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Each Phillips auction is governed by the applicable Conditions  

of Sale and Authorship Warranty.

All prospective bidders should read these sections carefully.  

They govern the purchasing agreement under which you buy  

at auction from Phillips. They may be also amended by saleroom 

addendum or auctioneer’s announcement during the auction. 

The complete Conditions of Sale and Authorship Warranty 

applicable to this auction (Version 5/16/2016) are found online  

at phillips.com, along with detailed information on each lot. 

Estimates

The auction estimates indicated for each lot in this catalogue  

do not include Buyer’s Premium (applicable on each lot), or VAT 

or Artist’s Resale Right (where such charges apply). Details of 

these charges are given below.

All Lots are Subject to ‘Buyer’s Premium’ 

In addition to the hammer (final bid) price, a buyer’s premium is due 

from all successful buyers. The buyer’s premium is a commission 

based on the hammer price payable by the buyer as part of the total 

purchase price at the following rates: 25% of the hammer price up  

to and including £100,000; 20% of the portion of the hammer price 

above £100,000 up to and including£1,800,000; and 12% of the 

portion of the hammer price above £1,800,000. 

Condition and Condition Reports 

Phillips does not warrant or guarantee condition on any lot.  

Solely as a convenience to clients, Phillips may provide condition 

reports on many lots, which are also available online on the lot 

detail pages. If there is not a condition report available, that is not  

a representation that a lot is in perfect condition. While condition 

reports are prepared honestly and carefully, our staff are not 

professional restorers or trained conservators. We therefore 

encourage all prospective buyers to inspect all lots at our pre-sale 

exhibitions, and contact our staff with any questions.

Bidding at Auction

You may bid in the auction in person, online, on the phone,  

or by placing an advance bid. The easiest way to register to bid  

is to go to our homepage at phillips.com, and Sign Up or Log In. 

When you want to register for an auction, click Register under 

Buy & Sell or on our sale pages. We recommend registering at 

least 24 hours prior to each sale to ensure you can bid. Good luck! 

Some lots are sold under special conditions. Phillips uses the 

following symbols to designate these lots:

O ◊ Guaranteed Property 

The seller of lots designated with the symbol O has been 

guaranteed a minimum price fnanced solely by Phillips. Where the 

guarantee is provided by a third party or jointly by us and a third 

party, the property will be denoted with the symbols O ◊. When a 

third party has fnanced all or part of our fnancial interest in a lot,  

it assumes all or part of the risk that the lot will not be sold and will 

be remunerated via a fxed fee, a percentage of the hammer price 

or the buyer’s premium or some combination of the foregoing.  

The third party may bid on the guaranteed lot during the auction.  

If the third party is the successful bidder, the remuneration may be 

netted against the purchase price. Where Phillips has guaranteed  

a minimum price on every lot in the catalogue, Phillips will not 

designate each lot with the symbol(s) for the guaranteed property 

but will state our fnancial interest at the front of the catalogue.

∆ Property in Which Phillips Has an Ownership Interest  

Lots with this symbol indicate that Phillips owns the lot in whole 

or in part or has an economic interest in the lot equivalent to an 

ownership interest. 

•No Reserve  

Unless indicated by a •, all lots in this catalogue are offered 

subject to a reserve. A reserve is the confidential value 

established between Phillips and the seller and below which  

a lot may not be sold. The reserve for each lot will not exceed  

the low pre-sale estimate.

♠ Property Subject to the Artist’s Resale Right

Lots marked with ♠ are subject to the Artist’s Resale Right 

calculated as a percentage of the hammer price (in EUR)  

and payable as part of the purchase price as follows:

Royalty Rate:  

From 0 to 50,000 (4%)

From 50,000.01 to 200,000 (3%)

From 200,000.01 to 350,000 (1%)

From 350,000.01 to 500,000 (0.5%)

Exceeding 500,000 (0.25%)

The Artist’s Resale Right applies where the hammer price is  

EUR 1,000 or more, subject to a maximum royalty per lot of  

EUR 12,500. Calculation of the Artist’s Resale Right will be 

 based on the pounds sterling/euro reference exchange rate 

quoted on the date of the sale by the European Central Bank.

†, §, ±, or Ω Property Subject to VAT

Where there is no VAT symbol, Phillips is able to use the 

Auctioneer’s Margin Scheme and VAT will not normally be 

charged on the hammer price. An amount equivalent to VAT  

at 20% on the buyer’s premium will be included in the buyer’s 

premium. Property with a † symbol will be sold under normal 

UK VAT rules, and VAT will normally be charged at 20% on both 

the hammer price and buyer’s premium. Property with a § 

symbol and sold to buyers whose registered address is in the  

EU will be assumed to be remaining in the EU and will be treated 

as having no symbol (unless informed otherwise by a buyer). 

Property sold with a ± (5%) or Ω (20%) symbol has been 

imported from outside the EU to be sold at auction under 

temporary admission, and offered under the Auctioneer’s 

Margin Scheme at the respective % on the hammer price  

and an amount in lieu of VAT at 20% on the buyer’s premium.  

The foregoing is for summary purposes only. Please go to 

phillips.com/buy and  specifically the VAT Guide, ‘VAT AND 

OTHER TAX INFORMATION FOR BUYERS’ for a more detailed 

description of the VAT symbols used in this Buyer’s Guide, as 

well as any VAT refunds that you may be qualified to receive. 

UK Guide for Prospective Buyers
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Sign up.

Phillips is investing in new digital services so 

you can explore and experience our auctions 

when and how you want. Create an online 

account today and see what’s new.

Visit phillips.com/godigital to get started.

 

Bid anywhere. 

Participating in Phillips auctions is easier 

than ever. Browse upcoming sales, track lots, 

watch our live auctions and place bids from 

iOS devices. Android coming soon.

Visit the iTunes Store to download the app.

Now Online at Phillips.

Full terms and conditions 

Advice on How to Buy 

Artist and Maker Pages 

360 degree views and Image to Scale 

Management and Staf Pages 

Bidding Forms and Online Accounts

Ready to go digital?
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Opposite:  

Alasdair McLellan for Supreme, 

Spring/Summer 2012, fy-posters 

in New York City © Gavin Doyle.

CAMPAIGNULTIMATE

ULTIMATE CAMPAIGN celebrates collaborative creativity in nine 

captivating photographs by today’s leading forces in fashion.

From legendary photographer Bruce Weber to rising star 

Tyrone Lebon, our nine featured artists together represent four 

decades of image-making. The images we have chosen were 

created for advertising campaigns and appeared originally 

in magazines, on billboards and even on fy-posters. These 

campaigns were commissioned by leading brands, the likes  

of Yves Saint Laurent and Calvin Klein, known for their 

visionary approach to advertising. In our curated selection, 

these photographs stand alone as works of art that can be 

described as timeless, powerful, distinctive and intoxicating.

The model is another key collaborator and ofen serves as 

an inspiration for the creative vision. The subjects in our 

photographs, including considerable star power from Kate, 

Naomi and Gisele to Kendall Jenner and Justin Bieber, have 

forged strong relationships with both the artists and the brands. 

As seen here, these collaborations have produced defning 

images that refect and inform our society and visual cultures. 

The nine featured works have been made exclusively for 

ULTIMATE CAMPAIGN. They are either the last prints from 

sold-out editions or unique-sized one-of prints. 

The extraordinary caliber of these photographs is a testament  

to the power of collective creativity.
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 1.  Tyrone Lebon  British, b. 19 82

Justin Bieber Sunset, 2015

Chromogenic print, flush-mounted.

Image/Sheet: 152.4 x 12 5 cm (6 0 x 49 1 / 4 in.)

Frame: 157. 5 x 132 cm (62 x 51 7/ 8 in.)

Signed in ink, printed title, date and numb er 1/ 1 on  

a Cer tificate of Authenticity accompanying the work.

This work is number 1 from the edition of 1  

and is unique in this size.

Estimate 

£ 7,0 0 0 -9,0 0 0  $ 8, 5 0 0 -11,0 0 0  € 8,0 0 0 -10,20 0

  

 2.  Alasdair McLellan  British, b. 1974

Kate Moss Supreme, 2012

Chromogenic print, fush mounted.

Image: 127 x 101.6 cm ( 5 0 x 4 0 in.) 

Frame: 169.9 x 14 4. 5 cm (6 6 7/ 8 x 5 6 7/ 8 in.)

Signed, titled, dated and numbered 1/1 in ink on  

an artist label afxed to the reverse of the frame. 

 

This work is number 1 from the edition of 1  

and is unique in this size.

Estimate 

£ 7,0 0 0 -9,0 0 0  $ 8, 5 0 0 -11,0 0 0  € 8,0 0 0 -10,20 0  

This instantly recognisable photograph of Kate Moss 

– cigarette in hand, wearing the distinctive box logo 

T-shirt – was taken in 2012 by Alasdair McLellan for 

the skateboarding and clothing brand Supreme. Here, 

McLellan portrays Kate Moss as the epitome of street 

chic as she joins a star-studded lineup of collaborators 

that include Lou Reed, Lady Gaga and even Kermit 

the Frog. Contrary to the typical billboard campaign, 

Supreme’s guerrilla marketing tactic involved fy-posting 

this image of Kate Moss all over New York City, 

refecting the brand’s street culture heritage. In 2016, 

London’s Institute of Contemporary Arts presented 

McLellan’s dynamic photographs documenting the 

community of Palace Skateboards and the skaters of 

London’s Southbank. In the same year, his work was 

included in the exhibition Vogue 100: A Century of Style  

at the National Portrait Gallery in London.

 3.  Mikael Jansson  Swedish, b. 195 8

Kendall Jenner, New York studio, 2015

Gelatin silver print, fush-mounted.

Image/Sheet: 141 x 10 8 cm ( 55 1 / 2 x 42 1 / 2 in.) 

Frame: 14 6 x 113 cm ( 57 1 / 2 x 4 4 1 / 2 in.)

Signed, numbered 1/1 in ink, printed title and date  

on an artist label afxed to the reverse of the frame. 

 

This work is number 1 from the edition of 1  

and is unique in this size.

Estimate 

£ 10,0 0 0 -15,0 0 0  $ 12,20 0 -18, 30 0  € 11,4 0 0 -17,10 0  

For Calvin Klein’s Spring/Summer 2016 campaign, 

Tyrone Lebon created nearly 90 images and various 

video components, featuring a range of famous  

faces, as well as members of the public, to appeal  

to the digital-focused Millennial consumer. Shot  

in Los Angeles, Lebon presents pop sensation Justin 

Bieber in a statuesque pose in front of a richly coloured 

dreamlike background. Bieber’s demurred face and 

black clothes contrast the saturated sunset and 

angelic glow that surround him, creating a nuanced 

parallel between divinity and popular culture. Lebon 

created his frst documentary flm for MTV at the 

age of 18. Since then, he has created advertising 

campaigns for leading brands and his editorial 

work has been featured in Vogue. He has exhibited 

internationally, including Foam, Amsterdam and  

the Royal Academy of Arts, London.

For over 30 years, Calvin Klein’s provocative 

advertising campaigns have continued to seduce and 

shock audiences globally. Their sexy and at times 

risqué looks have become synonymous with the 

iconic fashion brand. Coined ‘the original sexy’, Calvin 

Klein Underwear’s Fall 2015 campaign presented the 

brand as the originator of sexy. Channelling classic 

Calvin Klein campaigns of the 1980s and 1990s shot 

by the likes of Richard Avedon, Bruce Weber and 

Herb Ritts, Mikael Jansson created this sensuous 

image with the then freshest face in fashion – Kendall 

Jenner. Shot at Pier 59 in New York, Jansson’s 

photograph captures a coy and seductive Kendall 

as she looks back at the camera, the contours of 

her body delineated against the black background. 

The present work is a stunning large-format gelatin 

silver print made exclusively for this sale. Jansson’s 

work has been featured internationally, including the 

Museum of Modern Art’s 2004 exhibition Fashioning 

Fiction in Photography since 1990 and his 2007 solo 

show and monograph Speed of Light at Kulturhuset 

Stadsteatern in Stockholm and published by Steidl.
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 4.  Nick Knight  British, b. 195 8

Alexander McQueen, Snakes, 20 0 9

Hand-coated pigment print, fush-mounted.

Image: 202. 3 x 10 0 cm ( 79 5 / 8 x 39 3 / 8 in.) 

Frame: 215.4 x 113.9 cm (8 4 3 / 4 x 4 4 7/ 8 in.)

Signed in ink, printed title, date and number 5/5 on an artist 

label afxed to the reverse of the fush-mount. Accompanied  

by a signed Certifcate of Authenticity.   

 

This work is number 5 from the edition of 5 + 2 AP.  

The 2 artist’s proofs will remain with the artist. 

Estimate 

£4 0,0 0 0 - 6 0,0 0 0  $ 4 8,70 0 -7 3,10 0  €45, 5 0 0 - 6 8, 30 0  †

Exhibited

Nick Knight: Image, Daelim Museum, Seoul, 6 October  

2016 - 26 March 2017, for another print

Literature

Nick Knight Image, Seoul: Daelim Museum, 2016, p. 88

Nick Knight’s collaboration with Alexander McQueen 

began in 1996 and continued until McQueen’s fnal 

collection, the critically acclaimed Spring/Summer 2010 

Plato’s Atlantis, for which the present photograph was 

made. In a candid interview conducted by Knight before 

the collection was unveiled, McQueen expressed his 

idea behind the title: ‘Atlantis for me is a metaphor for 

Neverland… it could be anywhere in your mind.’ Plato’s 

Atlantis became the frst fashion show to be streamed 

live on the internet when Knight’s groundbreaking 

multimedia platform SHOWstudio streamed it from Paris. 

As leading forces in their respective felds, Knight and 

McQueen were both creators and visionaries who shared 

a similar approach to their work. 

In Snakes, we see model Raquel Zimmermann lying on a 

bed of sand, her body merging with an undulating mass 

of serpents. Knight reimagines McQueen’s Atlantis and 

presents us with a sensuous, predatory creature in a 

fantastical land. McQueen best sums up this spellbinding 

photograph: ‘I think [women’s] sexuality is their ultimate 

weapon… I think a woman’s sexuality in any shape or 

form is a powerful thing.’ Knight was awarded an OBE 

for his services to the arts in 2010, and his work has 

been exhibited widely, including Tate Modern, V&A and 

National Portrait Gallery. Another print of this image 

was featured in his recent solo retrospective at Daelim 

Museum in Seoul, South Korea.  

 

Please refer to the last page of ULTIMATE CAMPAIGN  

for a Q&A with Nick Knight.
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 5.  Bruce Weber  American, b. 19 4 6

Ric and Natalie, Villa Tejas, Montecito, California, 19 8 8

Gelatin silver print, printed 2017, fush-mounted.

Image/Sheet: 17 7.8 x 127 cm ( 70 x 5 0 in.) 

Frame: 18 5 x 133 cm ( 7 2 7/ 8 x 52 3 / 8 in.)

Signed in ink, printed title, date and number 1/1 on an artist 

label afxed to the reverse of the frame. 

 

This work is number 1 from the edition of 1  

and is unique in this size. 

Estimate 

£4 0,0 0 0 - 6 0,0 0 0  $ 4 8,70 0 -7 3,10 0  €45, 5 0 0 - 6 8, 30 0  ‡

‘We never knew what  
was going to be in a 
Calvin Klein picture.’

Br uce Web er, April 2017
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Bruce Weber: In Conversation

For nearly four decades, Calvin Klein’s 

advertising campaigns have produced 

provocative and generation-defning images. 

In 1982 when Klein launched his underwear 

line that would come to defne the brand, 

he commissioned Bruce Weber to shoot the 

advertising campaign. Featuring Olympic pole 

vaulter Tom Hintnaus, Weber’s groundbreaking 

photograph stopped trafc when it appeared  

on a billboard in New York’s Times Square. 

When the moment came to create another 

explosive campaign, this time for his fragrance, 

Klein once again turned to Weber. Introduced in 

1985, Obsession would come to produce some  

of the most famous campaign images of all time.  

An exceptional example is Weber’s black-and-

white photograph of a naked couple on a swing 

used for the 1989 Obsession ad (fg. 1). This 

provocative and sensuous image was seared in 

the memory of a generation that experienced  

the consumer culture of the 1980s.

As the highlight of ULTIMATE CAMPAIGN,  

we are excited to present a unique oversized 

gelatin silver print of this iconic image by 

legendary photographer Bruce Weber. 

Phillips’ Yuka Yamaji and Bruce Weber discussed 

beginnings, working with Calvin Klein and the 

Obsession campaign.

Taking Up Photography

Yuka Yamaji: Let’s start from the beginning. 

You were privileged to study photography 

under Lisette Model at The New School  

in New York. How would you describe  

that experience?

Bruce Weber: Lisette really pushed all of us.  

Her class was really great. She accepted all ages 

and all kinds of people. It was very democratic and 

I always believed that photography has to  

be that. I found out about her through another 

woman I got to know quite well, Diane Arbus.  

I used to meet Lisette down in the Village where 

there were all these drag queens, prostitutes and 

heroin addicts, and we would sit there and talk 

about photography. And not photography in the 

sense of what shoot did you do or what was your 

f-stop. We talked about experiencing things and 

recording history. I always think that the best 

photography is recording somebody’s personal 

history or some historical event.

YY: So you met Lisette Model through  

Diane Arbus who was also one of her  

former students.

BW: Yes. She gave Diane a lot of courage to go 

out and take pictures that she had a feeling about. 

Diane was so interested in the viewpoint of people 

who were individual. I think today, we don’t 

really remark on that – we don’t celebrate the 

Bruce Weber © Michael John Murphy 
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individual. I’ve always liked when photographers, 

even the kids who work for me, fnd somebody 

that they want to celebrate in that way. I think it’s 

really healthy.

YY: The frst time you met Diane Arbus,  

was that by accident? Didn’t she approach  

you at a café? 

BW: No I approached her!

YY: Did you recognise her straight away?

BW: Oh yeah, instantly. We hadn’t sat down 

together yet and she asked, ‘Well, do you want to 

take photographs like me?’ And I replied, ‘Oh god 

no, I wouldn’t even know how to begin.’ And she 

said, ‘Okay good. Sit down.’ Because at that time, 

a lot of people were trying to copy her work and 

take pictures in her style. From then on, we had  

a friendship.

Working with Calvin Klein

YY: Between 1979 and 1991, you worked closely 

with Calvin Klein, producing a number of 

iconic campaign photographs. How did this 

collaboration begin?

BW: Calvin had seen some pictures I had done of 

a water polo player called Jef Aquilon for Details 

[in 1978], which then was sort of an underground 

magazine. He called me in and said, ‘Look, I like 

your pictures and it would be fun for you to shoot 

my jeans.’ So I said, ‘Yeah okay, it sounds good.’ 

I was pretty open … I still am I hope. But then he 

said, ‘If you don’t like the guy, you don’t get the 

job.’ So I was pretty cocky and replied, ‘Well let 

me see the guy.’ 

This guy’s name was Romeo and he looked a lot 

like James Dean. Just quiet, very shy. So I said, 

‘Well you’re lucky I like him!’ And I can’t believe  

I said that, but it was the way I felt. I had learned 

to always be truthful about your feelings, no 

matter what kind of situation you’re in. So I was 

really happy that it worked out.

YY: You and Calvin Klein are close in age.  

Did that help you to relate to him?  

BW: We had mutual friends in common, but I 

was really square then. I didn’t go to Studio 54 a 

lot, you know. I had ten cats then! But studying 

with Lisette [Model] had taught me to believe 

in myself and stick up for myself. So when I was 

working with Calvin, I just felt like, okay, this is 

what’s going on in my life, that is what’s going 

on in his life, and how do I interpret those two 

worlds? You have to understand, I was very, very 

diferent to Calvin. He was extremely, overtly 

social. He was out all the time and that was his 

life. I think these two worlds colliding gave these 

pictures their thing.

YY: Were you working directly with Calvin 

Klein himself or more closely with his team?

BW: Calvin had a team. Sam Shahid was art 

director and diferent fashion editors were there, 

like Grace Coddington. He also had a great design 

team there – Zac Carr, so extraordinary. We took 

the experiences that Calvin was having at that 

time in his life and we put it in ours. I always felt 

that the great thing about photography is that 

you can collaborate with people. 

YY: Did you work to a brief ?

BW: No, it wasn’t all done in meeting rooms. We 

didn’t know. We never knew what was going to be 

in a Calvin Klein picture. It was a wonderful way to 

work and it doesn’t happen very ofen anymore. 
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Ric and Natalie, Villa Tejas, Montecito, 
California, 1988

YY: Let’s now turn to your featured 

photograph shot for Calvin Klein’s  

1989 Obsession campaign. How was  

the location chosen? 

BW: It was very unorthodox. I had met a surfer 

down at the beach in Santa Barbara and he 

said, ‘You should see my girlfriend’s house. It’s 

so beautiful and her parents are never there.’ 

[Laughs] So we went up to this house, an amazing 

estate in Montecito, and that’s where we ended 

up shooting.

YY: Who selected the models? 

BW: Calvin would meet somebody and we would 

meet somebody. I knew Natalie, the girl in the 

picture, very well. She was a beautiful dancer … 

I just saw her the other night. Ric Arango – an 

extraordinary person. He was a great athlete and 

now works for the emergency services on Miami 

Beach. He still has that same body! Natalie still 

has that body too – she’s a yoga instructor.

YY: Is it usual for you to stay in touch with  

the models you’ve photographed? 

BW: Oh yeah, very usual. I’m really happy when  

I meet them some years later and they have kind 

of blossomed and I get to experience that too,  

not just their youth. 

YY: How would you describe the atmosphere 

on a Calvin Klein shoot?

BW: It was like summer camp. We had just 

started doing a lot of nudity for Calvin. All these 

nude kids were jumping on trampolines, playing 

tennis nude, swimming nude, rubbing suntan 

oil all over each other by the pool and it struck 

me as so weird and funny. My interpretation of 

Calvin’s world came from something like that. 

And I feel that Calvin embraced us because my 

whole team was so diferent to how he was. He 

had that whole life and it’s the life that we were 

being asked to interpret. 

YY: How did you arrive at the concept  

of the swing?

BW: I grew up in Western Pennsylvania, on 

a farm, and Calvin grew up in the Bronx. So 

the swings in his life were in playgrounds that 

had grafti all over it and my swings were with 

trees and everything. I loved the idea of seeing 

a beautiful woman and a great man swinging 

together on a swing. Also, just the word ‘swing’ 

– it was very tongue in cheek. And if you look at 

the picture, it isn’t that diferent to portraits of 

children on a swing. Except these people are older 

and have no clothes on. [Laughs] 

YY: Did you think about the word ‘obsession’ 

when working on the campaign?

BW: What’s obsessive for someone is not for 

someone else. People used to say to us, ‘Oh we 

can’t run these pictures. They’re too sexy.’ I never 

thought about them as being sexy. I thought 

of them as being very beautiful and having an 

almost mystical feeling. When I look at them now, 

afer all these years, I kind of laugh or smile and 

think, ‘I should have done this’ or ‘I should have 

done that’ or ‘Oh yeah, I love that!’ It was kind of  

a fantasy for me… growing up on a farm. I wish  

I was on that swing! [Laughs]

YY: You had expressed in the past that  

your work is more about desire than sex  

– the ‘desire to be close to somebody, to be 

intimate.’ I see this desire in this photograph. 

Is this what you were trying to capture?

BW: I think so. [Laughs] You should never ask 

photographers these kinds of questions. You 

change your mind the older you get. But I look at 

all of these Calvin Klein pictures as desire, but also 

desire with afection. 

YY: What was the reaction of the public when 

this image appeared as the 1989 Obsession ad?

BW: [Laughs] Well, the reaction of my family  

and the kids I went to school with was quite 

diferent to the reaction of the fashion world. 

With my family and friends, the reaction was  

‘Oh wow, you have a wild side to you. You’re  

not so shy!’ On the other hand, people were 

saying, ‘Oh I don’t know if this is right.  

Is this right for a fragrance?’ And Calvin  

was really great. When he does something,  

he stands up for it. He supported us. He  

never faltered and said, ‘I made a mistake’  

or ‘I hope I didn’t ofend anybody.’ That’s  

his greatness.
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YY: How was the process of revisiting this 

photograph of Ric and Natalie, taken 30 years 

ago, and presenting it as a stand-alone piece 

for the frst time?   

BW: The mystery of why a photograph is chosen 

interests me. I think a photograph can hit a 

person, touch the heart somehow or a nerve. It 

means something to someone and what they are 

going through. My life was really diferent when 

I took that picture. But I think I’m still the same 

person. And I think the same for Calvin. I just 

look back at it and think of it as a picture from my 

childhood. I like the attitude of it. When we did 

these pictures, advertising was looked down on 

by the art world – I think they just didn’t do their 

homework when it came down to photography.

Making fashion photographs 

YY: Do you approach shooting an advertising 

campaign in the same way as shooting an 

editorial, personal work or a flm?  

BW: I never looked at a picture for advertising, 

editorial or anything else diferently from one 

another. They were all the same to me. I wanted 

to say something. I wanted to learn something.  

I wanted to prove something.

YY: How does the experience of shooting 

advertising campaigns for photographers 

working today difer from how it was in the 

80s and 90s? 

BW: I think the diference today is that people 

want to shake your hand but look down at the 

ground. I just hope that it turns around a little bit, 

so that things like this project you’re doing will 

keep happening a lot. There’s a lot of interesting 

work done in a collaboration. And it’s not going 

to happen if that collaboration is stepped on and 

held back.

A lot of people have gotten so used to this digital 

age. They all expect to see the picture before it is 

taken. Or they want to change the picture. I like it 

when pictures aren’t so perfect. It’s very diferent 

working this way. But I continue to think the same 

way as in my frst meeting with Calvin and just be 

honest. Say ‘Hey listen. If I don’t like the guy then 

I guess I won’t do the pictures.’

YY: So in the same way that Atget continued 

to use his wooden view camera on a tripod 

and his glass-plate negatives into the 1920s, 

will you continue to shoot on flm?

BW: I think I just want to keep doing it this way. 

It’s the only way I know how, you know? I’m happy 

that a lot of photographers are starting to use 

flm again. I don’t use digital. I’m not saying it’s 

good or bad – it’s just the way I am. I hope that 

a lot of other photographs get a chance to work 

this way because no matter how difcult it gets, 

it sort of always makes me fall in love again with 

photography, flm-making and creating images.

YY: Lastly, what does photography mean to you?

BW: What does photography mean to me? 

[Pauses] It’s my garden.

Fig. 1 Calvin Klein Obsession advert, 1989. Courtesy of Little Bear Inc.
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 6.  Ellen von Unwerth  German, b. 195 4

Mission Accomplished, 2014

Archival pigment print, fush-mounted.

Image/Sheet: 139.9 x 20 0.8 cm ( 55 1 / 8 x 79 in.) 

Frame: 145 x 20 6 cm ( 57 1 / 8 x 81 1 / 8 in.)

Signed, dated and numbered 1/1 in ink on an artist label 

afxed to the reverse of the frame. 

 

This work is number 1 from the edition of 1  

and is unique in this size. 

Estimate 

£ 20,0 0 0 -30,0 0 0  $24,4 0 0 -36, 5 0 0  € 2 2,8 0 0 -3 4,20 0  

Ellen von Unwerth has photographed Naomi 

Campbell in many guises over the last 30 years,  

and for the flm noir inspired Spring/Summer 2015 

Agent Provocateur campaign, she portrays the 

supermodel as a contemporary femme fatale.  

The present work’s title Mission Accomplished reveals 

von Unwerth’s humorous approach to image-making 

– we almost can hear Naomi’s character utter the 

words ‘mission accomplished’ into the receiver as 

she looks to her right, away from the camera. What 

Campbell’s ‘mission’ is, we can only guess. A sense of 

mystifcation is expressed in the heroine, the interior, 

as well as the props, inviting more questions about the 

scene than answers. Von Unwerth’s extraordinary fair 

for imagery is evident in this provocative and powerful 

representation of seductive pleasure.  

 

Her work has been exhibited widely, including 

Museum of Modern Art, New York; National  

Portrait Gallery, London; and Australian Centre  

for Photography, Sydney.
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 7.  Steven Klein  American, b. 19 65

Gisele Bündchen for Balenciaga, 2014

Gelatin silver print, fush-mounted.

Image/Sheet: 127 x 201. 3 cm ( 5 0 x 79 1 / 4 in.) 

Frame: 132 x 20 8 cm ( 51 7/ 8 x 81 7/ 8 in.)

Signed in ink, printed title, date and number 1/1 on a Certifcate  

of Authenticity afxed to the reverse of the frame. 

 

This work is number 1 from the edition of 1  

and is unique in this size.

Estimate 

£ 2 5,0 0 0 -35,0 0 0  $30, 5 0 0 -42,6 0 0  € 28, 5 0 0 -39,9 0 0  ‡

Steven Klein took this captivating photograph of 

Gisele Bündchen for Balenciaga’s Autumn/Winter 

2014 campaign, while the brand was under the helm 

of Alexander Wang. By presenting an androgynous 

Gisele violently smashing her mirrored surroundings, 

Klein questions our expectations of female beauty and 

notions of vanity. Wanting to portray a ‘strong, powerful, 

mysterious and uncompromising’ female fgure, Klein 

photographed the supermodel without her most famous 

feature – her fowing locks. Klein’s unique perspective 

provokes the imagination and draws the viewer into 

the chaotic scene, enhanced by the sharp geometry of 

the glass shards and fragmentation of the image into 

multiple layers through the mirror’s refections.  

 

His work is held in numerous public collections, including 

the National Portrait Gallery, London; the V&A, London;  

and the International Centre of Photography, New York. 
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 8.  Mario Sorrenti  Italian, b. 1971

Kate Moss Luncheon on the Grass, 1999

Archival pigment print, printed 2017, fush-mounted.

Image/Sheet: 100.6 x 127 cm (39 5/ 8 x 50 in.)

Frame: 105.8 x 132 cm (41 5/ 8 x 51 7/ 8 in.)

Signed, dated in ink, printed title and date on an artist  

label afxed to the reverse of the frame. Accompanied  

by a signed certifcate of Authenticity.

This work is number 1 from the edition of 1  

and is unique in this size.

Estimate 

£10,000-15,000  $12,200-18,300  €11,400-17,100  ‡ 

 

For his frst campaign collaboration with Yves Saint 

Laurent in 1999, Mario Sorrenti created a series 

of adverts that appropriated famous works from 

art history. The present work reimagines Manet’s 

celebrated painting of 1863 Le Déjeuner sur l’herbe, 

which was received with equal measure of 

shock and enthusiasm when it appeared in the 

Salon des Refusés. Fast-forward 100 years to 

1966, the year YSL introduced Le Smoking, the 

frst tuxedo for women, which caused similar 

outrage at a time when it was still scandalous 

for a woman to dress publically in trousers.  

 

Sorrenti cleverly brings together these 

departure points in the history of art and history 

of fashion to create his imagery. Depicting Kate 

Moss in a classic Le Smoking suit while the 

men are rendered nude, he has reversed the 

gender roles that so shocked the painting’s frst 

audience. Sorrenti’s work resides in a number 

of public collections, including V&A, London; 

National Portrait Gallery, London; and New York 

Public Library.
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 9.  Sølve Sundsbø  Nor wegian, b. 1970

Opium, 20 03

Chromogenic print, fush-mounted.

Image: 10 0 x 133 cm ( 39 3 / 8 x 52 3 / 8 in.) 

Frame: 128. 5 x 157.8 cm ( 5 0 5 / 8 x 62 1 / 8 in.)

Signed, dated and numbered 1/1 in ink on the reverse  

of the fush-mount. Accompanied by a signed  

Certifcate of Authenticity. 

 

This work is number 1 from the edition of 1  

and is unique in this size.

Estimate 

£ 10,0 0 0 -15,0 0 0  $ 12,20 0 -18, 30 0  € 11,4 0 0 -17,10 0  † 

 

As part of a long-time collaboration with Yves 

Saint Laurent during Tom Ford’s tenure as Creative 

Director, Sølve Sundsbø took this alluring photograph 

of Kate Moss for Opium, arguably the most decadent 

of YSL’s fragrances. For Sundsbø, Ford and Thomas 

Lenthal, who art directed the campaign, Kate was  

the most natural choice for representing the 

luxurious and slightly dangerous Opium fragrance.  

Sundsbø describes her as ‘an amazing actress 

on a very small stage’ who personifes a given 

character or an idea with ease and creates a sense 

of intimacy and immediacy between herself and 

the camera. In this stunning photograph, taken in 

London in 2003, a nod to old Hollywood glamour 

can be seen in Kate’s corset and suspenders and 

the use of mirrors.  

Sundsbø successfully works across a range of 

platforms from photography and fashion to 

music and flm, winning an Emmy® award in 2011 

for ‘Fourteen Actors Acting’, a video project for 

the New York Times, and his work is held in the 

collection of the National Portrait Gallery, London.
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MATCHESFASHION.COM is the global luxury-

shopping destination for men and women. In its 

30th anniversary year, it continues its forward-

looking focus on innovation and emerging talent. 

Renowned and respected for the relationships 

it builds with clients and partnerships it creates 

with brands, MATCHESFASHION.COM ofers a 

modern edit of over 400 established and new 

generation designers. Since its launch in 1987, 

founders Tom and Ruth Chapman continue 

to steer the brand and its global presence. 

#MFx30yearsandcounting

Here, Nick Knight and Ruth Chapman share  

some insight into working collaboratively  

and memorable campaigns.

Phillips: Throughout your career, you have 

collaborated with many creative geniuses. 

Who stands out for you? 

Nick Knight: I’ve been fortuitous in the people I’ve 

worked with. They’ve all shared my belief that you 

can create new imagery, not everything has been 

done. Fashion is populated by exciting people like 

Alexander McQueen, John Galliano, Rei Kawakubo 

or Yohji Yamamoto. They are all great people with 

great minds, so to be able to work in collaboration 

with them has always been fascinating.

P: Why is creative collaboration so important 

in fashion?

Ruth Chapman: Fashion is really a very personal 

and daily engagement in an art form. All art forms 

beneft from collaboration and conversations 

between diferent thinkers and skill sets. 

Combining visionaries from diferent felds, i.e. flm 

and design, can and ofen does bring concepts and 

emotional connection to a much broader audience 

and keep the fashion conversation fresh. 

P: Your photograph Snakes shot for  

Alexander McQueen is featured in  

ULTIMATE CAMPAIGN (lot 4).  What  

was memorable about this campaign?

NK: The collection Plato’s Atlantis was about a 

return to nature, taking human evolution from 

the primate back to the sea faring mammal. It 

was quite demanding on the model because the 

snakes weaved themselves amongst her hair like 

Medusa, and those big pythons that are on her 

weigh a lot, so it was very physically demanding 

on the model. I’ve always thought models are a 

sort of mixture of athletes and actresses, because 

they have to express a narrative in a piece of 

clothing or in a brief, and they’re very strongly 

aware of all their physicality.

P: During the 30 years you have been  

working in fashion, what has been your 

ultimate campaign?

RC: My husband Tom and I both love Nick’s 2011 

campaign for Hermès — so forward, it really 

captures the beauty and mood of the clothes but 

also elevates and abstracts them and the wearer. 

The result is a classic and mesmerising piece of flm, 

which is as relevant today, six years on.  

Nick is always ahead of the curve. 

P: You have continued to work on personal 

projects alongside your rising fame as a 

commercial photographer. Do you see 

a diference between your personal and 

commercial work?

NK: I’ve never made a division between what I get 

paid for and what I don’t get paid for. You speak 

best when speaking with your heart and your soul, 

and whether you’re doing that for free or whether 

you’re getting paid makes no diference. Your best 

work still comes from that place.

 

Nick Knight x Ruth Chapman

Opposite:  

Nick Knight for Alexander  

McQueen, Spring/Summer 2010, 

billboard above Los Angeles store 

© Daily Billboard Blog.
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 10.  Albert Watson  b. 19 42

Kate Moss, Marrakech (Frontal Nude III), 19 93

Archival pigment print, printed later, fush-mounted.

Image: 119.1 x 87.9 cm (4 6 7/ 8 x 3 4 5 / 8 in.) 

Frame: 142.4 x 112.4 cm ( 5 6 1 / 8 x 4 4 1 / 4 in.)

Signed, dated, titled and numbered 4/10 in ink on an 

artist label accompanying the work. Accompanied by  

a signed Certifcate of Authenticity.

Estimate 

£ 18,0 0 0 -2 2,0 0 0  $21,9 0 0 -26,8 0 0  € 20, 5 0 0 -2 5,0 0 0  ♠

Provenance

Kahmann Gallery, Amsterdam

 11.  Albert Watson  b. 19 42

Kate Moss, Marrakech (Contact), 19 93

Chromogenic print, printed 2008, fush-mounted.

Image: 97 x 141.6 cm ( 3 8 1 / 4 x 55 3 / 4 in.) 

Frame: 110.9 x 16 0.2 cm (4 3 5 / 8 x 63 1 / 8 in.)

Signed, titled, dated and numbered 7/10 in ink on  

an artist label afxed to the reverse of the frame.

Estimate 

£ 12,0 0 0 -18,0 0 0  $ 14,6 0 0 -21,9 0 0  € 13,70 0 -20, 5 0 0  ♠

Provenance

Private Collection, London
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 12.  Patrick Demarchelier  b. 19 4 3

Kate Moss, New York, 19 92

Gelatin silver print, fush-mounted to linen.

4 6.8 x 4 6.8 cm ( 18 3 / 8 x 18 3 / 8 in.)

Signed, titled, dated, numbered 4/20 in ink, copyright 

credit reproduction limitation and edition stamps  

on the reverse of the fush-mount.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  ‡ ♠

Provenance

Tony Shafrazi Gallery, New York

Property from a Private European Collection
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Helmut Newton’s Private Property Suites I, II and III (1984) 

are a compilation of images taken between 1972 and 1983. 

Part irreverent, part sardonic, and wholly unapologetic in 

their celebration of beauty and eroticism, these 45 works 

embody Newton’s distinctly seductive style. While each 

Suite was intended as an edition of 75, this was never 

realised and only 25 printings were made. 

 

The following eight lots are highlights from Suite I and 

III. Two Pairs of Legs in Black Stockings (lot 13), taken 

from a foor-level, tilted angle, implies the hidden control 

exercised by its female protagonists. In Hotel Room, 

Place de la République (lot 14), the model tied to the 

bed highlights Newton’s fascination with fetishism and 

sadomasochism. Winnie at the Negresco (lot 15) contrasts 

the model’s bare body against the lush fur coat. Roselyne 

in Arcangues (lot 19), taken during the four days that 

Newton and the model spent in a chateau in France, 

demonstrates Newton’s presentation of women as 

simultaneously empowered and fetishised. These works 

showcase Newton’s use of photography to evoke erotic 

fantasies of desire and domination.

UK_PHOTOS_MAY17_2-75.indd   34 14/04/17   08:50



 14.  Helmut Newton  1920 -20 0 4

Hotel Room, Place de la République, Paris, 1976

Gelatin silver print from Private Property Suite I, printed 1984.

36.2 x 24.1 cm ( 14 1 / 4 x 9 1 / 2 in.)

Signed, numbered 6/75, 15, I in pencil and copyright credit 

reproduction limitation stamp on the verso.

Estimate 

£ 7,0 0 0 -9,0 0 0  $ 8, 5 0 0 -11,0 0 0  € 8,0 0 0 -10,20 0  ‡

Provenance

Private Collection, New York 

Christie’s, New York, 23 April 2007, lot 227

Literature

Helmut Newton: Private Property, Munich: Schirmer/Mosel, 

1989, pl. 15

 13.  Helmut Newton  1920 -20 0 4

Two Pairs of Legs in Black Stockings, Paris, 1979

Gelatin silver print from Private Property Suite III, printed 1984.

26.9 x 26.8 cm ( 10 5 / 8 x 10 1 / 2 in.)

Signed, numbered 6/75, 4, III in pencil and copyright credit 

reproduction limitation stamp on the verso.

Estimate 

£ 8,0 0 0 -12,0 0 0  $9,70 0 -14,6 0 0  €9,10 0 -13,70 0  ‡

Provenance

Private Collection, New York 

Christie’s, New York, 23 April 2007, lot 227

Literature

Helmut Newton: Private Property, Munich: Schirmer/Mosel, 

1989, pl. 34
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 15.  Helmut Newton  1920 -20 0 4

Winnie at the Negresco, Nice, 1975

Gelatin silver print from Private Property Suite I, printed 1984.

36.2 x 24.1 cm ( 14 1 / 4 x 9 1 / 2 in.)

Signed, numbered 6/75, 2, I in pencil and copyright credit 

reproduction limitation stamp on the verso.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Provenance

Private Collection, New York 

Christie’s, New York, 23 April 2007, lot 227

Literature

Helmut Newton: Private Property, Munich: Schirmer/Mosel, 

1989, pl. 2

 16.  Helmut Newton  1920 -20 0 4

Violetta at the Bains-Douches, Paris, 1979

Gelatin silver print from Private Property Suite III, printed 1984.

27. 5 x 27. 5 cm ( 10 7/ 8 x 10 7/ 8 in.)

Signed, numbered 6/75, 9, III  in pencil and copyright credit 

limitation stamp on the verso.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Provenance

Private Collection, New York 

Christie’s, New York, 23 April 2007, lot 227

Literature

Helmut Newton: Private Property, Munich: Schirmer/Mosel, 

1989, pl. 39
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 17.  Helmut Newton  1920 -20 0 4

Jenny in my Apartment, Paris, 1978

Gelatin silver print from Private Property Suite 

III, printed 1984.

36.2 x 24 cm ( 14 1 / 4 x 9 1 / 2 in.)

Signed, numbered 6/75, 2, III in pencil and 

copyright credit reproduction limitation stamp 

on the verso.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Provenance

Private Collection, New York 

Christie’s, New York, 23 April 2007, 

lot 227

Literature

Helmut Newton: Private Property, 

Munich: Schirmer/Mosel, 1989, pl. 32
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 19.  Helmut Newton  1920 -20 0 4

Roselyne in Arcangues, 1975

Gelatin silver print from Private Property Suite III, printed 1984.

24.1 x 36.2 cm (9 1 / 2 x 14 1 / 4 in.)

Signed, numbered 6/75, 13, III in pencil and copyright credit 

reproduction limitation stamp on the verso.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Provenance

Private Collection, New York 

Christie’s, New York, 23 April 2007, lot 227

Literature

Helmut Newton: Private Property, Munich: Schirmer/Mosel, 

1989, pl. 43

 18.  Helmut Newton  1920 -20 0 4

Gunilla Bergström, Paris, 1976

Gelatin silver print from Private Property Suite III, printed 1984.

36. 3 x 2 3.9 cm ( 14 1 / 4 x 9 3 / 8 in.)

Signed, numbered 6/75, 10, III in pencil and copyright credit 

reproduction limitation stamp on the verso.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Provenance

Private Collection, New York 

Christie’s, New York, 23 April 2007, lot 227

Literature

Helmut Newton: Private Property, Munich: Schirmer/Mosel, 

1989, pl. 40
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 20.  Helmut Newton  1920 -20 0 4

Raquel Welch in her backyard, Beverly Hills, 19 81

Gelatin silver print from Private Property Suite III, printed 1984.

27.1 x 26.9 cm ( 10 5 / 8 x 10 5 / 8 in.)

Signed, numbered 6/75, 11, III in pencil and copyright credit 

reproduction limitation stamp on the verso.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Provenance

Private Collection, New York 

Christie’s, New York, 23 April 2007, lot 227

Literature

Helmut Newton: Private Property, Munich: Schirmer/Mosel, 

1989, pl. 41
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 22.  William Klein  b. 1928

Simone + Nina, Piazza di Spagna, Rome (Vogue), 1960

Gelatin silver print, printed later.

55.8 x 41.6 cm (21 7/ 8 x 16 3 / 8 in.)

Signed, titled and dated in pencil on the verso.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  ‡ ♠

Provenance

Peter Fetterman Gallery, Santa Monica

Literature

William Klein: In & Out of Fashion,  

New York: Random House, 1994, p. 65

 21.  Horst P. Horst  19 0 6 -19 9 9

Odalisque I, New York, 19 4 3

Platinum palladium print, printed later.

24.2 x 19.2 cm (9 1 / 2 x 7 1 / 2 in.)

Signed in pencil in the margin; signed, titled, dated and 

numbered AP in pencil on the verso. One of 5 artist’s proofs.

Estimate 

£ 8,0 0 0 -12,0 0 0  $9,70 0 -14,6 0 0  €9,10 0 -13,70 0  

Provenance

Acquired directly from the artist

Literature

M. Kazmaier, Horst: Sixty Years of Photography,  

London: Thames & Hudson, 1995, pl. 53
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 23.  Frank Horvat  b. 1928

Givenchy Hat A, Paris, 195 8

Archival pigment print, printed later.

Image: 82. 5 x 115.2 cm ( 32 1 / 2 x 45 3 / 8 in.)

Frame: 115. 5 x 149 cm (45 1 / 2 x 5 8 5 / 8 in.)

Signed, titled and dated in pencil on the verso.

Estimate 

£ 12,0 0 0 -18,0 0 0  $ 14,6 0 0 -21,9 0 0  € 13,70 0 -20, 5 0 0  ‡ ♠

Provenance

Private Collection, California

Literature

M. Harrison, Shots of Style: Great Fashion Photographs 

Chosen by David Bailey, London: V&A, 1985, pl. 73
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 25.  Lillian Bassman  1917-2012

Blowing Kiss, Barbara Mullen, New York, circa 195 8

Gelatin silver print, printed later.

Image: 79.6 x 7 7 cm ( 31 3 / 8 x 30 3 / 8 in.) 

Frame: 115.8 x 111. 3 cm (45 5 / 8 x 4 3 7/ 8 in.)

Signed and numbered 6/25 in pencil on the verso.

Estimate 

£ 20,0 0 0 -30,0 0 0  $24,4 0 0 -36, 5 0 0  € 2 2,8 0 0 -3 4,20 0  ‡

Provenance

Peter Fetterman Gallery, Santa Monica

 24.  Ormond Gigli  b. 192 5

Girls in the Windows, New York City, 19 6 0

Chromogenic print, printed later.

Image: 12 5.6 x 12 5. 3 cm (49 1 / 2 x 49 3 / 8 in.) 

Frame: 15 6.2 x 15 6.6 cm (61 1 / 2 x 61 5 / 8 in.)

Signed, titled, dated and numbered 14/75 in ink on the verso.

Estimate 

£ 20,0 0 0 -30,0 0 0  $24,4 0 0 -36, 5 0 0  € 2 2,8 0 0 -3 4,20 0  ‡
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 26.  Richard Avedon  192 3-20 0 4

Twiggy, Hair by Ara Gallant, Paris studio, January, 19 6 8

Gelatin silver print, printed 1981, fush-mounted to linen.

4 0 x 59.7 cm ( 15 3 / 4 x 2 3 1 / 2 in.)

Signed and numbered 50/50 in ink, copyright credit 

reproduction limitation, title, date and edition stamps  

on the reverse of the fush-mount.

Estimate 

£ 30,0 0 0 -5 0,0 0 0  $36, 5 0 0 - 6 0,9 0 0  € 3 4,20 0 -5 6,9 0 0  

Provenance

Gagosian Gallery, Rome

Literature

Avedon: Photographs, 1947-1977, New York: The Metropolitan  

Museum of Art, 1978, pl. 127 

Richard Avedon: Evidence 1944-1994, New York: Whitney 

Museum of American Art, 1994, p. 150 

R. Avedon, D. Arbus, The Sixties, London: Random House,  

1999, pp. 2-3, colour variant 

Richard Avedon: Woman in the Mirror, New York: Abrams, 

2005, p. 130 

D. Willis, Ara Gallant, Bologna: Damiani, 2010, pp. 10-11 

Avedon: Murals & Portraits, New York: Gagosian Gallery,  

2012, p. 16 

M. Juul Holm, Richard Avedon Photographs 1946-2004, 

Humlebæk: Louisiana Museum of Modern Art, 2014, n.p.

In 1965, Richard Avedon brought his talent for capturing 

fuid movement from the pages of Harper’s Bazaar to 

Vogue. There, he encountered Ara Gallant, one of the 

frst hairstylists hired by Vogue for photo assignments, 

and the two forged a creative collaboration that 

earned them the nickname ‘Aradon’. While Avedon’s 

models leaped and jumped across the set, Gallant 

energised their hair to ensure the same intensity was 

present in every strand. 

Twiggy, Hair by Ara Gallant, Paris studio, January, 

1968 (lot 26), marks the debut of Gallant’s ‘fying hair 

trick’ as captured in Avedon’s photographs. As Twiggy 

fips her head up towards the ceiling, her locks fow as 

though fying of their own accord. Two years later, the 

collaborative duo revisited this technique for Vogue 

US with Sophia Loren (lot 27). In this photograph, 

appearing at auction for the frst time, Loren with 

closed eyes sensually shakes her head from side to 

side, her hair gracefully flling the entire frame. This 

illusion remained synonymous with Gallant and no one 

ever photographed it like Avedon did.
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 27.  Richard Avedon  192 3-20 0 4

Sophia Loren, Hair by Ara Gallant, New York studio,  

October, 1970

Gelatin silver print, printed 1981, fush-mounted to linen.

4 4 x 59.6 cm ( 17 3 / 8 x 2 3 1 / 2 in.)

Signed and numbered 37/50 in ink, copyright credit 

reproduction limitation, title, date and edition stamps  

on the reverse of the fush-mount.

Estimate 

£ 30,0 0 0 -5 0,0 0 0  $36, 5 0 0 - 6 0,9 0 0  € 3 4,20 0 -5 6,9 0 0  

Provenance

Gagosian Gallery, Rome

Literature

‘Pale Fire, Dark Flame: Catherine Deneuve and Sophia 

Loren’, Vogue US, December 1970 p. 122, variant crop 

Avedon: Photographs 1947-1977, New York:  

The Metropolitan Museum of Art 1978, pl.121 

Richard Avedon: Performance, New York: Abrams,  

2008, pp. 70-71

‘It was not so much about 
hair and much more about 
creation of a fantasy.’ 

Angelica Houston from the for ward to Ara Gallant 
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 28.  Irving Penn  1917-20 0 9

Girl in Bath (Jean Patchett), New York, 25 April 1950

Gelatin silver print, mounted.

39. 3 x 4 8.1 cm ( 15 1 / 2 x 18 7/ 8 in.)

Signed, initialled, annotated, titled, dated in ink, Condé Nast 

copyright credit reproduction limitation and edition stamps on 

the reverse of the mount. One from an edition of 6.

Estimate 

£ 5 0,0 0 0 -70,0 0 0  $6 0,9 0 0 -8 5, 30 0  € 5 6,9 0 0 -79,70 0  

Provenance

Pace/MacGill Gallery, New York

Literature

A. Talmey, ‘90 Day Plan: Reading and Records,’ Vogue US,  

June 1950, pp. 52-53, there captioned Reading and Listening  

in the Bath, variant crop 

I. Penn, Moments Preserved, New York: Simon & Schuster,  

1960, p. 108, there captioned Summer solitude with music  

and a book, cooled by a scented bath and a drink

Girl in Bath (Jean Patchett) was frst published in the 

June 1950 issue of Vogue in a spread entitled ‘90 Day 

Plan: Reading and Records’. The article, by Allene 

Talmey, uses this photograph to illustrate pairs of 

reading and listening suggestions, such as Albert 

Schweitzer’s theology with Bach’s Cello Suites, F. Scott 

Fitzgerald’s The Crack Up with Gershwin records, or 

reading T.S. Eliot alongside recordings of his poetry.  

 

Irving Penn is known for his use of light and his stark 

simplicity. For the current lot, Jean Patchett is backlit 

as she lies in a white bath, which is level with a white 

stool and set within white walls and white tiled foors. 

The gramophone, the tap with washcloth, the drink, 

the book, and the model herself are silhouetted against 

the light streaming out from behind, creating a serene, 

elegant ambience and an ideal bathing experience. The 

simple lines against the gleaming white highlight the 

details of the scene: her hand at her clavicle and her 

refection against the wall, the cord of the gramophone 

as it snakes its way across the foor, and the light coming 

through the translucent soap bottle. Printed shortly 

afer the negative date in an edition of six, this is the frst 

time a print from the edition has appeared at auction.
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 29.  Richard Avedon  192 3-20 0 4

Dovima with Elephants, Evening dress by Dior, Cirque d’Hiver, 

Paris, Aug us t, 1955

Gelatin silver print, printed no later than 1964, fush-mounted.

4 8.9 x 36.2 cm ( 19 1 / 4 x 14 1 / 4 in.)

‘Photograph by Richard Avedon’ stamp and variously 

annotated in crayon on the reverse of the fush-mount.

Estimate 

£ 10 0,0 0 0 -15 0,0 0 0  $ 12 2,0 0 0 -18 3,0 0 0  € 114,0 0 0 -17 1,0 0 0  ‡

Provenance

Acquired directly from the artist 

The Famous Photographers School 

The FPS Archives 

Howard Greenberg Gallery, New York 

To the present owner

Literature

Harper’s Bazaar, September 1955, p. 215 

Famous Photographers Course Lesson 1-8, Westport:  

Famous Photographers School, 1964, p. 10 

Avedon: Photographs, 1947-1977, New York: The Metropolitan 

Museum of Art, 1978, back cover and pl. 159 

N. Hall-Duncan, The History of Fashion Photography,  

New York: Abrams, 1979, p. 137 

D. Bailey, M. Harrison, Shots of Style: Great Fashion 

Photographs, London: V&A, 1985, cat. no. 7 

Richard Avedon: Evidence, 1944-1994, New York:  

Whitney Museum of American Art, 1994, p. 53 

Richard Avedon: Made in France, San Francisco:  

Fraenkel Gallery, 2001, n.p. 

Richard Avedon: Woman in the Mirror, New York:  

Abrams, 2005, p. 37 

M. Juul Holm, Richard Avedon Photographs 1946-2004, 

Humlebæk: Louisiana Museum of Modern Art, 2007, n.p. 

Avedon Fashion: 1944-2000, New York: International  

Center for Photography, 2009, p. 137, p. 37 

Variant crops
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Opposite: Fig. 1 The FPS prospectus,  

frst edition, 1964, front and back covers

© Famous Photographers School Archive,  

Yale University Art Gallery

The Famous Photographers School (FPS) was 

founded in 1961 in Westport, Connecticut, following 

the success of the Famous Artists School, whose 

Co-Founder Albert Dorne recruited Victor Keppler, 

a noted commercial photographer, to develop the 

programme. Keppler frst hired Alfred Eisenstaedt, 

followed by Richard Avedon, Philippe Halsman, Bert 

Stern, and Irving Penn, who together with Arthur 

d’Arazien, Richard Beattie, Joseph Costa, Ezra 

Stoller, and Harry Garfeld made this correspondence 

school the foremost institution in the United States 

for teaching photography. Between the ten of them, 

these highly esteemed photographers commanded 

a variety of skills that exposed their students to such 

topics as editorial, still-life compositions, political 

portraits, fashion imagery, celebrity photography 

and darkroom manipulation. 

The Smithsonian Institution in Washington, D.C. took 

an interest in the School, putting on a series of solo 

exhibitions for the ten faculty photographers, starting 

with Richard Avedon in 1962. For this – his frst major 

museum retrospective – the curators tacked many of 

the prints directly to the gallery wall, juxtaposing his 

portraiture against his fashion work, which included  

a print of Dovima with Elephants, 1955. 

In February 1964, the FPS ran an advertisement in 

LIFE magazine that stated, ‘Now – no matter where 

you live – you can “apprentice” yourself to the most 

successful photographers of our time.’ It continued, 

‘Ten of the world’s greatest photographers have 

joined together to create a professional-level course 

in photography to help you develop your skill, 

judgment, and crafsmanship … and to pass on to you 

their secrets for achieving success and recognition.’ 

A total of 24 lessons were assembled in four hard-

bound volumes and sold as subscriptions.

The FPS presented Avedon as the ‘world’s highest-

paid fashion photographer’ and showcased 

Dovima with Elephants as his signature fashion 

image. In ‘Lesson One’, on page 10, a full-page 

reproduction of the work was accompanied by 

Alfred Eisenstaedt’s fulsome description of  

Avedon and this photograph:

The purpose of this picture – an illustration for a 

fashion magazine – was to make people stop and 

look at the gown the model is wearing. Richard 

Avedon achieved his goal with characteristic wit  

and imagination. 

Like many of Avedon’s photographs, this one began 

with a visual idea: to pose a beautiful model wearing 

the gown in front of a grotesque background of 

circus elephants. This startling combination of 

beauty and the beasts would have the attention-

getting efect he wanted. Of course, the fantastic 

situation, appropriate for the high-fashion 

publication he was shooting for, was not intended  

to be taken literally.  

 

In the hands of a less skilled photographer, the same 

idea might have turned out as merely a gag shot. 

But Avedon added the element of his own highly 

creative personal seeing. He saw the elephants not 

just as huge, ungainly beasts, but also as shapes 

with graceful curves that repeat the curves of the 

model and her gown. He used both sets of curves, 

combining them in one picture. When we look at 

the photograph we are struck by the incongruous 

situation but also pleased by the way the similar 

curves are woven into a satisfying design.
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In 1974, the FPS filed for bankruptcy and for nearly 

40 years, their archives lay virtually untouched and 

forgotten. In 2011, the FPS Archive was founded 

and in 2016, it was acquired by the Yale University 

Art Gallery. They are currently cataloguing the 

School’s collection: the photographic prints, 

contact sheets, negatives, printed material, lesson 

plans, audio files and miscellaneous paperwork.

In 1962, the same year that the lessons were assembled 

and sold, the FPS produced a prospectus, featuring 

individual shots of the faculty photographers on the 

front and back covers (fg. 1). A small reproduction 

of Avedon’s Dovima with Elephants, alongside nine 

other images by the other faculty members, appears 

on page 9, opposite some promotional text on page 8. 

The present lot ofered here is annotated ‘p. 8-9’ in an 

unidentifed hand on the mount verso; this numbering 

may be related to the prospectus reproduction. 

The present lot also shows a small area of paler tone at 

the top edge of the image. This indicates that the print 

was made from the original 8 x 10 in. negative, which 

resides in the Richard Avedon Foundation. 20 years afer 

the photograph was taken, in the mid-1970s, Avedon 

started creating editioned prints to sell in the budding 

photography market. For Dovima with Elephants, the 

paler-toned area was omitted in the editioned prints.  

It is likely that these were printed from a copy negative 

made from a retouched master print.

This rare, early print of Dovima with Elephants – 

Avedon’s most iconic fashion photograph – presents 

collectors with a unique glimpse into his work as  

a teacher and his participation with the FPS. 
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 30.  Irving Penn  1917-20 0 9

Gisele, New York, 1 April 19 9 9

Selenium toned gelatin silver print.

39 x 39.1 cm ( 15 3 / 8 x 15 3 / 8 in.)

Signed, initialled, titled, dated in pencil, Condé Nast copyright 

credit reproduction limitation and edition stamps on the verso. 

One from an edition of 20.

Estimate 

£ 70,0 0 0 -9 0,0 0 0  $ 8 5, 30 0 -110,0 0 0  € 79,70 0 -102,0 0 0  ‡

Provenance

Hamiltons Gallery, London  

Christie’s, New York, Photographs from the Collection  

of Gert Elfering, 10 April 2008, lot 125

Literature

P. Weiss, ‘The Return of the Curve,’ Vogue US, July 1999, p. 193, 

variant crop 

S. Meisen, Gisele, Köln: Taschen, 2015, cover, variant crop

In the late-1990s, Gisele Bündchen was just beginning her 

career, having moved to London two years earlier. Penn 

shot the Brazilian model for the Vogue  article ‘The Return 

of the Curve’ by Philip Weiss, who argued that fashion, 

movies, and pop culture were once more embracing curvy 

women. Weiss celebrates Gisele as the end of the ‘waif’ 

era and Penn artfully uses light and shadow to accentuate 

the very curves that the article praises.

Property from a Private European Collection
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 31.  Irving Penn  1917-20 0 9

Kate Moss, New York, 2 5 April 19 9 6

Platinum palladium print, fush-mounted.

42.9 x 42. 5 cm ( 16 7/ 8 x 16 3 / 4 in.)

Signed, initialled, titled, dated, numbered 15/16 in pencil, 

Condé Nast copyright credit reproduction limitation stamps 

on the reverse of the fush-mount.

Estimate 

£ 2 5,0 0 0 -35,0 0 0  $30, 5 0 0 -42,6 0 0  € 28, 5 0 0 -39,9 0 0  ‡

Provenance

Christie’s, New York, Photographs from the Collection  

of Gert Elfering, 10 April 2008, lot 70

Literature

R. Johnson, ‘The Body Myth,’ Vogue US, September 1996, 

pp. 652-653, variant crop 

I. Penn, A Notebook at Random, Boston: Bulfnch, 2004, p. 32 

N. Angeletti and Alberto Oliva, In Vogue: The Illustrated 

History of the World’s Most Famous Fashion Magazine,  

New York: Rizzoli, 2012, pp. 368-369

Irving Penn’s nudes of supermodels in the 1990s, 

be it of Gisele Bündchen, Naomi Campbell, Christy 

Turlington, Amber Valetta, or as seen in the current lot, 

Millennial favourite Kate Moss, was the culmination of 

a lifetime’s dedication to studying the female form. In 

the current lot, Moss is seen with her back turned to 

the camera but twisting her torso enough to engage 

the viewers. Penn’s sof lighting accentuates her 

tender skin and her rounded hips, imbuing the fashion 

icon with a sculptural quality that far transcends the 

era in which the photograph was taken.

Property from a Private European Collection
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 38.  Daisuke Yokota  
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ULTIMATE

ULTIMATE is a unique selection of photographs, available  

for sale only at Phillips.

In this edition, we have curated a multifaceted collection of 

exclusive works ranging from rare masterpieces to unique 

works and sold-out editions. As this exciting programme 

evolves, so do our criteria for entry. If it’s the frst, the last, 

special, unique, a one-of or the only chance to own it, then  

it might just be the ultimate…

While each piece is distinctive, the one thing they all have  

in common is that they are not available anywhere else. 

John Baldessari’s unique masterwork Transform (Lipstick), 

1990, stands out for its nuanced examination of femininity and 

has been in the same collection for the past ten years (lot 32). 

Following up on the world auction record for Masahisa Fukase 

set in ULTIMATE last May, we are thrilled to present a rare 

early exhibition print of Seiji Kurata’s Tattooed Man, 1975, 

immortalised on the cover of his seminal photobook Flash 

Up (lot 39). Fresh works by six exciting artists debuting at 

auction include life-sized tintypes by Walter & Zoniel (lot 35), 

a reimagined map of London by Sohei Nishino (lot 33) and an 

evocative self-portrait by Juno Calypso (lot 40).

This is the opportunity to acquire these exclusive works.
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John Baldessari  

in his studio,  

Santa Monica, 2001  

© Richard Hartog/ 

Los Angeles Times  

via Getty Images.

Afer receiving a Guggenheim Fellowship in 1986, 

Baldessari gave up his teaching post at the California 

Institute of the Arts in order to focus exclusively 

on making art. By 1989, Baldessari was using 

colour photographs, reimagining his practice in 

a more contemporary context, while his painting 

evolved from dots to blocking of larger areas of the 

photograph, obscuring whole fgures or objects. 

In 1990, his second major museum retrospective 

opened at the Museum of Contemporary Art, Los 

Angeles. That same year, Baldessari, then 59 years 

old, created 121 unique works, including the present 

lot. According to Briony Fer in the opening essay 

to Baldessari’s 2012 Catalogue Raisonée, it was in 

that year that the colour blocked fgure became his 

primary device, which ‘is not surprising,’ she notes, 

since ‘afer all it can obliterate or be seen through, 

cover up or reveal, act like an intruder into a picture 

or become a fugitive from it.’ 

Baldessari is interested in extremes and in 

dichotomies, in violence and in kisses, as evident in 

a large body of work that he created in 1990, which 

together showcase his wide experimentation with 

source imagery. Images ranged from the ordinary – 

houses and animals – to the sultry – crossed legs and 

lips. In the present lot, the images signify a woman’s 

daily routine with Baldessari’s applied paint, both 

John Baldessari’s Transform (Lipstick), 1990, made 

its public debut in his solo exhibition at Galerie 

Chantal Crousel, Paris, in 1991. The following 

summer it was shown at the Fondation Cartier 

pour l´art contemporain in Jouy-en-Josas in the 

group exhibition À Visage Découvert, curated 

by Jean de Loisy. The show, which also included 

works by Francis Bacon, Robert Mapplethorpe 

and Cindy Sherman, was thematically centred on 

the human face in art. The present work was hung 

in the same section as Larry Rivers’s Parts of the 

Face, a Congolese initiation mask, and a Pakistani 

Gandharan sculpture. Seen together, these works 

explored the various ways artists deconstructed 

and depersonalised faces in order to create generic 

portraits devoid of identity. Transform (Lipstick) 

showcases Baldessari’s use of appropriated imagery, 

asking the viewer to read the work as a narrative 

whose separate parts point together to signify a 

meaningful whole. 

In the early 1970s, Baldessari became interested in 

flm stills, realising ‘that people carry around ideas 

of movies in their head,’ and he could, ‘somehow, 

strategically trigger these associations in people’s 

minds, but maybe, somehow, warp the direction in 

which they were going.’ By the mid 1980s, he was 

experimenting with colour, incorporating oil tints, 

acrylic and vinyl paint into his works. He started 

painting circles over individual faces in the found 

photographs, eliminating their identity, and drawing 

attention to body language and positioning. The 

implementation of his signature dots provided ‘such 

a food of relief,' he said, 'you couldn’t believe it felt 

so satisfying to obliterate those people.’ In addition 

to eliminating the faces, he also placed diferent 

and at times oppositional images side by side in 

various confgurations, creating a hybrid narrative. 

Baldessari has continued to build his meticulously 

catalogued archive of images, creating works that 

are riddled with puns and signs for the viewer to 

decode. Working in the tradition of the collage and 

the photomontage, Baldessari breaks down the 

pictorial narrative and asks the viewer to fnd new 

meanings both in the images and in the spaces 

between them.

John Baldessari’s Transform (Lipstick), 1990
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erasing and heightening the narrative. The top panel 

of Transform (Lipstick) is a close-up of a woman’s 

mouth as she applies a lipstick that is painted a vibrant 

red, and beneath is a woman bathing, her face covered 

in peach paint masking her identity. Alongside Two 

Figures in Bath (One with Leg Extended), 1991, the 

featured work stands out as one of a few images that 

address the theme of femininity so clearly. 

In the context of the Fondation Cartier show, this 

work can be analysed in terms of the deconstruction 

of portraiture. Seen alone, it acquires another level 

of meaning, as an examination of the construct of 

femininity. The title Transform (Lipstick) brings us 

face to face with how women present and transform 

themselves. Ofen, Baldessari’s titles, using a slash 

or parenthesis, refer to the various parts of the work. 

In this case, Transform relates to the transformation 

that the two women are undertaking, and (Lipstick) 

addresses the top section. Using paint to both erase 

and heighten the images, he contrasts the two 

photographs. The fgure in the bath, her face and 

body erased by the peach vinyl paint, is juxtaposed 

against the painted lipstick, which is heightened by the 

ruby red. More intimate and sensual than many of his 

other images, this work provides us with a nuanced 

understanding of female ritual and presentation. 

‘I’m interested in what gets us to stop and look as 

opposed to simply consuming images passively,’ 

Baldessari has explained, ‘if there is anything political 

in my work then it is to be found in the ability of my 

images to question the nature of imagery itself.’ 

Splicing together images, Baldessari creates a hybrid 

narrative, manipulating the meaning and insisting 

the viewer to uncover something new. Baldessari’s 

combination of appropriated images, words and 

colour, applied in dots or amorphous shapes, has 

been described as playful, open-ended, serious, 

cerebral and provocative. He provides the viewer 

with clues to unravel, as they uncover pre-existing 

meanings, explore free-association and decipher  

the work, fnding their own understanding of what  

is hanging in front of them.

  John Baldessari, 
Transform (Lipstick),  
1990 (detail)
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 32.  John Baldessari  American, b. 1931

Transform (Lipstick), 19 9 0

Unique work comprised of two chromogenic prints 

with vinyl paint, fush-mounted.

18 6. 5 x 17 1. 5 cm ( 7 3 3 / 8 x 67 1 / 2 in.)

This work is unique. 

Estimate 

£ 30 0,0 0 0 -4 0 0,0 0 0  $365,0 0 0 -4 87,0 0 0  

€ 3 42,0 0 0 -455,0 0 0  ‡

Provenance

Sonnabend Gallery, New York 

Collection of Alain Dominique Perrin, Paris 

Phillips de Pury Company, New York, 27 Exceptional 
Photographs, 24 April 2007, lot 21

Exhibited

John Baldessari, Galerie Chantal Crousel, Paris,  

28 November 1991 - 11 January 1992 

À Visage Découvert, Fondation Cartier pour l’art 

contemporain, 18 June - 14 October 1992 

For the present lot

Literature

John Baldessari Catalogue Raisonné,  

New Haven: Yale, 2012, vol. 3, p. 269 

For the present lot

O 

‘Something that is part of 
my personality is seeing the 
world slightly askew. It’s a 
perceptual stance. The real 
world is absurd sometimes, 
so I don’t make a conscious 
attempt, but because I come 
at it in a certain way,  
it seems really strange.’

John Baldessari
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 34.  Jungjin Lee  Korean, b. 19 61

Unnamed Road #060, 2011

Archival pigment print.

Image: 101.6 x 19 8.8 cm (4 0 x 78 1 / 4 in.) 

Frame: 115.6 x 214 cm (45 1 / 2 x 8 4 1 / 4 in.)

Signed, titled, dated and numbered AP1 in pencil in the margin. 

 

This work is AP1 from the sold-out edition of 3 + 2 AP.  

This image is sold out in all sizes and editions.

Estimate 

£ 2 5,0 0 0 -35,0 0 0  $30, 5 0 0 -42,6 0 0  € 28, 5 0 0 -39,9 0 0  ‡

Exhibited

This Place,  DOX Centre for Contemporary Art, Prague, 24 October 

2014 - 2 March 2015; Tel Aviv Museum of Art, Tel Aviv, 15 May -  

5 September 2015; Norton Museum of Art, West Palm Beach, FL,  

15 October 2015 - 17 January 2016; Brooklyn Museum, New York, 

 12 February - 5 June 2016 

For another print

Literature

J. Lee, Unnamed Road, London: Mack, 2015,  pp. 9-10

Jungjin Lee created her acclaimed body of work Unnamed 

Road while travelling in Israel and the West Bank in 2010-

2011 for the art project This Place, which explored this 

region through the eyes of 12 internationally renowned 

artists, including Jef Wall and Thomas Struth, and resulted 

in a travelling exhibition. Mostly choosing images that she 

shot in the Negev Desert and the West Bank, Lee sought 

to reveal through her photographs how the land refected 

‘some fundamental truths that have never been changed.’ 

Unnamed Road #060, the current lot, was taken in the 

eastern part of the West Bank on a road between small 

Palestinian villages. She found that the empty, desolate 

space was flled with a feeling of political tension during 

an unusually quiet afernoon. The resulting panoramic 

landscape rendered in monochrome epitomises what Lee 

calls ‘a continuity of solitariness’ that she fnds in the places 

she photographs. 

 

To create the oversized prints for this series, Lee combined 

analogue and digital processes for the frst time. Her 

complex image-making process involved hand coating 

Korean mulberry paper with photographic emulsion to 

create a small gelatin silver print in the darkroom, then 

scanning, re-working and re-printing digitally to achieve 

the fnal result. For Lee, these various steps are part of one 

cohesive approach. ‘Throughout the process, I focus on 

transmitting on my prints the feelings that I felt at the time 

of taking the photograph,’ she explains, ‘I try to deliver the 

essence of what I truly want to express.’ Jungjin Lee has 

exhibited internationally and has published widely. Her 

work is held in many prominent collections, including The 

Metropolitan Museum of Art, New York; Whitney Museum 

of American Art, New York; and Los Angeles County 

Museum of Art.

 33.  Sohei Nishino  Japanese, b. 19 82

London from Diorama Map, 2010

Archival pigment print, fush-mounted.

Image/Sheet: 127. 5 x 20 9.2 cm ( 5 0 1 / 4 x 82 3 / 8 in.) 

Frame: 141.4 x 24 4 cm ( 55 5 / 8 x 9 6 1 / 8 in.)

Signed in Japanese in ink, printed title, date and number 2/5  

on an artist label afxed to the reverse of the frame.  

 

This work is number 2 from the sold-out edition of 5 + 2 AP.  

This image is sold out in all sizes and editions.

Estimate 

£ 30,0 0 0 -5 0,0 0 0  $36, 5 0 0 - 6 0,9 0 0  € 3 4,20 0 -5 6,9 0 0  

Provenance

Michael Hoppen Gallery, London

Sohei Nishino’s ongoing monumental series Diorama Maps 

brings his experience of walking the city to life. To create his 

map of London, ofered here in this lot, Nishino spent one 

month walking around London and photographing from a 

variety of vantage points. He took over 10,000 photographs 

and used over 300 rolls of black-and-white 35mm flm. The 

next three months were spent back in his Tokyo studio, 

printing his contact sheets in his darkroom, selecting some 

4,000 images, cutting out the individual frames, and then 

afxing them onto a large board. Once the collage was 

complete, it was re-photographed digitally to produce the 

fnal large-scale work. 

 

From a distance, this meticulous aerial map appears 

abstract, inviting the viewer to examine it up close to 

see such landmarks as the Thames, the Queen’s Guard 

at Buckingham Palace or the Gherkin. ‘I just let myself 

rely on the experience of walking,’ Nishino says, ‘It’s the 

accidental, coincidental elements that make it interesting. 

Then once I’m home I continue the journey of discovery in 

the darkroom.’ His recent solo exhibition of new work from 

Diorama Maps was held at San Francisco Museum  

of Modern Art from November 2016 to February 2017.
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 35.  Walter & Zoniel  British, b. 19 81 and b. 19 81

Iconostatus, 2012

Unique polyptych comprised of 18 direct positive photographs on tin 

with ink, pigment and oil paint, and 24 carat gold-leaf gilding.

Each image/sheet: 5 0.4 x 4 0.4 cm ( 19 7/ 8 x 15 7/ 8 in.) 

Each f rame: 57.2 x 47.2 cm (2 2 1 / 2 x 18 5 / 8 in.) 

O verall: 17 1.6 x 28 3.2 cm (67 1 / 2 x 111 1 / 2 in.)

Signed in ink, printed title and date on a Certifcate of Authenticity 

accompanying the work. 

 

This work is unique.

Estimate 

£ 20,0 0 0 -30,0 0 0  $24,4 0 0 -36, 5 0 0  € 2 2,8 0 0 -3 4,20 0  †

The collaborative duo Walter & Zoniel work across multiple 

media, including photography, installation, sculpture, flm 

and performance. Referencing early photographs such as 

salt prints, ambrotypes and tintypes, they have developed 

their own unique techniques that capture the lives of their 

subjects in unprecedented ways. Created during a 3-month 

residency at Four Corners, a production and exhibition 

centre for flm and photography, Iconostatus celebrates 

London’s East End through 18 portraits of street youths from 

a single road in Hackney. Inspired by religious paintings yet 

completely contemporary, these meticulously hand-painted 

and gilded life-size portraits show their subjects with a new 

‘iconostatus’. By constructing an imaginary, iconographic 

world, Walter & Zoniel remove their subjects from the 

negative connotations of street culture and redefne this 

ofen misunderstood sector of society. 

 

To create this work, the artists hark back to the wet-

plate collodion process and the tintype. Walter & Zoniel’s 

contemporary tintype portraits are life-sized and produced 

on black tin. Their elaborate execution involved a number 

of varied processes. They frst designed and constructed a 

transportable 8 x 8 foot wooden camera, which also functioned 

as a darkroom for processing the photographs. Once the 

walk-in camera was installed on-site, the artists engaged with 

potential sitters as they walked by and invited them to have 

their portraits taken. Each tin plate was hand-coated with 

collodion, exposed for 25-39 seconds, developed then fxed 

inside the giant camera. In the fnal stage, these unique metal 

photographs were hand-coloured with multiple layers of ink, 

pigment and oil paint then hand-gilded with 24 carat goldleaf. 

The resulting work bears the marks of its creation – striations, 

brush strokes and fngerprints – challenging the idea that 

beauty is synonymous with perfection. Aiming to make their 

art accessible, Walter & Zoniel have exhibited and performed 

in diverse locations, ranging from the Venice Biennale and Tate 

Britain to warehouses and West End clubs. 

 

During the Photographs viewing from 12 - 18 May, the 8 x 8 

foot camera produced for Iconostatus will be installed in  

our Berkeley Square galleries.

 36.  Tokyo Rumando  Japanese, b. 19 8 0

Orphée, 2012-2013

Polyptych comprised of 20 gelatin silver prints, each fush-mounted.

Each image/sheet: 2 3.2 x 33 cm (9 1 / 8 x 12 7/ 8 in.) 

Each f rame: 2 5. 3 x 35 cm (9 7/ 8 x 13 3 / 4 in.) 

O verall: 101.2 x 175 cm ( 39 7/ 8 x 6 8 7/ 8 in.)

Signed, dated in ink, printed title, date and number 6/6  

on a Certifcate of Authenticity accompanying the work. 

 

This work is number 6 from the sold-out edition of 6.

Estimate 

£ 8,0 0 0 -12,0 0 0  $9,70 0 -14,6 0 0  €9,10 0 -13,70 0  ‡

Exhibited

Performing for the Camera, Tate Modern, London, 18 February  

– 12 June 2016, for other prints

Literature

T. Soma, Orphée, Tokyo: Zen Foto Gallery, 2014, various plates 

S. Baker, Performing for the Camera, London: Tate Modern, 2016, 

pp. 22-23, 134-135

For her series Orphée, Tokyo Rumando created multi-faceted 

self-portraits in which a round mirror, resembling a porthole, 

functions as a window into her subconscious. Refected 

in the mirror are her memories and she is seen in front of 

the mirror as well as inside it – she is her past, present and 

future all at once. ‘When I was thinking about how I could 

look back into the past, I was shaping my inner self again, 

projecting it on a picture and once again reintroducing 

it inside,’ she explains, ‘rather than fnding, I’d say I was 

receiving something.’ In a sequence of four photographs 

shown on the very lef, the artist presents herself in the 

guise of Yukio Mishima, Japan’s most celebrated post-war 

writer, whose death by seppuku (the ritual suicide of  

a samurai warrior) is alluded to in the sliced-open mirror  

and splattered blood.  

 

Tokyo Rumando created the entire series in her home, using 

multiple techniques and a wide range of material from wigs 

and appropriated images to fre and blood. Each image 

layer – herself in front of the mirror and the refections in 

the mirror – was shot separately then pieced together to 

create a photomontage, which was re-photographed on 

flm to produce the fnal work. The title was taken from 

Jean Cocteau’s 1950 flm Orphée, which she encountered 

only afer the completion of her series, and whose use of a 

mirrored portal paralleled her own. This curated selection of 

20 self-portraits from Orphée was created for Tate Modern’s 

2016 exhibition Performing for the Camera.
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 37.  Liz Nielsen  American, b. 1975

The Echoing Portal, 2016

Unique chromogenic print.

Image: 15 8.8 x 126.7 cm (62 1 / 2 x 49 7/ 8 in.) 

Frame: 175.9 x 137 cm (69 1 / 4 x 53 7/ 8 in.)

Signed, titled and dated in ink on an artist label afxed  

to the reverse of the frame. 

 

This work is a unique photogram.

Estimate 

£ 10,0 0 0 -15,0 0 0  $ 12,20 0 -18, 30 0  € 11,4 0 0 -17,10 0  ‡

Painting with coloured lights directly onto photo-

sensitive paper, Liz Nielsen achieves transcendence 

through abstraction, creating works that transport 

the viewer into a space beyond the image. While 

she harkens back to the photogram – an early 

photographic image made without a camera by 

placing an object directly on light-sensitive paper 

then exposing it to light – her image-making 

process and resulting work are completely 

contemporary. Nielsen calls the act of creating her 

work, which involves diferent objects, shapes, 

and coloured lights in a pitch-black darkroom, a 

‘performance’. ‘The fnal outcomes are pre-planned 

with strong intention and formally composed,’ she 

explains, ‘but because I’m working with light, they 

always have some surprises. The light bleeds and 

spills and doesn’t want to be contained.’  

 

To create The Echoing Portal, the oversized 

photogram in the present lot, Nielsen overlapped 

coloured triangular shapes, alluding to a tunnel 

or passageway. Nielsen has exhibited worldwide, 

including New York, Mexico City and Berlin, and 

another unique work from this series is in the 

JPMorgan Chase Art Collection.

UK_PHOTOS_MAY17_FO_p72-73.indd   4 14/04/17   11:54



UK_PHOTOS_MAY17_2-75.indd   73 14/04/17   09:27



 38.  Daisuke Yokota  Japanese, b. 19 8 3

Untitled from Color Photographs, 2015

Archival pigment print, fush-mounted.

Image/Sheet: 179. 5 x 14 4.1 cm ( 70 5 / 8 x 5 6 3 / 4 in.) 

Frame: 18 5. 5 x 15 0.1 cm ( 7 3 x 59 1 / 8 in.)

Signed, titled, dated and numbered AP2 in ink on 

a gallery label afxed to the reverse of the frame. 

Accompanied by a signed Certifcate of Authenticity. 

 

This work is AP2 from the sold-out edition of 2 + 2 AP.

Estimate 

£ 8,0 0 0 -12,0 0 0  $9,70 0 -14,6 0 0  €9,10 0 -13,70 0  

Exhibited

Foam Talent, Gallery Mercatorplein, Amsterdam,  

25 July - 29 August 2016; Unseen Photo Fair, 

Amsterdam, 23 - 25 September 2016; Red Hook Labs, 

New York, 30 March -16 April 2017; Beconsfeld 

Contemporary Art, London 18 May - 18 June 2017 

For another print

Literature

D. Yokota, Color Photographs, New York: Harper’s, 

2015, p. 19

Daisuke Yokota is at the forefront of a 

movement of Japanese artists experimenting in 

photographic image making. In his recent series 

Color Photographs, Yokota continues to explore 

the perception of time through photography. 

In this instance, the starting point is not a 

photograph but a photographic negative. 

 

Focusing on the materiality of photography, 

namely flm and paper, Yokota creates abstract 

works through a novel approach of layering 

sheets of unused, large-format colour flm, 

ranging in size from 4 x 5 to 8 x 10 inches. He 

develops the layers of unused colour flm using 

boiling water to allow new colours to emerge as 

the emulsion melts and silver oxidizes, then the 

damaged sheets of flm, which no longer can be 

developed, are scanned to create the fnal work. 

Yokota explains, ‘I tried to re-control time on a 

photograph by tuning up the particles.’  

 

For Yokota, his experimental approach is as 

important as the resulting work. His expressive 

work inhabits an ambiguous space, vacillating 

between creation and deterioration, reality 

and dream, immediacy and distance, nowhere 

and somewhere. He has been the recipient of 

numerous awards such as the Foam Paul Huf 

Award (2016) and the Photo London John Kobal 

Residency Award (2015). His work has been 

exhibited internationally and is held in numerous 

collections, including San Francisco Museum of 

Modern Art; Museum of Fine Arts, Boston; and 

Fotomuseum Winterthur, Switzerland.
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Beginnings

When Seiji Kurata was 30 years old, he took a life-

changing gamble. Drawn to the possibilities of 

photography, he quit his job at a small thermostat 

factory and gave himself one year to pursue fully 

his new-found passion. His frst interest was taking 

8mm flms, which he had kept as a hobby while 

working at the factory, and it was around this time 

that he was introduced to photography by a friend 

who was deeply interested in the medium. This 

friend taught him how to photograph with 35mm 

flm and work in the darkroom and also told him 

about Daidō Moriyama. Wanting to see Moriyama’s 

work, Kurata would visit his local second-hand 

bookshop for back issues of popular photography 

magazines like Asahi Camera and Camera Mainichi. 

It was during this one-year hiatus, which would 

become a 40-year career, that Kurata joined the 

independent photography school WORKSHOP, 

featuring faculty photographers Shōmei 

Tōmatsu, Eikoh Hosoe, Masahisa Fukase, Daidō 

Moriyama, Nobuyoshi Araki and Noriaki Yokosuka. 

Spearheaded by the leading photographers of the 

time, both the school (1974-76) and its eponymous 

quarterly periodical (1974-76, 8 volumes), were 

highly infuential. A student could choose which 

photographer’s seminar to take, and for him, the 

choice to study under Moriyama was clear-cut. 

According to Kurata, what he took away from this 

experience was the greatness of the Japanese 

proverb    [Gei wa mi wo tasuku], which 

translates to ‘Art brings bread’, meaning ‘Learn a 

trade, for the time will come when you shall need it’.

Tattooed Man

In summer 1975, while taking Moriyama’s  

one-year seminar at WORKSHOP, Kurata began 

photographing the seedy streets of Ikebukuro in 

north-western Tokyo at night, using a medium-

format camera (Asahi Pentax 6 x 7 cm) and a strong 

15 x 20 cm strobe. Focusing on the underbelly of 

Japanese society, his subjects included yakuza, 

strippers, transvestites, prostitutes and their 

Seiji Kurata © Seiji Kurata

clients. Tattooed Man – the powerful and 

provocative photograph ofered here – 

presents a heavily tattooed yakuza in his 

loincloth, with neck extended and samurai 

sword in hand, standing on a building roofop. 

This captivating photograph was taken in 

October 1975 during Kurata’s frst year of 

nightly adventures in the entertainment 

district of Ikebukuro where he encountered 

scenes he described as ‘whirlpools of 

excitement’. Writing in 2013, Kurata recalled 

his indelible encounter with the yakuza that 

resulted in this iconic photograph:

The town is bright with streetlights, pubs, 

game centres, cafes, restaurants, arrays of 

neon and spotlights. Two tall men call out to 

me. They look and act like playboys. 
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– Hey you, that’s a big camera, huh? I bet it takes 

good photos. Take one of us!

– Huh, black and white? Are you broke?

– What, don’t you even have colour?

– Not even a studio?

– Money! Sure, we’ll pay you. 

As if following a script, they keep up their big talk.  

I try hard to break in, saying I can’t do it in the 

middle of a crowd of people, or that I might be 

caught by the police, but in the end I promise to 

photograph them three days later. There are no nice 

landscapes, no skylines or good scenery, and we 

decide to make the top of a building our studio.  

On the emergency staircase the two play for ages 

with their swords like actors in a samurai flm and tell 

me to make them look like [the actor] Ken Takakura. 

They also tell me to show them all the photos taken, 

and to make big prints of any that are good. 

‘Kurata is for sure  
Weegee and Arbus’s  
illegitimate child.’
Nobuyoshi Araki

During the three-hour roofop shoot that began 

at midnight, Kurata photographed mostly in 

colour at the request of the yakuza who wanted to 

capture the rich colours of his extraordinary tattoos. 

(Kurata preferred to shoot in black and white as 

colour flm was more expensive in those days.) 

When he did switch to black-and-white flm, the 

battery of the strobe was running low. In this one 

photograph – referred by Kurara as ‘a miracle shot’ 

– taken as the fnal frame of his flm, only a moment 

before the strobe battery died, Kurata cut through 

the darkness with his bright fash to reveal the 

pride, courage and determination of this yakuza. 

When he frst saw this photograph in the darkroom, 

it took him by surprise and he realised then that he 

had ‘the shot’.

Publications, Exhibitions & Collections

Afer a year of documenting urban marginality, a 

selection of the resulting photographs were published 

for the frst time in 1976 when they were featured in 

the 8th and fnal issue of WORKSHOP under the title  

 [Kinsha ∙ Ikebukuro nights]. Kinsha 

loosely means ‘to photograph with respect’ and 

Kurata’s choice of this word speaks volumes about his 

outlook on the act of photographing and the subjects 

he encountered. The present photograph Tattooed 

Man was frst published in 1977 for the January issue of 

Camera Mainichi, the monthly photography magazine. 

Famed editor and curator Shōji Yamagishi had selected 

this work along with other Ikebukuro images by Kurata 

for a three-part feature titled Snap, published in the 

December 1977, January 1977 and February 1978 issues 

of the magazine. Soon afer this publication, Kurata 

turned his camera and strobe on the darker side of 

Shinjuku – on the invitation of a nightclub owner 

in Ikebukuro who also had a club in Shinjuku – and 

expanded his subjects to include right-wing politicians, 

bōsōzoku [motorcycle gangs] and delinquents. 

Four years into his series in 1978, Kurata held 

his maiden solo exhibition Tokyo: Night Dwellers, 

which took place in Europe at Canon Photo Gallery 

Amsterdam. Tattooed Man was chosen as the cover 

image for the accompanying publication in which 

Kurata wrote, ‘What I want to do is, to observe them.  

I want to see as many persons as possible as precisely 

as possible… It is a must to keep tight the surface 

tension of the world’ (p.5). The lot ofered here is the 

actual print that was exhibited in the show. 

Kurata’s frst exhibition in Japan Street 

PhotoRandom Tokyo 1975-1979 was held the 

following year in 1979 at Nikon Salon Ginza in Tokyo. 

As the exhibition title suggests, Kurata’s relationship 

with his rapidly changing city rested on chance and 

random encounters: ‘My Camera’s range randomly 

expands. Now, I follow instinct. Take whatever 

comes. I yield. Yes. At random, an exotic sequence. 

Yes. And yes again’ (2013). The print of Tattooed 

Man that was included in the Nikon Salon Ginza 

show is held privately. 
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This exhibition title soon became the subtitle of his 

seminal photobook Flash Up: Street PhotoRandom 

Tokyo 1975-1979, which was released in 1980 

to high acclaim. Including 190 black-and-white 

images, Flash Up was the culmination of fve years 

of recording the urban underbelly. The title refers to 

Kurata’s method of using his strobe to bring to the 

surface things that occurred in the shadows – his 

 ‘fashing up’ of man’s hidden desire, appetite and 

lust. On the back of the book’s obi, endorsements 

were written by Shōmei Tōmatsu, Daidō Moriyama 

and Nobuyoshi Araki.  In the same year, Kurata 

became the recipient of the 5th Kimura Ihei Award, 

one of the most coveted photography awards in 

Japan. In The Photobook: A History Volume I, Martin 

Parr and Gerry Badger commented that ‘Seiji Kurata, a 

student of Daido Moriyama, has a unique photographic 

voice. Flash Up, his frst photobook, is … one of the best 

debut publications since Nobuyoshi Araki’s in the 1970s’ 

(p.395). As the cover image of Flash Up, Tattooed Man 

epitomised the raw and gritty underworld of 1970s 

Tokyo. In referring to his photographs taken in 1975-79, 

Kurata recently remarked, ‘If you asked me to take 

these pictures today, I couldn’t. Those things that were 

previously hidden were all brought to the surface.’

Kurata continued to publish notable photobooks, 

including Japan (1998), an anthology of his 

photographs taken in Japan that won the Kodansha 

Publishing Culture Award in 1999, and most recently 

in 2015, he launched Toshi no Zokei, a collection 

of Tokyo cityscapes, published by Super Labo. 

Kurata’s work is held in such prominent institutions 

as the International Center of Photography, the 

Brooklyn Museum, and the Tokyo Photographic Art 

Museum. Both the Brooklyn Museum and the Tokyo 

Photographic Art Museum hold modern prints of 

Tattooed Man, 1975, in their respective collections.

Phillips Photographs extend our sincere  

thanks to Seiji Kurata for sharing his candid  

and insightful recollections.
S. Kurata, Flash Up: Street PhotoRandom  

Tokyo 1975-1979, Tokyo, Byakuya Shobō, 1980

‘I am deeply happy that  
a photographer like  
Seiji Kurata has appeared, 
but at the same time,  
I am envious.’
Daidō Moriyama 
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 39.  Seiji Kurata  Japanese, b. 1945

  [Irezumi no otoko] Tattooed Man  

from Flash Up, 197 5

Gelatin silver print, printed 1978.

Image: 53 x 42 cm (20 7/ 8 x 16 1 / 2 in.) 

Sheet: 61.7 x 5 0. 5 cm (24 1 / 4 x 19 7/ 8 in.) 

Signed in rōmaji, dated and annotated ‘1975 taken’,  

‘1978 printed’ and   

[Ikebukuro, building roofop on Bungeiza Street]  

in Japanese/English in pencil on the verso.　 

 

Printed by Kurata in 1978 for his frst-ever solo exhibition, 

the present work is one of only two signed early prints of 

this image in existence. The other print, printed in 1979 

for another exhibition and similar in size, is held privately. 

Aside from the two signed early prints, only six early 

prints of this image – three small press prints and three 

exhibition proof prints – are known. All six prints are held 

by the artist and are not intended for commercial sale.

Estimate 

£ 15,0 0 0 -2 5,0 0 0  $18, 30 0 -30, 5 0 0  € 17,10 0 -28, 5 0 0  ‡

Provenance

Acquired directly from the artist

Exhibited

Tokyo Night Dwellers, Canon Photo Gallery Amsterdam, 

3-24 March, 1978, for the present lot 

 

‘I smell blood in Kurata’s 
photographs.’
Shōmei Tōmatsu

Street PhotoRandom Tokyo 1975 - 79, Nikon Salon Ginza,  

Tokyo, 6 - 11 November, 1979 

Japanese Contemporary Photography and its Origin,  

Comune di Bologna Galleria d’Arte Moderna, 28 January - 

28 February 1979, Comune di Milano Ripartizione Cultura  

e Spettacolo Palazzo Reale, 22 March - 29 April 1979,  

Palais des Beaux-Arts, Paleis voor Schone Kunsten,  

Brussels, 6 June - 31 July 1979, I.C.A. London,  

10 August - 16 September 1979  

Floods of Light: Flash Photography 1951 - 1981,  

The Photographers Gallery, London, 10 December  

1982 - 29 January 1983  

20 Year Anniversary TOP Collection: Tokyo Tokyo  

and TOKYO, Tokyo Photographic Art Museum, Tokyo,  

22 November 2016 - 29 January 2017 

For other prints

Literature

‘Seiji Kurata SNAP-2 Ikebukuro’, Camera Mainichi,  

January 1977, p. 84 

Refextions, Amsterdam: Canon Photo Gallery,  

3 March 1978, cover, variant crop 

S. Kurata, Flash Up: Street PhotoRandom Tokyo 1975-1979,  

Tokyo: Byakuya Shobō, 1980, pl. 92 

Floods of Light: Flash Photography 1851 - 1981,  

London: The Photographer’s Gallery, 1982, p. 71 

Beyond Japan: A Photo Theatre, London:  

Barbican, 1991, p. 14 

G. Badger and M. Parr, The Photobook: A History,  

Volume I, London: Phaidon, 2004, p. 305, variant crop 

Flash Up 2013, Tokyo: Zen Foto Gallery, 2013, pl. 68 

TOP Collection: Tokyo Tokyo and TOKYO,  

Tokyo: Case Publishing, 2016, pl. 33
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 40.  Juno Calypso  British, b. 19 89

A Dream in Green from The Honeymoon Suite, 2015

Archival pigment print, fush-mounted.

Image/Sheet: 9 9.8 x 15 0.7 cm ( 39 1 / 4 x 59 3 / 8 in.) 

Frame: 105.2 x 15 6. 3 cm (41 3 / 8 x 61 1 / 2 in.)

Signed, titled, dated and numbered AP1 ink on the reverse of 

the fush-mount; signed in ink, printed title, date and number 

AP1 on a gallery label afxed to the reverse of the frame. 

Accompanied by a signed Certifcate of Authenticity. 

 

This work is AP1 from the sold-out edition of 5 + 2 AP.  

This image is sold out in all sizes and editions.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  †

Exhibited

Isolation Chamber Vacation, Worthing Museum and Art Gallery,  

15 April - 2 September 2017 

For another print

Literature

C. Jansen, Girl on Girl: Art and Photography in the Age  

of the Female Gaze, London: Laurence King, 2017, p. 112

For Juno Calypso, the image-making process begins with 

the location and the inspiration for her recent series The 

Honeymoon Suite was a picture of a 1960s honeymoon 

resort she had found on the internet. She soon discovered 

that the hotel was still in business and travelled to the 

Poconos in Pennsylvania, USA to experience it at frst 

hand, armed with a suitcase full of camera equipment, 

wigs, bridal lingerie and other props. Posing as a travel 

writer, she was given access to every room in the couples 

resort and spent one week photographing herself as  

her fctional alter ego Joyce, a woman consumed by  

the imperative to project certain notions of femininity.  

 

In A Dream in Green, Joyce stands nude in a pink heart-

shaped bathtub (a requisite honeymoon resort cliché), 

her green martian-like fgure refected in multiple mirrors. 

Using green body paint, Calypso alludes to the ways 

beauty rituals mimic science fction. Initially conceived as 

a throwaway experiment taken on the last night of her 

trip, this photograph has become the most desired image 

from the series. In 2016, Calypso became the recipient of 

the International Photography Award given by the British 

Journal of Photography and was selected for Foam Talent  

for this body of work.
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 41.  Kazuyoshi Usui  Japanese, b. 1975

White Roses from Showa88, 2011

Archival pigment print, fush-mounted.

Image: 10 0 x 8 0 cm ( 39 3 / 8 x 31 1 / 2 in.) 

Frame: 130 x 107 cm ( 51 1 / 8 x 42 1 / 8 in.)

Signed in Japanese in ink, printed title, date and number  

AP1 on a gallery label afxed to the reverse of the frame.  

 

This work is AP1 from the sold-out edition of 3 + 2 AP.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  ‡

Literature

K. Usui, Showa88, Tokyo: Zen Foto Gallery, 2011,  

cover and frontispiece

Kazuyoshi Usui’s Japan as portrayed in his series 

Showa88 is full of conficts and contradictions. Although 

the Shōwa period ended in its 64th year (1989) with 

the death of the previous emperor, Usui’s fctional 

narrative takes place in an imagined 88th year of 

Shōwa. Shufing the past, present and future, he 

blurs the line between real and fake, familiar and 

uncanny, East and West, good and bad.  

 

White Roses, the present work, was taken in Tobita 

Shinchi, Osaka’s red-light district, inside one of 

many brothels whose rickety wooden exterior has 

not changed since post-war times.  From the white 

roses and vase to the bamboo and bright pink 

interior, Usui captures ‘conficting beauty’ in this 

one photograph, which he selected as the cover 

image of his photobook Showa88 (2011). Usui’s 

work has been exhibited internationally and is held 

in various collections, including Tokyo Polytechnic 

University and Kiyosato Museum of Photographic 

Arts, Yamanashi.
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 42.  Yoshinori Mizutani  Japanese, b. 19 87

Tokyo Parrots 023, 2013

Archival pigment print, fush-mounted.

Image/Sheet: 105.4 x 9 6.2 cm (41 1 / 2 x 37 7/ 8 in.) 

Frame: 115 x 101 cm (45 1 / 4 x 39 3 / 4 in.)

Signed in Japanese, dated in ink, printed title and 

number AP1/AP2 on a Certifcate of Authenticity 

afxed to the reverse of the frame. 

 

This work is AP1 from the sold-out edition of 3 + 2 AP.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Literature

Y. Mizutani, Tokyo Parrots, Tokyo: Amana, 2014, n.p.

 

In Tokyo Parrots 023, the fattened plane of the 

image, the bright colours of the birds, and the 

linear arrangement of the power lines create a 

unique and disorienting perspective on the urban 

space. Mizutani was selected for Foam Talent 

for this series in 2014. In 2016, he collaborated 

with Issey Miyake Men for their Spring/Summer 

collection, printing images from Tokyo Parrots 

onto fabrics to create wearable art. Mizutani’s 

work is held in a number of collections, including 

the Kiyosato Museum of Photographic Arts and 

the Baltimore Museum of Art.
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 43.  Ryota Kikuchi  Japanese, b. 19 81

born #1, 2014

Archival pigment print, fush-mounted.

Image/Sheet: 149. 5 x 9 9.7 cm ( 5 8 7/ 8 x 39 1 / 4 in.) 

Frame: 155 x 110 cm (61 x 4 3 1 / 4 in.)

Signed in red pencil, printed title, date and 

number AP1 on a gallery label afxed to the 

reverse of the frame. Accompanied by a signed 

Certifcate of Authenticity. 

 

This work is AP1 from the sold-out edition of 5 + 2 

AP. This image is sold out in all sizes and editions.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Literature

Atypical Footprint, Tokyo: Side Core, 2014, p. 95

This seemingly simple photograph of a man 

reclining on top of a lamppost was made by free 

climber turned artist Ryota Kikuchi. The man in the 

photograph is Kikuchi himself who has free climbed 

approximately eight metres up this lamppost in his 

hometown of Chiba, Japan. Afer receiving his MA in 

Intermedia Art from Tokyo University of the Arts, he 

began to use his unique perspective as a free climber 

to explore hidden boundaries within the urban 

landscape, expanding his personal map of the city. In 

addressing the element of performance in his work, 

the artist comments, ‘I choose to quietly take part in 

a performance, which I document as a photograph. 

It is a personal adventure.’ He continues, ‘I hope 

my work gives people a fresh viewpoint of ordinary 

cityscapes and landscapes.’
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 44.  Lee Jeonglok  Korean, b. 197 1

Tree of Life #1, 20 07

Chromogenic print, fush-mounted.

Image/Sheet: 119.9 x 16 0 cm (47 1 / 4 x 62 7/ 8 in.) 

Frame: 126 x 16 6 cm (49 5 / 8 x 65 3 / 8 in.)

Signed and dated in ink, printed title, date and number AP1  

on an artist label afxed to the reverse of the frame.  

 

This work is AP1 from the sold-out edition of 3 + 2 AP.  

This image is sold out in all sizes and editions.

Estimate 

£ 7,0 0 0 -9,0 0 0  $ 8, 5 0 0 -11,0 0 0  € 8,0 0 0 -10,20 0  ‡

Literature

Lee Jeonglok, The Mythic Scape, Seoul: Trunk Gallery, 2017, n.p.

In creating his Tree of Life series, Lee Jeonglok 

contemplated the visible and the invisible and aimed  

‘to metaphorically describe the vitality of a tree with  

light.’ His unique process for making these evocative 

photographs is analogue based and involves the  

use of artifcial lights.  

 

To create Tree of Life #1, the frst work produced with his 

new technique, certain conditions were required – the 

shoot had to take place at night, in dense fog, without 

any wind. The artist installed two 4 x 5 inch large-format 

cameras, determined the exposure, then covered the 

cameras with black fabric without closing the aperture. 

Once the scene was dark, he removed the fabric, 

approached the tree and repeatedly popped a strobe 

towards the camera from the tree between 200 and 300 

times. He concluded the process by shining a strong 

searchlight at the tree. The long exposure time varied 

from two to ten hours, during which the lights would be 

captured gradually, resulting in a haunting image of a 

bioluminescent tree. Works from Tree of Life are held at the 

Korean National Museum of Modern and Contemporary 

Art, Seoul; Gwangju Museum of Art, Gwangju; Daelim  

Museum, Seoul; and Ilmin Museum of Art, Seoul.
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 45.  Chloe Sells  American, b. 1976

Blues from Measuring Infnity, 2016

Unique chromogenic print with watercolour ink,  

fush-mounted to linen.

Image/Sheet: 74.7 x 93.1 cm (29 3 / 8 x 36 5 / 8 in.) 

Frame: 10 0 x 118 cm ( 39 3 / 8 x 4 6 1 / 2 in.)

Signed, titled and dated in ink on an artist label  

afxed to the reverse of the frame. Accompanied  

by a signed Certifcate of Authenticity. 

 

This work is unique. 

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  †

In her recent series Measuring Infnity, Chloe Sells 

explores the fnite and the infnite and the point 

at which they meet. Photographing in Botswana’s 

Makgadikgadi, one of the largest salt pans in the 

world, Sells has captured the strange geology of 

the land and the visual tricks it plays on us. This 

desolate landscape – resembling an ocean – consists 

of shallow pans that are either dry or flled with 

caustic water. Blues, the work ofered here, depicts 

a pan following a summer rainstorm. To create this 

work, Sells shot with a 4 x 5 in. large-format camera, 

developed the print in a colour darkroom then 

painted the sky with watercolour ink. The resulting 

work is unique and represents the diferent feelings 

of being in this vast and fascinating place. Sells lives 

between London and Maun in Botswana, and her 

work is held in various collections, including Central 

Saint Martins, London and Cleveland Clinic, Ohio.
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 47.  Walker Evans  19 03-1975

Show Bill, Dempolis, Alabama, 1936

Gelatin silver print, probably printed 1960s.

19.1 x 24.4 cm ( 7 1 / 2 x 9 5 / 8 in.)

Lunn Archive stamp with numbers II, 123  

in pencil on the verso.

Estimate 

£ 2, 5 0 0 -3, 5 0 0  $3,0 0 0 -4, 30 0  € 2,8 0 0 -4,0 0 0  

Provenance

Acquired directly from the artist by Tom Bergen, 1974 

To the present Private Collection, London, 1976

 46.  Walker Evans  19 03-1975

Sidewalk and Shopfront, New Orleans, 1935

Gelatin silver print, probably printed 1960s.

24.4 x 19.4 cm (9 5 / 8 x 7 5 / 8 in.)

Lunn Archive stamp with numbers I, 18  

in pencil on the verso.

Estimate 

£ 6,0 0 0 -8,0 0 0  $7, 30 0 -9,70 0  €6,8 0 0 -9,10 0  

Provenance

Acquired directly from the artist by Tom Bergen, 1974 

To the present Private Collection, London, 1976

Literature

Walker Evans, New York: The Metropolitan Museum  

of Art, 2002, cover and pl. 44
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 48.  Berenice Abbott  189 8-19 91

New York at Night, 1932

Gelatin silver print, printed later, mounted.

5 8. 5 x 4 6.1 cm (2 3 x 18 1 / 8 in.)

Signed in pencil on the mount; credit reproduction  

limitation stamp on the reverse of the mount.

Estimate 

£ 7,0 0 0 -9,0 0 0  $ 8, 5 0 0 -11,0 0 0  € 8,0 0 0 -10,20 0  

Provenance

Christie’s, New York, The John Reid Collection,  

17-18 December 1998, lot 682

Literature

H. O’Neal, Berenice Abbott: American 

Photographer, New York: McGraw-Hill, 1982, p. 2 

H. O’Neal, Berenice Abbott, Paris: Centre national 

de la photographie, 1995, pl. 20
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 49.  André Kertész  189 4-19 8 5

Chez Mondrian, 1926

Gelatin silver print, printed later.

24.7 x 18. 5 cm (9 3 / 4 x 7 1 / 4 in.)

Signed, titled and dated in pencil on the verso.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  ‡ ♠

Provenance

Peter Fetterman Gallery, Santa Monica

Literature

André Kertész: Sixty Years of Photography,  

London: Thames & Hudson, 1972, p. 119 

S. Phillips et al., André Kertész: Of Paris and New York, 

London: Thames & Hudson, 1985, pl. 22 

P. Borhan, ed., André Kertész: His Life and Work,  

Boston: Little Brown and Company, 1994, p. 155
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 51.  Henri Cartier-Bresson  19 0 8-20 0 4

Siphnos, Greece, 19 61

Gelatin silver print, printed later.

2 3.8 x 35.4 cm (9 3 / 8 x 13 7/ 8 in.)

Signed in ink and copyright credit blindstamp in the margin.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡ ♠

Provenance

Fay Gold Gallery, Atlanta

 50.  Henri Cartier-Bresson  19 0 8-20 0 4

Hyères, 1932

Gelatin silver print, printed later.

2 3.9 x 35.6 cm (9 3 / 8 x 14 in.)

Signed in ink and copyright credit blindstamp in the margin.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡ ♠

Provenance

Fay Gold Gallery, Atlanta
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 53.  Henri Cartier-Bresson  19 0 8-20 0 4

Srinagar, Kashmir, 19 4 8

Gelatin silver print, printed later.

2 3.6 x 35.4 cm (9 1 / 4 x 13 7/ 8 in.)

Signed in ink and copyright credit blindstamp in the margin.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  ‡ ♠

Provenance

Fay Gold Gallery, Atlanta

 52.  Henri Cartier-Bresson  19 0 8-20 0 4

Henri Matisse, Vence, France, 19 4 4

Gelatin silver print, printed later.

2 3.8 x 35.4 cm (9 3 / 8 x 13 7/ 8 in.)

Signed in ink and copyright credit blindstamp in the margin.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡ ♠

Provenance

Ariel Meyerowitz Art Advisory, New York
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 54.  Henri Cartier-Bresson  19 0 8-20 0 4

Île de la Cité, Paris, 1951

Gelatin silver print, printed later.

2 3.9 x 35. 5 cm (9 3 / 8 x 13 7/ 8 in.)

Signed in ink and copyright credit blindstamp in the margin.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡ ♠

Provenance

Fay Gold Gallery, Atlanta

 55.  Henri Cartier-Bresson  19 0 8-20 0 4

Brie, France, 19 6 8

Gelatin silver print, printed later.

2 3.8 x 35. 5 cm (9 3 / 8 x 13 7/ 8 in.)

Signed in ink and copyright credit blindstamp in the margin.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡ ♠

Provenance

Fay Gold Gallery, Atlanta
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 57.  Marc Riboud  192 3-2016

Yves Saint-Laurent, Paris, 19 6 4

Gelatin silver print, printed later.

51. 5 x 3 4.2 cm (20 1 / 4 x 13 1 / 2 in.)

Signed in pencil and credit stamp on the verso.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  ‡ ♠

Provenance

Peter Fetterman Gallery, Santa Monica

 56.  Marc Riboud  192 3-2016

The Painter of the Eifel Tower, Paris, France, 1953

Gelatin silver print, printed later.

51. 5 x 3 4.1 cm (20 1 / 4 x 13 3 / 8 in.)

Signed in pencil and credit stamp on the verso.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  ‡ ♠

Provenance

Peter Fetterman Gallery, Santa Monica

Literature

Marc Riboud: Photographs at Home and Abroad,  

New York: Abrams, 1988, cover
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 58.  Bill Brandt  19 0 4-19 8 3

Nude, London, 1952

Gelatin silver print, printed later, mounted.

33.9 x 29.1 cm ( 13 3 / 8 x 11 1 / 2 in.)

Signed in ink on the mount.

Estimate 

£ 6,0 0 0 -8,0 0 0  $7, 30 0 -9,70 0  €6,8 0 0 -9,10 0  ♠

Provenance

The Photographers’ Gallery, London

Literature

B. Jay, N. Warburton, Brandt: The Photography of Bill Brandt, 

London: Thames & Hudson, 1999, cover and p. 266
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 59.  Henri Cartier-Bresson  19 0 8-20 0 4

Behind the Gare Saint-Lazare, Paris, 1932

Gelatin silver print, printed 1947.

Image: 35 x 24 cm ( 13 3 / 4 x 9 1 / 2 in.) 

Sheet: 35 x 28. 3 cm ( 13 3 / 4 x 11 1 / 8 in.)

Indistinctly numbered in an unidenifed hand in pencil in 

the margin; titled, dated and annotated in unidentifed 

hands in pencil, credit reproduction limitation and LIFE 
stamps, printed title, date, credit and Museum of Modern Art 

exhibition labels on the verso. Accompanied by  

a Certifcate from the Fondation Henri Cartier-Bresson 

signed by Agnès Sire, Director.

Estimate 

£ 30,0 0 0 -5 0,0 0 0  $36, 5 0 0 - 6 0,9 0 0  € 3 4,20 0 -5 6,9 0 0  ‡ ♠

Provenance

From the artist to the Museum of Modern Art, New York 

Time LIFE Archive, New York 

Howard Greenberg Gallery, New York 

To the present owner

Exhibited

The Photographs of Henri Cartier-Bresson, Museum  

of Modern Art, New York, 4 February - 6 April 1947 

For another print

Literature

‘Speaking of Pictures: Cartier-Bresson Displays Eloquent 

Work’, LIFE, 3 March 1947, p. 15, for the present lot  

Henri Cartier-Bresson, New York: Aperture Foundation, 1987, p. 39 

J. Clair, Henri Cartier-Bresson: Europeans, London:  

Thames & Hudson, 1998, p. 23 

Henri Cartier-Bresson, Paris, Reykjavik: Reykjavik Museum 

of Art, 2001, p. 16 

M. Marien, Photography: A Cultural History,  

London: Laurence King Publishing Ltd., 2002, p. 263 

P. Galassi et al., Henri Cartier-Bresson: The Man, the Image  
and the World, London: Thames & Hudson, 2003, pl. 45 

Henri Cartier-Bresson: Scrapbook, Photographs 1932-1946, 

London: Thames & Hudson, 2006, pp. 86-87,  

uncropped variant 

P. Galassi, Henri Cartier-Bresson: The Modern Century,  

New York: Museum of Modern Art, 2010, pl. 20a 

C. Chéroux, Henri Cartier-Bresson, Here and Now,  

London: Thames & Hudson, 2014, pl. 63

Print verso

‘Photography is just  
luck. There was a fence,  
and I poked my camera  
through the fence. It’s  
a fraction of a second.’
Henri Cartier-Bresson
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In 1932, a young Henri Cartier-Bresson crouched 

behind the fence at Paris’s Saint-Lazare train station 

taking with his Leica camera what would become  

one of his most iconic images.

At this time Cartier-Bresson was involved in the 

Surrealist movement, attending their meetings and 

taking in their notions of the role of the camera and 

image-making.  The Surrealists were enamoured 

with the relationship between the city and the 

camera. In his Second Surrealist Manifesto (1929) 

André Breton argued that the camera functions as 

a type of gun and that ‘the simplest Surrealist act 

consists in going into the street, with a revolver 

in your hand, and shooting at random as ofen as 

possible into the crowd.’ And this is what Cartier-

Bresson did. When he was not travelling on 

assignment, he was wandering the streets of Paris 

hunting for images. 

Clément Chéroux posits in the catalogue for the 

2013 Pompidou retrospective that between 1929 

and 1935, Cartier-Bresson was caught between the 

rigid teachings of André Lhote, whose academy he 

had attended in 1927, and the liberty demanded 

by the Surrealists, seeking to create images in that 

space between mastery and intuition. This was 

achieved by his process of frst selecting a graphically 

interesting background then waiting for something 

striking to move into the frame. This combination 

of rigorous composition and signifcant content was 

what he would later coin the ‘decisive moment’, a 

term borrowed from Cardinal de Retz, a 17th century 

French priest. The Surrealists regarded composition 

and chance as a duality, and for Cartier-Bresson, the 

appeal of Surrealism was located in this openness to 

chance. ‘It is to Surrealism that I owe my allegiance 

and because it taught me to let the camera lens delve 

into the detritus of the unconscious and chance.’ 

Cartier-Bresson was a prisoner of war during the 

Second World War until his escape in 1943, then 

worked for the French resistance where he was 

assigned to record the German occupation and 

retreat. On his return to Paris in 1944, he discovered 

that many people thought he had died, including 

Nancy and Beaumont Newhall, who were organising  

a posthumous exhibition for him in New York. 

Thrilled by the idea of showing previously unseen 

work, he helped prepare for the no longer 2

1 
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posthumous 1947 MoMA exhibition, reviewing 

contact sheets and pasting 11 x 7 cm prints into 

a book he called Scrapbook. It was during this 

process that Behind the Gare Saint-Lazare was 

frst discovered. Martine Franck explains in a 

handwritten letter, held at the Fondation Henri 

Cartier-Bresson, that ‘Henri Cartier-Bresson 

discovered this image of Gare Saint-Lazare in his 

contact sheets while preparing for his exhibition 

at MoMA in New York in 1945-1946’ (fg. 1). 

According to Franck, Cartier-Bresson produced 

the frst prints of Behind the Gare Saint-Lazare 

in New York at David (Chim) Seymour’s lab in 

1946 or 1947. 

As of this writing, only fve early prints of this 

image, printed in 1946-47, are known. The 

present lot is a glossy, ferrotyped print used 

by LIFE magazine in March 1947 as a full-page 

reproduction alongside their praising review of 

the MoMA exhibition. This was the frst time 

Behind the Gare Saint-Lazare was published.  

A small print used in Cartier-Bresson’s Scrapbook, 

showing the full frame and his cropping marks, 

resides at the Fondation Henri Cartier-Bresson 

(fg. 2). The Fondation also holds another print 

that is similar in size to the current lot. Another 

similarly sized print was sold at Christie’s Paris in 

the 2001 sale HCB: 100 photographies provenant 

de la Fondation Henri Cartier-Bresson (lot 13).  

The current location of the large-format exhibition 

print, exhibited in 1947 at MoMA, is unknown. 

Phillips Photographs extend our sincere  

thanks to Aude Raimbault at the Fondation  

Henri Cartier-Bresson and Tasha Lutek at the 

Museum of Modern Art for their assistance 

in our research. 

Fig. 1

Letter by Martine Franck 

© Henri Cartier-Bresson, 

Courtesy Fondation HCB 

Fig. 2 

Contact print in Scrapbook
© Henri Cartier-Bresson / 

Magnum Photos, Courtesy 

Fondation HCB

Fig. 3

The Photographs of  
Henri Cartier-Bresson
Exhibition installation view 

MoMA, 1947

© 2017. Digital image, The 

Museum of Modern Art, 

New York/Scala, Florence

3
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 60.  Robert Frank  b. 1924

Charleston, South Carolina, 1955

Gelatin silver print, printed 1979.

21. 3 x 32.4 cm (8 3 / 8 x 12 3 / 4 in.)

Signed, titled and dated in ink in the margin; credited, dated  

in ink, copyright, credit and Archive stamps on the verso.

Estimate 

£ 5 0,0 0 0 -70,0 0 0  $6 0,9 0 0 -8 5, 30 0  € 5 6,9 0 0 -79,70 0  ‡

Provenance

Howard Greenberg Gallery, New York

Literature

Time-LIFE Books ed., Documentary Photography,  

New York: Time LIFE International, 1972, p. 171 

R. Frank, The Americans, New York: Aperture, 1978, p. 37 

M. Weaver, ed.,The Art of Photography, 1839-1989, Yale, 1989, pl. 321 

S. Greenough and P. Brookman, Robert Frank: Moving Out, 

Washington, D. C.: National Gallery of Art, 1994, pp. 173 and 197 

Robert Frank’s The Americans: Looking In, Washington, D. C.: 

National Gallery of Art, 2009, pp. xiii, 174, 225 and 463

In 1955, afer being awarded a Guggenheim Fellowship, 

Robert Frank set out to travel the United States, seeking 

‘to portray Americans as they live at present. Their every 

day and their Sunday, their realism and dreams.’ The 

resulting body of work The Americans was published 

frst in France in 1958 and then in the US the following 

year. Contrasting the powerful against the powerless, 

the project ‘signifes the kind of civilization born here 

and spreading elsewhere.’ Although Frank had travelled 

extensively in Europe and South America, he was not 

prepared for segregation in the American South; for 

him ‘that was the strongest and most unforgettable 

impression. The injustice to people who have another 

skin color.’ The present work Charleston, South Carolina 

shows a black nanny  holding a white baby. ‘I found it 

extraordinary,’ Frank comments, ‘that whites would give 

their children to black women when they wouldn’t allow 

women to sit next to them in a drugstore. I did very few 

pictures that made a political point like this.’
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 61.  William Egleston  b. 1939

Untitled, 1976

Pigment print, printed 2011, fush-mounted.

Image: 81. 5 x 121. 5 cm ( 32 1 / 8 x 47 7/ 8 in.) 

Frame: 112. 5 x 15 0 cm (4 4 1 / 4 x 59 in.)

Signed by the artist in ink, titled, dated, numbered 1/2 in an 

unidentifed hand in ink and printed Eggleston Artistic Trust 

copyright reproduction limitation on a label afxed to the 

reverse of the fush-mount.

Estimate 

£ 6 0,0 0 0 -8 0,0 0 0  $7 3,10 0 -97,4 0 0  €6 8, 30 0 -91,10 0  ‡

Provenance

Christie’s, New York, Photographic Masterworks  

by William Eggleston, 12 March 2012, lot 35

Literature

W. Eggleston, Election Eve, Washington D. C: The Corcoran 

Gallery of Art, 1977, n.p., there titled Snak Shak, Montezuma 

E. Sussman and T. Weski, William Eggleston: Democratic 

Camera, Photographs and Video, 1961-2008, New York: 

Whitney Museum of American Art, 2008, p. 191

Election Eve, William Eggleston’s frst artist’s book, 

documents his journey from Mississippi  to Plains, 

Georgia, the hometown of then Democratic presidential 

candidate Jimmy Carter in the weeks leading up to the 

1976 American presidential election. Characteristic of 

the photographer’s subtle, poetic aesthetic, this series 

of images avoids direct visual reference to the election’s 

heated, political moment, and instead captures images 

of the quiet roads and small towns that populate this 

primarily rural expanse of the American South. 

 

The photograph presented here, taken at the Snak 

Shak diner in Montezuma, Georgia, about a 45 minute 

drive from Plains, conveys the unassuming beauty 

present in Eggleston’s greatest works. A true master of 

colour in a time when black and white was still viewed 

by many as the artistic ideal for photography, Eggleston 

creates in Untitled, 1976, a luminiscent, almost Rothko-

esque image, evocative of a Colour Field painting. 

Divided horizontally along the upper half, outside 

light brightens the multiple shades of yellow found 

throughout the composition: in the wall, mismatched 

chairs and tables. The odd red chairs, green ashtray, 

and multi-coloured wall decorations punctuate this 

energetic, yet tranquil sea of yellow, beige, cream and 

gold.  In the preface to Election Eve, Lloyd Fonvielle 

notes, ‘On the eve of the election, when nothing had 

yet been decided, when everything – whatever that 

everything was – hung in the balance, Eggleston made 

an elegy ... a statement of perfect calm.’
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 62.  William Egleston  b. 1939

Untitled (Gingham Woman, Albers wall), 19 65 -1974

Dye transfer print from Los Alamos, printed 2002.

47.2 x 30.4 cm ( 18 5 / 8 x 11 7/ 8 in.)

Signed in ink in the margin; signed, numbered 6/7 in an 

unidentifed hand in ink, ‘Los Alamos’ Eggleston Artistic Trust 

copyright credit reproduction limitation and edition stamp  

on the verso.

Estimate 

£ 20,0 0 0 -30,0 0 0  $24,4 0 0 -36, 5 0 0  € 2 2,8 0 0 -3 4,20 0  

Provenance

Cheim & Read, New York

Exhibited

YES YES YES YES  Diferenz und Wiederholung in Bildern  

der Sammlung Olbricht, Museum Morsbroich, Leverkusen,  

16 October 2005 - 26 February 2006

Literature

William Eggleston: Los Alamos, Zürich: Scalo, 2003, p. 95
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 63.  Irving Penn  1917-20 0 9

Imperial Pink Bud (top), Imperial Gold Bud (bottom),  

New York, 197 1

Pigment print, printed 2007, fush-mounted.

Approximately 42 x 5 4.1 cm ( 16 1 / 2 x 21 1 / 4 in.)

Signed, initialled, titled, dated in ink, copyright credit  

(courtesy Vogue) reproduction limitation and edition stamps  

on the reverse of the fush-mount. One from an edition of 10.

Estimate 

£ 30,0 0 0 -5 0,0 0 0  $36, 5 0 0 - 6 0,9 0 0  € 3 4,20 0 -5 6,9 0 0  

Provenance

Pace/MacGill Gallery, New York

Literature

Irving Penn: Flowers, Harmony, 1980, pl. 30
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 65.  Hunter S. Thompson  1937-20 05

Hell’s Angels, Trafc Stop C, circa 19 6 0s

Chromogenic print, printed 2006, fush-mounted.

Image: 74.7 x 74.7 cm (29 3 / 8 x 29 3 / 8 in.) 

Frame: 9 4.1 x 9 4. 5 cm ( 37 x 37 1 / 4 in.)

Numbered 6/10 in an unidentifed hand in ink, printed Estate 

copyright credit reproduction limitation on an American Modern 

Books label afxed to the reverse of the fush-mount.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  

Provenance

Michael Hoppen Gallery, London

Literature

H. S. Thompson, Gonzo, Los Angeles: AMMO, 2007,  

p. 113, variant crop

 64.  Andy Warhol  1928-19 87

Muhammad Ali, 197 7

Polaroid print.

Image: 9.5 x 7.3 cm (3 3/4 x 2 7/ 8 in.)

Sheet: 10.7 x 8.6 cm (4 1/4 x 3 3/ 8 in.)

Estate and Foundation stamps and annotated ‘T.J.H.’ by Timothy 

J. Hunt of The Andy Warhol Foundation in pencil on the verso.

Estimate 

£ 15,0 0 0 -20,0 0 0  $ 18, 30 0 -24,4 0 0  € 17,10 0 -2 2,8 0 0  

Provenance

The Andy Warhol Foundation for the Visual Arts, New York

Literature

Andy Warhol Photography, Pittsburgh: The Andy Warhol 

Museum, 1999, p. 184 

Andy Warhol: Polaroids 1958-1987, Cologne: Taschen, 2015,  

pp. 374-379, variant

Actual size
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 66.  Lee Friedlander  b. 193 4

New York City (Father Dufy), 1974

Gelatin silver print, printed 1970s.

18.4 x 27.6 cm ( 7 1 / 4 x 10 7/ 8 in.)

Signed, titled ‘NYC’, dated in pencil and copyright credit 

reproduction limitation stamps on the verso.

Estimate 

£ 6,0 0 0 -8,0 0 0  $7, 30 0 -9,70 0  €6,8 0 0 -9,10 0  

Provenance

Zabriskie Gallery, New York

Literature

P. Galassi, Friedlander, New York: Museum of Modern Art,  

2009, cover and pl. 300
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 67.  Lee Friedlander  b. 193 4

Idaho, 197 2

Gelatin silver print, printed 2005.

21.9 x 33 cm (8 5 / 8 x 13 in.)

Signed, titled, dated in pencil, copyright credit reproduction 

limitation and date stamps on the verso.

Estimate 

£ 5,0 0 0 -7,0 0 0  $6,10 0 -8, 5 0 0  € 5,70 0 -8,0 0 0  ‡

Provenance

Laurence Miller Gallery, New York

Literature

P. Galassi, Friedlander, New York: Museum of Modern Art, 

2009, pl. 147
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 68.  Robert Mapplethorpe  19 4 6 -19 89

Orchid, 19 87

Gelatin silver print, fush-mounted.

4 8.7 x 49 cm ( 19 1 / 8 x 19 1 / 4 in.)

Signed, dated and numbered 4/10 in ink in the margin; signed, 

titled, dated, numbered 4/10 in ink and copyright credit 

reproduction limitation stamp on the reverse of the fush-mount.

Estimate 

£ 6,0 0 0 -8,0 0 0  $7, 30 0 -9,70 0  €6,8 0 0 -9,10 0  

Provenance

Hamiltons Gallery, London

Literature

P. Martineau and B. Salvesen, Robert Mapplethorpe:  

The Photographs, Los Angeles: Getty, 2016, pl. 144 

M. Holborn and D. Levas, eds., Mapplethorpe Flora:  

The Complete Flowers, New York: Phaidon, 2016, p. 9
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 69.  Robert Mapplethorpe  1946-1989

Chest, 1987

Gelatin silver print, fush-mounted.

48.7 x 49 cm (19 1/8 x 19 1/4 in.)

Signed, titled, dated, numbered 5/10 in ink and copyright credit 

reproduction limitation stamp on the reverse of the fush-mount.

Estimate 

£4,000-6,000  $4,900-7,300  €4,600-6,800  

Provenance

Hamiltons Gallery, London
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 70.  Herb Ritts  1952-20 02

Backfip, Paradise Cove, California, 19 87

Gelatin silver print, fush-mounted.

Image/Sheet: 129.9 x 10 6.6 cm ( 51 1 / 8 x 41 7/ 8 in.) 

Frame: 139.9 x 116.8 cm ( 55 1 / 8 x 45 7/ 8 in.)

Signed, titled, dated, numbered AP 1/2 and inscribed  

in ink on the reverse of the fush-mount. One from  

an edition of 7 plus 2 artist’s proofs.

Estimate 

£ 20,0 0 0 -30,0 0 0  $24,4 0 0 -36, 5 0 0  € 2 2,8 0 0 -3 4,20 0  

Provenance

Hamiltons Gallery, London

Literature

Herb Ritts, London: Thames and Hudson, 2000, n.p.  

C. Churchward, Herb Ritts the Golden Hour: A Photographer’s 

Work and His World, New York: Rizzoli, 2010, p. 301 

Herb Ritts: L.A. Style, Los Angeles: Getty, 2012, pl. 19

 72.  J. D. ‘Okhai Ojeikere  1930 -2014

Oluweri Headdress, 197 2

Gelatin silver print, printed 2010.

Approximately 4 0.6 x 35. 5 cm ( 15 7/ 8 x 13 7/ 8 in.)

Signed, dated, annotated ‘HD-662A/72’ in ink  

and credit stamp in the margin.

Estimate 

£ 3,0 0 0 -4,0 0 0  $3,70 0 -4,9 0 0  € 3,4 0 0 -4,6 0 0  

Provenance

Galerie Magnin-A, Paris

Literature

A. Magnin, J.D. ‘Okhai Ojeikere: Photographies,  

Paris: Fondation Cartier pour l’art contemporain,  

2000, p. 4

 71.  Malick Sidibé  1936 -2016

Regardez-moi, 19 62

Gelatin silver print, printed 2007, fush-mounted.

Image: 97.1 x 9 8. 5 cm ( 3 8 1 / 4 x 3 8 3 / 4 in.) 

Frame: 117.9 x 117.9 cm (4 6 3 / 8 x 4 6 3 / 8 in.)

Signed, initialled, titled and dated in ink in the margin.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0  

Provenance

Galerie Magnin-A, Paris

Literature

Malick Sidibé, Cotonou: Fondation Zinsou, 2009, p. 147
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 73.  Sebastião Salgado  b. 19 4 4

Chinstrap Penguins (Pygoscelis Antarctica), Deception Island, 

Antarctica, 20 05

Gelatin silver print.

75. 3 x 5 4.4 cm (29 5 / 8 x 21 3 / 8 in.)

Signed, titled ‘Antartica’ [sic] and dated in pencil on the verso.

Estimate 

£ 7,0 0 0 -9,0 0 0  $ 8, 5 0 0 -11,0 0 0  € 8,0 0 0 -10,20 0  ‡ ♠

Provenance

Peter Fetterman Gallery, Santa Monica

Literature

S. Salgado, Genesis, Cologne: Taschen, 2013, p. 86
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 74.  Sebastião Salgado  b. 19 4 4

Iceberg between the Paulet Island and the South Shetland 

Islands, Antarctica, 20 05

Gelatin silver print.

53.8 x 75.1 cm (21 1 / 8 x 29 5 / 8 in.)

Signed, titled ‘Antartica’ [sic] and dated in pencil on the verso.

Estimate 

£ 10,0 0 0 -15,0 0 0  $ 12,20 0 -18, 30 0  € 11,4 0 0 -17,10 0  ‡ ♠

Provenance

Peter Fetterman Gallery, Santa Monica

Literature

S. Salgado, Genesis, Cologne: Taschen, 2013, pp. 20-21
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 75.  Murray Fredericks  b. 1970

Salt 18, 20 05

Archival pigment print, fush-mounted.

Image/Sheet: 119. 3 x 14 8 cm (4 6 7/ 8 x 5 8 1 / 4 in.) 

Frame: 133 x 162.4 cm ( 52 3 / 8 x 63 7/ 8 in.)

Signed in pencil, numbered 5/7 on two artist labels, signed 

in ink, printed title, date and number 5/7 on a Certifcate of 

Authenticity, all afxed to the reverse of the fush-mount.

Estimate 

£ 8,0 0 0 -12,0 0 0  $9,70 0 -14,6 0 0  €9,10 0 -13,70 0  

Provenance

Hamiltons Gallery, London

 76.  James Casebere  b. 1953

Four Flooded Arches from Right, 19 9 9

Dye destruction print, fush-mounted.

Image/Sheet: 147.8 x 118.1 cm ( 5 8 1 / 4 x 4 6 1 / 2 in.) 

Frame: 155.8 x 12 5.6 cm (61 3 / 8 x 49 1 / 2 in.)

Signed in ink, printed title, date and number 3/5  

plus 2 AP on an artist label afxed to the reverse  

of the fush-mount.

Estimate 

£ 15,0 0 0 -20,0 0 0  $ 18, 30 0 -24,4 0 0  € 17,10 0 -2 2,8 0 0  

Provenance

Acquired directly from the artist
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 77.  Edward Burtynsky  b. 1955

Shipyard #5 Qili Port, Zhejiang Province, China, 20 0 4

Chromogenic print, mounted.

Image: 10 0. 5 x 126. 3 cm ( 39 5 / 8 x 49 3 / 4 in.) 

Frame: 126.8 x 152. 3 cm (49 7/ 8 x 59 7/ 8 in.)

Signed in ink, printed title, date and number 2/9  

on an artist label afxed to the reverse of the mount.

Estimate 

£ 10,0 0 0 -15,0 0 0  $ 12,20 0 -18, 30 0  € 11,4 0 0 -17,10 0  

Provenance

Charles Cowles Gallery, New York

Exhibited

Manufactured Landscapes: The Photographs of Edward 

Burtynsky, Brooklyn Museum, New York, 7 October 2005 -  

15 January 2006 

For the present lot

Literature

Burtynsky China, Göttingen: Steidl, 2005, p. 63
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 78.  Elger Esser  b. 19 67

Tonnay II, Frankreich, 19 97

Chromogenic print, Diasec mounted.

Image: 91.2 x 127.8 cm ( 35 7/ 8 x 5 0 3 / 8 in.) 

Frame: 124.2 x 161.7 cm (4 8 7/ 8 x 63 5 / 8 in.)

Signed in ink, printed title, date and number 2/5 in ink  

on an artist label afxed to the reverse of the frame.

Estimate 

£ 15,0 0 0 -20,0 0 0  $ 18, 30 0 -24,4 0 0  € 17,10 0 -2 2,8 0 0  ♠

Provenance

Acquired directly from the artist

Literature

E. E sser, Veduten und Landschafen/Verdutas  

and Landscapes 1996-2000, Munich:  

Schirmer/Mosel 20 0 0, p. 127
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 79.  Frank Thiel  b. 19 6 6

City 2/60 (Berlin), 20 02

Chromogenic print, face-mounted to Plexiglas.

Image: 145 x 19 9.4 cm ( 57 1 / 8 x 78 1 / 2 in.) 

Frame: 18 0.6 x 2 35.7 cm ( 7 1 1 / 8 x 92 3 / 4 in.)

Signed, titled, dated and numbered 4/4 in ink on 

the reverse of the frame; signed, titled, dated and 

numbered 4/4 in ink on the frame edge.

Estimate 

£ 8,0 0 0 -12,0 0 0  $9,70 0 -14,6 0 0  €9,10 0 -13,70 0  ♠

Provenance

Sean Kelly Gallery, New York
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 80.  Michael Wolf  b. 195 4

Industrial #1, 20 05

Chromogenic print, fush-mounted.

Image/Sheet: 178.1 x 2 20.9 cm ( 70 1 / 8 x 8 6 7/ 8 in.) 

Frame: 18 3. 3 x 2 27.6 cm ( 7 2 1 / 8 x 89 5 / 8 in.)

Signed in ink, printed title, date, number 2/3 and 

copyright on an artist label afxed to the reverse  

of the frame.

Estimate 

£ 15,0 0 0 -20,0 0 0  $ 18, 30 0 -24,4 0 0  € 17,10 0 -2 2,8 0 0  ♠

Provenance

Flowers Gallery, London
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 81.  Vik Muniz  b. 19 61

Viewing from Krakatoa Mt. Rakata Pulau, Indonesia - 

Longitude: 105° 00’06” Latitude: 05° 12’00” – 08/27/1993 – 

7:00PM (Local) – Gaze: AZ: 278° 9.313’ Alt: 90° 0.000’  

from Pictures of Air, 1993

Dye destruction print, fush-mounted.

Image/Sheet: 161.9 x 121. 3 cm (63 3 / 4 x 47 3 / 4 in.) 

Frame: 17 1 x 130. 5 cm (67 3 / 8 x 51 3 / 8 in.)

Printed title in the margin. One from an edition of 10.

Estimate 

£ 6,0 0 0 -8,0 0 0  $7, 30 0 -9,70 0  €6,8 0 0 -9,10 0  

Provenance

Phillips de Pury & Company, New York, 19 October 2006, lot 317

 82.  Vik Muniz  b. 19 61

Amore and Psyche, afer Francois Gerard  

from Pictures of Junk, 20 0 9

Chromogenic print, fush-mounted.

Image/Sheet: 128. 3 x 101.7 cm ( 5 0 1 / 2 x 4 0 in.) 

Frame: 131.8 x 105.4 cm ( 51 7/ 8 x 41 1 / 2 in.)

Signed, dated in ink, printed title, date and number  

AP 3/4 on a gallery label afxed to the reverse of the 

fush-mount. One from an edition of 6 plus 4 artist proofs.

Estimate 

£ 18,0 0 0 -2 2,0 0 0  $21,9 0 0 -26,8 0 0  € 20, 5 0 0 -2 5,0 0 0  

Provenance

Galerie Xippas, Paris
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 83.  Desiree Dolron  b. 19 63

Xteriors III, 20 01-20 05

Chromogenic print, Diasec mounted and fush-mounted.

162. 5 x 12 5 cm (63 7/ 8 x 49 1 / 4 in.)

Signed, titled, dated and numbered 7/8 in ink  

on the reverse of the fush-mount.

Estimate 

£ 30,0 0 0 -5 0,0 0 0  $36, 5 0 0 - 6 0,9 0 0  € 3 4,20 0 -5 6,9 0 0  ♠

Provenance

Michael Hoppen Gallery, London

‘The subconscious seems 
to be a large image 
database, which often 
draws unwittingly ideas.’ 
Desiree Dolron
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 84.  Ruud van Empel  b. 195 8

Boy & Girl, 20 0 8

Dye destruction print, face-mounted to Plexiglas  

and fush-mounted.

241.4 x 17 1. 3 cm (95 x 67 1 / 2 in.)

Signed, titled, dated and numbered 1/7 in ink on an artist 

label afxed to the reverse of the fush-mount.

Estimate 

£ 5 0,0 0 0 -70,0 0 0  $6 0,9 0 0 -8 5, 30 0  € 5 6,9 0 0 -79,70 0  ♠

Provenance

Flatland Gallery, Amsterdam

Literature

Ruud Van Empel: Photoworks 1995-2010, Amsterdam: 

PhotoWorks International, 2011, p. 80

‘To me, both nature and the innocence 
of children is something beautiful. 
Children are born innocent into a 
cruel and dangerous world. I wanted 
to do something with that idea.’ 
Ruud Van Emp el
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 85.  Ruud van Empel  b. 195 8

World #23, 20 0 6

Dye destruction print, face-mounted to Plexiglas  

and fush-mounted.

8 4.2 x 59.6 cm ( 33 1 / 8 x 2 3 1 / 2 in.)

Signed, titled, dated and numbered 2/13 in ink on an  

artist label afxed to the reverse of the fush-mount.

Estimate 

£ 15,0 0 0 -20,0 0 0  $ 18, 30 0 -24,4 0 0  € 17,10 0 -2 2,8 0 0  ♠

Provenance

Galerie Kai Brückner, Düsseldorf

Literature

Ruud Van Empel Photoworks 1995-2010, Amsterdam: 

PhotoWorks International, 2011, p. 63
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 86.  Ruud van Empel  b. 195 8

World #11, 20 05

Dye destruction print, face-mounted to Plexiglas  

and fush-mounted.

119.1 x 8 4.2 cm (4 6 7/ 8 x 33 1 / 8 in.)

Signed, titled, dated and numbered 8/9 in pencil  

on the reverse of the fush-mount.

Estimate 

£ 15,0 0 0 -20,0 0 0  $ 18, 30 0 -24,4 0 0  € 17,10 0 -2 2,8 0 0  ♠

Provenance

Flatland Gallery, Amsterdam

Literature

Ruud Van Empel Photoworks 1995-2010, Amsterdam: 

PhotoWorks International, 2011, p. 89
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 87.  Alex Prager  b. 1979

Desiree, 20 0 8

Chromogenic print, fush-mounted.

Image/Sheet: 62 x 8 4. 5 cm (24 3 / 8 x 33 1 / 4 in.) 

Frame: 65. 5 x 8 8 cm (2 5 3 / 4 x 3 4 5 / 8 in.)

Signed, titled, dated and numbered 1/7 in ink  

on an artist label afxed to the reverse of the frame.

Estimate 

£ 7,0 0 0 -9,0 0 0  $ 8, 5 0 0 -11,0 0 0  € 8,0 0 0 -10,20 0  

Provenance

Michael Hoppen Gallery, London
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 88.  Alex Prager   b. 1979

Crowd #1 (Stan Douglas), 2010

Chromogenic print, fush-mounted.

Image/Sheet: 59.9 x 103.5 cm (23 5/ 8 x 40 3/4 in.)

Frame: 64 x 106.6 cm (25 1/4 x 41 7/ 8 in.)

Signed, titled, dated and numbered 7/7 in ink on

an artist label afxed to the reverse of the frame.

Estimate

£15,000-20,000 $18,300-24,400 €17,100-22,800

Provenance

Michael Hoppen Gallery, London

Exhibited

New Photography 2010: Roe Ethridge, Elad Lassry,

Alex Prager, Amanda Ross-Ho, Museum of Modern

Art, New York, 29 September 2010– 10 January 2011

Alex Prager: Face in the Crowd, Corcoran Gallery of Art,

Washington, D.C., 23 November 2013– 9 March 2014

For other prints

Literature

A. Prager, Face in Crowd, Washington, D.C.: Corcoran

Gallery of Art, 2013, pp. 20-21
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 89.  Valérie Belin  b. 19 6 4

Giant Exhibition Aureole, 2013

Archival pigment print, fush-mounted.

Image/Sheet: 163.4 x 130.9 cm (6 4 3 / 8 x 51 1 / 2 in.) 

Frame: 16 6.4 x 133.9 cm (65 1 / 2 x 52 3 / 4 in.)

Signed and dated in ink, printed title and number 2/3  

on an artist label afxed to the reverse of the frame.

Estimate 

£ 12,0 0 0 -18,0 0 0  $ 14,6 0 0 -21,9 0 0  € 13,70 0 -20, 5 0 0  ♠

Provenance

Edwynn Houk Gallery, New York

 90.  Robert Polidori  b. 1951

Sala Alejo Carpentier, Gran Teatro de la Habana,  

Habana Vieja, Havana, 20 0 0

Chromogenic print, fush-mounted.

Image: 103.7 x 130.7 cm (4 0 7/ 8 x 51 1 / 2 in.) 

Frame: 129.4 x 15 4. 3 cm ( 5 0 7/ 8 x 6 0 3 / 4 in.)

Signed in ink, printed title, date and number 8/10 on  

a gallery label afxed to the reverse of the fush-mount.

Estimate 

£ 12,0 0 0 -18,0 0 0  $ 14,6 0 0 -21,9 0 0  € 13,70 0 -20, 5 0 0  ♠

Provenance

Flowers Gallery, London

Literature

Robert Polidori, London: Flowers Central, 2005,  

cover and n.p.
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 91.  Loretta Lux  b. 19 69

The Green Room, 20 05

Dye destruction print, fush-mounted.

37 x 53.6 cm ( 14 5 / 8 x 21 1 / 8 in.)

Signed, titled, dated and numbered 2/7 in ink on an  

artist label afxed to the reverse of the fush-mount.

Estimate 

£ 6,0 0 0 -8,0 0 0  $7, 30 0 -9,70 0  €6,8 0 0 -9,10 0  ♠

Provenance

TORCH Gallery, Amsterdam

 92.  Vee Speers  b. 19 62

Untitled #30 from The Birthday Party, 20 07

Dye destruction print, fush-mounted.

Image: 8 8.2 x 70.4 cm ( 3 4 3 / 4 x 27 3 / 4 in.) 

Frame: 119.1 x 9 4.6 cm (4 6 7/ 8 x 37 1 / 4 in.)

Signed and dated in ink, printed title and number 6/8  

on a gallery label afxed to the reverse of the frame.

Estimate 

£4,0 0 0 - 6,0 0 0  $ 4,9 0 0 -7, 30 0  €4,6 0 0 - 6,8 0 0 ♠ 

Provenance

acte2galerie, Paris 

Phillips de Pury & Company, London, 16 May 2009, lot 123

Literature

V. Speers, The Birthday Party, Stockport: Dewi Lewis, 

2008, p. 45

 93.  Nobuyoshi Araki  b. 19 4 0

Untitled from Colourscapes, 19 91

Dye destruction print, printed later, fush-mounted.

Image/Sheet: 12 5.8 x 9 9.2 cm (49 1 / 2 x 39 in.) 

Frame: 139. 3 x 113. 3 cm ( 5 4 7/ 8 x 4 4 5 / 8 in.)

Signed in ink on an artist label accompanying the work.

Estimate 

£ 15,0 0 0 -20,0 0 0  $ 18, 30 0 -24,4 0 0  € 17,10 0 -2 2,8 0 0  

Provenance

Acquired directly from the artist

Literature

J. Sans, Araki, Köln: Taschen, 2007, cover and p. 25
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A.R. Penck

Landung auf einem Planeten

oil and acrylic on canvas

180.3 x 299.7 cm (71 x 118 in.)

Painted in 1983.   

Estimate £70,000–90,000

20th Century. 
Contemporary. 
Now. 

20th Century & Contemporary Art
Evening & Day Sales
London, 29 & 30 June 2017

Phillips presents our 20th Century & 

Contemporary Art Evening & Day Sales in 

London, featuring this work by A.R. Penck  

to be ofered in the Day Sale on 30 June 2017.

Visit our public viewing from 21 – 30 June  

at 30 Berkeley Square, London W1J 6EX

Enquiries

Tamila Kerimova, Head of Day Sale

tkerimova@phillips.com
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Gerhard Richter

Kassel, 1992

Ofset print with nitro varnish and unique 

overworking in black and white lacquer

Estimate £15,000-20,000
© Gerhard Richter 2017 (11042017)

Editions.
Evening & Day Sales 
London, 7 June 2017
 

Phillips defnes the Editions category.  

Our June sale will present museum-quality, 

original artist prints and multiples - inviting 

collectors to add the heavyweights of modern 

and contemporary art to their collections. 

Visit our public viewing from 1 – 7 June   

at 30 Berkeley Square, London W1J 6EX  

or visit phillips.com

Enquiries 

+44 207 318 4069

editionslondon@phillips.com
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