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1
TOMAS SANCHEZ (B.1948)

Meditador, laguna, nube

signed and dated, "Tomas Sanchez 18' (lower left) signed, dated, and titled
‘Tomas Sanchez, MEDITADOR, LAGUNA, NUBE, ACRILICO-2018, A-5-6-12"
(on the reverse)

acrylic on canvas

18%x 24 in. (46 x 61cm.)

Painted in 2018.

$60,000-80,000

The present painting is a donation of the artist. Proceeds collected from

its sale will be used as a charitable contribution to the SYDA Foundation.
The SYDA Foundation (Siddha Yoga Dham Associates) is the nonprofit
organization that administers the presentation of programs and courses on
Siddha Yoga meditation around the world. Siddha Yoga meditation stems
from a nondenominational spiritual tradition dedicated to service and to the
upliftment of humanity.



{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0001}

2
FERNANDO BOTERO (B.1932)

Still Life

signed and numbered 'Botero, 1/6"and stamped with
foundry mark (on leg of table)

bronze

16 x 112 x 6% in. (41x29.2 x16 cm.)

Executed in 1981.

Edition one of six.

$180,000-220,000

PROVENANCE:

Marlborough Gallery, New York.

Anon. sale, Christie's New York, 19 November 2001, lot 6.
Acquired from the above.

Private collection, Bogota.

This work is accompanied by a certificate of authenticity signed by the artist.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0002}

3
ANA MERCEDES HOYOS (1942-2014)

Porcelana del caribe PROVENANCE:
. , , Galeria Espacio, San Salvador.
sn.gned hoyos 95' (lower left) Acquired from the above (2009).
oil on canvas
A7Yax 47Vain. (120 x120 cm.) LITERATURE:
Painted in 1995. A.Kalenberg, Ana Mercedes Hoyos, Retrospectiva, Bogota, Villegas Editores,

$60,000-80,000 2002, p. 22 (illustrated in color).


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0003}

4
JULIO LARRAZ (B.1944)

El Faraon PROVENANCE:
) , , ) Marlborough Gallery, New York.
signed 'Larraz'(upper right) Acquired from the above by the present owner in 2004.

oil on canvas

64 x55%in. (162.6 x 141 cm.) A fictional character created by Julio Larraz, El Faraon was the sobriquet for

$70,000-80,000 Brigadier General Andrés Malacara.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0004}

5
JULIO LARRAZ (B.1944)

Cunctator

signed 'Larraz' (lower right)
oil on canvas

71%2x60in. (181.6 x 152.4 cm.)
Painted in 2008.

$70,000-90,000

PROVENANCE:
Marlborough Gallery, New York.
Acquired from the above by the present owner.

EXHIBITED:
New York, Marlborough Gallery, Julio Larraz, 28 April - 6 June 2009, p. 23
(illustrated in color).

Cunctator was the nickname given to the Roman general Quintus Fabius
Maximus Verrucosus (circa 280 - 203 BCE). Usually translated from Latin
as The Delayor, Cunctator, the general, was known for the military strategy
he developed which allowed him to weaken a stronger army. Rather than
engaging in direct combat, Fabius took a circuitous approach, cutting off the
supply lines of his enemies, slowly but effectively crippling them.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0005}

6
CLAUDIO BRAVO (1936-2011)

I'm now creating works that combine realism with a tendency
towards abstract minimalism . ... It's a painting that seems
abstract but at the same time it's completely realistic with its
shadows and its light. It's a union between those two tendencies.
—Claudio Bravo

Green

signed and dated 'CLAUDIO BRAVO MCMXCVIII' (lower right)
pastel on paper

43x29%in.(109.2x74.9¢cm.)

Executed in 1998.

$70,000-90,000

PROVENANCE:
Marlborough Gallery, New York.
Acquired from the above by the present owner in 1998.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0006}




7
CICERO DIAS (1907-2003)

Le réve (O sonho)

signed and dated ‘Cicero Dias 1931 (lower right)
watercolor and ink on paper
20x28%2in.(51x72.5¢cm.)

Executed in 1931.

$200,000-300,000

PROVENANCE:
Studio of the artist.
By descent to the present owner.

EXHIBITED:

Paris, Musée National d'Art Moderne, Centre Pompidou, Paul Eluard et ses
amis peintres, 4 November 1982-17 January 1983.

Sao Paulo, Museu de Arte Brasileira, Fundagcdo Armando Alvares Penteado,
Cicero Dias, Décadas de 20 e 30, 24 October-12 December 2004.

Paris, Maison de 'Amérique Latine, Les années 20, les années brésiliennes,
2005, p. 224 (illustrated).

Curitiba, Museu Oscar Niemeyer, Cicero Dias, Oito décadas de pintura, 31 May-
3 September 20086, p. 19 (illustrated).

Brasilia, Sdo Paulo, Rio de Janeiro, Centro Cultural Banco do Brasil, Cicero
Dias: Um percurso poético 1907-2003, 2017, p. 47 (illustrated in color).

LITERATURE:

A.Bento and M. Carelli, Cicero Dias, Rio de Janeiro, Icatu, 1997, p. 49
(illustrated).

Cicero Dias, uma vida pela pintura, Curitiba, Simoes de Assis Galeria de Arte,
2001 p. 34 (illustrated in color).

This work will be included and illustrated in the forthcoming Cicero Dias
catalogue raisonné of paintings and drawings that is being prepared by the
Comité Cicero Dias.

Among Pernambuco’s most beloved artists, Dias paid expressive homage to
Brazil over the course of his career, persistently cycling back to the regional
idylls and euphoric colors long associated with his youth. Born in Recife, he
moved to Rio de Janeiro to study architecture in 1925 and immersed himself
in the modern movement led by Emiliano Di Cavalcanti and in dialogue

with avant-garde developments in Sdo Paulo, advanced since the Semana
de Arte Moderna (1922) by Oswald de Andrade and Tarsila do Amaral. His
early watercolors, dream-like and poetic, already showed “a will to integrate
himself into the process of renewal and updating of Brazilian art,” critic
Roberto Pontual remarked, along with a commitment to “the project of
holding on to his region and the specific circumstances of his birth in order
to reencounter, among lyricism and childhood, the softer memory of dreams,
in the landscape of Recife or Olinda, of dreams that coalesce around the
tender figure of a woman.”' In 1937 Dias traveled to Paris, where he spent
the remainder of his career, traveling within the orbit of the Surrealists and
later the group Espace, which championed geometric abstraction during the
1950s. By the time of his retrospective at the Sdo Paulo Biennial in 1965,
Dias had returned to lushly figurative painting, introducing folkloric and rural
imagery drawn on costumbrista scenes of everyday life.

During his formative years in Rio, Dias assimilated Brazil's modern

zeitgeist through friendships with artists and writers who encouraged his
development. Taking an apartment on Rua Correia Dutra and later in Santa
Teresa, he embraced Rio’s bohemian café and bar culture along the Avenida

Central alongside the young carioca intelligentsia, among them the architect
Carlos Ledo, the poets Manuel Bandeira and Murilo Mendes, and the painter
Ismael Nery. When Di Cavalcanti returned from Europe in 1926, he and Dias
became inseparable from morning to night. “It is possible that Di Cavalcanti
was one of the first to visit my studio on Correia Dutra,” Dias recalled. “Di
Cavalcanti, at that time, was already making a more constructive painting,
which mine was not. My drawings were more relaxed, which surprised the
modern painters like Di, Tarsila, and [Lasar] Segall. | think that my drawings
somehow disturbed those rigid systems they were bringing from Europe.”? Di
Cavalcanti claimed Dias as his protégé, and with his enthusiastic support—
along with that of the writer Graga Aranha, among the organizers of the
Semana de Arte Moderna—Dias mounted his first exhibition, in 1928, at Rio’s
Policlinica on the occasion of the first Congress on Psychoanalysis in South
America.

“When | painted these watercolors in the 1920s,” Dias later reflected,

“| brought Brazil more and more into my painting. | participated in the
Anthropophagic movement together with people like Anita Malfatti, Raul
Bopp, Pedro Nava, Tarsila do Amaral. | cultivated this Brazilian side with
affection in my painting. ... I tried to be modern by painting Brazilian things.”
In the wake of his exhibition at the Policlinica, Dias traveled for the first time
to Séo Paulo, where he met the modernist avant-garde around the time that
Andrade’s “Anthropophagite Manifesto” appeared. He subsequently spent
some time in Pernambuco, in the company of the sociologist Gilberto Freyre
and the writer José Lins do Rego, whose Regionalist nationalism celebrated
northeastern Brazil. “In Pernambuco, there are many sugarcane fields that
reach the edge of the sea,” Dias reminisced. “It is a continuous green—land
and sea mixed up in a single color. ... The views of Recife, the landscape

of the cane fields...these are the memories that have always been with me,
always accompanied me wherever | was. There is nothing more beautiful
than the rippling movement of the cane fields blown by the sea breeze.”?

Dias conjured this coastal vista in a number of jewel-like watercolors from
the late 1920s and early 1930s, most evocatively as a surreal dreamscape
tinged with erotic desire. Le réve portrays a somnolent young woman, her
body stretched languorously between land and sea and gently cossetted

by flora and fauna. Fantastical and nymph-like, she exemplifies what Freyre
aptly described as the “surnudismo,” a neologism combining surrealism

and nudity, of Dias’s works from this time. Here, as in Fratelli Vita (1930s)
and Composition onirique (1928), the woman's head floats free, long auburn
tresses waving above her detached, recumbent body. The verdant bouquet
of blue and red flowers that spills out into the foreground is also seen in Elle
(1920s) and Fille aux fleurs (1930s); the solicitous blue birds appear in Repos
(1927) and Femme qui nage (1930). Le réve calls to mind the whimsy and
romance of Marc Chagall’s flying lovers, its magic realism similarly nostalgic
and laden with the memory of his native land. Dias proclaimed his affection
for Pernambuco in the monumental wall panel, | Have Seen the World...It
Started in Recife, shown in Rio de Janeiro in 1931, and Le réve teems with that
same telluric pride, memorialized in this winsome, dreamlike montage.

Abby McEwen, Assistant Professor, University of Maryland, College Park

1Roberto Pontual, quoted in Christine Frerot, “Cicero Dias: The 1920s—The Brazil Years,” Art Nexus 4, no.
58 (September-November 2005): 107.

2 Cicero Dias, in Luis Olavo Fontes, Cicero Dias: anos 20 (Rio de Janeiro: Editora Index, 1993), 26.
31bid., 48,72,94.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0007}
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PROPERTY FROM A DISTINGUISHED AMERICAN COLLECTOR

8
JOSE PANCETTI (1902-1958)

Untitled (Double-Sided Painting)

signed and dated 'Pancetti 45 (lower left) on the recto; signed 'Pancetti’ (lower
right) on the verso

oil on canvas

21%x26in.(54x 66 cm.)

Painted in 1945 (recto). Painted circa 1945 (verso).

$150,000-200,000

Both the verso and recto depict Itanhaém Brazil.

(verso)


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0008}




9
FRANCISCO NARVAEZ (1905-1982)

Escena con tres figuras

signed and dated ‘Narvaez 42' (lower left)
stained mahogany
30%x39%2x2in.(78.1x100.3x5¢cm.)
Executed in 1942.

Unique.

$100,000-150,000

PROVENANCE:
Private collection, Maracaibo, Caracas, Fort Worth and Arizona.
By descent from the above to the present owner.

This work is accompanied by a certificate of authenticity from the Fundacion
Francisco Narvaez signed by Lucas Gonzalez, dated 4 April 2019, and with
certificate number 2019-022.



{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0009}




PROPERTY FROM A DISTINGUISHED AMERICAN COLLECTOR

10
ALEJANDRO XUL SOLAR (1887-1963)

Untitled

signed and dated 'Xul 1923" (lower center)

watercolor and gouache on paper laid down on cardboard
13% x 15%in. (33.7x 40 cm.)

Executed in 1923.

$80,000-120,000

EXHIBITED:
Buenos Aires, Amigos del Arte, Nuevo Salon, Afio primero, September 1929.
Rosario, Comision Municipal de Bellas Artes, Nuevo Saldn, Afio primero, 1929.
La Plata, Asociacion de las Artes, Museo Provincial de Bellas Artes, 1929-
1930.

LITERATURE:

P.M. Artundo, "With the Eyes of the Spirit: Borges Imagines Xul Solar," in G.
Rangel ed., Xul Solar and Jorge Luis Borges: The Art of Friendship, New York,
Americas Society, 2013, p. 54 (illustrated in color).

Xul Solar: Catédlogo razonado, obra completa, Buenos Aires, Museo Xul Solar
Fundacion Pan Klub, 2016, p. 257, no. 625 (illustrated in color).

“I'm extremely satisfied as | see how |, all on my own, without any external
inspiration of any kind, have worked along the lines of what will be the
dominant trend of higher art in the future,” Solar wrote to his father in 1912.
He had just arrived in Europe, where he would spend the next twelve years
traveling between his mother’s family home in Zoagli, near Genoa, and the
major artistic capitals of France, Germany and Italy. Self-described as “a
painter, a utopian by profession,” Solar embarked on a spiritual journey that
ranged across the occult sciences—the Kabbalah and the | Ching, astrology
and tarot—in search of cosmic meaning and revelation.! He gravitated
toward the mysticism and primitive abstraction of Der Blaue Reiter, the
Munich-based artist group led by Wassily Kandinsky and Franz Marc, and
made contact with the magical fraternity Astrum Argentum, founded by
Aleister Crowley, and with London’s Theosophical Society. “An esoteric

and an occultist,” Solar charted a sui generis path between symbolism and
expressionism during his European sojourn, curator Patricia M. Artundo has
observed. “What's more, his trip to Germany between 1921 and 1923 with
Munich as the first stop, coincided with the establishment of Schwabing—
known as the suburb of the new world—almost as a place of pilgrimage,” she
continues. “This place was not only the point of encounter for theosophers,
mystics, gnostics, taoists, buddhists, neo-buddhists but also for nihilists,
unionists, bolsheviks and pacifists. Moreover, Xul's move to Stuttgart sealed
his decision to get closer to the founder of anthroposophy, Rudolf Steiner.”

Accompanying Solar during his travels in Germany and intermittently
elsewhere was his great friend and compatriot Emilio Pettoruti, who shared
his expansive modernist vision and with whom he returned to Argentina

in the summer of 1924. In the wake of the First World War, Solar’s interest

in the occult took on increasingly social and regional dimensions, keyed to
the spiritual unification of Latin America—the ultimate utopia—through his
invention of New World language (Neocriollo and, later, Pan-Lengua) and
iconography. “We are and we feel new people, old and foreign paths don't
lead towards our new goal,” he stated in a text dedicated to Pettoruti in
1923. “We can clearly see the urge to break the invisible chains (they are

the strongest) that in so many fields reduce us to a COLONY, the great
LATIN AMERICA with 90 million inhabitants. . .. To this tired world, let's
contribute a new meaning, a more varied life and a higher mission for our
race which is in the ascendant. . .. Because we are an aesthetic race, with
art—its mother, POETRY—we will start to say a new thing that is ours and
ours alone.”® Solar's Pan-Americanism is conjured in a number of paintings
from the 1920s, including the present Untitled, in which boats or dragons,
adorned with the flags of Latin America, sail from the New World to the Old.
He adapted this iconography in the watercolor Dragon (1927) and for a cover
of Proa, the literary magazine founded by his friend Jorge Luis Borges and
devoted to the advancement of the Argentine avant-garde. Implicit in the
modernist and anticolonial vision they shared was a belief in the ascendance
of the Americas as a cultural and artistic center, richly rooted in its
indigenous heritage and, by virtue of its criollo hybridity, incipiently universal.

In Untitled, the transatlantic metaphor commingles with the mysticism of
the sea, among Solar's enduring fascinations. “In the midst of my agitation,
my spirit flutters about, looking for a way to escape, | don't know where to,”
Solar wrote. “I hear the splintering waves from between the hum of the sea
and | feel cooling breezes; but the nighttime fleets of wandering ships vanish
when called; mounted stern giants go silently through distant deserts of

air, hiding the tight-colored moon, but their lesser souls do not understand
me; ghosts, veiled things fill the air, | cannot define them nor do they help
me; keen hidden laughter and quick heard movements attract me fatally,
while the fogs, like snakes, vanish.” His dramatic evocation of the sea, full of
magic and danger, is tempered in the tranquil waters of the present Untitled,
the once fly-by-night boats given new, collective purpose as the bearers of
Latin America’s autochthonous identity and revanchist designs. The flags

of Argentina, at bottom center and upper right, are joined by those of Peru,
Chile, and Brazil in a colorful show of hemispheric solidarity, adorning a small
flotilla of boats that set sail under the cosmic light of the sun and the stars.

Abby McEwen, Assistant Professor, University of Maryland, College Park

1Xul Solar, quoted in Xul Solar: visiones y revelaciones, exh. cat. (Buenos Aires: MALBA—Colecccion
Constantini, 2005), 200, 245.

2 Patricia M. Artundo, “Working Papers: An Introduction to a Xul Solar Retrospective,” in Xul Solar, 191-92
3 Solar, “Pettoruti,” in Artundo, “Working Papers,” 194.
4 Solar, quoted in Cintia Cristia, “Xul Solar and the Music: The Meeting of Arts,” in Xul Solar, 216.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0010}
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11
JOAQUIN TORRES-GARCIA (1874-1949)

Constructivo a cinco tonos con dos figuras discutiendo
oil on board

21V x 33Y2in. (54 x 85 cm)

Painted circa 1946.

$200,000-300,000

PROVENANCE:
Estate of the artist.

Augusto Torres, Montevideo.
Private collection, Barcelona
Private collection, Madrid.

EXHIBITED:

Punta del Este, Uruguay, Galeria Sur, Joaquin Torres-Garcia
Construcciones en madera y 6leos, Summer 1993, no. 20.
Zaragoza, Spain, Centro de Exposiciones y Congresos, Joaquin
Torres Garcia: artista y tedrico, 10 April-22 June 1997, p. 71,no. 19
(illustrated). This exhibition also traveled to Huesa, Spain, Sala
de Exposiciones de la Diputacion de Huesca, 11 July-24 August
1997.

Logrofio, Spain, iberCaja, Cultural Rioja, Joaquin Torres Garcia:
artista y teorico, 29 August-28 September 1997, p. 101, no. 34
(illustrated). This exhibition also traveled to Pamplona, Spain,
Museo de Navarra, 16 October-23 November 1997.

LITERATURE:

C.deTorresand S. V. Temkin, "Constructivo a cinco tonos con
dos figuras discutiendo, ¢.1946 (1946.15)," Joaquin Torres-Garcia
Catalogue Raisonné, http://torresgarcia.com/catalogue/entry.
php?id=2035 (accessed 31 March 2019).

29
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION

12
MATTA (1911-2002)

Mine of Time (Reservoir du Temps)

signed 'Matta' (lower right), titled twice 'MINE OF TIME,
RESERVOIR-DU-TEMPS'and dated '85' (on the reverse)
oil on canvas

85x155%in. (216 x394.3cm.)

Painted in 1983.

$300,000-500,000

PROVENANCE:

Riva Yares Gallery, Scottsdale, Arizona.

Acquired from the above by the present owner.

A certificate of authenticity from Germana Matta Ferrari is
forthcoming.
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ROBERTO MONTENEGRO (1885-1968)

Untitled (Tehuanas in Traditional
HuipilGrande Headdresses)
signed 'Montenegro' (lower right)

oil on canvas

361 x30in.(91.8x76.2cm.)

Painted circa1920s.

$70,000-90,000

PROVENANCE:
Eva M. Nelson (sister of the artist), Los Angeles,
California.

By descent to the present owner, 2014.

Among the many artists that helped shape
modern art in Mexico in the first half of the
twentieth century, Roberto Montenegro remains
one of the most enigmatic. This is in part due

to the fact that there has yet to be a systematic
study of his more than five-decade career, during
which he created illustrations for books and
magazines, theater scenography, prints, and
murals, in addition to the easel paintings for
which he is most well-known. Montenegro was
similarly able to move easily between styles,
producing works early in his career that reveal
the influence of Mexican Symbolist painting and
later exploring themes in a figurative style in line
with the work of the Mexican muralists. He was
also heavily influenced by Surrealism throughout
much of the second half of his career, although
he never publicly identified himself with the
movement.

Montenegro was born in Guadalajara, Jalisco to a
family that belonged to the upper tier of Mexican
society during the Porfiriato, the nearly thirty-five-
year presidency of Porfirio Diaz. Little is known of
his childhood in Guadalajara and he relocated to
Mexico City as a young man, eventually enrolling

The artist and his sister Eva M. Nelson with several of
her grandchildren at their home in Sepulveda, California,
circa1950s. Photo courtesy the family.

at the Escuela Nacional de Bellas Artes in 1904.
There he would form relationships with a number
of key figures who in the ensuing decades would
have significant influence on the visual arts in
Mexico, among them Gerardo Murillo (also known
as Dr. Atl) and Diego Rivera. Montenegro traveled
to Europe in 1905 and, although he returned
briefly to Mexico in 1910, would spend much

of the next fifteen years traveling throughout

the continent, visiting galleries and museums

in pursuit of his studies of both historic and
contemporary European painting.

Returning to Mexico in 1919, Montenegro soon
became involved in the cultural activities of

the new post-Revolutionary government and

was commissioned by the Ministry of Public
Education to paint an early cycle of murals at the
at the Iglesia de San Pedro y San Pablo.! It was
during this period that Montenegro’s passion for
Mexico’s native visual culture begins to emerge
most forcefully, reflecting the wider interest

of the era’s artists to create an aesthetic that
was imbued with mexicanidad - the distinctly
Mexican character of their national history and
traditions. Montenegro became a writer and art
critic as well as an artist, authoring several works
on Mexican popular art, and acting as one of its
earliest promoters in Mexico.? In 1934, he was
briefly Director of the Museo de Arte Popular

in Mexico City in 1934 and later organized the
section devoted to popular art in the famous 1940
exhibition Twenty Centuries of Mexican Art at New
York’s Museum of Modern Art.

The artist’s interest in traditional Mexican culture

is at the forefront of this stunning work, which
shows six women dressed in ceremonial lace

Roberto Montenegro, Maya Women, 1926. Museum of
Modern Art, New York, Gift of Nelson A. Rockefeller. ©
The Museum of Modern Art/Licensed by SCALA / Art
Resource, NY

headdresses from the city of Tehuantepec, in
the state of Oaxaca. Known as a huipil grande, or
sometimes as a resplandor, the women's bodies
are covered by a flowing, cape-like garment and
each woman's face is encircled by starched folds
of white cloth. This version of the huipil grande
would have only been worn for a formal occasion,
a fact which seems supported in this painting by
the women’s somber expressions. Nevertheless,
in their hands each woman clutches a small
colorful bouquet of flowers and their overlapping
positions give the impression of a crowded
procession, recalling the rich array of festivals
and religious celebrations that occur annually
throughout Mexico.

Montenegro explored the diverse costumes and
traditions of the various regions of Mexico in

a number of his easel paintings and murals. A
group of Tehuana women in typical garments
appear in his mural Reconstruction (1931-33)

at the school of the Iglesia de San Pedro y San
Pablo. They stand alongside a group of Mayan
women from the Yucatan, their depiction in the
mural adapted from an earlier painting on canvas,
Mayan Women (1926) that is now in the collection
of the Museum of Modern Art in New York. Mayan
Women shares some formal and compositional
similarities with the present painting, such as the
use of overlapping and interlocking figures, which
may suggest the present work is from the same
period in Montenegro's career.

Despite his wider interest in the native cultures
of Mexico, Montenegro frequently returned to
the women of Tehuantepec and their distinctive
costumes as a subject for his paintings. He was
not alone as numerous Mexican artists, including
Diego Rivera and Frida Kahlo, incorporated
elements from this region in their works.
Montenegro painted several portraits of female
friends dressed in Tehuana garments, including
the painter Rosa Rolanda, wife of the artist
Miguel Covarrubias. He also produced a series of
anonymous Tehuanas between 1930 and 1940,
often depicting them with Pre-Hispanic masks or
sculptures, as a means of referencing the ancient
cultural roots of his scenes of contemporary
peoples and costumes.?

Mark A. Castro

10n Montenegro’'s murals, see Julieta Ortiz Gaitan, Entre Dos
Mundos. Los murales de Roberto Montenegro (Mexico City: Instituto
de Investigaciones Estéticas, Universidad Nacional Autonoma de
México, 2009).

2 On Montenegro’s relationship with Mexican popular art, see
Roberto Montenegro. Expresiones del arte popular Mexicano, exh.
cat. (Mexico City: Museo del Palacio de Bellas Artes, 2017).

3 Ibid. p.88.
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PROPERTY FROM THE AUDAIN COLLECTION, VANCOUVER
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JOSE CLEMENTE OROZCO (1883-1949)

El estudio del pintor
(also known as Naturaleza muerta--
Autorretrato)

signed and dated 'J.C. Orozco 1944’ (lower right)
oil on canvas

24% x 337 in. (63 x85.9cm.)

Painted in 1944.

$180,000-220,000

PROVENANCE:
Acquired from the artist.

Irving Richards collection, New York.

Anon. sale, Sotheby's, New York, 24 May 2005,
lot 56.

Anon. sale, Phillips de Pury & Company, New York,
3 October 2009, lot 189.

Acquired from the above by the present owner.

EXHIBITED:

New York, Huntington Hartford Museum, José
Clemente Orozco, 7 September-17 October 1965.
Monterrey, Mexico, Museo de Arte
Contemporaneo de Monterrey, Jalisco: Genio

y Maestria, May-August 1994, p. 123, no. 137
(illustrated in color). This exhibition also traveled
to Mexico City, Antiguo Colegio de San Ildefonso,
February-May 1995.

Roslyn Harbor, New York, Nassau County Museum
of Art, The Latin Century: Beyond the Border, 18
August -3 November 2002, p. 49 (illustrated).
Vancouver, Vancouver Art Gallery, Shore, Forest
and Beyond: Art From the Audain Collection, 11
October 2011-12 January 2012, p. 131 (illustrated
in color).

Whistler, Audain Art Museum, Mexican
modernists: Orozco, Rivera, Siqueiros, Tamayo, 5
March-23 May 2016, p. 26-27 (illustrated in color).

LITERATURE:
J. C. Orozco, Mi Vida, 1944 (illustrated).
Exhibition catalogue, José Clemente Orozco:
pintura y verdad, Guadalajara: Instituto Cultural
Cabaifias, 2010, p. 472 (illustrated in color).

This work is accompanied by an assessment of
authenticity signed by Clemente Orozco V., dated
21 October 2016.

More than a still life, José Clemente Orozco's

El estudio del pintor (also known as Naturaleza
muerta--Autorretrato) (1944) can be considered

a meditation on painting as well as a play on
artists’ depictions of their own works. This
powerful tight-knit composition, painted toward
the end of the artist’s life and career, represents a
summary of Orozco's aesthetic concerns related
to representation and figuration.

Orozco brings together four discrete artworks

in this painting: a blank canvas (or perhaps an
abstract painting) propped on an easel; a grey
sculptural bust whose eyes are covered by a
rectangular block of white paint that mysteriously

comes to life and jumps off the easel painting;

a drawing of a nude that is gently folded over

as though a scroll and therefore shows only

the lower limbs of the figure; and an oil sketch
of a disembodied hand, which abuts the other
two dimensional representations within the
painting. Each of these “works within the work”
stands on its own—apparently on a table—but
simultaneously somewhat hovers in space

and exists in relation to the others. This close
proximity of painted artworks brings out formal
and conceptual relationships, as is common

in most still lifes. Set at angles to one another
and to the picture plane, the objects challenge
conventional spatial relationships by both
receding into space and denying depth, making it
appear as though they are floating and therefore
conveying an off kilter mood.

As art historian Paul Wood has attested, the

still life tradition in art history conventionally
marshals the depiction of objects (flowers,

fruits, food, commonplace man made objects

or any number of inanimate matter) to suggest
“human frailty, economic power, spiritual anguish,
moral laxity, and much more.”" The term in
Spanish for still life, naturaleza muerta, literally
translates as “dead life.” Orozco is not particularly
known for producing still lifes—it is a relatively
underrepresented genre in his oeuvre. This rare,
modern take on the genre allowed him to explore
aesthetic and intellectual concerns linked to his
overall practice. With this collection of studio
props or rather what appears to be an inventory
of forms of figural representation that recall

his own works, Orozco used the genre of still

life to contemplate the boundaries of modern
painting and representation within the context
of a practice and a career focused on notions of
historical struggle.

Images of hands, feet, limbs, and body parts
abound in Orozco's work and appear most
prominently in his major mural cycles both in
Mexico and the United States. Carving up the
figure while simultaneously carving up pictorial
space in large-scale epic mural paintings
provided Orozco with the visual language through
which he could ruminate on history. Known for his
images of larger than life rebellious figures who
gesticulate with aggressive poses—Quetzalcoatl,
Christ, Prometheus—Orozco experimented with
the representation of the body as a means to
communicate historical contestation. While some
might relate his obsession with hands to the loss
of his own left hand in a gunpowder accident

in 1904, he consistently distilled the body to
communicate the tumult of broad social and
historical forces at play, such as war, colonization,

and migration.? In his work figural distortion and
angst-ridden expressive figures correspond to the
social or political body.

The partial views of the body depicted here

make reference to a lifetime of a bold figurative
practice, but these differ from the narrative and
episodic sequences of his murals. Orozco scholar
Renato Gonzalez Mello has discussed the artist’s
approach to painting as an ethic “based on what
the eyes can perceive, organize, and intuit.”® In
other words, Orozco was preoccupied with the
concept of vision, which is manifest here formally
through the artist’s various perspectival studies
of body parts. The symbolic masking of vision
through the interaction of the easel painting with
the sculptural bust reinforces that concept in
iconographic terms. Painterly white brush strokes
evoke a prepared white ground under which a
dark substrate just appears at the bottom edge of
the easel painting, making it more of an abstract
painting than a blank canvas. This painting within
the painting bleeds over to obstruct the vision of
the head perhaps an evocation of what Gonzalez
Mello has called the "machinery of painting” in
other contexts.

In bringing together this inventory of artworks
(although he was not known for creating
sculptures or abstract paintings for that matter),
Orozco invokes representations of artist’s

studios such as famous paintings by Courbet,
Picasso, and Tamayo. Unlike those examples,
where the artist is caught in the act of painting,
Orozco's painting instead recalls Matisse's

Red Studio (1911) or Duchamp’s Tu m’ (1918) or
Picasso’s Studies (1920) where the focus is on

the works themselves and a consideration of their
aesthetic concerns. El estudio del pintor therefore,
represents a reflection on Orozco's own particular
avant-garde gambit of expressive figuration called
into the service of forceful body politics. Rather
than consider it a straightforward self-portrait as
the subtitle suggests, therefore, we should view
the work as a clever summing up of the artist’s
aesthetic practice.

Anna Indych-Lopez, Associate Professor of Latin
American Art History, The City College and The
Graduate Center of The City University of New
York

1Paul Wood, “Commodity,” in Critical Terms for Art History, edited by
Robert S. Nelson and Richard Shiff (Chicago: University of Chicago
Press, 2006), p. 392.

2 Ernesto Lumbreras, “Brainstorming Fire and Hands in Orozco's
Work," in José Clemente Orozco: pintura y verdad (Guadalajara:
Instituto Cultural Cabafias, 2010), pp. 528-536.

3 Renato Gonzalez Mello, “The Hospicio Cabafias,” in José Clemente
Orozco: pintura y verdad (Guadalajara: Instituto Cultural Cabafias,
2010), p. 472.
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RUFINO TAMAYO (1899-1991)

Mujer con rebozo (Woman with a Shawl)

signed and dated 'Tamayo-0-48' (upper left)
oil and pastel on masonite panel

48 x36in.(122x91cm.)

Painted in 1948.

$500,000-700,000

PROVENANCE:
Galeria de Arte Mexicano, Mexico City, 1958.
Acquired from the above.

EXHIBITED:
New Haven, Yale University Art Gallery, Paintings, Drawings and Sculpture
Collected by Yale Alumni: An Exhibition, 19 May - 26 June 1960, p. 101, no. 108
(illustrated).

LITERATURE:
"In Elihu's Steps," Art, Time, Vol. LXXV, no. 24, Atlantic Edition, 13 June 1960,
pp. 92-97 (illustrated).

We are grateful to art historian Juan Carlos Pereda for his assistance
cataloguing this work.

Rufino Tamayo, Autorretrato, 1931. © 2019 Tamayo Heirs / Mexico /
Licensed by VAGA at Artists Rights Society (ARS), NY

Yo siempre he sido figurativo.

—Rufino Tamayo, 1968

At midcareer in 1948 and nearing his 50th birthday, Mexican painter Rufino
Tamayo, after twelve years of self-imposed exile in New York City, having
achieved an increasing level of international success, was finally receiving the
national recognition at home that he had long awaited; Tamayo: 20 afios de
su labor pictdrica, the artist’s first retrospective in Mexico City, comprised of
82 paintings and drawings, was presented that year at the Palacio de Bellas
Artes. Responding to the exhibition at the time, his contemporary Carlos
Mérida noted:

Tamayo's evolutionary process has traversed a long path that shifts between
realism and idealism, between a grotesque expression close to Mexican
popular (art) forms and the highest poetic sensibility in painting, all of it
under a strong national color. His palette, at times violent, at times delicate
and subtle, cannot be but from an extraordinary painter who has admirably
attained, a personal seal that makes him unmistakable.?

Hanging in the exhibition was a recent portrait of Tamayo's wife Olga,
imposing and refined, her face a serene mask, her three-quarter length body
a study in balanced geometry. Olga’s pastel may have initiated the several
portrait commissions Tamayo accepted in 1948, a small body of works
related in their classicizing formal approach, to which Mujer con rebozo
belongs.

Given that portraiture was a genre not frequently visited by Tamayo post-
1930s, and when he did, one usually reserved for Olga, who he painted
some 20 times over the course of their long partnership, unusual is the
concentration of portraits produced in that single year.® Natasha Gelman
recalls that “When Rufino arrived from New York (to Mexico City) in 1948
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Actress Maria Félix in the film Enamorada, 1946. Directed by Emilio Fernandez. © 2019 Gabriel Figueroa Flores

he set up shop in a studio on Avenida Insurgentes. Jacques asked him to

do a portrait of me. He accepted, and we set to work.” Molded ethereally
from triangles, circles, and cylinders, Gelman's portrait including her circular
choker, is the ghost of the aforementioned study of Olga. Tamayo places

his sitter centrally, frontally, against a high-backed wood chair rooting her

in an amorphous soft space while achieving a rhythmic, ever-so-slightly
asymmetrical composition; this treatment of Olga and Natasha he echoes in
two additional 1948 portraits of elite patrons Rosalind Richards (wife of New
York entrepreneur Irving Richards) and Louise Vauclain Pulitzer (first wife of
Joseph Pulitzer, Jr.), as well as the mysterious, unidentified Mujer con rebozo.
Tamayo at once individualizes his sitters capturing some essential degree

of likeness in their posture, physique, and coiffure, while also solidifying and
immobilizing their form into an “iconic presence,”® a sculptural body—still,
permanent, frozen in time—that reveals his close relationship with pre-
Columbian statuary.

Art historian Mary Coffey and curator Olivier Debroise in separate catalogue
notes (Coffey on Portrait of Rosalind Richards and Debroise on Portrait of Mrs.
Natasha Gelman) have each commented that these portraits harken back

to Tamayo's “earlier style"® or “first period,”” where, committed to arte puro
(“pure art”) in opposition to the politically dogmatic, public murals of Los tres
grandes (the “Three Greats” Diego Rivera, David Alfaro Siqueiros, and José
Clemente Orozco), Tamayo explored formal qualities in painting; privileging
the poetic over direct narratives, he was a modernist who invoked the legacy
of 19th century Mexican provincial portraiture while remaining open to the
lessons of the European avant-garde (Paul Cézanne, Pablo Picasso, Giorgio

Pablo Picasso, Self-Portrait,1906. The Metropolitan Museum, New York.
© 2019 Estate of Pablo Picasso / Artists Rights Society (ARS), New York



de Chirico, for example) akin with the interests of his then-partner, artist
Maria Izquierdo. Indeed, Mujer con rebozo dialogues with Tamayo's Self-
Portrait of 1931, where similarly, his torso and head are draped in a rebozo
that peaks at his crown, a small bird in both canvases easily located, the
earthy palette of black, gold, tezontle, and white mirrored in both works.

Tamayo enjoyed tremendously the potential of fabric to create surprising
geometric form when covering the human body. Pushing lines and rubbing
pigment, he could expand the mass and volume of his draped figures so
that they embodied landscape, echoing rock formations and evoking pre-
Columbian stone and ceramic sculpture. He enveloped his subject, whether
Izquierdo, Olga Tamayo, or an allegory of song (as in his mural El canto y la
musica of 1933), in yards of cloth, from which, charcoal pencil in hand, he
carved folds, creases, and crevices on his two-dimensional surface, creating
repetition, pattern, tension, and compositional complexity. The human figure
wrapped in cloth gained volume, appearing as mountain, as cave, as maguey;
Tamayo thus proclaimed humanity’s proximity to, and oneness with nature.
The artist offers this universal viewpoint with Mujer con rebozo, while also
affirming Mexican identity with the simple, yet powerfully symbolic article
of clothing: the rebozo shawl, a garment that Tamayo painted repeatedly in
rough gouaches and watercolors throughout the 1930s and 40s declaring
Mexico a matriarchy: peasant, rural, and hard-working.

Nonetheless, the rebozo is multifarious; it can transgress boundaries of
fashion, function, and class. For example, Olga wears her rebozo slung over
her left shoulder in her 1948 portrait, which was reproduced in Life magazine
on March 16, 1953 above the headline “Tamayo: After 15-Year Exile, Mexican
Painter Wins Fame at Home.” Here the rebozo not only creates compositional
balance, but serves as an elegant, fashionable accessory, indicating the
status of a woman of acumen who moved in elite circles referred to in the
caption as the “frequent model for her husband, a former concert pianist,
she handles Tamayo's business affairs.” On the other hand, Mujer con rebozo
exudes the sacred feminine; mantle covering her head, she invokes the holy
mother, the Virgin Mary in her many manifestations. And yet, Tamayo equally
references popular culture presenting an archetype of Mexican feminine
beauty as Mujer con rebozo clearly evokes Emilio Fernandez's close-up shots
of Golden Era diva Maria Felix, her sculpted face framed tightly by a woven
rebozo as in the films Enamorada (1946), Maclovia (1948), and Rio Escondido
(1948).

As indicated by the opening epigraph, Tamayo rejected the label of “abstract
artist” for himself proclaiming his commitment to figuration. Mujer con
rebozo expresses Tamayo's life-long concern: to conjure the human form in
space through its simplification and abstraction, simultaneously shaping a
visual language at once universal and essentially Mexican.

Teresa Eckmann, Associate Professor of Contemporary Latin American Art
History, University of Texas at San Antonio

1“I have always been figurative” stated Tamayo when interviewed by Concepcion Solana for Mafiana no.
1296 (June 29,1968) reprinted in Raquel Tibol, Textos de Rufino Tamayo (Mexico City: Coordinacion de
Difusion Cultural Direccion de Literatura, 1987), 97.

2 Carlos Mérida, “Un juicio sobre la pintura de Tamayo,” July 1948. Manuscript. Museo Nacional de Arte.
ICAA Documents of 20th Century Latin American and Latino Art: A Digital Archive and Publications
Project at the Museum of Fine Arts, Houston. Accessed February 14, 2019. My translation. http://
icaadocs.mfah.org/icaadocs/ THEARCHIVE/FullRecord/tabid/88/doc/733466/language/en-US/
Default.aspx.

3 These include the stylistically varied portraits of Peggy Schwab Muray, Cantinflas (Mario Moreno),
Francisco Madero, Rosalind Richards, and Louise Vauclain Pulitzer.

4 Sylvia Navarrete, “The Gelman Collection: Figurative Painting, Surrealism, and Abstract Art” in Frida
Kahlo, Diego Rivera, and Twentieth-Century Art: The Jacques and Natasha Gelman Collection (San Diego:
Museum of Contemporary Art, 2000), 27.

5 Mary K. Coffey, “Portrait of Rosalind Richards” in Modern and Contemporary Art at Dartmouth:
Highlights from the Hood Museum of Art (Hanover: Hood Museum of Art, 2009), 26.

6 Ibid.

7 Olivier Debroise, “Retrato de la Sefiora Gelman” in Frida Kahlo, Diego Rivera, and Twentieth-Century Art:
The Jacques and Natasha Gelman Collection (San Diego: Museum of Contemporary Art, 2000), appendix.

Rufino Tamayo, Retrato de la Sefiora Natasha Gelman, 1948. © 2019 Tamayo
Heirs / Mexico / Licensed by VAGA at Artists Rights Society (ARS), NY
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FRANCISCO ZUNIGA (1912-1988)

Juchiteca Sentada

stamped and dated'ESCULTOR FRANCISCO ZUNIGA FUNDICION
MOISES DEL AGUILA 1973-0' (on the left side of the base)

bronze with brown patina

412 x 35%2in. (105.4x90.2cm.)

Executed in 1973.

Edition of four.

$200,000-300,000

PROVENANCE:
Acquired directly from the artist by the present owner (25 November 1986).

EXHIBITED:

Syracuse, New York, Everson Museum of Art, Francisco Zufiga: An Exhibition
of Sculpture and Drawing, 23 April - 19 June 1977, p. 23, no. 17 (another cast
illustrated). This exhibition also traveled to Lincoln, Massachusetts, De
Cordova and Dana Museum & Park 26 June - 28 August 1977.

LITERATURE:

Francisco Zufiga: Sculptures, Dessins, Lithographies, New York, Editions
Brewster, 1982, p. 45 (another cast illustrated).

A.Zufiga, Francisco Zufiga, Catdlogo Razonado, Escultura 1923-1993, Mexico
City, 1999, vol. I, p. 383, no. 649 (another cast illustrated).

“The figures’ positions are not
positions of doing, but positions of
existing. Their sitting is not just a
transitory position, it is the position
they are.”

—Francisco Zufiga
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Francisco Zufiga's sculptures of women, weighty, corporeal, gracefully thick
and larger than life, command the space that they inhabit. As the artist
further explains “(my) figures...standing; squatting; sitting or grouped...are
being, not doing; (they are) images of fertility, anxiety, melancholy, solitude, or
resistance to misery; mestizo village women; monumental matriarchs, earthy
and tangible.”? Again and again, in sculpture and drawing, Zufiiga asserts the
timeless native female presence; massive and inert, her quiet, substantial
form cannot be ignored. Juchiteca sentada is relaxed and in repose. Eyes
closed, body open, her spine, back, and buttocks supported by the armless,
artisanal butaque chair, she surrenders, caressed by the space that surrounds
her. Devoid of all traditional decoration, her huipil (indigenous blouse) and
long skirt cling to her body accentuating full breasts, a round belly, wide
pelvis, and powerful legs.

Zuiiga's title identifies the voluptuous subject as a Tehuana, a matriarch
from the Isthmus of Tehuantepec in the state of Oaxaca, Mexico, where
women are known for their strong work ethic, savvy participation in the
village market economy, and progressive politics.® None of the latter is
specifically evident here, for in a mature work such as Juchiteca sentada
Zufiga eliminates any direct narrative, historical context, or defined gender
role, instead seeking to make manifest the ancient pre-Columbian form that
he saw echoed in the living indigenous female body; he explains, “When
traveling through villages and markets, | found those women selling fruits
and flowers, contemporary chicomecdatls (corn goddesses), as red as the
sculptures of their old pre-Columbian portraits.” The noble presence of
Juchiteca sentada emerges from Zufiga’s study of pre-Columbian statuary,
her posture inspired by a reclining chacmool whose form had similarly
captured the attention of British sculptor Henry Moore.® Zufiiga bridges
the pre-Columbian past with the contemporary in his sculpture by, on the

one hand, working closely with living models—whether Domitila, Victoria,

his wife Elena, or in the case of Juchiteca sentada, his model Elvia—and on
the other, through his study of, and appreciation for, not only the pioneering
20th Century sculptor Moore, but by Zufiiga's own admission, an array of
modern European sculptors including Auguste Rodin and his teacher Antoine
Bourdelle, Constantin Brancusi, Alexander Archipenko, Edgar Degas, Aristide
Maillol, Jacques Lipchitz, Henri Matisse, and Ossip Zadkine.®

Born in Costa Rica’s capital of San José in 1912, Zufiiga's trajectory as a
figurative sculptor began at the age of eight as he carved santos (religious
figures) out of wood in his santero father's workshop. At twenty-three Zufiga
responded to a public art competition on the theme of motherhood carving
the controversial Maternidad of a crouching woman cradling a healthy baby,
his first monumental stone sculpture and one the artist pointed to as “a
keystone for the later works"’; this secular interpretation of a Marian image
announced what would become Zuiiiga’s life-long focus on the feminine in
his artwork, her presence at once sacred, generous, and sensual.® Late in
life the artist succinctly proclaimed, “my world is that of feminine indigenous
representation.”®

Even before leaving Costa Rica for Mexico at age twenty-four, in addition to
the religious imagery of his father’s workshop and his growing knowledge of
contemporary sculpture, painting, and muralism through literary magazines,
Zufiga considered the pre-Columbian past of the Chorotega and Huetar
Indians of his native land."® Zufiiga's 1936 arrival in Mexico City coincided
with the ongoing Mexican Renaissance, an artistic revival initiated at the
Mexican Revolution’s end in 1920 and continuing well into the 1930s and
40s; during that time numerous foreign artists like Zufiga were drawn to



the cultural milieu. He made Mexico his home,
becoming a citizen in 1980 and remaining until
his death in 1998. Often the artist would visit the
National Anthropology Museum in its old location
on Calle Moneda where he drew, touched, and
learned from the ancient carvings of the Aztec,
Totonac, and the delicate Jaina figurines." He
honed his technical skills first as an assistant

to sculptor Oliverio Martinez, assuming the
latter’s teaching position at the School of Direct
Carving at La Esmeralda (Escuela Nacional de
Pintura, Escultura, y Grabado) in 1939, while also
a member of sculptor Guillermo Ruiz's crew;

with them and individually, he produced major
public monuments of heroic figures for the State
through the 1950s. Late in the mid-century
decade Zufiiga's personal work began to take
precedence over his public art as his figures
gained “a new kind of swelling form” that became
his signature style.” "l give importance to these
parts (of the body) in order to relate them with the
ancient fertility goddesses extremely significant
in Aztec and other cultures,” he stated.”®

Juchiteca sentada emerged from a veritable
outpouring of mature work that followed the
artist’s 1970 retirement from teaching at L
Esmeralda. Zufiga's life’'s production in various
media and materials was carefully compiled

by his son Ariel in a catalogue raisonné of

four heavy volumes that document the artist’s
persistent exploration of the “feminine indigenous
representation”; bridging the past to his present,
Zuiiga gave monumental and lasting shape to
that very world he envisioned.

Teresa Eckmann, Associate Professor of
Contemporary Latin American Art History,
University of Texas at San Antonio

1Sheldon Reich, Francisco Zufiiga Sculptor: Conversations and
Interpretations (Tucson: The University of Arizona Press, 1980), 141.

2 Reich, Francisco Zufiiga Sculptor, 90.

3 On the women of Juchitan see the documentary film by Maureen
Gosling and Ellen Osborne, Blossoms of Fire (2000) and the
photography of Graciela Iturbide in Juchitén de las mujeres 1979-
1989 (Mexico City: INBA, 2010).

4 Francisco ZUfiiga, “Life of the Human Figure” in Catalogo
Razonado I: Escultura (1923-1993) (Les Ullis: Albedrio/Fundacion
Zufiiga Laborde, 1999), 23.

a studied the chacmool closely acknowledging its form as
one that greatly inspired him as is evident starting with his early
Piedad of 1940 and consistently present in his treatment of the
reclining and seated woman in stone sculptures thre hout his
subsequent oeuvre, at times blockier and simplified as in his 1959
Desnudo reclinado and at other times naturalistic as in this current
work, Juchiteca sentada.

6 See for example, Reich, Francisco Zufiga Sculptor, 9-10, 21, 23,
and 33.

7 Francisco Zufiiga, “Life of the Human Figure,” 23.

8 This sculpture is carved from rock extracted from Catargo, Costa
Rica. Of importance may be its relationship with the Holy Relic and
Patron Saint “La Negrita,” a small Colonial-era stone sculpture

of the Virgin Mary wrapped in an extensive cloak and holding the
Christ child displayed in the Basilica of Los Angeles in Cartago.
Zufiga would have been familiar with the image, which could
arguably have inspired his extended sculptural meditations on the
cloaked female form from the late 1950s on. Zufiga's stone Piedad
of 1945 further supports this theory.

9 Francisco Zufiga, “Life of the Human Figure,” 23.

10 Ali Chumacero, “Francisco Zfiiga: Autobiographical Notes,” in
Zufiiga (Mexico City: Galeria Arte Misrachi, 1969), 41.

11 Francisco Zufiiga, “Life of the Human Figure,” 23.

12 The adjective “swelling” used by Zufiiga’s biographer Sheldon
Reich is on point. Reich, Francisco Zuiiiga Sculptor, 90.

13 Reich, Francisco Zudiga Sculptor, 120.
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RICARDO MARTINEZ (1918-2009)

Elotes

signed and dated 'Ricardo Martinez 57" (lower left)
oil on canvas

492 x 31%21in.(125.7x80 cm.)

Painted in 1957.

$70,000-90,000

PROVENANCE:

Galeria de Arte Mexicano, Mexico City.

Private collection (acquired from the above 1958).

Anon. sale, Sotheby's, New York, 21 November 1995, lot 66.
Acquired from the above by the present owner.

EXHIBITED:
Mexico City, Galeria de Arte Mexicano, 11 Oleos, 13 - 31 January 1958.

LITERATURE:
J.J.Crespo de la Serna, "Exposicion de Ricardo Martinez," Novedades, Mexico
City, 2 February 1958 (illustrated).

We are grateful to the estate of the artist and the Fundacién Ricardo
Martinez for their assistance confirming the authenticity of this work.

We are grateful to Dr. Mark Ruben for his assistance cataloguing this work.

Painting is done in silence. It is not popular art; rather, it is art of intimacy, an
art of recluses. One has to carry out a deep self-reflection.

Ricardo Martinez'

Indeed, Mexican artist Ricardo Martinez de Hoyos (1918-2009) has been
described as a recluse, not for an absence of companionship during his

long career (his friendships included an impressive list of notable writers
such as Juan Rulfo, Gabriel Garcia Marquez, and Ali Chumacero, as well as
artists José Luis Cuevas and Vicente Rojo, among others), but rather, for his
hermetic work ethic; surrounded by a large family from birth—he was one of
sixteen siblings and had four children of his own with his love Zarina Lacy—
the self-taught painter dedicated himself fully to his studio practice. Detailing
his routine, he would “awake early, read the papers while he breakfasted,
walk in the garden or in Viveros de Coyoacan park, speak on the telephone
for hours with different friends, eat at exactly 1:30 pm, and paint until the sun
set. Religiously, he would drink a mug of warm milk snacking on something
light and would read or watch television before going to bed, usually

early. He was constant in his schedule and frugal in habit,” recounts his
daughter.? This consistency is reflected in Martinez' oeuvre. Between 1957
until his death in 2009, he developed his mature, signature painting style: a
monumental figuration where massive, primordial beings, singly or in pairs,
tenderly commune through touch, gaze, and the merging of their bodies with
the surrounding “Rothko-esque” atmosphere, a nebulous atemporal space.®

Martinez' artistic search during the 1940s and early 1950s was aligned

with the contracorriente (Countercurrent) interests, sympathetic with the
stylistic and thematic approaches of his contemporaries Julio Castellanos,
Juan Soriano, and Manuel Rodriguez Lozano, who applied metaphysical

and Picassian lessons to local, indigenous subject-matter.* In 1943, artist
Federico Cantu took just such a painting, E/ angel by his friend Martinez, to
Inés Amor, director of Galeria de Arte Mexicano (GAM); within three days
Amor had sold for 600 pesos Martinez's painting of a cluster of barefoot
schoolboys lunging at a flying figure far from reach.® “| almost fainted as it
was a fortune,” recalled Martinez.® He presented solo exhibitions annually

or biennially at GAM beginning in 1944. An internationally established artist
by mid-century as evidenced by his participation in the Venice Biennale of
1958 and an individual exhibition in the S&o Paulo Biennale of 1963, Martinez
secured representation in New York City at Karl Lund’s The Contemporaries

Art Gallery located on Madison Avenue where he presented solo exhibitions
from 1958-64. From the 1970s on he chose self-representation, successfully
managing all aspects of his career from his working studio at his home on
Calle Etna 32 in Colonia Alpes.

Martinez painted Elotes in 1957, the year that he transitioned from what
art historian Teresa del Conde described as his “first phase...a very
gratifying array of ‘Mexicanist’ motives...generally small-format and of an
unsurpassable quality,”” into the focused vision that he would refine over
more than half a century. Elotes and its subsequent sister-piece Pareja

con elote (also known as “Offering to Life") of 1958, complete that body

of costumbrista paintings produced between 1954 and 1958 that portray
the everyday, contemporary life of the Indian peasant set against a field of
color; smoking cigarettes, reading a letter or newspaper, playing the guitar,
carrying hand-woven baskets, gardening, and holding local identifiers—
luscious regional fruits, hand-made cheeses, and crops of the land such as
the roasted maiz in Elotes. Martinez's subjects have now become sculptural,
heavy in body and limbs. Filling the canvas frame are thick figures clothed
in the peasant’s white cotton garments and wearing distinctive woven
sombreros or rebozos (woven shawls). The artist appears to conjure inert
mass from diffusive light as he merges figure and ground. This fortunate
stylistic shift is clearly indebted to Martinez’ close study of the pre-
Columbian statuary that he acquired slowly to form a significant collection,
as well as the blocky sculptural approach of mentors, brother Oliverio
Martinez (1901-1938) and the latter’s then-assistant, Francisco Zufiiga.

Elotes indicates the direction of Martinez’ artistic trajectory. From this point
on, Martinez will build a body of art consistent in expression and visual
language. The scale of his paintings will increase to 4 x 5 feet and larger. He
will move away from costumbrismo to achieve a universalism in his painting
akin to that developed by the “Fourth Great,” Rufino Tamayo. Divesting his
subjects of any outward sign of indigenous identity beyond the physical form,
he will abandon the sombrero, huarache, sarape, rebozo, and white cotton
garments in favor exclusively of a nude corpulence; Martinez will give birth
to a slumbering, yet awakening “race of giants,” their noble features and
chiseled "broad faces"® often projected in silhouette on his large canvases.
Through his powerful imagery developed over the course of a lifetime,
Martinez will achieve, as poet Ruben Bonifaz Nufo pointed out in 1965,

the “denial of man’s mortality and a representation of him as immortal,”®
everlasting, and timeless.

Teresa Eckmann, Associate Professor of Contemporary Latin American Art
History, University of Texas at San Antonio

1Quoted in the film Recordando a Ricardo Martinez en su centenario. Fundacion Ricardo Martinez de
Hoyos y Canal 22. (November 9, 2018). My translation. Accessed March 28, 2019.

2 Zarina Martinez Lacy, "Mi padre,” in Ricardo Martinez: a 100 afios de su Nacimiento (Mexico City:
Fundacion Ricardo Martinez de Hoyos, 2018), 27. My translation.

3 Teresa del Conde uses this pointed adjective “Rothko-esque” (akin to Mark Rothko’s color-field
paintings) to describe Martinez’ diffused grounds in “La ruptura: figuras proximas y corrientes aledafas”
in Siglo XX: Grandes maestros mexicanos (Monterrey: Museo de Arte Contemporaneo, 2003), 86.

4 The Contracorriente is a term coined by art historian Jorge Alberto Manrique in his article “Las
contracorrientes de la pintura mexicana” in £/ nacionalismo y el arte mexicano: IX coloquio de historia del
arte del Instituto de Investigaciones Estéticas (Mexico City: UNAM, 1986), 259-270, which is recognized,
yet disputed by Teresa del Conde in Historia minima del arte Mexicano en el siglo XX (Mexico City: Attame,
1994),98-99. The Contracorriente includes easel painters Abraham Angel, Julio Castellanos, Maria
Izquierdo, Frida Kahlo, Manuel Rodriguez Lozano, Antonio Ruiz, Rufino Tamayo, and others whose work
was largely founded in the Open-Air Schools (1913-1930s). To a lesser degree, the Contracorriente further
incorporates those artists, Mexican and foreign-born, aligned with the predominantly literary movement,
Contemporaneos (1928-1931). According to Manrique, the Contracorriente is largely defined, in opposition
to the Muralist movement, by the incorporation of European avant-garde artistic elements into a national
visual language.

5 Marco Antonio Campos, “Conversacion Unica con Ricardo Martinez,” Proceso, September 26, 2008.
Available at https://www.proceso.com.mx/202027/conversacion-unica-con-ricardo-Martinez-2.
Accessed April 1,2019.

6 Ibid. My translation.
7 Teresa del Conde, “Laruptura,” 86.

8 Ruben Bonifaz Nufio, “Introduction” in Ricardo Martinez: Recent Paintings (Phoenix: Phoenix Art
Museum, 1966), 4-5.

91Ibid., 4.
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CARLOS MERIDA (1891-1984)

El pequefio venado

signed and dated 'CARLOS MERIDA 1968’ (lower left)
gold leaf, tempera and Politec on panel

44 x30%in. (111.8x77.5cm.)

Executed in 1968.

$80,000-120,000

PROVENANCE:
Private collection, Mexico City (acquired from the artist).
Anon. sale, Christie's, New York, 17 November 1987, lot 23.
Private collection, Mexico City.

Anon. sale, Christie's, New York, 28 May 1998, lot 36.
Acquired from the above by the present owner.
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REMEDIOS VARO (1908-1963)

Simpatia (La rabia del gato)

signed 'R. Varo' (lower right)
oil on Masonite

37%x 33Y2in.(95.9x85.1cm.)
Painted in 1955.

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

PROVENANCE:
Private collection, Mexico.

Albert Lewin, Los Angeles.

Saldn de la Plastica Mexicana, Mexico City.

Acquired from the above by the present owner (15 October 1971).

EXHIBITED:
Mexico City, Museo de Arte Moderno, Remedios Varo, April 1956.
Mexico City, Museo de Arte Moderno, Obra de Remedios Varo 1913-1963,
October 1971.

LITERATURE:
|. Palencia, “Remedios Varo, sensibilidad e interpretacion,” Novedades, México
en la Cultura, August 15,1955 (illustrated).

J. Crespode la Serna, “Artes plasticas,” Revista de la Universidad de México,
September 1955 (illustrated).

J.Crespodela Serna, “El arte taumaturgico de Remedios Varo”, Arquitectura,
June 1956 (illustrated).

R. Flores Guerrero, “Poseia en la pintura de Remedios Varo,” Revista de la
Universidad de México, June 1956 (illustrated).

C. Gironella, "Remedios Varo un mundo fantastico,” Siempre!, 6 June 1956
(illustrated in color).

M. Aub, “Notas para lamentar la muerte de Remedios Varo,” Revista de la
Universidad de México, December 1963 (illustrated).

R. Caillois, “Inventario de un mundo” in Remedios Varo, Mexico City, Ediciones
ERA, 1966, no. 67 (illustrated).

T.Huerta, “Remedios Varo, magia y poesia,” Comunidad, Universidad
Iberoamericana, August 1975 (illustrated).

E.Jaguer, Remedios Varo, Mexico City, Ediciones ERA, 1980, p 50 (illustrated).
L. Andrade, “Remedios y la alquimia,” México en el arte, Autumn 1986
(illustrated).

J. Kaplan, Unexpected Journeys: The Art and Life of Remedios Varo, New York,
Abbeville Pres, 1988, p.122-124,127 (illustrated).

G. Colvile, “Beauty and/is the Beast. Animal Symbology in the Works of
Leonora Carrington, Remedios Varo and Leonor Fini,” in M. Caws, et al.,
Surrealism and Women, Cambridge, MIT Press, 1991, p.173-174 (illustrated).
W. Gruen et al., Remedios Varo, Catélogo Razonado, Mexico City, 2008, p. 183,
no. 136 (illustrated).
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The artist with her cat, Mexico City. n.d.

[Varo's] blending of surrealist techniques and images, Freudian and Jungian
psychology, science, magic, and the occult results in an imaginative,
oftentimes humorous and subversive vision, focused primarily on metaphysical
speculations. Transformations, both physical and spiritual, are central to her
paintings, as are transmutations, as when inanimate objects become living
things, or, more commonly, when human beings take on the forms or markings
of animals, plants, insects, or domestic objects.

Gunther Gerzso's surrealist exercise Days at Gabino Barreda Street of 1944,
an important work that the artist nearly destroyed, documents the creative
presence of the close-knit European émigré community in Mexico City—one
that the Mexican-born Gerzso inserted himself into. The painting’s title
refers to the weekly gatherings hosted by Remedios Varo and her husband
poet Benjamin Péret at their run-down tenement house on Gabino Barreda
Street number 18 in the Colonia San Rafael; Gerzso remembers their soirées
as filled with “Surrealist games, practical jokes, elaborate costume parties,
raucous story-telling into the night.”? In his oneiric landscape Gerzso locates
enigmatic portraits of Leonora Carrington, Esteban Francés, Péret, himself,
and in the foreground the sphinx-like Remedios Varo, wearing a furry cat eye
mask, and cloaked in the earth’s mantle while guarded by her several black
cat allies. Common to the Surrealists were animal alter-egos that took form
in their artworks; Varo's best friend Leonora Carrington identified with the
horse (as in her Self-Portrait or The Inn of the Dawn Horse of 1937-38), while
Carrington’s lover Max Ernst identified with a bird he named “Loplop,” and
for Varo, her alter-ego was the cat, as is made evident by a number of her
artworks, including Simpatia, also known by the title “La Rabia del gato” (The
Madness of the Cat).?

Having left Barcelona for Paris at the outbreak of the Spanish Civil war and
subsequently fleeing the Nazi invasion after being incarcerated for a time
by the Vichy government, Varo had arrived to Mexico City with Péret, and
little else, in December 1941. She had learned mechanical drawing from her

the present lot, detail.

father, a hydraulic engineer, completed a rigorous training at the Academia
de San Fernando in Madrid (1924-30), and had collaborated with members
of the Surrealist circle around Andre Breton in Paris. To support herself and
Péret, during the 1940s Varo found commercial work and odd jobs, creating
advertising for the pharmaceutical firm Casa Bayer (aspirin), hand-painting
decorative motifs onto furniture for Clardecor, designing costumes for

the theatre and ballet, restoring pre-Columbian objects, and occasionally,
convincingly reproducing modernist paintings by Giorgio de Chirico and
others.” When Péret decided to return to France at the end of World War Il,
Varo traveled to Venezuela with her new love Jean Nicolle and found work
doing technical drawings of disease-carrying parasitic insects for a State
epidemiological study. She returned to Mexico City definitively in 1949
moving into two side-by-side apartments in a building on Alvaro Obregdn
in the Colonia Roma with her cats Zorrillo and Pituso and the Austrian exile
Walter Gruen; she stayed with him up to her unexpected death in 1963,

not yet having reached her fifty-fifth birthday. There in her sunny studio on
the third floor, she could finally completely dedicate her time to painting
personal work creating a mystical, mechanically inventive, permeable,
anthropomorphic, and transformative world.

Varo's inner world populated her easel-sized paintings on canvas and
masonite in the 1950s; she worked methodically, as Gruen described “with a
brush that was 000, basically a single hair, so to cover the surface required

a month or more"® using a palette of jewel tones contrasted with a cool
metallic range. Many sources nourished Varo's otherworldly expression.
Turning to her childhood memories of her birthland, the solitary town of
Anglés in Girona, Catalonia where she resided as a young girl up through age
five, she built much of the imagery in her paintings on select elements of that
town such as the street cats, checkered flooring, Gothic and Renaissance
architecture, the forest, and the textile machines with gears run by steam
power. To that mix she added her favorite readings by Jules Verne, Alexandre
Dumas, Edgar Allan Poe, the lessons she learned at the Prado Museum from



studying paintings by Francisco Goya, El Greco, and Hieronymous Bosch, as
well as her interest in all things alchemical and occult including the Fourth
Way teachings of the Russian esotericist Ouspensky, and the sufi mysticism
of Gurdjieff. Most significant was her friendship with artist Carrington,

with whom she concocted magic potions, impossible recipes, and fantastic
writings.

Simpatia was one of four recently painted small-scale works that Varo
debuted in the summer of 1955 in Seis pintoras, a group exhibition at

the Galeria Diana on Paseo de la Reforma 489.6 Varo commented on
Simpatia's charged scene: “This lady’s cat jumps onto the table producing
the sort of disorder that one must learn to tolerate if one likes cats (as | do).
Upon caressing it, so many sparks fly that they form a very complicated
electrical contraption. Some sparks and electricity go to her head and are
quickly used to create a permanent wave.”” The exchange between human
and cat is tender and caring, yet intense; it is one that generates threads

of electricity made visible so as to reveal a web of interconnectedness.
Unexplained are the three cattail forms that protrude from underneath the
figure's dress; presumed to be a depiction of the very artist, Varo's “facial
features (heart-shaped face, slightly slanted, almond-shaped eyes) [that]
were strikingly similar to those of a cat resulted in self-portraits in which
the transmutation from human to animal can be discerned, suggesting

an intimate identification of the artist with this particular species,”® notes
literary critic Nancy Vosburg. Using one of her favorite Surrealist techniques,
that of decalcomania to create surprising, metamorphic effects, a single glass
of spilled liquid turns into an ocean as Varo conjures a portal into another,
subterranean or cosmic dimension. So well received was her work in Seis
pintoras, that she committed to a solo show the following year again at the
Galeria Diana, where all twelve paintings sold within three days.

Important to note is the recent wave of impactful, enlightening, and popular
exhibitions dedicated to Remedios Varo as a result of Walter Gruen and his
wife Anna Alexandra Varsoviano's donation of their archive to the Instituto
Nacional de Bellas Artes’ Museo de Arte Moderno (INBA/MAM) in Mexico
City. Building upon their initial 2002 gift, Gruen’s wife, who passed away

in 2015, willed additional Varo paintings, drawings, personal letters, books,
and objects to the institution. Remedios Varo. Apuntes y anécdotas de una
coleccion (September 2016-February 2017) was followed by Adictos a
Remedios Varo: Nuevo legado 2018 (October 2018-February 2019), the latter
exhibition boasting 190,000 visitors during its run.?

Teresa Eckmann, Associate Professor of Contemporary Latin American Art
History, University of Texas at San Antonio

1Nancy Vosburg, “Strange Yet ‘Familiar”: Cats and Birds in Remedios Varo's Artistic Universe” in Figuring
Animals: Essays on Animal Images in Art, Literature, Philosophy, and Popular Culture (New York: Palgrave
Macmillan, 2005), 81.

2 Janet Kaplan, Remedios Varo: Unexpected Journeys (New York: Abbeville, 2000), 89.

3 Cats appear in any number of additional paintings including the idyllic E/ Paraiso de los gatos of 1955,
rejuvenative Energia césmica of 1956, the cats built of ferns in El gato helecho of 1957, and Varo's self-
portrait Mimesis of 1960.

4 1tis Remedios Varo's cousin Beatriz Varo who reluctantly divulges that Varo copied paintings by Giorgio
de Chiricoin particular as a means of survival, stating so on camera in Especial TVE Catalunya: Remedios
Varo, (July 2,2018). Accessed March 21, 2019. http://www.rtve.es/alacarta/videos/especials-en-catala/
especial-tve-catalunya-remedios-varo/4652170/.

5 Tufic Makhlouf, Documental: Remedios Varo, misterio y revelacion, Canal 22, (March 9,2016).13:50.
Accessed March 29, 2019. My translation. https://www.youtube.com/watch?v=INn3ZVia2gA.
6 The three other works were Alquimista, Roulette, and Musica solar.

7 Written by Varo on a photograph of Simpatia as noted in Edith Mendoza Bolio, “A veces escribe como
sitrazase un boceto”: Los escritos de Remedios Varo (Monterrey: Instituto Tecnoldgico y de Estudios
Superiores de Monterrey, 2010), n.p. My translation.

8Vosburg, “’Strange Yet ‘Familiar,” 83.

9 “Casi 190 mil se volvieron ‘Adictos a Remedios Varo' con exposicion,” (February 26,2019). Accessed
March 20, 2019. https://www.eluniversal.com.mx/cultura/artes-visuales/casi-190-mil-se-volvieron-
adictos-remedios-varo-con-exposicion.

Gunther Gerzo, Los dias de la calle de Gabino Barreda, 1944. Private collection. © John Michael Gerzso
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FRANCISCO TOLEDO (B.1940)

La hacienda

Gouache and ink on paper
26%2x40in.(67.3x101.6 cm.)
Executed in 1974.

$70,000-90,000

PROVENANCE:
Martha Jackson Gallery, New York.
Acquired from the above by the present owner 20 April 1974.

EXHIBITED:

Princeton, New Jersey, Princeton University Art Museum, In Celebration:
Works of Art from the Collection of Princeton Alumni and Friends of the Art
Museum, 22 February - 8 June 1997, no. 319.
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RUFINO TAMAYO (1899-1991)

Taurus

signed and dated 'Tamayo O-62' (upper right)
oil on canvas
37Y2in.x51in.(95.3x129.5¢cm.)

Painted in 1962.

$400,000-600,000

PROVENANCE:
Boris Litvin, Mexico City.

Anon. sale, Christie's, New York, 30 May 1985, lot 79.
Bernard and Edith Lewin, Palm Springs, California.
Gift from the above to the present owner.

EXHIBITED:
Tel Aviv, Tel Aviv Museum, Rufino Tamayo, February - March 1963, no. 25.
Tokyo, Shirogane Geihin Kan Hall, Tamayo, 11 September - 6 October 1963, no.
44 (illustrated).

Mexico City, Museo de Arte Moderno, Rufino Tamayo, September 1964, no. 58
(illustrated).

New York, Mary Ann Martin Fine Art, Rufino Tamayo Paintings, 1937-1977,26
November - 31 January 1984.

Monterrey, Mexico, Museo de Monterrey, Tamayo, January - March 1986.

Palm Springs, California, Bernard Lewin Galleries, A Rare Retrospective 1924
-1986 100 Works: Oils, Watercolors, Drawings and Prints, November 1986
(illustrated in color).

Santa Ana, California, Rufino Tamayo, The Modern Museum of Art, September
1987, no. 23.

Nagoya, Japan, Nagoya City Art Museum, Rufino Tamayo Retrospective, 9
October - 12 December 1993, p. 134 & 75, no. 50 (illustrated in color). This
exhibition also traveled to Kamakura, Japan, Museum of Modern Art, 18
December 1993 - 5 February 1994; Kyoto, Japan, National Museum of Modern
Art, 15 February - 21 March, 1994.

Los Angeles, California, Los Angeles County Museum of Art, Mexican
Masterworks from the Collection of Bernard and Edith Lewin, 23 November
1997 - 16 February 1998.

Mexico City, Museo del Palacio de Bellas Artes, The Collection of Bernard and
Edith Lewin of the Los Angeles County Museum of Art, 29 April - 26 July 1998,
pp. 112 & 153, no. 84 (illustrated in color).

LITERATURE:
0. Paz&J. Lassaigne, Rufino Tamayo, Barcelona, Ediciones Poligrafa, 1982, pp.
119 & 294, no. 75, (illustrated).

Rufino Tamayo, Beverly Hills & Palm Springs, California, Bernard Lewin
Galleries, 1983, p. XXXII, (illustrated).

0. Pazand J. Lassaigne, Rufino Tamayo, Barcelona, Ediciones Poligrafa, 1994,
pp.121& 312, no. 75, (illustrated in color).

We are grateful to art historian Juan Carlos Pereda for his assistance
cataloguing this work.

Throughout the course of his long and prolific career, Rufino Tamayo charted
a path that allowed him to absorb and respond to contemporary artistic
currents while rejecting any ideological framework that might constrain the
creation and interpretation of his works. When David Alfaro Siqueiros, one of
los Tres grandes (Three Greats) of Mexican Muralism, attempted to include
him among the medium’s most important practitioners, Tamayo famously
replied “I'm neither the fourth [great one], nor am | great...| am the first in a
new modality of Mexican painting that attempts a universal voice, instead of
limiting itself to that chauvinistic painting that we could well call ‘the School
of Huipanguillo.”" At various points throughout his career, Tamayo made
clear his antipathy for the politicized and nationalistic art that characterized
post-Revolutionary Mexico. Instead he wished to create art that reflected

his Mexican heritage and identity, yet explored themes that had a universal
meaning and spoke to our collective humanity.

In this pursuit of the universal, Tamayo developed a visual language that
utilized more allegorical and symbolic imagery than that of many of his
contemporaries. In the early 1940s, Tamayo began to experiment with
utilizing animals as allegories for conveying powerful human emotions.
Works like Dog Barking at the Moon (1942) and Mad Dog (1943) convey the
fear and anxiety surrounding World War Il that permeated the United States,
where Tamayo was living at the time. In the second half of the decade, his
works also began to explore themes related to the night sky and the influence
of cosmic forces, as seen in Women Reaching for the Moon (1946) and Man
Searching the Heavens (1949).

Although executed a decade later, Tamayo appears to revisit some of these
themes in Taurus, its subject evoking the ways in which animals can reflect
aspects of a human personality and also the potential effect of celestial
bodies on our day to day lives. Taurus displays many of the key qualities of
Tamayo's painting in the 1960s. His figures, both human and animal, became
increasingly exaggerated in their expressiveness even as he made their
physical form more diffuse, blurring the contours of the bull’s body in the
case of this painting. Tamayo had begun experimenting with a more matte
and muted palate in the previous decade, but here it achieves a distinct
visual and textural quality. The red ochre of the bull’'s body against Tamayo's
blue and grey background, as well as its semi-abstracted form, recalls both a
constellation in the night sky as well as a prehistoric cave painting.

Taurus may speak to Tamayo's interest in producing works that explored
aspects of the universal human condition, in this case evoking our desire to
understand our own future, something that drives many people to consult
astrologers or simply read their horoscopes each morning. This theme of
man searching for answers reaches its apogee in one of Tamayo's final
murals, Man Before the Infinite (1971), painted nearly a decade after Taurus.
Much as a viewer of Taurus may contemplate the bull as the personification
of the zodiac constellation, so too does a dark figure in the mural
contemplate the effect of the stars and planets in wide expanse of aqua and
lavender sky.

Mark A. Castro

1Bambi (Ana Cecilia Trevifio),"Yo no soy el Cuarto Grande, Excélsior (September 9,1953).
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FRANCISCO ZUNIGA (1912-1998)

Mujer del sureste

inscribed 'ESCULTOR FRANCISCO ZUNIGA, FUNDICION MOISES DEL
AGUILA"and dated '1960' (near the base)

bronze

42x26x29in.(106.7x66x73.7cm.)

Executed in 1960.

Edition of two.

$150,000-200,000

PROVENANCE:
Lillian Heidenberg Gallery, New York.
Acquired from the above (1 February 1986).

LITERATURE:
C. Francisco Echeverria, Francisco Zuiiga, Mexico City, Ediciones
Galeria de Arte Misrachi, 1980, p. 94-95, nos. 91 (detail)
and 92 (another cast illustrated).
Francisco Zufiga: Catalogo razonado
volumen |, escultura 1923-1993, Mexico
City, Albedrio & Fundacion Zufiga
Laborde, 1999, p. 188, no. 259 (another
castillustrated). g
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RICARDO MARTINEZ (1918-2009)

Mujer con tres figuras

signed and dated 'Ricardo Martinez 65' (lower right)
oil on canvas

82Y2x68Y2in (209.6 x 174 cm.)

Painted in 1965.

$80,000-120,000

PROVENANCE:
Acquired directly from the artist (1974-75).

EXHIBITED:
Mexico City, Museo de Arte Moderno, Instituto de Bellas Artes, Pintura de
Ricardo Martinez, February-April 1969, no. 16.

LITERATURE:
R. Bonifaz Nufio, Ricardo Martinez, Mexico City, Universidad Nacional
Autonoma de México, 1965, no. 81 (illustrated).

We are grateful to the estate of the artist and the Fundacion Ricardo
Martinez for their assistance confirming the authenticity of this work.

We are grateful to Dr. Mark Ruben for his assistance cataloguing this work.

Divesting his subjects of any outward sign of
indigenous identity beyond the physical form,
[Martinez] abandons the sombrero, huarache,
sarape, rebozo, and white cotton garments in favor
exclusively of a nude corpulence.

—Teresa Eckmann
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RODOLFO NIETO (1936-1985)

Personaje Il

signed and dedicated 'a Nancy, Nieto' (lower left)
oil on canvas

44% x 572 in. (114 x 146 cm.)

Painted in 1974.

$180,000-220,000

PROVENANCE:
Arte Actual Mexicano, Monterrey, Mexico.
Acquired from the above by the present owner.

EXHIBITED:
Monterrey, Museo de Arte Contemporaneo de Monterrey, Homenaje a Rodolfo
Nieto (1936 -1985), February - May 1995, pp. 104,105 and 111, no. 32 (illustrated
in color).

[Rodolfo Nieto's] animals and fantastic characters are rigidly delimited by

a fixed, strong contour that appears to contain, like an anatomical dam, its
fragmented interior. But alongside the stiff, inorganic stasis of his figures, is
his always dynamic composition. Notable in this artist’s work is rhythm, and
the relationship between line and form, similar to that of freedom and pictorial
spontaneity beside the most demanding rigor.

—Estela Shapiro, 1985’

Quintessentially a Ruptura artist who “broke” at mid-20th century with the
dominant Mexican visual language of representational narrative figuration,
Mexican artist Rodolfo Nieto during his more than decade-long, self-imposed
exile in Paris (1958-72) elaborated a universal figural abstraction aligned
with the innovating approaches, not only of his teacher Juan Soriano and
mentor Rufino Tamayo, but the whimsy and art brut of Jean Debuffet. When
Nieto returned definitively to Mexico City in 1972, he infused his particular
expressionism with a renewed interest in the pre-Hispanic legacy and arte
popular (indigenous craft) of his native Oaxaca; repeated study trips to the
pre-Columbian sites of Monte Alban, Mitla, and Zaachila at that time, while
collecting Zapotec artifacts and artesania such as ceramics, textiles, papier-
maché, wood carving, and rope work, informed his painting, thus opening a
new chapter in his life’s production.

This reunion with the cultural environment of his youth (at age thirteen he
had moved from Oaxaca City to Mexico City), inspired an outpouring of
work. Nieto's numerous personajes (characters) like Personaje Ill, suggests
his study of ancient Zapotec ceramic funerary urns with their elaborate
headdresses translating them into imposing, two-dimensional abstractions—
playful contemporary warriors.? And his Perro azul (refer to lot 26) would
have been fashioned after the vividly patterned Oaxacan alebrije figures.?
Nieto's pilgrimages in 1973 to the Picasso Museum in Barcelona, Spain and
the Museé Matisse in Nice, France further informed his bold color, collage

aesthetic, and brash disfigurations. Experimenting like Pablo Picasso and
Henri Matisse with collage in the late 1960s, Nieto applied the lessons that
he learned from the technique to his painting.

Working within arte puro (“pure art”), Nieto, like Tamayo, enjoyed exploring
formal qualities in art and avoiding the traps of national narratives. Estella
Shapiro, who represented Nieto in her Mexico City gallery from the late
70s until the artist’s death at the young age of forty-nine in 1985, offered
an acute formal visual reading of Nieto’s characteristic manner of painting,
one that can be appropriately applied to the irresistible Perro azul and
animated Personaje Ill. The epigraph records Shapiro’s response to Nieto's
compositional dance, a puzzle of geometric shapes, both organic and hard-
edged, built through vigorous brushwork and mark-making to produce a
complex labyrinth. Tension is what Nieto named as the key to his artwork?*
he achieved that tension, not only by juxtaposing busy and quiet spaces,
but by creating, as curator Juan Carlos Pereda explains, “a certain play
between what is pleasing with that which is slightly threatening, slightly
greedy.”> Among the many musicians, dancers, warriors, and array of
animals that populated Nieto's canvases in the mid-1970s, were a variety of
dogs, including Perro azul.

“When was there ever a dog such as this?” queried the Oaxacan poet and
politician Andrés Henestrosa as he stood before a Nieto painting.® Heavy
bellied, with an arthritic spine, crooked tail, toothy grin, and spindly knobby-
kneed leg, Perro azul undeniably exudes personality. As poet Jaime Moreno
Villarreal noted of Nieto's paintings, “There is something characteristic in
all his animals, be they arrogant like the bull, or humble, even pathetic like
the starving street dog: good temper, a pleasant disposition, the love with
which the artist touches them.”” Indeed, Nieto's sympathy lies not with

the pampered domestic pet, but with the canine who is an urban dweller;
somewhat dejected, scrappy, battle-worn but with street savvy, Nieto's
remarkable dog is a survivor.

Teresa Eckmann, Associate Professor of Contemporary Latin American Art
History, University of Texas at San Antonio

1 Estela Shapiro, Imagen y presencia (Mexico City: Galeria Estela Shapiro, 1985), 92. My translation.
2 Personaje lllis dedicated to “Nancy"; this would have likely been Nancy Glenn, the artist's second wife.

3 Alebrijes is the name given to the 20th Century sculptural craft tradition in Oaxaca where artisans
carve hybrid animals out of copal wood or build them with papier-maché decorating them with vibrant
colors and intricate, dense patterns.

4 See Beatriz Espejo, “Entrevista con Rodolfo Nieto: A tantos afios de distancia,” in Revista de la
Universidad de México 74 (Mexico City, 2010): 61 and Antonio Rodriguez, “De la angustia engalanada al
dramatico jubilo de la creacion” in Doce expresiones plésticas de hoy (Mexico City: Bancreser, 1988), 161.
5 See the narrated video “Palabras del curador” published by the Museo de Arte Contemporaneo

de Monterrey (MARCO) in 2009 available at http://www.marco.org.mx/exposiciones_anterior/
RodolfoNietoPalabras.htm. Accessed April 7,2019.

6 Andrés Henestrosa, “Cinco pintores Oaxaquefios: Tierra del sol” in Memoria de papel 2.4(1992), 85.

7 Jaime Moreno Villarreal, “Lo que era todo tiene que ser nada/What Was Everything Must Become
Nothing,” in Homenaje a Rodolfo Nieto (Monterrey: Museo de Arte Contemporaneo de Monterrey, 1995),
33.
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FRANCISCO TOLEDO (B.1940)

Burro espinado

signed 'Toledo' (lower left)
gouache on paper
22%x30in.(56.5x76.2cm.)
Painted in 1976.

$50,000-70,000

PROVENANCE:
Martha Jackson Gallery, New York.
Acquired from the above by the present owner.

LITERATURE:
Francisco Toledo, Obra 1970-1990, Volume Il, Mexico City, Fomento Cultural
Banamex, 2016, 34-5.
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RODOLFO NIETO (1936-1985)

Perro azul

signed 'Nieto' (lower left)
oil on canvas

27Vax 31%in. (69 x79 cm.)
Painted in 1976.

$80,000-120,000

PROVENANCE:
Arte Actual Mexicano, Monterrey, Mexico.
Acquired from the above by the present owner.

EXHIBITED:
Monterrey, Museo de Arte Contemporaneo de Monterrey, Homenaje a Rodolfo
Nieto (1936 - 1935), February - May 1995, p. 124, no. 44 (illustrated in color).

Zapotec ceramic funerary urn in the shape of
ajaguar, from Monte Alban, Oaxaca, Mexico,
200B.C.-800A.D.© GRANGER
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LILIA CARRILLO (1930-1974)

Simbolos actuales

signed and dated "Lilia Carrillo, 1968’ (lower right)
oil and graphite on canvas

29%x 39%in.(75.2x99.7cm.)

Painted in 1968.

$60,000-80,000

PROVENANCE:
Galeria Juan Martin, Mexico City.
Acquired from the above in 1971.
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RUFINO TAMAYO (1899-1991)

Sandias

inscribed, dated and numbered ' TAMAYO, O-89, 4/7'
(on base)

steel with black patina

78% x13x12%in.(200x33x 32.7cm.)

Executed in 1989.

Edition four of seven.

$80,000-120,000

PROVENANCE:
Anon. sale, Sotheby's, New York, 31 May 2001, lot 29.
Acquired from the above sale by the present owner.

LITERATURE:
Sculptures and Mixographs by Rufino Tamayo, Chicago,
Mexican Fine Arts Center Museum, 1991, p. 4 (another
edition illustrated in color).
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MATTA (1911-2002)

Dawn and Dew

oil on canvas

766 x112in.(193.3x284.5cm.)
Painted in 1953.

$350,000-450,000

PROVENANCE:
Sidney Janis Gallery, New York.

The Estate of Mrs. William A. M. Burden, Christie’s, New York, 24 November
1997, ot 55.

Acquired from the above sale by the present owner.

This work is accompanied by a certificate of authenticity signed by Germana
Matta Ferrari, dated 23 April 2001, and is registered in the Matta archives
under no. 53/72.
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WIFREDO LAM (1902-1982)

Untitled

signed 'Wifredo Lam' (lower right)
oil on canvas
8212x66in.(209.6x167.6 cm.)
Painted in 1958.

$400,000-600,000

PROVENANCE:

B.and . Salomon, Paris.

Galerie Gobbi, Paris.

Anon sale, Christie's, New York, 17 May 1989, lot 34.

Anon sale, Sotheby's, New York, 17 November 2004, ot 48.
Acquired from the above by the present owner.

LITERATURE:
L. Laurin-Lam, Wifredo Lam: Catalogue Raisonné of the Painted Work, Volume |
1923-1960, Acatos, Lausanne, 1996, p. 470, no. 58.08.

“| have made the journey of Christopher Columbus in reverse,” Lam observed of
his return to Europe, “from the Antilles to Liguria.”! His transatlantic crossings
had begun decades earlier, when he first left Havana for Madrid in 1923,

and shaped his practice in the intervening years as he traveled from Paris to
Martinique, Caracas to New York. Lam divided his time between Cuba, to

which he first returned in 1941, and France until April 1958, when he left the
island on the eve of revolution; he landed briefly in the United States and then
continued on to Europe, where he eventually established his family between
Paris and Albissola, along the northern Italian coast. The most internationally
acclaimed member of Cuba'’s historical vanguardia, Lam cultivated wide-ranging,
intercultural sources in the postwar period, encompassing the Afro-Cuban rituals
of the island, American Abstract Expressionism, and the Paris-based CoBrA
group. Imaging the strange and surreal confluences of Western and “primitive”
cultures, his seminal paintings from the 1950s introduced new iconography—
notably, his inimitable femme-cheval—and even ventured into abstraction as he
searched for new, and suggestively existential meaning.

“His art from this time is a little overlooked in comparison with his painting from
the 1940s,” Lam'’s son Eskil observed. “Maybe the later works are more difficult
to analyse and pigeonhole in any particular style. While Cubism and Surrealism
were essential to the development of his style, his painting was always
something on its own, and even more so in the later years—the work is more
abstract.”? Lam'’s apprehension of postwar abstraction evolved between Paris
and New York. "l saw Gorky for the first time at the airport in New York when

| arrived from Havana in 1946,” Lam recalled fondly of his first visit to the city.
“We were all invited to Nicholas Calas’s house, where we talked all night long.

Wifredo Lam, Mosaic mural, Centro Médico, Vedado district, Havana, 1956.
© Jesse A. Fernandez - Collection France Mazin Fernandez

The next day we went with Frederick Kiesler to Gorky's studio in Union Square,
where he showed us his paintings, and we spent a very pleasant evening there.”®
Lam made short visits to the city over the following years, typically stopping
over on his way to and from Paris; extended stays were difficult, on account of
quotas limiting Chinese immigration. He nevertheless became acquainted with
artists of the emerging New York School, among them David Hare (in whose
studio he worked) and Robert Motherwell; he paid a visit to Jackson Pollock and
Lee Krasner in East Hampton in the summer of 1948, where he doubtless saw
Pollock's earliest “drip” paintings.

Lam encountered a diverse range of postwar existential and informel painting
during longer sojourns to Europe during these same years. He traveled to
Albissola for the first time in the summer of 1954 at the invitation of the Danish
artist Asger Jorn, whom he had met in Paris the previous decade and who
became not only a close friend but an important champion of his work. Jorn

was a founding member of the international CoBrA group (1948-51), which
channeled anti-establishment angst through raw, expressionist brushwork and
spontaneous, uninhibited imagery. At Jorn’s behest, Lam participated in CoBrA’s
last group exhibition in 1951; subsequent collaborations through the 1950s and
1960s with the Group Phases, the Situationists, the Swedish Imaginists, and the
Italian “arte nucleare” movement brought him further into the orbit of Europe’s
postwar avant-garde. In 1955, he singled out the work of the Spanish painter
Antoni Tapies, known for his mixed-media “matiére” paintings, characterized by
heavily textured, abstracted surfaces. “The French critics call it—without malice
and with all respect—a stew,” Lam remarked of these works by Tapiés, which
“demonstrate the intelligence in “art brut,’ and its affinities with art in North
America called ‘staining,” and in Europe ‘tubism’ in which linear elements are
made directly from the tube of paint without being mixed on a palette.”

The present Untitled belongs to a small body of works that Lam made in the
late 1950s that verge on informalist abstraction. This direction is anticipated

in two mid-decade mural commissions, for the Jardin Botanico in Caracas and
the Centro Médico de Vedado in Havana, in which he privileged plastic values—
florid stylizations and black-and-white geometry, respectively—over more
familiar Afro-Cuban symbology. But his oil paintings broach pure abstraction to
a rare and unprecedented degree. In Untitled, accumulations of finely stippled
paint—black, white, red, green, and yellow—define a dazzling cloud of color that
pulverizes across the canvas in a dense, decentralized pattern. The miasma of
dots is explosive and suggestively atomic, its matter dispersed around a latent,
spectral presence barely indicated by a few black lines. The painting’s thick and
thinned textures, as well as its seemingly chaotic structure and monumental
scale, recall Pollock’s dripped canvases and, equally, the process of their creation.
“He snatches the canvas from the easel and lays it on the floor,” reported

Geri Trotta, following a visit to Lam’s Havana studio in 1950. “Lam’s palette is
informal. He mixes tube or ordinary house paint—French, American or English,
or any combination of these—with turpentine and almost no oil. From the floor,
littered with uncovered tin cans (Nescafé, Carnation milk or Libby vegetable)
that hold leftover bits of colors, he chooses one, pours some turpentine into the
nearly-dry paint to give it the thinness he prefers, selects a large, stiff brush
and starts.”® Both in their making and in their resolution, Lam'’s abstractions
evoked the existential drama of the decade, which saw the rise of the Cold War
and culminated with the Cuban Revolution. “All art is tragedy,” he declared,
paraphrasing the Abstract Expressionists. “For me, painting is a torment. . ..
There's a moment in painting when everything must be staked; either the work
will be killed, or it will be born."®

Abby McEwen, Assistant Professor, University of Maryland, College Park

1 Wifredo Lam, quoted in Lorenzo Vicenti, “Mi credevano lo stregone che beve sangue,” Oggi lllustrato 25 (17
July 1972): 86-88, in Lowery Stokes Sims, Wifredo Lam and the International Avant-Garde, 1923-1982 (Austin:
University of Texas Press, 2002), 165.

2 Eskil Lam, "Wifredo Lam: The Albissola Years,"” Tate Etc. 38 (Autumn 2016), http://www.tate.org.uk/context-
comment/articles/wifredo-lam-albissola-years

3 Lam, quoted in Sims, Wifredo Lam, 139.

4 Lam, quoted in Rafael Suarez Solis, “Wifredo Lam: pintor que viene de si, esta en siy va hacia si,” Diario de la
Marina, 30 January 1955, in Sims, Wifredo Lam, 114.

5 Geri Trotta, “Wifredo Lam Paints a Picture,” ARTnews 49, no. 5 (September 1950): 44.
6 Lam, quoted in Trotta, “Wifredo Lam Paints a Picture,” 42, 51.
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OSWALDO VIGAS (1926-2014)

Enigmadora

signed 'Vigas' (lower left) and also signed, dated and numbered
'Enigmadora 72, #118' (on the reverse)

oil on canvas

59x70%in. (150 x180 cm.)

Painted in 1972.

$100,000-150,000

PROVENANCE:
Acquired from the artist by the present owner.

LITERATURE:
G. Diehl, Oswaldo Vigas, Caracas, Armitano Editores, 1992, p. 138-9
(illustrated).

This work is accompanied by a certificate of authenticity # 0502 from the
Fundacion Oswaldo Vigas, signed by Lorenzo Vigas.
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FERNANDO BOTERO (B.1932)

Mother and Child

signed and numbered 'Botero AP 2/2' (on the base)
bronze

83x45/2x27in.(210.8x115.6 x 68.6 cm.)

Artist's proof two of two. =

$1,200,000-1,500,000

PROVENANCE:
Marlborough Gallery, New York. = . SR : SRR el
Private collection, Greece (acquired from the above).

EXHIBITED: _’/
New York, Marlborough Gallery, Fernando Botero: Recent Sculpture, 18 = "
October - 24 November 1990, no. 1 (another cast illustrated). 1 = s
Monte Carlo, Marisa del Re Gallery, Fernando Botero in Monte Carlo, 20 March /"
- 30 September 1992 (another cast illustrated). /
LITERATURE: k. SN e et S R e T ,—_,_ L
Botero Sculptures, Bogota, Villegas Editores, 1998 (another cast illustrated). g K &

v
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CLAUDIO BRAVO (1936-2011)

Calabazas verdes

signed and dated 'CLAUDIO BRAVO MCMXCII' (lower left)
oil on canvas

37%x51in.(95.9x129.5¢cm.)

Painted in 1992.

$250,000-350,000

PROVENANCE:
Marlborough Gallery, New York.
Acquired from the above by the present owner 16 October 1992.

LITERATURE:
P.Bowles & M. Vargas Llosa, Claudio Bravo: Paintings and Drawings, New York,
Abbeville Press, 1997, p. 199 (illustrated in color).

P.Bowles et al., Claudio Bravo: Paintings and Drawings 1964-2004, New York,
Rizzoli, 2005, p. 223 (illustrated in color).

“If I had to choose an age into which I'd fit,” Bravo considered, “it would have
to be the 17th century. During that time artists copied nature in a conceptual
way. They transformed the reality of their time as | try to transform the
reality of ours.” During his formative years in Madrid, from 1961 to 1972, he
found spiritual kinship with the Baroque painters of the Spanish Golden
Age, among them Juan Sanchez Cotan, Diego Veldzquez, and Francisco

de Zurburan. In the classicism and dramatic verisimilitude of their still-life
paintings, or bodegones, Bravo recognized affinities with the luminous,
philosophical realism that already described his own work. “The objects in
these still life paintings transcend reality,” he remarked. “I use light a bit like
Zurbaran did. He was one of the few painters that gave true transcendent
meanings to objects. This treatment of the light makes things seem more
than they are...their essence is greater. ... When | paint something | want to
paint its true being.”" Bravo's still lifes elicit questions of ontology—of being,
of abstract and material reality—and of perception, probing the illusions of
appearance and the universal transience of all things.

Bravo first brought his remarkable technical virtuosity to bear on still-life
painting in the late 1960s with his iconic series of paper-wrapped packages
tied with string. Yet his work encompassed subjects both conventional and
novel, from vanitas and foodstuffs to draped cloth and meditative rocks, the
latter inspired by his interest in Japanese Zen. “I am very much interested in
the unusual, the unexpected, the strange,” Bravo explained. “I like to make
pictures based on the things that we generally see around us in daily life,

but then take them in unexpected directions. ... Much of my recent work
has been in the genre of still life. And in these works it is again the most
unusual aspects that | seek, | try very hard to go beyond appearances of
things, to capture the rarity in nature.” In tabletop compositions such as
Calabazas verdes, Bravo both nods to traditional bodegones and suggestively
modernizes the genre, incorporating experiments with space and perspective
and approximations of the abstract. “I have always been conscious of the

fact that the classic still life concerns objects on a table,” he noted. “But |
have always been interested in the fact that the artist does not seem to care
about what happens beneath, above or at the side of the table. | have begun
to conceptualize the still life as a larger entity than the things we are used
to seeing. ... In my experiments with the still life it occurs to me that my art
really does look very modern; it sometimes almost looks abstract.”?

A paradigmatic example of his still lifes, Calabazas verdes displays the
intense naturalism, flawless technique, and metaphysical gravity for which
Bravo is celebrated. A suitably ordinary and recurring subject throughout his
career, pumpkins appear variously in the company of other gourds and with
decorative objects, among them a leopard skin and an inlaid Renaissance
box. Four of the pumpkins portrayed in the present work may also be seen in
a smaller pastel from the same year, but the complexity of their arrangement
here introduces far greater visual interest. Wrinkled and striated, the gourds
rest atop a wooden table, their variegated, yellow- and dark-green flesh
meticulously modeled and illuminated against a warm, wood-paneled wall.
Set on a shallow foreground plane, the triangular composition dramatizes

its vegetal subjects, imparting a loose order to their lumpy, irregular forms;
their curving, indented ribs and animated asymmetry counter the underlying
geometry established by the wall and table. “I don’t want my compositions to
look as if they'd been artificially composed,” Bravo explained. “| want them to
look de-composed, that is to say, natural.”®

“Object reality is undoubtedly a matter of fascination and importance

for him, but in his pictures there is usually a higher order of meaning as
well,” curator Charles S. Moffett observed of Bravo's early still lifes. “The
accumulation of details that frustrate a precise and regular composition
provides an enlivening tension by keeping the composition from locking

into a predictable pattern of repeats and echoes. Bravo flirts with order

and precision in every detail of the picture, beginning with the vertical and
horizontal axes of the picture plane and including all formal and pictorial
elements in a fabric of checks and balances. The ‘order’ that the composition
settles into is, however, a matter of idea and mindset that resists diagrams
and Euclidean thinking.” Calabazas verdes exemplifies this dynamic
equilibrium and the radical realism it broaches: more than mimesis, Bravo's
painting imbues its ever slightly akilter subjects with exquisite and expressive
life.

Abby McEwen, Assistant Professor, University of Maryland, College Park

1 Claudio Bravo, quoted in Edward J. Sullivan, Claudio Bravo (New York: Rizzoli, 1985),13, 42, 45.

2 Bravo, quoted in “Conversation with Edward Sullivan,” Claudio Bravo: Paintings and Drawings
(1964/2004),144-45,147.

3 Bravo, quoted in Sullivan, Claudio Bravo, 45.
4 Charles S. Moffett, “On Claudio Bravo's Realism, 1971-1973," Art International 19, no. 7 (July 1975): 7-8.
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PROPERTY FROM THE THOMAS J. KLUTZNIK COLLECTION

34
FERNANDO BOTERO (B.1932)

The Bathroom

signed and dated '‘Botero 95' (lower right)
oil on canvas

51%x40in.(130.8 x101.6 cm.)

Painted in 1995.

$350,000-450,000

PROVENANCE:
Marlborough Gallery, New York.
Acquired from the above by the present owner 4 January 1997.

EXHIBITED:
New York, Marlborough Gallery, Botero, Paintings, 23 October - 23 November
1996, p. 36, no. 4 (illustrated in color).

LITERATURE:
A.M. Escallon, Botero New Works on Canvas, New York, Rizzoli, 1997, p. 111
(illustrated in color).

C. Fuentes, Botero Mujeres, Bogota, Villegas Editores, 2003, p. 134, (illustrated
in color).

Pierre Bonnard, The Bathroom, 1932. Museum of Modern Art, New York, Florene May
Schoenborn Bequest. © 2019 Artists Rights Society (ARS), New York / ADAGP, Paris

From Jan Van Eyck and Velazquez to Ingres and Manet, the European canon
of art history has always been a rich source of inspiration for Fernando
Botero. As a young aspiring artist, Botero traveled to Europe in the 1950s
where he passionately studied first-hand Italy's Renaissance frescoes,
Spain’s Golden Age masters and France's turn-of-the-century School of
Paris. This early education spurred Botero’s life-long commitment to critically
re-interpreting iconic paintings by the doyens of western art. For Botero,
engaging with these formidable artistic precedents provided a gateway

to true originality, as he explained, “You can take the same subject and
create a totally different painting. That's where real originality lies, in taking
something that's already been done by someone and doing it differently.” !

In The Bathroom, a seemingly modest subject, Botero takes on one of
western art’s most ubiquitous tropes—the female bather. From Titian and
Rubens to Cézanne and Bonnard, the female bather has been reimagined

by artists throughout the centuries. The Bathroom is Botero's singular
reinterpretation of this perennial theme. Unlike the bathing beauties that
came before her, Botero's woman is neither a Greek or Roman goddess nor a
timeless ethereal nymph. Instead, this solid, monumental nude, is a decidedly
twentieth-century, middle-class woman. Standing in nothing more than her
bright red heels, filling almost the entirety of her diminutive bathroom, she

is completely engrossed in combing through her hair and remains unaware
of our voyeuristic gaze. Pulling back the curtain on the right, Botero adds an
element of drama and intrigue to the scene, suggesting that we are watching
a performance unfold in this tiny private space.

As in the best of Botero's works, The Bathroom, harmoniously synthesizes

a careful palette of repeating colors. The vibrant red of this woman’s shoes
reappears in her painted nails, dangling earring and even the nob of the
bathtub. The pale green wall above the tiles matches the water in her

tub while the yellow liquid in the jar at left is of the same hue as the bath
mat. Color here becomes a unifying and calming compositional device.

This technique is of central importance to Botero, as he has explained,

“l am interested in quiet color, not excited or feverish color. | have always
considered that great art conveys tranquility and, in that sense, | seek that
even in color.” 2 This approach to color differs dramatically from that followed
by the French master Pierre Bonnard, the artist whose work most closely
aligns with Botero’s bathers. Indeed, Botero dedicated a series of bather
paintings to the elder Frenchman. In Bonnard’s The Bathroom, a modern
nude stands in her high heels oblivious to the viewer's voyeuristic gaze much
like Botero's own voluptuous redhead. Yet unlike Botero, Bonnard employs
intense even jarring syncopated colors which activate the surface of the
canvas, creating a decidedly disquieting effect.

While both an homage to art history and perhaps even to Bonnard himself,
The Bathroom is also Botero's catalyst for exploring the principles of color
and form and a testament to his ability to transform the past into a distinctly
modern vision.

1Fernando Botero, quoted in W. Spies, "'I'm the most Colombian of Colombian artists": A Conversation

with Fernando Botero," Fernando Botero: Paintings and Drawings, Munich, Prestel-Verlag, 1992, pp.
165-56.

2 Fernando Botero, quoted in A. M. Escallén, “From the Inside Out: An Interview with Fernando Botero,”
Botero: New Works on Canvas, New York, Rizzoli, 1997, 48.
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PROPERTY FROM THE THOMAS J.KLUTZNIK COLLECTION

35
FERNANDO BOTERO (B.1932)

Mujer a caballo

signed and numbered 'Botero 5/6' (on the base)
bronze

28 x10¥2x 18%2in. (71.1x26.7 x 47 cm.)
Executed in 1994.

Edition five of six.

$300,000-400,000

PROVENANCE:
Marlborough Gallery, New York.
Acquired from the above by the present owner 4 January 1997.
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PROPERTY FROM AMASSACHUSETTS ESTATE

36
FERNANDO BOTERO (B.1932)

Vase with Flowers

signed 'BOTERO' (lower left)

oil on canvas
66%2x59%in.(168.9x150.5cm.)
Painted circa 1960.

$200,000-300,000
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37
ALEJANDRO OBREGON (1920-1992)

Homenaje a Zurbaran

signed 'Obregon’ (lower left), and dated '1962' (on the reverse)
oil on canvas

31x36%2in.(78.7x992.7cm.)

Painted in 1962.

$50,000-70,000

EXHIBITED:

Bogota, Museo Nacional, Alejandro Obregon: Pintor colombiano/Peintre
Colombien, September 1985, p. 91 (illustrated in color). This exhibition also
traveled to Paris, Maison de I'Amerique, November 1985.

This work is accompanied by a certificate of authenticity signed by Diego
Obregon, dated 11 April 2019.
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PROPERTY FROM A DISTINGUISHED COLLECTION

38
FERNANDO BOTERO (B.1932)

Derechazo

signed 'Botero' (lower right)
oil on canvas
71x50in.(180.3x 127 cm.)
Painted in 1984.

$500,000-700,000

PROVENANCE:
Marlborough Gallery, New York.

Anon sale, Christie's, New York, 28 May 1997, lot 45.
Acquired from the above by the present owner.

EXHIBITED:
New York, Marlborough Gallery, Inc., La Corrida: The Bullfight Paintings,
25 April - 25 May, 1985, p. 35, n. 6 (illustrated).

LITERATURE:
E. Leiser, Frankfurter Allgemeine Magazin, Botero's Corrida, July 1985,
p.26 (illustrated in color).

J.M. Caballero Bonald, Botero: The Bullfight, New York, Rizzoli, 1989,
p..58 (illustrated).

E. Sullivan et al., Fernando Botero, Monograph and Catalogue Raisonné,
Paintings 1975-1990, Lausanne, Sylvio Acatos, 2000, p. 354, no. 1984/13
(illustrated).

Francisco de Goya, La muerte del picador,1793.
Private collection, London.

Growing up in Medellin, Botero dreamed of becoming a bullfighter. First
exposed to the centuries-old sport by his uncle, a passionate aficionado

of tauromachy, Botero spent many afternoons in his youth observing the
graceful pases or movements of the matadors at the city's famed Plaza de

la Macarena. Determined to immerse himself in this deeply-rooted tradition,
Botero enrolled in the Escuela de Tauromaquia de la Plaza de Medellin.
While Botero eventually abandoned his childhood dream, choosing instead to
dedicate himself to art, bullfighting has continued to occupy his imagination.
Indeed, from his earliest years in art school in the 1950s up to the present
day, matadors, picadors, banderilleros and bulls have consistently appeared
in Botero's paintings, drawings and sculptures.

In addition to Botero's first-hand knowledge of /a corrida, he is also acutely
aware of its many art historical representations. Goya, Manet and Picasso
are just a few of the artists who have reveled in portraying the sport, often
choosing to render the bloody climactic moment in the encounter between
man and bull. Goya's La muerte del picador (Fig. 1), for example, depicts a
writhing mass of human and animal flesh in which a picador is horned by a
bull while his horse is trampled underfoot.

By contrast, Botero's bullfights often portray the sport as an elegant,
dignified dance between man and beast. In the present work, Botero's
matador deftly handles his muleta, the small red cape, in a specific technique
known as a derechazo, a right-handed pase which brings the powerful bull
close enough to almost graze the body of the matador. The matador’s placid
expression and gracefully raised arm and leg suggest the lithe fluidity of

a ballet dancer rather than the brute force of a man confronting a savage
beast. The bull also appears to hold himself steady in this showdown to
death. Despite having already been pierced by banderillas, the bull stands
upright, seemingly enveloping his dance partner with his formidable hulking
body. While this duo performs in front of a packed crowd of spectators,
represented by the blurred half-moon faces crammed into the stadium,
Botero offers his viewers front row seats to this intimate mortal play between
man and beast.

Derechazo also tackles the formal aspects of painting as a subject in and of
itself. Indeed, Botero has asserted, "In my paintings, | am not interested in
the drama of the corrida but rather in the formal possibilities that this subject
matter offers." ' The corrida, Botero has observed, with its rich pageantry of
color and strong play of lines demarcating the ring from the spectators, is an
ideal subject for exploring the inherent qualities of painting. In Derechazo,
Botero calls our attention to balanced harmonies of color and the repeating
pattern of lines found in the curvature of the stadium, allowing him to break
with the traditional depictions of bullfighting as seen in the work of such
earlier precedents as Goya, and instead to create a distinctly modern vision.

1Fernando Botero, quoted in Botero: La corrida (Madrid: Fundacion Central Hispano, 1997),16.
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ANA MERCEDES HOYOS (1942-2014)

Porcelana y mar

signed and dated 'hoyos 2000’ (right panel, lower right)

oil on canvas

23% x 23%in. (60 x 60 cm.) each; 23% x 47% in. (60 x 120 cm) overall
Painted in 2000.

Diptych.

$60,000-80,000

PROVENANCE:
Private collection, Bogota.

LITERATURE:
A.Kalenberg, Ana Mercedes Hoyos, Retrospective, Bogota, Villegas Editores,
2002, p. 238 (illustrated in color).
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FERNANDO BOTERO (B.1932)

Rape of Europa

signed and dated 'Botero 91' (lower right)
oil on canvas

32 x39%in. (83 x100 cm.)

Painted in 1991.

$400,000-600,000

PROVENANCE:

Fondation Veranneman, Kruishoutem, Belgium.
Anon. sale, Sotheby's New York, 30 May 2007, lot 36.
Acquired from the above by the present owner.

LITERATURE:
C. Fuentes and P. Gribaudo, Botero Women, New York, Rizzoli International
Publications, 2003, p. 122-123, (illustrated; medium is incorrectly described).
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OLGA DE AMARAL (B.1932)

Alguimia XII This work is accompanied by a certificate of authenticity signed by the artist,
signed and titled 'Olga de Amaral, ALQUIMIA No. 12' and inscribed 'ref. 371" and dated 4 December 2018.

(on the verso)

oil on thread, gold leaf and gesso on linen This work is catalogued in the artist's archives with reference number
55x37%in.(139.7x95.9cm.) OA0371.

Executed in 1983.
$80,000-120,000

PROVENANCE:
Galeria La Francia, Medellin.
Acquired from the above by the present owner, 1989.
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FERNANDO DE SZYSZLO (1924-2017)

Travesia lll, Armendariz

signed 'Szyszlo' (lower right), titled and dated "TRAVESIA (111),
ARMENDARIZ/73' (on the reverse)

oil on canvas

58% x 46%in.(148.9x118.4cm.)

Painted in 1973.

$60,000-80,000

PROVENANCE:

Galeria Quintana, Bogota.

Galeria Durban-Segnini, Caracas.

Private collection, New York (acquired from the above).
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FERNANDO BOTERO (B.1932)

Carnival M

signed and dated 'Botero 16' (lower right)
oil on canvas

49%x 39%2in. (126.4 x 100.3 cm.)
Painted in 2016.

$350,000-450,000

PROVENANCE:
Dirimart Gallery, Istanbul, Turkey.
Acquired from the above by the present owner.
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44
TOMAS SANCHEZ (B.1948)

Orilla y cielo gris

signed and dated 'Tomas Sanchez 95' (lower right)
acrylic on canvas

23%2x35%2in.(59.7x90.2 cm.)

Painted in 1995.

$120,000-180,000

PROVENANCE:
Private collection, Miami (acquired directly from the artist).

This work is accompanied by a certificate of authenticity signed by the artist,
dated 14 June 2016.
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45
CLAUDIO BRAVO (1936-2011)

Cascos moto

signed and dated 'CLAUDIO BRAVO, MMIX' (lower right)
oil on canvas

45Y% x 57%in.(114.6 x 146.7 cm.)

Painted in 2009.

$150,000-200,000

PROVENANCE:
Acquired directly from the artist.

The artistin his studio with Her Imperial Majesty, Farah Diba Pahlavi and the present
lot (upper left), Tangier, Morocco, 2010 (video still) © The Estate of Claudio Bravo,
courtesy Marlborough Gallery, New York
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PROPERTY FROM A DISTINGUISHED AMERICAN COLLECTOR

46
RUFINO TAMAYO (1899-1991)

Hombre

signed and dated 'Tamayo O-79' (lower left) titled and dated 'Hombre 1980' (on
the reverse)

acrylic and sand on canvas

51%x 37Vain.(130.2x94.6 cm.)

Painted in 1979.

$200,000-300,000

PROVENANCE:

Marlborough Gallery, New York.

Fernando Botero, New York.

Stichting Fondation, Veranneman, Belgium.

Anon. sale, Christie's, New York, 17 May 1993, lot 45.
Anon. sale, Sotheby's, New York, 15 November 1994, lot 71.
Acquired from the above by the present owner.

EXHIBITED:
New York, Marlborough Gallery, Rufino Tamayo: Recent Paintings, 5 November
-2 December 1981, p. 26, no. 4 (illustrated in color).

Mexico City, Instituto Nacional de Bellas Artes, Rufino Tamayo: 70 afios de
creacion, December 1987 - March 1988, p. 294 (illustrated in color).

Miami, Quintana Gallery, Latin American Masters (Fernando Botero, Claudio
Bravo, Alfredo Castafieda, José Gamarra, Wifredo Lam, Roberto Matta,
Armando Morales, Rufino Tamayo, Joaquin Torres Garcia), May - June 1996,
(illustrated in color).

Los Angeles, California, Los Angeles County Museum of Art, Mexican
Masterpieces from the Bernard and Edith Lewin Collection, 23 November 1997
- 23 February 1998.

LITERATURE:
0. Paz &J. Lassaigne, Rufino Tamayo, New York, Rizzoli, 1982, p. 275, no. 254.
0. Paz&J. Lassaigne, Rufino Tamayo, New York, Rizzoli, 1994, p. 277, no. 254.
We are grateful to art historian Juan Carlos Pereda for his assistance
cataloguing this work.
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ROBERTO MATTA (1911-2002)

Untitled

oil on canvas

100x164%in. (254 x 418.5¢cm.)
Painted in 1969

$150,000-250,000

PROVENANCE:
Malitte Pope Matta.
Acquired from the above by the present owner.

A certificate of authenticity from Germana Matta Ferrari is forthcoming.
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48
OLGA ALBIZU (1924-2005)

Untitled

signed ‘Albizu (lower left), also signed twice 'Albizu," inscribed and dated 'Olga
Albizu1973' (on the reverse)

oil on canvas

40%x30in.(101.9x76.2cm.)

Painted in 1973.

$50,000-70,000

PROVENANCE:
Private collection, San Juan (acquired directly from the artist).
Acquired from the above by the present owner.

“A man does not enter priesthood to become Pope, but because he feels

the religious vocation,” Albizu once reasoned. “A painter becomes a painter
because he feels the urge to paint, not to become a famous artist.”" If fame
once eluded her, Albizu is lately recognized among the great women of
American Abstract Expressionism and may be considered the movement's
most outstanding representative from Puerto Rico. She trained under the
Spanish-born abstractionist Esteban Vicente, in San Juan from 1945 to 1947,
and grew close to him and his second wife, the Puerto Rican intellectual
Maria Teresa Babin. She followed them to New York in 1948, continuing

her studies there under Hans Hofmann, the preeminent teacher of the

New York School, and at the Art Students League. Albizu's arrival came

on the eve of what has been described as a triumphal moment for postwar
American painting, just months after the first exhibitions of Jackson Pollock’s
“drip” paintings and of Willem de Kooning's breakthrough black-and-white
abstractions. Although long occluded from period accounts of Abstract
Expressionism, she evolved an exuberant, painterly practice of abstraction
from the 1950s through the 1970s whose lyricism and chromatic brilliance
mark an entirely original contribution to American and Puerto Rican art
history.

Albizu remains perhaps best-known today as the artist behind the
celebrated album covers produced by Verve and RCA Victor for Stan
Getz, Jodo Gilberto, and many others identified with Brazilian Bossa Nova.
“The association is not accidental,” wrote José Gomez Sicre, curator and
chief of the Visual Arts Section at the Pan American Union, at the time of
her solo show at the PAU in June 1966. “The flat splashes of pure color,
rhythmically distributed across the surfaces, while in no sense a literal
translation of musical ideas, are nonetheless suggestive of syncopation.”?

JRZ1 SRMBA { 5TA0 GETZE CHARLIE BYRD

Stan Getz and Charlie Byrd, Jazz Samba, Verve V-8432,1962,
LP. Cover art by Olga Albizu. Image courtesy of Universal Music
Enterprise, a Division of UMG Recordings, Inc

Albizu's associations with RCA were also of a practical kind: she supported
herself from time to time through secretarial jobs there, and through a
remarkable connection—a friend who worked as assistant to the head of
the record division, who displayed her work in the office—at least ten of her
paintings were chosen for contemporary album covers. Albizu’s financial
and professional struggles as a woman artist were, unsurprisingly, of a
piece with her time; like peers from Carmen Herrera to Joan Mitchell and
Elaine de Kooning, she lacked institutional support and regular exhibition
opportunities. Her aptitude, however, was clear from the beginning.
“Although still a very young painter,” Dore Ashton noted in a review of her
first solo exhibition, at Panoras Gallery in midtown Manhattan, “Miss Albizu
shows considerable range in her handling of singing colors, putting them
together in dense masses composed of heavy but sure strokes...her work has
the mark of promise.”®

The imprimatur of Abstract Expressionism, even in its waning years,
distinguished Albizu’s work from the start in Puerto Rican contexts from
Nuyorican Manhattan to San Juan. With a few exceptions, Puerto Rican
artists embraced an ideologically invested social realism in the 1950s,
elaborated through the print medium—notably, in the work of Rafael Tufifio—
as well as in paintings that explored tropes of national, ethnic, and social
identity. Albizu long disavowed this activist impulse, from her student days
through her New York years, instead positioning her work in classical, and
high modernist, aesthetic terms. “To a certain extent, | believe in art for art's
sake,” she reflected. “I believe in eternal art and eternal values, in Botticelli
and Kandinsky, they will live. | really don’t think an artist today has to give a
political or social interpretation to his work. | suppose it is inevitable that you
are influenced by everything around you. There is a lot of ugliness around and
| want to create beauty—as far as my concept of beauty is concerned. When
I look at Giotto, I'm not interested in his politics or religion. I'm interested in
his art.”

Albizu's late paintings possess a radiant equanimity. Freer in their paint
handling and color arrangements than her earlier works, they resound with a
chromatic intensity whose harmonies rise and fall, richly calibrated through
hue and texture. Made at an often-intimate scale and through gestural and
densely compacted slabs of pigment, they rhapsodize color through an
inside-out layering of surfaces in shallow pictorial space. As Gomez Sicre
recognized, the synaesthetic quality of her painting, in which strokes of color
take on an expressive musicality, yields an internal incandescence and rich
emotional timbre, delivered beautifully in the present Untitled. Here, pure
colors interact dynamically across the surface, the staccato passages of red,
orange, green, blue, and magenta highlighted against a warmly immersive
yellow ground. Albizu used a palette knife to give dimensional depth to her
jagged rectangles of color, laid both in broad applications—in Untitled, mostly
at the center of the canvas—and in smaller taches of pigment, vigorously and
tightly compacted within the image. The all-over flux of colors and shapes

is additive and suggestively syncretic, a mosaic of polyphonic and tactile
values. Albizu described her abstractions as “a dialogue between myself and
my work,” advising, “The art viewer must introduce his own conversation into
that dialogue to complete the circle.”

Abby McEwen, Assistant Professor, University of Maryland, College Park

10lga Albizu, quoted in Bridge Between Islands: Retrospective Works by Six Puerto Rican Artists in New
York, exh. cat. (New York: Henry Street Settlement, 1978), 6.

2 José Gomez Sicre, Olga Albizu of Puerto Rico, June 13 to 28, exh. cat. (Washington, D.C.: Pan American
Union, 1966), n.p.

3 D.A.[Dore Ashton], “Simpson-Middleman Paintings on View,” New York Times, 19 December 1956.
4 Albizu, quoted in Robert Friedman, “City Side,” San Juan Star, 25 November 1969.

5 Albizu, quoted in Carolyn Lewis, “Puerto Rican Sculptor: Making Machines into Humans,” Washington
Post, Times Herald, 15 June 1966.
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ESTATE OF MARY AND BRUCE GOODMAN

49
JESUS RAFAEL SOTO (1923-2005)

Curba libre

signed, dated and titled 'Soto, 1970, CURBA LIBRE' (on the verso)
acrylic on wood with painted metal rods

24 x 277 x9in. (60.9x70.8x22.9cm.)

Executed in 1970. Unique.

$80,000-120,000

PROVENANCE:

Marlborough Gallery, New York,
Hokin Gallery, Chicago.
Acquired from the above (1977).


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0049}

..vnf.n

1/

|

107



50
CARLOS CRUZ-DIEZ (B.1923)

Physichromie no. 458

signed, dated and titled 'PHYSICHROMIE No.
458, CRUZ-DIEZ, PARIS, MAI 1969’ (on the verso)
acrylic, painted PVC and acrylic strips on wood in
metal frame

24 x 472 x2Y2in.(60.9x120.7 x 6.4 cm.)
Executed in 1969.

$250,000-350,000

PROVENANCE:
Galerie Denise René, Paris.
Private collection, Miami.
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CILDO MEIRELES (B.1948)

Metros I 9B

signed, dated and inscribed 'Cildo Meireles, METROS II, 9B, 1977,1993" (on
the verso)

carpenter ruler assemblage with acrylic and paper collage on canvas

20% x20%x1in.(51.6 x51.6 x2.5¢cm.)

Executed in 1977-1993.

$120,000-180,000

PROVENANCE:
Galeria Luisa Strina, Sdo Paulo.

Acquired from the above.

Anon. sale, Christie's, New York, 20 November 2012, lot 77.
Acquired from the above sale by the present owner.

One of the foremost figures of Brazilian conceptualism, Cildo Meireles was
born in Rio de Janeiro in 1948, and during his youth resided in the interior

of the country, Goidnia, Belém and Brasilia, where he began to train as an
artist in 1963. In 1967 he returned to Rio where he continued his studies but
also produced his early series of works on virtual spaces based on Euclidean
spatial models, Espagos Virtuais: Cantos (1967-68).

Meireles formed part of the group of artists who worked in the direction of
conceptualism in the late 60s and early seventies, notably Antonio Manuel,
Rubens Gerchman, Artur Barrio, and Antonio Dias, who were making a
significant mark in the Brazilian scene with dissident work in the context

of an increasingly repressive military dictatorship, which, in 1968, decreed
the Ato Institucional No. 5 (Al-5) that among other things, imposed a severe
censorship of the press, media and cultural manifestations, including music
and art. This turn of events increased the critical stance of artists towards
the repressive regime for whom conceptualist strategies became a useful
tool in channeling their political and ideological critiques. Meireles' early
spatial concerns progressively shifted towards an engagement with circuits,
and flows, of information and capital. In 1970, Meireles produced a series

of works that precisely relied on the insertion within different circuits,

the circulation of the press, of commodities, and of money: Inser¢ées

em Circuitos Ideoldgicos: Projeto Coca-Cola, and Inser¢des em Circuitos
Ideoldgicos: Projeto Cédula. That same year (1970) Meireles participated
alongside Artur Barrio and Hélio Oiticica in the landmark exhibition
Information at the Museum of Modern Art in New York with these two works.

However, Meireles' initial spatial concerns often intersected with the political,
as in his 1969 Inser¢6es em Jornais where he occupied space with his name
under the word AREA in the classified ads of a newspaper. In the context

of the conditions of censorship at the time, this occupation of space in the
press was a political gesture. Ideas of space, scale, and measurement have
been since explored throughout his entire production, taking on different
connotations, many of which resulted in spatial experiences that highlighted
the political tensions that are the subtext for many of his works.

In 1992, for his participation in Documenta IX, Meireles produced a large-
scale installation made up of rulers and clocks, Fontes (1992-2008) in which
he engaged in a rethinking of the concept of measurement and its relation

to the social body. The altered units in the rulers and the dropped numbers
from the clocks that lay on the floor, conveyed a desire to resist the measure.
This installation generated a series of works made with rulers, of which
Metros Il 9B forms part. Here, rather than the modification of the units of
measurement, there is a picture plane formed by the superimposition of the
yardsticks that becomes a painterly space, where the measurements are
progressively erased by yellow paint, of the same hue as that of the rulers.
This painted surface, in which the numbers are partially veiled, is interrupted
by a piece of paper painted with a thick coat of yellow paint that suggests a
hole emerging from this plane of rulers, a disruption that speaks of the desire
for the subjective to transcend the mold prescribed by the norm. Like many
of the works from this series, this work relativizes the concept of the measure
vis a vis the perception of the individual subject, and underscores the tension
between the subjective and real that articulates Meireles' entire oeuvre.

Julieta Gonzalez, curator
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ATE COLLECTION

S ALFONZO (1950-1991)

Water Seeds

signed 'ALFONZO' (right panel, lower right), also signed, titled
and dated 'ALFONZO, WATER SEEDS, 1988-89' (center and right
panels, on the reverse)

oil on canvas

56% x 807 in. (143.2 x 205.4 cm.) each panel, 56% x 242% in.
(143.2x616.3 cm.) overall

Painted in 1988-89.

$100,000-150,000

PROVENANCE:
Acquired directly from the artist.
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“My works are language links and barriers and straight continuity of my daily
life,” Alfonzo once reflected. “It could happen that thoughts, diverse feelings
and also death may end or start with them. The fact of not comprehending
them totally would not make me feel uncomfortable but as part of lifetime
revelations they provide the magic to understand God and the universe.”

At the forefront of the Miami generation in the 1980s, Alfonzo tapped the
cultural mythos of Cuban America in paintings that scour the depths of
human suffering and mortality. The outstanding artist of the “Marielitos,”

he came to prominence within a broadly defined diasporic generation that
included Ana Mendieta, Maria Brito, and César Trasobares, among others.
Working in an allusive, expressionist idiom grounded in his experience of
exile and subsequently of the AIDS epidemic, he developed a rich symbology
gleaned from differing belief systems—Catholicism, Afro-Cuban Santeria,
the occult Rosicrucian order—and diffused through syncretic allegories of
time and place.

Alfonzo's practice took an introspective and self-consciously spiritual turn

in the late 1980s, the lyrical dramaturgy of his painting conjuring mysteries
of body and soul. Rendered in increasingly resonant and metamorphic

color, these canvases—notably, the pendant paintings Paradiso and God
(Turned Backwards) and the monumental In Flesh and In Spirit, all from
1988—cogitate over material and mystical transformations, their energy vital
and apocalyptic. “As he approaches the '90s,” observed Giulio V. Blanc, the
foremost critic of the Miami generation, “Alfonzo is attempting to pare down
his baroque excesses. Fewer elements are present in the compositions and
an interest in color and its lack of subordination to line is more evident than
ever. While the example of the abstract expressionists has contributed to
this, Alfonzo points to fauvism and to Matisse’s life-long struggle to balance
color and line as sources.”> Acknowledged sources also include Jackson
Pollock and Willem de Kooning, whose work Alfonzo first saw in New York, in
1982, at the Museum of Modern Art and Solomon R. Guggenheim Museum;
he doubtless would have seen Vasily Kandinsky's swirling abstractions at
the Guggenheim, paintings whose cosmic dynamism set a bar for his own.
The brilliant, rhapsodic color of Water Seeds pulses with a similarly explosive
energy, spiraling in kaleidoscopic whorls of pigment that evoke the powerful
current of the Gulf Stream, flowing between Miami and Havana.

Alfonzo referenced the tropics throughout the decade, prominently in

the ceramic-tile mural Ceremony of the Tropics (Santa Clara Metrorail
Station, 1986) and in the painting Gulfstream (1988), among the numinous
landscapes that he found “to be a source of inspiration,” his friend César
Trasobares recalled. “The sea was an especially significant image, an
unavoidable and obsessive public subject for many artists growing up on
islands." In his only commission for a private collector—the present Water
Seeds, "he pursued the theme of the sea and the sun, an appropriate subject
for a home situated on an island, at the edge of the tropical ocean currents.
In this complex, colorful work, he celebrates the meeting of water and sand
and the transformation of the tide and the sky. Installed between windows,
high on the walls of the formal living room, the complex landscape alludes to
external forces: changing weather, meteorological shifting, and atmospheric
evaporation.”®

This maritime metaphor permeates Water Seeds, wending through a rich and
intimate iconography adapted from Afro-Cuban and Rosicrucian sources. A
riveting, emotional image of spirituality and suffering, the painting renders
the pathos of the body—punctured and in pieces—against the undulating
violence of the seashore, teeming with the occult. A Santeria charm against
evil, the dagger-pierced tongue wards off gossip as well as the insidious and
multiple evil eyes scattered across the triptych; an oversized teardrop falls
from the all-seeing eye at the top of the right panel, an allusion to “drops of
semen, blood, and rain.” Floating hollow cubes, in the left and center panels,
stand for “creation and perfection,” their geometry countered by coiled
vortices, virile bodily forms, and bloodied hands (suggestively of the martyred
Christ).* "It is like a return to the initial seed, like the internal movement of

a shell,” Alfonzo remarked of the recurrent spirals—"a driving force for the
body which gyrates in its own anguish”—seen in his late paintings. “So the
spiral, which is an element which | have used a lot, becomes a part of my
body, of the human body in the picture.” Apropos of his illness, he continued,
“There are things in our lives which cannot be understood, but there are also
things which occur instantaneously: like a whiplash. All | can say, and this

is a very subjective comment, is that there is a kind of enormous need to
fight with the problem in a different way, above all in a creative way. Feelings
are something so destructive that it is necessary to transform them into
something permanent, which cannot be destroyed by any plague.”®

“| am interested in a poetic, mysterious quality even though there are
specific themes | ‘unwind,” Alfonzo stated at the end of his career. “I'm trying
to communicate a sense of life's mystery. At the same time | struggle to
understand my own place in what | sense is a great unknown. | try through
my visual language to suggest the presence of mystical forces that surround
us and are part of us. And my own personal feelings, no matter how they
may be interpreted in my work, guide me as an artist. | myself am trying to
come to terms with human existence—with life, death, fate, and solitude. So
| naturally feel these are the concerns in my work.”® Across its three panels,
Water Seeds sows an aqueous iconography of germination, describing a
seedbed of visual and spiritual metamorphosis not inconceivably Alfonzo's
own: “a true artist,” reads his gravestone, “lives in a sunken ship asphyxiated.”

Abby McEwen, Assistant Professor, University of Maryland, College Park

1Carlos Alfonzo, quoted in The Art of Miami, exh. cat. (Winston-Salem: Southeastern Center for
Contemporary Art, 1985), n.p.

2 Giulio V. Blanc, “The Enigmatic Carlos Alfonzo: Beyond the ‘New Hispanic Art,” Arts Magazine 64
(October 1989): 14.

3 Alfonzo, quoted in César Trasobares, “Public Voices and Private Transcendence,” in Carlos Alfonzo:
Triumph of the Spirit, A Survey, 1975-1991, ed. Olga Viso, exh. cat. (Miami: Miami Art Museum of Dade
County, 1997),140-41.

4 Blanc, “Excerpts from Notes and Essays on Carlos Alfonzo," in Carlos Alfonzo, 60.

5 Alfonzo, quoted in Juan Espinosa Almoddvar, “Conversation with Alfonzo,” Art Nexus no. 4 (April-June
1992): 213.

6 Alfonzo, quoted in Julia P. Herzberg, “Conversations with Carlos Alfonzo,” in Carlos Alfonzo, 129.
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ARNALDO ROCHE RABELL (1955-2018)

Essence
oil on canvas
84Y2x60%in.(214.6 x 153 cm.)

$40,000-60,000

PROVENANCE:
Lisa Sette Gallery, Scottsdale, Arizona.

Acquired from the above by the present owner (February 1991).

ARTnews named Roche Rabell one of ten artists to watch at the start of the
1990s, describing his “lushly textured surfaces” as “defiantly passionate
and personal,” reflective of “a scrupulous attempt to reconcile a divided
sense of cultural and personal identity.”" Roche had left San Juan to study
at the School of the Art Institute of Chicago in 1979, and he stayed through
the following decade, working from a West Side studio. Influenced by the
rambunctious representational work of the Chicago Imagists, in particular
Ray Yoshida and Richard Keane, he emerged within the broader international
context of Neo-Expressionism, whose fraught subjectivity and intense,
painterly gesture burst upon the scene in the early 1980s. His early, iconic
self-portraits bear the imprint of Puerto Rico’s postcolonial history as well
as his own religious feeling and self-referential mythologies, projecting an
at times antagonized political and existential identity. This psychic tension
is literalized in the physical process and technique of his painting, which
incorporated elements of frottage, in which rubbings are taken from objects
and human bodies, and multiple monotypes, often printed with leaves and
lace. "My painting becomes a living ritual,” Roche once reflected. “It is worth
mentioning that | have an obsession for life and for denying death, that my
actions have a degree of rawness to activate the inanimate and to contain
that which has life.... | couldn’t be more aware of the concept of change
from life to death, that when | play with figuration, the ‘rubbing,” it becomes
an experiment to get the material to show itself.”?

In his intricately montaged and metaphorical self-portraits of the late
1980s, Roche projected the complexity of Puerto Rican identity, painting
and imprinting himself in a material process of becoming. As in We Have to
Dream in Blue (1986) and The Spirit of the Titan (1989), Essence renders the
artist’s face at a heroic scale, his features inscribed within a richly textured,
all-over pattern of shimmering foliage. An arrangement of iridescent fronds
equally composes and camouflages his face, the ferns an allusion to the
tropical flora native to the Caribbean. The painting’s sensuous surface,
made by meticulous impressions of painted leaves—sometimes the same
specimens used several times—suggestively conflates the human and the
botanical, its hybridity mirrored in the monotype medium itself, a fusion

of painting and printmaking. Dark, watchful eyes peer out from behind
dense layers of vegetation; pensive and brooding, they seem to question
the essence of what makes one human and, moreover, Puerto Rican, their
Neo-Expressionist and postcolonial subjectivity embedded in the physical
properties of the medium. "At one time what motivated me to elaborate the
self-portraits was a search for the forms and ways to enlarge my perception
of myself and of life,” Roche recalled. “These are images that reconcile
themselves with the world; consciously and subconsciously they are like the
manifestation of a sixth sense, a final reality.”®

Abby McEwen, Assistant Professor, University of Maryland, College Park

1Garrett Holg, “Ten for the ‘90s: Chicago, Arnaldo Roche Rabell,” ARThews 89, no. 4 (April 1990): 150.

2 Arnaldo Roche Rabell, quoted in Federica Palomero, “Arnaldo Roche Rabell,” Art Nexus 29 (August-
October 1998).

3 bid.
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ROBERTO OBREGON (1946-2003)

SDC

each numbered (on the recto) and titled 'SDC' and numbered again (on the
verso)

cut rubber

16 elements:

largest measuring 17 x 24 in. (43.2x 60.9 cm.)

smallest measuring 135/8 x 14%ain. (34.6 x 36.2 cm.)

dimensions variable when installed

Executed circa1995.16 in one lot.

$70,000-90,000

PROVENANCE:
Private collection, Caracas.

Anon. sale, Christie's, New York, 21 November 2000, lot 59.
Anon. sale, Christie's, New York, 21 November 2012, lot 262.
Acquired from the above sale by the present owner.

“No one shows dismembered or dead flowers,” Obregon acknowledged,
musing on his unprecedented, if cynically idiosyncratic place within the
genre of flower paintings. A hallmark of seventeenth- and eighteenth-
century Dutch painting, flower still lifes exemplified the northern tradition
of meticulous naturalism, shaped by period interests in botanical science
and imbued with moralizing meaning. Extravagant and often exotic, the
Netherlandish blooms signaled beauty as well as brevity, reminding a
Calvinist public of the sin of vanity and the transience of life. In reprising this
genre, famed for its artful and symbolic illusionism, Obregon systematically
deconstructed its subject, analyzing the flower—always the rose—through
a conceptual process of photography and dissection that began in 1974.
His signature series, the myriad “dissections” encompassed a range of
media from watercolor and collage to large-scale rubber silhouettes, as
installed at the Venice Biennale in 1997. A pioneering figure of Venezuelan
conceptualism, Obregdn resisted “any attempt to classify what | am and
what | do, to the point that | refuse to qualify my work as art,” declaring, “I
have enough suspicions about the significance of art."!

Trained in graphic design and illustration, Obregon stopped painting in 1974,
turning instead to photography as he began to document the lifecycle of
flowers from the opening of their buds to their full blossoming and gradual
decay. “A year ago after great thought, | attempted to paint flowers,” Obregdn
recalled in 1975. “The result was not pleasing and so | decided to study them
closer up. | discovered that every flower is unique. Each of its components

is different in form and number. ... First | decided upon a certain flower; it
was a pink rose, nearly closed, which | began photographing from the time it
was opening until it died. This work lasted one week. During this time | took
pictures of it every day until | gathered 24, which represented 24 hours, and
therefore, a day. . .. Meanwhile it occurred to me to dissect another rose. |
numbered each one of its petals as | removed them. | wished to reproduce
this flower on paper and to that end | tried a variety of possibilities."?

Obregon distanced himself from this early naturalism beginning in 1983,
fashioning rose petals from black plastic bags for a mural installation and
subsequently working with new media, including rubber and linoleum. “This
was a significant turning point,” curator Tahia Rivero remarks, “a transition
that heralded a new depth of reflection and maturity in his work. The petals
he was now producing had come a long way from their original form; these

were abstract and emblematic, and his clear and methodical arrangements
achieved a level of symbolic expression that was far removed from the earlier
realism of his watercolors and from actual dissections.” Indeed, the material
transformation from dried, cut-flower specimens to synthetic silhouettes
signaled a conceptual shift in Obregdn’s practice as he plumbed the darker
side of the rose, turning the vanitas theme into corporeal allegory. “The
process involved in the dissections expresses a relationship between the
scientific study of the human body and the body of a flower,” Rivero explains.
“This comparison, based on similarities between the structure of a flower
and the human anatomy, is something the artist emphasizes, pointing to

the similarly unique nature of every human being and every rose.” In the
present work, oversized black petals, hand-cut from rubber and numbered
one through sixteen, suggest an ominous memento mori. Their sequential
order introduces elements of time and measurement into a psychological
narrative, meditating on anatomical sameness and difference, both botanical
and suggestively human.

“It is a tremendously hackneyed symbol,” Obregdn conceded of the rose,
acknowledging both its well-worn associations—with love and marriage,
secrecy and sacrifice—and its more potent symbolism, registered in his work,
of the “passage between life and death.” Rendered in monochromatic black,
the rose became “a kind of funerary offering,” a meditation on the mystery of
death, “that sacred passage, origin of all religions.” Obregon’s morphology
of the rose broached morbidity, poignantly in the installation Rosa enferma
(1993), an allegory of AIDS; in the Masada series, he referenced the ancient
Roman siege of Masada, in present-day Israel, and the collective suicide of
the Jewish rebels—an event recalled by the Jonestown murder-massacre,

in Guyana, in 1978. In the wake of psychotic episodes in 1994 and 1996,
Obregon struggled himself with suicidal thoughts and depression, his
iliness imparting an intense subjectivity to his works from this period. “For
Roberto Obregon, the world exists in the form of a flower and the symbols it
embodies,” Rivero concludes. “"Each petal contains a tribute to florescence,
beauty, and exuberance, as well as to the death throes of a drowsy, peaceful
demise. We could say that Obregdn takes refuge in art in order to transform
the commonplace, to find the freedom to express himself in every gesture of
his life entirely on his own terms."®

Abby McEwen, Assistant Professor, University of Maryland, College Park

1Roberto Obregon, quoted in Margarita D’Amico, “Las flores de Roberto Obregdn,” in CCS- 10: guia de
estudio, arte venezolano actual, 43, exh. cat. (Caracas: Fundacion Galeria de Arte Nacional, 1993).

2 Obregdn, quoted in Lourdes Blanco, Cincoincidentes, exh. cat. (Barquisimeto: Museo de Barquisimeto,
1984), in Susana Benko, “Roberto Obregdn: The Reckoning of an Unveiled Rose,” Art Nexus 28 (May-July
1998).

3 Tahia Rivero, “Roberto Obregén: The World in the Form of a Flower,” in Contingent Beauty:
Contemporary Art from Latin America, ed. Mari Carmen Ramirez, exh. cat. (Houston: Museum of Fine Arts,
2015),159.

4 Obregon, quoted in Aurora Blyde, “Roberto Obregodn: entrevista, para hacerle ofrendas a la muerte,” in
CCS-10.

5 Rivero, “Roberto Obregon,” 161.
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LEON FERRARI (1920-2013)

Planeta

stainless wire
32%2in.(82.6 cm.) diameter
Executed in 2004. Unique.

$120,000-180,000

PROVENANCE:
Acquired directly from the artist.

This work is accompanied by a certificate of authenticity from the Fundacion
Augusto y Leon Ferrari Arte y Acervo, signed by Julieta Adriana Zamorano,
dated 28 March 2019.

“To think that art is exempt from ethics and, because it is art, it cannot be
incriminated or censured,” observed Padre Guillermo Marco, “you would have
to live on Mars."! Ferrari long antagonized the Catholic Church, beginning
with his infamous and oft-censored sculpture Western Civilization and
Christianity (1965), which depicted a nearly life-sized Christ crucified on

an American fighter plane. The controversy over his retrospective at the
Recoleta Cultural Center (Buenos Aires, 2004), to which Marcé directed

his rebuke, marked a later point of inflection: to the Church, Ferrari's art

was blasphemous and un-patriotic, literally out of touch with the world;

for Ferrari, art had always been a praxis of ethics, addressing among other
concerns the Church’s complicity with Argentina’s military dictatorship. In
this light, the present wire sculpture, which recalls an earlier Planeta (1979)
now at New York's Museum of Modern Art, suggestively reconstitutes
Ferrari's planetary conscience, pondering anew the meaning of the world and
of our existence upon it.

Ferrari worked principally in sculpture, in ceramic and cement as well as
with wire and wood, from the mid-1950s through the early 1960s. “History
is embedded in these metal works,” curator Andrea Giunta has observed

of his early wire sculptures. “The circular outlines of Gagarin, for example,
may replicate the orbits of a rocket around Earth, or the appearance of the
Russian astronaut Yuri Gagarin in a spacesuit. The work then captures a
historical moment: the confrontation between two superpowers, mediated
through the conquest of space—a chapter in the Cold War. Ferrari’s delicate
patterns of wires crossing in air are not just lines; they have titles like
Gagarin, or A un largo lagarto verto verde (To a long green lizard), a quotation
from the Cuban poet Nicolas Guillén, expressing the hope represented by
that island in the story of postwar colonialism. The titles help us to reimagine
the hidden contexts of the works’ shapes, the cultural issues to which their
swerving and turning lines refer."?

At the beginning of his exile in Brazil, in late 1976, Ferrari began again to
weld wire, reprising his earlier metal sculptures and relating them to his
contemporary Letraset drawings and Heliografias series. Notable among

his wire sculptures from this period are the Berimbau (“artifacts for drawing
sounds”), comprised of stainless-steel rods that could be played like musical
instruments, and the monumental Planeta, a spherical bundle of wires so
immense that a gallery had to break down a door to move it into the space.
Writing on the occasion of Ferrari’s exhibition at S&o Paulo’s Pinacoteca do
Estado in 1978, critic Aracy Amaral described these works as “suspended
nuclei in contained spaces, the infinite imprisoned in prisms, in vertical

writing three decades later, “the sculptures are models of absurdity, figures
for how very crazy the world was and is. . .. They developed through a logic
of accumulation, repetition, and juxtaposition, manifesting density through
strips of iron rather than signs or letters. Despite their abstraction, for Ferrari
these sculptures were representations, tools for visualizing impossible
dwellings, cages, enclosures, labyrinths.™

The subtle dissidence of these works is conveyed through their densely
entangled structures, veritable cages rendered in metaphorical, as well

as deeply personal and exilic terms. Ferrari addressed these works to “the
birds who long for that instant of happiness that is never repeated and

never equaled, when the wind breaks the cage open, allowing them to

enter into that open cage, feign the tears that the years have dissolved and
escape like they did that other time, to escape, and escape again. Or, the
comfort that those for whom the cage is ever-present in nightmares will
feel, the hope inspired by flexible bars that give way with this slightest effort,
that separate and open like a seduced woman, hard, but submissive and
complacent, transformed from a jail-keeper into an accomplice in freedom.”®
Ferrari resettled in Argentina in 1991 and, over the remainder of his career,
broadened his longstanding critiques of the Church and Argentina’s military
regime, interrogating art (history), language, and power in mixed-media
objects and collage.

Ferrari returned to wire sculpture beginning in 2004, developing new series—
Spirals, Shines, and Ties with Wire—that encompassed coiled spheres, like
the present Planeta, in addition to boxes, nets, and foam. A recurring motif in
his work, spirals formed Mobius-strip highways, as in the diazotype Southern
Highway (1982), and gave shape to stainless-steel “planets” that evoke the
possibility of another world altogether. “It would be so wonderful to make a
kind of mappa mundi, a globe of some imaginary planet, ‘the planet where

| don't live,” a totally drawn sphere,” Ferrari wrote in an early notebook. “It
could be made of solid iron, welded and painted.”® Planeta elegantly distills
the utopian premise of Ferrari's imagined planet, its open volume of scribbled
wires a cosmic tabula rasa, the beginnings of a new world. Flexible and
kinetic, luminous and yet no more legible than his written drawings, Planeta
meditates on the relationship between transparency and accountability

and the reciprocal responsibilities that underpin civil society. “It is precisely
because Ferrari lives on this earth, watching those who appear fascinated
with other worlds, those whose passion for other orders can begin to
hypnotise them,” concludes sociologist Vikki Bell, “that he has employed his
art as ethics, as a practice of freedom, to critique the modes of thinking and
of being that are enfolded into quotidian life."”

Abby McEwen, Assistant Professor, University of Maryland, College Park

1Padre Guillermo Marcd, quoted in Vikki Bell, “Writing to the General, and Other Aesthetic Strategies of
Critique: The Art of Leon Ferrari as a Practice of Freedom,” Journal of Latin American Cultural Studies 21,
no. 2 (June 2012): 277.

2 Andrea Giunta, “Leodn Ferrari: A Language Rhapsody,” in Tangled Alphabets: Ledn Ferrariand Mira
Schendel, ed. Luis Pérez-Oramas (New York: The Museum of Modern Art, 2009), 49.

3 Aracy Amaral, “Ledn Ferrari: The Sao Paulo Years (1976 - ¢.1984)," in Ledn Ferrari: Retrospectiva, Obras
1954-2004 (Buenos Aires: Centro Cultural Recoleta, 2004), 357.

4 Luis Pérez-Oramas, Tangled Alphabets, 35-6.

5 Ferrari, “Berimbau” [Flasharte no.1,1979], in Ledn Ferrari, 401.

6 Ferrari, Notebook 1,1962-63, quoted in Pérez-Oramas, Tangled Alphabets, 23.
7 Bell, “Writing to the General,” 277.


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0055}




56
GUILLERMO KUITCA (B.1961)

Idea de una pasion

signed, dated and titled 'Kuitca, 1992, IDEA DE
UNA PASION' (on the reverse)

acrylic on canvas

49% x78in.(125x198 cm.)

Painted in 1992.

$80,000-120,000

PROVENANCE:
Sperone Westwater, New York.
Acquired from the above by the present owner.
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LEON FERRARI (1920-2013)

Gratfismos, flores y mariposas

signed 'ledn ferrari 98’ (lower right) also signed, dated and titled ‘grafismos,
flores y mariposas, ledn ferrari, 1998’ (on the reverse)

ink, charcoal, fabric flowers and plastic butterflies on canvas

70% x 58%in.(179.7x149.2cm.)

Painted in 1998.

$80,000-120,000

PROVENANCE:

Acquired directly from the artist (2004).

This work is accompanied by a certificate of authenticity from the Fundacion
Augusto y Leon Ferrari Arte y Acervo, signed by Julieta Adriana Zamorano,
dated 26 March 2019.
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ARTURO HERRERA (B.1959)

Untitled (Double Castle/Purple)
collage and acrylic on paper
65x96in.(165.1x243.8cm.)
Executed in 2005.

$150,000-200,000

PROVENANCE:

Sikkema Jenkins & Co., New York.

Private collection, Miami.

Anon. sale, Sotheby's, New York, 23 May 2012, lot 49.
Acquired from the above sale by the present owner.

“The experience of looking at any artwork is both conceptual and formal at
the same time,” Herrera once reflected. “The formal aspect allows you to get
into the conceptual mode, to be able to perceive and understand it. I'm more
interested in suggesting than enforcing it.” Herrera’s iconic mixed-media
collages cultivate such speculative observation, their surfaces delightfully
and disorientingly resistant to any definitive, or totalizing, meaning. “My work
actually tries to discourage a specific message,” he continued. “It tries to
free a place up, to clarify through ambiguity. | use strategies of design and
placement to enable the viewer to access the image. In other words, it's a
bridge, but it is paved with the viewer's own references and associations.”
Citing Disney cartoons and comic books, Neo-Dada assemblages and
Minimalist grids, his works occupy a canny, postmodern space between
abstraction and figuration. “In Berlin now, | am working mostly with
abstraction,” he acknowledged, in 2005, while asking, “Is it possible to have
the same kind of impact with nonfigurative images as with images taken
from popular culture?”

Herrera's collages date to his early years in New York, in the late 1980s,
when he first foraged among the detritus of twentieth-century visual culture.
“Secondhand shops like the Salvation Army and Goodwill as well as used
bookstores and Dollar Days shops were my only sources for paper then,”

he recalls. “The chaotic variety of what they had was staggering. | bought
old travel guides, fairy tales, how-to manuals, magazines, graphic novels,
art history plates, illustration and decoration annuals, and foreign-language
phrase books. The cheapest items were children’s tales and coloring books
that were scribbled or half-colored. Cutting these ‘sale bin" books produced
the most surprising and challenging fragments filled with abstract and
surrealistic references while maintaining a lingering connection to their
origins.”? Among Herrera’s best-known and most recognizable sources
today are Walt Disney characters, from Snow White and the Seven Dwarfs
to Mickey Mouse and company. The present work, part of the Castle series,
evokes the familiar architecture of Cinderella’s castle, the quintessential
symbol of Disney magic (and corporate branding).

Yet the very ubiquity of these images—inseparable from their appeal—
introduces creative challenges, as Herrera recognizes. “Can | make
something so clear ambiguous? Can | uproot it? In which ways is the

baggage that we bring to the new image relevant to the vivid recollections
within our cultural context?” He concludes, "l am attracted to juxtaposing
invented images and readymade images without establishing explicit
relations between elements.” To wit, the transformation, and estrangement,
of ready-made kitsch and popular culture happens in his practice through
processes of splicing, duplication, reversal, and juxtaposition. “One of the
most essential tools in the studio is an X-acto knife,” Herrera explains. “The
X-acto knife cuts everything into little bits, fragments that | then use to
create new images. These are like little bits of modernism all around me.
And the fragments have this hopeful connection to some ideal from before.
Dislocating and destroying elements results in a hybrid that recalls and at
the same time undercuts its origins. My fragmentation provides another
view of the contamination or impurity of modernism.” In the present Untitled,
hand-cut scrawls of ocher and white paper delineate a defamiliarized scene,
its subjects—castle tower, dwarf’s hat, puffy clouds—deconstructed to

near illegibility. “There is a touching uncertainty about fragments,” Herrera
acknowledges. “Fragmentation in my case deals with the fact that the image
has a connection to the past, with multiple and contradictory meanings.
What I'm trying to do is create a powerful image, a solid structure, out of
fragments.”®

To the degree that Herrera's fragmented collages render their subjects
indecipherable, they self-consciously mine the history of modernist
abstraction, from Cubist papiers collés to American Action Painting.
Web-like, calligraphic skeins of pasted paper overlay a flat-patterned
magenta-purple ground in Untitled, at once recalling the allover, optical
effects of Jackson Pollock’s dripped paintings in which line becomes fully
autonomous, no longer tasked with description or representation. Yet
Herrera’s calligraphic silhouettes are meticulously cut—not improvised—and
explicitly, if elliptically, sourced in the iconography of Disney, fully entangled
in its fairy-tale revisionism and manufactured nostalgia. “Disney avoids
direct involvement with fairy tales as a way to deal with our fears and social/
cultural codes,” Herrera observes. “But the little we do see still resonates in
our minds, confronting our anxieties and desires. Abstraction equally taps
into a nonobjective system to propose other realities. The combination of
both languages confronts the history of each individual through metaphor
and memory.” The Castle series cleverly plies the psychology of subliminal
messaging and associative memory, its discontinuous and recombinant
forms mediated by high and low culture, cut-out absences and collective
memory.

Abby McEwen, Assistant Professor, University of Maryland, College Park

1 Arturo Herrera, quoted in Josiah McElheny, "Arturo Herrera,” BOMB 93 (Fall 2005): 70, 74.

2 Herrera, quoted in Roxana Marcoci, “Arturo Herrera,” in Comic Abstraction: Image Breaking, Image
Making (New York: Museum of Modern Art, 2007), 64.

3 Herrera, quoted in McElheny, “Arturo Herrera,” 71, 73.
4 Herrera, quoted in Marcoci, “Arturo Herrera,” 66.
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MANUEL MENDIVE (B.1944)

Aguas profundas

signed and dated 'Mendive 1994' (lower right)
oil on canvas

1M1% x106%in. (284 x 270 cm.)

Painted in 1994.

$60,000-80,000

PROVENANCE:
Acquired directly from the artist at the VI Havana Biennial, 1997.
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- ' TOMAS SANCHEZ (B.1948)

Basurero verde para falsos ecologistas

signed and dated 'Tomas Sanchez 96' (lower right), signed and dated
again and titled 'Tomas Sanchez BASURERO VERDE PARA FALSOS
ECOLOGISTAS 1996' (on the reverse)

acrylic on canvas

42% x 58Y8in.(107.7 x 147.7 cm.)

Painted in 1996.

$120,000-180,000

PROVENANCE:
George Nader Latin American Art, Santo Domingo, Dominican Republic.
Acquired from the above by the present owner.

Known for his meticulously painted landscapes, Tomas Sanchez has been
interpreted as a follower of artists like Andrew Wyeth and other hyperrealist
landscape painters of the 1970s working in the United States. He became

an acknowledged figure in Cuba in the early 1980s, seen as part of a group
of artists who were helping to revive the genre of landscape in a new

and unequivocal way. Despite a shift in aesthetics on the island towards
conceptual art throughout the 1980s, he was recognized as an important
figure whose work signified a kind of “return to order” and a new appreciation
for realist work after a fractious artistic decade.

By the early 1990s, Sanchez had begun to work on the subject of garbage
and landscapes encumbered by the leftovers of humanity. Colossal-scaled
works, they evoke the continuous, endless cycle of consumption that
characterizes humanity, particularly in the developed world, and how its
leftovers become the eventual landscape of the developing world. Green,
almost as though made of living materials, the landscape is unexpected and
seemingly contradictory. Sanchez seems to offer a question through his
enigmatic work. The verdant hue of the hills seems to hide the “garbage”
beneath a veneer of green life. Is it Eden lost? And what is a false ecologist?
It would seem, at least, to imply a version of empty rhetoric, a hellish version
of paradise. Layers of discarded objects create a vision of gently rolling “hills.”
In discussing Sanchez's garbage works, Gabriel Garcia Marquez stated:
“Even in the garbage dumps of large cities, the carcasses of automobiles
mangled on the highway acquire a new character through the magic of what
he calls, with complete exactitude, the slow dissolution of polluting objects . .
. a place where the world's trash recovers the dignity of its usefulness.”

Rocio Aranda-Alvarado, independent curator

1 Gabriel Garcia Marquez, Tomds Sénchez [tomassanchez.net, accessed 25 September 2014].
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ROBERTO FABELO (B.1950)

Volutas

signed, dated and titled 'Fabelo, 2015, Volutas' (lower right),
also signed, dated and titled twice 'Fabelo, "Volutas" 2015'
(on the reverse)

oil on canvas

83Y2x1101in.(212x279.4cm.)

Painted in 2015.

$150,000-200,000

PROVENANCE:
Acquired directly from the artist.
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MANUEL MENDIVE (B.1944)
La palmay Chango

signed 'Mendive' (lower center)
acrylic on canvas with shaped metal frame
66 x28Y2x18in. (167.6 x72.4x 2.8 cm.)

$12,000-18,000

PROVENANCE:

Cernuda Arte, Coral Gables, Florida.

Private collection, Miami (acquired from the above,
2003).

EXHIBITED:

Washington D.C., John F. Kennedy Center for the
Performing Arts, Exhibition Performance, 28 - 29
April, 2 May 1999.
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MANUEL MENDIVE (B.1944)
Conversando

signed and dated 'MENDIVE, 2015’ (lower right)
acrylic on canvas

21%x 287 in. (55x73.5¢cm.)

Painted in 2015.

$12,000-18,000

PROVENANCE:
Private collection, Cannes (acquired directly from
the artist).

This work is accompanied by a certificate of
authenticity signed by the artist.

103
MANUEL MENDIVE (B.1944)
Lalagartija

signed and dated 'MENDIVE, 2011" (lower right)
acrylic on canvas

22Y2x 30%in. (57 x78 cm.)

Painted in 2011.

$12,000-18,000

PROVENANCE:
Private collection, Cannes (acquired directly from
the artist).

137


{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0103}
{type=external_link&url=http://www.christies.com/LotFinder/lot_details_proxy.aspx?saleroom=NYR&sale=15922&lot=0102}

104
ROBERTO FABELO (B.1950)

Viaje fantastico a Mdnaco

signed and dated 'Fabelo 2005’ (lower right), also signed twice, dated and
titled 'Fabelo, Viaje fantastico a Monaco, 2005’ (on the reverse)
watercolor on paper

477 x 59 in. (121.6 x 150.2 cm.)

Executed in 2005.

$30,000-40,000

PROVENANCE:
Galeria Habana, Havana.
Private collection, Miami (November 2005).

EXHIBITED:
Monte Carlo, Monaco, Antonio | Hall, 9 peintres contemporains cubains,
2005, p. 93 (illustrated in color).

The artist (at center) with Prince Andrew of Monaco at the opening of the exhibition
9 peintres contemporains cubains, Antonio | Hall, Monaco, 2005. Photo courtesy the artist.
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ROBERTO FABELO (B.1950)
Untitled

signed and dated 'Fabelo 08’ (lower right)
oil on canvas

59%x44in. (152 x111.8 cm.)

Painted in 2008.

$40,000-60,000

PROVENANCE:
Latin Art Core Gallery, Miami.

Acquired from the above by the present owner.

106
ROBERTO FABELO (B.1950)
Un poco de ella

signed and dated 'Fabelo 2004’ (lower right)
charcoal on fabric

72 x53%2in.(182.9x135.9cm.)

Painted in 2004.

$40,000-60,000

PROVENANCE:
La Casona Galeria de Arte, Havana.
Private collection, Miami (May 2004).
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RENE PORTOCARRERO (1912-1985)
Untitled

signed and dated 'Portocarrero 60" (lower left)
oil on canvas

27% x19%in. (70.5x50.2 cm.)

Painted in 1960.

$15,000-20,000

PROVENANCE:
Estate sale, Corsicana, Texas.
Acquired from the above by the present owner.

We are grateful to the Fundacion Arte Cubano for their assistance
cataloguing this work.

108
AMELIA PELAEZ (1896-1968)
Mujer reclinada

signed and dated 'AP 60’ (lower right)
gouache on paper laid on heavy paper
28% x22%in.(72.7x57.8 cm.)
Executed in 1960.

$15,000-20,000

(eI RN I

PROVENANCE:
Simon Alberto Consalvi collection.
Acquired from the above by the present owner.

This work is accompanied by a certificate of authenticity from the Fundacion
Arte Cubano signed by Ramén Vazquez Diaz, dated 13 September 2016.
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RENE PORTOCARRERO (1912-1985)

Mujer sobre verde

signed and dated ' PORTOCARRERO/63' (lower right)
oil on canvas

24 x19%2in. (60.9x49.5cm.)

Painted in 1963.

$30,000-40,000

This work is accompanied by a certificate of authenticity signed by Ramodn
V