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Artory Registry of the
Barney A. Ebsworth Collection

Christie's is collaborating with Artory to register the Barney A.
Ebsworth Collection in the Artory Registry. Utilizing blockchain
technology, Artory has created the Artory Registry, a secure artwork-
centric database, recording significant events that take place in the
lifecycle of an artwork, including auctions.

In an industry first, all the works from the Ebsworth Collection at
Christie’s will include an encrypted certificate with a unique security
card, enabling the record holder to verify the purchase. This process
begins the work's digital journey, establishing a chain of provenance, all
while keeping the client completely unknown to Artory and the public.

The collaboration between Christie’'s and Artory brings the latest
technology to the greatest privately owned collection of American
Modernist art ever brought to market.

ARTORY

opposite: Charles Sheeler, Cat-walk, 1947 (detail) (Lot 3B).
© The Estate of Charles Sheeler.










opposite: Barney A. Ebsworth.

MY MENTOR WAS MY EYE

Barney A. Ebsworth

and the Art of Collecting

Barney A. Ebsworth was a collector driven

by quality. As he built what would become one of
the finest private collections of American 20th
century art, he taught himself as much as he could
about the artists and the art he was acquiring.
Making a point of always viewing works in person,
he constantly refined his strategy and focused his
efforts on acquiring the best works by the best
artists. From his humble beginnings in Depression-
era St. Louis, he rose to become a highly successful
businessman who revolutionized the travel
industry—an achievement which fueled his interest
in art. By following his passion and indulging his
unrivalled curiosity, the collection of Barney A.
Ebsworth has become a benchmark for the collecting
of art in the 20th century.

Ebsworth’s journey as a collector began as a child,
when he was given a stamp collection that had been
started by his uncle. His innate curiosity was piqued
by some of the foreign stamps that he found in the
albums. Speaking to the Smithsonian Archives of
American Art in 2017, Ebsworth recalled, “...that was
a big inspiration. I've always had a, ‘what's-over-the-
next-hill," feeling. | mean...we couldn't afford to go

to Europe...but the desire to do it was always there”
(B.A. Ebsworth, “Oral history interview with Barney
A. Ebsworth, April 12-13, 2017, Archives of American
Art, Smithsonian Institution). His first experience

of a museum was on the visits to the St. Louis Art
Museum organized by his parents. Initially, not keen
on the idea (he always maintained he would rather
have been playing baseball), he was eventually
persuaded by the promise of being able to see a
3,000-year-old Egyptian mummy “with the little
brown toes showing” (ibid.). These visits sowed the
initial seed of what would become a lifelong passion
for collecting. Indeed, when that original mummy
(which was on long-term loan to the museum)

was returned to its owner, Ebsworth acquired

the richly decorated Mummy and Cartonnage of
Amen-nestawy-nakht, a painted plaster cartonnage
containing the mummified body of Amen-Nestawy-
Nakht, as a gift not only for the museum, but also for
the children of St. Louis.

Ebsworth'’s serious interest in art began in 1957
when, while serving in the army, he was stationed
in France. In a bid to escape the monotony of army
life, he sought sanctuary in the Louvre, visiting the
museum every Saturday for a year. He also went to
see many of the other museums in Paris, including
the Galerie nationale du Jeu de Paume, "l could
lecture you on every picture going down and back
from memory without even looking at it,” he said
(ibid.). Ebsworth'’s curiosity about art grew into a
passion, and he decided to use what modest means
he had at that point in his life to start collecting.
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“To buy something, I first wanted to make sure

Iunderstood the artist, liked the piece, and

knew it was one of the artist’s best works. Inreal

estate, they say three things matter:location,
location, location. For me, collecting art was
about quality, quality, quality.”

| BARNEY A.EBSWORTH

Initially he began acquiring 17t" century Dutch art,
because that's where he felt most confident in

his knowledge and comfortable in the price point
at which he was purchasing. Over a two-year
span, he amassed a small group of about seven
Dutch paintings, along with some 18" and 19t
century Japanese scrolls. But it was a visit to the
Netherlands in the early 1970s that would have a
dramatic effect on his collection, and cause him to
make a decision that would change the direction of
his collection forever.

In 1971, just as he was launching his cruise business,
Ebsworth was invited to Rotterdam by the owner

of the Holland America cruise line. Nico van der
Vorm, on hearing that his American friend had an
interest in Dutch art, invited Ebsworth to view the
collection of his uncle, a member of the Boijmans
family, founders of the world famous Boijmans Van
Beuningen Museum. “What | saw there astounded
me,” Ebsworth later recalled, "I walked out of there
believing that the man had 15 Rembrandts, 27 Frans
Halls, and his own museum and that it was hopeless
for me to ever try to amass such a collection... |

was never going to own the best of the old master
paintings—they just weren't available, and the few
things that were had price tags | wasn't prepared

to meet” (B. Ebsworth, A World of Possibility: An
Autobiography, Hunts Point, 2012, p. 129).

On his return to the United States, Ebsworth looked
to re-focus the direction of his collection and turned
to Charles Buckley, the director of the St. Louis

Art Museum, for advice. After talking through
Ebsworth’s interests and what he wanted from his
collection, the pair arrived at early 20th century
American painting as an area of focus. In addition to
refining the kind of paintings he wanted to collect,
Ebsworth also began to cultivate his collecting
philosophy too. He decided to concentrate on artists
who were deceased, that way he had an overview of
the artist's entire oeuvre. "I wanted to see the artist’s
whole range of work so | could pick out the work
done at the artist’s peak,” Ebsworth said. “Selecting
work by living artists was like trying to hit a moving
target” (ibid., p. 131). Secondly, and unusually for
many modern-day collectors, Ebsworth didn't

really have any desire to get to know the artist’s
personally. “l wanted my collecting to be about the
objects and not the artists; that is, | didn't want my
feelings about an artist’s personality to influence

my judgment on a picture. | didn't want to meet the
artists or learn about their personal lives. All that
mattered was what | could see in the piece and how
well | understood it in comparison to the artist’s
range of works” (/bid.). Following this new direction,
one of the first paintings Ebsworth acquired was
Café Lafayette (Portrait of Kay Laurell), a 1914 canvas
by William Glackens. Inspired by its French setting,

opposite: Ebsworth residence, Seattle, with Charles Sheeler,
Classic Lansdcape, 1928; Edward Hopper, Cottages at North
Truro,1938; and Charles Burchfield, Black Houses (The Bleak
Houses),1918. Photo: Eduardo Calderon. Artwork: © The
Estate of Charles Sheeler; © 2018 Heirs of Josephine Hopper
/ Licensed by VAGA at Artists Rights Society (ARS), NY;
Reproduced with permission from the Charles E. Burchfield
Foundation.

following spread: Ebsworth residence, Seattle, with David
Hockney, Henry Geldzahler and Christopher Scott, 1969;
Georgia O'Keeffe, Black, White and Blue, 1930; Georgia
O'Keeffe, Music-Pink and Blue 1,1919. © David Hockney;

© 2018 Georgia O'Keeffe Museum / Artists Rights Society
(ARS), New York.

along with the Renoir-like style composition, the
Francophile in Ebsworth fell in love with the painting
instantly. He also purchased a delicate watercolor
by Charles Burchfield, and soon after paintings by
Charles Sheeler and Stuart Davis followed. “To
buy something, | first wanted to make sure |
understood the artist, liked the piece, and knew it
was one of the artist’s best works. In real estate,
they say three things matter: location, location,
location. For me, collecting art was about quality,
quality, quality” (ibid.).

By adhering to this philosophy, Ebsworth was able
to embark on a collection of unrivalled quality.

Joan Washburn, a close friend and owner of the
highly-respected Washburn Gallery in New York,
said that his hard work soon began to pay off. “"He
knew what was good, better and best, and that
generally requires lots of looking,” she said. “He did
his homework... He did not haggle, he didn’t put you
through the grinder, so if you had a major painting,
you offered it to Barney first” (Oral Interview

with Joan Washburn, August 27, 2018, Christie’s
New York). “My mentor was my eye,” Ebsworth
always maintained. “I| never took an art history
class. | trained myself by looking at art close up in
museums, and I'm sure I'm one of the few collectors
who can claim to have seen as many great works
as | have. Many art history teachers, critics, and
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scholars rely on seeing great works in books, but
that's not the same experience at all. You'll need to
see a painting in person to really understand it" (B.
Ebsworth, op. cit.,, p. 136).

Although Ebsworth maintained that he never
wanted to meet artists in person, he did make one
exception for the artist Georgia O'Keeffe. In 1973,
he attended the auction of works from the estate of
Edith Halpert, the great collector and gallerist who
owned New York's legendary Downtown Gallery.
At the sale he acquired O'Keeffe's Black, White and
Blue (1930), a painting which would come to form
the centerpiece of his collection until he donated

it to the National Gallery of Art in Washington,
D.C.in 1998. As the auction ended he met the
curator Lloyd Goodrich, the director of the Whitney

Museum of American Art and organizer of the 1970
retrospective of O'Keeffe's work. “Young man,”
Goodrich proclaimed, “in my opinion, you've bought
O'Keeffe's greatest picture” (L. Goodrich, op. cit., p.
140). A few days after the sale, O’Keeffe began to
inquire who had purchased the painting, and through
her friend, dealer and confidant Doris Bry, the artist
asked to meet Barney. Initially he turned down the
request, partly because he was busy, and partly
because like O'Keeffe he was an inherently shy
person. The artist persisted and another invitation
came the following year (again rebuffed); finally after
a third try Ebsworth finally relented and agreed to
travel to her home in Abiquiu, New Mexico.

Throughout his business career, Ebsworth had met
many celebrities and world leaders, but he had never

been as intimidated by someone as much as he was
by Georgia O'Keeffe. “When | arrived at Georgia's
door,” he recalled, “the first thing that struck me
was her commanding presence. She wore all black,
as was her usual, and although she was not a large
woman, she seemed so” (B. Ebsworth, op. cit.,

p. 144). After that initial trip, the pair soon became
close friends and Barney would travel down to New
Mexico many times. During his visits, they would talk
about the early days of her career, of her relationship
with Alfred Stieglitz, and the artists the couple were
connected to at the time, such as John Marin, Arthur
Dove, and Charles Demuth. So close was their
friendship that Barney was asked to mediate during
the difficult and acrimonious split between O'Keeffe
and Bry, a task which he did not relish. Ebsworth
continued to travel regularly to see O’Keeffe until a




“She changed my perception about
collecting works only by dead artists;
asIgrew older, Irealized that knowing
the creators of art had value too.

Now, I wish I had met all of the artists
whose work I have collected.I ended

few years before her death in 1986, and the strength
of their friendship, and the pleasure he derived from
it caused him to reconsider one of his golden rules
of collecting. “She changed my perception about
collecting works only by dead artists; as | grew older,
| realized that knowing the creators of art had value
too. Now, | wish | had met all of the artists whose
work | have collected. | ended up meeting many
celebrated artists through the years, But Georgia
will always be special to me..." (B. Ebsworth, op. cit,
p. 157).

Due to his close friendship with O'Keeffe, Ebsworth
was able to acquire some of the artist's most
important early works. A year after he acquired
Black, White and Blue at auction, O'Keeffe decided
to sell another great abstract painting from her
personal collection, Music—Pink and Blue No. 1
(1918), and Barney received the call. The artist had
wanted the two works to hang side-by-side, so
Ebsworth was really the only person that O'Keeffe
had wanted to sell to and luckily, he was in a position
to agree to such a request. In his autobiography

A World of Possibility, Ebsworth quoted the great
Whitney curator of American Art as saying that he

| BARNEY A.EBSWORTH

now “owned her best masculine abstract painting
and her best feminine abstract painting” (op. cit,, p.
146). In 2000, Ebsworth gifted Music—Pink and Blue
No. 1to the Seattle Art Museum.

Throughout his life, Ebsworth maintained close
relationships with a number of museums across

the country. He was a trustee of the St. Louis Art
Museum and the Seattle Art Museum, in addition to
being a Commissioner of the American Art Museum
and Smithsonian Institution. He was also a member
of the Trustees Council and Co-Chairman of the
Collectors Committee of the National Gallery of Art
in Washington, D.C. In addition to these leadership
roles, he made a number of significant gifts from
his collection to these institutions including a major
painting by Marsden Hartley, Painting Number 49,
Berlin (1914-1915) to the Seattle Art Museum, along
with a painting by the 17t" century Spanish master
Francisco de Zurbaran, The Flight into Egypt (circa
1638-1640), and The Visitation (circa 1643) by
Phillipe de Champaigne. In addition to O'Keeffe's
Black, White and Blue, Ebsworth donated paintings
by Charles Sheeler and Arthur Dove to the National
Gallery in Washington, D.C.

up meeting many celebrated artists
through the years, But Georgia will
alwaysbe special tome...”

Francisco de Zurbaran, The Flight into Egypt, circa 1638-1640.
Seattle Art Museum. Gift of Barney A. Ebsworth.

opposite: Ebsworth residence, Seattle, with Marsden Hartley, Painting
No. 49, Berlin (Portrait of a German Officer, or Berlin Abstraction), 1914-
1915; Claes Oldenburg, Strong Arm,1961; Marsden Hartley, Calm After
Storm off Hurricane Island,1937. © 1961 Claes Oldenburg.

As a collector, Barney Ebsworth built one of the
great collections of American 20th century art
much as he lived his life—in a quiet, determined,
and yet unassuming way. He abhorred the celebrity
nature of the art world, and personally eschewed
the limelight, preferring that the quality of the
works in his collection speak for themselves. What
had inspired him was not the excitement and
glamour that is often associated with collecting
art; rather it was the experience of collecting—of
striving to learn everything there is to learn about
the artists and objects which interest him, and
honing his connoisseur’s eye to recognize the best
of the best. As a result, each and every work in

his collection meant something to him personally,
and that—he felt—is what the soul of every good
collection should be. In a rare interview for Seattle
Metropolitan magazine, Ebsworth was asked what
the most important aspect of his collection was;
“It'd be the experience,” he replied, “the experience
of learning what a picture is. You have to like a
picture... | never lost my passion for pictures. Every
one of them means something to me. They're like
old friends..." (B. Ebsworth, A World of Possibility: An
Autobiography, Hunts Point, 2012, pp. 159-171).
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GEORGIA
1B O’Keeffe ass7-1986)

Horn and Feather

oil on canvas
9x14in.(22.9x35.6cm.)
Painted in 1937.

$700,000-1,000,000

PROVENANCE

The artist.

[With]The Downtown Gallery, New York.

Adele B. Rosenstein, New York, acquired from the
above, 1953.

[With]Doris Bry, New York.

Acquired by the late owner from the above, 1978.

EXHIBITED

New York, The Downtown Gallery, The O’Keeffe
Portfolio, November 9-20, 1937, no. 6.

New York, An American Place, 14th Annual Exhibition
of Paintings, December 27,1937-February 11,1938,
no. 26.

St. Louis, Missouri, St. Louis Art Museum; Honolulu,
Hawaii, Honolulu Academy of Arts; Boston,
Massachusetts, Museum of Fine Arts, The Ebsworth
Collection: American Modernism 1911-1947, November
20,1987-June 5,1988, pp. 148-49, pp. 213-14,no. 52,
illustrated.
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“At Ghost Ranch in the summer 0f 1937, O’Keeffe
daily walked out into the high desert and
collected bones much as others gather shells

attheseaside.”

| ELIZABETHHUTTON TURNER

GEORGIA

O’Keeffe

Horn and Feather

A keen observer of nature in its various
forms, Georgia O'Keeffe found importance, both
pictorial and mystical, in the organic objects she
found littered in the desert, seeing them as symbols
of the Southwest. Indeed, “At Ghost Ranch in the
summer of 1937, O'Keeffe daily walked out into the
high desert and collected bones much as others
gather shells at the seaside” (E.H. Turner, “The Real
Meaning of Things,” Georgia O'Keeffe: The Poetry
of Things, exhibition catalogue, Washington, D.C.,
p. 19). In Horn and Feather from the same year,
O’Keeffe isolates and elevates two such found
natural objects, utilizing Modernist technique to
create an emblematic still-life portrait of the New

Mexico landscape she considered her spiritual home.

After her initial visit to the region in 1929, O'Keeffe
made almost annual trips to New Mexico, painting in
relative solitude for up to six months, then returning
to New York each winter to exhibit her new works

at Alfred Stieglitz's gallery, An American Place.

Just as she would collect flowers, leaves and other
natural elements during her visits to Lake George,
New York, she began to also collect vestiges of the
Western landscape: stones, bones, skulls and horns
worn by wind and water. O'Keeffe would also gather
feathers found on her desert wanderings, often
enclosing them in letters back East to Stieglitz.
Marjorie P. Balge-Crozier writes, “O’'Keeffe's interest
in shapes first led her to notice the animal bones

opposite: Todd Webb, O’Keeffe Photographing the Chama River,
New Mexico, 1961. ©Todd Webb Archive, Portland, Maine USA.

scattered across the New Mexico landscape and
decide that they had something to say about the
terrain. She began collecting them, and when she
returned East, she brought back a barrel of bones.
This became a standard procedure during the years
that she traveled between New Mexico and New
York. In August 1931, writing to Rebecca Salsbury
James from Lake George, O'Keeffe says, ‘| have been
working on the trash | brought along--my bones
cause much comment™ (M. P. Balge-Crozier, “Still
Life Redefined,” Georgia O'Keeffe: The Poetry of
Things, p. 62).

For O'Keeffe, the bones, horns and feathers became
avatars of the New Mexico landscape with which
she had become so enthralled, and symbolized many
things to her--not only the cycles of life and death,
but also the important role animals played in the
history of the West. In many ways, her investigations
of these found objects became her contribution to
the tradition begun by nineteenth-century painters,
such as Albert Bierstadt and Thomas Moran, in
preserving the unique, mysterious and spiritual
character of the Old West. Moreover, her Western
still-life paintings express her own emotional
reaction to this storied landscape. Charles C.
Eldridge explains, “the bones were mementos of
experience. They could convey ideas, could speak to
and for O’Keeffe. Painting them was, she explained,
‘my way of saying something about this country
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Georgia O'Keeffe, Summer Days, 1936. Whitney Museum of
American Art, New York. © 2018 Georgia O'Keeffe Museum /
Artists Rights Society (ARS), New York .

right: Alfred Stieglitz, Georgia O'Keeffe-Hands and Horse Skull,
1931. Metropolitan Museum of Art, New York. Photo: © The
Metropolitan Museum of Art. / Art Resource, New York.

opposite: Georgia O'Keefe, 1931. Photo: Bettmann /
Contributor / Getty Images. Artwork: © 2018 Georgia O'Keeffe
Museum / Artists Rights Society (ARS), New York .

which | feel | can say better that way than in trying
to reproduce a piece of it. It's a country that's very
exciting...How can you put down an equivalent of
that kind of a world?" (C. Eldridge, Eloquent Objects:
Georgia O'Keeffe and Still-Life Art in New Mexico,
exhibition catalogue, Memphis, 2014, p. 39).

In the present work, Horn and Feather, O'Keeffe
utilizes subtly modulated white, beige and gray
pigments to capture the contrasting tones

and textures of the horn and feather. Omitting
extraneous detail, she focuses on the interrelation
of the forms of her subject, juxtaposing the soft,
undefined edges of the downy parts of the feather
with the more austere, curvilinear outlines of the
horn and quill. The combination of the feminine
feather with the masculine horn relates the

“The bones were mementos of experience.
They could convey ideas, could speak to and

for O’Keeffe...”

| CHARLES C.ELDRIDGE

composition to the artist’'s famous skull and flower
paintings. Depicted on a field of white, with only a
soft gray shadow placing the still life within a larger
environment, the organic forms almost, as Eldridge
has written, “materialize like an apparition against
the indeterminate blank background” (ibid., p. 42).
The stark setting allows the objects to seemingly
push forward out of the picture plane and adopt an
almost sculptural quality, while the limited palette
and focused isolation of the subject evoke the
medium of photography.

Upon its exhibition at An American Place in
December 1937, Horn and Feather was included
under the headline “Small Works Most Telling” in
the New York Times review declaring, “O'Keeffe's
current showing contains some of the best work of

her career...there seems, again and again conveyed,
a note of real freshness and, in the treatment of
subjects long identified with her brush, vigor of
conception and execution that results from powerful
forms” (E.A. Jewell, “Georgia O'Keeffe Exhibits Her
Art,” New York Times, December 28,1937). Early the
following year, a Life magazine article proclaimed,
"O’Keeffe’'s magnificent sense of composition

and subtle gradations of color on such ordinarily
simple subjects as leaves and bones have made

her the best-known woman painter in America
today” ("Georgia O'Keeffe Turns Dead Bones To
Live Art,” Life, February 14, 1938). Monumental

and intimate at the same time, Horn and Feather
epitomizes this acclaimed approach to still life and
poignantly reflects O'Keeffe's own wonder at the
beauty of nature.
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“I first met Beauford Delaney when he was posing
for Mary Callery... He seemed a very special sort

of person soIbegan drawing him too.”

| GEORGIA O'KEEFFE

GEORGIA

Beauford Delaney, Self-Portrait, 1944. Art Institute

of Chicago. © 2018 Estate of Beauford Delaney, by
permission of Derek L. Spratley, Esquire, Court Appointed
Administrator.

opposite: Ebsworth residence, Seattle, with Georgia
O'Keeffe, Beauford Delaney, 1943, and Gaston Lachaise,
Back of a Walking Woman, circa 1922. Photo: Eduardo
Calderon. Artwork: © 2018 Georgia O'Keeffe Museum /
Artists Rights Society (ARS), New York.

O’Keeffe

Beauford Delaney

Beauford Delaney is one of five portraits
that Georgia O'Keeffe completed of Delaney, three
of which were executed in charcoal. The other
examples in this medium are in the collections

of the Philadelphia Museum of Art, Philadelphia,
Pennsylvania, and the Georgia O'Keeffe Museum,
Santa Fe, New Mexico. Two pastel versions are
owned respectively by the National Portrait Gallery,
Washington, D.C., and Curtis Galleries, Minneapolis,
Minnesota.

Over the course of her long career, O'Keeffe
executed only a handful of fully-realized
representational portraits. Her exploration of

noted African-American artist Beauford Delaney
represents her greatest efforts in the classical genre,
as well as a defining early moment of inclusion in
American art.

Recognized as one of the most prominent artists

of the Harlem Renaissance, Delaney is best known
for his modern figurative paintings of New York

City life and its famous figures, as well as his later
explorations into abstraction while living in Paris.
Delaney first entered the rarified circle of the
foremost American Modernists in New York during
the 1930s, after fellow artist and friend Stuart Davis
recommended he engage with the famed impresario
Alfred Stieglitz. Spending time at Stieglitz's gallery,
An American Place, he participated in critical
discourse with other artists, including Arthur Dove,
John Marin and O’Keeffe. Although O'Keeffe noted
that Delaney often posed for fellow artists “because
he had no heat in his studio and needed to keep
warm,” the artist's presence within New York's
modern art scene, even if peripheral, seems like an
equally logical entrée. Moreover, the present work
hints at a relationship beyond the formal studio
model and artist arrangement, as O'Keeffe referred

not only to Delaney as “really beautiful” but also
that "he seemed a very special sort of person.” (G.
O’Keeffe, quoted in H. Drohojowska-Philp, Full
Bloom: The Art and Life of Georgia O'Keeffe, p. 401)

The special dedication with which O'Keeffe
embarked on this unique series—the most extensive
exploration of any portrait subject she studied—
alludes further to a close connection between artist
and model. Drawing on her professional training and
her representational roots, here O'Keeffe carefully
develops the sitter's features, delicately shading
and highlighting his form to render him nearly in
the round. In doing so, she uniquely captures his
character, most notably in his expression which
includes a clever, knowing, almost Mona Lisa-
esque smile. The result is a decidedly intimate

and compassionate likeness, especially for the
traditionally austere painter.

Beyond an intimate rendering of an individual’s
character, the present work stands as a unique
representation of an insider ritual of portraiture,
although typically nonrepresentational, amongst
Stieglitz Circle artists. Such works were
“fundamentally a way of defining their community—
of proclaiming their friends and the issues and
ideas of importance to them” (S. Greenough,

quoted in Twentieth-Century American Art: The
Ebsworth Collection, exh. cat., National Gallery of
Art, Washington, D.C., 2000, p. 201). By extension,
the fact that the pioneering female painter chose to
dedicate such a notable body of work to the African-
American Modernist Delaney radically places these
two potential outsiders firmly among one of the
most important art groups in the history of America,
solidifying the position of both painter and sitter in
the early Modern American canon.
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“His concern with the underlying structure,
design, and pattern found in realistic scenes
had been a constant in his work, but now he
literally narrowed the focus of his industrial
subject matter, changing his approach to
address his new graphic style..hebeganto
paint fragments of machines and industrial
apparatus, segments selected purely for their
formal arrangement of line and shape.”

| CAROL TROYEN

CHARLES

Sheeler
Cat-walk

A virtuoso of both painting

and photography, Charles Sheeler employed
his exacting eye on the American scene for over
four decades utilizing both mediums. As a leading
member of the Precisionist movement, Sheeler
employed his photography training to create an art
form which questioned the hard boundaries between
representation and reality. Painting both industrial
and agrarian subjects alike, Sheeler’s unique fusion
of art, industry and the modern American landscape
earned him the reputation as one of the most
revered American artists of the twentieth century.
Refined in its exactitude, Cat-walk is a tour de force
of the artist’s mature aesthetic and a triumphant
achievement of American Modernism.

Born in Philadelphia, Pennsylvania, in 1883, Charles
Sheeler attended the Pennsylvania Academy of Fine
Arts in 1906 studying under the acclaimed 19th
century American master William Merritt Chase.
While in school, Sheeler lived with his friend and
classmate Morton Livingston Schamberg, and

both men supported themselves as commercial
photographers while continuing to paint. In 1909,
following a trip to Paris and subsequent visit to the
homes of Michael and Sarah Stein, early supporters
of Pablo Picasso and Georges Braque, Sheeler
began to employ a more Cubist-inspired style in

opposite: Present lotillustrated (detail).

his work. For the rest of his career, Sheeler's art
sought to capture that elusive boundary between
photography and painting in a distilled, refined
clarity of style with Cubist undertones.

Comprised of artists including Sheeler, Ralston
Crawford, Charles Demuth, George Ault, Elsie
Driggs, Georgia O'Keeffe and Morton Schamberg,
the Precisionists were not an organized movement
but a group of artists who each independently
arrived at a hard-edged, clean style of painting. As
some of the first observers of modern, industrialized
America, the Precisionists captured the United
States as the country changed from an agrarian

to an industrialized society, creating a form of art
which was distinctly American. Gail Stavitsky
writes, “Interpreted as a classic reaction against the
impermanent formlessness of Impressionism and
the Eight, Precisionism proposed a fundamental
reordering of experience, a clarifying search for
architectonic structure underlying the chaos

of reality. Indeed, metaphors of architecture,
science, engineering, and mechanization were
often employed to characterize the Precisionists’
methodical, radical construction of compositions”
(G. Stavitsky, Precisionism in America, 1915-1941:
Reordering Reality, exh. cat., Montclair Art Museum,
1994, pp. 34-35).
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Fernand Léger, The Construction Workers, 1950. Musée
National Fernand Leger, Biot. © 2018 Artists Rights Society
(ARS), New York / ADAGP, Paris. Photo: Erich Lessing / Art
Resource, New York.

right: Charles Demuth, My Egypt, 1927. Whitney Museum of
American Art, New York. Photo: Whitney Museum of American
Art, New York, USA / Bridgeman Images.

far right: Charles Sheeler, Incantation,1946. Brooklyn Museum.
© The Estate of Charles Sheeler. Photo: Brooklyn Museum of
Art, New York, USA / Bridgeman Images.

By time Sheeler painted Cat-walk in 1947, the artist
had already received considerable acclaim for his
work for over two decades. In 1927, Sheeler was
commissioned by the Ford Motor Company to
photograph their automobile plants in River Rouge,
Michigan. Sheeler spent six weeks documenting
the company'’s factories in River Rouge, and the
resulting body of work was used as part of the
promotional campaign for the release of the Model
A. Ford. From this journey resulted one of the artist's
unquestioned Precisionist masterpieces, Classic
Landscape (1931), given by Barney Ebsworth to the
National Gallery of Art in Washington, D.C. in 2000.

As part of his artistic process, Sheeler continued
to make these types of journeys for decades.

“At some point probably in the mid-1940s,
Sheeler took a series of photographs of a
synthetic rubber plant in West Virginia...
Sheeler created four paintings in 1946-1947—
Incantation, Mechanization, It’s a Small World
and Catwalk (which was based on the upper
section of one of his photographs.)—depicting
various parts of the complex.”

FRANKLIN KELLY, TWENTIETH CENTURY AMERICAN ART: THE EBSWORTH COLLECTION,
WASHINGTON, D.C., 1999, P. 229.

Sometime around the mid-1940s, Sheeler journeyed
to a synthetic rubber plant in West Virginia where he
made a number of documentary photographs. Four
paintings resulted from this trip, Incantation (1946,
Brooklyn Museum), Mechanization (1946, Whitney
Museum of American Art), It's a Small World (1946,
Newark Museum) and the present work, Cat-walk.
Unlike Sheeler’s earlier imagery, here he begins to

depict his subject matter with magnified abstraction,

only allowing viewers to see a portion of the scene.
Carol Troyen observes, “"His concern with the
underlying structure, design, and pattern found in
realistic scenes had been a constant in his work, but
now he literally narrowed the focus of his industrial
subject matter, changing his approach to address
his new graphic style...he began to paint fragments

of machines and industrial apparatus, segments
selected purely for their formal arrangement of line
and shape” (C. Troyen, Charles Sheeler: Paintings and
Drawings, exh. cat., Museum of Fine Arts, Boston,
1987, p. 186).

In Cat-walk, Sheeler bestows a visual feast of
geometric lines and colors upon the canvas, making
the composition appear reductive yet frenetic at the
same time. As the reds of the catwalk jut across the
picture plane, so do the rigid blues and blacks of the
steel and sky. In an intense, magnified perspective,
the viewer becomes immediately confronted with
the magnanimity of the machine, mighty in its
presence. In Cat-walk, Sheeler maintained the
realism of the original photograph upon which the



work was based, but flattened and simplified the
image to emphasize the rhythmic repetition of
cylindrical and linear forms. With a limited palette
of sky blues, rich reds, luscious browns and blacks,
Sheeler creates an elegant fugue of disparate
perspectives and elements, drawing the eye in while
not allowing it to fully resolve the composition into a
single, comprehensible whole.

With an intense geometric rigor, Cat-walk recalls the
abstractions of the De Stijl master Piet Mondrian
with his clarity of line, color and form. Indeed,
Sheeler had been interested in abstraction since

his early years, writing in 1916: “| want to define art
as the perception through our sensibilities, more

or less guided by intellect, of universal order and

its expression in terms more directly appealing to
some particular phase of our sensibilities...One, two,
or three dimensional space, color, light and dark...

all qualities capable of visual communication, are
materials to the plastic artist; and he is free to use
as many or as few as at the moment concern him.
To oppose or relate these so as to communicate

his sensations of some particular manifestation of
cosmic order—this | believe to be the business of
the artist.” (C. Sheeler, quoted in J.H. Maroney, Jr.,
“Charles Sheeler Reveals the Machinery of His Soul,”
American Art, vol. 13, no. 2, Summer 1999, p. 49)

Having first achieved success as a photographer, it
was natural that throughout his career Sheeler chose
functional subjects and depicted them with sharply
defined forms, capturing and abstracting existent
patterns in his paintings as only a photographer
could. Troyen writes, “Sheeler’s paintings, with

their photographic underpinnings to reflect ‘nature
seen from the eyes outward’ comprise nothing less
than a fifty-year exploration of his understanding

of reality. At the same time, they are a nostalgic
attempt to bring the past forward into the present.
That such an intellectually ambitious program could
be visually satisfying in so many different media is

a tribute to the romantic soul behind the disciplined
hand that crafted them” (C. Tryoen, op. cit., p. 43)
Sheeler had been radically experimenting with

film and photography since his early days. In 1921,
he and fellow photographer Paul Strand explored
the dynamism of New York City’s architecture in
their experimental Manhatta, considered the first
avant-garde American film. The dynamic angles of
the skyscrapers and city blocks they captured would
recur through much of Sheeler’s subsequent career.
Indeed, throughout the twentieth century, American
artists continued to engage in these themes Sheeler
explored, including urban subject matter. For
example, captivated by the rapidly industrializing
cityscape, West-Coast artists Richard Diebenkorn
and Wayne Thiebaud rendered linear, eagle-eyed
perspectives of their San Francisco homes.

As with many of his best works, Sheeler depicts
the industrial subject of Cat-walk with complete
detachment. Human presence is absent, and

only subtly suggested as the creator of the
monumentalized industrial forms. All evidence

of the artist’s hand is eliminated by clean, even
brushwork, heightened by the thin and seamless
character of the oil medium. “Underlying this
seemingly dispassionate attitude was an idealism
about America’s history and destiny. Indeed, many

critics have regarded him as an artist whose work
epitomizes a clear-eyed native, visual tradition; he
has been considered a pragmatic Yankee whose
no-nonsense, efficient approach to picture making
reflects America’s historic virtues. He seemed to fit
the stereotype. ‘Sheeler is truly an American with
American ancestors behind him,” wrote Forbes
Watson (M. Friedman, Charles Sheeler, Paintings,
Drawings, Photographs, New York, 1975, p. 209).

Charles Sheeler, View of Catwalk, Synthetic Rubber Plant, circa 1940-1945. Museum of Fine Arts, Boston.

© 2018 The Lane Collection.
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“Arshile Gorky is, for me, the first painter to
whom this secret has been fully revealed...
[He canlseize, in the shortest possible time,
therelations which link the innumerable
physical and mental structures, evenif there
is no possibility of an uninterrupted passage

through this labyrinth.”

ANDRE BRETON, QUOTED IN A.BRETON, SURREALISM AND PAINTING, BOSTON, 2002,

P.199

ARSHILE

Gorky

Good Afternoon, Mrs. Lincoln

Arshile Gorkyis Good Afternoon, Mrs. Lincoln

is an important painting that acts as an exceptional
example of his unique artistic vocabulary. His
masterful paint handling technique and unparalleled
graphic ability can be seen in the abstract forms and
meandering lines that fill the canvas, all interspersed
with pools of vivid color. Executed in 1944, this
painting was completed at the peak of Gorky's
career, evidenced by the fact that several other
important paintings from this period are now housed
in major museum collections: Summer 1944; Water
of the Flowery Mill; and The Liver is the Cock’'s Comb
all date from the same year and are in the collections
of the Solomon R. Guggenheim Museum in New
York, the Metropolitan Museum, New York; and

the Albright-Knox Art Gallery, Buffalo, respectively.
Speaking of such works, the influential critic
Clement Greenberg wrote that Gorky was among
the “very few contemporary American painters
whose work is of more than national importance.
Gorky has for a long time been one of the best
brush-handlers alive, but he was unable until
recently to find enough for his brush to say. Now

he seems to have found that in celebrating the
elements of the art he practices and in proclaiming
his mastery over them” (C. Greenberg, quoted in J.
O’Brian, The Collected Essays and Criticism, Vol. 2:
Arrogant Purpose, 1945-1949, 1986. Chicago, p. 219).

opposite: Present lotillustrated (detail).

Across his highly active surface, Gorky lays out a
series of meandering lines that—as they traverse

the picture plane—morph into an alluring assembly
of nebulous shapes. Some appear as fluid forms
seemingly devoid of any recognizable features,

while others maintain more complex—almost
familiar—shapes, before falling back into anonymity.
Some of these forms are deliberately left empty,
while others are embellished with jewel-like color;
flashes of jade green and sapphire blue adorn a large
upright form in the upper right quadrant for example,
while other—more muted—yellows, oranges and
burnt umbers augment other forms in the lower
register. At the same time, translucent washes of
pale yellows, blues and greens suggest the bucolic
landscape of Virginia with which Gorky had become
so enamored.

The painting of Good Afternoon, Mrs. Lincoln
coincides directly with the time that the artist began
to stay in a house called Crooked Run Farm, near
Lincoln, Virginia, with his new wife's family, and

the name of this painting is a possible reference to
the address of his home at the time. Virginia was a
stimulating and substantial contrast to New York
(which had been the artist’s base for the last couple
of decades), as it reminded him of the happiest times
of his childhood spent in rural Armenia.
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Stuart Davis, Impression of the New York World's Fair (Mural
Study), 1939. Smithsonian American Art Museum, Washington,
D.C. © Estate of Stuart Davis / Licensed by VAGA at Artists
Rights Society (ARS), New York. Photo: Smithsonian American
Art Museum, Washington, DC / Art Resource, New York.

right: Arshile Gorky, Landscape-Table, 1945. Musée National
d’Art Moderne, Centre Georges Pompidou, Paris. © 2018 The
Arshile Gorky Foundation / Artists Rights Society (ARS), New
York. Photo: © CNAC / MNAM / Dist. RMN-Grand Palais / Art
Resource, New York.

far right: Willem de Kooning, Judgement Day, 1946.
Metropolitan Museum of Art, New York. © 2018 The Willem de
Kooning Foundation / Artists Rights Society (ARS), New York.
Photo: © The Metropolitan Museum of Art. Image source: Art
Resource, New York.

Being able to connect with the landscape and the
seasons in a sustained way for the first time since
his childhood was to prove immensely important to
the development of his work.

“Gorky immediately liked Virginia” his wife recalled of
the happy time they spent there. “It was hilly and had
a little brook. He arrived with no paints and no easel,
as we couldn't fit much into the car. All he took were
wax crayons and watercolours and buckets of paper.
And that’s what he feverishly worked on all summer”
(A. Magruder, quoted in M. Fielding, in “My Gorky," in
Tate etc., Spring 2010). The paintings that Gorky
completed over the course of 1944 set out the motifs,
colors and compositions of later works, all of which
retained the spontaneity and the immediacy of
working outside. “He was fascinated by the change of
the vegetation and was happy drawing all day in the
fields,” Fielding continued. “"He couldn’t get over the
beauty of the milkweed with its pods with curious
feathers. It took him a long time to get into his
drawing. He would sit for quite a while. Then he
would get up, move around, take a stick and beat the
grass, to be certain there weren't any snakes in it, and
then make himself comfortable” (M. Fielding, ibid.).

The change of scene from New York, where Gorky
had arrived in 1920 as a refugee from war-torn

“He had an uncanny instinct for all art...
an extraordinary gift for hitting the nail

on thehead.”

| WILLEM DE KOONING

Armenia, resulted in a palpable transformation of
his technique and attitude towards his work. His
paintings became infused with a sense of liberation,
lines became looser and more free-flowing, color
became more dilute, exposing something of the
layers below, while his characteristic array of floating
polymorphic forms became clearer and more
determined. Careful observations of the natural
world blend with shapes formed in his mind’s eye,
to create a lyrical confluence of memory and the
experience of the immediate moment.

The childhood recollections that these rural
surroundings stimulated were also encouraged by
his recent encounter with the work of the European
Surrealists. Earlier in 1944, Gorky had met the
Surrealists’ leading proponent, André Breton, for the
first time. Breton soon became a good friend and
one of Gorky’s major supporters. With his
encouragement, Gorky became more integrated into
the Surrealist group (many of whom were living as
exiles in New York) and engaged with their
avant-garde thinking. Breton was also instrumental
to helping him find a dealer, Julien Levy, in 1945,
which give Gorky security for the first time. Good
Afternoon, Mrs. Lincoln reflects how the Surrealists’
dreamlike forms, so abundant in the sculpture and
paintings of Jean Arp, Roberto Matta and Joan Miro,

had a particular influence resonance with Gorky.
They also mark how he began to incorporate the
Surrealists’ belief in automatism-the visual
equivalent to Freud's free association-allowing each
painterly gesture freedom from conscious control,

in order to connect with the inner psyche. Gorky's
synthesis of post-impressionist and modernism’s
central concerns, combined with his passionate
embrace of nature, created a new vision for painting
that would inform the work of his fellow artists of the
1940s and 1950s. Jackson Pollock saw him as a rival,
for instance, and he was a friend and inspiration to
Willem de Kooning, whom he had met in the 1920s.
“He knew lots more about painting and art,” de
Kooning recalled. “"He had an uncanny instinct for all
art... an extraordinary gift for hitting the nail on the
head” (W. de Kooning, quoted in “The Mysterious Art
of Arshile Gorky” by William Feaver, The Guardian,
February 6, 2010, via www.theguardian.com). Thus,
the expressive gestures, lyrical lines and enigmatic
imagery Good Afternoon, Mrs. Lincoln reflects not
only one of the happiest times of Gorky's life, but a
body of work that would anticipate the Abstract
Expressionist movement, and leave a legacy that
continues to resonate today.



.
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Arshile Gorky and Willem de Kooning, circa 1937. Photo: Oliver Baker / Rudi Blesh papers, Archives of American Art, Smithsonian Institution.. Artwork: © 2018 The Arshile Gorky Foundation / Artists
Rights Society (ARS), New York.
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JOHN HENRY BRADLEY
5B| Storrs asss-1956)

Study in Architectural Forms

travertine
65% in. (167 cm.) high on a 23in. (58.4 cm.) marble base
Executed circa1923.

$500,000-700,000
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“Let the artists create for... public buildings and
homes forms that will express that strength
and will to power, that poise and simplicity that
onebegins to seein...factories, rolling-mills,

elevators and bridges.”

| JOHN HENRY BRADLEY STORRS

Storrs

JOHN HENRY BRADLEY

Study in Architectural Forms

The son of an architect and real-

estate developer, Chicago-native John Storrs is
unguestionably among the most original American
sculptors of the twentieth century. Using abstracted,
geometric forms, Storrs’s unparalleled ability to
fuse architecture and sculpture into a single visual
language has earned him a place alongside the
most ingenious American Modernists. One of the
artist's most important works ever produced, Study
in Architectural Forms is a prized example of Storrs’s
most innovative period of creative output and a
crowning achievement of American sculpture.

As so many artists before him, Storrs journeyed to
Paris in 1906 and was immediately captivated by the
vibrant cultural capital. For Storrs, his love of France
was more acute than most who visited. In 1914, the
artist married a French national and proceeded

to divide his time between France and the United
States before moving abroad permanently in the
1920s. A pupil of Auguste Rodin, Storrs adored
Paris so much he once remembered, "I love America
and all that—love it like one ordnairly [sic] loves
one’s mother—But France is my mistress & | am a
lover of hers—a lover willing to sacrifice every thing
to live in her heart” (J. Storrs, quoted in S. Levey,
“Sympathetic Order,” A Transatlantic Avant-Garde:
American Artists in Paris, 1918-1939, Berkeley,
California, 2003, p. 16).

opposite: Present lotillustrated (detail).

It was during Storrs's return to France in the 1920s
when he produced his most original body of work
related to architectural design, including the present
sculpture. Towering in its heroic majesty, Study

in Architectural Forms embodies the very best of
Storrs's oeuvre. Indeed, its looming verticality is so
rare for Storrs that only one other work by the artist,
Forms in Space No. 1 (circa 1924, Whitney Museum
of American Art, New York), is larger in size.
Emphasizing geometric simplicity with a distilled
precision, Storrs blends his desire to fuse art and
architecture to create a heroic work of art praising
the modern skyscraper. Rendering an “expression

of today” in line with “the gigantic commercial or
financial structures” was extremely important to
Storrs, so much so that the artist declared in 1922,
“Let the artists create for... public buildings and
homes forms that will express that strength and will
to power, that poise and simplicity that one begins to
see in... factories, rolling-mills, elevators and bridges”
(J. Storrs, quoted in N. Frackman, John Storrs, exh.
cat., New York, 1986, p. 57).

Though living and working in France, Storrs
continued to exhibit his works in the United States.
In 1923, around the same time he executed Study
in Architectural Forms, Storrs received a one-

man show at the Société Anonyme in New York,
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Georgia O'Keeffe, Radiator Building, 1927. Fisk University,
Nashville. © 2018 Georgia O'Keeffe Museum / Artists Rights
Society (ARS), New York.

right: New York, 1929. Photo: Irving Browning / The New York
Historical Society / Getty Images.

far right: Laszlo Maholy-Nagy, Konstruktion IV, from
Konstruktionen 6. Kestnermappe, 1923. © 2018 Artists Rights
Society (ARS), New York / VG Bild-Kunst, Bonn.

which immediately earned him a place among the
international avant-garde. Closing at the Société
before Storrs’s exhibition was the work of American
Modernist Joseph Stella. Storrs went to see Stella’s
work upon his arrival and was so captivated by The
Voice of the City of New York Interpreted (1920-1922,
Newark Museum, Newark), Storrs requested that
the work travel with his own show onto its next
venue in Chicago. Indeed, Stella and Storrs were not
the only Modernists concerned with painting the
modern skyscraper with clarity and precision. A few
years later, Georgia O'Keeffe would also pay homage
to modern architecture with Radiator Building—
Night, New York (1927, Crystal Bridges Museum

of American Art, Bentonville, Arkansas, and Fisk
University, Nashville, Tennessee) as part of a series
which she lovingly called “My New Yorks.”

Study in Architectural Formsis “so Wrightian

in feeling with its superimposed and cutout
zigzag forms that it could easily have served as
asculptural architectural element for Wright’s
Midway Gardens or Imperial Hotel.”

| NOEL FRACKMAN

Engrained in him as part of his upbringing,
architecture played a crucial role in the development
of Storrs’s aesthetic oeuvre. The artist kept
scrapbooks of architectural monuments, such as
the Hagia Sophia in Istanbul and the Pyramids in
Egypt, and executed imaginary sketches of his own
based on such famous designs. One contemporary
architect whose visions Storrs shared was the
legendary Frank Lloyd Wright. Just as Storrs used
“purely forms and combinations of forms,” Wright
once declared about his work, "I meant to get back
to first principles—pure form in everything...” Noel
Frackman claims Study in Architectural Forms is
“so Wrightian in feeling with its superimposed and
cutout zigzag forms that it could easily have served
as a sculptural architectural element for Wright's
Midway Gardens or Imperial Hotel” (N. Frackman,

ibid., pp. 58, 63). Later, minimalist sculptors such
as Donald Judd and Tony Smith would also seek
to employ pure form in their monumental works as
Storrs did so many years earlier.

A triumph of 20th century American sculpture,
Study for Architectural Forms is a powerful
testament to Storrs's commitment to combine
modern life and architecture into a singular aesthetic
vision. With sharply delineated forms and impressive
scale, Storrs created a work which inspires viewers
in the same way as architectural marvels, such as
the Brooklyn Bridge or the Empire State Building.

In doing so, he created a truly unique work of art
that pays homage to the tremendous architectural
achievements of the early twentieth century.



Ebsworth residence, Seattle, with Adolph Gottlieb, Bonac, 1961 and John Storrs, Study in Architectural Forms, 1923 (present lot illustrated).
Artwork: © Estate of John Storrs; © Adolph and Esther Gottlieb Foundation / Licensed by VAGA at Artists Rights Society (ARS), NY.




AN AMERICAN PLACE | The Barney A. Ebsworth Collection

ALEXANDER

*6B| Calder as9s1976)

58

Hen

signed with the artist's monogram ‘CA’ (on the underside)
wood, wire and paint

18% x9x4in.(47.6x22.8x10.6cm.)

Executed in1943.

$5,000,000-7,000,000
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“An artist should go about his work simply

with great respect for his materials...
simplicity of equipment and an adventurous
spirit are essential in attacking the unfamiliar

and unknown...”

| ALEXANDER CALDER

ALEXANDER

Alexander Calder in his studio, New York, circa 1940. Photo:
Chester / Black Star. Artwork: © 2018 Calder Foundation,
New York / Artists Rights Society (ARS), New York.

opposite: Ebsworth residence, Seattle, with Alexander
Calder, Hen, 1943 and Joseph Stella, Tree of My Life, 1919
(present lotillustrated). Photo: Eduardo Calderon,. Artwork:
© 2018 Calder Foundation, New York / Artists Rights
Society (ARS), New York.

Calder

Hen

Hen is an outstanding example of Alexander
Calder's distinctive approach to sculpture, and
particularly his use of elegant line and color. In

Hen, Calder combines shared Surrealist tendencies
with a bold creativity that is uniquely his own. The

influential curator James Johnson Sweeney identified

1944, the year that Hen was executed, as a critical
one for Calder, a time when he sought to innovate
with new idioms and maintain his inventiveness.
Hen holds a significant place in Calder’s artistic
development, and as such was exhibited in the
artist's seminal 1988 retrospective Alexander Calder:
1898-1976 organized by the National Gallery of Art,
Washington, D. C.

Calder formed the body of this sculpture out of

a large block of solid wood. Using the natural
qualities inherent in his material, he articulated the
object’s overall form; the rings of the tree guiding
the contours of the sculpture’s shape, its grain

and color suggesting the feathering of a bird. The
transformation is completed by Calder affixing
three smaller, additional wooden elements and
using sections of thin metal to join these pieces

to the sculpture’s body, giving the impression that
these pieces are balancing or even floating. Calder
then also introduces color with dramatic effect,
with the natural tone of the wooden body offset by
the artist’s trademark black, blue and red. Calder
summarized his approach by stating that “an artist
should go about his work simply with great respect

for his materials... simplicity of equipment and an
adventurous spirit are essential in attacking the
unfamiliar and unknown... Disparity in form, color,
size, weight, motion, is what makes a composition...
It is the apparent accident to regularity which the
artist actually controls by which he makes or mars
a work” (A. Calder, quoted in J. Lipman, Calder’s
Universe, exh. cat., Whitney Museum of American
Art, New York, 1977, p. 33).

Throughout his career, Calder was drawn to
seemingly ordinary materials for his sculptures and
used a wide variety of them, including wood, metal
and glass. In 1943, the year that Hen was made,
there was a dearth of aluminum with which to work
because of the demands for metal caused by World
War Il. During the war, Calder had even cut up the
aluminum boat he had made for his pond so he could
continue to have materials for his work. However,
Calder’s investigations with wood date back further
that this; using wood in the mid-1920s, right around
the time he had started crafting wire caricatures of
people and animals. His alterations to the material
were often minimal and he looked to harness its
natural form and what that form suggested to him.
Calder’s wood sculptures were well received and
after they were first exhibited at the Weyhe Gallery
in New York in 1929 one critic wrote that “Calder is
nothing for your grandmother, but we imagine he will
be the choice of your sons. He makes a mockery of
the old-fashioned frozen-stone school of sculpture

61
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Joan Mir¢, Le cog, 1940. © Successio Mird / Artists Rights
Society (ARS), New York / ADAGP, Paris 2018.

right: Constantin Brancussi, The Cock, Paris, 1924. Museum of
Modern Art, New York. © 2018 Artists Rights Society (ARS),
New York / ADAGP, Paris. Photo: © The Museum of Modern
Art/Licensed by SCALA / Art Resource, New York.

far right: Pablo Picasso, Cogq, 1932, cast 1952. Tate Gallery,
London. ©® 2018 Estate of Pablo Picasso / Artists Rights
Society (ARS), New York.

opposite: Present lot illustrated (detail).

and comes nearer to life in his creations than do
nine-tenths of the serious stone cutters” (M.
Pemberton, quoted in J. Lipman, op. cit., p. 221).

Although his sculptures are largely abstract,

Calder sometimes incorporated forms that were
convincingly natural, even fantastical, as seen in
sculptures like Steel Fish of 1934, a ten-foot-high
standing mobile. The influential critic Clement
Greenberg praised Calder's natural forms after
reviewing one of the artist’s exhibitions in 1943,
writing that “Calder’s accomplishment is the
invention of a new microcosm in art. Its flora and
fauna are made of wire, sheet metal, piping, glass,
wood, and anything else tangible. Its plants can be
conceived of as those objects with leaves of metal, its
animals those with flanged and bolted haunches, its
geology the innovations of wire, string and pellets...
with no purpose other than the dance of their own
movements” (C. Greenberg, "Alexander Calder:
Sculpture, Construction, Jewelry Toys and Drawings,”
The Nation, no. 157, October 23, 1943, p. 480).

“Calder’s accomplishment is theinventionof a
new microcosmin art. Its flora and fauna are
made of wire, sheet metal, piping, glass, wood,
and anything else tangible. Its plants canbe
conceived of as those objects with leaves of
metal, its animals those with flanged and
bolted haunches, its geology the innovations
of wire, string and pellets... with no purpose
other than the dance of their own movements.”

| CLEMENT GREENBERG

The use of everyday, seemingly ordinary, materials
traces its art historical roots to the Cubists

and Marcel Duchamp’s readymades, while the
exaggerated and biomrpohic form of Hen highlights
Calder’s ties with the Surrealists. Calder was
mostly based in Paris from 1926 until 1933 and he
became friends with many of the leading figures
of the Paris avant-garde, such as Duchamp, Jean
(Hans) Arp and Joan Mird. While Calder chose never
to officially align himself with the Surrealists, for
instance he never signed any of their documents
or manifestos, he did frequently exhibit with

them. Calder's first Surrealist exhibition was the
seminal Surrealist Exhibition of Objects in 1936,
which included works such as Duchamp's Bottle
Rack, Méret Oppenheim'’s Breakfast in Fur, and
Salvador Dali's Lobster Telephone. The potential
for surprising combinations to create new meaning
and the unlimited possibilities that can arise from
metamorphosis expounded by the Surrealists also
are evident in Calder’s Hen. However, as Sweeney
pointed out, there also is a distinctive American
element to Calder’s work: “The most conspicuous

characteristics of his art are those which have

been attributed to America'’s frontier heritage-'that
coarseness and strength combined with acuteness
and inquisitiveness; that practical, inventive turn of
mind, quick to find expedients; that masterful grasp
of material things... that restless, nervous energy...
that buoyancy and exuberance which come with
freedom™ (J. J. Sweeney, Alexander Calder, New York,
1951, p. 7).

Hen was executed the year of Calder’s major
retrospective at the Museum of Modern Art in New
York, at the time the youngest person ever to have
been afforded such an honor. As a result of this
exhibition, Sweeney wrote that the artist “seemed to
feel he should try and find a fresh idiom, or perhaps
more truly a refreshment of idiom. He spoke of

his worry of becoming ingrown, habit-bound and
uninventive” (J. J. Sweeney, op. cit., p. 59). Hen
demonstrates Calder’s unrelenting commitment to
innovation that underpinned the mature phase of his
career, as well as his remarkable technical acumen
and creative verve.
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Woman as Landscape

signed ‘de Kooning’ (lower left)
oil and charcoal on canvas

65 x49%in.(166.3x125.4cm.)
Painted in 1954-1955.
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“The landscapeisin the Woman and thereis
Woman in thelandscapes...”

| WILLEM DE KOONING

WILLEM

de Kooning

Woman as Landscape

Willem de Kooning’s Woman as Landscape
is a tour-de-force of 20th century painting.
Executed at the height of the artist's career, this
dramatic canvas belongs to a series of works that
radically changed the depiction of the female body.
When first exhibited in the 1950s, this shocking
departure energized and scandalized the art work
in equal measure, yet it also takes its place in one
of the longest running dialogues in art history as,
alongside artist’s such as Botticelli, Titian, Rubens
and Ingres, de Kooning tried to encapsulate the
definitive female form. Beginning in the 20th
century, artists such as Pablo Picasso and Marcel
Duchamp began to treat the female body in a
radically different way, deconstructing the classical
notion of beauty and imbuing it with the complexity
inherent in the modern view of femininity. The bold
and frenetic nature of de Kooning's brushwork
took this investigation one step further, and came
to symbolize the dramatic shifts that occurred
during the postwar years. Exhibited in the highly
acclaimed Abstract Expressionism exhibition at the
Royal Academy of Arts in London, paintings such as
this are now firmly established as part of the 20th
century art historical cannon. Other examples form
the cornerstones of major international museum
collections including the Museum of Modern Art,
New York; the Whitney Museum of American Art,
New York, and the National Gallery of Australia,
Canberra. As such, Woman as Landscape is one of

opposite: Present lotillustrated (detail).

the few works from this iconic group of paintings to
remain in private hands.

Measuring over five-and-a-half-feet tall, Woman as
Landscape is a heroic painting that encompasses
the painterly bravado and radical use of color that
singled out de Kooning as a leader of the Abstract
Expressionist movement. The active surface is
comprised of the full range of the artist’s painterly
gestures, ranging from broad sweeps of color laid
down with the frenetic movement of his brush,

to the more controlled interventions made to the
surface using the broad edge of a palette knife.
Out of this gestural melee, the commanding figure
of a woman emerges. Her robust frame expands

to fill the picture plane, her largess rendered in
passages of flesh colored paint. Expansive lower
limbs are formed from the forceful movement of
the palette knife that flattens and widens the paint
field as it scrapes away previous painterly layers.
These substantial limbs support the rest of the
figure, which is made up of large planes of expansive
color, contained by a series of sweeping, animated
lines. The slender angularity of her shoulders are in
marked contrast to the substantial nature of these
other limbs, and are emphasized by light and dark
highlights that caress her silhouette. The other
anatomical features of her figure are defined by the
rapid movement of the artist’s brush, carving out
breasts and other erogenous zones from the central
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Venus of Willendorf, circa 28,000-25,000 B.C.E.,
Naturhistorisches Museum, Vienna. Photo: Universal History
Archive / Getty Images.

right: Pablo Picasso, Les Demoiselles d’Avignon, 1907. Museum
of Modern Art, New York. © 2018 Estate of Pablo Picasso /

Artists Rights Society (ARS), New York. Photo: © The Museum
of Modern Art / Licensed by SCALA / Art Resource, New York.

opposite: Present lot illustrated (detail).

body of the figure. Sitting atop the large body, the
head is almost overwhelmed by the anarchy of the
artist’s painterly strokes; it consists only of a small
oval of pink pigment upon which de Kooning incises
two eyes, and angular nose, and the toothy grin that
became so synonymous with Woman |, Woman V,
and Woman with Bicycle. “[De Kooning] believed ‘all
painting is an illusion,” writes Charles Brock, “and
he aspired to create seamless works characterized
by exquisite surfaces; the artist Pat Passlof recalled
that de Kooning ‘wanted the paint to appear as if it
had materialized there magically all at once, as if it
were “blown on” (C. Brock, quoted in B. Robertson,
“The Ebsworth Collection: Histories of American
Modern Art,” in B. Robertson, ed., Twentieth-Century
American Art: The Ebsworth Collection, exh. cat.,
National Gallery of Art, Washington, D.C., 2000,

p. 83).

What sets Woman as Landscape apart from its
peers is, as the title suggests, the landscape.

“[De Kooninglbelieved ‘all painting is an
illusion, and he aspired to create seamless
works characterized by exquisite surfaces;
the artist Pat Passlof recalled that de Kooning
‘wanted the paint to appear as if it had
materialized there magically all at once,

asifitwere“blownon.”

| CHARLES BROCK

While de Kooning's earlier women are placed in

a chromatically rich backdrop of natural blues

and greens, it is only with this work that the artist
incorporates the landscape in such a focused

way. Here, the blues and greens are positioned so
that they more implicitly reference the physical
landscape; the verdant green rising up to meet the
figure as a high horizon line, the blue of the sky that
is positioned in a band along the upper portion of the
canvas. Positioned against this horizon in the upper
left corner is a form which recalls a majestic tree, or
maybe even the windmills of de Kooning's youth. Yet
the artist was also clear that these paintings were
not traditional renderings of people in landscapes,
they were instead conflating images to combine the
energy of both genres into one dynamic composition.
“The landscape is in the Woman and there is Woman
in the landscapes,” the artist said, “when people say
they are not really figures, but they are landscapes,
that is true to a certain extent, but they were figures
to me. Figures may be in a landscape, figures some

place, | don't know where exactly, not here, not
there, but somewhere” (W. de Kooning, quoted in
J. Elderfield, de Kooning: A Retrospective, exh. cat.,
Museum of Modern Art, New York, 2011, p. 281).

This painting marks the point where the landscape
begins to reappear in de Kooning's work, and it
would continue to feature in his paintings for the
rest of his career. This shift was due, in part, to the
increasing amount of time that de Kooning was
spending out of New York City in the more bucolic
surroundings of Long Island. After the struggles that
he experienced in the nascent years of his earlier
paintings of women, he had moved out of his dark,
dingy and cramped studio on Fourth Avenue, to a
more spacious studio on new space on 10th Street.
In addition, de Kooning began spending summer
weekends in the Hamptons at the invitation of Leo
Castelli and lleana Sonnabend. Staying at their
property in East Hampton, both he and Elaine set up
studios, with Willem'’s being located on the porch.









Willem de Kooning, Composition, 1955. Solomon R.
Guggenheim Museum, New York. © 2018 The Willem de
Kooning Foundation / Artists Rights Society (ARS), New York.

right: Installation view, Abstract Expressionism, Royal Academy
of Arts, London, September 24, 2016-January 2, 2017, (present
lotillustrated). Photo: Carl Court / Staff / Getty Images.
Artwork: © 2018 The Willem de Kooning Foundation / Artists
Rights Society (ARS), New York.

opposite: Present lot illustrated (detail).

Since he sought out peace and quiet he made a wall
to separate his studio from the rest of the house,
and “...he refused invitations to join the crowd that
went to the beach. Instead, when he was restless, he
would bicycle around the area... the summer in East
Hampton was probably responsible for giving some
of the Women a country air” (M. Stevens & A. Swan,
de Kooning: An American Master, New York, 2004,

p. 332).

The opening up of his canvas would mark the start
of an artistic journey that would continue for the rest
of his life. It was a subtle shift from his previous body
of work, which had led to his increasing reputation
as a radical painter of the female figure. In June
1950, de Kooning would begin work on what became
known as Woman [ (now in the collection of the
Museum of Modern Art, New York), a painting that
was described as “one of the most disturbing and
storied paintings in American Art” (M. Stevens & A.
Swan, de Kooning: An American Master, New York,
2004, p. 309). The painting took two and half years
to complete, a process that involved months of
revision and reworking the canvas until the artist
was satisfied. The result was a striking departure
from the conventional depictions of women, and
critics and the public alike struggled to embrace
what they saw as the maniacal flailing of de
Kooning's brushwork. Yet, just months after the
painting was completed it was acquired by the
Museum of Modern Art. “The Committee found the
picture quite frightening, but felt that it had intense
vitality and liked the quality of the color” (quoted

by D. Huisinga, in J. Elderfield, ed., de Kooning:

A Retrospective, exh. cat., Museum of Modern Art,
New York, 2011, p. 244). Following Woman I, the
artist began working on three other related
paintings, Woman 11,1952 (MoMA), Woman IlI,
1952-1953 (Private Collection), Woman IV, 1952-1953
(Nelson-Atkins Museum of Art). Then two more,
Woman V, 1952-1953 (National Gallery of Australia)
and Woman with Bicycle, 1952-1953 (Whitney
Museum of American Art, New York). Finally, in 1953
he painted Woman VI, 1953 (Carnegie Museum of
Art, Pittsburgh), the final painting in what has now
become one of the most iconic series in postwar art.

After a short break, he began working on a series
of paintings that conflated the figure and the
landscape, with Woman as Landscape being the first
example. Whereas his previous Woman paintings
had shocked and scandalized, these new "abstract
urban landscapes” were well received with Artnews
editor Thomas Hess calling de Kooning “the most
influential painter working today” (T. Hess, quoted in
J. Elderfield, de Kooning: A Retrospective, exh. cat.,
Museum of Modern Art, New York, 2011, p. 239).
This notion of change, of a shift from the grotesque
to the graphic, runs through the very heart of this
new series of paintings. Regarding the present
work, John Elderfield, curator of the last major de
Kooning retrospective, organized by the Museum
of Modern Art, enthused, “The big shapes are still
there, only smudged and blended into each other
across the pictorial rectangle, as if the Woman as a
Landscape [sic] came from the pages of Ovid and
were undergoing metamorphosis from the human
to the vegetable state” (J. Elderfield, de Kooning:

A Retrospective, exh. cat., Museum of Modern Art,
New York, 2011, p. 239).

Although distinctly ‘modern’ at the time they were
painted, de Kooning's Woman are part of a millennia
old artistic tradition. The artist himself once
summarized the history of female representations
as “the idol, the Venus, the nude” (W. de Kooning,
quoted in MoMA Highlights, New York, 2004, p. 206),
and with these new paintings he both alludes to
and subverts such conventions. Writing in 1956, just
after de Kooning painted the present work, the
esteemed art historian and director of the National
Gallery in London, Kenneth Clark wrote “In the
greatest age of painting, the nude inspired the
greatest works; and in even when it ceased to be a
compulsive subject, it held its position as an
academic exercise and a demonstration of mastery”
(K. Clarke, The Nude: A Study in Ideal Form, New
York, 1956, p. 3). Dating back more than 25,000
years to the paleolithic Venus of Willendorf
(Kunsthistorisches, Vienna), the diminutive limestone
statuette of the voluptuous female form, the naked
female has been one of the mainstays of art history,
and with works such as this, de Kooning radically
reinvents this noble tradition.

In his major essay “The Nude: A Study in Ideal
Form,” Clark argues that the pervading popularity
of the female figure within the context of art
history is due to one of two things. Firstly, there

is the aesthetic—the sheer beauty of the female
form, particularly for the male gaze, and secondly,
there is the academic tradition in which the ability
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Leonardo da Vinci, Mona Lisa (La Gioconda), 1503-1517. Musée
du Louvre, Paris. Photo: © RMN-Grand Palais / Art Resource, NY.

top right: Source images for the present lot in Willem de
Kooning's studio. Photograph by Hans Namuth. Courtesy
Center for Creative Photography, University of Arizona © 1991
Hans Namuth Estate. Artwork: © 2018 The Willem de Kooning
Foundation / Artists Rights Society (ARS), New York.

right: Andy Warhol, Shot Light Blue Marilyn,1964. Brant
Foundation, Greenwich. © 2018 The Andy Warhol Foundation
forthe Visual Arts, Inc. / Licensed by Artists Rights Society
(ARS).

to draw the human figure was regarded as the
minimum requirement for all artists. However,

art history has devised a distinction between the
naked and nude. “To be naked,” Clark surmises,

“is to be deprived of our clothes, and the word
implies some embarrassment most of us feel in
that condition. The word ‘nude,’ on the other hand,
carries, in educated usage, no uncomfortable
overtone” (ibid.). In the seventeenth century, despite
the pervading prudish sensitivities, Velasquez was
able to exquisitely portray the sensuous curves of
the reclining female figure in The Toilet of Venus
('Rokeby’ Venus), 1647-1651 (National Gallery,
London). However, the romanticized nature of
Velasquez's female nude, with its slender silhouette
and porcelain-like skin, stood in stark contrast to
the voluptuous flesh painted by Peter Paul Rubens
with his more 'naturalistic’ portrayal of the female
figure in such acknowledged masterpieces such as
The Three Graces, 1639 (Museo del Prado, Madrid).

However, just as there have been artists who have
sought to render the perfect female form, there
have been others who have sought to deconstruct
the female form. From Picasso’s Les Demoiselles
d’Avignon (Museum of Modern Art, New York) and

Marcel Duchamp'’s Nude Descending a Staircase (No.

2), (Philadelphia Museum of Art), the 20th century
saw a radical break from the traditional depiction of
women to ones where figure and ground conflated
into one dynamic surface. As the critic Harold
Rosenberg wrote in December 1952, “At a certain
moment, the canvas became an arena in which to
act... What was to go on to the canvas was not a
picture, it was an event” (H. Rosenberg, quoted in

J. Elderfield, de Kooning: A Retrospective, exh. cat.,
Museum of Modern Art, New York, 2011, p. 243).

In many ways, the women that de Kooning's
depicted were as modern as the way in which he
chose to paint them. He was as intrigued by the

changing complexities of womanhood and the
often-contradictory nature of femininity in the 20th
century. The explosion in popular culture meant
that society was being deluged with images of the
“perfect woman,” yet de Kooning's often difficult
relationship with the women in his own life left

him feeling conflicted. “She could be open-ended
and mysterious, from ancient Mesopotamia and
also modern Hollywood. She could owe something
to Picasso’s women but also reflect the symbolist
deities that filled the art of de Kooning's youth,
muses who often abandoned and possessed men.
She could be mother and wife, monster and lover,

a creature at once earthbound and hallucinatory,
grotesque, cruel, monumental, cartoonish, and
funny—a contemporary goddess who could possess
the viewer, but could not, in turn, be possessed” (M.
Stevens & A. Swan, de Kooning: An American Master,
New York, 2004, p. 310). The resulting paintings
were some of the first to reintroduce the figure back
into Abstract art. The impetus for this seismic shift
may have been a retrospective exhibition of the work
of the French painter Chaim Soutine, organized by
the Museum of Modern Art in 1950. De Kooning
visited the exhibition and was impressed with

not only the non-traditional way in which Soutine
depicted his figures, but also the way in which they
seemed to probe the “condition” of modern life.

It has been inferred that after viewing the French
artist's contorted figures, de Kooning felt he was
able to “disappoint” the conventional wisdoms of
figure painting.

The importance of Woman as Landscape within the
artist's oeuvre is evidenced in its inclusion in some
of the most important exhibitions of de Kooning's
work in both the United States and Europe. First
exhibited at the Martha Jackson Gallery in 1955,

it was selected for a major national retrospective



of the artist’s work organized by the Museum of
Modern Art, New York in 1968, and which later
traveled to the Art institute of Chicago, and the

Los Angeles County Museum of Art. It was also
included in the significant Philadelphia Collects
exhibition at the Philadelphia Museum of Art in
1986. Curators selected it for the survey of Abstract
Expressionism organized the following year by the
Albright-Knox Museum, Buffalo, and finally it was
selected for inclusion in a major international touring
exhibition of the artist’s work that was organized by

the National Gallery of Art in Washington, D.C., and
which later traveled to the Metropolitan Museum of
Artin New York, and the Tate in London.

As such, de Kooning's Woman as Landscape

stands as a magnum opus of the artist’s career, an
exceptional example of one of the most important
and influential series of paintings in the 20th century
artistic canon. Across its rich painterly surface,

the artist adds his own unique contribution to
depictions of the female figure that has engaged

artists for millennia. Having been included in one of
the most important retrospectives of artist’s work,
this painting has been recognized by scholars for its
significant contribution to the history of figurative
painting as its fluid, abstracted lines proved so
groundbreaking at the time of its creation and has
ensured its art historical significance today. Within
this woman’s voluptuous curves de Kooning offers a
unique, very modern, fast-paced, 20th century vision
of the female as both power and sensation.

Elaine and Willem de Kooning, 1953. Photograph by Hans Namuth. Courtesy Center for Creative Photography, University of Arizona © 1991 Hans Namuth Estate.
Artwork: © 2018 The Willem de Kooning Foundation / Artists Rights Society (ARS), New York.



Willem de Kooning, 1953. Photo by Michael A. Vaccaro.
Courtesy Albright-Knox Art Gallery / Art Resource, NY.
Artwork: © 2018 The Willem de Kooning Foundation /
Artists Rights Society (ARS), New York



lefttoright:

Willem de Kooning, Woman 1,1950-1952. Museum
of Modern Art, New York. © 2018 The Willem de
Kooning Foundation / Artists Rights Society (ARS),
New York. Photo: © The Museum of Modern Art /
Licensed by SCALA / Art Resource, NY.

Willem de Kooning, Woman 11, 1952. Museum of
Modern Art, New York. © 2018 The Willem de
Kooning Foundation / Artists Rights Society (ARS),
New York. Photo: © The Museum of Modern Art /
Licensed by SCALA / Art Resource, NY.

Willem de Kooning, Woman 11,1952-1953. © 2018
The Willem de Kooning Foundation / Artists Rights
Society (ARS), New York.

Willem de Kooning, Woman 1V, 1952-1953. Nelson
Atkins Museum of Art, Kansas City. © 2018 The
Willem de Kooning Foundation / Artists Rights
Society (ARS), New York. Photo: Album / Art
Resource, NY.

Willem de Kooning, Woman V,1952-1953. National
Gallery of Australia, Canberra. © 2018 The Willem

de Kooning Foundation / Artists Rights Society
(ARS), New York. Photo: National Gallery of Australia,
Canberra / Bridgeman Images.

“She could be open-ended and mysterious,
from ancient Mesopotamia and also modern
Hollywood. She could owe something to Picasso’s
women but also reflect the symbolist deities that
filled the art of de Kooning’s youth, muses who
often abandoned and possessed men. She could
be mother and wife, monster and lover, a creature
at once earthbound and hallucinatory, grotesque,
cruel, monumental, cartoonish, and funny-—a
contemporary goddess who could possess the
viewer, but could not, in turn, be possessed.”

| MARKSTEVENS AND ANNALYN SWAN
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“Paris was old fashioned, but modern as well.
That was the wonderful part of it..There
was a timelessness about the place that was
conducive to the kind of contemplation

essential to art.”

| STUART DAVIS

STUART

Davis

Still Life in the Street

Informed by his physical surroundings and
often the aural harmonies of Jazz, Stuart Davis's
work earned him the title the “Ace of American
Modernism” and his powerful visual symphonies,
such as Still Life in the Street, are enduring icons of
what it meant to be an American artist in the first
half of the twentieth century. First inspired by Davis's
seminal trip to Paris in 1928-1929, yet executed over
a decade later in 1941, the present work embodies
“The Amazing Continuity” found between the artist’s
early works and his later, more abstracted approach.
With an intriguing juxtaposition of still-life elements
within a cityscape peppered with bold signage, in
Still Life in the Street, Davis utilizes vibrant color to
create a dynamic composition with Cubist influences
and proto-Pop style.

Like many American artists of his era, Davis set

off for Paris in the late 1920s to experience the
cultivation of new ideas in the capital of the modern
art world. Davis later reminisced, “I had the feeling
that this was the best place in the world for an artist
to live and work; and at the time it was... Paris was
old fashioned, but modern as well. That was the
wonderful part of it... There was a timelessness
about the place that was conducive to the kind of
contemplation essential to art” (S. Davis, quoted

opposite: Present lotillustrated (detail).

in J.J. Sweeney. Stuart Davis, New York, 1945, pp.
18-19). During this trip, he made drawings in his
sketchbook of a Paris street, a beer mug in a café
and seltzer and water bottles, which he combined
into the celebrated 1928 oil Rue Lipp (Private
Collection). Named not for an actual street but rather
a popular watering hole Brasserie Lipp, the work
employs a type of synthetic cubism to represent
building facades as flattened plans of color, with
superimposed lines providing the suggestion of
architectural detail. In the foreground, the still life
appears larger-than-life and imbedded with visual
puns; for example, the top hat to be seen within a
half-full beer stein is emphasized with the inscription
“Biere Hatt." Lewis Kachur summarizes, “Thus we
have a café-sitter’s view of the stage-set space of
the street and its passing spectacle” (L. Kachur,
Stuart Davis: An American in Paris, exh. cat., New
York, 1987, p. 9).

In the early 1940s, Davis began to revisit and
reapproach compositions from the 1920s and early
30s with a greater emphasis on strong color and
overall pattern. Still Life in the Street epitomizes the
works from this period, simplifying and intensifying
the elements of Rue Lipp into a more abstracted
vision of the scene. Realism is left behind with the
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Stuart Davis, Rue Lipp, 1928. © Estate of Stuart Davis /
Licensed by VAGA at Artists Rights Society (ARS), New York.

right: Fernand Léger, The City, 1919. Philadelphia Museum of
Art. © 2018 Artists Rights Society (ARS), New York / ADAGP,
Paris. Photo: The Philadelphia Museum of Art / Art Resource,
New York.

far right: Jean Dubuffet, Les Grandes Artéres, 1961. © 2018
Artists Rights Society (ARS), New York / ADAGP, Paris.

opposite: Present lot illustrated (detail).

“His great strength, I believe, lies in such pieces
as his Gloucester Harbor, New York Waterfront,
and Still Life in the Street, in all of which the
designisimpeccable, the color sure, and
each element of the composition carries just
the weight of meaning planned for it, with
precision and complete authority.”

| ROBERT M.COATES

lively pinks, greens, blues and oranges vibrating with
energy. Strong lines of pure white and black add a
layer of decoration over the geometric forms, while
the lettering on the buildings and bottle root the
work in everyday popular culture. The New Yorker
critic praised upon the work’s exhibition in 1943,
“His great strength, | believe, lies in such pieces as
his ‘Gloucester Harbor," ‘New York Waterfront,” and
‘Still Life in the Street,” in all of which the design

is impeccable, the color sure, and each element

of the composition carries just the weight of
meaning planned for it, with precision and complete
authority.” (R.M. Coates, “The Art Galleries; Davis,
Hartley, and the River Seine,” New Yorker, February
13,1943, p. 58)

Davis would again revisit the Still Life in the Street
composition at the end of his career with The Paris
Bit (1959, Whitney Museum of American Art, New
York). Further reducing and abstracting the scene

into a tricolor palette of red, white and blue, this
final iteration also exaggerates the use of words as
visual forms. Boldly positioning phrases in various
typefaces and angles throughout all parts of the
scene, Davis even integrates his upside-down
signature into the overall spatial arrangement

and anticipates the wordplay of many post-War
American artists. As fully manifested in the
transformation of Rue Lipp to Still Life in the Street
to The Paris Bit, Harry Cooper writes of Davis's
modern recursive series, “All the elements of the
earlier painting are present—transferred in loving
detail... and some... have even been strengthened.
And yet none of them are there. Instead of being
drawn to the work of deciphering, we are overcome
by a colorful blaze of shape and pattern, very much
on the surface” (H. Cooper, “Unfinished Business:
Davis and the Dialect-X of Recursion,” in B. Haskell,
Stuart Davis: In Full Swing, exh. cat., New York, 2016,
p. 45).
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PATRICK HENRY
9B| Bruce (8s1-1936)

82

Peinture/Nature Morte

oil and pencil on canvas
28 x 36in.(72.4x91.4cm.)
Painted circa 1924.

$2,000,000-3,000,000

PROVENANCE
The artist.

Henri-Pierre Roché, Paris, France, gift from the above,

1933.

Madame Henri-Pierre Roché, Paris, France, wife of
the above, by descent, 1959.

[With]M. Knoedler & Co., Inc., New York, 1966-67.
Noah Goldowsky Gallery, New York, 1967.

Mr.and Mrs. Henry M. Reed, Red Bank, New Jersey,
by 1969.

Benjamin F. Garber, Marigot, St. Martin, circa 1970.
[With]Washburn Gallery, New York.

Acquired by the late owner from the above, 1982.

EXHIBITED

New York, Rose Fried Gallery, The Synchromists:
Morgan Russell, Stanford MacDonald-Wright, Patrick
Henry Bruce, November 20-December 31,1950.
New York, M. Knoedler & Co., Inc., Synchromism and
Color Principles in American Painting, 1910-1930,
October 12-November 6, 1965, no. 11.

New York, Noah Goldowsky Gallery, 1967.

Montclair, New Jersey, Montclair Art Museum,
Synchromism from the Henry M. Reed Collection,
April 6-27,1969, no. 6.

Houston, Texas, Museum of Fine Arts; New York,
Museum of Modern Art; Richmond, Virginia, Virginia
Museum of Fine Arts, Patrick Henry Bruce: American
Modernist, May 17,1979-January 6, 1980, pp. 30-31,
36,73,204, cat. D17, no. 27, illustrated.

New York, Washburn Gallery, 15th Anniversary,
October 1-November 1,1986, n.p., no. 1, illustrated
(as Still Life).

St. Louis, Missouri, St. Louis Art Museum; Honolulu,
Hawaii, Honolulu Academy of Arts; Boston,
Massachusetts, Museum of Fine Arts, The Ebsworth
Collection: American Modernism 1911-1947, November
20,1987-June 5,1988, pp. 13, 27-28, 33, 60-61,199,
no. 8, illustrated.

Washington, D.C., National Gallery of Art; Seattle,
Washington, Seattle Art Museum, Twentieth-Century
American Art: The Ebsworth Collection, March
5-November 12,2000, pp. 56-59, no. 6, illustrated.
Philadelphia, Pennsylvania, Philadelphia Museum of
Art, Audubon to Warhol: The Art of American Still Life,
October 27,2015-January 10,2016, p. 222, no. 94,
illustrated (as Peinture/Nature Morte (Forms No. 5)).

LITERATURE

M. Seuphor, “Peintures construites,” L'Oeil,

October 1959, p. 39, no. 58, illustrated.

Artin America, vol. 68, March 1968, p. 20, illustrated.
M. Seuphor, LArt Abstrait, vol. 2,1971-74, p. 102,
illustrated.

W. Agee, "Patrick Henry Bruce: A Major American
Artist of Early Modernism,” Arts in Virginia, vol. 17,
no. 3, Spring 1977, illustrated.

H. Kramer, “Rediscovering the Art of Patrick Henry
Bruce,” New York Times, July 17,1979, section D, p. 21.
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“In aroom where there were two of the best

BRAQUES 0f 1912 and several small PICASSOS,
the BRUCES [sic] held their own and had their

own significance.”

| HENRI PIERRE-ROCHE

PATRICK HENRY

Fernand Leger, The Discs in the City,1921. Musée National
d’Art Moderne, Centre Georges Pompidou, Paris. © 2018
Artists Rights Society (ARS), New York / ADAGP, Paris.
Photo: Musée National d’Art Moderne, Centre Pompidou,
Paris, France / Peter Willi / Bridgeman Images.

opposite: Present lot illustrated (detail).

Bruce

Peinture/Nature Morte

Arresting with its clarity of form

and luscious surface, Patrick Henry Bruce's
Peinture/Nature Morte is a magnificent example of
the artist's mature style for which he is best known.
Employing reductive precision and spirited colors,
Bruce uses geometric forms that resemble objects
found in the artist’s Parisian apartment to create a
still-life painting teetering on the very edge of pure
abstraction. A deeply personal painting belonging
to the artist’s rare hallmark style, Peinture/Nature
Morte is one of the most dynamically complex
works by Bruce left in private hands and a stunning
example of early American Modernism.

The great-great-great grandson of the famed
Revolutionary War hero Patrick Henry, Bruce

was born in Virginia in 1881 and studied art in
Richmond, before moving in 1902 to study at the
New York School of Art under Robert Henri and
William Merritt Chase. The following year in 1903,
Bruce departed for Paris, where he would remain
for nearly the rest of his life and quickly became a
favorite of French avant-garde circles. He regularly
visited Gertrude and Leo Stein and enrolled in Henri
Matisse’s school at the Couvent des Oiseaux in 1907.
Through visits to the Salon d’Automne and Salon
des Indépendants, the latter where Bruce himself
exhibited, the artist was exposed firsthand to the
latest radical developments in modern painting.

In addition to the Steins, key figures of the Paris
literati, including author Henri Pierre-Roché and
poet Guillaume Apollinaire, became Bruce's greatest
champions upon his arrival in Paris. For example,
Pierre-Roché, the original owner of Peinture/Nature
Morte, proclaimed, “In a room where there were
two of the best Bragues of 1912 and several small
Picassos, the Bruces [sic] held their own and had
their own significance” (H. Pierre-Roché, quoted in
Patrick Henry Bruce: American Modernist, exh. cat.,
New York, 1979, p. 224). Likewise, following Bruce's
inclusion in the 1913 Salon d’Automne, Apollinaire
recalled, “The Bruce and Picabia entries are what
strikes one’s gaze the most in this salon, what one
sees best. Now painting is done above all to be seen”
(G. Apollinaire, quoted in ibid., p. 219). Following
World War |, Bruce solely painted still lifes until the
very end of his career. With a fierce determination,
he evoked the work of Paul Cézanne, who he
admired greatly, and the animated Cubist still lifes
of Juan Gris.

Peinture/Nature Morte is one of four stylistically
similar works from circa 1924 known as “collapsed
beam” paintings. Two other examples from this
series are in the collections of the National Gallery
of Art, Washington, D.C., and the Addison Gallery
of American Art, Phillips Academy, Andover,
Massachusetts. Barbara Rose writes of this group,
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Frank Stella, Harran 11,1967. Solomon R. Guggenheim Museum,

New York.© 2018 Frank Stella / Artists Rights Society (ARS),
New York. Photo: The Solomon R. Guggenheim Foundation /
Art Resource, New York.

right: Installation view, Patrick Henry Bruce: American
Modernist, Museum of Modern Art, New York, August 22-
October 21,1979. Photo: © The Museum of Modern Art/
Licensed by SCALA / Art Resource, New York.

opposite: Present lot illustrated (detail).

“In Bruce's series of ‘collapsed beam’ paintings,
apparently done in 1924, the tabletop is tipped up so
radically that the objects look as if they may slide,
like an avalanche, into our space. Thus, with the
seemingly neutral means of geometry, Bruce was
able to find a full range of expression for drama, if
not terror. Once again paradox plays its ironic role:
fixed in a stable geometric armature that appears
irrevocably locked in place, the individual pieces
that fit together to create the whole look as if at
any moment the force of gravity may cause them to
tumble in a chaotic heap” (B. Rose, quoted in ibid.,
pp. 71-72) .

Peinture/Nature Morte and the “collapsed beam”
paintings are part of a rare group of the artist’s
later still-life works, which fortunately still survive
today. In 1933, Bruce proceeded to sell or destroy
all of his paintings with the exception of twenty-
one. This group, including the present painting, was
comprised of only late-period still lifes and was
given to the artist’s only close friend and supporter,
Roché. The paintings remained in the Roché family
until the mid-1960s and largely went unnoticed until
the publication of the artist’s catalogue raisonné in
1979 by William Agee and Barbara Rose. Following
Bruce's death in 1933, Roché remembered of his
friend’s work in 1938, “Little by little, over the years,
| was won over by his silent search and by his calm
[and relentless] perseverance—and | sensed that
the essential quality for which he was searching

“The Bruce and Picabia entries are what
strikes one’s gaze the most in this salon,
what one sees best. Now painting is done

above all tobe seen.”

| GUILLAUME APOLLINAIRE

was painted on his canvases” (H. Pierre-Rochég,
quoted in ibid., p. 223). Indeed, it was this essential
quality Roché describes that perhaps caught the
eyes of Frank Stella and Ron Davis, who saw and
responded the Bruce's work when exhibited in the
1970s. Bruce's art, largely overlooked in its time,
foreshadowed the hard-edge painting of artists such
as Stella and Ellsworth Kelly.

While stylistically Bruce's work also demonstrates
homage to the Purism movement, seen in the

work of Fernand Léger and Charles Jeanneret (Le
Corbusier), Peinture/Morte does not call for a new
utopian vision characterized by clarity of form, and
is largely unrelated to industrialization. Instead, the
present work is an extremely personal work of art.
According to William Agee, Bruce's later works recall
objects the artists surrounded himself with in his
apartment at 6, rue due Furstenberg. Agee explains,
“virtually every element in the late works is an object
of which Bruce had intimate knowledge. Some of
these elements may have been freely abstracted,
condensed, or in part manipulated and adjusted

for the sake of balancing the painting. However, it
now seems certain that not a single element was
pure invention” (W. Agee, quoted in ibid., p. 29).

In Peinture/Nature Morte, Agee identifies a large
round of cheese at center, a magnet frequently

used by architects and engineers at left and, in the
background, the collapsed beams likely derived from
the pilasters in the artist’s apartment.

In Peinture/Nature Morte, Bruce endows generous
amounts of paint on the canvas to create a thick,
tactile surface. At the same time, he only applies
pencil in some areas, juxtaposing sections of
impasto with canvas left almost bare. As objects
appear to stack on and around each other, Bruce
not only plays with that elusory boundary between
representation and abstraction, but also renders
objects to appear both two- and three-dimensional
at the same time. The striking use of varying shades
of purples, blues and greens emphasizes the near
complete abstraction of the composition, creating a
dynamic and extremely complex work.

Painted in a precise yet unmodulated style, Bruce's
Peinture/Nature Morte is a energetic yet fastidious
example of an only recently-appreciated American
Modern master. In this work, Bruce allows his
viewers a glimpse into his hermetic, private world
and his quest for the ultimate work of art in his
oeuvre. In his profound use of abstraction, Bruce has
rendered a triumph of American art. Rose writes of
Bruce's work from this period, “In his late paintings,
Bruce attempted nothing less than to synthesize
painting, sculpture, and architecture in a totally
personal gesamtkunstwerk that returned painting to
the place Leonardo has assigned to it, as the noblest
art” (B. Rose, quoted in ibid., p. 83).
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FRANCIS

10B| Criss (1901-1973)

88

Melancholy Interlude

signed and dated 'Francis Criss-39' (lower right)
oil on canvas

25%x30in. (64.1x76.2cm.)

Painted in 1939.

$100,000-150,000

PROVENANCE

Encyclopaedia Britannica Corporation, Chicago,
[llinois, by 1945.

Senator William Benton, Southport, Connecticut,
by 1963.

Estate of the above, 1973.

Charles and Marjorie Benton, Chicago, lllinois.
Jan G. Anderson Associates, New York.

Hirschl & Adler Galleries, Inc., New York, acquired
from the above, 1985.

Acquired by the late owner from the above, 1985.

EXHIBITED

Chicago, Illinois, Art Institute of Chicago, The
Encyclopaedia Britannica Collection, April 12-May 12,
1945, no. 26.

Detroit, Michigan, Detroit Institute of Arts;
Milwaukee, Wisconsin, Milwaukee Art Institute;
Minneapolis, Minnesota, Minneapolis Institute of
Arts; Indianapolis, Indiana, John Herron Art Institute;
Kansas City, Missouri, William Rockhill Nelson
Gallery of Art; St. Louis, Missouri, City Art Museum;
Davenport, lowa, Davenport Municipal Art Gallery;
Omaha, Nebraska, Joslyn Memorial; Wichita, Kanas,
Wichita Art Association, Contemporary American

Painting from the Encyclopaedia Britannica Collection,

June12,1946-August 15,1947, p. 7, illustrated.
Storrs, Connecticut, University of Connecticut,
William Benton Museum of Art, 1975, on loan.
New York, Hirschl & Adler Galleries, Inc., Lines of
Power, March 12-April 9,1977, n.p., illustrated.

Evanston, lllinois, Terra Museum of American Art,
Two Hundred Years of American Paintings from Private
Chicago Collections, June 25-September 2,1983,

pp. 30, 39, no. 53, illustrated.

St. Louis, Missouri, St. Louis Art Museum; Honolulu,
Hawaii, Honolulu Academy of Arts; Boston,
Massachusetts, Museum of Fine Arts, The Ebsworth
Collection: American Modernism 1911-1947, November
20,1987-June 5,1988, pp. 66-67,200, no. 11,
illustrated (as Melancholy Interlude (Grain Elevator)).
Washington, D.C., National Gallery of Art; Seattle,
Washington, Seattle Art Museum, Twentieth-
Century American Art: The Ebsworth Collection,
March 5-November 12,2000, pp. 67-71,280, no. 9,
illustrated.

Washington, D.C., Corcoran Gallery of Art; Gainsville,
Florida, University of Florida, Samuel P. Harn Museum
of Art; Philadelphia, Pennsylvania, Pennsylvania
Academy of the Fine Arts, Restructured Reality: The
1930s Paintings of Francis Criss, August 4, 2001-April
14,2002, pp. 20-21, 31, fig. 18, no. 9, illustrated.

LITERATURE

Archives of American Art, Francis Criss Papers, reel
N70-34, frames 492, 704.

G. Pagano, The Encyclopaedia Britannica Collection
of Contemporary American Painting, Chicago, Illinois,
1945, n.p., pl. 26, illustrated.

R.W. Cessna, “Art via the Britannica,” Christian
Science Monitor, vol. 3, March 1945, pp. 10-11,
illustrated.

"Esquires Art Institute,” Esquire Magazine, vol. 24,
no. 2, August 1945, pp. 70-71, illustrated.

J.A. Lewis, “Twist on a Modernist: Francis Criss
Works Come Back Into View,” The Washington Post,
August 4,2001, p. C2, illustrated.

G. Franke-Ruta, “The Afterlives of Painters,”
Washington City Paper, September 14,2001,
illustrated.

D.Ngo, ed., Art + Architecture: The Ebsworth
Collection + Residence, San Francisco, California,
2006, n.p., illustrated.
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“Melancholy Interlude features spare,

precisely rendered architectonic forms and
smooth surfaces that ally it closely with the
precisionist movement.”

| GAIL STAVITSKY

FRANCIS

Giorgio de Chirico, The Enigma of a Day, 1914. Museum of

Modern Art, New York. © 2018 Artists Rights Society (ARS),

New York / SIAE, Rome. Photo: © The Museum of Modern
Art/Licensed by SCALA / Art Resource, NY.

Ed Ruscha, Burning Gas Station, 1966. © Ed Ruscha.

opposite: Present lot illustrated (detail).

Criss

Melancholy Interlude

Utilizing bold primary colors and a
sharply receding linear perspective to depict New
York factory buildings, Francis Criss's Melancholy
Interlude exemplifies the artist’s characteristic style
at the intersection of Precisionism and Surrealism.

In the late 1930s, following a Guggenheim fellowship
in Italy, Criss worked as a teacher and artist for the
Works Progress Administration in New York, through
which he was the only realist artist selected to design
amural for the Williamsburg Housing Project of 1936-
1937. Like many other WPA artists, including Stuart
Davis and Willem de Kooning, Criss looked to the city
streets around him for inspiration, painting subway
stations, skyscrapers and factories. The present
work, as well as two related oils (Waterfront, circa
1940, Detroit Institute of Arts; New York, Waterfront,
circa1940, Private Collection), were based on Criss's
drawings of the Burns Brothers’ coal bins at 22nd
Street along the East River of Manhattan.

While painting the sort of Depression-era subjects
often explored by other Precisionists like Charles
Sheeler and Charles Demuth, Criss infuses his
industrial compositions with unique color and
mystery that edge the atmosphere of his works
toward the realm of Magical Realism or Surrealism.
Gail Stavitsky explains of Criss’s distinctive
combination of styles: “Melancholy Interlude features
spare, precisely rendered architectonic forms

and smooth surfaces that ally it closely with the
precisionist movement. Nevertheless, the mysterious

clouds, sharp perspectival recession of the building
to the left, as well as the dramatic contrasts of light
and dark evoke a surreal atmosphere suggestive

of [Giorgio] de Chirico's elusive dreamscapes. At

the same time, other aspects, such as the cubist-
inspired overlapping of flat, boldly colored, simplified
forms and textured surfaces (for example, the small
buildings to the right), are related to the modernist
style of Davis” (G. Stavitsky, “Francis Criss in the

1930s: A Rare Synthesis of Realism and Abstraction,”

Restructured Reality: The 1930s Paintings of Francis
Criss, exh. cat., Corcoran Gallery of Art, Washington,
D.C., 2001, p. 22). In the present work, Criss draws
further attention to the Surrealist aspects of his
scene by placing an overtly decorative streetlamp

at center. The contrast of this element with the
oversimplification of the rest of the architecture
underscores the impossibility of many of the angles
and relative scales of the buildings, which seem
deceptively precise at first glance.

Criss once wrote, “the poet-artist restructures
reality, the... forgotten window... which no one else
would have... honored even with a side glance” (F.
Criss, quoted in The Sweat of Their Face: Portraying
American Workers, exh. cat., National Portrait
Gallery, Washington, D.C., 2017, p. 128). With the
title Melancholy Interlude, the present work explicitly
invites the viewer to discover and bask in the layers
of hidden meaning and alternate reality to be found
within the artist’s chosen window onto the modern
industrial landscape.
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EDWARD
1B Hopper ass21967)

922

Cottages at North Truro

signed ‘Edward Hopper’ (lower right)
watercolor and pencil on paper
20x28in.(50.8x71.1cm.)

Executed in 1938.

$2,000,000-3,000,000

PROVENANCE

Frank K.M. Rehn Gallery, New York.

Mrs. Jacob H. Rand, New York, 1957.

Frank K.M. Rehn Gallery, New York.

Mr.and Mrs. Harris B. Steinberg, New York, by 1962.
Sotheby Parke-Bernet, New York, 4 March 1970,

lot 23.

[With]William Zierlier, Inc., New York.

Acquired by the late owner from the above, 1973.

EXHIBITED

Brooklyn, New York, The Brooklyn Museum,
International Exhibition of Watercolors: Tenth Biennal,
March 18-April 30,1939, no. 70.

Philadelphia, Pennsylvania, Pennsylvania Academy
of the Fine Arts, Thirty-Seventh Annual Philadelphia
Water Color and Print Exhibition, and the Thirty-
Eighth Annual Exhibition of Miniatures, October
22-November 26,1939, no. 432.

Barnstable, Massachusetts, Cape Cod Conservatory
of Music and Arts, Second Annual Cape Cod Festival
of the Arts, June-July 1961.

Riverdale, New York, Horace Mann School, Modern
Art from the Collection of Mr. and Mrs. Harris B.
Steinberg, April 1-30, 1962, no. 10.

Tuscon, Arizona, University of Arizona, A
Retrospective Exhibition of Oils and Watercolors by
Edward Hopper, April 20-May 14,1963, no. 34.

New York, William Zierlier, Inc., Fall 1970: New
Acquisitions, September 15-November 1970, no. 27,
illustrated.

St. Louis, Missouri, St. Louis Art Museum;

Honolulu, Hawaii, Honolulu Academy of Arts;
Boston, Massachusetts, Museum of Fine Arts,

The Ebsworth Collection: American Modernism
1911-1947,November 20, 1987-June 5,1988, pp. 30,
112-13,209, no. 34, illustrated.

Washington, D.C., National Museum of American
Art, Edward Hopper: The Watercolors, October 22,
1999-January 3,2000, no. 51.

Washington, D.C., National Gallery of Art; Seattle,
Washington, Seattle Art Museum, Twentieth-Century
American Art: The Ebsworth Collection, March 5-
November 12,2000, pp. 144-46, 288, no. 32,
illustrated.

Boston, Massachusetts, Museum of Fine Arts;
Washington, D.C., National Gallery of Art; Chicago,
Illinois, Art Institute of Chicago, Edward Hopper, May 6,
2007-May 11,2008, pp. 163, 249, no. 89, illustrated.

LITERATURE

Archives of American Art, Harris B. Steinberg Papers,
reel 667, frames 1304-1315.

Artist’s Record Book Il, p. 55.

G. Levin, Hopper's Places, New York, 1985, p. 72,

pl. 22, illustrated.

G. Levin, Edward Hopper: A Catalogue Raisonné, vol. I,

New York, 1995, p. 301, no. W-332, illustrated.

G. Levin, Edward Hopper: An Intimate Biography,
New York, 1995, p. 306.

G. Levin, The Complete Watercolors of Edward Hopper,
New York,1995, p. 301, no. W-332, illustrated.

C. Little, Paintings of New England, Camden, Maine,
1996, pp. 8, 81,124, illustrated.

S. London, "Edward Hopper in Truro,” Cape Cod Life,
July 1996, n.p., illustrated.

D.Ngo, ed., Art + Architecture: The Ebsworth
Collection + Residence, San Francisco, California,
2006, n.p., illustrated.

B. Ebsworth, A World of Possibility: An Autobiography,
Hunts Point, Washington, 2012, pp. 160-61.

We would like to thank Dr. Gail Levin for her
assistance with cataloguing this lot.
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“..Jtis Hopper’s sparseness which allows us
to project the details of our ownlives into his
painted world, to see the lives projected on
canvas as standing for all lives.”

| DEBORAH LYONS

EDWARD

Hopper

Cottages at North Truro

In Cottages at North Truro Edward
Hopper dramatically captures the effects of light on
the gently rolling landscape and modest architecture
of Cape Cod, Massachusetts, and elevates his
subject to a commentary on mid-century American
life. Hopper's varied subject matter, from urban
offices, diners and movie theaters to country roads,
isolated homes and undulating dunes, was a result
of his habitual division of time between New York
and New England almost every year beginning in
1912. New England offered the artist respite from
the bustle of the city and a plethora of pictorial
elements to explore, often spurring a creative
outpouring, which formed an important portion of
his oeuvre. One of eleven watercolors he painted in
1938, Cottages at North Truro is a superb example
of Hopper's Cape Cod work and demonstrates

his mastery of the watercolor medium and his
celebrated ability to create hauntingly beautiful and
poignant scenes from his everyday surroundings.
With arresting simplicity and a nuanced interpretation
of natural light, Hopper's watercolors are some of
the most vibrant and original works of twentieth-
century American art.

Hopper first visited Cape Cod with his wife, Jo,

in 1930, renting a house in South Truro for three
summers before building a home and studio there

opposite: Present lot illustrated (detail).

in 1934. The couple began to spend six months on
the Cape almost every year, and Hopper found an
abundance of subject matter in the unassuming
homes and buildings that populated the peninsula,
as well as the sandy dunes and crystalline light

that give South Truro its distinct character. As
demonstrated by the quality and freshness of the
present work, the Cape’s distinct architecture

and light revitalized the artist and provided new
forms and effects to explore. “The simple shapes

of these houses were the architectural antithesis

of the complicated, ornamented Victorians he had
been drawn to in Gloucester, but the appeal was
the same: they offered the opportunity to paint the
mesmerizing rhythms of sun and shadow generated
in the heat of the day and in the long afternoons” (C.
Troyen, "Edward Hopper” in C.E. Foster, ed., Edward
Hopper, exh. cat., Kunsthalle Wien, 2009, p. 51).

Hopper's accomplished watercolor technique is

evident in the rich washes of Cottages at North Truro.

Painted in the autumn, the undulating landscape is
wonderfully rendered with varying tones of green,
yellow, red and tan. Yet, before completing the sky,
Hopper insisted on repeated trips to North Truro. In
writing of the challenges, Jo noted "We came out—
as usual—looking for a sky for E.'s watercolor—&
haven't been able to get a suitable one” (J. Hopper,
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Ed Ruscha, Mobil, Gallup, New Mexico, 1962. Whitney Museum
of American Art, New York. © Ed Ruscha.

right: Claude Monet, The Train Bridge at Argenteuil (Val d'Oise),
1873-1874. Musée d'Orsay, Paris. Photo: © RMN-Grand Palais /
Art Resource, New York.

far right: Edward Hopper, House by the Railroad, 1925. Museum
of Modern Art, New York. © 2018 Heirs of Josephine Hopper /
Licensed by VAGA at Artists Rights Society (ARS), NY. Photo:
© The Museum of Modern Art/Licensed by SCALA / Art
Resource, NY.

quoted in G. Levin, The Complete Watercolors by
Edward Hopper, New York, 2001, p. 301). Hopper's
patience was ultimately rewarded, and the sky, with
subtle lavender, white and blue tones, perfectly
complements the rest of the composition and its
autumnal characteristics.

Permeated by profound silence and stillness, in
Cottages at North Truro, the buildings sit isolated
and seemingly unoccupied, with some appearing
to be already boarded up for the winter months.
The only sense of movement is in the rippling
grasses, which themselves seem left to grow too
long and dry through neglect. By cleverly capturing
this atmosphere of quietude and loneliness,
Hopper gives the mundane subject a lofty weight.
Gerry Souter explains, “As the 1930s produced
bank failures, business failures, foreclosures,

and bankruptcies, Edward Hopper's paintings of
American places became icons of a rock-solid
America on which a new future would be built. On
another level, his interpretation of these places and
the vast silences that seemed to surround them and

“The simple shapes of these houses were the
architectural antithesis of the complicated,
ornamented Victorians hehad beendrawn to
in Gloucester, but the appeal was the same:
they offered the opportunity to paint the
mesmerizing rhythms of sun and shadow
generated in the heat of theday and in the

long afternoons.”

| CAROLTROYEN

their inhabitants also gave art writers, critics, and
journalists considerable grist for their interpretative
mills” (G. Souter, Edward Hopper: Light and Dark,
New York, 2012, p. 131).

The isolating elements of modern society are
further underscored in Cottages at North Truro by
the railroad tracks that bisect the landscape. As

in Hopper's famous House by the Railroad (1925,
Museum of Modern Art, New York), the tracks are
bare of human life and create a sense of distance
between the viewer and the community of homes in
the distance. Similarly, at first glance, the telephone
poles on both sides of the railway suggest modern
ease of communication; yet, without any wires to
form an actual connection, they are just another
relic in a landscape that seems abandoned for the
season. Through Hopper's compositional skills,
these simple elements come together to create
“something epic and timeless, and yet...deceptively
straightforward...It is Hopper's sparseness which
allows us to project the details of our own lives

into his painted world, to see the lives projected on

canvas as standing for all lives” (D. Lyons, Edward
Hopper and the American Imagination, New York,
1995, pp. xi-xii).

Hopper's unique aesthetic, embodied by Cottages

at North Truro, influenced generations of succeeding
artists and its impact continues to be seen today.
“New England provided Hopper with motifs which
he would turn into icons of American art.” (C. Little,
Edward Hopper's New England, New York, 1993,

p. VI) Moreover, Guillermo Solana and Jean-Paul
Cluzel have written, "His uncommon sensitivity, his
distanced perspective on the world, and his sense

of drama have earned him a significant place in the
history of modern art. Hopper's work not only casts
a spotlight on the birth of American modernity, but
also marks the advent of a form of artistic creation
entirely his own. His work is recognized throughout
the world and his paintings, with their very particular
atmosphere, now form part of our collective
imagination” (G. Solano and J.-P. Cluzel, Hopper,

exh. cat., Museo Thyssen-Bornemisza, Madrid,
2012, n.p.).



.
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Source location for the present lot. Photo: Courtesy Gail Levin, from the book Hopper's Places, published by Albert A. Knopf, 1985 and University of California Press, 1998.
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“Hopper is an artist who is as much universal as
heis American: he paints manin his alienation
from and disenchantment with everyday life,
and he does so with a truthfulness that is not

devoid of tenderness.”

| GUILLERMO SOLANA, JEAN-PAUL CLUZEL, HOPPER, PARIS, FRANCE, 2012, P.9
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As in his masterwork ‘Nighthawks’
(1942, Art Institut