.5 cm (49 3/8 x 27 3/8 in.)
right sheet 100 x 70 cm (39 3/8 x 27 1/2 in.)
Executed in 1976.
Estimate
£450,000-650,000 $585,000-845,000
€505,000-730,000 ‡
Provenance
Galleria Sperone, Rome
Heiner Friedrich Gallery, New York
The Dia Art Foundation Inc., New York
Private Collection, New York
Exhibited
Rome, Galleria Sperone, Cy Twombly,
23 November - 17 December 1976
Literature
Yvon Lambert, Cy Twombly Catalogue raisonné des
oeuvres sur papier, vol. VI 1973 - 1976, Milan, 1979,
no. 189, p. 177 (illustrated)
Nicola Del Roscio, Cy Twombly: Drawings. Catalogue
Raisonné. vol. VI, 1972-1979, Munich, 2016,
cat. no. 212, p. 202

‘Twombly tries to shatter form as well as its
concomitant intellectual and narrative history
in a kind of relativism, reducing it to a rationality
of “black and white” that is at the same time the
structural sum of all movement.’
(Heiner Bastian, ed., Cy Twombly: Catalogue Raisonné of the Paintings,
Volume III 1966-1971, Munich, 1994, p. 23)
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‘What happens on the stage Twombly offers us
(whether it is on canvas or paper) is something
which partakes of several kinds of event, which
the Greeks knew very well how to distinguish
in their vocabulary: what happens is a fact
(pragma), a coincidence (tyche), an outcome (telos),
a surprise (apodeston), and an action (drama).’
(Roland Barthes, Cy Twombly: Paintings and Drawings 1954-1977,
Whitney Museum of Art, New York, 1979, pp. 9-11)

Robert Rauschenberg
Canyon, 1959, oil, pencil, paper, metal,
photograph, fabric, wood, canvas, buttons,
mirror, taxidermied eagle, cardboard,
pillow, paint tube and other materials,
Museum of Modern Art, New York.
© Robert Rauschenberg Foundation /DACS, London /VAGA,
New York 2018. Image: Scala, Florence.

Cy Twombly’s Dithyrambus, executed in 1976, is comprised
of two works on paper, merging collage, watercolour, paint
and pencil in his visually rich and layered surfaces. Produced
just three years before the American artist’s second-ever
retrospective at the Whitney Museum of Art and previously
housed in the Dia Art Foundation collection, the present
work combines a number of Twombly’s most celebrated
tropes, namely his exploration of syntax, Ancient Greek
mythology and mark making.
Stylistically, Dithyrambus aligns perfectly with the visual
language Twombly developed over the course of fifty
years. It features loose handwriting, scrappy scribbles and
other materials on an organic, sheet coloured backdrop: a
hodgepodge of idiosyncratic details very much emblematic
of the artist’s practice. The word ‘Dithyrambus’, hesitantly
outlined and generously spanning across the top part of
the lef collage furthermore imbues the eponymous work
with a distinctively Twomblian infection. As one of the
many materialisations of the artist’s fascination with Greek
mythology, Dithyrambus invokes a joyful hymn sung in ancient
times to the Greek God Dionysus, bearer of wine and fertility.
Informed by his move from New York to Rome in 1957, Twombly
ceaselessly nurtured his passion for divine narratives and
Greek Antiquity. Observing the significant impact of Greek
culture in most of Europe’s literary, sculptural and architectural
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canons, the artist began materialising his observations and
examinations on paper. On the subject, Twombly famously
proclaimed: ‘For myself the past is the source (for all art is
vitally contemporary)’ (Cy Twombly, Paris, January 1952,
p. 13). Not so much looking back as attempting to include
past narratives in an ever-contemporary present, Twombly
thus placed his work in a temporal shell of their own,
disaffecting them from the rigidity of linear structure.
Afer having visited Greece in 1960, references to mythology
became all the more explicit in the American artist’s paintings,
developing namely in monumental projects like Fify Days at
Iliam, completed just two years afer Dithyrambus. Deploying
Homer’s Iliad over ten large canvases, Twombly’s 1978 series
epically transcribed the impossibly complex classic, one scribble
and erasure at a time. In this sense, Twombly’s calligraphic
gestures themselves may be interpreted narratorially; they
rhythmically mirror the meaning of the words and expressions
adorning them through energetic movement.
The artist’s idiosyncratic handwriting is indeed a signature trait
in itself: its tentative appearance and shy demeanour reveal
the essential mechanisms of pencilwork while simultaneously
allowing for allegorical stories to unroll. Though often
counterbalanced by the blazing energy in his works, Twombly’s
signature scrawls indeed retain a candid tone of timidity
and solemnity. On the American artist’s approach to pencil
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calligraphy, French philosopher Roland Barthes expressed:
‘One might think that in order to express the character of the
pencil, one has to press it against the paper to reinforce its
appearance, to make it thick, intensely black. Twombly thinks
the opposite: it is in holding in check the pressure of matter,
in letting it alight almost nonchalantly on the paper so that
its grain is a little dispersed, that matter will show its essence
and make us certain of its correct name: this is pencil’ (Roland
Barthes, Cy Twombly: Paintings and Drawings 1954-1977,
Whitney Museum of Art, New York, 1979, p. 9).
The idea that Twombly’s work is raw and honest to the point
of divulging truths in plain sight - the pencil’s elaborate graphite
composition, for one - is truly compelling. In some ways
reminiscent of Minimalism, the artist’s approach to drawing
and painting seems to work upon what lies beneath the
core, as though alleviating lightness, scratching the essence,
unclothing the nude. In their almost nomadic aspect - informed
by Twombly’s frequent travels, but also by his plural groundings,
in the United States and later in Rome - the artist’s paintings are
furthermore reminiscent of Agnes Martin’s metastuctured grids,
equally focusing on the thinness of pencil lines, and nurtured
by the memory of American and Mexican landscapes. Though
her calligraphy is rigidly constructed and thus in opposition
with Twombly’s free-flowing gestures, Martin’s particular
examination of matter, always stripping content down to

its constitutive core, aligns with Roland Barthes’s idea that the
black grain is better revealed when delicately dispersed, and
that the minimalist efort is aligned with a kind of formal purity.
Further comparisons could be drawn with Twombly’s Abstract
Expressionist peers Jackson Pollock, Willem de Kooning and
Robert Motherwell; though perhaps a more striking example
would be that of his dear friend Robert Rauschenberg.
In Dithyrambus specifically, the installation’s collage-based
composition is deeply reminiscent of Rauschenberg’s ‘Combines’
developed in the 1950s, bringing together various materials
and objects on a single supporting structure. Canyon, 1959, for
instance, similarly plays with the different textures laid atop
it - cardboard and a stufed eagle, among others. Its numerous
iconographic references furthermore seem to deploy a coherent
story in the same way Twombly’s Dithyrambus invokes
narratives at once ancient and contemporary.
Cy Twombly’s Dithyrambus thus not only explores themes
and gestures representative of the artist’s own body of work;
it also evokes seminal historic and artistic sources. The result
encapsulates a unique style in itself: a decided calligraphic
movement paired with poetic intellectual drifs. In short, and
as eloquently put by art historian Simon Schama, ‘twombly’
as a noun, could deploy as such: ‘(n.): A line with a mind of its
own’ (Simon Schama, Cy Twombly: Fifty Years of Works on
Paper, New York, 2004, p. 15).

Cy Twombly
Bacchanalia-Winter (5 days in January),
one sheet, 1977, collage, oil, chalk,
pencil and gouache on Fabriano Paper,
Bayerische Staatsgemaeldesammlungen
- Museum Brandhorst, Munich.
© Cy Twombly Foundation. Image: Scala, Florence.
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23. Peter Doig

b. 1959

Cobourg 3+1 more
signed, titled and dated ‘“COBOURG 3+1 more”
Peter Doig 1995’ on the reverse
oil on paper
99.1 x 72.6 cm (39 x 28 5/8 in.)
Painted in 1995.
Estimate
£700,000-900,000 $910,000-1,170,000
€786,000-1,010,000 ‡ ♠
Provenance
Private Collection (acquired directly from the artist)
Christie’s, New York, 8 March 2013, lot 65
Private Collection
Acquired from the above by the present owner

‘Images drift up from where they have been
hiding. Think of dark water, in a lagoon, at
dusk; think of reflections on the surface,
broken, reforming—reflections of the trees,
reflections of houses, reflections of people by
the shore, reflections of you, looking at and
into the water and thinking of reflections;
think of large unknown fish; think of a
drowned thing, rising. This is the way they
drift up.’
(Margaret Atwood, Peter Doig: Works on Paper, New York, 2005, p. 7)
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Peter Doig
Cobourg 3 + 1 More
oil on canvas, 1994, Private Collection
© Peter Doig. DACS.

Painted in 1995, Cobourg 3+1 more re-imagines a landscape
that Scottish-born painter Peter Doig regularly caught sight of
growing up. Sketching out the untouched environment of an
eponymous lake near his Parents’ residence in Ontario,
Canada, the painting is at once fgurative and tainted with an
air of mystery. Directly relating to other monumental works of
the same scene, such as the large-scale canvas Cobourg 3+1
more, the present work hovers at the intersection between
reality and abstraction. Executed a year afer Doig’s Turner
Prize nomination, Cobourg 3+1 more exists amidst a collection
of paintings recounting persistent memories of the artist’s
childhood home.
From a young age, Doig was used to moving around
cross-continentally, digesting and confating various sights of
nature and light. While the cool-coloured scene portrayed in
Cobourg 3+1 more is specifc to the artist’s vision of the
Canadian landscape it is named afer, the work nonetheless
eludes rigid representational specifcity. The picture’s hazy
features, in conjunction with the rigorously structured
composition, indeed demonstrates the artist’s profciency in
balancing the real, the embellished and the imagined, bringing
together amassed visions of natural land while simultaneously
bearing inherent formal subjectivity.

single symmetrical balance exposing two mirrored images:
Doig’s direct depiction of outside life on the upper section of
the sheet, and its refection in the water below. At the junction
between clarity and indistinction, fgures stand looking back
at the viewer and their refection, inducing an atmosphere of
strangeness and nostalgia. British art critic Adrian Searle –
also a former professor of Doig’s – defnes the space
separating these anonymous characters from the viewer in
temporal terms: ‘Sometimes the distance between us and
them is measurable not in yards or miles but in years, as if the
painting were looking backwards to another time’ (Adrian
Searle, ‘A Kind of Blankness’, in Peter Doig, London, 2007, p.
55). Unlike artists who paint en plein air or from memory, Doig
works from photographs, both found and his own. The artist
expands upon materialised images, thus merging the
objectiveness of the camera lens with the subjectivity of the
artist’s hand. The result of this ambivalent process is almost
cinematic: elements from real life, picked apart from the
photographs, are drawn in and out of focus on canvas. ‘The
imagination has to be fuelled by image. I’m interested in
mediated, almost clichéd notions of a pastoral landscape, in
how notions about the landscape are manifested and
reinforced in, say, advertising or flm’ (Peter Doig, quoted in
Matthew Higgs, ‘Peter Doig: Twenty Questions’ (extract),
Peter Doig, London, 2007, p. 131).

While chromatic felds of blues and greens divide the piece
clearly into three horizontal sections, the work relies on a
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In Doig’s work, the refective efect enabled by oil paint paired
with the subject matters’ deliberate fogginess is reminiscent
of French painter Claude Monet’s Impressionist gestures. In
Monet’s water lillies, haystacks and landscapes the scene’s
evocative essence is always captured in the artist’s exquisite
daubs of rich paint. The varying tones of colour suggest light
and shade, creating form, vitality and motion. When
discussing the ways in which he amplifes natural phenomena
in his work, Doig indeed references Monet’s ‘incredibly
extreme, apparently exaggerated use of colour.’ (Peter Doig,
quoted in Matthew Higgs, ‘Peter Doig: Twenty Questions
(extract)’, Peter Doig, London, 2007, p. 132). It is indeed
through this use of colour that the French artist’s canvases
exude a sense of visual likeness, despite hesitant strokes: a
quality that Doig further develops in his work.
Though wholly unique, Doig’s paintings embody an
amalgamation of visual allusions. From Pieter Bruegel the
Elder’s evocative snow scenes to Gerhard Richter’s Abstract
Paintings, Peter Doig’s work conjures numerous art historical
associations: it is as rich in shared artistic heritage as it is in
remembered images of his own. Cobourg 3+1 more, specifcally
exemplifes Doig’s remarkable ability to convey the essence of
‘homeliness’ – instilled with fragments and fickers of
memory– fused with the impression of loneliness and
isolation, whereby silhouettes become obfuscated fgures,
subsumed by the vast expanse separating them from us.

Gerhard Richter
Abstract Painting (724-5), 1990,
oil on canvas, Private Collection.
© Gerhard Richter. Photo © Bridgeman Images

Claude Monet
Waterlilies and Reflections of a
Willow Tree, 1916-19,
oil on canvas, Musée Marmottan
Monet, Paris, France.
Image: Bridgeman Images

UK_TCA Eve Sale_OCT18_58-115.indd 109

17/09/18 11:05

O

24. Georg Baselitz

b. 1938

Untitled
signed with the artist’s initials and dated
‘G.B. 25.IV.1987’ lower right
oil and charcoal on Canson
255.2 x 147 cm (100 1/2 x 57 7/8 in.)
Executed in 1987.
Estimate
£300,000-400,000 $390,000-520,000
€337,000-449,000 ♠
Provenance
Galerie Meyer-Hohmeister, Karlsruhe
(acquired directly from the artist)
Private Collection, Karlsruhe
Exhibited
Karlsruhe-Durlach, Galerie Meyer-Hohmeister,
Georg Baselitz - Fünf farbige Arbeiten auf Canson,
1987, n.p. (illustrated)
Kunstmuseum Basel, Georg Baselitz. Der Vorhang
‘Anna selbdritt’ und die dazugehörigen Zeichnungen,
5 June - 29 August 1993, pp. 10 and 16 (illustrated, p. 16)
Berlin, Contemporary Fine Arts, Hommage à Georg
Baselitz, 23 January - 3 March 2018, pp. 45 and 61
(illustrated, p. 45)
Literature
Edward Quinn, Georg Baselitz: eine fotografsche Studie,
Bern, 1993, p. 30 (illustrated)
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A painterly manifestation of Georg Baselitz’ esteemed pictorial
strategies, the present work is an expansion of the artist’s
characteristic inversion technique. With purposefully rough
brushwork and a bold palette, Untitled, 1987, belongs to
a group of fve works on paper, each the same scale painted,
prior to - and subsequently infuencing- his monumental
Anna selbdritt tapestry of 1987. These fve works composed
on Canson paper present frontal, life sized and boldly executed
female fgures which the artist refers to as his ‘Female Giants’.
Having been commissioned in 1987 by the priest Hans-Joachim
Dose, to create a work for the chapel in Luttrum and Grasdorf,
Germany, Baselitz composed a monumental tapestry Anna
selbdritt. Titled afer the Christian iconography of the holy Anna
with her daughter Maria and the Christchild, ‘Selbdritt’ refers
to the triad of fgures. The immense stretch of needlework was
however too large for the designated space and the artist
instead selected another 1983 canvas, later named Tanz ums
Kreuz, to occupy the room. The present work, executed in 1987
in Baselitz’ house and atelier in Castiglion Fiorentino, Tuscany,
in part inspired the artist’s subsequent tapestry. Each ‘Female
Giant’, is depicted with an accentuated head, large breasts,
short legs and primitively executed feet. The fve works, to
which the present work belongs, inform the silhouettes of
the religious icons Anna and Maria in the fnal tapestry.
In his works of the period, the second half of 1986 and the
early months of 1987, Baselitz uses painterly devices to
emphasize the figures, the broad lines of darker pigment
reinforcing the explicitly graphic elements that are
unprecedented in earlier works. Combining charcoal and
pastel drawing with oil on handmade paper, the artist was

actively experimenting with new methods of creation.
Baselitz’ constructed experimentation combines several
of his esteemed pictorial strategies, inversion, bold tonality
and expressive brushwork that is carved into the contours
of the fgures and forms.
Having begun inverting his paintings in 1969, Baselitz actively
interrogated his subject matter. Defying representation and
seeking to liberate it from content, the artist inverted his
image as means to stimulate the viewer to observe the picture
as a painted plane, as opposed to a mirage of representational
subject matter. Bringing the act of painting into the fore, the
devices employed by the artist in the present composition,
the inversion of the fgure and the architectural shorthand
of the gridded framework, elevate the prominence of the
central fgure. Declaring the autonomy of the image over the
subject of the painting, Baselitz enhances the relationship
between the image and its reference through the artist’s
literal act of making.
Enveloped by explicitly graphic elements, the protagonist
is framed by the artist’s grid-like webbing reminiscent of the
gate structure seen in the fnal tapestry. First incorporating
these geometric frameworks in the late 1970s, Baselitz
forces the central fgure to assert itself against the graphic
forms of the ground. Simultaneously supported and formally
disrupted by the artist’s linear emphasis, the irregular
network of lines interferes with the head of the figure.
Competing with the abstract network of lines, painterly
and transparent with no solid physical presence, the
dynamics of the subject matter is intensified and instils
the composition with a depth of meaning.

The present work in progress,
Atelier Castiglion Fiorentino,
April 1987
© Georg Baselitz, 2018. Photo: Daniel Blau, Munich.

‘In the beginning it was important to just
paint the figure upside down. That was
the most disruptive in terms of breaking
convention. It creates a healthy disorder.
To reinvent painting for yourself, you
must address the obvious and the marginal,
disrupt the predictable by using what
people don’t want to look at or are not
familiar with.’
Georg Baselitz
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Georg Baselitz in front
of the present work, 1987
© Georg Baselitz, 2018. The Estate
of Edward Quinn.

With bold brushstrokes, almost built into the sheet, the present
work shares qualities with Baselitz’ wooden sculptures, which
became important to his artistic vision directly prior to the
execution of the present work. Central to his activity during the
second half of 1986 and early 1987, the tangible and graphic
grid-like forms of the present work are seen carved into the
surface of sculptures such as G-Kopf, 1987 (Museum Ludwig,
Cologne). Here, the portrait is intertwined with incisions, the
artist’s gridded lines evolving from the second into the third
dimension.
In Untitled, the harsh abruptness of the artist’s architectural
shorthand, paired with the boldly painted brushstrokes of the
fgure, bring the act of painting into play. The checkerboard
of lines that form a decisive part of Baselitz’ opus, reinstate the
artist’s commitment to the autonomy of painting. A manifestation
of the artist’s painterly and sculptural experimentations, the
present work is a commanding example of his concern with the
formal aspects of painting: colour, shape, line and brushstroke.
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The Property of a Gentleman

25. Peter Doig

b. 1959

Palheiro (For: Zombie Golf)
signed, titled and dated ‘“FOR: ZOMBIE GOLF
‘PALHEIRO”’ ‘95 PETER DOIG’ on the reverse
oil on wood
121.7 x 183 cm (47 7/8 x 72 in.)
Painted in 1995.
Estimate
£900,000-1,500,000 $1,170,000-1,960,000
€1,010,000-1,680,000 ‡ ♠
Provenance
Private Collection, Switzerland
Acquired from the above by the present owner in 2014
Exhibited
London, BANKSPACE, Zombie Golf, 20 May - 25 June 1995
Literature
David Barrett, ‘Reviews/Zombie Golf’, Frieze, 9 August
1995, online
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Palheiro (For: Zombie Golf) brings together all the stylistic
subtleties that have set Peter Doig apart as one of the most
exceptional fgurative painters of the contemporary canon:
detailed light, inventive brushwork, rigorous composition
and poetic timbre. Merging thin, almost imperceptible lines
with thick strokes of colour, the artwork is replete with
compositional nuances, seemingly efortless yet, in fact,
extremely elaborate. Juxtaposing horizontal layers with free
movement, bright colours with sofer tones, Palheiro (For:
Zombie Golf) seems to emulate nature’s confoundingly
polyvalent geometry and light, at once sophisticatedly
structured and miraculously unbridled.
Not unlike Paul Gauguin’s uncompromising approach to colour
– ‘Pure colour! Everything must be sacrifced to it’, the artist
exclaimed - Doig’s vision of space works on the assumption
that earthly models are but a suggestion, a starting block from
which imagination and subjectiveness inevitably take over.
In this sense, the artist’s canvases are as hazy as they are
specifc: they draw from true places – mostly Scottish,
Canadian, or German landscapes – yet expand into abstract
and otherworldly scenes.

‘I never try to create real spaces – only painted
spaces. That’s all I’m interested in. That may
be why there is never really any specific time
or place in my paintings.’
Peter Doig

Palheiro (For: Zombie Golf), a glowing landscape at once
verdant and deserted, is similarly dedicated to sublimed or
confated locations. It celebrates the authoritative presence
of an empty golf course: a context Doig was familiar with
growing up, as his father was an avid golfer. As the painting
stood amidst works equally focused on the fused images of
golf course and isolation in a show orchestrated by the artist
collective BANK in 1995, the present painting aptly addressed
the exhibition’s underpinning theme of zombie iconography,
examining the eeriness of lifeless landscapes and the culture
of resounding silence. For Palheiro (For: Zombie Golf),
Doig drew from integrated images sourced from postcards,
magazines, movies, and photographs with memories real or
imagined, but also horror-fueled thoughts, verging altogether

Gerhard Richter
Seestück (bewölkt),
1969, oil on canvas,
Staatsgalerie Stuttgart.
© Gerhard Richter 2018.
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Edward Hopper
House by the Railroad, 1925, oil
on Canvas, Museum of Modern
Art, New York
© 2018 Heirs of Josephine Hopper / Licensed by
VAGA at artists Rights Society (ARS), NY
Image: Bridgeman Images

on the cinematic. As expressed by art critic Terry R. Myers, Doig’s
canvases ‘sufuse manifestations of the landscape not with
nostalgia, but with the terror of anticipation’ (Terry R. Myers,
Peter Doig, Blizzard Seventy-Seven, London, 1998, p. 65). It is
perhaps this sense of stillness and emptiness permeating Doig’s
paintings that lends them such chilling traits, not unlike the
quasi-mythological iconography of thriller flms.
Similar features pervade Doig’s exceptional cabin paintings,
executed from the early 1990s onwards. These works,
portraying habitable wooden structures from within or
without, are indeed sufused with a sense of uncanny
luminescence. They have furthermore pushed the artist’s
career to another level, transposing simultaneously his skilful
qualities and unique visual universe on canvas.
The method with which Palheiro (For: Zombie Golf) was
created furthermore magnifes the work’s ethereal
appearance. Achieved with thinned oil, the painting’s portrayal
of a dewy landscape takes life, as the green brushstrokes
naturally blend into the support’s wooden matter. As noted by
David Barrett, ‘the meandering lines of wood grain become
part of the painted cloud patterns, the natural wood becoming
party to the beautifcation of nature’ (David Barrett quoted in
‘Zombie Golf’, Frieze, 09 August, 1995, online). The content of
the painting and the painted object thus fuse as one, resulting
in the creation of a truly complete picture.
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Eery landscapes and uncanny natural environments were also a
subject of choice for American realist painter Edward Hopper.
The artist’s 1925 House by the Railroad, for instance, depicts an
isolated house at the foot of a railroad, from which each bit of
available space seems to scream absence and breathlessness.
Hopper, some seventy years before Doig, similarly valued the
cinematic aspect of loneliness, and relied on the technique of
realism to create ghostly images. This picture, like Palheiro (For:
Zombie Golf), exposes the confounding role of nature when
man-built structures are lef alone.
Gerhard Richter’s seascapes - especially the cloudy ones - also
undergo such conceptual and practical methods. In a series of
paintings resembling blurry photographs, the German painter
invites the viewer to imagine the movement of water, while
making prevalent, through a meticulously chosen perspective,
the daunting placidity of the sea. The angles from which
Richter paints these oceanic scenes indeed suggest that the
sea owns us, and has the ready capacity to swallow us.
The landscape in Palheiro (For: Zombie Golf) also contains this
sense of self-sufciency. The canvas’s sof colours, the wind
blowing in the trees, the silence of it all, reminds the viewer
that they are just that: a passive observer with no further
agency. Nature dominates from within the canvas and beyond.
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26. Takashi Murakami

b. 1962

With Eyes on the Reality of One Hundred Years from Now
signed and dated ‘TAKASHI 2013’ on the overlap
acrylic on canvas
100.5 x 100 cm (39 5/8 x 39 3/8 in.)
Painted in 2013.
Estimate
£400,000-600,000 $520,000-780,000
€449,000-674,000 ‡
Provenance
Private Collection
McCabe Fine Art, Stockholm
Acquired from the above by the present owner
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Takashi Murakami’s colourful universe, crowded with whimsical
fowers and fctitious creatures, has been developing on canvas
over the course of twenty years, nurtured by the Japanese
artist’s long-standing fascination with the graphic quality of
manga and anime. Afer learning from Japan’s most prestigious
school of painting –Nihonga traditionalism– the artist turned
towards a more experimental and contemporary pictorial
technique, blending it with animation tweaks in order to create
energetically fantasmagoric canvases. The resulting works –all
buoyant and dream-like– have come to defne the Japanese artist’s
visual language, and now taken over popular culture altogether.
Murakami’s Eyes On the Reality of One Hundred Years From
Now 2011, consistent with the the artist’s unique style
of painting, works like a self-contained micro-universe.
The work’s kaleidoscopic structure set against an empty
monochromatic background merges notions of vitality
and tranquility, neatly aligning with the ‘Superfat’ principles
Murakami conceptualised in the 1990s, which investigated
the formal stillness typically found in Japanese prints and
Modernist works. Indeed, though characters proliferate across
its surface to the point of haziness, the painting at hand
retains a motionless perspective, as though stretched-out
on a layered plane composed of horizontal lines.

‘Taking architecture as an analogy, you
could say that my paintings are like
buildings: on the surface, they appear
very light and flimsy, but they’re actually
made of very solid materials underneath.
The depth is visual.’
Takashi Murakami

In evoking Japan’s hyper-consumerist culture, Eyes On
the Reality of One Hundred Years From Now furthermore
gains conceptual depth, incorporating within its dynamic
atmosphere a counterbalancing tone of solemnity.
The numerous signs of commercialisation, capitalism
and westernization within the painting indeed complexify
the work’s upbeat energy, enveloping it with a lightly
concealed sense of malaise.
Reminiscent of Yoshitomo Nara’s N.Y Self-Portrait, 2002,
Eyes On the Reality of One Hundred Years From Now also
boasts an air of self-deprecation. Both artists’ portrait
renditions illustrate somewhat unafected characters whose
cold and composed facial expressions border on the farcical.
While N.Y Self-Portrait allows a close examination of its
isolated character, Murakami’s populated canvas provides
ground for comparison. Numb amidst a multitude of
expressive creatures, the protagonist in Eyes On the Reality
of One Hundred Years From Now imbues its loud decor with
a sense of existential gravity, as though virtually detaching
itself from the general atmosphere of camaraderie.

Andy Warhol
Flowers, 1964, fluorescent paint
and silkscreen ink on linen,
Art Institute of Chicago.
© 2018 The Andy Warhol Foundation
for Visual Arts inc. / Licensed by DACS, London. Image: Scala, Florence.

The Japanese artist famously philosophised such representational
undertakings. Deeming good and evil ‘two sides of the same
coin’ and thus confating emotions into one indistinctive
block, Murakami indeed designated ‘human folly’ as life’s
only viable remedy (Takashi Murakami, Ego, New York, 2012,
p. 30). The sense of disafection and removal expressed here
makes sense of the oscillating tempers existing within the
artist’s paintings, and gives a clearer picture of Murakami’s
overall artistic project.
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Takashi Murakami
with Pom his pet dog.
© Takashi Murakam /Kaikai Kiki Co. Ltd.
All right reserved.

Individualism versus interdependence is, as such, one of
the most prevalent oppositions in the artist’s work. Within
Japanese culture, the concept of the individual must be
‘contextualised’ so as to comply with the superior governance
of society. On this matter, Dutch writer Van Wolferen states:
‘Japanese are expected to stick to their roles, and to make the
roles clear with their dress, speech and behavior […] Murakami
pushes forward representations of individuality that overturn
conventional ideas about an individual’s relation to society’
(Amada Cruz, Midori Matsui and Dana Friis-Hansen, Takashi
Murakami: The Meaning of the Nonsense of the Meaning,
New York, 1999, pp. 38-39).
This meditation was further analysed by critic Fumio Nanjo,
who, regarding Murakami’s position, exclaimed the following:
‘The problem is one of position: where does an artist place
himself in relation to the complex issues of localism,
internationalism, Modernism and tradition […] how can

UK_TCA Eve Sale_OCT18_116-175.indd 119

an artist present an international and universal work of art
without losing his own cultural and national identity?’
(Amada Cruz, Midori Matsui and Dana Friis-Hansen, Takashi
Murakami: The Meaning of the Nonsense of the Meaning,
New York, 1999, p. 35).
In order to exemplify this dialectically informed notion of
tradition, ofen imagined as deeply-rooted but increasingly
feeting with time, Murakami used the infamous and plurally
connoted fower motif. As both an imperious Japanese
iconographic tool and a universally known sign, Murakami’s
fowers blur the lines between localism and internationalism,
encapsulating in and of themselves the rise of hybrid cultures
marking the demise of specifc customs. In Eyes On the Reality
of One Hundred Years From Now, the central multicoloured
fower placed next to Murakami’s character is surrounded with
plants of progressively dimming tones; perhaps a resounding
metaphor for fading cultural traditions.
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27. Yayoi Kusama

b. 1929

Infnity Nets (APQ)
signed, titled and dated ‘YAYOI KUSAMA 1999
“Infnity Nets (APQ)”’ on the reverse
acrylic on canvas
100 x 80.5 cm (39 3/8 x 31 3/4 in.)
Painted in 1999, this work is accompanied by a registration
card issued by the Yayoi Kusama studio.
Estimate
£400,000-600,000 $520,000-780,000
€449,000-674,000 ‡
Provenance
Private Collection
Sotheby’s, New York, 6 October 2005, lot 109
Acquired at the above sale by the present owner

‘I had a desire to foretell and estimate
the infinity of our vast universe with the
accumulation of units of net, a negative
of dots. How profound is the mystery of
the infinity that is infinite across the
cosmos. By perceiving this I want to see
my own life. My life, a dot, namely, one
among millions of particles .’
Yayoi Kusama
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Painted in 1999, amidst a period of major retrospectives
cementing Yayoi Kusama’s unique place within the context
of the contemporary art canon, Infnity Nets (APQ) exemplifes
the Japanese artist’s most iconic motif, in which she
transposes hallucinatory visions on canvas in the form of
ever-multiplying circular shapes. As a mesmerising body of
work she has frequently revisited over a period of ffy years,
the Infnity Nets series is cornerstone to the artist’s formal
explorations and overall vision, setting the foundations for
her most signifcant works and installations.
From afar, the metre-tall Infnity Nets (APQ) seems to move,
its variably-sized dots swarming and futtering across the
gold-painted canvas, as though mimicking the movement
of a heartbeat. Upon closer inspection, however, the circles
become increasingly static and imperfect, and the inversion
of each colour’s disposition becomes apparent, revealing the
motionlessness of the painting’s gridded structure. ‘My desire
was to predict and measure the infnity of the unbounded
universe, from my own position in it, with dots – an
accumulation of particles forming the negative spaces in
the net’ (Yayoi Kusama, quoted in Rachel Taylor, ‘Eternal
Recurrence: Yayoi Kusama’s Infnity Nets’, Yayoi Kusama
White Infnity Nets, London, 2013, n.p.). As the picture plane’s
dark purple background swallows the repetitive semicircles
arranged atop it and spits them out in turn, repeating the
motion in an endless and hypnotic fashion, the efect of
‘infnity and unboundedness’ visually takes form.
Infnity Nets (APQ) thus epitomises Kusama’s extensive
Infnity Nets series, ceaselessly revisiting the interaction
between monochromatic pigment and rhythmic lattice
structures. As with the majority of works from this series,
the present painting indeed conjures a sense of movement

and depth, like a net afoat on water, or the topographical
undulation of a landscape. Kusama formally accomplishes
this through the creation of subtle fuctuations in both the size
of the arcs and the thickness or translucence of the golden
acrylic, producing delicate gradients between the two colours
–a quality undoubtedly attributable to her formal training
in traditional Japanese Nihonga painting.
As a subliminal manifestation of her life-long psychosis,
Kusama’s Infnity Nets furthermore provide the viewer with
insight into the artist’s hallucinatory episodes, and infuse
her abstract work with warmth and character. In moments
of psychological unrest, Kusama indeed described fnding
herself engulfed by the rythmic pattern, brimming with dots
and semicircles, and feeling compelled to replicate the
structure’s overwhelming cellular formations on material
support. The kaleidoscopic framework enveloping her body
would then step out of her thoughts and into the canvas’s
margins. ‘As I repeated this process over and over again, the
nets began to expand to infnity’, the artist declared ‘I forgot
about myself as they enveloped me, clinging to my arms and
legs and clothes and flling the entire room’ (Yayoi Kusama,
quoted in Marie Laurberg, ‘Deep Surfaces’, Yayoi Kusama
In Infnity, Humblebaek, 2015, p. 12). It was thus the endless
reach and repetition of this motif which sparked Kusama’s
fxation with the ‘infnite’ and spurred an obsessive production
of Net paintings.
Archetypal of this series, Infnity Nets (APQ) conveys the
inextricable relationship between Kusama’s signature style
and the psychotic struggles pervading her own life. In doing
so, the work beautifully sublimes Kusama’s neurosis and
materialises the artist’s compulsive need to reach the infnite
through intense, ritualistic repetition.

Yayoi Kusama in her New York
studio, circa 1961.
© Yayoi Kusama 2018.

‘I had a desire to foretell and estimate
the infinity of our vast universe with the
accumulation of units of net, a negative
of dots. How profound is the mystery of
the infinity that is infinite across the
cosmos. By perceiving this I want to see
my own life. My life, a dot, namely, one
among millions of particles .’
Lucio Fontana
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28. Roman Opałka

1931 - 2011

OPAŁKA 1965/1 – ∞ DETAIL 4514079 - 4536373
titled ‘”OPALKA 1965/1 – ∞ DETAIL 4514079 - 4536373”’
on the reverse
acrylic on canvas
196.5 x 135.2 cm (77 3/8 x 53 1/4 in.)
Conceived in 1965, this work will be included in the Roman
Opalka Catalogue raisonné currently under preparation
by Michel Baudson under number D430.
Estimate
£300,000-500,000 $390,000-650,000
€337,000-561,000 ♠
Provenance
Gallery Thomas Zander, Cologne
Acquired from the above by the present owner in 2012

‘All my work is a single thing, the description
from number one to infinity. A single thing,
a single life.’
Roman Opałka
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Agnes Martin
Untitled #4, 1989, acrylic
and graphite on canvas,
Private Collection.
© Agnes Martin / DACS 2018.
Image: Bridgeman Images.

‘Time as we live it and as we create it
embodies our progressive disappearance;
we are at the same time alive and in the
face of death–that is the mystery of all
living beings.’
Roman Opałka

The present work by Roman Opałka, OPAŁKA 1965/1 – ∞
DETAIL 4514079 - 4536373, is the result of one of the most
profoundly existential projects in the canon of twentiethcentury art history. Minute white numerals on a near-white
canvas, place the present work amongst the Franco-Polish
conceptual artist’s ‘details’. Opałka sought to visualise, through
his extensive ‘Infnity’ series, the irreversible succession of time.
A testimony to a rigorous and unwavering pursuit, the
artist’s enduring legacy, DETAIL 4514079 - 4536373, is
an abiding testament to the artist whose life became his
art and his art, his life.
In an approach which is at once ritualistic and obsessive,
Opałka awoke each day to count and paint; paint and count.
Not simply seeking to capture measureable time – time as
‘told’ by the clock – Opałka aimed to ‘show’ lived-time.
Visually, the efect is one of a dizzying and complex patterns
akin to a digital code or cryptogram. An endless stream of
numbers, delimited, painstakingly, by hand using a ‘no. 0’
brush – a size which he never varied. The inspiration for this
all-encompassing project was realised in 1965, whilst the artist
was waiting for his wife in a café. Concerned with the lack of
direction in his earlier Chronomes series, the artist decided to
change his dots to numbers, initiating this momentous opus.
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In 1968, Opałka changed the background colour of his
canvases to grey. Following this, in 1972 the artist gradually
began adding 1 percent more white pigment to the ground
colour, steadily moving towards a white background. This
elicited a sense of ‘invisibility’, as the numbers and ground of
the artist’s began to blend almost entirely, signaling his own
physical aging. Pure white, which Opałka coined ‘blanc mérité’,
‘well-earned white’, was achieved in 2008. The dimensions of
each canvas, measuring 196 x 135cm, corresponded to the size
of Opałka’s studio door – evidence of the artist’s commitment
to creating a sense of cohesion and totality. Adding further
dimension to his project, the artist recorded, in his native
Polish, the numbers he was painting and accompanying
certain ‘details’ with photographs of himself before and afer
the completion of the canvas. The artist thus recorded his own
human degeneration alongside the never-ending potential
of his infnite project.
Opałka’s series coincided with the movements of Minimalism
and Pop Art, forming part of a broader reconsideration of the
art-object which took place throughout the 1960’s. The afnity
between the artist’s sequential canvases and Agnes Martin’s
large-scale geometric arrangements is absolute. With its gridded
compositional structure, Martin’s Untitled #4, 1989, conveys
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an immensity analogous to DETAIL 4514079 - 4536373. Just as
pale gradations of colour are utilised by Martin to convey a
sense of regeneration and continuum, Opałka’s numbers
document the incessant linearity of time.

With this in mind, the Infnity series is an extensive, modernday memento mori. Yet, at the same time, the artist’s practice
is a celebration in humanity’s capacity to understand the
brevity, and thus signifcance, of each passing moment.

The present work is a testament to Opałka’s sacrifcial artistic
venture; a program which the artist himself defned as
‘nonsensical’: ‘…this existence makes no sense; it is nonsense.
And this nonsense is my work’ (‘Roman Opałka: TIME’, Text
as presented during the symposium Time at Arti et Amicitiae
in Amsterdam, The Netherlands, 15 June 2007). Echoing the
sentiments of the mid twentieth century ‘Theatre of the
Absurd’, like Martin’s, Opałka’s own work descends into the
ultimate end: silence. Opałka makes reference, for example,
to the repetitive nothingness of Samuel Beckett’s Waiting
for Godot: ‘…one day we were born, one day we shall die, the
same day, the same second, is that not enough for you?’

In 2009, in recognition for the artist’s lifelong devotion to
painting, Opałka was named Commander in the Order of Arts
and Letters, Paris; in the same year, he received the Gold
Medal of the Cultural Merit, Warsaw. On 6th August 2011,
Opałka passed away, completing his project at 5607249;
physically reaching infnity he concluded the paradox which
motivated his distinctive artistic output. What had commenced
as a quest towards the infnite, and a composed document
of being, became an expression and celebration of life as it
was lived by the artist. The present work, is a timeless and
unbounded relic; it remains a pertinent reminder of life’s
brevity and paradoxical infnitude.

Roman Opalka portrayed
by Lothar Wolleh.
© Oliver Wolleh, Berlin.
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29. Agostino Bonalumi

1935-2013

Bianco
signed and dated ‘Bonalumi ‘67’ on the reverse
vinyl tempera on shaped canvas
80 x 65.4 cm (31 1/2 x 25 3/4 in.)
Executed in 1967, this work is accompanied by a certifcate
of authenticity from the Archivio Agostino Bonalumi, Milan
and is recorded under no. 67-019.
Estimate
£150,000-200,000 $195,000-260,000
€168,000-225,000 ‡ ♠
Provenance
Galleria D’Arte Del Naviglio, Milan
Koelliker Collection, Milan
Isabella del Frate Rayburn, New York
Exhibited
London, Robilant + Voena, The Gallant Apparel: Italian Art
and the Modern, 27 September - 27 October 2010 pp. 18,
19, 63 (illustrated, p. 19)
London, Robilant + Voena, Agostino Bonalumi, All the
Shapes of Space, 4 October - 15 November 2013, no. 95,
pp. 101, 203 (illustrated)
Literature
Fabrizio di Bonalumi and Marco Meneguzzo, eds., Agostino
Bonalumi Catalogo Ragionato, vol II, Milan, 2015, no. 335,
p. 406 (illustrated)
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‘The synthetic quality of the new tensions
created by Bonalumi (…), the space is reduced
to a sign, a sign that represents the surface,
and is a volume that leaves the rest void.’
(Tommaso Trini, review of the exhibition of Bonalumi held at Galleria
del Naviglio in 1967, Domus, Milan, February 1967).

Central Pavilion, Bonalumi's
personal room, Venice Biennale, 1970
© DACS 2018.

Quiet and discreet until the canvas’s all-consuming white
meets a charismatic excrescence at its right margin, Agostino
Bonalumi’s Bianco aptly falls within the Italian artist’s
long-standing examination of tense space. Executed in 1967,
the present work is paradigmatic of the artist’s celebrated
Pittura Oggetto: whereby the painting becomes an object
thus investgating the presence of both.
Bonalumi, as a young student, was strongly infuenced
by the work of Lucio Fontana, whom he considered a mentor
and inspiration. Fontana’s transcendence of the bi-dimensional
canvas with his radical tagli and buchi (holes and slashes), as
well as his invention of Spazialismo, inspired Bonalumi to
similarly challenge fat pictorial surfaces. The artist thus began
to fasten wooden or metallic frames at the back of his picture
planes, stretching out or pulling in the pictures’ surfaces. As a
result, these estrofessioni (shaped canvases) had the capacity
to project perceptions beyond what was contained within the
frame, transforming the meaning of the canvas itself – no
longer a mere support for painterly applications but also a
physical form, a tangible place, and a self-sufcient object.
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Bonalumi’s early estofessioni, dating back to 1959, already
materialised the artist’s conceptual meditations on space,
yet remained somewhat uncertain in execution. Eight
years later, the year Bianco was executed, marked a
seminal moment in the painter’s career, during which
he not only perfected his practice but also gained solid
international recognition. Indeed, Bonalumi opened his
frst solo show at the Galeria Bonino in New York in 1967,
whilst simultaneously participating in the São Paulo
Biennal and the Biennale of Young Artists in Paris. The
year before, he took part in the 33rd Venice Biennale
together with Paolo Scheggi, exhibiting a selection
of white monochromatic works.
Bianco, as a standalone work, is physically impressive
but also visually impactful. It immerses the viewer in a
multisensory experience, as shadow and light alter and
oscillate with varying positions. Playing with the tension
existing between the work’s tranquil vinyl tempera
surface and its sizable estrofessione, Bianco is a beautiful
example of Bonalumi’s meditation upon the materiality
of a canvas and the space that exists around it.
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Agostino Bonalumi, 1966.
© DACS 2018.
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Property of a Distinguished Collector

30. Arnaldo Pomodoro

b. 1926

Grande Tavola Della Memoria
inscribed with the artist’s name and number ‘Arnaldo Pomodoro,
p.a.’ lower right of right panel
bronze
223 x 320.6 x 64 cm (87 3/4 x 126 1/4 x 25 1/4 in.)
Executed in 1959-65, this work is the artist’s proof from an edition
of 2 plus 1 artist’s proof.
Provenance
Maeda Collection, Tokyo (acquired directly from the artist)
Cavaliero Fine Arts, New York (acquired from the above)
Estimate
£400,000-600,000 $520,000-780,000 €449,000-674,000 ‡ ♠
Exhibited
Rome, Marlborough Galleria d’Arte; London, Malborough Fine Art Ltd.;
New York, Marlborough-Gerson Gallery, Arnaldo Pomodoro, February
- 13 November 1965, no. 4, pp. 8-9 (another example exhibited and
illustrated, p. 9)
Berkeley, University Art Museum; Fine Arts Gallery of San Diego; Portland
Art Museum; Austin, University Art Museum, University of Texas; Hartford,
Wadsworth Atheneum, Arnaldo Pomodoro: Sculpture 1960-1970, 12 May 1970
- 18 July 1971, no. 9, pl. H, n.p. (another example exhibited and illustrated)
Darmstadt, Freiräume und Foyers des Staatstheaters, Arnaldo Pomodoro.
Grossplastiken, 1972, no. 1, n.p. (another example exhibited and illustrated)
Milan, Rotanda di Via Besana, Arnaldo Pomodoro, June - August 1974,
no.30, pp. 30-31 (another example exhibited and illustrated)
Paris, Musée d’Art Moderne de la Ville de Paris, Arnaldo Pomodoro:
Écritures, perforations d’objets, 16 September – 30 October 1976, pl. 1
(another example exhibited and illustrated)
Cento, Auditorium San Lorenzo, Arnaldo Pomodoro: Omaggio ad Aroldo
Bonzagni, 22 October - 7 November 1977 (another example exhibited)
Ohio, Columbus Museum of Art; Florida, Jacksonville Art Museum;
Worcester Art Museum; Little Rock, Arkansas Arts Center; Los Angeles,
Fisher Gallery, University of Southern California, Arnaldo Pomodoro:
A Quarter Century, 4 December 1983 - 19 October 1985, no. 7, pp. 6,
20-21 (another example exhibited and illustrated)
Florence, Forte di Belvedere, Arnaldo Pomodoro. Luoghi Fondamentali,
7 July - 28 October 1984, nos. 40 and 41, pp. 20, 66-67 (another example
exhibited and illustrated)
Venice, Giardini di Castello, XLIII Esposizione, Biennale Internazionale
d’Arte Venezia, 26 June - 25 September 1988, no. 3, pp. 57-58
(another example exhibited)
Milan, Palazzo della Permanente; Florence, Museo Marino Marini;
Mannheim, Stadtische Kunsthalle; Darmstadt, Kunsthalle, Scultura
a Milano 1945-1990, 1 June 1990 – 23 June 1991, p. 109 (another
example exhibited and illustrated)
Hakone Open Air Museum; Toyama, The Museum of Modern Art; Kurashiki,
Ohara Museum of Art; Nishinomiya City, Otani Memorial Art Museum,
Arnaldo Pomodoro 1956-1993, 15 January - 4 December 1994, no. 4, p. 44
(another example exhibited and illustrated)
Rimini, Museo della Citta, Arnaldo Pomodoro, Opere scelte per
una costituenda Fondazione, 10 June - 30 July 1995, pp. 50-51,
n.p. (another example exhibited and illustrated)
Terni, Palazzo della Bibliomediateca, Arnaldo Pomodoro, 3 December 1995
- 7 January 1996, pp. 16, 47 (another example exhibited and illustrated, p. 47)
Finalborgo, Chiostri di Santa Caterina, Oratorio de’ Disciplinanti, Arnaldo
Pomodoro, sculture e grafche, 20 September - 10 November 1997, pp. 11, 22
(another example exhibited and illustrated, p. 22)
Palma de Mallorca, Llonja, Casal Balaguer, Circulo de Bellas Artes, Arnaldo
Pomodoro, 5 August - 30 September 1999, pp. 84-85 (another example
exhibited and illustrated)
Milan, Fondazione Arnaldo Pomodoro, La Collezione permanente,
29 September - 9 March 2008, pp. 42-43 (another example exhibited
and illustrated)
Milan, Museo della Permanente, La permanente. Una storia Milanese,
17 July - 12 September 2015 (another example exhibited)
Pisa, Museo delle Sinopie, Palazzo OPA, Piazza dei Miracoli, Arnaldo
Pomodoro. Continuità e Innovazione, 27 June 2015 - 31 January 2016
(another example exhibited and illustrated)
Milan, Palazzo Reale, Museo Poldi Pezzoli, La Triennale di Milano,
Fondazione Arnaldo Pomodoro, Arnoldo Pomodoro, 30 November 2016
- 5 February 2017, p. 72 (another example exhibited and illustrated)
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‘Table of Memory stands as a modern
testament to the need for locking away
both an individual’s and society’s secrets’
(Mark Rosenthal, ‘The Art of Arnaldo Pomodoro: Essence and
Evolution’, Arnaldo Pomodoro, exh. cat., Columbus Museum of Art,
Ohio, 1983, p. 6).

Paul Klee
Florentine residential district, 1926
oil on cardboard, Musée National d’Art
Moderne, Centre Pompidou, Paris.
Image: Bridgeman Images.

Grande Tavola della Memoria (1959-65) is a work that is
colossal and multifaceted in both its material physicality and its
metaphysical connotations. Brimming with dualities and complex
references, this formative sculpture became a cornerstone
for the subsequent spherical and columnar bodies of work
that went on to defne Arnaldo Pomodoro’s career. Stretching
approximately two metres in height and over three metres in
length, the expansive bronze panels juxtapose stillness and
dynamism, interiority and exteriority, past and present, in an
abstract and intricate representation of continuity and evolution.
Grande Tavola della Memoria forms the apex of Pomodoro’s
extensive and prolifc career; monumental not only in its size but
also its importance, the work is situated at the very core of the
artist’s oeuvre, encompassing both the physical and philosophical
practices that defne his work. A testament to the importance of
these structures in his oeuvre, another cast from the edition was
included in the artist’s one room installation at the 1988 Venice
Biennale, that example is still in the artist’s collection and the
other is in the collection of the municipality of Darmstadt.
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Pomodoro was an essential player in the post-war Italian art
scene and one of the founding members of the Continuatà
movement in Milan, who were intent upon forging a relationship
between matter and sign. The notion of continuity is exemplifed
in the present work, which considers the evolutionary trajectory
of humankind, specifcally how this evolution is marked by the
consistent presence of signs and symbols. Engraved with a
complex myriad of glyphs that create intense cadences of light
and shade that stand in stark contrast to the golden polished
surface, Grande Tavola della Memoria embodies the artist’s
lifelong fascination with the codes and markings that defne the
human condition: ‘[Pomodoro] said of The Table of Memory that
he wanted to put there everything he ever knew. ‘Thoughts’
were still his goal, but he sought to turn each into an abstract
mark occupying a place in a register of such marks…It is as if a
secret language is rendered which communicates poetic myths
and private symbols. Yet the language can never be deciphered.
Rather, Table of Memory stands as a modern testament to the
need for locking away both an individual’s and society’s secrets’.
(Mark Rosenthal, ‘The Art of Arnaldo Pomodoro: Essence and
Evolution’, Arnaldo Pomodoro, exh. cat., Columbus Museum
of Art, Ohio, 1983, p. 6).
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Informed by his studies in engineering and architecture,
Pomodoro was raised in the rural region of Montefeltro, and
was inspired by the fssures and crags of the landscape of his
upbringing, as well as by the remnants of the artistic legacy
of Renaissance civilisation prevalent in his native country.
Pomodoro has readily acknowledged the inspiration of Lorenzo
Ghiberti’s bronze Gates of Paradise (1425-52) in Florence, and
‘just as the collection of themes on the Renaissance relief was
meant to give a historical overview of events afecting all
humanity, Pomodoro’s narratives were intended to be similarly
all-encompassing’. ‘“You could say that I’m trying to imitate the
Italian Renaissance,” he wrote. Comparison to Italian art history
is indeed apt. The sense of the monumental, the elaboration of
these of the largest dimension, the strong ties to civilization,
the underlying commitment to humanistic, artistic, intellectual
and philosophical values: these are qualities of the Italian past
that Pomodoro willingly embraces’ (Mark Rosenthal, ‘The Art of
Arnaldo Pomodoro: Essence and Evolution’, Arnaldo Pomodoro,
exh. cat., Columbus Museum of Art, Ohio, 1983, p. 6).
In his work Pomodoro pays homage to the advancements in
technology that defned the period in which he was working:
‘I think in these sculptures, I sense discovery, that is, the drama of
technological discovery and its powers’ (Arnaldo Pomodoro, quoted
in conversation with Professor Sam Hunter, ‘An Interview with
Arnaldo Pomodoro’, Arnaldo Pomdoro, exh. cat., Milan, 1974, n.p.).

The artist’s experience as a jeweller, his intricate
knowledge of metalwork and crafsmanship is at the
forefront of Grande Tavola della Memoria. He was also
infuenced by the mysterious hieroglyphs of Paul Klee’s
paintings: ‘when I was young’, Pomodoro writes, ‘the artist
who most inspired me was Paul Klee and it’s perhaps from
Klee that I learned the use of graphemes that constitute
the stylistic trait with which I have come to be identifed’
(Arnaldo Pomodoro, ‘Arnaldo Pomodoro, 1993: Statement’,
Arnaldo Pomodoro, exh. cat., The Hakone Open-Air
Museum, 1994, p. 8).
Grande Tavola della Memoria is a work of such gravitas
and overwhelming complexity that it bears the capacity
to impress upon the viewer a momentous weight of
philosophical and cultural signifcance. It embodies
not only our history of artistic progression but also a
representation of humankind that, despite its seemingly
indecipherable abstraction, speaks directly to our innate
understanding of the human condition. ‘For my work, then,
I hope to strike a balance between an absolute artistic
quality…and the sense of being in the midst of life, a part of
its movement, and its hope for change’ (Arnaldo Pomodoro,
quoted in conversation with Sam Hunter, ‘An Interview with
Arnaldo Pomodoro by Professor Sam Hunter, Princeton
University’, Arnaldo Pomdoro, exh. cat., Milan, 1974, n.p.).

Lorenzo Ghiberti’s
Gates of Paradise, 1425-52
Bronze, Baptistery of
San Giovanni, Florence.
Image: Bridgeman Images.
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Property from an Italian Collector

31. Agostino Bonalumi

1935-2013

Untitled
enamel on shaped canvas, in 4 parts
part 1 150 x 150 x 4.5 cm (59 x 59 x 1 3/4 in.)
part 2 170.5 x 150.5 x 9 cm (67 1/8 x 59 1/4 x 3 1/2 in.)
part 3 215.5 x 104.5 x 28.5 cm (84 7/8 x 41 1/8 x 11 1/4 in.)
part 4 280 x 76 x 34 cm (110 1/4 x 29 7/8 x 13 3/8 in.)
Executed in 1973, this work is accompanied by a
certifcate of authenticity from the Archivio Agostino
Bonalumi, Milan and is recorded under no. 73-047.
Estimate
£250,000-350,000 $325,000-455,000
€281,000-393,000 ♠
Provenance
Private Collection, Italy (gifed by the artist)
Thence by descent to the present owner
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Agostino Bonalumi
Blu Abitabile (Inhabitable
Blue), 1967 exhibited at
Palazzo Trinci, Foligno.
© DACS, 2018

Stretching almost fve-metres wide, Agostino Bonalumi’s
Untitled, 1973, is composed of four identically sized white
canvases which, in sequence, seem to unroll an abstract
narrative. Inhabited by geometrically formed protrusions,
the assembled paintings expand across two walls as though in
motion. As a result, the installation is as conceptually innovative
as it is spatially impressive, efectively aligning with the Italian
artist’s fundamental motivation to materialise new ways of
interacting with space. The work’s date of execution is also not
inconsequential: it immediately precedes a retrospective of the
artist’s at Palazzo dei Musei, Modena, in 1974, and is inscribed
in a period of extensive spatial experimentation, amounting to
the creation of some of Bonalumi’s most striking works.
Untitled’s rhythmic protrusions, or ‘extrofections’ (estrofessioni)
as Bonalumi names them, stimulate the gaze progressively
from one end of the installation to the other, occasionally
pointing outwards towards the architecture of the room.
In doing so, they invite the viewer to move in space, transforming
the act of observation into a spatial experience. The extrofections
at the lef end of the installation shoot towards their closest
margin like arrows, whilst they themselves diverge away from
each other, forming two separate groups of straight lines in a
mirrored structure. Here, Bonalumi utilises a sense of physical
projection to establish a dialogue between the painting-object
and the physical space enveloping it, creating for the
witnessing viewer a dynamic sensory experience. ‘My work
is one of the frst expressions of this current trend that
considers space as the construction and objectifcation of
the work…Its spatiality- its physicality - is always a projection
of the physicality of the space of our experience’ (Agostino
Bonalumi, Francesca Pola, eds., Agostino Bonalumi: All the
Shapes of Space 1958 - 1976, Milan, 2013, p. 114), he declared.
As the vinyl stretches over the protrusions like a layer of
skin, Untitled’s fabric furthermore extends outwards and
transcends its initial two-dimensional disposition. Its shiny
surface enhances the impression that a force is emanating
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from the work, and thus visually accentuates the tension
of the overall composition.
When creating extrofections, Bonalumi placed particular
importance on the research of adequate materials, utilising
the latter to achieve previously imagined designs with
precision: ‘The material that stretches the canvas is designed
and developed to stretch it at a certain tension. Frames and
canvases are designed according to measurement that
condition and calibrate one another’ (Agostino Bonalumi,
quoted in Francesca Pola, ‘Beauty has to be experienced, not
described: A conversation with Agostino Bonalumi’, Agostino
Bonalumi: All the Shapes of Space 1958 – 1976, Milan, 2013,
p. 190). The texture and elasticity of the chosen materials
were thus key in shaping Bonalumi’s creative vision; in this
perspective, the artist exclaimed: ‘My work has never been
about indulging a material for the sake of it. It’s the result of
an active interest in materials themselves, the intelligence
of materials. I looked for materials that could breathe life
into ideas: the idea had to be associated with a material
that worked and was able to bring it to life, through a real
experience’ (Agostino Bonalumi, quoted in Francesca Pola,
‘Beauty has to be experienced, not described: A conversation
with Agostino Bonalumi’, Agostino Bonalumi: All the Shapes
of Space 1958 – 1976, Milan, 2013, p. 9).
Eluding the fatness traditionally defning the medium of
painting, Bonalumi brings forth a new form of representation
working upon light, space, and form simultaneously. By
materialising energetic structures drawing from such strong
compositional sources, the Italian artist reconsiders the
parameters of painting entirely. Though Untitled’s canvases
are hung against walls, their perpendicular expansion also
confounds conventional physical dispositions. As a whole,
Bonalumi’s visual language in the installation not only pushes
forward his own spatial examinations, it furthermore
revolutionises the medium it utilises itself.
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The artist, 1968.
© DACS, 2018
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Property from an Important European Collector

32. Günther Förg

1952-2013

Untitled
each signed, consecutively numbered and dated
‘Förg 1-6 ‘89’ on the reverse
acrylic on wood, in 6 parts, in artist’s frames
each 92.5 x 52.7 cm (36 3/8 x 20 3/4 in.)
overall 195 x 177.5 cm (76 3/4 x 69 7/8 in.)
Executed in 1989, this work is registered with
the archive number WVF.89.B.
Estimate
£200,000-300,000 $260,000-390,000
€225,000-337,000 ♠
Provenance
Galerie Max Hetzler, Berlin
Private Collection, Europe
Christie’s, London, 9 February 2006, lot 266
Private Collection
Sotheby’s, London, 15 March 2016, lot 105
Acquired at the above sale by the present owner
We thank Mr Michael Nef from the Estate of Günther Förg
for the information he has kindly provided on this work.

‘For me, abstract art today is what
one sees and nothing more.’
Günther Förg
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‘In the ‘80s, I came back to painting, so it came full circle;
in fact, some recent paintings again reference these
monochromes, so I guess that shows that they were an
important starting point. The original monochromes
explored different materials - wood, metals: lead, copper,
etc. - to see how this changed the feel of them.’
Günther Förg

The present work, Untitled, 1989, ofers a glimpse into the
sustained brilliance of Förg’s practice, the simplicity of each
composition begs an immediate visual absorption. The
present work, completed afer Förg’s extended break from
painting, emerged at a pivotal juncture in the artist’s career.
Considered one of the most important German artists to emerge
the post-war period, Untitled is a testament to Förg’s relentless,
multidisciplinary and complex artistic experimentation.
From 1973 to 1979, Förg studied at the Academy of Fine Art,
Munich, Germany, and experimented with a series of
monochromatic wall paintings, striving to explore the legacy
of the modernist aesthetic. These works paired geometrical
stylistic elements with an expressionist evocation of mood,
presenting a synthesis that frees the work from fguration.
A testament to the endurance of the artist’s work, his work
is included in permanent collections around the work, the
Museum of Modern Art in New York, the Walker Art Center
in Minneapolis, Tate Modern in London and the Stedelijk
Museum in Amsterdam.

El Lissitzky, Proun, circa 1922,
Eindhoven, Van Abbemuseum.
Image: De Agostini Picture Library / M. Carrieri
/ Bridgeman Images

Förg’s vibrant arrangement also presents a def reworking of
the visual language of early twentieth century Suprematism.
In Förg’s ordered and dynamic shapes we fnd, for instance,
the reduction and simplicity of El Lissitzky’s pioneering
graphic designs. At the same time, the artist’s paintings
demonstrate an afnity with the pure abstraction championed by
Piet Mondrian and the De Stijl movement. Through horizontal
compositions and a paired-down formal vocabulary - such as
that presented in Composition with Red and Blue, 1933
(Museum of Modern Art) - Mondrian sought a total visual
harmony - a synchronisation also evoked in Förg’s sequential
canvases. Each colour possesses a counterpart; each shape
correspondingly, fnds its foil. As a result, Förg creates a visual
order which, with its puzzle-like structure of repeated shapes,
seems to oscillate.
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Piet Mondrian, Composition with Red
and Blue, 1933, oil on canvas, Museum
of Modern Art, New York.
Image: Digital image, the Museum of Modern Art,
New York/ Scala, Florence.

Calling upon the aesthetics of Colour Field painting, Günther
Förg’s use of absolute colour is magisterial in its boldness.
Förg is simultaneously indebted to and divergent from the
‘sublime’ spatial arrangements of Barnett Newman and Mark
Rothko’s expansive works. As he explains, ‘Newman and
Rothko attempted to rehabilitate in their works a unity and an
order that for them had been lost. With Newman, one sees
that in Broken Obelisk, Stations of the Cross and the design
for a synagogue; with Rothko, in his paintings for the chapel
in Houston. For me, abstract art today is what one sees and
nothing more’ (Günther Förg, in Günther Förg: Painting /
Sculpture /Installation, exh. cat., 1989, Newport Harbor Art
Museum, p. 6). Förg presents a new tangible and
architectural branch of abstraction, devoid of underlying
metaphysical or social ambitions. Favouring the formal
architectural and material qualities of his work over the
sublime aura of Colour Field painting, Förg’s works consider
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their architectural surrounding, and dramatise the relationship
between the painted surface and the wall space.
Engaging the bounds of painting and sculpture, throughout
his short career, Förg’s experimented with bronze, lead, wood
and other materials, challenging the materiality of surface in
his work. Outlining his artistic practice in an interview, the
artist explains: ‘Really, painting should be sexy. It should be
sensual. These are things that will always escape the concept.
I think painting is a resilient practice; if you look through the
history of painting it doesn’t change so much and we always
see it in the present. It is still now’ (Günther Förg, quoted in
David Ryan, Talking Painting, Karlsruhe, 1997). Requiring the
viewer to engage with the space within which the painting is
presented, Untitled creates a new framework for visual
experience; a framework which, even beyond the artist’s
death, remains pertinent and continues to defy categorisation.
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33. John Baldessari

b. 1931

Upward Fall
black and white prints with oil tints and metallic paper,
in 5 parts, in artist’s frames
smallest part 75.1 x 16.2 cm (29 5/8 x 6 3/8 in.)
lower lef and right parts each 62.5 x 62.5 cm (245/8 x 245/8 in.)
right vertical part 77.6 x 32 cm (30 1/2 x 12 5/8 in.)
largest part 179.5 x 47.5 cm (70 5/8 x 18 3/4 in.)
overall 241 x 172 cm (94 7/8 x 67 3/4 in.)
Executed in 1986, this work is unique.
Estimate
£200,000-250,000 $260,000-325,000
€225,000-281,000
Provenance
Margo Leavin Gallery, Los Angeles
Brooke Alexander Gallery, New York
Fried, Frank, Harris, Shriver & Jacobson LLP Art Collection,
Los Angeles
Brooke Alexander Gallery, New York
Acquired from the above by the present owner
Exhibited
Los Angeles, Margo Leavin Gallery, John Baldessari, 1986
Los Angeles, Museum of Contemporary Art; San Francisco
Museum of Modern Art; Washington D.C., Hirshhorn
Museum and Sculpture Garden; Minneapolis, Walker Art
Center; New York, Whitney Museum of American Art;
Musée d’Art Contemporain de Montréal, John Baldessari.
Retrospective, 25 March 1990 - 13 February 1992,
pp. 149-151, 252 (illustrated, p. 151)
Carré d’Art, Musée d’Art Contemporain de Nîmes, John
Baldessari. From Life, 19 October 2005 - 1 January 2006,
pp. 14, 38, 129, 154 (illustrated)
London, Tate Modern; Museu d’Art Contemporani de
Barcelona; Los Angeles County Museum of Art; New York,
Metropolitan Museum of Art, John Baldessari, Pure
Beauty, 13 October 2009 - 9 January 2011, pp. 247, 320
(illustrated, p. 252)
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A towering fgure in contemporary art, John Baldessari is
widely considered one of the most infuential artists to emerge
since the mid-1960s. A founder and innovator of conceptual
art, Baldessari’s disarming works have stretched the
parameters of aesthetics, his investigative methods crucial
in exposing artistic processes. Challenging prevailing
assumptions about visual art, Baldessari’s impact on younger
generations is profound, as a teacher at the California institute
of the Arts and at UCLA. Famously cremating his works from
1953 to 1966, every surviving image within his subsequent
prolifc œuvre has been carefully selected. Each work is
typifed by his biting humour, with sometimes dark, always
profound refections. His sharp insights into the conventions
of creating art, the nature of perception, and the relationship
between language and images, question the very nature of
communication. The present work’s importance is exemplifed
by its inclusion in pivotal solo exhibitions, namely his
retrospective, travelling from MOCA (Los Angeles), SFMOMA
(San Francisco), the Whitney Museum (New York), Hirschhorn
(Washington) and Walker Art Centre among other museums
between 1991 and 1992, and the seminal Pure Beauty
exhibition, which originated at Tate Modern (London)
and travelled to MACBA (Barcelona), LACMA (Los Angeles)
and the Metropolitan (New York) in 2009.
Drawing on cinematic elements which he explored in his 1970’s
works, Baldessari structures a narrative and creates a
storyboard through his cropped and enlarged stills, combining
disparate images to invoke highly suggestive connections
and ambiguous meanings. Developing his ‘60s text and image
paintings, Baldessari’s ‘80s photocompositions are decisive
in the development of appropriation art and the Pictures
Generation movement. Infuencing artists such as Cindy
Sherman and Richard Prince, Baldessari’s practice addresses
the social and cultural impact of mass media, clipping and
manipulating found imagery from a variety of sources.
Understanding the complex impact of mass media and
advertising, Baldessari’s savvy knowledge of the subjective
workings of pop culture is crucial in his conjugation of
mainstream iconography, repurposing visual signifers
alongside cutting edge philosophy and literature, such
as Semiotics theory and Structuralism. Cutting and pasting
visual prompts on top and next to each other, the artist
re-contextualises the original imagery, providing a deep
commentary on how we understand society and the complex
world around us. Through his radically fgurative compositions
the artist ofers us a profound existential debate. Such is the
case in Upward Fall, where the very notion of fate is evoked.
The title implies opposite directions: it questions the viewer
with an afertaste of “Quo Vadis” - where are you going?
In an era where conceptual and pop art seemed divergent,
Baldessari brought them together. Based in California and
exposed to the Hollywood industry, it does not come as
a surprise that cinema lies at the very core of the artist’s
infuences. In addition to “popular” references, such as
cowboys, Baldessari’s interest in French structuralism
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flmmaking, particularly the work of Jean-Luc Godard, is evident
in Upward Fall, where the eye is drawn to read his images as
part of a sequence. The cultivated references are conjugated
with the pop, aiming for simplicity, excluding elitism. As
Baldessari says, ‘I am interested in what gets us to stop and
look, as opposed to simply consuming images passively (John
Baldessari: Pure Beauty, exh. cat., Tate Modern, London, 2009).’
Through his experimentation with multiple parts and
photograms, Baldessari presents Upward Fall like an
altarpiece, a secular appropriation of medieval and
renaissance traditional painting. In the manner of Flemish
or the Sienese and Florentine painters of the Quattrocento,
the present work is composed in sections; subsequently
a dynamic, although dislocated narrative unfolds, as our
eye moves from panel to panel. At the bottom of the work,
simultaneously fanking and forming an earthly connection in
two square formats, two cowboys stand guard on horseback,
refected symmetrically, following harmonious perspective
and simple shapes (a circle circumscribed on a square,
following the purest of Alberti precepts, in a classical
treatment of the space). Facing inwards whilst their dogs
stare out at the viewer, the bottom panels reference the
patron portraits on Renaissance altarpieces, involving the
viewer within the heavenly narrative, as a towering vertical
ascends from the solid twin base. In contrast to the anchoring
of the cowboy, horse and dogs, three fgures free fall through
air and space, reminiscent of both Yves Klein’s Leap into the
Void, 1960, and the religious ascension of Christ. An ascetic
sense of vertigo contrasts with a down-to-earth spaghetti
western scene, an almost humorous collision. To the right
of the composition is a cropped image of a wooden ladder,
a further reference to the possibility of heavenly Ascension
or perhaps a descent into Hell, as ‘fall’ implies. The lonely
fgure wandering through a barren landscape, diagonally
angled, ofers an element of refection that further heightens
the religious connotations in this work. Baldessari highlights
this fantastic dualism of meaning, stating: ‘something I firt
with a lot, that is very difcult for me—emotionally difcult
—is working with a single image in a single frame.’

‘I am interested in what gets us to
stop and look, as opposed to simply
consuming images passively.’
John Baldessari
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Yves Klein
Leap into the Void, 1960.
The Metropolitan Museum of Art.
© The Estate of Yves Klein, ADAGP, Paris. Image: Scala, Florence.

Antonio Pisanello
The Vision of St. Eustachius,
c.1438-42, egg tempera on wood,
National Gallery, London, UK.
Image: Bridgeman Images.

Upward Fall, a visual oxymoron, is an impossibility rendered
possible in the present work. Baldessari, as a pioneer of
Conceptual art and infuenced by structuralism, visually
conveys a fgure of speech, creating new meaning through
contrast, to challenge our ways of seeing. Again, is the man
fying or falling? The solution is falling upwards. Although
depicted with lightness and humour, the work is unpinned with
weighty concepts. The dichotomy between life and death is a
theme further explored in Baldessari’s Two Trucks/ Two Decisions
in which two cars precariously face each other in a state of
tension. Throughout other titles of his work, namely Choosing,
Players and Throwing balls, Baldessari evokes the notion of
fate. Upward Fall implies opposite directions; an existentialist
debate lies at the core of its very concept. As the artist Meg
Cranston says, Baldessari’s work is ‘full of suggestions, without
claiming to know what is right’. His lifelong exploration of the gap
between the verbal and the visual has probed the very nature of
communication and perception.
The impact of mass culture is brilliantly refected in
Baldessari’s works, ofen playfully and always containing a sly
profundity. His works present myriad infuences, from flm
and media, to academia and the art historical cannon, drawing
in visual syntax and everyday vernacular, resulting in his
informed commentary. The clash of images and combined
opposites in Upward Fall’s title creates multiple readings and
wonderfully exemplifes Baldessari’s conceptual humour.
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34. Cindy Sherman

b. 1954

Untitled Film Still #53
signed, numbered and dated ‘Cindy Sherman AP 1/1 1980’
on a label afxed to the reverse
black and white photograph
image 60.7 x 91 cm (23 7/8 x 35 7/8 in.)
sheet 76.2 x 101.6 cm (30 x 40 inches)
Executed in 1980, this work is the artist’s proof
from an edition of 3 plus 1 artist’s proof.
Estimate
£200,000-250,000 $260,000-325,000
€225,000-281,000
Provenance
Metro Pictures Gallery, New York
Acquired from the above by the present owner
Exhibited
Amsterdam, Stedelijk Museum, Cindy Sherman,
24 December 1982 - 6 February 1983, pl. 33, n. p.
(another example exhibited and illustrated)
Milan, Padiglione d’arte Contempotanea, CINDY
SHERMAN, 4 October - 4 November 1990, pp. 29, 91
(another example exhibited and illustrated, p. 29)
Washington, D.C., Hirshhorn Museum and Sculpture
Garden, Cindy Sherman: Film Stills, 15 March - 25 June 1995
(another example exhibited and illustrated, back cover)
Rotterdam, Museum Boymans-van Beuningen; Madrid,
Palacio de Velázquez, Parque del Retiro Museo Nacional
Centro de Arte Reina Sofía; Bilbao, Sala de Exposiciones
REKALDE; Baden-Baden, Staatliche Kunsthalle,
Cindy Sherman, 10 March 1996 - 23 March 1997, no. 24,
pp. 58-59 (another example exhibited and illustrated)
Literature
Peter Schjeldahl, Michael Danof, eds., Cindy Sherman,
New York, 1984, pl. 33 (another example illustrated)
Arthur C. Danto, Untitled Film Stills, Cindy Sherman,
London, 1990, pl. 36 (another example illustrated)
Rosalind Krauss, Norman Bryson, eds., Cindy Sherman
1975-1993, New York, 1993, pp. 62-63, 226 (another
example illustrated, pp. 62-63)
David Frankel, ed., The Complete Untitled Film Stills:
Cindy Sherman, New York, 2003, pp. 102, 103 (another
example illustrated, p. 103)
Margaret Lazzari, Dona Schlesier, eds., Exploring Art:
A Global, Thematic Approach, Boston, 2014, no. 11.12,
p. 322 (another example illustrated)
Sandra Zalman, Consuming Surrealism in American
Culture - dissident modernism, Surrey, 2015, pp. 144,
145, 208 (another example illustrated, p. 145)
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Untitled Film Still #53 is one of the most iconic of the set of
seventy conceptual portraits by Cindy Sherman from her
Untitled Film Stills, (1977–1980), the landmark series of
photographs that achieved international recognition by
subverting the stereotypes of women in media through
self-portraiture. The present work, the largest of the format
to ever come to auction, is a to-scale and fully immersive
example from the artist’s most infuential bodies of work.
The complete series of 70 works will be included in an
important retrospective of the artist’s work in 2019 at the
National Portrait Gallery, London, constituting the public
premiere of this body of work in the UK.
During her student days in Bufalo, Sherman began buying wigs
and clothes from thrif stores. Once in New York, Sherman
considered working as a make-up artist, quitting afer a trial
day at Macy’s the artist’s interest in make-up however endured.
Having studied under and worked for the experimental
flmmaker Paul Sharits, Sherman continued to be transfxed
by transformation through disguise. Altering factors such as
age, gender and even race, throughout her career Sherman
has adopted endless identities. In her 1976 Bus Riders series
the artist’s interest in flm, body art and performance began
to unravel; creating black and white photographs, the artist
began to focus exclusively on female roles.
In 1977, inspired by low-cost storyboard snapshots that
came she across in David Salle’s studio, Sherman realised
that involving other people in her work would not be
necessary. As the Film Still Series took shape, she assumed
multiple roles as director, author, set designer, make-up
artist, hairstylist, casting director, costume designer and
actress in her own veritable one-woman show. The black

and white photographs feature the artist in stereotypical
female roles inspired by 1950s and 60s film noir, Hollywood
and European art-house films. Presenting an array of
characters, Sherman implicates the viewer in constructing
the identity of her protagonist. Photographed in various
locations, including her and fellow artist Robert Longo’s
apartment, the artist used every corner of her flat as an
interior set. Varying the location, throughout her series,
she would also convert her space into a hotel lobby, a
hallway, a bathroom, or a hotel room.
Traditionally, Film Stills are not individual frames from movies
but rather re-enactments used as a tool for promotion: ‘the
still must tease with the promise of a story the viewer of it
itches to be told’ (Arthur Danto, Cindy Sherman: Untitled Film
Stills, New York, 1990, p. 9). In line with this, Sherman carefully
selects the close-ups, zooming into specifc expressions.
Immersing the viewer into her intimate cinematic realm, in the
present format of Untitled Film Still #53, Sherman consciously
portrays the fgure in true life-size. Here, strongly inscribing
herself within the Pictures Generation, Sherman critically
reworks the female image through cinematic frames, arousing
a sense of unease in the viewer.
In Sherman’s hands, photography simultaneously constructs
and critiques its apparent subject. The direction of the sitter’s
eyes boldly takes us outside of the frame, drawing a drastic
and evasive line, corresponding with the diagonal and classical
composition. Borrowing from the visual style and aesthetic
universe of Alfred Hitchcock, with her subverted gaze,
close-set hair, and bold diagonal lines separating the frame,
the protagonist in the present work recalls Hitchcock’s
archetypal flm structure.

‘In most early films, women who don’t
follow the accepted order...who are strong,
rebellious characters, are either killed off
in the script or see the light and become
tamed, joining a nunnery or something…
I think I must have been unconsciously
drawn to those types of characters…’
Cindy Sherman

Entrance to the exhibition ‘Cindy
Sherman The Complete Untitled
Film Stills’, MoMA, NY, 24 June
- 2 September 1997.
© Cindy Sherman 2018.
Image: Scala, Florence.
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Film still from Rear Window,
Alfred Hitchcock, 1954.
Image: Bridgeman Images.

Ending the series in 1980, when she noticed that she was
beginning to duplicate some of the stereotypes, Sherman’s
Stills confront the oppressive infuence of mass media over our
individual and collective identities, and particularly the notion
of domination and desire imposed by the ‘male gaze’. Placing
the female character within the dicta of Laura Mulvey’s
notorious 1975 essay ‘Visual Pleasure and the Narrative
Cinema’, which discusses the female onscreen persona as the
subject of the controlling male gaze, Sherman addresses the
portrayal of women within the ‘magic of the Hollywood style
at its best...[which] arose, not exclusively but in one important
aspect from its skilled and satisfying manipulation of visual
pleasure’ (Laura Mulvey in Movies & Methods, vol. II, p. 306).
‘Desire mixed with nostalgia fuels the allure of the Untitled Film
Stills’ (Amanda Cruz ‘Movies, Monstrosities, and Masks: Twenty
Years of Cindy Sherman’ in: Cindy Sherman Retrospective, exh.
cat., Los Angeles, The Museum of Contemporary Art, 1998,
p. 4); instilled with cinematic drama, the present work serves
as a refection on the complexity of representation in an
image-saturated society. Commenting on the gravitas of
her protagonist’s, the artist notes ‘I defnitely felt that the
characters were questioning something -perhaps being force
into a certain role. At the same time, those roles are in a flm:
the women aren’t being life-like, they’re acting. There are so
many levels of artifce. I liked that whole jumble of ambiguity’
(Cindy Sherman, quoted in Cindy Sherman, exh. cat., The
Museum of Modern Art, New York, 2012, p. 30). Conceived over
the space of three years, this comprehensive series has come
to represent Sherman’s characteristic artistic syntax, afrming
her status as a leading fgure in the Pictures Generation.
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35.

Barbara Kruger

b. 1945

Untitled (You Transform Prowess into Pose)
black and white photograph, in artist’s frame
185 x 120 cm (72 7/8 x 47 1/4 in.)
Executed in 1984.
Estimate
£150,000-250,000 $195,000-325,000
€168,000-281,000 ‡
Provenance
Monika Sprüth Galerie, Cologne
Private Collection, Germany
Acquired from the above by the present owner
Exhibited
Siena, Palazzo delle Papesse, Barbara Kruger, 22 June
- 5 September 2002, pp. 106, 110 (illustrated, p. 106)
Munich, Sprüth Magers, Barbara Kruger, 10 September
- 30 October 2004
Literature
Laura Mulvey, ‘Dialogue and Spectatorship: Barbara
Kruger and Victor Burgin’, Visual and Other Pleasures,
New York, 1989, p. 130 (illustrated, n.p.)
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Hannah Höch
Training, 1925, paper collage,
Galerie Nierendorf, Berlin, Germany.
Image: Bridgeman Images.

Untitled (You Transform Prowess into Pose) is a potent
and engaging example of Barbara Kruger’s unparalleled
interrogation of socio-political power constructs, identity,
gender and sexuality. Characteristically interfering with her
compositional ground, a black and white photographic image,
the artist intrusively pastes text stated in Helvetica Ultra
Condensed text or white-on-red Futura Bold Oblique over the
graphic. Translating social and political statements into sharp
catchphrases Kruger’s work seizes the viewer’s attention,
and compels them to take action.

media. Commenting on her critical stance, the artist notes
her ‘attempts aim to undermine that singular pontifcating
male voiceover which “correctly” instructs our pleasures and
histories or lack of them. I am wary of the seriousness and
confdence of knowledge. I am concerned with who speaks
and who is silent: with what is seen and what is not’ (Barbara
Kruger, quoted in Alexander Alberro, ‘Picturing Relations:
Images, Text and Social Engagement’, in Alexander Alberro,
Martha Gever, Miwon Kwon & Carol Squiers, Barbara Kruger,
New York, 2010, p. 193).

Working as a graphic artist and picture editor at Condé Nast
Publications in New York, Kruger gained unprecedented frsthand insight into the power of images as a seductive tool, ideal
for propaganda. Sharing methodology with the techniques
used in designing commercial magazines, professionally, the
present work would be considered a ‘paste-up’. Developing her
trademark style, collaging found material and drawing on the
infuence of Russian Constructivism and the graphic, political
work of Alexander Rodchenko, Kruger amassed a vast archive
of images and text.

Kruger confronts the viewer with a graphic style akin to that
used in newspaper headlines and advertising, asserting her
own bold reading of the background image. ‘Kruger has
become the ‘savage’ in the urban jungle of media image
implosion, taking an adversarial position by using media
conventions of propaganda posters and the slick paste-up
layouts of glossy magazines, to emblazon her message to
the widest audience she can reach’ (Lita Barrie, ‘Beyond
the Looking Glass Your Truths are Illusions’, in Ian Wedde
& Gregory Burke, eds., Now See Hear! Art Language and
Translation, Wellington, 1990, p. 191).

In the present work, Kruger has taken an image, previously
used to propagate the stereotype of the ‘female role’, and
re-contextualised it with the insertion of bold, monochrome
text: ‘You transform prowess into pose’. Exposing the blatant
masculine perspective encoded within the photographs she
addresses the role – and associated image - of women in
popular culture, society and their subsequent portrayal in

UK_TCA Eve Sale_OCT18_116-175.indd 152

Kruger’s work is also reminiscent of the photomontages
crafed by the disillusioned Hannah Höch, a member of the
German Dada movement who, experiencing the evolution
of flm, photography and mass-media, female liberation, the
granting of women’s sufrage, and the post-frst World War
degradation of Germany, explored her political, social,
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and commercial surroundings through the medium of collage.
Kruger’s artwork features strong similarities to Höch’s collages,
constructed by images taken from popular publications,
magazines and journals, and critiquing the social and political
landscape to which she was subjugated, using satire to
challenge the social status of women, and ultimately setting
the course for post-modern conceptual artists. Both artist’s use
photomontage to expose, critique and mock the ideological
purposes of consumer publications. Kruger, assumes both
visual and conceptual resemblances to Höch, addressing
the cultural construct of power, whilst also using pop culture
images appropriated from the public sphere, and redefning
their context.

‘I’m interested in pictures and words
because they have specific powers to
define who we are and who we aren’t.’
Barbara Kruger

Kruger’s remarkable corpus, spanning four decades, is
decidedly political. The artist’s command of media techniques,
combined with poetic and linguistic fair, facilitates her ability
to produce artwork which transcends the impenetrable
boundaries of patriarchal culture. ‘The quotational qualities
of these words and pictures remove them and their ‘originals’
from the seemingly natural position within the fow of
dominant social directives, into the realm of commentary’.
(Barbara Kruger quoted in Kate Linker, ‘Early Work’, in Charles
Miers, ed., Love for Sale: The Words and Pictures of Barbara
Kruger, New York, 1990, p. 17).

Alexander Rodchenko
Poster for Leningrad State Publishers,
1925, colour lithograph.
Image: Bridgeman Images.
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36. David Salle

b. 1952

Maid of Germany
oil, acrylic and wood on printed canvas and canvas, diptych
overall 274.6 x 376.3 x 19.7 cm (108 1/8 x 148 1/8 x 7 3/4 in.)
Executed in 1986.
Estimate
£250,000-350,000 $325,000-455,000
€281,000-393,000
Provenance
Mary Boone Gallery, New York
Leo Castelli Gallery, New York
Phillips, New York, 18 May, 2000, lot 21
The Pisces Collection, Geneva
Phillips de Pury & Company, New York, 11 May 2006, lot 33
Acquired at the above sale by the present owner
Exhibited
New York, Leo Castelli Gallery, David Salle, 5 April - 3 May 1986
Stadt Donaueschingen, Fürstenberg Sammlungen, Ahead of
the 21st Century - The Pisces Collection, June 2002 - October
2004, no. 113, pp. 154, 202 (illustrated, p. 154)
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Reconciling high-art quotations with photography, sculpture,
magazine cuttings, advertisements and periodicals, David
Salle’s paintings masterfully challenge preconceived notions
of perspective. Wide-ranging in their historical references,
the artist’s compositions contain allusions to the seventeenth
century Baroque; the Romanticism of Théodore Géricault; the
Post-Impressionist painter Paul Cézanne and the Surrealist
works of René Magritte; references which contribute to the
artist’s enigmatic and hybridising style. The present work, Maid
of Germany, is an exploration in disjunction and fragmentation,
as Salle juxtaposes mysterious and suggestive narrative
elements to create an obscure and highly elusive image.
Crucially, Maid of Germany, is the outcome of one of Salle’s
most decisive artistic investigations. Drawing on his own
photographs as source imagery, the artist directly quotes
himself. Having realised canonical status in the art world as
part of the Pictures Generation, Salle appropriates his own
photograph and re-frames it within his painterly practice.
Re-working the same female fgure in his earlier diptych,
Géricault’s Arm, 1985 (Museum of Modern Art, New York),
and pairing it with an anatomical detail from Géricault’s morgue
studies of fayed limbs, the artist allows myriad art historical
sources to inform his composition. Whilst the visual and cultural

David Salle
Géricault’s Arm, 1985, oil and synthetic
polymer paint on canvas,
The Museum of Modern Art, New York.
© 2018 David Salle / DACS, London.
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‘I feel that the only thing that really matters
in art and life is to go against the tidal wave
of literalism and literal-mindedness – to insist
on and live the life of the imagination.’
David Salle

David Salle
Untitled,1985.
© 2018 David Salle / DACS, London.

references Salle draws upon are varied, stylistically, Maid of
Germany synthesises twentieth-century Pop Art and Surrealism.
Having studied under John Baldessari as a student at the
California Institute of the Arts in Valencia, north of Los Angeles,
the Baldessarian stamp of humorous juxtaposition and
incorporation of the ‘found image’, is perceptible in Salle’s opus.
In Maid of Germany, the inclusion of outlined objects and people
- an umbrella, a fgure lying down and a voyeuristic man who
appears with his back to the viewer - enhances the illegibility of
the work, remaining consistent with Salle’s own assertion that:
‘Every painting, consciously or not, contains instructions on
where to look for a way in, for what it’s about. This is contained in
the painting itself, but you have to know where to look’ (David
Salle, quoted in Fredrick Tuten, ‘David Salle at the Edges’, Art in
America, September, 1997). Sticking to his credo, the present
work is confounding; the harder we look, it seems, the more
dubious and multifarious Salle’s visual language becomes. The
constant fux of shapes, patterns, sizes – overlays and underlays;
the manipulations and snippets – creates a chaotic surface, the
context of which we are not, and will never be, entirely privy.
During the 1980’s, Salle began collaborating with the American
Ballet Theatre, designing costumes and sets for a number of
productions choreographed by the Karole Armitage – a dancer
renowned for her experimental and esoteric arrangements.
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In a fruitful collaboration, Salle and Armitage investigated a
plurality of styles and eras, a testament to his achievements,
in 1986 two years prior to the completion of Maid of Germany,
Salle received a Guggenheim fellowship for his innovative
contribution to the theatrical arts. The dynamism and
theatricality of Armitage’s choreography is evoked in Salle’s
mixed media compositions, generated primarily by the
dramatic lighting of his grisailles fgures. Each body is depicted
with a determined strength and poise; an outstretched
tension which generates a sense of physical freedom. Yet,
each fgure is confned to a box – devoid of colour and
rendered virtually faceless. Constructed as a diptych, Maid of
Germany possesses a spiritual undertone; the hands of each
nude are pressed together, as if in prayer – a pose which
exacerbates the religious dimension of the work. This seems
incongruous against the exposed genitalia of Salle’s
right-hand fgure.
Ultimately, Salle’s stylisation delves into a deep transitive
pictorial language where each seemingly unrelated image
holds a unique relation to each other. Circumventing any trace
of literalism in his work, Salle instead, insists on the ‘life of the
imagination’. As a result, the artist bestows total autonomy
unto the viewer, encouraging uninhibited and inventive
interpretations of his characteristically obscure and perplexing
mixed media works.
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Property of a Prestigious European Collector

37. Marcello Lo Giudice

b. 1957

Red Vulcano
oil and pigment on canvas
152.3 x 201 cm (59 7/8 x 79 1/8 in.)
Executed in 2016.
Estimate
£30,000-50,000 $39,000-65,000
€33,700-56,100 ♠
Provenance
Private Collection, St. Petersburg
Acquired from the above by the present owner
Exhibited
Saint Petersburg, Ludwig Museum in the Russian Museum,
Marcello Lo Giudice, 2 March - 15 May 2017, p. 65 (illustrated)
Rome, MAXXI National Museum of the XXI Century
Arts, Marcello Lo Giudice. Eden, pianeti lontani,
11 May - 12 June 2017

With thick layers of red paint gesturing both vertically and
horizontally across the canvas, Marcello Lo Giudice’s 2016
Red Vulcano is a remarkable example of the artist’s
characteristic experimental approach, vested with a
meticulous processing of texture, and defned by a longstanding fascination with geology.
Having studied the subject early on at the University of
Bologna, Lo Giudice retained conceptual elements of cosmic
science in his art, ofen revealing earthly forms within dense
brushstrokes, or bits of matter resembling terrestrial
fragments. At the Academy of Fine Arts in Venice, the Italian
artist focused his academic examinations on Arte Infomale,
as well as its broader sister movement Art Informel, spanning
across Europe, following the work of Italian and French
painters such as Emilio Vedova, Giuseppe Santomaso, Lucio
Fontana, Yves Klein and Jean Dubufet. These artists,
investigating the cross between pictorial abstraction and
painterly dynamism, placed a special emphasis on the formal
aspect of their art, vesting particular importance on the
treatment of pigment and the varying intensity of
brushstrokes. It becomes clear upon observing Lo Guidice’s
organic and energetic paintings that such art historical
heritage was deeply infuential and formative.
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Yet while Lo Giudice’s canvases are indeed reminiscent of the
brash style of painting that conquered most of post-war
Europe, they nonetheless stand out in their scientifc
dimension. The contemporary artist’s geological endeavours
indeed permeate his paintings, personalising their vigour and
lending them idiosyncratic character. It is in this perspective
that French art critic Pierre Restany declared that Lo Giudice’s
canvases allow ‘light’s energy to blend with metamorphism of
the material, and create remote geological views.’
Afer a brief experimentation with Conceptual Art in the 1970s,
Lo Giudice indeed turned towards this entirely new and personal
style, of which the vibrant energy took life through rich
textures, colourful layers and thick surfaces. At the core
of this artistic approach lay a clear admiration of nature and
cosmic elements; this attachment to earthly surroundings and
natural environments, in turn, evokes spiritual grounds from
which the use of bright colours only denotes an aligned
luminescence. Lo Giudice, in this perspective, invokes a
connection between humanity and matter by revealing several
interventions within his compositions, adding abrasions, traces
of lights, scratches and removals. The content on canvas thus
hovers over references of primary materiality – Red Vulcano
looks like red magmatic lava – and broader spiritual meaning.
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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

17/09/18 11:39

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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Shape & Space
New Ceramic Presence
London, 5 October 2018

Lef: George Ohr 1857-1918
Mottled two-sided, two-handled vase
impressed with the artistʼs name twice
and inscribed ʻGEO. E. OHRʼ
and ʻBILOXI, MISSʼ on the underside
glazed earthenware
height 18 cm (7 1/8 in.)
Executed circa 1895.
Estimate £80,000 - 120,000
Right: George Ohr 1857-1918
Tall two-handled vase
impressed with the artistʼs name
and inscribed ʻG. E. OHR, Biloxi,
Miss,ʼ on the underside
glazed earthenware
height 23.3 cm (9 1/8 in.)
Executed circa 1895.
Estimate £80,000 - 120,000

Phillips presents Shape & Space: New
Ceramic Presence, the frst international
Evening auction of its kind to be held on
5 October 2018, curated by Francesco Bonami.
Public Viewing
27 September - 5 October 2018
30 Berkeley Square, London, W1J 6EX
Friday 28 September 10am – 6pm
Saturday 29 September 10am – 6pm
Sunday 30 September 12pm – 6pm
Monday 1 October 10am – 7pm
Tuesday 2 October 10am – 8pm
Wednesday 3 October 10am – 6pm
Thursday 4 October 10am – 6pm
Friday 5 October 10am – 4pm

Auction
5 October 2018, 4pm
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Henry Highley
Head of Evening Sale
20th Century & Contemporary Art
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hhighley@phillips.com
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Senior International Specialist
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Ready to go digital?
Sign up.
Phillips is investing in new digital services so
you can explore and experience our auctions
when and how you want. Create an online
account today and see what’s new.
Visit phillips.com/godigital to get started.

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