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PROPERTY FROM A PRIVATE CALIFORNIA COLLECTION
1 * AR
JOSEF SIMA (1891-1971)
Matière - Souffle  
1965  
 
signed and dated 65; signed, titled and dated 1965 on the reverse 
oil on canvas 
 
73.5 by 92 cm. 
28 15/16 by 36 1/4 in.

£30,000 - 50,000 
US$46,000 - 76,000 
€42,000 - 70,000

Provenance 
Private Collection, Paris (acquired directly from the artist circa 1965) 
Thence by descent to the present owner 
 
Exhibited 
Bochum, Museum Bochum, Joseph Sima, 1974-1975, no. 112

Un souffle, a breath, a simple puff of air: unseen, formless and 
weightless, and yet the very stuff of life. To portray it in paint is to 
capture an invisible, essential act. The paintings of Josef Sima’s 
mature years, recognised today as his most fully formed and 
intellectually rigorous works, often deal with such metaphysical ideas, 
concepts which reference the real world without actually attempting to 
copy or reproduce it. This approach has been described as a sort of 
‘materialist mysticism’, in which Sima’s works evoke what is in effect 
a virtual reality, an otherworldly state in which man is present, but only 
just. Our own world is almost a memory in these strange, enchanting 
images. Using the softest of tones which blend gently into one 
another, Matière – Souffle of 1965 is a painting of something utterly 
simple and yet absolutely vital. It contains hints of ephemeral forms 
which hang like diaphanous sheets, visible and yet not quite tangible.  
 
Born in Czechoslovakia in 1891, Josef Sima moved to Paris in 1921, 
and it was in the French capital that his career was to take flight. His 
meeting with Mondrian in 1925 was crucial to his own artistic evolution, 
and Sima was particularly fascinated by Mondrian’s refusal to label his 
paintings as ‘abstract’, a term which he felt failed to recognise the 
importance of the natural world in their creation. By 1926 Sima was a 
French citizen, and the following year he became one of the founding 
members of Le Grand Jeu, an artistic group which also included the 
experimental poets René Daumal and Roger Gilbert-Lecomte. The 
aim of the group was ambitious: Frantisek Smejkal proposes that they 
intended to “establish a new unity of man and of the world” (Josef 
Sima, Paris 1968, p. 11). Sima also befriended a number of the best-
known Surrealists, including Hans Arp and Max Ernst, and organised 
Andre Breton’s visit to Prague in 1935. 

Although often compared to the Surrealists, Sima and the other 
members of Le Grand Jeu saw themselves as more rational than Arp or 
Ernst, rejecting automatism in favour of a more controlled intellectualism.  
 
The major retrospective held at the Museum Bochum in 1974-1975,  
which included the present lot, revealed the artistic development 
which led towards Sima’s mature style, and demonstrated that the 
paintings of his final years, of which Matière – Souffle from 1965 is 
a classic example, were undoubtedly the artist’s most experimental. 
Inspired by the rediscovery of supposedly lost pre-war works, and 
their inclusion in exhibitions in Paris and Prague in 1964, Sima’s later 
output represents the fusion of youthful enthusiasm with the skills of an 
artist in his prime. Although they still contain elements of the material 
world, these elements were now so subtle as to be almost indistinct. 

The present work displays the typical softness of this period, a 
lightness of touch which allows the aqueous colours to filter gently into 
one another. The title suggests that the very material of this work of art 
is not, as it would appear, oil on canvas, but breath itself. The result is 
almost hypnotic, as the mesmerised viewer is drawn in to the painting’s 
calm, inviting depths. Matière – Souffle reminds us of the essence 
of life, something so basic but so deeply complex, unexplained and 
unexplainable. In doing so, it creates a sense of indefinable beauty; 
quiet, calm and sensuous, and yet eminently, undeniably powerful.
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Detail lot 1





2 AR
BERNARD AUBERTIN (B. 1934)
Tableau Clous  
1969  
 
signed and dated 1969 on the reverse 
acrylic and nails on board 
 
50 by 90 cm. 
19 11/16 by 35 7/16 in.

£18,000 - 25,000 
US$27,000 - 38,000 
€25,000 - 35,000

This work is registered in the Archivio Opere Bernard Aubertin, Milan, under no. 
TC - , and is accompanied by a photo-certificate of authenticity. 
 
Provenance 
Galleria Centro, Brescia 
Private Collection, Milan 

cquired directly from the above by the present owner

20  |  BONHAMS





2 AR
BERNARD AUBERTIN (B. 1934)
Tableau Clous  
1969  
 
signed and dated 1969 on the reverse 
acrylic and nails on board 
 
50 by 90 cm. 
19 11/16 by 35 7/16 in.

£18,000 - 25,000 
US$27,000 - 38,000 
€25,000 - 35,000

This work is registered in the Archivio Opere Bernard Aubertin, Milan, under no. 
TC - , and is accompanied by a photo-certificate of authenticity. 
 
Provenance 
Galleria Centro, Brescia 
Private Collection, Milan 

cquired directly from the above by the present owner
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3 AR
BERNARD AUBERTIN (B. 1934)
Dessin de Feu Circulaire  
1973-1974  
 
signed and dated 1974 on a label affixed to the reverse 
burnt matches on metal, in a perspex frame 
 
90 by 90 cm. 
35 7/16 by 35 7/16 in.

£6,000 - 8,000 
US$9,100 - 12,000 
€8,300 - 11,000

This work is registered in the Archivio Opere Bernard Aubertin, Milan, 
under no. DFA-3500000372015-RSN, and is accompanied by a 
photo-certificate of authenticity. 
 
Provenance 
Galleria Centro, Brescia 
Private Collection, Milan 
Acquired directly from the above by the present owner
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4
DANIEL SPOERRI (B. 1930)
Tableau Piège  
1972  
 
signed, titled, dated Jahrgang 72, 28. Nov. and inscribed 
Aktion Rest Spoerri on the reverse 
assemblage on wood, in a perspex box 
 
70 by 70 by 10 cm. 
27 9/16 by 27 9/16 by 3 15/16 in.

£8,000 - 12,000 
US$12,000 - 18,000 
€11,000 - 17,000

This work is registered in the Verein zur Förderung des 
Werks von Daniel Spoerri, Hadersdorf am Kamp, 
under no. 1972_TP_2015_05_26_#0107, and is accompanied 
by a photo-certificate of authenticity.  
 
Provenance 
Private Collection, Florence 
Thence by descent to the present owner
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5 AR
GÜNTHER UECKER (B. 1930)
Poetische Reihe - Antibild  
1976  
 
signed, titled and dated 76 on the reverse 
nails and pencil on canvas laid on board 
 
40 by 40 cm.  
15 3/4 by 15 3/4 in.

£50,000 - 70,000 
US$76,000 - 110,000 
€70,000 - 97,000

Provenance 
Galerie Löhrl, Mönchengladbach 
Private Collection, Germany 
Galerie Klaus Benden, Cologne 
Private Collection, Germany 
Galerie Klaus Benden, Cologne 
Acquired directly from the above by the present owner 
 
Literature 
Dieter Honisch, Uecker, Stuttgart 1983, p. 244, no. 929, illustrated in black and white

Lothar Wolleh, Günther Uecker
© Oliver Wolleh, Berlin © Günther Uecker. All rights reserved. DACS 2015

24  |  BONHAMS





Detail lot 5





Detail lot 6



TWO WORKS BY
ALBERTO BURRI

 
LOTS 6 - 7



6 AR
ALBERTO BURRI (1915-1995)
Catrame I  
1949  
 
oil and tar on canvas 
 
53.5 by 46.5 cm. 
21 1/6 by 18 5/16 in. 
 
This work was executed in 1949.

£70,000 - 100,000 
US$110,000 - 150,000 
€97,000 - 140,000

This work is registered in the Fondazione Palazzo Albizzini, Città di Castello, under no. 49.38.

Provenance 
Edgardo Mannucci Collection, Rome 
Galleria Il Segno, Rome 
Private Collection, Italy 
Galleria Valente Arte, Finale Ligure 
Private Collection, Italy 
Acquired directly from the above by the present owner  
 
Exhibited 
L’Aquila, Castello Cinquecentesco, Alternative attuali, Omaggio a Burri, Retrospettiva antologica 
1948-1961, 1962 
Houston, Museum of Fine Arts, Alberto Burri, 1963, no. 3 
Parma, Galleria d’Arte Niccoli, Alberto Burri 1946-1966, 1993-1994, p. 33, illustrated in colour 
Roma, Palazzo delle Esposizioni; Monaco, Lenbachhaus; Brussels, Palais des Beaux-Arts, Burri: 
Opere 1944-1995, 1996-1997, p. 146, illustrated in colour 
Fukuyama, Museum of Art; Osaka, The National Museum of Art, Afro, Burri, Fontana, 2002, 
p. 77, no. 23, illustrated in colour 
 
Literature 
Cesare Brandi, Vittorio Rubiu, Burri, Roma 1963, p. 186, no. 29, illustrated in black and white 
Fondazione Palazzo Albizzini (ed.), Burri, contributi al catalogo sistematico, Città di Castello 1990, 
p. 22, no. 47, illustrated in colour 
Bruno Corà, Burri e Fontana, Milan 1996, p. 97, no. 2, illustrated in colour
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An artist’s importance can be judged in a variety of ways: 
their influence on artists who came after, their innovation with 
material, their clarity of purpose and their primacy within the 
world’s major museum collections. As such Alberto Burri is 
now recognised as one of the most significant figures of the 
20th Century and a planned retrospective at the Guggenheim 
in New York in October of this year only serves to cement this 
reputation. 

Alberto Burri was an artist who rarely gave interviews, and is 
often described as reclusive, a ‘lone wolf’. As such, the few 
interviews which do survive provide a rare insight into this giant 
of Italian, and indeed international, abstraction. These powerful 
words from his discussion with Stefano Zorzi, spoken in 1994 
as the artist approached the end of his long life and career, 
sum up both his enthusiasm and his clear vision of what his 
paintings were all about. Catrame I of 1949 is a seminal work 
from the most innovative period of Burri’s life. As we scan its 
complex landscape of soft, sinuous contours, its ridges and 

crevices, a sense of that form and that space begins to emerge. 
It draws us in like a shadow, strange and ambiguous from afar, 
but on closer inspection a mass of movement and incongruity. 
Its apparent darkness begins to lift as the light plays across its 
varied surface, and our eyes are drawn to the vibrant patches of 
colour which emerge amongst the black, a warm, glowing core 
at the heart of the composition. Suddenly Burri’s concise but 
powerful exclamation begins to make sense.

A prisoner-of-war camp is not the kind of place that you might 
expect creative inspiration to flourish, but that is exactly where 
Alberto Burri discovered his artistic calling. It was here that 
he began to experiment with painting. His choice of materials 
obviously limited, Burri painted with what was to hand, often 
using humble burlap as a base for his work. Finally released 
in 1946, he returned to Italy filled with enthusiasm for this new 
creative direction, and finding himself dissatisfied with the 
political realism which was currently popular, he quickly moved 
into abstraction.

Form and Space! Form and Space! The end. There is nothing else. Form and Space!
The artist in an interview with Stefano Zorzi, Parola di Burri, 1995, p. 99  



Burri recognised the potential of the unusual artistic practices 
he had developed in the camp, and in 1949 he returned to 
the use of unconventional materials, specifically media which 
were not normally associated with ‘fine art’. He stitched 
together patches of old sacks into works known as Sacchi. 
He formulated unexpected collages containing fragments of 
pumice stones and wood. As we see in Catrame I, he combined 
the more traditional technique of oil paint on canvas with thick, 
black tar. Burri adroitly utilised the viscosity of the tar to develop 
the fascinating forms that we see here, also etching sharp lines 
into it once it had dried and solidified, adding sculptural texture 
to the slick, glossy surface. The very title of the present lot, 
which translates as simply ‘Tar I’, reveals the importance of 
the material component 
in this work. Although 
these unexpected media 
are sometimes described 
by art historians as ‘poor’, 
there is nothing meagre 
or modest about Catrame 

I: in fact, it demonstrates 
Burri’s talent for artistic 
alchemy, transforming the 
apparently mundane into 
something almost magical. 

By the time he produced 
Catrame I, Burri was a man 
on an artistic mission. In 
the winter of 1948-9 he had 
spent a significant amount 
of time in Paris, visiting 
the Louvre, meeting Miró 
and experiencing the 
exciting atmosphere of 
the Galerie Denise René. 
It was in Paris that he 
saw works in tar by Jean 
Dubuffet, and was struck 
by their power. In 1950 he 
helped to found the group 
Origine, who hoped to 
combat the increasingly 
decorative nature of 
current abstraction. Two 
years later his work was 
included in an exhibition 
and book organised by 
French academic Michel 
Tapié, both entitled Un Art autre (Another kind of art), alongside 
the paintings of other innovators including Willem de Kooning, 
Jean Dubuffet and Wols. A new movement was born, and Art 

Informel was to challenge all that had come before it. Like Burri, 
many of the artists involved used unexpected materials, and 
took risks with existing notions of art, effectively drowning stale 
traditions in the wake of something absolutely “other”. Artists 
from across the world began to take notice: in 1953 Burri was 
twice visited in his studio in Rome by Robert Rauschenberg, 
who took a number of new ideas back with him to the States. 
Looking at Rauschenberg’s Black Paintings, which began to 
appear around the same time, it is easy to see the affinities 
between them and Catrame I, not least in the intensity of 

their obsidian depths and their use of unusual, apparently 
prosaic materials (in this case newspaper) to create something 
altogether extraordinary. 

The inclusion of Catrame I in the artist’s first American 
retrospective, as well as various other shows across Europe, 
suggests that its important place in Burri’s artistic journey has 
long been recognised. In fact, given the qualities that he shared 
with the Abstract Expressionists, who are often portrayed as the 
American equivalent of the members of Art Informel, it is hardly 
surprising that America was a nation that seemed to instantly 
take to Burri. Comparisons have been made between Burri’s 
technique and that of Jackson Pollock, both men assaulting their 

canvases with unrivalled 
vigour, and the Italian’s 
use of the American flag 
predated the iconic stars 
and stripes of Jasper 
Johns. Burri’s profile in 
the USA continues to 
grow, the aforementioned 
major retrospective at the 
Guggenheim in New York, 
which owns a number of 
his best works, being a 
case in point. 

Attempts have been 
made to equate the works 
of the late 1940s with 
the bruised and burnt 
post-war landscape that 
would have met him on 
his return to Italy, but 
given Burri’s steadfast 
focus on form and space, 
such comparisons are 
surely nothing more than 
biographical fallacy. 
Catrame I is not about 
reproduction or recreation 
of reality, it is rather an 
example of the production 
and creation of something 
entirely new.  As an 
early example of Burri’s 
formative abstracts, this 
work represents a crucial 
turning point, not just in 

Burri’s practice, but also in the direction of twentieth-century 
abstract art. This work was nothing less than an attack on the 
existing artistic canon, and the impact of Burri’s output from 
this period was to be felt far and wide.

Above:
Robert Rauschenberg, Untitled (glossy black painting), circa 1951
San Francisco Museum of Modern Art © Robert Rauschenberg Foundation / 
DACS, London / VAGA, New York 2015 

Left page:
Jean Dubuffet, Façades d’immeubles (Building façades), 1946
The Musem of Modern Art, New York © 2015. Digital image, The Museum of 
Modern Art, New York / Scala, Florencex



7 AR
ALBERTO BURRI (1915-1995)
Combustione Plastica L.A.  
1967  
 
signed and dated 67 on the reverse 
plastic, acrylic, vinavil and combustion on cellotex 
 
9 by 20 cm. 
3 9/16 by 7 7/8 in.

£30,000 - 50,000 
US$46,000 - 76,000 
€42,000 - 70,000

This work is registered in the Fondazione Palazzo Albizzini, Città di Castello, under no. 672.  
 
Provenance 
Private Collection, Europe 
Sale: Christie’s, London, Post-War & Contemporary Day Sale, 25 June 2004, Lot 159 
Galleria Tega, Milan 
Private Collection, Genoa 
Acquired directly from the above by the present owner 
 
Literature 
Fondazione Palazzo Albizzini (ed.), Burri: contributi al catalogo sistematico, 
Città di Castello 1990, p. 133, no. 542, illustrated in colour (incorrect orientation)

Of all artistic media, ‘Painting’ is the most traditional and historically 
entrenched. For centuries, artists reproduced their realities or 
subjective responses to their existence by applying pigment 
onto a surface. Whilst egg tempera eventually became acrylic, 
and board evolved to become canvas, this paradigm remained 
unchanged for centuries until its authority was finally challenged by 
a group of Avant-Garde artists working in Italy just after World War II.  
Along with Lucio Fontana, Alberto Burri was at the forefront of this 
radical movement, and central to his practice was to challenge 
convention and tradition. Whilst Fontana symbolically punched holes or 
cut through the surface, Burri decided to destroy the bourgeois notion 
of the painter’s surface entirely. He used anti-conventional and new-age 
industrial materials to form the basis of his works; he replaced canvas 
with sacking, used plastic instead of paint, and a blowtorch for a brush.  
 
The present work is a classic example of Burri’s eschewal of tradition, 
and adoption of a new materiality. Executed in 1967, at the height of the 
global post-war boom, Combustione Plastica L.A. makes use of new 
materials such as plastic, and marks a departure from the artist’s early 
works from the late 40s and 50s which utilised tar, sacking and wood. 
The world experienced an explosion of material and plastic production 
in the post-war period, and for the first time the general public came in 
contact on a day-to-day basis with plastics – which were considered 
futuristic, luxurious, and evidence of a new age full of possibility.  
Here, Burri decided to use ‘Cellotex’ as his base - an industrial thermal 
insulation board. Layered on top is a plastic sheet which is attached 
using ‘Vinavil’, an industrial adhesive. In a purely iconoclastic act, Burri 
used a blowtorch to burn the plastic horizontally across the surface. 
Burning plastic is different to burning anything else: it warps, bubbles, 
blackens, and burns at the same time, as its chemical properties are 
altered by the combustion. Burri relished that he could use the elemental 
force of fire to reveal new forms and structures in his art with a technique 
that was dictated by chaos and chance, redolent of Dada strategies.  
 

Four years earlier, Yves Klein had pioneered the use of fire for creative 
purposes in his experimental Fire Paintings at the Centre d’Essais 
du Gaz de France. There, Klein used a large flamethrower to ‘burn’ 
images into sheets of cardboard. He would mask out areas using fire 
retardant paint which would protect the surface from being singed 
by the extreme heat of the flamethrower, much akin to Heliographic 
process in photography. The result was a change in the tonality of 
the surface of the cardboard, as Klein literally ‘painted’ with fire. 
However, for Burri the use of fire was conceptually very different 
to Klein’s aims: Klein used fire to colour the surface, Burri used 
fire to transform it. It places Burri almost as a chemical engineer, 
transforming the materials he utilised on a molecular level to drag 
art into a totally new realm of abstraction. In terms of art history this 
shift cannot be underestimated: Burri’s art demonstrates the triumph 
of matter over painting, as the physicality of his materials acquire 
life of their own, assuming total precedence over traditional criteria. 
 
Burri initially trained in medicine, and was a doctor with the Italian 
armed forces during World War II, before he was taken captive by 
the U.S. army and put in prisoner-of-war facility in Texas, where 
he started painting and drawing. It is often said his artworks recall 
his medical experiences, and the present work is redolent of a 
bandage used to smother a burn. It stands then as an allegory not 
only for the trauma and pain Burri had witnessed during the war, 
but also for the trauma and pain he had caused to Painting itself.  
 
Despite being held captive in America, Burri must have felt a strong 
yearning to return, and in 1963 he purchased a home in the Hollywood 
Hills. There he would spend each winter until 1989, and artworks 
executed during this period were given either the prefix or suffix: L.A. 
The present work is as such part of this special and select body of works 
executed in the land where Burri began his journey to become one of 
the most venerated artists of the 20th Century, in the most atypical 
of circumstances. Perhaps fittingly, this October the Guggenheim, 
New York, will offer the most comprehensive retrospective of Burri’s 
works ever on American soil, placing him as a central and singular 
protagonist of Post-War Art.
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8 AR
MIMMO ROTELLA (1918-2006)
LEGR  
1958  
 
signed and dated 58; signed, titled and dated twice 58 1958 on the reverse 
décollage on canvas 
 
58.5 by 100 cm. 
23 1/16 by 39 3/8 in.

£65,000 - 85,000 
US$99,000 - 130,000 
€90,000 - 120,000

Provenance 
Graziano Laurini Collection, Milan  
Sale: Finarte, Milan, Arte moderna e contemporanea, Parte seconda, 11 October 2005, Lot 351 
Private Collection, Milan 
Acquired directly from the above by the present owner in 2007 
 
Exhibited 
Paris, Tornabuoni Art, Mimmo Rotella, 2012 
London, Simon Dickinson, Italian Show, 2014, p. 35, illustrated in colour 
London, Robilant + Voena, Mimmo Rotella, 2015, p. 75, no. 33, illustrated in colour 
 
Literature 
Tommaso Trini, Rotella, Milan 1974, n.p., illustrated in colour
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LEGR from 1958 is a compelling work of art, an image which 
is both instantly arresting and subtly complex. It is also an 
important early example of a décollage created from layer upon 
layer of torn sections of advertising posters, a technique with 
which the artist is inextricably linked. The four letters which 
dominate the picture plane at first seem strange, undecipherable. 
But there is something recognisable here too, in the elegant 
curves and curls of the letters, and in that hot sunshine yellow; 
a memory, or at least the ripped fragment of a memory. As the 
eye moves across the rest of the composition, other elements 

emerge too; the black stamp on one of the letters, a vivid streak 
of red that stretches across the top left, the edge of a vaguely 
familiar red star on the far right, and those distinctive patches of 
white where the rough edge of the torn paper has been left raw 
and exposed. LEGR is a work of art filled with reminiscences of 
another place, another age, layer upon layer of inference and 
allusion. It is provocative, daring and enigmatic; typically Italian, 
and emblematic of the artist.

Words were important to Rotella, and during the 1940s he 
became involved in writing what he termed ‘epistaltic’ poetry, 
an unconventional mix of real and invented words which played 
with sound in unexpected ways. Given the material from which 
they are created, it is not surprising that his works of art are 
often dominated by text too. Art historians regularly talk of 
‘reading’ a picture, and LEGR can, of course, be read on two 
different levels. But the letters that we see here have no inherent 
meaning: instead, like Rotella’s poetry, they evoke subconscious 
reactions, bringing forward distant remembrances and shining 
new light on shadowy, partial recollections. Half a century before, 
text had also played a prominent role in the paintings of cubist 

artists, and in particular those of Georges Braque. But, as with 
LEGR, the meaning of the words themselves was unimportant 
in these cubist works; the response that they awakened was 
what mattered, latent memories and instinctive reactions. In 
these works of art, words are stripped of their purpose, letters 
become forms filled with a visual import beyond their simple 
verbal connotations.

The excitement of Rotella’s creative process is vividly captured 
in the artist’s own description of his practice. He talked of 
“raiding” the streets of Rome in search of interesting posters, 
and when he spoke of “tearing down” what he found, it is clear 
that he was describing his attitude towards previous artistic 
traditions as much as the physical act of removing the sheets 
of papers from the city’s walls. Black and white photographs 
of the artist involved in this rite of lacerazione (literally tearing 
or ripping) survive from the 1950s, with Rotella shown pulling 
down huge swathes of paper from the walls of the Piazza 
del Popolo in Rome. The ragged edges of the fragments of 
paper evident in LEGR are testament to the energy involved 
in its production; this is a work of art which speaks of its own 
dynamic conception, a vision of motion, of un-choreographed 
pulling and ripping and tearing. It is also an artistic paradox, this 
beautiful creation which has emerged from the act of impetuous 
destruction. 

By their very nature, Rotella’s décollages are constructed out 
of many diverse elements, but the fact that they hang together 
so successfully was all down to Rotella himself, and his 
spontaneous sense of artistic harmony.

Rotella saw the décollages as a reaction to the monotony of 
his childhood in Calabria, and presented the act of ripping as 
a protest against a society that seemed stuck in the past and 
lacking in artistic vision. During the 1960s his use of colourful 
advertising imagery inevitably led him to be labelled a European 
equivalent to the Pop artists who were then taking the USA 
by storm, a comparison which was only heightened by his 
involvement in the influential movement known as Nouveau 

Réalisme. Here he found himself in the company of many of the 
greatest names of twentieth-century European avant-garde art, 
including Yves Klein, Arman and Jean Tinguely, as well as the 
noted rench affichistes aymond Hains and Jac ues illegl , 
whose own torn-paper works explore similar themes to those 
of Mimmo Rotella. 

While collage had been used by previous generations of artists, 
most notably urt chwitters, and the word d collage had first 
appeared in print in the Dictionnaire Abrégé du Surréalisme 

in 1938, it was Rotella and his fellow Nouveau Réalistes who 
were to become the best-known exponents of this technique 
of building up layers and then tearing them back. In taking 



something recognisable, a piece of text or an image which 
could be seen on every street corner, and transforming it into 
one of his décollages, Rotella was involved in an act of radical 
appropriation, a metamorphosis from valueless ephemerality 
into pictorial immortality. 

Spend a while studying LEGR, and aspects of source material 
begin to emerge; the distinctive font of the letters and that 
fragment of a star imply that the original poster may have 
advertised San Pellegrino, that most Italian of mineral waters; the 
stamp indicates that tax had been paid for the advertisement to 
be posted for a month, from 6 November to 6 December 1958. 
It is this unsettling interweaving of the vaguely familiar with the 
totally unexpected which makes this such a rewarding work 
of art, for while it may rely on materials which are apparently 

commonplace, LEGR itself is undoubtedly extraordinary. Every 
rip, every tear represents a virtual attack on artistic tradition. 
And just as Mimmo Rotella himself intended, this virulent 
denunciation of established concepts of ‘fine art’ has resulted 
in a work which shines brightly through the greyness of the 
modern world, lending it a touch of indelible Pop glamour 
tinged with the heat, colour and drama of 1950s Italy.

Above:
Georges Braque, Verre et pipe JOUR, 1913-1914
© 2015. Christie’s Images, London / Scala, Florence. 
© ADAGP, Paris and DACS, London 2015

Left page:
Detail of the present lot

...as with LEGR, the meaning of the words themselves was 
unimportant in these cubist works; the response that they 

awakened was what mattered, latent memories and instinctive 
reactions



Executed in 1975, RS is an archetypal example of Mimmo Rotella’s 
enduring dedication to the art of décollage: the act of tearing or removing 
layers of imagery to create new meaning through unexpected visual 
juxtaposition. Rotella used found imagery in the form of advertising 
posters which he appropriated from streets and urban environments. 

Often dressed rather dashingly, Rotella would head out and tear down 
posters that interested him not only visually but also conceptually, in 
a fleeting moment of mischievous vandalism. Back in the studio, he 
would mount these posters on to canvas, and rip and tear away at each 
layer, resulting in a final product of high culture that transcended the 
ephemeral nature of its parts. This was not the visual appropriation of 
the everyday, but the physical appropriation of the everyday.

Visually imposing and deft in its execution, RS from 1975 is dominated 
by a ferocious tiger; a recurrent motif that pervaded Rotella’s practice 
and one that also features on the front cover of Germano Celant’s book 
on Rotella from 2007. This large scale work is a composite of several 
circus posters; in every city it is still common to see flamboyant circus 
advertisements dotted around, often featuring exotic imagery to entice 
the locals. It is a nostalgic choice of subject matter, and perhaps Rotella 
decided to revisit this theme throughout his career as the image of a tiger 
would instantly remind him of the sun kissed streets of his hometown of 
Catanzaro in southern Italy. 

Nostalgia is a pertinent word as, above all else, Rotella’s works are the 
physical manifestation of memory, acting almost as time capsules to a 
different age and place. The posters he used were part of the very fabric 
of the urban landscape, its skin. Standing in front of this work in the 
present day one thing becomes clear: to engage with RS is to catch a 
glimpse back in time.

9 * AR W
MIMMO ROTELLA (1918-2006)
RS  
1975  
 
signed and dated 75; titled and dated 1975 on the reverse  
décollage on canvas 
 
140 by 100 cm.  
55 1/8 by 39 3/8 in.

£25,000 - 35,000 
US$38,000 - 53,000 
€35,000 - 49,000

This work is registered in the Archivio Mimmo Rotella, Milan, under number 0468 DC 975/000. 
 
Provenance  
Studio Lattuada, Milan (no. 2729) 
JZ Art Trading, Milan 
Sale: Sotheby’s, Milan, Arte contemporanea, 26 November 2008, Lot 349 
Private Collection, Europe 
Sale: Christie’s, London, Post-War & Contemporary Art, 19 October 2013, Lot 342 
Acquired directly from the above by the present owner

Mimmo Rotella
Courtesy Archivio Mimmo Rotella, Milan © DACS 2015
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TOTI SCIALOJA (1914-1998)
Bang Bang Bang  
1967  
 
signed and dated 67 on the reverse 
oil and mixed media on canvas 
 
70 by 134 cm. 
27 9/16 by 52 3/4 in.

£10,000 - 15,000 
US$15,000 - 23,000 
€14,000 - 21,000

This work is accompanied by a photo-certificate of authenticity 
signed by the artist. 
 
Provenance 
Marlborough Galleria d’Arte, Rome 
Private Collection, Italy 
Galleria Ghelfi, ontecatini Terme 
Acquired directly from the above by the present owner in 1998 
 
Exhibited 
Milan, Palazzo Reale, I pittori italiani dopo il Novecento, 1970

11 AR
GIUSEPPE SANTOMASO (1907-1990)
Moresco  
1983  
 
signed and dated 83; signed and dated 83 on the reverse 
oil and sand on canvas 
 
92 by 73.5 cm. 
36 1/4 by 28 3/4 in.

£15,000 - 20,000 
US$23,000 - 30,000 
€21,000 - 28,000

This work is accompanied by a photo-certificate of authenticity 
signed by the artist. 
 
This work is registered in the Archivio Giuseppe Santomaso, Milan, 
under number sot / 427, and will be included in the forthcoming 
Catalogue Raisonné edited by the Archivio Giuseppe Santomaso 
and Umberto Allemandi Editore. 
 
Provenance 
Private Collection, Italy 
 
Literature 
Massimiliano Caforio, Viviana Guadalupi et. al., Catalogo Virgilio, 
Contemporary Italian Art, Brindisi 2004, p. 195, illustrated in colour 
(incorrect orientation)
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12 AR
LUCIO FONTANA (1899-1968)
Concetto Spaziale  
1960-1963  
 
signed 
glazed ceramic 
 
Diameter: 44 cm.

17 5/16 in. 
 
This work was executed circa 1960-1963.

£60,000 - 80,000 
US$91,000 - 120,000 
€83,000 - 110,000

This work is registered in the Fondazione Lucio Fontana, Milan, under no. 3723/2. 
 
Provenance 
Galerie Mony Calatchi, Paris 
Private Collection, Buenos Aires 
Private Collection, Italy 
Acquired directly from the above by the present owner 
 
Exhibited 
Besana in Brianza, Villa Filippini, Picasso, Fontana, Sassu - Arte ceramica da Albisola 
a Vallauris, 2003, pp. 79 and 125, no. 24, illustrated in colour (incorrect orientation)

Interior of the dome of the Pantheon, Rome
© Bridgeman Images 2015
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To engage with Concetto Spaziale from 1960-1963 is not to 
merely stand, look, and consider. Rather, one impulsively 
wanders around the object, contemplating, gazing and 
inspecting as the deep pearlescence of the glaze radiates 
a prismatic array of colour from its surface. Glistening golds 
and yellows lucidly transform into intense ultramarines and 
violets contrasted against a ground of deep earthy green and 
bronze, as if Fontana had physically captured the transience 
of a rainbow. Two sculptural perforations right through the 
centre of the artwork not only dissipate the colour further, but 
also allow the viewer to focus on the space directly behind the 
piece.  These apertures are an archetypal motif for Fontana, and 
coupled with his use of glaze and form, the present work acts 
as the reified synthesis of his most important theories. 

Despite being best known for his slashed monochrome paintings, 
above all else, Lucio Fontana considered himself a sculptor. 
Born to a sculptor, Fontana’s early life was based around his 
devotion to his father’s craft: having moved from Argentina to 

ilan at a young age, he briefly moved back to Argentina where 
he set up his own sculpture studio, before finally settling back 
in Milan in 1928. It was there that he trained at the Accademia di 

Brera under the tutelage of the refined representational sculptor 
Adolfo Wildt. Like any other young artist, Fontana immediately 
produced work in line with the prevalent aesthetic movement 
of the time, in his case Novecento Italiano. Novecento was 
a representational movement characterised by a rejection 
of European Avant-Garde aesthetics in favour of embracing 
Italy’s illustrious representational tradition. However, Fontana 
remained curious, and began to investigate new modes of 
expression. 

In 1935 Fontana moved to the small coastal town of Albisola in 
the North West of Italy. At the time, Albisola was the epicentre 
of Italian ceramic research and production, and it was here that 
his ceramic investigations began in earnest. During this fecund 
period, Fontana tackled a vast array of traditional subject matter 
including: fantasias, rampant horses, lions, sibyls, warriors, 
saints and crucifixes. Whilst ostensibly figurative, these works 
were executed in a loose and intense manner, the plasticity of 
clay acting as the perfect foil for ontana’s firm and expressive 
manipulation. he highly finished techni ue of his earlier work 
became looser and looser, slowly paving its way closer to pure 
abstraction.

Fontana continued in this vein for almost a decade until, after a 
period back in Argentina which coincided with World War II, he  
wrote five seminal manifestos between 194  and 19  which 
outlined his theories of Spazialismo (Spatialism). Humanity 
went through a rapid technological advancement in the mid-
twentieth century, with more progress made in fifty years than in 
the previous five hundred. ontana understood the significance 
of this, and his treatises called for art to shed its historical and 
bourgeois frameworks and fundamentally update its spirit and 
form. Fontana’s response to his own doctrine was to create 
art that explored a ‘new dimension’ – and this concept is 
encapsulated perfectly in the present work. 

Commentators often mistake Fontana’s holes and slashes as 
an attempt to bring the three-dimensional to a two-dimensional 
picture plane. Despite their aesthetic allure, Fontana’s real 
interest was not in their form, rather, he was interested in what 
they revealed. This is particularly evident in Concetto Spaziale 

from 1960-1963, where the holes are large and gaping, and 
present the space behind to the viewer – and this is what the 
artist considered to be a ‘new dimension’. This dimension is 
neither pictorial nor definable per se but can be understood as 
being allegorical, an iconoclastic rip in art itself, and a portal 
into the unknown, the undefinable, and the new. 

In the Manifesto Blanco from 1946, Fontana makes constant 
references to the notions of dynamism and movement, and he 
argued that art should be dynamic, as matter itself is in constant 
movement. The present work’s pearlescent glaze makes it 
seem like it is in a constant state of flux, and as light dances 
across the surface, and as the viewer’s position ever so slightly 
shifts, so too does the colour and the position from which it 
is reflected. his artwork may be innate, yet the perceived 
movement generated from its surface gives the impression it 
is motile.
 
Artworks based on profound theory sometimes have a tendency 
to lose some of their aesthetic potential, yet the present work 
is an undeniably beautiful object. It is testament to Fontana’s 
brilliance as an artist that he was able to combine the theoretical 
and the aesthetic with such harmony. 

Fontana had the foresight to realise that the world was not only 
rapidly changing, but that this change would result in a stage 
of human existence unlike any other period that had preceded 
it. He felt that art should reflect this vital transformation of the 
human condition, and he embarked on a search for a new 
dimension by transforming entrenched and historic artistic 
tropes, such as canvases and ceramics. Concetto Spaziale 

from 1960-1963 is the epitome of this thought process, and 
the physical embodiment of his mission to find a truly odern 
mode of expression: dramatic ruptures intertwine with mutable 
colour to form an artwork truly pertinent to its era, and filled 
with the optimism and excitement that Fontana felt for mankind. 

[this work] It is testament to 
Fontana’s brilliance as an artist 

that he was able to combine the 
theoretical and the aesthetic with 

such harmony 



Detail lot 12
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MARIO CEROLI (B. 1938)
La casa dell’architetto 
1966  
 
signed and dated 66, signed and dated 67 on the triangular element 
wood 
 
165 by 100 by 12 cm. 
64 15/16 by 39 3/8 by 4 3/4 in. 
 
This work is unique.

£12,000 - 18,000 
US$18,000 - 27,000 
€17,000 - 25,000

This work is accompanied by a photo-certificate of authenticity signed by the artist. 
 
Provenance 
Private Collection, Florence 
Thence by descent to the present owner 
 
Exhibited 
Florence, Galleria Il Ponte, Roma-London-Paris, 2004, n.p., no. 4, illustrated in colour

Giorgio de Chirico, Armonia della solitudine
© Fondazione Giorgio e Isa de Chirico © DACS 2015 
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MARIO MERZ (1925-2003)
Fare foglie dai vecchi ceppi  
1984  
 
signed twice, titled twice and dated 84 twice 
spray paint, crayon and collage on paper 
 
114 by 151 cm. 
44 7/8 by 59 7/16 in.

£18,000 - 25,000 
US$27,000 - 38,000 
€25,000 - 35,000

Provenance 
nthony d’Offay Gallery, ondon 

Alfonso Artiaco, Pozzuoli 
Galerie Willy D’Huysser, Brussels 
Baronian Francey, Brussels 
Acquired directly from the above by the present owner
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Kapoor’s work it is as though 
pieces of the heavens had broken 
off from the sky and fallen to arth

John David Ebert, On Anish Kapoor, www.culturaldiscourse.com



ANISH KAPOOR
 

LOT 15



15 * AR W
ANISH KAPOOR (B. 1954)
Untitled  
2012  
 
signed twice and dated 2012 twice on the reverse 
stainless steel and lacquer 
 
124.5 by 124.5 by 30 cm. 
49 by 49 by 11 13/16 in.

£400,000 - 600,000 
US$610,000 - 910,000 
€560,000 - 830,000

Provenance 
Gladstone Gallery, New York 
Acquired directly from the above by the present owner in 2012





Anyone who experiences Untitled from 2012 by Anish Kapoor is 
immediately struck by its huge presence. A monumental convex 
mirror, created from a flawless bowl of perfectly polished steel 
which is then coated with a thin layer of coloured enamel, this 
is a work of art with a powerful aura. It hangs like something 
extra terrestrial  a fiery planet, a roseate setting sun, a huge orb 
of radiant colour. Its bearing is almost supernatural or holy, with 
reminiscences of the celestial idols worshiped in centuries past 
by ancient civilizations. 

Anish Kapoor himself hardly needs any introduction. Now widely 
regarded as one of the most influential artists of his generation, 
he is also one of the few sculptors who have achieved 
international recognition to the level of art-world ‘superstardom’, 
and as a result has become something of a household name. 
His circular mirror works are now instantly recognisable, 
the epitome of his art and the climax of years of 
experimentation. Perhaps not surprisingly, the 
process involved in creating these works is 
long and complex; after all, producing 
an object which is so perfectly 
pure, so utterly immaculate and 
on such a grand scale is never 
easy. Ultimately for the artist it is 
important that the viewer looks 
beyond the sculpture itself and 
appreciates its visual impact. 
In order to achieve this, 
however, absolute perfection is 
required in the polished metal 
surface: “The mirroredness, in 
the right conditions, concave 
mirroredness, does something 
to dematerialise the object... they 
have to be made very well, and 
it has taken me too many years to 
make them well enough.” (The artist in 
conversation with Andrew Renton, Anish 

Kapoor, ondon 11, p. . he use of enamel 
adds, quite literally, another layer to the work, using 
traditional techni ues involving the firing of powdered glass to 
develop a hard outer shell which is both beautifully bright and 
absolutely smooth. 

When viewed as an object, one so expertly and artfully fashioned, 
Untitled is an exceptional feat of engineering. But, like Kapoor’s 
ideal viewer, we must see past the intricate construction, and 
concentrate instead on the vivid and varied sensations that this 
sculpture creates. Although it inevitably reflects back whatever 
stands before it, Untitled distorts, mutates and twists the world 
around it, the shapes that it holds moving and turning as the viewer 
approaches or retreats. f course, it is difficult to look at the work 
without seeing yourself, and Kapoor is aware of the double-meaning 
inherent in the words ‘self reflection’. he barrier between sub ect 
and ob ect is blurred, both literally and figuratively. 

Stephen Holl attempts to capture the impact of an encounter 
with the artist’s reflective sculptures as follows  apoor 
confronts us with scale, space, and form, through which our 
experience suddenly inverts from physical to phenomenal. We 
find ourselves negotiating space with our legs and arms. A 
twist and turn of the body opens new perspectives. We feel the 
light with our skin, smell the qualities of space, and hear the 
sound of time” (‘Perception before cognition’ in Anish Kapoor: 
Memory, New York 2009, p. 85). Ultimately, however, words 
can never convey the feelings generated by such an encounter; 
while it may risk lapsing into cliché to state that this is a work 
of art which truly has to be seen to be believed, the phrase has 
perhaps never seemed so apt. 

olour is also vital here, as the shallow concave flashes back 
the world in warm rosy hues. Although the enamel coating is 

uniform across the expanse of the mirror, its ever-
changing interplay with the environment that it 

inhabits produces a multitude of luminous 
tints; with pinks, reds, mauves and 

maroons constantly moving across 
its pristine surface, Untitled is 

never the same twice. In this it is 
reminiscent of the paintings of 
Yves Klein, who, like Kapoor, 
exploited the visual potential of 
concentrated pigments, bold 
monochromes which startle 
the eyes and lift the spirits. 

Anish Kapoor’s art is profound, 
exploring aspects of spirituality, 

of perception and of reflection, 
much like Roy Lichtenstein’s 

mirror paintings. However, Kapoor’s 
exploration of reflection is both literal 

and metaphysical. His belief that great 
art can, and indeed should, take on such 

weighty subjects is deep felt: “For a long time 
now [the spiritual] has been a taboo subject...As 

human beings we have consciousness, and therefore that must 
be dealt with on some level” (the artist interviewed by William 
Furlong, on anishkapoor.com). As Kapoor himself suggests, 
dematerialisation is the purpose; as the recognisable world 
breaks down, the spiritual can finally emerge. Untitled is certainly 
a remarkable object, but more than that, it is an unforgettable 
experience, an encounter with colour and form which stretches 
the senses to their limits, and shifts the world view of anyone 
who confronts it. The visions created by Anish Kapoor’s Untitled 
from 2012 may be rose-tinted, but the universe that it reveals 
is anything but safe or nostalgic. It turns the world upside 
down, and then flips it back again, disrupting perception and 
inverting reality. To walk towards it is to experience the sublime, 
to venture into places unknown, to step out of this world into 
who-knows-where. 

His circular mirror 
works are now instantly 

recognisable, the epitome 
of his art and the climax 

of years of 
experimentation



Above:
Yves Klein, Untitled Pink Sponge-relief (RE 44), circa 1960
© Yves Klein, ADAGP, Paris and DACS, London 2015
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SHIRAZEH HOUSHIARY (B. 1955)
Spoon and Salt 
1984  
 
copper 
 
246.5 by 35 by 32.5 cm. 
97 1/16 by 13 3/4 by 12 13/16 in. 
 
This work was executed in 1984.

£10,000 - 15,000 
US$15,000 - 23,000 
€14,000 - 21,000

Provenance 
Lisson Gallery, London 
Raymond and Patsy Nasher Collection, Dallas 
Sale: Sotheby’s, New York, Property from the Raymond and 
Patsy Nasher Collection, 9 May 2008, Lot 46 
Acquired directly from the above by the present owner

What is the connection between the aesthetic and the spiritual? 
Shirazeh Houshiary’s multifaceted practice which spans sculpture, 
painting, installation and architecture, strives to answer this question. 
From an early age, Houshiary read the poetry of Jalaluddin Rumi, a 
practitioner of Su s , the mystical tradition of Islam. Her early practice 
was an attempt to represent the essence of his poetry, with her 
sculptures almost acting as ideograms. 

Accordingly for Houshiary, her works - despite their aesthetic 
accomplishment - are merely the vehicle to a higher state of meaning, 
as she herself attests: “An artist is someone who is capable of unveiling 
the invisible, not a producer of art objects” (the artist in conversation 
with Virginia Button, The Turner Prize 1994, London 1994, p. 11). 
 
The present work is a quintessential example of Houshiary’s early 
practice, and was constructed by hand pressing thin copper sheets 
around a wooden framework. The delicate creasing to the cladding 
and use of pins to hold the sheets in place gives the sculpture an 
almost leathern appearance, which belies its physicality. Indeed, 
Spoon and Salt, , is a palpable artwork unified with the space 
in which it is installed, with its rhythmic arches in gentle contact with 
the wall. The negative space left by the artwork’s form  is suggestive 
of the artist’s universal themes of poetry, calligraphy and architecure.  

Spoon and Salt, 1984, was executed in the same year as Shirazeh 
Houshiary’s first solo show at the isson Gallery in ondon where she 
would go on to exhibit a further six times throughout her career. Up 
until 2008, the present work was part of the distinguished Raymond 
and Patsy Nasher Collection where it would have been in the company 
of sculptural titans like Brancusi, Rodin, Arp, Calder, Caro, and Moore, 
to name but a few. 

Houshiary came to prominence in the early Eighties, having moved 
from Iran in 1973 to study at Chelsea College of Art, London. Her 
dynamic and ground-breaking practice led to her being heralded 
as part of the vanguard of new British sculpture, alongside Richard 
Deacon and Anish Kapoor. This culminated in her nomination for the 
Turner Prize in 1994, and has led her work to be included in world 
most prominent public collections including the Tate in London, and 
the Guggenheim and MoMA, in New York.
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17 AR
SHIRAZEH HOUSHIARY (B. 1955)
Unknowing  
2000  
 
signed, titled and dated 2000 on the reverse 
acrylic and pencil on canvas laid on board 
 
70 by 70 cm.  
27 9/16 by 27 9/16 in.

£12,000 - 18,000 
US$18,000 - 27,000 
€17,000 - 25,000

Provenance 
Lisson Gallery, London 
Acquired directly from the above by the present owner in 2000 
 
Exhibited 
London, Lisson Gallery, Shirazeh Houshiary: Self Portraits, 2000
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18 *  AR W
DAMIEN HIRST (B. 1965)
Charity Paper Spins for Kids Co (diptych)  
2013  
 
Each: signed 
(i): numbered DHS 17251 and inscribed Panel 1 of 2 on a label 

affixed to the back of the frame 
(ii): numbered DHS 17251 and inscribed Panel 2 of 2 on a label

affixed to the back of the frame
Each: acrylic and collage on paper  
 
Each: 100 by 100 cm.

39 3/8 by 39 3/8 in. 
 
These works were executed in . 

£75,000 - 95,000 
US$110,000 - 140,000 
€100,000 - 130,000

Provenance 
Kids Company, London (donated by the artist) 

cquired directly from the above by the present owner 
 
Exhibited 
Dubai, La Galerie Nationale, Art Pulse, 2015
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18 *  AR W
DAMIEN HIRST (B. 1965)
Spin Painting with Skulls (diptych)  
2013  
 
Each: signed 
(i): numbered DHS 17251 and inscribed Panel 1 of 2 on a label 

affixed to the back of the frame 
(ii): numbered DHS 17251 and inscribed Panel 2 of 2 on a label

affixed to the back of the frame
Each: acrylic and collage on paper  
 
Each: 100 by 100 cm.

39 3/8 by 39 3/8 in. 
 
These works were executed in . 

£75,000 - 95,000 
US$110,000 - 140,000 
€100,000 - 130,000

Provenance 
Kids Company, London (donated by the artist) 

cquired directly from the above by the present owner 
 
Exhibited 
Dubai, La Galerie Nationale, Art Pulse, 2015





19 AR W
CONOR HARRINGTON (B. 1980)
One for sorrow  
2012  
 
signed, titled and dated 2012 on the reverse 
oil, gold leaf and spray paint on canvas 
 
122 by 152 cm. 
48 1/16 by 59 13/16 in.

£20,000 - 30,000 
US$30,000 - 46,000 
€28,000 - 42,000

Provenance 
Lazarides, London 

cquired directly from the above by the present owner in  
 
Exhibited 
London, Lazarides, Dead Meat, 2012, p. 14, illustrated in colour
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20 AR
BANKSY (B. 1975)
Keep It Real  
2002  
 
signed in stencil on the turnover edge 
stencil spray paint on canvas 
 
51 by 40.5 cm. 
20 1/16 by 16 in. 
 
This work was executed in . 

£40,000 - 60,000 
US$61,000 - 91,000 
€56,000 - 83,000

This work is accompanied by a certificate of authenticity issued by 
Pest Control Office.  
 
Provenance 
Private Collection, UK acquired directly from the artist in  
Gift from the above to the present owner
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ANDY WARHOL
 

LOT 21



21 *
ANDY WARHOL (1928-1987)
Dollar Sign  
1982  
 
signed, dated 82 and with the Andy Warhol Art Authentication Board stamp 
and number A106.17 on the overlap
acrylic and silkscreen ink on canvas
 
35.5 by 28 cm. 
14 by 11 in.

£400,000 - 600,000 
US$610,000 - 910,000 
€560,000 - 830,000

Provenance
state of the artist, New York

Kantor Gallery, Los Angeles
cquired directly from the above by the present owner in 

Andy Warhol, Self-portrait, 1978
Private Collection  Photo  Christie’s Images  Bridgeman Images
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Arguably the best of its kind to come to auction, Dollar Sign of 
1982 is a remarkable piece of classic Warhol. The thickness of 
the paint, the vivid interplay of five distinct dollar signs offset 
against the jet-black background in electrifying colour is unique 
in the Dollar Sign paintings. The intensity and distinct clarity of 
each colour married to its unusually large size for this series, 
mark it out as an exceptional example, fresh to market, from a 
body of work that captures the mood of a moment and the very 
spirit of Warhol himself. 

In his private life he may have remained something of an enigma, 
but when it came to making art Warhol was not afraid to reveal 
his inner workings, his interest in glamour, wealth and fame, and 
his fascination with the visual language of modern America. In 
the present work of 1982, we witness all of those elements rolled 
into one work of art, an explosion of colour, line and form. In 
this remarkable piece, the dollar 
sign seems intent on escaping 
the canvas, bursting out from the 
picture plane in a riot of scarlet, 
blue, pink, red and yellow. An 
image repeated over and over, 
five distinct dollar signs one 
on top of the other, the colours 
clashing and resounding against 
one another in a symphony of 
polychromatic exuberance. This 
is surely Warhol at his most 
lively, his most enthusiastic and 
animated, a neon kaleidoscope 
of Flavin-esque intensity. Dollar 

Sign is a painting with joy at 
its heart, a joy for the creative 
process and a delight for the very 
subject matter. After all, what 
could be more truly Warhol than 
a euphoric paean to wealth? 

It would be fair to say that Andy 
Warhol was obsessed with 
money: he loved to make it, he 
loved to spend it, and he loved to 
paint it. He grew up without much 
of it in Depression-era Pittsburgh, 
a fact which probably influenced 
his later position: “Money is the MOMENT to me. Money is my 
MOOD” he declared in his 1975 book The Philosophy of Andy 

Warhol (p. 136), a volume which contains typically Warholian 
musings on life, love, sex, celebrity and art, those essentials 
of Warhol’s world. A whole chapter of book is dedicated to 
“Economics”, in which the artist shares his thoughts on money, 
its worth and its importance. While some artists can be rather 
coy about their financial dealings, Warhol made money his very 
raison d'être, and made no attempts to hide it. David Bourdon 
describes his Dollar Sign series as “brazen”, adding that they 
could be seen as  “insolent reminders that pictures by brand-
name artists are metaphors for money, a situation that never 
bothered him” (David Bourdon, Warhol, New York 1989, p. 384). 
But then Warhol, particularly during the 1980s, was always 
about celebration, about excess and fun. Whether it was his 
partying, his collecting, or his earning and spending power, 
Warhol did not just enjoy it, he shared it with the world, and 
made it into his art.

Unusually for his art of this period, Dollar Sign features screens of 
an image not appropriated from the mass media or reproduced 
from a photograph, but one which was actually hand-drawn 
by Warhol himself. Apparently he tried, and failed, to find an 
image of the symbol which met his meticulous requirements, 
so Warhol simply made his own. It was his skills as a draftsman 
that had originally allowed him to break into the art world, and 
he enjoyed success as a graphic designer for a number of years 
in the 1950s. In Dollar Sign we see those draftsmanship skills 
in use once again, in the sketchy dashes, reminiscent of the 
strokes of the original pencil drawings on which this work is 
based. They contrast with solid blocks of colour to create an 
apparently ephemeral image, spectral and vaporous and yet 
filled with life.  In the early 196 s Warhol had created a series 
of Dollar Bills, austere grid-like representations of multiple one-
dollar notes very different from the vision that we see here, for 

in this work from 1982 we can 
detect a new approach to the 
subject, more light-hearted and 
effervescent, more ambitious 
and sexy. The Dollar Signs were 
launched at a star-studded 
opening at the Leo Castelli 
Gallery in New York in 1982, and 
Warhol himself noted that “the 
heavyweights were there” (The 

Andy Warhol Diaries, New York 
1989, p. 425). Warhol was by 
now a very rich man himself, with 
an opulent celebrity lifestyle to 
fund, and with his Dollar Signs, 
Warhol was quite literally making 
his own money.

In Warhol’s ideal world, everyone 
would be rich and famous. What 
could be more emblematic of this 
than the dollar sign itself, that 
sinuous motif which is recognised 
around the world as the logo 
for the American dream? In the 
present work we see this dream 
at is most elemental, reduced 
to a potent symbol of modern 
wealth, power and opportunity, a 

virtual trademark for luxury and hedonism.  Money as art, art 
as money, the 1980s mantra of creativity and wealth creation in 
that age of artistic appropriation and cultural sampling.  As Tate 
curator Darren Pih notes: “Warhol’s Dollar Sign emblematises 
this eitgeist, characterised by the fluid cultural exchanges 
between high art and mass culture, explosions in new wealth, 
new processes of mass mediation and the synthesis of art, 
money and celebrity” (‘How Andy Warhol Made Art From 
Money”, published on tate.org, 4 November 2014) .  Andy 
Warhol was born poor, but made himself a fortune from his art, 
an art which reduced the modern world to a series of instantly 
recognisable motifs. Dollar Sign from 1982, is perhaps the most 
purified version of this world view. ltimately it encapsulates 
what Andy Warhol was all about; making money, making great 
art, and making money out of great art.



bove:
Dan Flavin, Untitled (for Leo Castelli at his Gallery’s 30th Anniversary), 1989

 . Christie’s Images, ondon  Scala, Florence   Stephen Flavin  
rtists ights Society S , New York

eft page:
Detail of the present lot



22 AR
HOWARD HODGKIN (B. 1932)
Souvenir of Mahabalipuram  
1974  
 
signed, titled, dated 1974 and dedicated for Kasmin 40, 
love from Howard on the reverse 
oil and collage on board 
 
32 by 34.2 cm. 
12 5/8 by 13 7/16 in.

£45,000 - 65,000 
US$68,000 - 99,000 
€63,000 - 90,000

Provenance 
John Kasmin, ondon gift from the artist  
Bernard Jacobson Gallery, ondon 
Private Collection, UK 
Sale: lcala Subastas, adrid, Subasta de Mayo,  ay , ot  

cquired directly from the above by the present owner 
 
Literature 

arla Price, Howard Hodgkin: The Complete Paintings, Catalogue 
Raisonné, London 2006, p. 127, no. 119a, illustrated in colour

Howard Hodgkin made his first trip to India in , with John Kasmin, 
the pioneering ondon-based art dealer. Hodgkin and Kasmin would 
later return together on four separate occasions, and Hodgkin 
continues to make frequent visits to the country to the present day.
 
Souvenir of Mahabalipuram, , refers to a dawn visit made by 
Hodgkin and Kasmin to the lake-shore temple at ahabalipuram in the 
Indian state of Tamil Nadu, some km south of Chennai. The temple 
was built in th century D on a promontory in the Bay of Bengal, and 
it is one of the oldest structural stone temples of South India. 

The present work, inspired by their initial visit to India and painted 
some years later, was created as a gift on the occasion of John 
Kasmin’s th birthday.
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23 AR
ALLEN JONES (B. 1937)
Portrait of Barbara  
1957  
 
signed on the reverse 
oil on canvas 
 
76.5 by 51 cm. 
30 1/8 by 20 1/16 in. 
 
This work was executed in .

£25,000 - 35,000 
US$38,000 - 53,000 
€35,000 - 49,000

Provenance 
Gift from the artist to the present owner circa 1957

medeo odigliani, ortrait e eune e rune assise, 1918
us e Picasso, Paris . hite Images  Scala, Florence
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Today, Allen Jones is recognised as a painter who has striven to 
reinvent art. No stranger to controversy, his work has inspired and 
challenged generations of commentators, collectors, and fellow 
creators, stimulating critical acclaim and scholarly attention 
in equal measure. In 2014, his long career was celebrated in a 
major retrospective at London’s Royal Academy, an exhibition 
which demonstrated the breadth and diversity of this output. But 
while Jones’ art may have continually innovated, agitated and 
surprised over the last six decades, at its heart has lain a vital 
element which has defined his oeuvre  a profound understanding 
of the human figure, particularly the female figure. It is this key 
element which has persisted throughout Jones’ artistic life, and 
ensured his longevity. For while other trends have come and 
gone, Jones’ undeniable skill for portraying the human form has 
ensured that his reputation has not just endured, but continually 
flourished.

Portrait of Barbara from 1957 illustrates that Jones’ interest in 
the female form, and his unique ability to capture its intriguing 
nuances, stretching right back to the very beginnings of his 
artistic ourney. As a rare early work, this portrait offers the 
opportunity to witness the development of the artist’s nascent 

style, and locate some of his most important (and unexpected) 
influences. he painting dates to a time when the artist was living 
in Ealing and studying at Hornsey College of Art in North London, 
and portrays his then girlfriend, a fellow student at the college. 
The work was ultimately to form part of Jones’ application to 
the Royal College of Art; indeed a paper slip including details 
of the application is still affixed to the back of the canvas. he 
present lot has remained in the same private collection ever since 
its creation, when it was gifted to the current owner. A similarly 
executed self-portrait from the same year (reproduced on the 
right page) suggests that the works were created to be viewed 
as a pair. 

Even in the late 1950s it was clear that Allen Jones was a name 
to watch, and Portrait of Barbara more than ustifies this early 
confidence. he deft handling of paint we see here reveals a young 
artist already in command of his medium, and its self-assured 
palate hints at the importance of colour in Jones’ later work. But 
while Allen Jones is now regarded as a fearless pioneer, more 
classical influences can also be detected in Portrait of Barbara, 
1957. There is an obvious debt to Modigliani, both in the form 
of the figure and in the tones chosen to represent it. he sitter 
herself is restrained, and yet undeniably elegant, her demeanour 
is coy and her posture gracefully sinuous, all traits common in 
the work of the Italian master. Even the pale blue background, 
apparently empty but in fact busy with the bustling gestures of 
painterly brushstrokes, brings to mind the Portrait de jeune fille 
brune assise from 1918 by Modigliani four decades previously.

Although it was the heightened eroticism of Jones’ 1960s work 
which was to challenge contemporary mores and cause no small 
amount of critical debate, it was the more traditional aspects of 
his early work which were to lead to confrontation with his college 
tutors. His classical influences, those echoes of odigliani and 
latterly the Fauves, may have outraged his tutors and brought 
an early end to his time at the Royal College of Art, but they 
drew admiration from his peers, who included David Hockney, 

.B.  ita  and atrick aulfield. his was the era of Abstract 

Expressionism, a time when abstraction was seen as the future 
of art and figuration was apparently on the wane, but Jones’ 
belief in the importance of the human form was unflagging  

he problem with figurative art at the time was that it had run 
out of steam, but the polemic was that you couldn’t do it any 
more, which seemed absurd after 4,000 years of people making 
representations of each other” (the artist on spectator.co.uk, 

ovember 14 . he impact of his subse uent figurative work, 
and its inescapable influence, demonstrates the veracity of this 
prophetic approach.

The present work provides us with a fascinating glimpse of early 
Allen Jones. It is a work which is reassuringly accomplished and 
carefully classical, both traits which originally marked it out as 
surprisingly forward looking. In painting the human figure, in 
his celebration of the female form, Jones was bravely bucking 
the trend and allying himself with a new generation that was 
ultimately to spearhead the emergence of a distinctly English 
brand of Pop. If 1950s London was a rather drab place, then the 
work of these emerging painters was anything but. That Jones’ 
later work was based upon the obvious insight into humanity that 
we witness here, and his inherent skill as a painter, is clear; this 
painting was an early milestone in an incredible career that has 
now lasted almost sixty years.  

His Royal College tutors may not have been able to foresee the 
rapid ascendance of his paintings into the twentieth-century 
Pop canon, but with the benefit of hindsight and the evidence 
presented by Portrait of Barbara, his subsequent prominence as 
one of our greatest figurative painters seems entirely predictable. 



Throughout his career he has looked for ways to invigorate 
something venerable, something about ,  years old: 

figurative art
Martin Gayford in ‘Allen Jones on reinventing art’,

published on royalacademy.org.uk, November 2014

bove left:
Allen Jones, Self-portrait, 1957
Private Collection, UK.  llen Jones 

bove right:
The present lot

eft page:
abel affixed to the reverse of the present lot 



24 AR
ALLEN JONES (B. 1937)
Alban Berg  
1980-1981  
 
signed, titled and dated 80/81 
mixed media on card 
 
35 by 26.5 cm. 
13 3/4 by 10 7/16 in.

£3,000 - 5,000 
US$4,600 - 7,600 
€4,200 - 7,000

Provenance 
Wiseman Originals, London 
Private Collection, UK 
Sale: Christie’s, South Kensington, Twentieth Century British Art, 
3 July 2003, Lot 590 

cquired directly from the above by the previous owner 
Thence by descent to the present owner 
 
Exhibited 
Florence, Galleria Il Ponte, Roma-London-Paris, 2004, no. 17, 
illustrated in colour

round  inspired by lban Berg’s opera, Lulu, Allen Jones was 
contemplating executing a stained glass window for a village church 
in Oxfordshire. Lulu had been in the spotlight at the time as the BBC 
had recently broadcast it for the first time in the closest incarnation to 
the composer’s original wishes. Its central character, ulu, is depicted 
as a relentless social climber who uses her sexual allure to leave a trail 
of male bodies in her wake. She is the quintessential femme fatale 
and in the present study is depicted in trademark llen Jones style as 
an archetypal fantasy figure. Her cat-suit clad shapely buttocks and 
elongated legs raised on killer heels form the core of the composition, 
defiantly towering over a prostate city gent whose head is restrained 
between her ankles. 

hilst undoubtedly a bold choice of sub ect matter for the interior of a 
church the elongated stained glass window format allows the artist to 
capture ulu in all her aggressive sexual splendour. It also resonates with 
the biblical story of dam and ve, the theme of the fall of man at the hands 
of woman, emphasi ed here by the addition of a serpent-like creature 
with horned features which would be familiar to any congregation.  

The window was never executed, one can only speculate that it would 
have faced opposition if it had, leaving the present study as a lasting 
testament to the artist’s bold and instantly recognisable creative vision.
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25 AR
BRIDGET RILEY (B. 1931)
Detail September 21  
2003  
 
signed, titled and dated 03 
gouache on paper 
 
30.5 by 23.7 cm. 
12 by 9 5/16 in.

£10,000 - 15,000 
US$15,000 - 23,000 
€14,000 - 21,000

Provenance 
Karsten Schubert, ondon 
New rt Centre Sculpture Park  Gallery, Salisbury  

cquired directly from the above by the present owner in  
 
Exhibition 
Salisbury, New rt Centre, oche Court, Bridget Riley: Works on Paper, 2005
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26 AR W
JEAN-PIERRE PINCEMIN (1944-2005)
Untitled  
1981  
 
signed and dated 1981 on the reverse 
oil on canvas 
 
192 by 170.5 cm. 
75 9/16 by 67 1/8 in.

£20,000 - 30,000 
US$30,000 - 46,000 
€28,000 - 42,000

Provenance 
cquired directly from the artist by the present owner 

 
Exhibited 
Paris, Galerie Jean-Jacques Dutko, Jean-Pierre Pincemin, 2011, 
p. 51, illustrated in colour

Jean-Pierre Pincemin emerged at a time when French painting was 
in decline. Previous traditions of painting embodied by the celebrated 
École de Paris had lost its vigour. eanwhile, on the other side of 
the world, Pop art was in full swing, drawing attention to the brash 
materialism of late s merica. It was in this context that the 
movement known as Supports/Surfaces was launched, with Pincemin 
at its helm.  young artist with a new vision, Pincemin aimed to 
reinvigorate French art, and bring it once again to an international 
audience.
 
His early pieces, particularly those produced during the time of his 
involvement with Supports/Surfaces were largely concerned with 
the materiality of the works themselves. mploying cut canvas, and 
pasting sections of it together into huge patchworks of abstract colour, 
Pincemin created works which hung on the wall without any structural 
support. By , however, he had moved on from Supports/
Surfaces, and his style was to evolve in new directions. During the mid 

s he was producing the first of his Palissades (a French word which 
means simply ‘fence’ , utilising large strips of canvas which had been 
dipped in colour and laid geometrically to form compositions almost 
architectural in their size and rigidity. The outcome was unpredictable, 
the dipping of the strips allowing an element of chance to determine 
their final tones.
 
By  Pincemin’s approach had changed yet again. The energetic 
chaos of the early Palissades, their tones dictated more by chance 
than design, now gave way to the new, more careful attitude as we 
can see in the present work from . Gradually the compositions 
become more minimal, the number of strips eventually being reduced 
to three. The canvas, now supported on a more traditional stretcher, 
is no longer cut and reassembled, and the colours, or more precisely 
the tones, take precedence. The works become more precise, more 
peaceful, more classical, each plane carefully balancing the others, 
setting up subtle tonal relationships. And yet, as Untitled of  
demonstrates, this new sense of calm inherent in Pincemin’s second 
series of Palissades seems to make them even more striking than 
what had come before. 

The time involved in the creation of these works is clear from the many 
layers involved, and any sense of automatism is re ected in favour of 
a clean, meticulous application of paint. The margin takes on a new 
importance, holding the composition together, fencing in the three 
central blocks like a palissade itself, and the resulting sense of depth 
and of intensity is remarkable.
 
The influences cited by Pincemin are diverse, sometimes surprising. 

usic has informed his approach to visual composition, with works 
such as Untitled  displaying an interest in the effects of harmony 
and tone which span both art forms. His work, and specifically its use 
of tone, is rooted in a noble French tradition which dates back to the 
works of French masters such as Jean Clouet, Nicolas de argilli re 
and Charles le Brun. 

Since his death in , Pincemen’s work has been celebrated in a 
number of important exhibitions, most notably a large retrospective 
which toured France in  and revealed an unusually versatile talent. 

hen viewed alongside the other works included in this comprehensive 
show, it becomes clear that the second series of Palissades represent 
the enith of the artist’s experiments in abstraction; in a controversial 
volte-face, his next series were to leap unashamedly into the figurative. 
As such, Untitled from  embodies the tenets of one of the artist’s 
most notable series, engendering an imposing monumentality which is 
at once densely profound and resonantly concordant.
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27 AR
SERGE POLIAKOFF (1900-1969)
Composition abstraite  
1955  
 
signed; signed on the reverse  
oil on canvas 
 
100 by 81 cm. 
39 3/8 by 31 7/8 in.  
 
This work was executed in .

£120,000 - 180,000 
US$180,000 - 270,000 
€170,000 - 250,000

This work is registered in the r i es Ser e o ia o , Paris, under no. 
, and will be included in the forthcoming fifth volume of Serge 

o ia o  ata o ue aisonn  being prepared by onsieur lexis Poliakoff.  
 
Provenance 
Galerie Ariel, Paris (no. 5292) 
Galerie omanet- ive Gauche, Paris 
Galerie Cats, Brussels 

cquired directly from the above by the previous owner 
Thence by descent to the present owner

84  |  BONHAMS





It would be hard to concoct a tale as romantic, as dramatic as 
that of the early years of erge oliakoff  his biography reads 
like a storybook, or one of the epic Russian novels that the artist 
greatly enjoyed as a child. Born to a wealthy family in Moscow 
in 1900, his youth was one of privilege and pampering, and 
although he showed no particular interest in painting himself, 
as a young boy he always remembered being fascinated 
by the icons which decorated the city’s many churches. The 
Revolution in 1917 changed everything of course, and it is 
after 1918 that his biography becomes truly fantastic. Leaving 

oscow, oliakoff split from this mother and sister and set 
off into the wide world carrying only a packed suitcase and a 
diamond. His adventures took him from onstantinople, ofia, 
Belgrade and Vienna to Paris, where he arrived in 1923, and 
started experimenting with visual art while surviving on income 
as a musician. 

ike many artists of this period, oliakoff’s first paintings were 
figurative, influenced by the teaching at the rather traditional 
Parisian art academies that he attended. By his own admission, 
his development was slow and gradual: “’Evolution, slow, slow 
evolution  not revolution’...it does not matter who got in first 
with this or that. The master is the man who follows up the 
‘discovery’ erge oliakoff in  Serge Poliakoff, Gérard Durozoi, 
2001, n.p.). That this slow evolution was also ultimately radical 
is made clear in Composition abstraite of 1955, a work painted 
at a time when the artist had finally reached his mature style. 
The conservative approach of the academies had by then been 
superseded by the influence of other artists, in particular the 
group of influential ussian ex patriots who were to become 
his friends. We know that andinsky had a huge influence on 

oliakoff’s approach to painting, and Composition abstraite, 
1955 also reveals the important input of Robert and Sonia 
Delaunay. oliakoff attended a number of artistic get togethers 
at the home of Delaunays in 1938-1939, meetings attended by 
other aspiring artists, critics and collectors, and it was these 
meetings which helped his own vision to emerge. Echoes of the 
stunning abstract paintings of Robert Delaunay can be detected 
in various aspects of the present lot, which shares the careful 
composition and painterly finish of his most masterly works.

oliakoff’s growing success as a painter allowed him to give 
up the work as a musician to concentrate fully on his art in 
19 , and in 19  he already had his first museum show at the 
Palais de Beaux-Arts in Brussels, and the Guggenheim in New 
York purchased a painting. Solo shows in Amsterdam, Cologne 
and Paris in 1954 were met with huge critical acclaim, and in 
19 , the year that the present work was created, oliakoff 
installed himself permanently in a studio at 51, rue de Seine in 
his adopted city. 

Composition abstraite, 19  demonstrates the confidence 
manifested in his work of this period, with the artist now 
completely in charge of his materials and his composition. The 
tones in the present work are delicate and the colours chosen are 
organic and raw; with its browns, terracottas and umbers pulled 
together by the bold slabs of black and white at their centre, the 
painting resounds with the colours of the very earth from which 
its pigments emerged. The rhythm produced in Composition 

abstraite, as the blocks of colour intersect and play against 
one another, is sharp and exact, but the painterly brushstrokes 
add a sense of life, of vigour and force. The proportions are 
precisely executed, each form neatly concordant with those 
which surround it.  The overall result is a mood of a lively and 
satisfying, if rather capricious, harmony. 

Although undoubtedly modernist in its outlook, bursting with 
the avant-garde audacity of the École de Paris, this painting 
also preserves elements of oliakoff’s past. His admiration for 
Russian icons is often cited, and their impact can be detected 
here too in the carefully constructed relationship between the 
planes of colour. The methods for producing these colours 
were also unusually old-fashioned; by this stage he insisted on 
laboriously grinding and mixing his own pigments, a technique 
rarely indulged since the days of the Old Masters. In doing 
so, he developed a closer link between the artist and his 
painting, becoming more involved in every step of its creation, 
imbuing the canvas with a sense of spirit and soul unique to 
his work. or oliakoff, the making of art was an almost primal 
experience, as man and object formed an unyielding bond. His 
paintings, with their mixture of chaos and calm, of changeability 
and control surely mirror this fairy tale life, in which nothing was 
done by halves. As the present work reveals, erge oliakoff 
was to become a master of abstraction, a man who, both in life 
and in his art, could successfully reign in the most unexpected 
elements and draw them together into an intriguing unanimity. 
The journey to reach artistic maturity may have been long and 
slow for the artist himself, but Composition abstraite ultimately 
proves that it was definitely worth the effort.



bove:
Mother of God of Tenderness of Vladimir (Eleousa)

oscow, Tretyakov State Gallery  . Photo Scala, Florence

eft page:
Robert Delaunay, Windows Open Simultaneously (First Part, Third Motif), 1912

 Tate, ondon 



28 AR
ARNULF RAINER (B. 1929)
... Strahlung (radiation)  
1970  
 
signed and titled 
oil stick on photograph 
 
47.2 by 59.5 cm. 
18 9/16 by 23 7/16 in. 
 
This work was executed circa 1970.

£7,000 - 10,000 
US$11,000 - 15,000 
€9,700 - 14,000

Provenance 
Studio Santandrea, ilan 
Galleria rte Centro, ilan 

cquired directly from the above by the present owner circa 1980

rnulf ainer’s ... Strahlung (radiation) belongs to Face Farces and 
Body Poses, a loose series of performative self-portraits that the 
artist began producing in the late s. hilst performance art 
largely played to an audience, ainer’s works were a solitary act 
executed late at night in a train station photo booth so as to avoid 
any distraction. Inside, the artist’s face contorted into a series of 
exaggerated expressions, was captured on camera. In preparation 
for these shots ainer spent the day working himself into a trance-
like state so that he could draw up what he, himself, described as 
dormant, or psychopathic reserves of energy , as a means to 

express the subconscious self through extreme emotional release. 
 
On discussing the process the artist comments: I am neither 
a painter, nor a poet, nor a sportsman, nor a film maker, nor a 
philosopher, but an exhibitor. In my work, figurative art is miming 
and gymnastics. Gesture, body dynamism or facial kinetics are 
for me neither a game nor a theatrical tool, much less a ritual, but 
consciousness, that is, the most important form of communication 
of man and of many mammals . In order to document this body 
language in its static or moving aspects, I use photographs and 
films  The artist in: ‘Bodyposes’, Flash Art, vol. , Feb. , p. . 
 
The photo booth system was however problematic as any attempt 
to synchronise his poses with the camera’s exposure required a level 
of concentration that undermined the process of autosuggestion. 
Subsequent works, including ... Strahlung (radiation), were shot 
by a professional photographer, an arrangement that resolved 
this by allowing the artist to focus entirely on his mental state. 
 

ainer also made use of alcohol and drugs to intensify his performances, 
and whilst conceding that mind-altering drugs hindered his facial 
mobility, his consumption of mescaline in early  shifted the 
works onto a new tra ectory. Under its influence the artist ‘witnessed’ 
shifting spots of colour on the photographic prints, inspiring him to 
paint directly onto the surface of his works. His expressive renderings 
served the purpose of elevating the tension inherent in the portraits 
beyond what was achievable by the medium of photography alone. 
The present work, ... Strahlung radiation , executed circa 1970, is a 
case in point. The artist’s bare-chested torso, with arms outstretched 
and head thrown back in a quasi-religious pose; his facial features 
blurred but undoubtedly fro en in a moment of heightened tension- 
forms the core of this dramatic nuclear explosion. The violent gestural 
painterly scrawls in fiery red, ardent yellow and all-engulfing black, 
dramatically amplify the image’s strained dynamism. This process of 
accentuation charges his works with a renewed immediacy, capturing 
the ephemeral act of performance in a fixed moment and yet rendering 
it as an enduring concrete legacy.

88  |  BONHAMS





29 AR
GERHARD RICHTER (B. 1932)
Kleine Badende 
1996  
 
signed, dated 1996 and numbered 29/45 
cibachrome print mounted on cardboard, in the original frame 
 
Image: 51 by 36 cm.

20 1/16 by 14 3/16 in. 
 
With frame: 67.5 by 50.3 cm.

29 9/16 by 19 13/16 in.

£45,000 - 65,000 
US$68,000 - 99,000 
€63,000 - 90,000

Provenance 
arian Goodman Gallery, New York 
wirner  irth, New York 

Private Collection, urope 
Sale: Phillips de Pury  Company, ondon, Contemporary Art Day Sale, 13 October 2011, Lot 227 

cquired directly from the above by the present owner 
 
Exhibited 
Cleveland, The Cleveland useum of rt, Photography Transformed, , p. , another example 
illustrated in colour 
 
Literature 
Hubertus Butin, Stefan Gronert and the Dallas useum of rt, eds., Gerhard Richter, Editions 1965-2004: 
Catalogue Raisonné, Ostfildern- uit , pp.  and , another example illustrated in colour
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30 AR W
ANSELM KIEFER (B. 1945)
Maria durch den Dornwald ging
2005
 
titled
acrylic, emulsion, clay, dried roses, shellac, charcoal, and adhesive on 
canvas laid on board, in the original steel frame

286 by 140 by 10 cm.
112 5/8 by 55 1/8 by 3 15/16 in.

£250,000 - 350,000 
US$380,000 - 530,000 
€350,000 - 490,000
 
Provenance
Grothe Collection, Germany (acquired directly from the artist)
Galerie Klaus Benden, Cologne 
Acquired directly from the above by the present owner in 2012
 
Exhibited
Baden-Baden, Museum Frieder Burda, Anselm Kiefer. Ausgewählte Arbeiten 
aus der Sammlung Grothe,  2011-2012, p. 25, illustrated in colour
Koblenz, Ludwig Museum, Anselm Kiefer. Memorabilia, 2012, pp. 53 and 85, 
illustrated in colour (once as a detail)
Cologne, Klaus Benden Gallery, Anselm Kiefer: Alchemie, 2013
Hagen, Osthaus Museum, Unfruchtbare Landschaften, 2013

Stephan Lochner, Madonna of the Rose Bower, circa 1440-1442
Wallraf-Richartz Museum, Cologne. ©2015. Photo Scala, Florence 
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 I know that in the last few decades religion has been made 
shiny and new. It’s like a business creating a new product. 

They are selling salvation. I’m not interested in being 
saved. I’m interested in reconstructing symbols. It’s about 
connecting with an older knowledge and trying to discover 

continuities in why we search for heaven.
The artist interviewed by Michael Auping in Anselm Kiefer, Milan 2007, p. 336

Above:
Alberto Burri, The journey 1979 n. 4, 1979
Citta’ di Castello, Ex Seccatoi Tabacco Collezione Burri. 
© 2015. Photo Scala, Florence © DACS 2015

Right page:
Detail of the present lot



There is a rawness to the work of Anselm Kiefer, a strong sense 
of art distilled down to its purest form.  This apparent simplicity, 
however, often masks complex allusions and implications.  
Kiefer’s art is undeniably beautiful, but its beauty is always 
more than just aesthetic. For in its use of unexpected materials, 
the detritus of the natural world in the form of dried flowers, 
earth and ash, and in its cultural and historical references, his 
work transforms object into subject, magically manipulating his 
media in a process which he himself has compared to alchemy.  
It creates a labyrinthine discourse between memory and 
consciousness, between myth and reality, in a multi-layered 
composite of the past, present and future. Often referring back 
to German history, literature and folk customs, Kiefer’s art 
explores histories which are personal, national and international, 
and tells stories which can be either sacred or profane.

Maria durch den Dornwald ging from 2005, an imposing work 
featuring a bold array of mixed media, shares its title with a 
traditional folk song from Germany, a song which became 
popular as a Christmas carol in the early twentieth century. 
A haunting, rather melancholy melody commonly sung by 
choral groups, the song would no doubt have been familiar 
to Kiefer during his childhood years in Post-War Germany. Its 
title translates into English as ‘Mary went through the thorn 
forest’, and although the origins of the song itself are unclear, 
the association of the Virgin with roses in German gold-ground 
paintings such as Stephan Lochner’s Madonna of the Rose 

Bower from 1440-1442 suggest a medieval date.  Its subject 
matter is to be found in the Biblical Gospel of Luke, and relates 
to a journey by the Virgin Mary to visit her cousin Elizabeth 
soon after the annunciation. The gospel tells of Mary entering 
a withered, apparently barren forest of thorn bushes, her very 
presence miraculously causing the bushes to instantly burst 
forth into leaf and flower. he imagery inherent in the song’s 
lyrics is evocative of age-old themes; of death and rebirth, 
agony and ecstasy, of new life emerging from death itself as 
proof of a spiritual immortality. nly in facing such a difficult, 
painful journey through a landscape of thorns could true divine 
beauty be reached, and in Anselm Kiefer’s Maria durch den 

Dornwald ging we discover a similar triumph of beauty and 
hope over desperation and adversity. 

In our encounter with the commanding presence of Maria 

durch den Dornwald ging, it is we the viewer who are invited to 
journey through the dense forest of thorns which bursts out of 
the canvas in a mass of twigs and leaves. The earth from which 
it sprouts is apparently parched and unfertile, its dry, cracked 
materiality reminiscent of the iconic Cretti of Alberto Burri. But 
above the bushes the opening line of the song, and the title of 
the work itself, hangs in the air, carefully etched in a spidery 
hand: Maria durch den Dornwald ging. It is these words which 
draw us forward into the thicket, promising something more, 
something which lies beyond the prickles and spikes of the 
thorn bushes, something more hopeful than the dry, tired earth. 
Those roses, often associated in art with drops of blood, will 
bloom once more. The journey may not be easy, but the miracle 
which lies at its end is powerfully magnetic.

Kiefer now works from a huge 200 acre ‘studio’ estate in 
southern France, a space that allows him to experiment with 
large scale sculpture and painting. His work has long attracted 
international attention, as attested to by a string of important 
retrospectives and solo shows, including the recent Ludwig 

Museum exhibition in Cologne which featured the present 
work. The artist’s own dedication to aesthetic pleasure is clear-
cut and unambiguous: “You cannot avoid beauty in a work of 
art” (the artist, interviewed by Jackie Wullschlager on ft.com, 
19 September 2014). His brand of beauty, however, is not that 
of pretty flowers or rolling hills  instead iefer locates a more 
spiritual sense of grace, refinement and strength. His works 
often tackle difficult sub ects, areas of our cultural history which 
are unsettling and dark such as guilt at the misdemeanours 
of past generations. In the present work from 2005 we meet 
a Kiefer who is unavoidably optimistic, an artist who is on an 
arduous, sometime painful journey towards enlightenment. This 
is not an idealised world full of comfort and joy, but one in which 
difficulty is unavoidable, and suffering inevitable. hat there is 
hope too, is guaranteed; hope in the immortality of true beauty, 
and in the survival of the spirit through hardship, a faith that 
sings out from Maria durch den Dornwald ging, both painting 
and song. Christian Weikop notes the regular appearance of 

symbolic representations of trees and forests in Kiefer’s art, 
a prevalence which he relates to the artist’s own childhood 
experiences in the Black Forest (‘Forests of Myth, Forests of 
Memory’, Anselm Kiefer, London 2014, p. 30).  In recalling 
memories of his childhood, those dark forests and that haunting 
hymn, Kiefer presents us with an allegory for our very existence. 
His religion, this mysterious mythology, differs from the shiny, 
new religions that he dismisses as “product”, because  for 
Kiefer the religious/artistic experience is one of intense mystical 
depth, an experience which we witness so perceptibly in Maria 

durch den Dornwald ging, 2005-2008. It takes us on a voyage 
of transformation both physical and metaphysical, and leads us 
towards the light of eternal hope.



Detail lot 30





31 AR
TANCREDI (1927-1964)
Untitled  
1954  
 
signed 
oil and tempera on board 
 
67 by 100 cm. 
26 3/8 by 39 3/8 in. 
 
This work was executed in 1954.

£45,000 - 65,000 
US$68,000 - 99,000 
€63,000 - 90,000

Provenance 
Galleria L’Elefante, Treviso 
Private Collection, Reggio Emilia 
Studio Mirabello, Milan 
Acquired directly from the above by the present owner  
 
Literature 
Marisa Dalai Emiliani, Tancredi. I dipinti e gli scritti, Turin 1997, vol. 2, 
n.p., no. 571, illustrated in black and white

Although Italian born and bred, Tancredi Parmeggiani, better 
known simply as Tancredi, was an artist who quickly developed an 
international reputation. His studies at the Accademia di Belle Arti in 
Venice led to close links with the city, and also a close friendship with 
fellow Italian modern master Emilio Vedova. He spent some time in 
Paris in 1946-1947, soaking up its creative atmosphere, but soon 
returned to his native land. 

His first solo show took place at the Galleria Sandri in enice in , 
when the artist was just twenty-two years of age. Following a two 
year sojourn in Rome, Tancredi was drawn back to Venice for a four 
year period which was perhaps to be the most important for his 
artistic development; for it was during this time that he met Peggy 
Guggenheim, one of the most influential collectors and taste-makers 
of the day. The effect of this meeting of minds on both his reputation 
and his art was to be immense.
 
Guggenheim, much taken with the young artist’s ideas, set Tancredi 
up in a studio in her stately Palazzo Venier dei Leoni, an eighteenth-
century palace which had ultimately remained unfinished. 

The Pala o’s classical exterior belied a distinctly modernist interior filled 
with creativity and hung with works from Guggenheim’s ever growing 
collection. It was here that Tancredi came in to contact with works 
from across the Atlantic: revolutionary canvases by Jackson Pollock, 
Arshile Gorky, Mark Tobey that were to inform his own evolution. The 
next three years would bring success after success for the Italian; 
in 1952 he won the Grand Prize for painting at the Venice Biennale, 
his solo shows in Milan and Venice in 1953 were met with acclaim, 
and in 1954 his work was not only exhibited at the Palazzo Venier dei 
eoni, but also included in a significant exhibition entitled Tendances 

actuelles (Contemporary Trends) at the Kunsthalle Bern, Switzerland. 
Here his paintings were placed in context with other emerging names 
from around the globe; Georges Mathieu, Jackson Pollock, Wols, Sam 
Francis, Jean-Paul Riopelle and Mark Tobey. Tancredi’s reputation as 
a crucial figure in the success of modern abstraction was assured.

Untitled,  offers a fascinating glimpse of the intensity of this period 
of Tancredi’s eventful life. ith its extraordinarily effusive brushwork 
overlaid with a delicate tracery of dots, scratches and hatches, 
this painting is buzzing with energy. It is hard not to see images of 
outer space here, with colourful asteroid-like forms whizzing through 
a cavernous void, the clusters of white dashes forming an intricate 
constellation of tiny stars. With its sharp contrasts of light and dark, its 
melange of mysterious shapes and objects both solid and ephemeral, 
this is a picture which seems to reverberate with a pulsating dynamism. 

That it was created in a burst of enthusiasm is clear, but as with all of Tancredi’s 
best works, the end result is not just audacious, but also unescapably beautiful.  
Ultimately, the intensity of the Palazzo Venier dei Leoni was to prove too 
much for Tancredi. He left in , heading off to further successes, 
further relationships and further inspirations; although his career was cut 
short only a decade later by his tragic death aged just 37, his artistic 
stature has continued to grow, and today his work is held in many of the 
world’s most prestigious collections, including those of MoMA and the 
Guggenheim in New York, and the Museo del Novecento, Milan. As a 
man, this atmosphere of Venetian passion, both creative and spiritual, 
may have been overwhelming; as an artist, Untitled of 1954 reveals that it 
was nothing less than inspirational.

Jackson Pollock, Stenographic Figure, 1942
The Museum of Modern Art, New York ©Scala, Florence. 
© The Pollock-Krasner Foundation ARS, NY and DACS, London 2015
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32 AR
GIUSEPPE CAPOGROSSI (1900-1972)
Su er ie   
1967  
 
signed and dated 1967 
tempera on paper 
 
60.5 by 43 cm 
23 13/16 by 16 15/16 in.

£12,000 - 18,000 
US$18,000 - 27,000 
€17,000 - 25,000

Provenance 
Private Collection, Turin 
Thence by descent to the present owner 
 
Literature 
Guglielmo Capogrossi, a o rossi  oua es  o a es  ise ni, 
Milan 1981, p. 392, no. 759, illustrated in black and white
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33 *  AR
ARNALDO POMODORO (B. 1926)
Rotante (bozzetto)  
1968  
 
signed, titled, dated  and inscribed prova d’artista on the base 
gilted bronze on plexiglas base 
 
Diameter: 20 cm.

7 7/8 in. 
 
Height including base: 24 cm. 

9 7/16 in.

This work is from an edition of 2 plus 2 artist’s proofs.

£60,000 - 80,000 
US$91,000 - 120,000 
€83,000 - 110,000

This work is registered in the Stu io rna o o o oro, Milan, 
under no. AP 318. 
 
Provenance 
Private Collection, USA (acquired from the artist circa 1968) 
Thence by descent to the present owners 
 
Exhibited 
Zurich, Galerie Semiha Huber, rna o o o oro, 1969 
 
Literature 
Flaminio Gualdoni, rna o o o oro  ata o o a ionato e a 
Scultura, vol. II, Milan 2007, p. 557, no. 505, another example 
illustrated in black and white

Alternative view
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Mario Schifano was a versatile and radical Italian post-war artist 
whose continuous experimentation with media pushed the frontiers of 
contemporary art. He burst onto the scene in 1961 with an exhibition 
at the cutting-edge Galleria La Tartaruga in Rome, which led to 
his inclusion in the famous 1962 New Realists show at the Sidney 
Janis Gallery in New York. Schifano’s visual language differed from 
the prevailing gestural abstraction: he embraced the o  aesthetic 
of American colleagues Andy Warhol and Roy Lichtenstein whom he 
would have met while exhibiting in New York, whilst incorporating a 
fusion of influences drawn from historical uropean movements, 
including Modernism and Futurism.

Schifano considered painting to be at the forefront of the avant-garde, 
and his incessant creativity and search for new ways of expression 
were at their most powerful in the 1960s, when he fully embraced 
non-traditional materials, pigments and supports creating layered and 
multiplied works. It was in this period that he appropriated the iconic 
photograph of the five futurist artists standing in front of e Figaro 
in Paris, to create a series of paintings entitled  Futurismo rivisitato 
(revisited Futurism).
 
The present work from  is one of the first from this seminal series, 
and conceptually it is executed in three steps: appropriating the image 
of the futurists; layering the canvas with paper cut-outs created from 
a stencil; and positioning the work behind fluorescent yellow plexiglas. 
The presence of a screen in the work creates not only a physical 
barrier to the work but also a conceptual one, disconnecting it from its 
audience, as if viewed on a television screen like a product presented 
to a mass audience for consumption.
 
The commodification of a repeat image executed in bold bright colours,  
draws obvious parallels with the work of Andy Warhol, however, 
whilst Warhol lifted his subject matter from popular culture Schifano 
references an intellectual avant-garde art movement  that shook the 
foundations of early twentieth century Italian art. The futurists rejected 
the old and looked to a new Italy of progress, technology and future, 
creating art that reflected this.
 
In “revisiting” and re-appropriating Futurism in Schifano acknowledges 
its values, and in using such an iconic photograph as a starting point for 
Futurismo rivisitato (revisited Futurism) he creates a work that is not only 
embedded in Italian art history and is deeply Italian in its conception, but 
which oozes the artistic zeitgeist of the American o  tradition.

34 AR
MARIO SCHIFANO (1934-1998)
Futurismo rivisitato  
1966  
 
signed and dated 66; signed, titled and dated 1966 on the reverse 
spray paint, enamel, watercolour, pencil and collage on card laid on 
canvas, in the original coloured perspex frame 
 
71 by 51 cm. 
27 15/16 by 20 1/6 in.

£15,000 - 20,000 
US$23,000 - 30,000 
€21,000 - 28,000

This work is registered in the Archivio Mario Schifano, Rome, under 
no. , and is accompanied by a photo-certificate of 
authenticity. 
 
Provenance  
Private Collection, Italy (acquired directly from the artist circa 1966) 
Thence by descent to the present owner

uturis  usso o  arr  Marinetti  U erto o ioni an  Se erini in aris, 1912
© 2015. White Images / Scala, Florence
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35 AR
VALERIO ADAMI (B. 1935)
Longchamp  
1967  
 
signed, titled and inscribed S    on the reverse 
acrylic on canvas 
 
81.5 by 100 cm. 
32 1/16 by 39 3/8 in. 
 
This work was executed in 1967.

£9,000 - 12,000 
US$14,000 - 18,000 
€13,000 - 17,000

This work is accompanied by a photo-certificate of authenticity signed by the artist.  
 
Provenance 
Studio Marconi, Milan 
Galleria d’Arte de’ Foscherari, Bologna 
Sale: Pananti Casa d’Aste, Florence, rte Mo erna e onte oranea, 3 December 2005, Lot 655 
Acquired directly from the above by the previous owner 
Thence by descent to the present owner

The Longchamp racetrack is as well known in the sporting world as it 
is in the history of art, having been famously painted by Impressionist 
masters Edouard Manet and Edgar Degas in the late 1860s and 1870s 
respectively. It is an arena bursting with energy from the spectators, 
horses and jockeys, and one of the most prestigious arenas in the 
sport worldwide, having been in constant use since it was first created 
in 1857 in what were at the time the outskirts of Paris. 

Yet Valerio Adami’s Longchamp from 1967 is a painting of stark 
unobtrusiveness and clean composition, delineating this busy track in the 
most minimal of ways with elegant black lines that are filled with solid 
colour. The artist strips the scene down to its basic elements, with only 
the two racers in the foreground and the loud speaker in the far right 
giving us a hint of the excitement of the heat of the race. This is most 
certainly not the typical sporting picture focused on studying horses’ 
anatomy and depicting jockeys mid-race in intricate detail, but in the very 
early style of the o  art Adami so beautifully champions, it nevertheless 
delivers the excitement of the race in its own, technicolor way.
 

Since his first solo exhibition in ilan in  dami has had numerous 
exhibitions around the world, and in 1986 he was the subject of a full-
scale retrospective at the Centre Pompidou in Paris. Adami still lives 
and works in his studio which had previously belonged to Salvador 
Dali, just a stone’s throw from the church of Sacré-Coeur, and 
continues to create art that is uncompromisingly consistent in style. 
Longchamp was famously produced as a series of prints with slight 
variations in colour and numbering of the race horses and the track, 
and the present painting shows us why it was such an arresting and 
interesting image for the artist to create and replicate.
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36 AR W
MIQUEL BARCELÓ (B. 1957)
Vila Nova de Milfontes  
1984  
 
mixed media on canvas 
 
193 by 203 cm. 
76 by 79 15/16 in. 
 
This work was executed in 1984.

£150,000 - 200,000 
US$230,000 - 300,000 
€210,000 - 280,000

This work is accompanied by a photo-certificate of authenticity 
signed by the artist. 
 
Provenance 
Galerie Bischofberger, Zurich  
Private Collection, USA  
Galería D’Art Ramón Sarda, Barcelona 
Acquired directly from the above by the previous owner in 1988 
Thence by descent to the present owner

Born on the island of Majorca in 1957, Miquel Barceló is an artist who, 
despite an international reputation as one of the greatest painters 
of his generation, has remained close to his roots. He consciously 
lodges his art within a distinct Iberian tradition, one which dates back 
centuries. He often cites the works of the Spanish masters in his texts 
and interviews, and ultimately in his paintings: the spirits of Velasquez, 
Goya, El Greco, Melendez all haunt his intriguing canvases, and 
Barceló is the immediate heir of Antoni Tàpies. His subject matter, too, 
is often distinctly Iberian, capturing images which he grew up with, 
from the everyday to the exceptional, images which have inspired him 
throughout his life. He has a taste for the theatrical too, a trait which 
we see dramatically conveyed in the present work.

In Vila Nova de Milfontes of 1984, Barceló has captured a vision of 
the coast, in this instance a region of Portugal celebrated for its high 
craggy cliffs and vast expanses of sandy beaches. Situated between 
Lisbon and the Algarve, Vila Nova de Milfontes is exposed to all of the 
wild excesses of the Atlantic, pounded by harsh winds and blasted 
with bright sunshine. This monumental painting successfully seizes 
this drama, the artist not just attempting to portray the landscape, but 
almost to recreate it in the intricate topography of this huge mixed-
media on canvas.

Like the place that it describes, Vila Nova de Milfontes presents us 
with a wide, open expanse of space. It is asperous, rough, sculptural 
in the peaks and troughs of its irregular surface. And yet this is a not 
a bleak vision; the patches of brilliant azure which leap out from the 
composition remind us of the intense light of the region, and of the 
sparkling magnitude of the mighty ocean that absorbs and reflects 
that light. A soft haze of white hovers across the surface of the work, 
redolent of the water’s rolling, shimmering foam. As in all of Barceló’s 
greatest paintings, this work has a sheer physicality all of its own, 
one which rivals that of the stunning landscape that it so successfully 
interprets.

Vila Nova de Milfontes, demonstrates Barceló’s ability to get to the 
heart of a subject, to explore its details and inhabit its textures and 
its tones, to capture its very nature. In his choice of subject, he has 
presented us with an image of the sublime, at once thrilling, theatrical 
and strangely moving. This is not just painting of landscape, it is 
painting as landscape. s such, it reaffirms iquel Barcel ’s position 
as the inheritor of that proud Spanish tradition, and reveals him to be 
a man remarkable in his understanding of the world which surrounds 
us in all of its rugged beauty. 
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Born in 1938 in Japan, Yuko Nasaka is one of the most renowned 
female artists of the Gutai movement - an avant-garde Post-War 
Japanese artistic collective. Gutai artists strived to create artworks 
that looked like nothing that had ever been seen before, and they 
sought to achieve this by trying to recapture some of the innocence 
that had been taken from the Japanese people during the Second 
World War, with works created through an active, performance-based, 
artistic practice. 

In this environment, abstraction reigned, figuration and symbolism 
were abandoned, and interpretation was purposefully left open 
to the viewer’s personal relationship with the works. This is aptly 
demonstrated in Nasaka’s present work, where small circles cover the 
canvas and fall off its edges, mirroring the infinite nature of Gutai’s 
readings through a seemingly infinite pattern. 

It is part of an important series from an early period in Nasaka’s oeuvre, 
and pre-empts the circular motif that would come to define her practice.  
One of the main components of the Gutai ethos was the negation of 
the brush as a tool to execute artworks. The brush was considered 
emblematic of tradition and convention, and to use a brush would 
only lead towards creating a traditional and conventional artwork – 
totally contradictory to Gutai’s raison d’être. Nasaka’s answer was to 
appropriate some of the newest production methods being developed 

in the car and electronics industry that was 
spurring Japan’s economic recovery. 

ach shape was fired onto the present work 
using an industrial spray gun, creating a pattern 
that is mechanical and reminiscent of the rhythm 
of an assembly line. Yet the work maintains the 
spontaneity integral to Gutai through Nasaka’s 
exploration of the possibilities of combining 
ancient practices with new mediums and 
techniques. The pattern, though rhythmic 
is also random, undulating and organic, as 
each small circle has been finished by hand, 
allowing for an impulsiveness in its production. 
Untitled from 1964 is also tactile and layered 
with pigment, varnish and enamel, materials 
employed for thousands of years in Japanese 
ceramics. Under these layers, the colours of the 
canvas distort and morph and the surface ripples 
with imperfections stemming from the active and 
fleeting nature of its creation. The tar-like depth 
of the black, against its burnt orange hues and 
rich reds implies fire or burning, alluding again 
to the kilns of potters and artisans, but also 
mirroring an artistic method used by both Gutai 

and their European contemporaries, the Zero Group. In recent years 
Gutai has finally come to be celebrated as one of the most important 
artistic movements of the 20th century. 

In 2013, The Guggenheim, New York, held a major exhibition devoted 
to Gutai and its influence, cementing its place in the art historical 
cannon. Nasaka’s synthesis of the ancient and the modern developed 
out of Japan’s own storied history and rapid changes taking place 
post-World War II, and in blending these worlds, Nasaka’s works 
exemplify Gutai’s challenge to create something unseen, fresh and 
exhilarating.

37
YUKO NASAKA (B. 1938)
Untitled  
1964  
 
acrylic and lacquer spray on canvas 
 
116 by 80.2 cm. 
45 11/16 by 31 9/16 in.  
 
This work was executed circa 1964.

£20,000 - 30,000 
US$30,000 - 46,000 
€28,000 - 42,000

Provenance 
Private Collection, Japan 
Sale: Est-Ouest Auctions Co., Tokyo, ost- ar  onte orar  rt  
Impressionist to Modern Art, 4 April 2008, Lot 185 
Gio Arte, Mestre 
Acquired directly from the above by the present owner

Above:
Yuko Nasaka and her husband Senkichiro Nasaka at the 14th Gutai Art 

i ition  sa a, 5th April 1964
The Museum of Osaka University and Yuko Nasaka 
© The former members of the Gutai Art Association
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38 W
SHOZO SHIMAMOTO (1928-2013)
Crash Bottle Art N. 21  
2000  
 
signed  
watercolour and ink on linen 
 
86 by 285 cm. 
33 7/8 by 112 3/16 in.

£25,000 - 35,000 
US$38,000 - 53,000 
€35,000 - 49,000

This work is accompanied by a photo-certificate of authenticity 
signed by the artist. 
 
This work is registered in the archive of the Shozo Shimamoto 
Association, Nishinomiya-Reggio Emilia-Naples, under no. 950, and 
is accompanied by a photo-certificate of authenticity. 
 
Provenance 
Private Collection, enice acquired directly from the artist in  

cquired directly from the above by the present owner
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38 W
SHOZO SHIMAMOTO (1928-2013)
Crash Bottle Art N. 21  
2000  
 
signed  
watercolour and ink on linen 
 
86 by 285 cm. 
33 7/8 by 112 3/16 in.

£25,000 - 35,000 
US$38,000 - 53,000 
€35,000 - 49,000

This work is accompanied by a photo-certificate of authenticity 
signed by the artist. 
 
This work is registered in the archive of the Shozo Shimamoto 
Association, Nishinomiya-Reggio Emilia-Naples, under no. 950, 
and is accompanied by a photo-certificate of authenticity. 
 
Provenance 
Private Collection, enice acquired directly from the artist in  

cquired directly from the above by the present owner





39 AR W
PER KIRKEBY (B. 1938)
Untitled  
1992  
 
signed and dated  on the reverse 
mixed media on masonite 
 
120 by 120 cm.  
47 1/4 by 47 1/4 in.

£20,000 - 30,000 
US$30,000 - 46,000 
€28,000 - 42,000

Provenance 
Galerie Michael Werner, Cologne 
Galerie Fred Jahn, Munich  
Siggi and Sissi Loch Collection, Berlin 
Sale: Christie’s London, ost- ar  onte orar  rt a  u tion, 28 June 2012, Lot 227 
Acquired directly from the above by the present owner 
 
Exhibited 
Nantes, Musée des Beaux-Arts, er ir e , 1995, p. 49, illustrated in colour 
Munich, Galerie Fred Jahn, er ir e  i er un  ei nun en - , 2008 
(illustrated in colour on the invitation)
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ANDY WARHOL (1928-1987)
oun  Man it  earts   

1956  
 
inscribed SF, with the n  ar o  oun ation or t e isua  rts 
stamp, numbered   and with the state o  n  ar o  
stamp on the reverse 
ink on paper 
 
42.5 by 35.4 cm. 
16 3/4 by 13 15/16 in. 
 
This work was executed circa 1956. 

£5,000 - 7,000 
US$7,600 - 11,000 
€7,000 - 9,700

Provenance 
Estate of the Artist, New York 
Andy Warhol Foundation for the Visual Arts, New York 
Acquired directly from the above by the present owner

41
ANDY WARHOL (1928-1987)
Roy Lichtenstein (4 works) 
1975  
 
(i): with the n  ar o  oun ation or t e isua  rts stamp,

numbered   , with the state o  n  ar o  stamp
and inscribed U  on the reverse 

(ii): with the n  ar o  oun ation or t e isua  rts stamp,
numbered   , with the state o  n  ar o  stamp
and inscribed U  on the reverse 

(iii): signed by Roy Lichtenstein; with the n  ar o  oun ation
for the Visual Arts stamp, numbered   , with the Estate
o  n  ar o  stamp and inscribed U  on the reverse 

(iv): with the n  ar o  oun ation or t e isua  rts stamp,
numbered   , with the state o  n  ar o  stamp
and inscribed U  on the reverse 

Each: polaroid print, in 4 parts 
 
Each: 10.5 by 8.5 cm.

4 1/8 by 3 3/8 in. 
 
These works were executed circa 1975.

£9,000 - 12,000 
US$14,000 - 18,000 
€13,000 - 17,000

Provenance 
Estate of the Artist, New York 
Andy Warhol Foundation for the Visual Arts, New York 
Acquired directly from the above by the present owner

40
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42
ANDY WARHOL (1928-1987)

a e s Sou  o   
1986  
 
initialed VF, with the n  ar o  oun ation or t e isua  rts 
stamp, numbered  and with the state o  n  ar o  stamp 
on the reverse 
synthetic polymer paint on paper 
 
80 by 60.5 cm. 
31 1/2 by 23 13/16 in. 
 
This work was executed in 1986.

£30,000 - 50,000 
US$46,000 - 76,000 
€42,000 - 70,000

Provenance 
The Andy Warhol Foundation for Visual Arts, New York 
Galerie Thaddeus Ropac, Paris  
Acquired directly from the above by the previous owner  
Thence by descent to the present owner 
 
Exhibited 
Paris, Galerie Thaddaeus Ropac, n  ar o  a e s Sou  
Boxes, 2000, p. 101, illustrated in black and white

124  |  BONHAMS





43 AR
BANKSY (B. 1975)
Rat with Umbrella  
2004  
 
signed in stencil on the turnover edge; numbered 2/25 on the stretcher  
stencil spray paint and spray paint on canvas 
 
30.5 by 30.5 cm. 
12 by 12 in. 
 
This work was executed in 2004.

£30,000 - 50,000 
US$46,000 - 76,000 
€42,000 - 70,000

This work is accompanied by a certificate of authenticity issued by 
Pest Control Office.  
 
Provenance 
Artrepublic, Brighton 

cquired directly from the above by the present owner in 
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VIEWING
19 - 24 June 2015

ENQUIRIES
+44 (0) 20 7468 8328
india.phillips@bonhams.com

bonhams.com/impressionist

IMPRESSIONIST 
& MODERN ART 
Wednesday 24 June 2015
New Bond Street, London

JOAN MIRÓ (1893-1983)
Sans titre 
oil, industrial paint and woolen yarn 
on Masonite
197 x 122cm (77 9/16 x 48 1/16in).
Painted circa 1972 - 1973
£600,000 - 800,000



VIEWING
19 - 24 June 2015

ENQUIRIES
+44 (0) 20 7468 8328
india.phillips@bonhams.com

bonhams.com/impressionist

IMPRESSIONIST 
& MODERN ART 
Wednesday 24 June 2015
New Bond Street, London

PABLO PICASSO (1881-1973)
Guéridon devant la fenêtre 
pencil on paper
27 x 21cm (10 5/8 x 8 1/4in).
Executed in 1920
£70,000 - 100,000



bonhams.com/prints

ENQUIRIES
+44 (0) 20 7468 8212
tanya.grigoroglou@bonhams.com

ANDY WARHOL
(AMERICAN, 1928-1987)
Alexander the Great (F.& S. IIB.291)
Screenprint in colours, 1982, signed,
inscribed ‘T.P.’ and numbered ‘IV/VIII’, 
a unique trial proof aside, from the 
edition of 25, 1016 x 813mm (SH)
£40,000 - 50,000

PRINTS AND MULTIPLES  
Tuesday 14 July 2015
New Bond Street, London



Exceptional
Collectors’ Motor Cars 
5 September 2015
Château de Chantilly, France 

Entries now invited

ENQUIRIES
UK
+44 (0) 20 7468 5801 
ukcars@bonhams.com

Europe
+32 (0) 476 879 471 
eurocars@bonhams.com

USA
+1 212 461 6515 
+1 415 503 3285 
usacars@bonhams.com

Photo: M. Zumbrunn

Bonhams is delighted to announce a new addition to its 
uropean auction calendar at the magnifi cent Ch teau de Chantilly. 

Timed to tie in with the Chantilly Arts & Elegance Richard Mille 
Concours, a great success in its inaugural year in 2014, this will 
be an evening event for a limited number of very special collectors’ 
motor cars. Held in the breathtaking grounds of the Château, this 
sale will prompt memories of some of the great black tie evening 
auctions of the past.

arly entries already include this one-off  bodied Bugatti 
Type 57 Drophead Coupé (pictured). Entries can be viewed 
at bonhams.com/chantillysale.

The number of entries will be limited to 30 exceptional motorcars. 

bonhams.com/motorcars



ENQUIRIES
+44 (0) 20 7468 8284
emily.barber@bonhams.com 

Closing date for entries
Thursday 23 July 2015

bonhams.com/jewellery

FINE JEWELLERY 
Wednesday 23 September 2015
New Bond Street, London

A DIAMOND SINGLE-STONE 
RING, BY HARRY WINSTON
Sold for £350,500
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New Bond Street, London
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Sold for £350,500
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This notice is addressed by Bonhams to any person who may 
be interested in a Lot, including Bidders and potential Bidders 
(including any eventual Buyer of the Lot). For ease of reference 
we refer to such persons as “Bidders” or “you”. Our List of 
Definitions and Glossary is incorporated into this Notice to 
Bidders. It is at Appendix 3 at the back of the Catalogue. 
Where words and phrases are used in this notice which are in 
the List of Definitions, they are printed in italics. 

IMPORTANT: Additional information applicable to the Sale 
may be set out in the Catalogue for the Sale, in an insert in 
the Catalogue and/or in a notice displayed at the Sale venue 
and you should read them as well. Announcements affecting 
the Sale may also be given out orally before and during the 
Sale without prior written notice. You should be alert to the 
possibility of changes and ask in advance of bidding if there 
have been any.

1.  OUR ROLE

In its role as Auctioneer of Lots, Bonhams acts solely for and 
in the interests of the Seller. Bonhams’ job is to sell the Lot at 
the highest price obtainable at the Sale to a Bidder. Bonhams 
does not act for Buyers or Bidders in this role and does not 
give advice to Buyers or Bidders. When it or its staff make 
statements about a Lot or, if Bonhams provides a Condition 
Report on a Lot it is doing that on behalf of the Seller of the 
Lot. Bidders and Buyers who are themselves not expert in 
the Lots are strongly advised to seek and obtain independent 
advice on the Lots and their value before bidding for them. 
The Seller has authorised Bonhams to sell the Lot as its agent 
on its behalf and, save where we expressly make it clear to 
the contrary, Bonhams acts only as agent for the Seller. Any 
statement or representation we make in respect of a Lot is 
made on the Seller’s behalf and, unless Bonhams sells a Lot 
as principal, not on our behalf and any Contract for Sale is 
between the Buyer and the Seller and not with us. If Bonhams 
sells a Lot as principal this will either be stated in the Catalogue 
or an announcement to that effect will be made by the 
Auctioneer, or it will be stated in a notice at the Sale or an 
insert in the Catalogue. 

Bonhams does not owe or undertake or agree to any duty 
or responsibility to you in contract or tort (whether direct, 
collateral, express, implied or otherwise). If you successfully bid 
for a Lot and buy it, at that stage Bonhams does enter into an 
agreement with the Buyer. The terms of that contract are set 
out in our Buyer’s Agreement, which you will find at Appendix 
2 at the back of the Catalogue. This will govern Bonhams’ 
relationship with the Buyer.

2.  LOTS

Subject to the Contractual Description printed in bold letters 
in the Entry about the Lot in the Catalogue (see paragraph 3 
below), Lots are sold to the Buyer on an “as is” basis, with 
all faults and imperfections. Illustrations and photographs 
contained in the Catalogue (other than photographs forming 
part of the Contractual Description) or elsewhere of any Lots 
are for identification purposes only. They may not reveal the 
true condition of the Lot. A photograph or illustration may not 
reflect an accurate reproduction of the colour(s) of the Lot. Lots 
are available for inspection prior to the Sale and it is for you to 
satisfy yourself as to each and every aspect of a Lot, including 
its authorship, attribution, condition, provenance, history, 
background, authenticity, style, period, age, suitability, quality, 
roadworthiness (if relevant), origin, value and estimated selling 
price (including the Hammer Price). It is your responsibility 
to examine any Lot in which you are interested. It should be 
remembered that the actual condition of a Lot may not be as 
good as that indicated by its outward appearance. In particular, 
parts may have been replaced or renewed and Lots may not 
be authentic or of satisfactory quality; the inside of a Lot may 
not be visible and may not be original or may be damaged, 
as for example where it is covered by upholstery or material. 
Given the age of many Lots they may have been damaged and/
or repaired and you should not assume that a Lot is in good 
condition. Electronic or mechanical parts may not operate 
or may not comply with current statutory requirements. You 
should not assume that electrical items designed to operate 
on mains electricity will be suitable for connection to the 
mains electricity supply and you should obtain a report from 

a qualified electrician on their status before doing so. Such 
items which are unsuitable for connection are sold as items of 
interest for display purposes only. If you yourself do not have 
expertise regarding a Lot, you should consult someone who 
does to advise you. We can assist in arranging facilities for you 
to carry out or have carried out more detailed inspections and 
tests. Please ask our staff for details.

Any person who damages a Lot will be held liable for the  
loss caused.

3.  DESCRIPTIONS OF LOTS AND ESTIMATES

Contractual Description of a Lot 
The Catalogue contains an Entry about each Lot. Each Lot 
is sold by its respective Seller to the Buyer of the Lot as 
corresponding only with that part of the Entry which is  
printed in bold letters and (except for the colour, which may  
be inaccurately reproduced) with any photograph of the Lot  
in the Catalogue. The remainder of the Entry, which is not 
printed in bold letters, represents Bonhams’ opinion (given on 
behalf of the Seller) about the Lot only and is not part of the 
Contractual Description in accordance with which the Lot is 
sold by the Seller.

Estimates 
In most cases, an Estimate is printed beside the Entry. Estimates 
are only an expression of Bonhams’ opinion made on behalf 
of the Seller of the range where Bonhams thinks the Hammer 
Price for the Lot is likely to fall; it is not an Estimate of value. 
It does not take into account any VAT or Buyer’s Premium 
payable. Lots can in fact sell for Hammer Prices below and 
above the Estimate. Any Estimate should not be relied on as an 
indication of the actual selling price or value of a Lot. Estimates 
are in the currency of the Sale.

Condition Reports 
In respect of most Lots, you may ask for a Condition Report on 
its physical condition from Bonhams. If you do so, this will be 
provided by Bonhams on behalf of the Seller free of charge. 
Bonhams is not entering into a contract with you in respect 
of the Condition Report and accordingly does not assume 
responsibility to you in respect of it. Nor does the Seller owe or 
agree to owe you as a Bidder any obligation or duty in respect 
of this free report about a Lot, which is available for your own 
inspection or for inspection by an expert instructed by you. 
However, any written Description of the physical condition of 
the Lot contained in a Condition Report will form part of the 
Contractual Description of the Lot under which it is sold to 
any Buyer.

The Seller’s responsibility to you 
The Seller does not make or agree to make any representation 
of fact or contractual promise, Guarantee or warranty and 
undertakes no obligation or duty, whether in contract or in 
tort (other than to the eventual Buyer as set out above), in 
respect of the accuracy or completeness of any statement 
or representation made by him or on his behalf, which is in 
any way descriptive of any Lot or as to the anticipated or 
likely selling price of any Lot. Other than as set out above, 
no statement or representation in any way descriptive of a 
Lot or any Estimate is incorporated into any Contract for Sale 
between a Seller and a Buyer.

Bonhams’ responsibility to you 
You have the opportunity of examining the Lot if you want to 
and the Contract for Sale for a Lot is with the Seller and not 
with Bonhams; Bonhams acts as the Seller’s agent only (unless 
Bonhams sells the Lot as principal).

Bonhams undertakes no obligation to you to examine, 
investigate or carry out any tests, either in sufficient depth or 
at all, on each Lot to establish the accuracy or otherwise of any 
Descriptions or opinions given by Bonhams, or by any person 
on Bonhams’ behalf, whether in the Catalogue or elsewhere. 

You should not suppose that such examinations, investigations 
or tests have occurred.

Bonhams does not make or agree to make any representation 
of fact, and undertakes no obligation or duty (whether in 
contract or tort) in respect of the accuracy or completeness 
of any statement or representation made by Bonhams or on 

Bonhams’ behalf which is in any way descriptive of any Lot 
or as to the anticipated or likely selling price of any Lot. No 
statement or representation by Bonhams or on its behalf in any 
way descriptive of any Lot or any Estimate is incorporated into 
our Buyer’s Agreement.

Alterations 
Descriptions and Estimates may be amended at Bonhams’ 
discretion from time to time by notice given orally or in  
writing before or during a Sale.

THE LOT IS AVAILABLE FOR INSPECTION AND YOU MUST 
FORM YOUR OWN OPINION IN RELATION TO IT. YOU ARE 
STRONGLY ADVISED TO EXAMINE ANY LOT OR HAVE IT 
EXAMINED ON YOUR BEHALF BEFORE THE SALE.

4.  CONDUCT OF THE SALE

Our Sales are public auctions which persons may attend and 
you should take the opportunity to do so. We do reserve the 
right at our sole discretion to refuse admission to our premises 
or to any Sale without stating a reason. We have complete 
discretion as to whether the Sale proceeds, whether any Lot is 
included in the Sale, the manner in which the Sale is conducted 
and we may offer Lots for Sale in any order we choose 
notwithstanding the numbers given to Lots in the Catalogue. 
You should therefore check the date and starting time of the 
Sale, whether there have been any withdrawals or late entries. 
Remember that withdrawals and late entries may affect the 
time at which a Lot you are interested in is put up for Sale. We 
have complete discretion to refuse any bid, to nominate any 
bidding increment we consider appropriate, to divide any Lot, 
to combine two or more Lots, to withdraw any Lot from a Sale 
and, before the Sale has been closed, to put up any Lot for 
auction again. Auction speeds can exceed 100 Lots to the hour 
and bidding increments are generally about 10%. However 
these do vary from Sale to Sale and from Auctioneer to 
Auctioneer. Please check with the department organising the 
Sale for advice on this. Where a Reserve has been applied to a 
Lot, the Auctioneer may, in his absolute discretion, place bids 
(up to an amount not equalling or exceeding such Reserve) on 
behalf of the Seller. We are not responsible to you in respect of 
the presence or absence of any Reserve in respect of any Lot. If 
there is a Reserve it will normally be no higher than the lower 
figure for any Estimate in the Catalogue, assuming that the 
currency of the Reserve has not fluctuated adversely against 
the currency of the Estimate. The Buyer will be the Bidder who 
makes the highest bid acceptable to the Auctioneer for any Lot 
(subject to any applicable Reserve) to whom the Lot is knocked 
down by the Auctioneer at the fall of the Auctioneer’s hammer. 
Any dispute as to the highest acceptable bid will be settled by 
the Auctioneer in his absolute discretion. All bids tendered will 
relate to the actual Lot number announced by the Auctioneer. 
An electronic currency converter may be used at the Sale. This 
equipment is provided as a general guide as to the equivalent 
amount in certain currencies of a given bid. We do not accept 
any responsibility for any errors which may occur in the use of 
the currency converter. We may use video cameras to record 
the Sale and may record telephone calls for reasons of security 
and to assist in solving any disputes which may arise in relation 
to bids made at the Sale. At some Sales, for example, jewellery 
Sales, we may use screens on which images of the Lots will be 
projected. This service is provided to assist viewing at the Sale. 
The image on the screen should be treated as an indication 
only of the current Lot. It should be noted that all bids 
tendered will relate to the actual Lot number announced by  
the Auctioneer. We do not accept any responsibility for any 
errors which may occur in the use of the screen.

5.  BIDDING

We do not accept bids from any person who has not 
completed and delivered to us one of our Bidding Forms, 
either our Bidder Registration Form, Absentee Bidding Form 
or Telephone Bidding Form. You will be asked for proof of 
identity, residence and references, which, when asked for, you 
must supply if your bids are to be accepted by us. Please bring 
your passport, driving licence (or similar photographic proof 
of identity) and proof of address. We may request a deposit 
from you before allowing you to bid. We may refuse entry 
to a Sale to any person even if that person has completed a 
Bidding Form.

NOTICE TO BIDDERS
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Bidding in person 
You should come to our Bidder registration desk at the Sale 
venue and fill out a Bidder Registration Form on (or, if possible, 
before) the day of the Sale. The bidding number system is 
sometimes referred to as “paddle bidding”. You will be issued 
with a large card (a “paddle”) with a printed number on it. 
This will be attributed to you for the purposes of the Sale. 
Should you be a successful Bidder you will need to ensure that 
your number can be clearly seen by the Auctioneer and that it 
is your number which is identified as the Buyer’s. You should 
not let anyone else use your paddle as all Lots will be invoiced 
to the name and address given on your Bidder Registration 
Form. Once an invoice is issued it will not be changed. If there 
is any doubt as to the Hammer Price of, or whether you are the 
successful Bidder of, a particular Lot, you must draw this to the 
attention of the Auctioneer before the next Lot is offered for 
Sale. At the end of the Sale, or when you have finished bidding 
please return your paddle to the Bidder registration desk.

Bidding by telephone 
If you wish to bid at the Sale by telephone, please complete a 
Telephone Bidding Form, which is available from our offices or 
in the Catalogue. Please then return it to the office responsible 
for the Sale at least 24 hours in advance of the Sale. It is your 
responsibility to check with our Bids Office that your bid has 
been received. Telephone calls will be recorded. The telephone 
bidding facility is a discretionary service and may not be 
available in relation to all Lots. We will not be responsible for 
bidding on your behalf if you are unavailable at the time of 
the Sale or if the telephone connection is interrupted during 
bidding. Please contact us for further details.

Bidding by post or fax 
Absentee Bidding Forms can be found in the back of this 
Catalogue and should be completed and sent to the office 
responsible for the Sale. It is in your interests to return your 
form as soon as possible, as if two or more Bidders submit 
identical bids for a Lot, the first bid received takes preference. 
In any event, all bids should be received at least 24 hours 
before the start of the Sale. Please check your Absentee 
Bidding Form carefully before returning it to us, fully completed 
and signed by you. It is your responsibility to check with our 
Bids Office that your bid has been received. This additional 
service is complimentary and is confidential. Such bids are 
made at your own risk and we cannot accept liability for our 
failure to receive and/or place any such bids. All bids made 
on your behalf will be made at the lowest level possible 
subject to Reserves and other bids made for the Lot. Where 
appropriate your bids will be rounded down to the nearest 
amount consistent with the Auctioneer’s bidding increments. 
New Bidders must also provide proof of identity and address 
when submitting bids. Failure to do this will result in your bid 
not being placed.

Bidding via the internet 
Please visit our Website at http://www.bonhams.com for  
details of how to bid via the internet.

Bidding through an agent 
Bids will be accepted as placed on behalf of the person named 
as the principal on the Bidding Form although we may refuse 
to accept bids from an agent on behalf of a principal and will 
require written confirmation from the principal confirming 
the agent’s authority to bid. Nevertheless, as the Bidding 
Form explains, any person placing a bid as agent on behalf 
of another (whether or not he has disclosed that fact or the 
identity of his principal) will be jointly and severally liable with 
the principal to the Seller and to Bonhams under any contract 
resulting from the acceptance of a bid. Subject to the above, 
please let us know if you are acting on behalf of another 
person when bidding for Lots at the Sale.

Equally, please let us know if you intend to nominate another 
person to bid on your behalf at the Sale unless this is to be 
carried out by us pursuant to a Telephone or Absentee Bidding 
Form that you have completed. If we do not approve the 
agency arrangements in writing before the Sale, we are entitled 
to assume that the person bidding at the Sale is bidding on his 
own behalf. Accordingly, the person bidding at the Sale will 
be the Buyer and will be liable to pay the Hammer Price and 
Buyer’s Premium and associated charges. If we approve the 
identity of your client in advance, we will be in a position to 

address the invoice to your principal rather than you. We will 
require proof of the agent’s client’s identity and residence in 
advance of any bids made by the agent on his behalf. Please 
refer to our Conditions of Business and contact our Customer 
Services Department for further details.

6.  CONTRACTS BETWEEN THE BUYER AND SELLER 
AND THE BUYER AND BONHAMS

On the Lot being knocked down to the Buyer, a Contract for 
Sale of the Lot will be entered into between the Seller and 
the Buyer on the terms of the Contract for Sale set out in 
Appendix 1 at the back of the Catalogue. You will be liable to 
pay the Purchase Price, which is the Hammer Price plus any 
applicable VAT. At the same time, a separate contract is also 
entered into between us as Auctioneers and the Buyer. This 
is our Buyer’s Agreement, the terms of which are set out in 
Appendix 2 at the back of the Catalogue. Please read the terms 
of the Contract for Sale and our Buyer’s Agreement contained 
in the Catalogue in case you are the successful Bidder. We 
may change the terms of either or both of these agreements 
in advance of their being entered into, by setting out different 
terms in the Catalogue and/or by placing an insert in the 
Catalogue and/or by notices at the Sale venue and/or by oral 
announcements before and during the Sale. You should be 
alert to this possibility of changes and ask if there have been 
any.

7.  BUYER’S PREMIUM AND OTHER CHARGES 
PAYABLE BY THE BUYER

Under the Buyer’s Agreement, a premium (the Buyer’s 
Premium) is payable to us by the Buyer in accordance with the 
terms of the Buyer’s Agreement and at rates set out below, 
calculated by reference to the Hammer Price and payable in 
addition to it. Storage charges and Expenses are also payable 
by the Buyer as set out in the Buyer’s Agreement. All the sums 
payable to us by the Buyer are subject to VAT. For this Sale the 
following rates of Buyer’s Premium will be payable by Buyers 
of Lots: 

25% up to £50,000 of the Hammer Price
20% from £50,001 to £1,000,000 of the Hammer Price
12% from £1,000,001 of the Hammer Price

On certain Lots, which will be marked “AR” in the Catalogue 
and which are sold for a Hammer Price of €1,000 or greater 
(converted into the currency of the Sale using the European 
Central Bank Reference rate prevailing on the date of the Sale), 
the Additional Premium will be payable to us by the Buyer to 
cover our Expenses relating to the payment of royalties under 
the Artists Resale Right Regulations 2006. The Additional 
Premium will be a percentage of the amount of the Hammer 
Price calculated in accordance with the table below, and shall 
not exceed €12,500 (converted into the currency of the Sale 
using the European Central Bank Reference rate prevailing on 
the date of the Sale).

Hammer Price  Percentage amount 
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%

8.  VAT

The prevailing rate of VAT at the time of going to press is 20%, 
but this is subject to government change and the rate payable 
will be the rate in force on the date of the Sale.

The following symbols are used to denote that VAT is due on 
the Hammer Price and Buyer’s Premium:
† VAT at the prevailing rate on Hammer Price and Buyer’s 

Premium
Ω VAT on imported items at the prevailing rate on Hammer 

Price and Buyer’s Premium
* VAT on imported items at a preferential rate of 5% on 

Hammer Price and the prevailing rate on Buyer’s Premium

G Gold bullion exempt from VAT on the Hammer Price 
and subject to VAT at the prevailing rate on the Buyer’s 
Premium

• Zero rated for VAT, no VAT will be added to the Hammer 
Price or the Buyer’s Premium

a Buyers from within the EU: VAT is payable at the 
prevailing rate on just the Buyer’s Premium (NOT the 
Hammer Price). Buyers from outside the EU: VAT is 
payable at the prevailing rate on both Hammer Price 
and Buyer’s Premium. If a Buyer, having registered under 
a non-EU address, decides that the item is not to be 
exported from the EU, then he should advise Bonhams 
immediately.

In all other instances no VAT will be charged on the Hammer 
Price, but VAT at the prevailing rate will be added to Buyer’s 
Premium which will be invoiced on a VAT inclusive basis. 

9.  PAYMENT

It is of critical importance that you ensure that you have readily 
available funds to pay the Purchase Price and the Buyer’s 
Premium (plus VAT and any other charges and Expenses to us) 
in full before making a bid for the Lot. If you are a successful 
Bidder, payment will be due to us by 4.30 pm on the second 
working day after the Sale so that all sums are cleared by 
the eighth working day after the Sale. Unless agreed by us in 
advance payments made by anyone other than the registered 
Buyer will not be accepted. Payment will have to be by one of 
the following methods (all cheques should be made payable to 
Bonhams 1793 Limited). Bonhams reserves the right to vary the 
terms of payment at any time.

Sterling personal cheque drawn on a UK branch of a bank 
or building society: all cheques must be cleared before you 
can collect your purchases;

Bankers draft/building society cheque: if you can provide 
suitable proof of identity and we are satisfied as to the 
genuineness of the draft or cheque, and that the funds have 
originated from your own account, we will allow you to  
collect your purchases immediately;

Cash: you may pay for Lots purchased by you at this Sale with 
notes, coins or travellers cheques in the currency in which 
the Sale is conducted (but not any other currency) provided 
that the total amount payable by you in respect of all Lots 
purchased by you at the Sale does not exceed £3,000, or the 
equivalent in the currency in which the Sale is conducted, at 
the time when payment is made. If the amount payable by you 
for Lots exceeds that sum, the balance must be paid otherwise 
than in coins, notes or travellers cheques;

Bank transfer: you may electronically transfer funds to our 
Trust Account. If you do so, please quote your paddle number 
and invoice number as the reference. Our Trust Account details 
are as follows:

Bank: National Westminster Bank Plc
Address: PO Box 4RY
250 Regent Street
London W1A 4RY
Account Name: Bonhams 1793 Limited Trust Account
Account Number: 25563009
Sort Code: 56-00-27
IBAN Number: GB 33 NWBK 560027 25563009

If paying by bank transfer, the amount received after the 
deduction of any bank fees and/or conversion of the currency 
of payment to pounds sterling must not be less than the 
sterling amount payable, as set out on the invoice. 

Debit cards: there is no additional charge for purchases made 
with personal debit cards, issued by a UK bank. Debit cards 
issued by an overseas bank, deferred and company debit cards 
and all credit cards will be subject to a 2% surcharge;
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Credit cards: Visa and Mastercard only. Please note there is a 
2% surcharge on the total invoice value when payments are 
made using credit cards. It may be advisable to notify your card 
provider of your intended purchase in advance to reduce delays 
caused by us having to seek authority when you come to pay. If 
you have any questions with regard to payment, please contact 
our Customer Services Department.

China UnionPay (CUP) debit cards:   No surcharge for using 
CUP debit cards will  apply on the first £100,000 invoiced 
to a Buyer in any Sale;  a 2% surcharge will be made on the 
balance over £100,000.

10.  COLLECTION AND STORAGE

The Buyer of a Lot will not be allowed to collect it until 
payment in full and in cleared funds has been made (unless 
we have made a special arrangement with the Buyer). For 
collection and removal of purchased Lots, please refer to Sale 
Information at the front of the Catalogue. Our offices are 
open 9.00am – 5pm Monday to Friday. Details relating to 
the collection of a Lot, the storage of a Lot and our Storage 
Contractor after the Sale are set out in the Catalogue.

11.  SHIPPING

Please refer all enquiries to our shipping department on:
Tel: +44 (0)20 8963 2850/2852  Fax: +44 (0)20 8963 2805    
Email: shipping@bonhams.com

12.  EXPORT/TRADE RESTRICTIONS

It is your sole responsibility to comply with all export and 
import regulations relating to your purchases and also to obtain 
any relevant export and/or import licence(s). Export licences are 
issued by Arts Council England and application forms can be 
obtained from its Export Licensing Unit. The detailed provisions 
of the export licencing arrangements can be found on the ACE 
website http://www.artscouncil.org.uk/what-we-do/supporting-
museums/cultural-property/export-controls/export-licensing/ 
or by phoning ACE on +44 (0)20 7973 5188. The need for 
import licences varies from country to country and you should 
acquaint yourself with all relevant local requirements and 
provisions. The refusal of any import or export licence(s) or  
any delay in obtaining such licence(s) shall not permit the 
rescission of any Sale nor allow any delay in making full 
payment for the Lot. Generally, please contact our shipping 
department before the Sale if you require assistance in  
relation to export regulations. 

13.  CITES REGULATIONS

Please be aware that all Lots marked with the symbol Y are 
subject to CITES regulations when exporting these items 
outside the EU. These regulations may be found at  
http://www.defra.gov.uk/ahvla-en/imports-exports/cites/ or may 
be requested from:

Animal Health and Veterinary Laboratories Agency (AHVLA) 
Wildlife Licencing
Floor 1, Zone 17, Temple Quay House
2 The Square, Temple Quay
BRISTOL BS1 6EB
Tel: +44 (0) 117 372 8774

14.  THE SELLERS AND/OR BONHAMS’ LIABILITY

Other than any liability of the Seller to the Buyer of a Lot 
under the Contract for Sale, neither we nor the Seller are 
liable (whether in negligence or otherwise) for any error or 
misdescription or omission in any Description of a Lot or any 
Estimate in respect of it, whether contained in the Catalogue 
or otherwise, whether given orally or in writing and whether 
given before or during the Sale. Neither we nor the Seller will 
be liable for any loss of Business, profits, revenue or income, or 
for loss of reputation, or for disruption to Business or wasted 
time on the part of management or staff, or for indirect losses 
or consequential damages of any kind, irrespective in any 
case of the nature, volume or source of the loss or damage 
alleged to be suffered, and irrespective of whether the said 
loss or damage is caused by or claimed in respect of any 
negligence, other tort, breach of contract (if any) or statutory 
duty, restitutionary claim or otherwise. In any circumstances 
where we and/or the Seller are liable in relation to any Lot or 

any Description or Estimate made of any Lot, or the conduct 
of any Sale in relation to any Lot, whether in damages, for an 
indemnity or contribution, or for a restitutionary remedy or 
otherwise, our and/or the Seller’s liability (combined, if both 
we and the Seller are liable) will be limited to payment of a 
sum which will not exceed by way of maximum the amount 
of the Purchase Price of the Lot irrespective in any case of the 
nature, volume or source of any loss or damage alleged to be 
suffered or sum claimed as due, and irrespective of whether 
the liability arises from any negligence, other tort, breach 
of  contract (if any) or statutory duty or otherwise. Nothing 
set out above will be construed as excluding or restricting 
(whether directly or indirectly) our liability or excluding or 
restricting any person’s rights or remedies in respect of (i) fraud, 
or (ii) death or personal injury caused by our negligence (or by 
the negligence of any person under our control or for whom 
we are legally responsible), or (iii) acts or omissions for which 
we are liable under the Occupiers Liability Act 1957, or (iv) 
any other liability to the extent the same may not be excluded 
or restricted as a matter of law or (v) our undertakings under 
paragraphs 9 (in relation to specialist Stamp or Book Sales only) 
and 10 of the Buyer’s Agreement. The same applies in respect 
of the Seller, as if references to us in this paragraph were 
substituted with references to the Seller.

15.  BOOKS

As stated above, all Lots are sold on an “as is” basis, subject 
to  all faults, imperfections and errors of Description save as 
set out below. However, you will be entitled to reject a Book 
in the circumstances set out in paragraph 11 of the Buyers 
Agreement. Please note that Lots comprising printed Books, 
unframed maps and bound manuscripts are not liable to VAT 
on the Buyer’s Premium.

16.  CLOCKS AND WATCHES

All Lots are sold “as is”, and the absence of any reference 
to the condition of a clock or watch does not imply that 
the Lot is in good condition and without defects, repairs or 
restorations. Most clocks and watches have been repaired in 
the course of their normal lifetime and may now incorporate 
parts not original to them. Furthermore, Bonhams makes 
no representation or warranty that any clock or watch is in 
working order. As clocks and watches often contain fine and 
complex mechanisms, Bidders should be aware that a general 
service, change of battery or further repair work, for which the 
Buyer is solely responsible, may be necessary. Bidders should 
be aware that the importation of watches such as Rolex, Frank 
Muller and Corum into the United States is highly restricted. 
These watches may not be shipped to the USA and can only be 
imported personally.

17.  FIREARMS – PROOF, CONDITION AND 
CERTIFICATION

Proof of Firearms 
The term “proof exemption” indicates that a firearm has 
been examined at a Proof House, but not proved, as either 
(a) it was deemed of interest and not intended for use, or (b) 
ammunition was not available. In either case, the firearm must 
be regarded as unsafe to fire unless subsequently proved. 
Firearms proved for Black Powder should not be used with 
smokeless ammunition.

The term “Certificate of Unprovability” indicates that a firearm 
has been examined at a Proof House and is deemed both 
unsuitable for proof and use. Reproof is required before any 
such firearm is to be used.

Guns Sold as Parts 
Barrels of guns sold as parts will only be made available for 
sleeving and measurements once rendered unserviceable 
according to the Gun Barrel Proof Act of 1968 to 1978 and the 
Rules of Proof.

Condition of Firearms 
Comment in this Catalogue is restricted, in general, to 
exceptional condition and to those defects that might affect 
the immediate safety of a firearm in normal use. An intending 
Bidder unable to make technical examinations and assessments 
is recommended to seek advice from a gunmaker or from a 
modern firearms specialist. All prospective Bidders are advised 
to consult the ˚ of bore and wall-thickness measurements 
posted in the saleroom and available from the department. 
Bidders should note that guns are stripped only where there  
is a strong indication of a mechanical malfunction. Stripping  
is not, otherwise, undertaken. Guns intended for use should  
be stripped and cleaned beforehand. Hammer guns should 
have their rebound mechanisms checked before use. The  
safety mechanisms of all guns must be tested before use.  
All measurements are approximate.

Original Gun Specifications Derived from Gunmakers 
The Sporting Gun Department endeavours to confirm a gun’s 
original specification and date of manufacture with makers 
who hold their original records. 

Licensing Requirements 
Firearms Act 1968 as amended 
Bonhams is constantly reviewing its procedures and would 
remind you that, in the case of firearms or shotguns subject to 
certification, to conform with current legislation, Bonhams is 
required to see, as appropriate, your original registered firearms 
dealer’s certificate / shot gun certificate / firearm certificate / 
museum firearms licence / Section 5 authority or import licence 
(or details of any exemption from which you may benefit, for 
instance Crown servant status) for the firearm(s) you have 
purchased prior to taking full payment of the amount shown 
on your invoice. Should you not already be in possession of 
such an authority or exemption, you are required to initially 
pay a deposit of 95% of the total invoice with the balance of 
5% payable on presentation of your valid certificate or licence 
showing your authority to hold the firearm(s) concerned.

Please be advised that if a successful Bidder is then unable to 
produce the correct paperwork, the Lot(s) will be reoffered by 
Bonhams in the next appropriate Sale, on standard terms for 
Sellers, and you will be responsible for any loss incurred by 
Bonhams on the original Sale to you.

In the case of RFD certificates and Section 5 authorities, we 
wish to keep an up-to-date copy on file. Please supply us with 
a Fax or photocopy. It would be helpful if you could send us an 
updated copy whenever your certificate or authority is renewed 
or changed.

Lots marked ‘S1´ and bearing red labels are Section 1 firearms 
and require a valid British Firearms certificate, RFD Licence or 
import licence.

Lots marked ‘S2’ and bearing blue labels are Section 2 firearms 
and require a valid British Shotgun certificate, RFD licence or 
import licence.

Lots marked ‘S5´ and bearing specially marked red labels are 
Section 5 prohibited firearms and require a valid Section 5 
Authority or import licence.

Lots marked with a ‘S58´ and bearing yellow labels are for 
obsolete calibres and no licence is required unless ammunition 
is held.

Unmarked Lots require no licence.

Please do not hesitate to contact the Modern Sporting Gun 
Department should you have any queries.

Taxidermy and Related Items 
As a Seller of these articles, Bonhams undertakes to comply 
fully with Cites and DEFRA regulations. Buyers are advised to 
inform themselves of all such regulations and should expect  
the exportation of items to take some time to arrange. 

18.  FURNITURE

Upholstered Furniture 
Whilst we take every care in cataloguing furniture which has 
been upholstered we offer no Guarantee as to the originality  
of the wood covered by fabric or upholstery.
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19.  JEWELLERY

˜ Ruby and Jadeite 
Ruby and jadeite gemstones of Burmese (Myanmar) origin 
may not be imported into the US.  Rubies and jadeite of 
non–Burmese origin require certification before import 
into the US and it is the Buyer’s responsibility to obtain all 
relevant and required export/import licences, certificates 
and documentation before shipping. Failure by the Buyer to 
successfully import goods into the US does not constitute 
grounds for non payment or cancellation of Sale. Bonhams 
will not be responsible for any additional costs in this regard 
howsoever incurred.

Gemstones 
Historically many gemstones have been subjected to a variety 
of treatments to enhance their appearance.  Sapphires and 
rubies are routinely heat treated to improve their colour and 
clarity, similarly emeralds are frequently treated with oils or 
resin for the same purpose.  Other treatments such as staining, 
irradiation or coating may have been used on other gemstones.  
These treatments may be permanent, whilst others may need 
special care or re-treatment over the years to retain their 
appearance. Bidders should be aware that Estimates assume 
that gemstones may have been subjected to such treatments. 
A number of laboratories issue certificates that give more 
detailed Descriptions of gemstones. However there may not be 
consensus between different laboratories on the degrees, or 
types of treatment for any particular gemstone.  In the event 
that Bonhams has been given or has obtained certificates 
for any Lot in the Sale these certificates will be disclosed in 
the Catalogue.  Although, as a matter of policy, Bonhams 
endeavours to provide certificates from recognised laboratories 
for certain gemstones, it is not feasible to obtain certificates 
for each Lot.  In the event that no certificate is published in the 
Catalogue, Bidders should assume that the gemstones may 
have been treated.  Neither Bonhams nor the Seller accepts any 
liability for contradictions or differing certificates obtained by 
Buyers on any Lots subsequent to the Sale.

Estimated Weights 
If a stone(s) weight appears within the body of the Description 
in capital letters, the stone(s) has been unmounted and 
weighed by Bonhams.  If the weight of the stone(s) is stated 
to be approximate and does not appear in capital letters, the 
stone(s) has been assessed by us within its/their settings, and 
the stated weight is a statement of our opinion only.  This 
information is given as a guide and Bidders should satisfy 
themselves with regard to this information as to its accuracy.

Signatures 
1.  A diamond brooch, by Kutchinsky 
When the maker’s name appears in the title, in Bonhams’  
opinion the piece is by that maker.

2.  A diamond brooch, signed Kutchinsky  
Has a signature that, in Bonhams’ opinion, is authentic but 
may contain gemstones that are not original, or the piece may 
have been altered.

3.  A diamond brooch, mounted by Kutchinsky 
Has been created by the jeweller, in Bonhams’ opinion, but 
using stones or designs supplied by the client.

20.  PHOTOGRAPHS

Explanation of Catalogue Terms
• “Bill Brandt”: in our opinion a work by the artist.
• “Attributed to Bill Brandt”: in our opinion probably a work 

by the artist, but less certainty to authorship is expressed 
than in the preceding category.

• “Signed and/or titled and/or dated and/or inscribed”: in 
our opinion the signature and/or title and/or date and/or 
inscription are in the artist’s hand.

• “Signed and/or titled and/or dated and/or inscribed in 
another hand”: in our opinion the signature and/or title 
and/or date and/or inscription have been added by  
another hand.

• The date given is that of the image (negative). Where no 
further date is given, this indicates that the photographic 
print is vintage (the term “vintage” may also be included 
in the Lot Description). A vintage photograph is one which 
was made within approximately 5-10 years of the negative. 
Where a second, later date appears, this refers to the date 
of printing. Where the exact printing date is not known, but 
understood to be later, “printed later” will appear in the Lot 
Description.

• Unless otherwise specified, dimensions given are those of 
the piece of paper on which the image is printed, including 
any margins. Some photographs may appear in the 
Catalogue without margins illustrated.

• All photographs are sold unframed unless stated in the Lot 
Description.

21.  PICTURES

Explanation of Catalogue Terms 
The following terms used in the Catalogue have the following 
meanings but are subject to the general provisions relating to 
Descriptions contained in the Contract for Sale:
• “Jacopo Bassano”: in our opinion a work by the artist. 

When the artist’s forename(s) is not known, a series of 
asterisks, followed by the surname of the artist, whether 
preceded by an  initial or not, indicates that in our opinion 
the work is by the artist named;

• “Attributed to Jacopo Bassano”: in our opinion probably 
a work by the artist but less certainty as to authorship is 
expressed than in the preceding category;

• “Studio/Workshop of Jacopo Bassano”: in our opinion a 
work by an unknown hand in a studio of the artist which 
may or may not have been executed under the artist’s 
direction;

• “Circle of Jacopo Bassano”: in our opinion a work by 
a hand closely associated with a named artist but not 
necessarily his pupil;

• “Follower of Jacopo Bassano”: in our opinion a work by a 
painter working in the artist’s style, contemporary or nearly 
contemporary, but not necessarily his pupil;

• “Manner of Jacopo Bassano”: in our opinion a work in the 
style of the artist and of a later date;

• “After Jacopo Bassano”: in our opinion, a copy of a known 
work of the artist;

• “Signed and/or dated and/or inscribed”: in our opinion the 
signature and/or date and/or inscription are from the hand 
of the artist;

• “Bears a signature and/or date and/or inscription”: in our 
opinion the signature and/or date and/or inscription have 
been added by another hand.

22.  PORCELAIN AND GLASS

Damage and Restoration 
For your guidance, in our Catalogues we detail, as far as 
practicable, recorded all significant defects, cracks and 
restoration. Such practicable Descriptions of damage cannot 
be definitive, and in providing Condition Reports, we cannot 
Guarantee that there are no other defects present which 
have not been mentioned. Bidders should satisfy themselves 
by inspection, as to the condition of each Lot. Please see the 
Contract for Sale printed in this Catalogue. Because of the 
difficulty in determining whether an item of glass has been 
repolished, in our Catalogues reference is only made to visible 
chips and cracks. No mention is made of repolishing, severe 
or otherwise.

23.  VEHICLES

The Veteran Car Club of Great Britain  
 
Dating Plates and Certificates  
When mention is made of a Veteran Car Club Dating Plate or 
Dating Certificate in this Catalogue, it should be borne in mind 
that the Veteran Car Club of Great Britain using the services of 
Veteran Car Company Ltd, does from time to time, review cars 
already dated and, in some instances, where fresh evidence 
becomes available, the review can result in an alteration of date. 
Whilst the Club and Veteran Car Company Ltd make every 
effort to ensure accuracy, the date shown on the Dating Plate or 
Dating Certificate cannot be guaranteed as correct and intending 
purchasers should make their own enquiries as to the date of 
the car.

24.  WINE

Lots which are lying under Bond and those liable to VAT may 
not be available for immediate collection.

Examining the wines 
It is occasionally possible to provide a pre-Sale tasting for 
larger parcels (as defined below). This is generally limited to 
more recent and everyday drinking wines. Please contact the 
department for details. 

It is not our policy to inspect every unopened case. In the case 
of wines older than 20 years the boxes will usually have been 
opened and levels and appearance noted in the Catalogue 
where necessary. You should make proper allowance for 
variations in ullage levels and conditions of corks, capsules 
and labels.

Corks and Ullages 
Ullage refers to the space between the base of the cork and 
the wine. Ullage levels for Bordeaux shaped bottles are only 
normally noted when below the neck and for Burgundy, 
Alsace, German and Cognac shaped bottles when greater than 
4 centimetres (cm). Acceptable ullage levels increase with age; 
generally acceptable levels are as follows:

Under 15 years old – into neck or less than 4cm
15 to 30 years old – top shoulder (ts) or up to 5cm
Over 30 years old – high shoulder (hs) or up to 6cm

It should be noted that ullages may change between 
publication of the Catalogue and the Sale and that corks may 
fail as a result of transporting the wine. We will only accept 
responsibility for Descriptions of condition at the time of 
publication of the Catalogue and cannot accept responsibility 
for any loss resulting from failure of corks either before or after 
this point.

Options to buy parcels 
A parcel is a number of Lots of identical size of the same wine, 
bottle size and Description. The Buyer of any of these Lots has 
the option to accept some or all of the remaining Lots in the 
parcel at the same price, although such options will be at the 
Auctioneer’s sole discretion. Absentee Bidders are, therefore, 
advised to bid on the first Lot in a parcel.

Wines in Bond 
Wines lying in Bond are marked  and VAT is payable by the 
purchaser, at the standard rate, on the Hammer Price, unless 
the wines are to remain under Bond. Buyers requiring their 
wine to remain in Bond must notify Bonhams at the time of 
the Sale. The Buyer is then himself responsible for all duty, 
clearance VAT and other charges that may be payable thereon. 
All such Lots must be transferred or collected within two weeks 
of the Sale.

Buyers outside the UK must be aware that any forwarding 
agent appointed to export their purchases must have a 
movement certificate for Lots to be released under Bond.

Bottling Details and Case Terms 
The following terms used in the Catalogue have the following 
meanings:
CB – Château bottled 
DB – Domaine bottled
EstB – Estate bottled 
BB – Bordeaux bottled
BE – Belgian bottled
FB – French bottled
GB – German bottled
OB – Oporto bottled
UK – United Kingdom bottled
owc – original wooden case
iwc – individual wooden case
oc – original carton
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SYMBOLS

THE FOLLOWING SYMBOLS ARE USED TO DENOTE

Y Subject to CITES regulations when exporting these items 
outside the EU, see clause 13.

W Objects displayed with a w will be located in the 
Bonhams Warehouse and will only be available for 
collection from this location.

  Please note that as a result of recent legislation ruby and 
jadeite gem stones of Burmese (Myanmar) origin may 
not be imported into the US. Rubies and jadeite of non-
Burmese origin require certification before import into the 
US.

 Wines lying in Bond.
AR  An Additional Premium will be payable to us by the Buyer 

to cover our Expenses relating to payment of royalties 
under the Artists Resale Right Regulations 2006. See 
clause 7 for details.

○  The Seller has been guaranteed a minimum price for the 
Lot, either by Bonhams or a third party. This may take 
the form of an irrevocable bid by a third party, who may 
make a financial gain on a successful Sale or a financial 
loss if unsuccessful.

▲  Bonhams owns the Lot either wholly or partially or may 
otherwise have an economic interest. 

 This lot contains or is made of ivory. The United States 
Government has banned the import of ivory into 

 the USA.

•, †, *, G, , a see clause 8, VAT, for details. 

DATA PROTECTION – USE OF YOUR INFORMATION

Where we obtain any personal information about you, we shall 
only use it in accordance with the terms of our Privacy Policy 
(subject to any additional specific consent(s) you may have 
given at the time your information was disclosed). A copy of 
our Privacy Policy can be found on our Website www.bonhams.
com or requested by post from Customer Services Department, 
101 New Bond Street, London, W1S 1SR or by email from 
info@bonhams.com

APPENDIX 1

CONTRACT FOR SALE

IMPORTANT: These terms may be changed in advance of the 
Sale of the Lot to you, by the setting out of different terms in 
the Catalogue for the Sale and/or by placing an insert in the 
Catalogue and/or by notices at the Sale venue and/or by oral 
announcements before and during the Sale at the Sale venue. 
You should be alert to this possibility of changes and ask in 
advance of bidding if there have been any.

Under this contract the Seller’s liability in respect of the quality 
of the Lot, it’s fitness for any purpose and its conformity with 
any Description is limited. You are strongly advised to examine 
the Lot for yourself and/or obtain an independent examination 
of it before you buy it.

1  THE CONTRACT

1.1  These terms govern the Contract for Sale of the Lot 
by the Seller to the Buyer.

1.2  The Definitions and Glossary contained in Appendix 3 
in the Catalogue are incorporated into this Contract 
for Sale and a separate copy can also be provided 
by Bonhams on request. Where words and phrases 
are used which are in the List of Definitions, they are 
printed in italics.

1.3  The Seller sells the Lot as the principal to the 
Contract for Sale, such contract being made between 
the Seller and you through Bonhams which acts in 
the sole capacity as the Seller’s agent and not as 
an additional principal. However, if the Catalogue 
states that Bonhams sells the Lot as principal, or such 
a statement is made by an announcement by the 
Auctioneer, or by a notice at the Sale, or an insert 
in the Catalogue, then Bonhams is the Seller for the 
purposes of this agreement.

1.4  The contract is made on the fall of the Auctioneer’s 
hammer in respect of the Lot when it is knocked 
down to you.

2  SELLER’S UNDERTAKINGS

2.1  The Seller undertakes to you that:

2.1.1  the Seller is the owner of the Lot or is duly authorised 
to sell the Lot by the owner;

2.1.2  save as disclosed in the Entry for the Lot in the 
Catalogue, the Seller sells the Lot with full title 
guarantee or, where the Seller is an executor, trustee, 
liquidator, receiver or administrator, with whatever 
right, title or interest he may have in the Lot;

2.1.3  except where the Sale is by an executor, trustee, 
liquidator, receiver or administrator the Seller is both 
legally entitled to sell the Lot, and legally capable 
of conferring on you quiet possession of the Lot 
and that the Sale conforms in every respect with 
the terms implied by the Sale of Goods Act 1979, 
Sections 12(1) and 12(2) (see the Definitions and 
Glossary);

2.1.4  the Seller has complied with all requirements, legal or 
otherwise, relating to any export or import of the Lot, 
and all duties and taxes in respect of the export or 
import of the Lot have (unless stated to the contrary 
in the Catalogue or announced by the Auctioneer) 
been paid and, so far as the Seller is aware, all third 
parties have complied with such requirements in  
the past;

2.1.5  subject to any alterations expressly identified as such 
made by announcement or notice at the Sale venue 
or by the Notice to Bidders or by an insert in the 
Catalogue, the Lot corresponds with the Contractual 
Description of the Lot, being that part of the Entry 
about the Lot in the Catalogue which is in bold 
letters and (except for colour) with any photograph 
of the Lot in the Catalogue and the contents of  
any Condition Report which has been provided to 
the Buyer.

3  DESCRIPTIONS OF THE LOT

3.1  Paragraph 2.1.5 sets out what is the Contractual 
Description of the Lot. In particular, the Lot is not 
sold as corresponding with that part of the Entry in 
the Catalogue which is not printed in bold letters, 
which merely sets out (on the Seller’s behalf) 
Bonhams’ opinion about the Lot and which is not 
part of the Contractual Description upon which the 
Lot is sold. Any statement or representation other 
than that part of the Entry referred to in paragraph 
2.1.5 (together with any express alteration to it 
as referred to in paragraph 2.1.5), including any 
Description or Estimate, whether made orally or in 
writing, including in the Catalogue or on Bonhams’ 
Website, or by conduct, or otherwise, and whether 
by or on behalf of the Seller or Bonhams and 
whether made prior to or during the Sale, is not part 
of the Contractual Description upon which the Lot is 
sold.

3.2  Except as provided in paragraph 2.1.5, the Seller 
does not make or give and does not agree to make 
or give any contractual promise, undertaking, 
obligation, guarantee, warranty, or representation 
of fact, or undertake any duty of care, in relation to 
any Description of the Lot or any Estimate in relation 
to it, nor of the accuracy or completeness of any 
Description or Estimate which may have been made 
by or on behalf of the Seller including by Bonhams. 
No such Description or Estimate is incorporated into 
this Contract for Sale.

4  FITNESS FOR PURPOSE AND SATISFACTORY 
QUALITY

4.1  The Seller does not make and does not agree 
to make any contractual promise, undertaking, 
obligation, guarantee, warranty, or representation of 
fact in relation to the satisfactory quality of the Lot or 
its fitness for any purpose.

4.2  The Seller will not be liable for any breach of any 
undertaking, whether implied by the Sale of Goods 
Act 1979 or otherwise, as to the satisfactory quality 
of the Lot or its fitness for any purpose.

5 RISK, PROPERTY AND TITLE

5.1  Risk in the Lot passes to you when it is knocked 
down to you on the fall of the Auctioneer’s 
hammer in respect of the Lot. The Seller will not 
be responsible thereafter for the Lot prior to 
you collecting it from Bonhams or the Storage 
Contractor, with whom you have separate contract(s) 
as Buyer. You will indemnify the Seller and keep the 
Seller fully indemnified from and against all claims, 
proceedings, costs, expenses and losses arising in 
respect of any injury, loss and damage caused to the 
Lot after the fall of the Auctioneer’s hammer until 
you obtain full title to it.

5.2  Title to the Lot remains in and is retained by the 
Seller until the Purchase Price and all other sums 
payable by you to Bonhams in relation to the Lot 
have been paid in full to, and received in cleared 
funds by, Bonhams.

6  PAYMENT

6.1  Your obligation to pay the Purchase Price arises when 
the Lot is knocked down to you on the fall of the 
Auctioneer’s hammer in respect of the Lot.

6.2  Time will be of the essence in relation to payment 
of the Purchase Price and all other sums payable by 
you to Bonhams. Unless agreed in writing with you 
by Bonhams on the Seller’s behalf (in which case 
you must comply with the terms of that agreement), 
all such sums must be paid to Bonhams by you in 
the currency in which the Sale was conducted by 
not later than 4.30pm on the second working day 
following the Sale and you must ensure that the 
funds are cleared by the seventh working day after 
the Sale. Payment must be made to Bonhams by one 
of the methods stated in the Notice to Bidders unless 
otherwise agreed with you in writing by Bonhams. If 
you do not pay any sums due in accordance with this 
paragraph, the Seller will have the rights set out in 
paragraph 8 below.

7  COLLECTION OF THE LOT

7.1  Unless otherwise agreed in writing with you by 
Bonhams, the Lot will be released to you or to your 
order only when Bonhams has received cleared funds 
to the amount of the full Purchase Price and all other 
sums owed by you to the Seller and to Bonhams.

7.2  The Seller is entitled to withhold possession from you 
of any other Lot he has sold to you at the same or 
at any other Sale and whether currently in Bonhams’ 
possession or not until payment in full and in cleared 
funds of the Purchase Price and all other sums due to 
the Seller and/or Bonhams in respect of the Lot.

7.3  You will collect and remove the Lot at your own 
expense from Bonhams’ custody and/ or control or 
from the Storage Contractor’s custody in accordance 
with Bonhams’ instructions or requirements.

7.4  You will be wholly responsible for packing, handling 
and transport of the Lot on collection and for 
complying with all import or export regulations in 
connection with the Lot.

7.5  You will be wholly responsible for any removal, 
storage or other charges or Expenses incurred  
by the Seller if you do not remove the Lot in 
accordance with this paragraph 7 and will  
indemnify the Seller against all charges, costs, 
including any legal costs and fees, Expenses and 
losses suffered by the Seller by reason of your  
failure to remove the Lot including any charges  
due under any Storage Contract. All such sums  
due to the Seller will be payable on demand.
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8  FAILURE TO PAY FOR THE LOT

8.1  If the Purchase Price for a Lot is not paid to Bonhams 
in full in accordance with the Contract for Sale 
the Seller will be entitled, with the prior written 
agreement of Bonhams but without further notice to 
you, to exercise one or more of the following rights 
(whether through Bonhams or otherwise):

8.1.1  to terminate immediately the Contract for Sale of the 
Lot for your breach of contract;

8.1.2  to resell the Lot by auction, private treaty or any 
other means on giving seven days’ written notice to 
you of the intention to resell;

8.1.3  to retain possession of the Lot;

8.1.4  to remove and store the Lot at your expense;

8.1.5  to take legal proceedings against you for any sum 
due under the Contract for Sale and/or damages for 
breach of contract;

8.1.6  to be paid interest on any monies due (after as well 
as before judgement or order) at the annual rate 
of 5% per annum above the base rate of National 
Westminster Bank Plc from time to time to be 
calculated on a daily basis from the date upon which 
such monies become payable until the date of actual 
payment;

8.1.7  to repossess the Lot (or any part thereof) which has 
not become your property, and for this purpose 
(unless the Buyer buys the Lot as a Consumer from 
the Seller selling in the course of a Business) you 
hereby grant an irrevocable licence to the Seller by 
himself and to his servants or agents to enter upon 
all or any of your premises (with or without vehicles) 
during normal Business hours to take possession of 
the Lot or part thereof;

8.1.8  to retain possession of any other property sold to you 
by the Seller at the Sale or any other auction or by 
private treaty until all sums due under the Contract 
for Sale shall have been paid in full in cleared funds;

8.1.9  to retain possession of, and on three months’ written 
notice to sell, Without Reserve, any of your other 
property in the possession of the Seller and/or of 
Bonhams (as bailee for the Seller) for any purpose 
(including, without limitation, other goods sold to 
you) and to apply any monies due to you as a result 
of such Sale in satisfaction or part satisfaction of any 
amounts owed to the Seller or to Bonhams; and

8.1.10  so long as such goods remain in the possession of 
the Seller or Bonhams as its bailee, to rescind the 
contract for the Sale of any other goods sold to 
you by the Seller at the Sale or at any other auction 
or by private treaty and apply any monies received 
from you in respect of such goods in part or full 
satisfaction of any amounts owed to the Seller or to 
Bonhams by you.

8.2  You agree to indemnify the Seller against all legal 
and other costs of enforcement, all losses and other 
Expenses and costs (including any monies payable 
to Bonhams in order to obtain the release of the 
Lot) incurred by the Seller (whether or not court 
proceedings will have been issued) as a result of 
Bonhams taking steps under this paragraph 8 on a 
full indemnity basis together with interest thereon 
(after as well as before judgement or order) at the 
rate specified in paragraph 8.1.6 from the date upon 
which the Seller becomes liable to pay the same until 
payment by you.

8.3  On any resale of the Lot under paragraph 8.1.2, the 
Seller will account to you in respect of any balance 
remaining from any monies received by him or on 
his behalf in respect of the Lot, after the payment of 
all sums due to the Seller and to Bonhams, within 
28 days of receipt of such monies by him or on his 
behalf.

9  THE SELLER’S LIABILITY

9.1  The Seller will not be liable for any injury, loss or 
damage caused by the Lot after the fall of the 
Auctioneer’s hammer in respect of the Lot.

9.2  Subject to paragraph 9.3 below, except for breach 
of the express undertaking provided in paragraph 
2.1.5, the Seller will not be liable for any breach 
of any term that the Lot will correspond with any 
Description applied to it by or on behalf of the Seller, 
whether implied by the Sale of Goods Act 1979 or 
otherwise.

9.3  Unless the Seller sells the Lot in the course of a 
Business and the Buyer buys it as a Consumer,

9.3.1  the Seller will not be liable (whether in negligence, 
other tort, breach of contract or statutory duty or in 
restitution or under the Misrepresentation Act 1967, 
or in any other way) for any lack of conformity with, 
or inaccuracy, error, misdescription or omission in 
any Description of the Lot or any Entry or Estimate 
in relation to the Lot made by or on behalf of 
the Seller (whether made in writing, including in 
the Catalogue, or on the Website, or orally, or by 
conduct or otherwise) and whether made before or 
after this agreement or prior to or during the Sale;

9.3.2  the Seller will not be liable for any loss of Business, 
Business profits or revenue or income or for loss of 
reputation or for disruption to Business or wasted 
time on the part of the Buyer or of the Buyer’s 
management or staff or, for any indirect losses or 
consequential damages of any kind, irrespective in 
any case of the nature, volume or source of the loss 
or damage alleged to be suffered, and irrespective 
of whether the said loss or damage is caused by 
or claimed in respect of any negligence, other tort, 
breach of contract, statutory duty, restitutionary 
claim or otherwise;

9.3.3  in any circumstances where the Seller is liable to you 
in respect of the Lot, or any act, omission, statement, 
or representation in respect of it, or this agreement 
or its performance, and whether in damages, for 
an indemnity or contribution or for a restitutionary 
remedy or in any way whatsoever, the Seller’s liability 
will be limited to payment of a sum which will not 
exceed by way of maximum the amount of the 
Purchase Price of the Lot irrespective in any case of 
the nature, volume or source of any loss or damage 
alleged to be suffered or sum claimed as due, and 
irrespective of whether the liability arises from any 
negligence, other tort, breach of contract, statutory 
duty, bailee’s duty, restitutionary claim or otherwise.

9.4  Nothing set out in paragraphs 9.1 to 9.3 above will 
be construed as excluding or restricting (whether 
directly or indirectly) any person’s liability or excluding 
or restricting any person’s rights or remedies in 
respect of (i) fraud, or (ii) death or personal injury 
caused by the Seller’s negligence (or any person 
under the Seller’s control or for whom the Seller is 
legally responsible), or (iii) acts or omissions for which 
the Seller is liable under the Occupiers Liability Act 
1957, or (iv) any other liability to the extent the same 
may not be excluded or restricted as a matter of law.

10  MISCELLANEOUS

10.1  You may not assign either the benefit or burden of 
the Contract for Sale.

10.2  The Seller’s failure or delay in enforcing or exercising 
any power or right under the Contract for Sale will 
not operate or be deemed to operate as a waiver of 
his rights under it except to the extent of any express 
waiver given to you in writing. Any such waiver will 
not affect the Seller’s ability subsequently to enforce 
any right arising under the Contract for Sale.

10.3  If either party to the Contract for Sale is prevented 
from performing that party’s respective obligations 
under the Contract for Sale by circumstances beyond 
its reasonable control or if performance of its 
obligations would by reason of such circumstances 
give rise to a significantly increased financial 
cost to it, that party will not, for so long as such 
circumstances prevail, be required to perform such 
obligations. This paragraph does not apply to the 
obligations imposed on you by paragraph 6.

10.4  Any notice or other communication to be given 
under the Contract for Sale must be in writing 
and may be delivered by hand or sent by first class 
post or air mail or fax transmission, if to the Seller, 
addressed c/o Bonhams at its address or fax number 
in the Catalogue (marked for the attention of the 
Company Secretary), and if to you to the address or 
fax number of the Buyer given in the Bidding Form 
(unless notice of any change of address is given in 
writing). It is the responsibility of the sender of the 
notice or communication to ensure that it is received 
in a legible form within any applicable time period.

10.5  If any term or any part of any term of the Contract 
for Sale is held to be unenforceable or invalid, such 
unenforceability or invalidity will not affect the 
enforceability and validity of the remaining terms or 
the remainder of the relevant term.

10.6  References in the Contract for Sale to Bonhams will, 
where appropriate, include reference to Bonhams’ 
officers, employees and agents.

10.7  The headings used in the Contract for Sale 
are for convenience only and will not affect its 
interpretation.

10.8  In the Contract for Sale “including” means 
“including, without limitation”.

10.9  References to the singular will include reference to 
the plural (and vice versa) and reference to any one 
gender will include reference to the other genders.

10.10  Reference to a numbered paragraph is to a 
paragraph of the Contract for Sale.

10.11  Save as expressly provided in paragraph 10.12 
nothing in the Contract for Sale confers (or purports 
to confer) on any person who is not a party to the 
Contract for Sale any benefit conferred by, or the 
right to enforce any term of, the Contract for Sale.

10.12  Where the Contract for Sale confers an immunity 
from, and/or an exclusion or restriction of, the 
responsibility and/or liability of the Seller, it will also 
operate in favour and for the benefit of Bonhams, 
Bonhams’ holding company and the subsidiaries 
of such holding company and the successors and 
assigns of Bonhams and of such companies and of 
any officer, employee and agent of Bonhams and 
such companies, each of whom will be entitled to 
rely on the relevant immunity and/or exclusion and/or 
restriction within and for the purposes of Contracts 
(Rights of Third Parties) Act 1999, which enables the 
benefit of a contract to be extended to a person who 
is not a party to the contract, and generally at law.

11  GOVERNING LAW

 All transactions to which the Contract for Sale applies 
and all connected matters will be governed by and 
construed in accordance with the laws of that part 
of the United Kingdom where the Sale takes place 
and the Seller and you each submit to the exclusive 
jurisdiction of the courts of that part of the United 
Kingdom, save that the Seller may bring proceedings 
against you in any other court of competent 
jurisdiction to the extent permitted by the laws of 
the relevant jurisdiction. Bonhams has a complaints 
procedure in place.
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APPENDIX 2

BUYER’S AGREEMENT 

IMPORTANT: These terms may be changed in advance of the 
Sale of the Lot  to you, by the setting out of different terms in 
the Catalogue for the Sale and/or by placing an insert in the 
Catalogue and/or by notices at the Sale venue and/or by oral 
announcements before and during the Sale at the Sale venue. 
You should be alert to this possibility of changes and ask in 
advance of bidding if there have been any.

1  THE CONTRACT

1.1  These terms govern the contract between Bonhams 
personally and the Buyer, being the person to whom 
a Lot has been knocked down by the Auctioneer. 

1.2  The Definitions and Glossary contained in Appendix 
3 to the Catalogue for the Sale are incorporated 
into this agreement and a separate copy can also 
be provided by us on request. Where words and 
phrases which are defined in the List of Definitions 
are used in this agreement, they are printed in italics. 
Reference is made in this agreement to information 
printed in the Notice to Bidders, printed in the 
Catalogue for the Sale, and where such information 
is referred to it is incorporated into this agreement. 

1.3  Except as specified in paragraph 4 of the Notice to 
Bidders the Contract for Sale of the Lot between you 
and the Seller is made on the fall of the Auctioneer’s 
hammer in respect of the Lot, when it is knocked 
down to you. At that moment a separate contract is 
also made between you and Bonhams on the terms 
in this Buyer’s Agreement.

1.4  We act as agents for the Seller and are not 
answerable or personally responsible to you for any 
breach of contract or other default by the Seller, 
unless Bonhams sells the Lot as principal.

1.5  Our personal obligations to you are governed by this 
agreement and we agree, subject to the terms below, 
to the following obligations: 

1.5.1  we will, until the date and time specified in the 
Notice to Bidders or otherwise notified to you, store 
the Lot in accordance with paragraph 5;

1.5.2  subject to any power of the Seller or us to refuse to 
release the Lot to you, we will release the Lot to you 
in accordance with paragraph 4 once you have paid 
to us, in cleared funds, everything due to us and the 
Seller; 

1.5.3 we will provide guarantees in the terms set out in 
paragraphs 9 and 10.

1.6  We do not make or give and do not agree to make 
or give any contractual promise, undertaking, 
obligation, Guarantee, warranty, representation of 
fact in relation to any Description of the Lot or any 
Estimate in relation to it, nor of the accuracy or 
completeness of any Description or Estimate which 
may have been made by us or on our behalf or by 
or on behalf of the Seller (whether made orally or in 
writing, including in the Catalogue or on Bonhams’ 
Website, or by conduct, or otherwise), and whether 
made before or after this agreement or prior to or 
during the Sale.  No such Description or Estimate is 
incorporated into this agreement between you and 
us. Any such Description or Estimate, if made by us 
or on our behalf, was (unless Bonhams itself sells 
the Lot as principal) made as agent on behalf of the 
Seller.

2  PERFORMANCE OF THE CONTRACT FOR SALE

 You undertake to us personally that you will 
observe and comply with all your obligations and 
undertakings to the Seller under the Contract for Sale 
in respect of the Lot. 

3  PAYMENT

3.1  Unless agreed in writing between you and us or as 
otherwise set out in the Notice to Bidders, you must 
pay to us by not later than 4.30pm on the second 
working day following the Sale:

3.1.1  the Purchase Price for the Lot; 

3.1.2  a Buyer’s Premium in accordance with the rates set 
out in the Notice to Bidders, and

3.1.3  if the Lot is marked [AR], an Additional Premium 
which is calculated and payable in accordance with 
the Notice to Bidders together with VAT on that sum 
if applicable so that all sums due to us are cleared 
funds by the seventh working day after the Sale.

3.2  You must also pay us on demand any Expenses 
payable pursuant to this agreement.

3.3  All payments to us must be made in the currency 
in which the Sale was conducted, using, unless 
otherwise agreed by us in writing, one of the 
methods of payment set out in the Notice to 
Bidders. Our invoices will only be addressed to the 
registered Bidder unless the Bidder is acting as an 
agent for a named principal and we have approved 
that arrangement, in which case we will address the 
invoice to the principal.

3.4  Unless otherwise stated in this agreement all 
sums payable to us will be subject to VAT at the 
appropriate rate and VAT will be payable by you on 
all such sums. 

3.5  We may deduct and retain for our own benefit from 
the monies paid by you to us the Buyer’s Premium, 
the Commission payable by the Seller in respect 
of the Lot, any Expenses and VAT and any interest 
earned and/or incurred until payment to the Seller.

3.6  Time will be of the essence in relation to any 
payment payable to us. If you do not pay the 
Purchase Price, or any other sum due to us in 
accordance with this paragraph 3, we will have the 
rights set out in paragraph 7 below. 

3.7  Where a number of Lots have been knocked down to 
you, any monies we receive from you will be applied 
firstly pro-rata to pay the Purchase Price of each Lot 
and secondly pro-rata to pay all amounts due to 
Bonhams.

4  COLLECTION OF THE LOT

4.1  Subject to any power of the Seller or us to refuse 
to release the Lot to you, once you have paid to us, 
in cleared funds, everything due to the Seller and 
to us, we will release the Lot  to you or as you may 
direct us in writing. The Lot will only be released on 
production of a buyer collection document, obtained 
from our cashier’s office.

4.2  You must collect and remove the Lot at your own 
expense by the date and time specified in the Notice 
to Bidders, or if no date is specified, by 4.30pm on 
the seventh day after the Sale. 

4.3  For the period referred to in paragraph 4.2, the Lot 
can be collected from the address referred to in the 
Notice to Bidders for collection on the days and times 
specified in the Notice to Bidders. Thereafter, the 
Lot may be removed elsewhere for storage and you 
must enquire from us as to when and where you can 
collect it, although this information will usually be set 
out in the Notice to Bidders.

4.4 If you have not collected the Lot by the date specified 
in the Notice to Bidders, you authorise us, acting 
as your agent and on your behalf, to enter into a 
contract (the “Storage Contract”) with the Storage 
Contractor for the storage of the Lot on the then 
current standard terms and conditions agreed 
between Bonhams and the Storage Contractor 
(copies of which are available on request).  If the Lot 
is stored at our premises storage fees at our current 
daily rates (currently a minimum of £3 plus VAT per 
Lot per day) will be payable from the expiry of the 
period referred to in paragraph 4.2.  These storage 
fees form part of our Expenses.

4.5  Until you have paid the Purchase Price and any 
Expenses in full the Lot will either be held by us as 
agent on behalf of the Seller or held by the Storage 
Contractor as agent on behalf of the Seller and 
ourselves on the terms contained in the Storage 
Contract.

4.6  You undertake to comply with the terms of any 
Storage Contract and in particular to pay the charges 
(and all costs of moving the Lot into storage) due 
under any Storage Contract. You acknowledge and 
agree that you will not be able to collect the Lot from 
the Storage Contractor’s premises until you have paid 
the Purchase Price, any Expenses and all charges due 
under the Storage Contract.

4.7  You will be wholly responsible for packing, handling 
and transport of the Lot on collection and for 
complying with all import or export regulations in 
connection with the Lot.

4.8  You will be wholly responsible for any removal, 
storage, or other charges for any Lot not removed 
in accordance with paragraph 4.2, payable at our 
current rates, and any Expenses we incur (including 
any charges due under the Storage Contract), all of 
which must be paid by you on demand and in any 
event before any collection of the Lot by you or on 
your behalf.

5  STORING THE LOT 

 We agree to store the Lot until the earlier of your 
removal of the Lot or until the time and date set out 
in the Notice to Bidders, on the Sale Information 
Page or at the back of the catalogue (or if no date 
is specified, by 4.30pm on the seventh day after the 
Sale) and, subject to paragraphs 6 and 10, to be 
responsible as bailee to you for damage to or the loss 
or destruction of the Lot (notwithstanding that it is 
not your property before payment of the Purchase 
Price).  If you do not collect the Lot before the time 
and date set out in the Notice to Bidders (or if no 
date is specified, by 4.30pm on the seventh day 
after the Sale) we may remove the Lot to another 
location, the details of which will usually be set out 
in the relevant section of the Catalogue. If you have 
not paid for the Lot in accordance with paragraph 3, 
and the Lot is moved to any third party’s premises, 
the Lot will be held by such third party strictly to 
Bonhams’ order and we will retain our lien over the 
Lot until we have been paid in full in accordance with 
paragraph 3.

6  RESPONSIBILITY FOR THE LOT

6.1  Only on the payment of the Purchase Price to us 
will title in the Lot pass to you. However under the 
Contract for Sale, the risk in the Lot passed to you 
when it was knocked down to you. 

6.2  You are advised to obtain insurance in respect of the 
Lot as soon as possible after the Sale.
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7  FAILURE TO PAY OR TO REMOVE THE LOT 
AND PART PAYMENTS

7.1  If all sums payable to us are not so paid in full at the 
time they are due and/or the Lot is not removed in 
accordance with this agreement, we will without 
further notice to you be entitled to exercise one or 
more of the following rights (without prejudice to 
any rights we may exercise on behalf of the Seller):

7.1.1  to terminate this agreement immediately for your 
breach of contract;

7.1.2  to retain possession of the Lot;

7.1.3  to remove, and/or store the Lot at your expense;

7.1.4  to take legal proceedings against you for payment 
of any sums payable to us by you (including the 
Purchase Price) and/or damages for breach of 
contract;

7.1.5  to be paid interest on any monies due to us (after 
as well as before judgement or order) at the annual 
rate of 5% per annum above the base lending rate 
of National Westminster Bank Plc from time to time 
to be calculated on a daily basis from the date upon 
which such monies become payable until the date of 
actual payment; 

7.1.6  to repossess the Lot (or any part thereof) which has 
not become your property, and for this purpose 
(unless you buy the Lot as a Consumer) you hereby 
grant an irrevocable licence to us, by ourselves, our 
servants or agents, to enter upon all or any of your 
premises (with or without vehicles) during normal 
business hours to take possession of any Lot or part 
thereof;

7.1.7  to sell the Lot Without Reserve by auction, private 
treaty or any other means on giving you three 
months’ written notice of our intention to do so;

7.1.8  to retain possession of any of your other property in 
our possession for any purpose (including, without 
limitation, other goods sold to you or with us for 
Sale) until all sums due to us have been paid in full;

7.1.9  to apply any monies received from you for any 
purpose whether at the time of your default or at 
any time thereafter in payment or part payment of 
any sums due to us by you under this agreement;

7.1.10  on three months’ written notice to sell, Without 
Reserve, any of your other property in our possession 
or under our control for any purpose (including other 
goods sold to you or with us for Sale) and to apply 
any monies due to you as a result of such Sale in 
payment or part payment of any amounts owed to 
us;

7.1.11 refuse to allow you to register for a future Sale or to 
reject a bid from you at any future Sale or to require 
you to pay a deposit before any bid is accepted by us 
at any future Sale in which case we will be entitled 
to apply such deposit in payment or part payment, as 
the case may be, of the Purchase Price of any Lot of 
which you are the Buyer.

7.2  You agree to indemnify us against all legal and other 
costs, all losses and all other Expenses (whether or 
not court proceedings will have been issued) incurred 
by us as a result of our taking steps under this 
paragraph 7 on a full indemnity basis together with 
interest thereon (after as well as before judgement or 
order) at the rate specified in paragraph 7.1.5 from 
the date upon which we become liable to pay the 
same until payment by you.

7.3  If you pay us only part of the sums due to us such 
payment shall be applied firstly to the Purchase Price 
of the Lot (or where you have purchased more than 
one Lot pro-rata towards the Purchase Price of each 
Lot) and secondly to the Buyer’s Premium  (or where 
you have purchased more than one Lot pro-rata to 
the Buyer’s Premium on each Lot) and thirdly to any 
other sums due to us.

7.4  We will account to you in respect of any balance we 
hold remaining from any monies received by us in 
respect of any Sale of the Lot under our rights under 
this paragraph 7 after the payment of all sums due to 
us and/or the Seller within 28 days of receipt by us of 
all such sums paid to us.

8  CLAIMS BY OTHER PERSONS IN RESPECT OF 
THE LOT 

8.1  Whenever it becomes apparent to us that the Lot 
is the subject of a claim by someone other than 
you and other than the Seller (or that such a claim 
can reasonably be expected to be made), we may, 
at our absolute discretion, deal with the Lot in 
any manner which appears to us to recognise the 
legitimate interests of ourselves and the other parties 
involved and lawfully to protect our position and 
our legitimate interests. Without prejudice to the 
generality of the discretion and by way of example, 
we may:

8.1.1  retain the Lot to investigate any question raised or 
reasonably expected by us to be raised in relation to 
the Lot; and/or

8.1.2  deliver the Lot to a person other than you; and/or

8.1.3  commence interpleader proceedings or seek any 
other order of any court, mediator, arbitrator or 
government body; and/or

8.1.4  require an indemnity and/or security from you in 
return for pursuing a course of action agreed to by 
you.

8.2  The discretion referred to in paragraph 8.1:

8.2.1  may be exercised at any time during which we have 
actual or constructive possession of the Lot, or at 
any time after such possession, where the cessation 
of such possession has occurred by reason of any 
decision, order or ruling of any court, mediator, 
arbitrator or government body; and

8.2.2 will not be exercised unless we believe that there 
exists a serious prospect of a good arguable case in 
favour of the claim.

9  FORGERIES

9.1  We undertake a personal responsibility for any 
Forgery in accordance with the terms of this 
paragraph 9.

9.2  Paragraph 9 applies only if:

9.2.1  your name appears as the named person to whom 
the original invoice was made out by us in respect of 
the Lot and that invoice has been paid; and 

9.2.2  you notify us in writing as soon as reasonably 
practicable after you have become aware that the Lot 
is or may be a Forgery, and in any event within one 
year after the Sale, that the Lot is a Forgery; and

9.2.3  within one month after such notification has been 
given, you return the Lot to us in the same condition 
as it was at the time of the Sale, accompanied by 
written evidence that the Lot is a Forgery and details 
of the Sale and Lot number sufficient to identify the 
Lot.

9.3  Paragraph 9 will not apply in respect of a Forgery if:

9.3.1  the Entry in relation to the Lot contained in the 
Catalogue reflected the then accepted general 
opinion of scholars and experts or fairly indicated 
that there was a conflict of such opinion or reflected 
the then current opinion of an expert acknowledged 
to be a leading expert in the relevant field; or

9.3.2  it can be established that the Lot is a Forgery only 
by means of a process not generally accepted for 
use until after the date on which the Catalogue was 
published or by means of a process which it was 
unreasonable in all the circumstances for us to have 
employed.

9.4  You authorise us to carry out such processes and 
tests on the Lot as we in our absolute discretion 
consider necessary to satisfy ourselves that the Lot is 
or is not a Forgery.

9.5  If we are satisfied that a Lot is a Forgery we will (as 
principal) purchase the Lot from you and you will 
transfer the title to the Lot in question to us, with 
full title guarantee, free from any liens, charges, 
encumbrances and adverse claims, in accordance 
with the provisions of Sections 12(1) and 12(2) of 
the Sale of Goods Act 1979 and we will pay to you 
an amount equal to the sum of the Purchase Price, 
Buyer’s Premium, VAT and Expenses paid by you in 
respect of the Lot.

9.6  The benefit of paragraph 9 is personal to, and 
incapable of assignment by, you.

9.7  If you sell or otherwise dispose of your interest in the 
Lot, all rights and benefits under this paragraph will 
cease. 

9.8  Paragraph 9 does not apply to a Lot made up of or 
including a Chinese painting or Chinese paintings, a 
motor vehicle or motor vehicles, a Stamp or Stamps 
or a Book or Books.

10  OUR LIABILITY

10.1  We will not be liable whether in negligence, other 
tort, breach of contract or statutory duty or in 
restitution or under the Misrepresentation Act 1967 
or in any other way for lack of conformity with or 
any inaccuracy, error, misdescription or omission in 
any Description of the Lot or any Entry or Estimate 
in respect of it, made by us or on our behalf or by 
or on behalf of the Seller (whether made in writing, 
including in the Catalogue, or on the Bonhams’ 
Website, or orally, or by conduct or otherwise) and 
whether made before or after this agreement or prior 
to or during the Sale. 

10.2  Our duty to you while the Lot is at your risk and/or 
your property and in our custody and/or control is to 
exercise reasonable care in relation to it, but we will 
not be responsible for damage to the Lot or to other 
persons or things caused by:

10.2.1  handling the Lot if it was affected at the time of Sale 
to you by woodworm and any damage is caused as a 
result of it being affected by woodworm; or

10.2.2  changes in atmospheric pressure; nor will we be 
liable for:

10.2.3  damage to tension stringed musical instruments; or

10.2.4 damage to gilded picture frames, plaster picture 
frames or picture frame glass; and if the Lot is or 
becomes dangerous, we may dispose of it without 
notice to you in advance in any manner we think fit 
and we will be under no liability to you for doing so.
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10.3.1  We will not be liable to you for any loss of Business, 
Business profits, revenue or income or for loss of 
Business reputation or for disruption to Business or 
wasted time on the part of the Buyer’s management 
or staff or, if you are buying the Lot in the course of 
a Business, for any indirect losses or consequential 
damages of any kind, irrespective in any case of 
the nature, volume or source of the loss or damage 
alleged to be suffered, and irrespective of whether 
the said loss or damage is caused by or claimed 
in respect of any negligence, other tort, breach of 
contract,  statutory duty, bailee’s duty, a restitutionary 
claim or otherwise.

10.3.2  Unless you buy the Lot as a Consumer, in any 
circumstances where we are liable to you in 
respect of a Lot, or any act, omission, statement, 
representation in respect of it, or this agreement 
or its performance, and whether in damages, for 
an indemnity or contribution or for a restitutionary 
remedy or in any way whatsoever, our liability will be 
limited to payment of a sum which will not exceed 
by way of maximum the amount of the Purchase 
Price of the Lot plus Buyer’s Premium (less any sum 
you may be entitled to recover from the Seller) 
irrespective in any case of the nature, volume or 
source of any loss or damage alleged to be suffered 
or sum claimed as due, and irrespective of whether 
the liability arises from negligence, other tort, 
breach of contract, statutory duty, bailee’s duty, a 
restitutionary claim or otherwise. 

 You may wish to protect yourself against loss by 
obtaining insurance.

10.4  Nothing set out above will be construed as excluding 
or restricting (whether directly or indirectly) any 
person’s liability or excluding or restricting any 
person’s rights or remedies in respect of (i) fraud, or 
(ii) death or personal injury caused by our negligence 
(or any person under our control or for whom we are 
legally responsible), or (iii) acts or omissions for which 
we are liable under the Occupiers Liability Act 1957, 
or (iv) any other liability to the extent the same may 
not be excluded or restricted as a matter of law, or 
(v) under our undertaking in paragraph 9 of these 
conditions.

11 BOOKS MISSING TEXT OR ILLUSTRATIONS

 Where the Lot is made up wholly of a Book or Books 
and any Book does not contain text or illustrations (in 
either case referred to as a “non-conforming Lot”), 
we undertake a personal responsibility for such a 
non-conforming Lot in accordance with the terms of 
this paragraph, if:

  the original invoice was made out by us to you in 
respect of the Lot and that invoice has been paid; 
and 

  you notify us in writing as soon as reasonably 
practicable after you have become aware that the Lot 
is or may be a non-conforming Lot, and in any event 
within 20 days after the Sale (or such longer period 
as we may agree in writing) that the Lot is a non-
conforming Lot; and 

  within 20 days of the date of the relevant Sale (or 
such longer period as we may agree in writing) you 
return the Lot to us in the same condition as it was 
at the time of the Sale, accompanied by written 
evidence that the Lot is a non-conforming Lot and 
details of the Sale and Lot number sufficient to 
identify the Lot.

 but not if:

 the Entry in the Catalogue in respect of the Lot 
indicates that the rights given by this paragraph do 
not apply to it; or

 

 the Entry in the Catalogue in respect of the Lot 
reflected the then accepted general opinion of 
scholars and experts or fairly indicated that there was 
a conflict of such opinion; or

 it can be established that the Lot is a non-conforming 
Lot only by means of a process not generally 
accepted for use until after the date on which the 
Catalogue was published or by means of a process 
which it was unreasonable in all the circumstances 
for us to have employed; or

 the Lot comprises atlases, maps, autographs, 
manuscripts, extra illustrated books, music or 
periodical publications; or 

 the Lot was listed in the Catalogue under 
“collections” or “collections and various” or the Lot 
was stated in the Catalogue to comprise or contain 
a collection, issue or Books which are undescribed or 
the missing text or illustrations are referred to or the 
relevant parts of the Book contain blanks, half titles 
or advertisements.

 If we are reasonably satisfied that a Lot is a non- 
conforming Lot, we will (as principal) purchase the 
Lot from you and you will transfer the title to the Lot 
in question to us, with full title guarantee, free from 
any liens, charges, encumbrances and adverse claims 
and we will pay to you an amount equal to the sum 
of the Purchase Price and Buyer’s Premium paid by 
you in respect of the Lot.

 The benefit of paragraph 10 is personal to, and 
incapable of assignment by, you and if you sell or 
otherwise dispose of your interest in the Lot, all 
rights and benefits under this paragraph will cease. 

12  MISCELLANEOUS

12.1   You may not assign either the benefit or burden of 
this agreement.

12.2  Our failure or delay in enforcing or exercising any 
power or right under this agreement will not operate 
or be deemed to operate as a waiver of our rights 
under it except to the extent of any express  waiver 
given to you in writing. Any such waiver will not 
affect our ability subsequently to enforce any right 
arising under this agreement.

12.3  If either party to this agreement is prevented from 
performing that party’s respective obligations 
under this agreement by circumstances beyond 
its reasonable control or if performance of its 
obligations would by reason of such circumstances 
give rise to a significantly increased financial 
cost to it, that party will not, for so long as such 
circumstances prevail, be required to perform such 
obligations. This paragraph does not apply to the 
obligations imposed on you by paragraph 3.

12.4  Any notice or other communication to be given 
under this agreement must be in writing and may 
be delivered by hand or sent by first class post or 
air mail or fax transmission (if to Bonhams marked 
for the attention of the Company Secretary), to the 
address or fax number of the relevant party given 
in the Contract Form (unless notice of any change 
of address is given in writing). It is the responsibility 
of the sender of the notice or communication to 
ensure that it is received in a legible form within any 
applicable time period.

12.5  If any term or any part of any term of this agreement 
is held to be unenforceable or invalid, such 
unenforceability or invalidity will not affect the 
enforceability and validity of the remaining terms or 
the remainder of the relevant term.

12.6  References in this agreement to Bonhams will, where 
appropriate, include reference to Bonhams’ officers, 
employees and agents.

12.7  The headings used in this agreement are 
for convenience only and will not affect its 
interpretation.

12.8  In this agreement “including” means “including, 
without limitation”.

12.9  References to the singular will include reference to 
the plural (and vice versa) and reference to any one 
gender will include reference to the other genders.

12.10 Reference to a numbered paragraph is to a 
paragraph of this agreement.

12.11 Save as expressly provided in paragraph 12.12 
nothing in this agreement confers (or purports to 
confer) on any person who is not a party to this 
agreement any benefit conferred by, or the right to 
enforce any term of, this agreement.

12.12  Where this agreement confers an immunity from, 
and/or an exclusion or restriction of, the responsibility 
and/or liability of Bonhams, it will also operate in 
favour and for the benefit of Bonhams’ holding 
company and the subsidiaries of such holding 
company and the successors and assigns of Bonhams 
and of such companies and of any officer, employee 
and agent of Bonhams and such companies, each 
of whom will be entitled to rely on the relevant 
immunity and/or exclusion and/or restriction within 
and for the purposes of Contracts (Rights of Third 
Parties) Act 1999, which enables the benefit of a 
contract to be extended to a person who is not a 
party to the contract, and generally at law.

13  GOVERNING LAW 

All transactions to which this agreement applies 
and all connected matters will be governed by and 
construed in accordance with the laws of that part 
of the United Kingdom where the Sale takes (or 
is to take) place and we and you each submit to 
the exclusive jurisdiction of the courts of that part 
of the United Kingdom, save that we may bring 
proceedings against you in any other court of 
competent jurisdiction to the extent permitted by 
the laws of the relevant jurisdiction. Bonhams has a 
complaints procedure in place.

DATA PROTECTION – USE OF YOUR INFORMATION 

Where we obtain any personal information about you, we shall 
only use it in accordance with the terms of our Privacy Policy 
(subject to any additional specific consent(s) you may have 
given at the time your information was disclosed). A copy of 
our Privacy Policy can be found on our Website www.bonhams.
com or requested by post from Customer Services Department, 
101 New Bond Street, London W1S 1SR, United Kingdom or 
by email from info@bonhams.com.

APPENDIX 3

DEFINITIONS AND GLOSSARY

Where these Definitions and Glossary are incorporated, the 
following words and phrases used have (unless the context 
otherwise requires) the meanings given to them below. The 
Glossary is to assist you to understand words and phrases 
which have a specific legal meaning with which you may not 
be familiar.

LIST OF DEFINITIONS

“Additional Premium” a premium, calculated in accordance 
with the Notice to Bidders, to cover Bonhams’ Expenses 
relating to the payment of royalties under the Artists Resale 
Right Regulations 2006 which is payable by the Buyer to 
Bonhams on any Lot marked [AR] which sells for a Hammer 
Price which together with the Buyer’s Premium (but excluding 
any VAT) equals or exceeds 1000 euros (converted into 
the currency of the Sale using the European Central Bank 
Reference rate prevailing on the date of the Sale).
“Auctioneer” the representative of Bonhams conducting 
the Sale.
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“Bidder” a person who has completed a Bidding Form. 
“Bidding Form” our Bidding Registration Form, our Absentee 
Bidding Form or our Telephone Bidding Form. 
“Bonhams” Bonhams 1793 Limited or its successors or 
assigns. Bonhams is also referred to in the Buyer’s Agreement, 
the Conditions of Business and the Notice to Bidders by the 
words “we”, “us” and “our”.
“Book” a printed Book offered for Sale at a specialist Book 
Sale.
“Business” includes any trade, Business and profession.
“Buyer” the person to whom a Lot is knocked down by the 
Auctioneer. The Buyer is also referred to in the Contract for 
Sale and the Buyer’s Agreement by the words “you” and 
“your”.
“Buyer’s Agreement” the contract entered into by Bonhams 
with the Buyer (see Appendix 2 in the Catalogue). 
“Buyer’s Premium” the sum calculated on the Hammer Price 
at the rates stated in the Notice to Bidders. 
“Catalogue” the Catalogue relating to the relevant Sale, 
including any representation of the Catalogue published on 
our Website.
“Commission” the Commission payable by the Seller to 
Bonhams calculated at the rates stated in the Contract Form.
“Condition Report” a report on the physical condition of a Lot 
provided to a Bidder or potential Bidder by Bonhams on behalf 
of the Seller.
“Conditions of Sale” the Notice to Bidders, Contract for Sale, 
Buyer’s Agreement and Definitions and Glossary. 
“Consignment Fee” a fee payable to Bonhams by the Seller 
calculated at rates set out in the Conditions of Business.
“Consumer” a natural person who is acting for the relevant 
purpose outside his trade, Business or profession. 
“Contract Form” the Contract Form, or vehicle Entry form, as 
applicable, signed by or on behalf of the Seller listing the Lots 
to be offered for Sale by Bonhams. 
“Contract for Sale” the Sale contract entered into by the 
Seller with the Buyer (see Appendix 1 in the Catalogue). 
“Contractual Description” the only Description of the Lot 
(being that part of the Entry about the Lot in the Catalogue 
which is in bold letters, any photograph (except for the colour) 
and the contents of any Condition Report) to which the Seller 
undertakes in the Contract of Sale the Lot corresponds.
“Description” any statement or representation in any 
way descriptive of the Lot, including any statement or 
representation relating to its authorship, attribution, condition, 
provenance, authenticity, style, period, age, suitability, quality, 
origin, value, estimated selling price (including the Hammer 
Price).
“Entry” a written statement in the Catalogue identifying the 
Lot and its Lot number which may contain a Description and 
illustration(s) relating to the Lot.
“Estimate” a statement of our opinion of the range within 
which the hammer is likely to fall.
“Expenses” charges and Expenses paid or payable by 
Bonhams in respect of the Lot including legal Expenses, 
banking charges and Expenses incurred as a result of an 
electronic transfer of money, charges and Expenses for loss and 
damage cover, insurance, Catalogue and other reproductions 
and illustrations, any customs duties, advertising, packing or 
shipping costs, reproductions rights’ fees, taxes, levies, costs of 
testing, searches or enquiries, preparation of the Lot for Sale, 
storage charges, removal charges, removal charges or costs 
of collection from the Seller as the Seller’s agents or from a 
defaulting Buyer, plus VAT if applicable.
“Forgery” an imitation intended by the maker or any other 
person to deceive as to authorship, attribution, origin, 
authenticity, style, date, age, period, provenance, culture, 
source or composition, which at the date of the Sale had a 
value materially less than it would have had if the Lot had not 
been such an imitation, and which is not stated to be such 
an imitation in any description of the Lot. A Lot will not be a 
Forgery by reason of any damage to, and/or restoration and/ 
or modification work (including repainting or over painting) 
having been carried out on the Lot, where that damage,
restoration or modification work (as the case may be) does not 
substantially affect the identity of the Lot as one conforming to 
the Description of the Lot.
“Guarantee” the obligation undertaken personally by 
Bonhams to the Buyer in respect of any Forgery and, in the 
case of specialist Stamp Sales and/or specialist Book Sales, a Lot 
made up of a Stamp or Stamps or a Book or Books as set out 
in the Buyer’s Agreement.
“Hammer Price” the price in the currency in which the Sale is 
conducted at which a Lot is knocked down by the Auctioneer.

“Loss and Damage Warranty” means the warranty described 
in paragraph 8.2 of the Conditions of Business. 
“Loss and Damage Warranty Fee” means the fee described 
in paragraph 8.2.3 of the Conditions of Business.
“Lot” any item consigned to Bonhams with a view to its Sale 
at auction or by private treaty (and reference to any Lot will 
include, unless the context otherwise requires, reference to 
individual items comprised in a group of two or more items 
offered for Sale as one Lot).
“Motoring Catalogue Fee” a fee payable by the Seller to 
Bonhams in consideration of the additional work undertaken 
by Bonhams in respect of the cataloguing of motor vehicles 
and in respect of the promotion of Sales of motor vehicles.
“New Bond Street” means Bonhams’ saleroom at 101 New 
Bond Street, London W1S 1SR.
“Notional Charges” the amount of Commission and VAT 
which would have been payable if the Lot had been sold at the 
Notional Price.
“Notional Fee” the sum on which the Consignment Fee 
payable to Bonhams by the Seller is based and which is 
calculated according to the formula set out in the Conditions 
of Business.
“Notional Price” the latest in time of the average of the 
high and low Estimates given by us to you or stated in the 
Catalogue or, if no such Estimates have been given or stated, 
the Reserve applicable to the Lot.
“Notice to Bidders” the notice printed at the back or front of 
our Catalogues.
“Purchase Price” the aggregate of the Hammer Price and VAT 
on the Hammer Price (where applicable), the Buyer’s Premium 
and VAT on the Buyer’s Premium and any Expenses.
“Reserve” the minimum price at which a Lot may be sold 
(whether at auction or by private treaty).
“Sale” the auction Sale at which a Lot is to be offered for Sale 
by Bonhams.
“Sale Proceeds” the net amount due to the Seller from the 
Sale of a Lot, being the Hammer Price less the Commission, any 
VAT chargeable thereon, Expenses and any other amount due 
to us in whatever capacity and howsoever arising.
“Seller” the person who offers the Lot for Sale named on 
the Contract Form. Where the person so named identifies on 
the form another person as acting as his agent, or where the 
person named on the Contract Form acts as an agent for a 
principal (whether such agency is disclosed to Bonhams or not), 
“Seller” includes both the agent and the principal who shall be 
jointly and severally liable as such. The Seller is also referred to 
in the Conditions of Business by the words “you” and “your”.
“Specialist Examination” a visual examination of a Lot by a 
specialist on the Lot.
“Stamp” means a postage Stamp offered for Sale at a 
Specialist Stamp Sale.
“Standard Examination” a visual examination of a Lot by a 
non-specialist member of Bonhams’ staff. 
“Storage Contract” means the contract described in 
paragraph 8.3.3 of the Conditions of Business or paragraph 
4.4 of the Buyer’s Agreement (as appropriate). 
“Storage Contractor” means the company identified as such 
in the Catalogue.
“Terrorism” means any act or threatened act of terrorism, 
whether any person is acting alone or on behalf of or in 
connection with any organisation(s) and/or government(s), 
committed for political, religious or ideological or similar 
purposes including, but not limited to, the intention to 
influence any government and/or put the public or any section 
of the public into fear.
“Trust Account” the bank account of Bonhams into which all 
sums received in respect of the Purchase Price of any
Lot will be paid, such account to be a distinct and separate 
account to Bonhams’ normal business bank account. 
“VAT” value added tax at the prevailing rate at the date of the 
Sale in the United Kingdom.
“Website” Bonhams Website at www.bonhams.com 
“Withdrawal Notice” the Seller’s written notice to Bonhams 
revoking Bonhams’ instructions to sell a Lot. 
“Without Reserve” where there is no minimum price at 
which a Lot may be sold (whether at auction or by private 
treaty).

GLOSSARY

The following expressions have specific legal meanings with 
which you may not be familiar. The following glossary is 
intended to give you an understanding of those expressions 
but is not intended to limit their legal meanings:

“artist’s resale right”: the right of the creator of a work of art 
to receive a payment on Sales of that work subsequent to the 
original Sale of that work by the creator of it as set out in the 
Artists Resale Right Regulations 2006. 
“bailee”: a person to whom goods are entrusted. 
“indemnity”: an obligation to put the person who has 
the benefit of the indemnity in the same position in which 
he would have been, had the circumstances giving rise to 
the indemnity not arisen and the expression “indemnify” is 
construed accordingly.
“interpleader proceedings”: proceedings in the Courts to 
determine ownership or rights over a Lot.
“knocked down”: when a Lot is sold to a Bidder, indicated by 
the fall of the hammer at the Sale.
“lien”: a right for the person who has possession of the Lot to 
retain possession of it.
“risk”: the possibility that a Lot may be lost, damaged, 
destroyed, stolen, or deteriorate in condition or value. 
“title”: the legal and equitable right to the ownership of a Lot.
“tort”: a legal wrong done to someone to whom the wrong 
doer has a duty of care.

SALE OF GOODS ACT 1979

The following is an extract from the Sale of Goods Act 1979:

“Section 12 Implied terms about title, etc

(1) In a contract of sale, other than one to which subsection 
(3) below applies, there is an implied term on the part of 
the seller that in the case of a sale he has a right to sell 
the goods, and in the case of an agreement to sell he 
will have such a right at the time when the property is to 
pass.

(2) In a contract of sale, other than one to which subsection 
(3) below applies, there is also an implied term that-

(a) the goods are free, and will remain free until 
the time when the property is to pass, from any 
charge or encumbrance not disclosed or known 
to the buyer before the contract is made, and

(b) the buyer will enjoy quiet possession of the goods 
except in so far as it may be disturbed by the 
owner or other person entitled to the benefit 
of any charge or encumbrance so disclosed or 
known.

(3) This subsection applies to a contract of sale in the case 
of which there appears from the contract or is to be 
inferred from its circumstances an intention that the 
seller should transfer only such title as he or a third 
person may have.

(4) In a contract to which subsection (3) above applies there 
is an implied term that all charges or encumbrances 
known to the seller and not known to the buyer have 
been disclosed to the buyer before the contract is made.

(5) In a contract to which subsection (3) above applies 
there is also an implied term that none of the following 
will disturb the buyer’s quiet possession of the goods, 
namely:

(a) the seller;

(b) in a case where the parties to the contract intend 
that the seller should transfer only such title as a 
third person may have, that person;

(c) anyone claiming through or under the seller or 
that third person otherwise than under a charge 
or encumbrance disclosed or known to the buyer 
before the contract is made.

(5A) As regards England and Wales and Northern Ireland, the 
term implied by subsection (1) above is a condition and 
the terms implied by subsections (2), (4) and (5) above 
are warranties.”
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“Bidder” a person who has completed a Bidding Form. 
“Bidding Form” our Bidding Registration Form, our Absentee 
Bidding Form or our Telephone Bidding Form. 
“Bonhams” Bonhams 1793 Limited or its successors or 
assigns. Bonhams is also referred to in the Buyer’s Agreement, 
the Conditions of Business and the Notice to Bidders by the 
words “we”, “us” and “our”.
“Book” a printed Book offered for Sale at a specialist Book 
Sale.
“Business” includes any trade, Business and profession.
“Buyer” the person to whom a Lot is knocked down by the 
Auctioneer. The Buyer is also referred to in the Contract for 
Sale and the Buyer’s Agreement by the words “you” and 
“your”.
“Buyer’s Agreement” the contract entered into by Bonhams 
with the Buyer (see Appendix 2 in the Catalogue). 
“Buyer’s Premium” the sum calculated on the Hammer Price 
at the rates stated in the Notice to Bidders. 
“Catalogue” the Catalogue relating to the relevant Sale, 
including any representation of the Catalogue published on 
our Website.
“Commission” the Commission payable by the Seller to 
Bonhams calculated at the rates stated in the Contract Form.
“Condition Report” a report on the physical condition of a Lot 
provided to a Bidder or potential Bidder by Bonhams on behalf 
of the Seller.
“Conditions of Sale” the Notice to Bidders, Contract for Sale, 
Buyer’s Agreement and Definitions and Glossary. 
“Consignment Fee” a fee payable to Bonhams by the Seller 
calculated at rates set out in the Conditions of Business.
“Consumer” a natural person who is acting for the relevant 
purpose outside his trade, Business or profession. 
“Contract Form” the Contract Form, or vehicle Entry form, as 
applicable, signed by or on behalf of the Seller listing the Lots 
to be offered for Sale by Bonhams. 
“Contract for Sale” the Sale contract entered into by the 
Seller with the Buyer (see Appendix 1 in the Catalogue). 
“Contractual Description” the only Description of the Lot 
(being that part of the Entry about the Lot in the Catalogue 
which is in bold letters, any photograph (except for the colour) 
and the contents of any Condition Report) to which the Seller 
undertakes in the Contract of Sale the Lot corresponds.
“Description” any statement or representation in any 
way descriptive of the Lot, including any statement or 
representation relating to its authorship, attribution, condition, 
provenance, authenticity, style, period, age, suitability, quality, 
origin, value, estimated selling price (including the Hammer 
Price).
“Entry” a written statement in the Catalogue identifying the 
Lot and its Lot number which may contain a Description and 
illustration(s) relating to the Lot.
“Estimate” a statement of our opinion of the range within 
which the hammer is likely to fall.
“Expenses” charges and Expenses paid or payable by 
Bonhams in respect of the Lot including legal Expenses, 
banking charges and Expenses incurred as a result of an 
electronic transfer of money, charges and Expenses for loss and 
damage cover, insurance, Catalogue and other reproductions 
and illustrations, any customs duties, advertising, packing or 
shipping costs, reproductions rights’ fees, taxes, levies, costs of 
testing, searches or enquiries, preparation of the Lot for Sale, 
storage charges, removal charges, removal charges or costs 
of collection from the Seller as the Seller’s agents or from a 
defaulting Buyer, plus VAT if applicable.
“Forgery” an imitation intended by the maker or any other 
person to deceive as to authorship, attribution, origin, 
authenticity, style, date, age, period, provenance, culture, 
source or composition, which at the date of the Sale had a 
value materially less than it would have had if the Lot had not 
been such an imitation, and which is not stated to be such 
an imitation in any description of the Lot. A Lot will not be a 
Forgery by reason of any damage to, and/or restoration and/ 
or modification work (including repainting or over painting) 
having been carried out on the Lot, where that damage,
restoration or modification work (as the case may be) does not 
substantially affect the identity of the Lot as one conforming to 
the Description of the Lot.
“Guarantee” the obligation undertaken personally by 
Bonhams to the Buyer in respect of any Forgery and, in the 
case of specialist Stamp Sales and/or specialist Book Sales, a Lot 
made up of a Stamp or Stamps or a Book or Books as set out 
in the Buyer’s Agreement.
“Hammer Price” the price in the currency in which the Sale is 
conducted at which a Lot is knocked down by the Auctioneer.

“Loss and Damage Warranty” means the warranty described 
in paragraph 8.2 of the Conditions of Business. 
“Loss and Damage Warranty Fee” means the fee described 
in paragraph 8.2.3 of the Conditions of Business.
“Lot” any item consigned to Bonhams with a view to its Sale 
at auction or by private treaty (and reference to any Lot will 
include, unless the context otherwise requires, reference to 
individual items comprised in a group of two or more items 
offered for Sale as one Lot).
“Motoring Catalogue Fee” a fee payable by the Seller to 
Bonhams in consideration of the additional work undertaken 
by Bonhams in respect of the cataloguing of motor vehicles 
and in respect of the promotion of Sales of motor vehicles.
“New Bond Street” means Bonhams’ saleroom at 101 New 
Bond Street, London W1S 1SR.
“Notional Charges” the amount of Commission and VAT 
which would have been payable if the Lot had been sold at the 
Notional Price.
“Notional Fee” the sum on which the Consignment Fee 
payable to Bonhams by the Seller is based and which is 
calculated according to the formula set out in the Conditions 
of Business.
“Notional Price” the latest in time of the average of the 
high and low Estimates given by us to you or stated in the 
Catalogue or, if no such Estimates have been given or stated, 
the Reserve applicable to the Lot.
“Notice to Bidders” the notice printed at the back or front of 
our Catalogues.
“Purchase Price” the aggregate of the Hammer Price and VAT 
on the Hammer Price (where applicable), the Buyer’s Premium 
and VAT on the Buyer’s Premium and any Expenses.
“Reserve” the minimum price at which a Lot may be sold 
(whether at auction or by private treaty).
“Sale” the auction Sale at which a Lot is to be offered for Sale 
by Bonhams.
“Sale Proceeds” the net amount due to the Seller from the 
Sale of a Lot, being the Hammer Price less the Commission, any 
VAT chargeable thereon, Expenses and any other amount due 
to us in whatever capacity and howsoever arising.
“Seller” the person who offers the Lot for Sale named on 
the Contract Form. Where the person so named identifies on 
the form another person as acting as his agent, or where the 
person named on the Contract Form acts as an agent for a 
principal (whether such agency is disclosed to Bonhams or not), 
“Seller” includes both the agent and the principal who shall be 
jointly and severally liable as such. The Seller is also referred to 
in the Conditions of Business by the words “you” and “your”.
“Specialist Examination” a visual examination of a Lot by a 
specialist on the Lot.
“Stamp” means a postage Stamp offered for Sale at a 
Specialist Stamp Sale.
“Standard Examination” a visual examination of a Lot by a 
non-specialist member of Bonhams’ staff. 
“Storage Contract” means the contract described in 
paragraph 8.3.3 of the Conditions of Business or paragraph 
4.4 of the Buyer’s Agreement (as appropriate). 
“Storage Contractor” means the company identified as such 
in the Catalogue.
“Terrorism” means any act or threatened act of terrorism, 
whether any person is acting alone or on behalf of or in 
connection with any organisation(s) and/or government(s), 
committed for political, religious or ideological or similar 
purposes including, but not limited to, the intention to 
influence any government and/or put the public or any section 
of the public into fear.
“Trust Account” the bank account of Bonhams into which all 
sums received in respect of the Purchase Price of any
Lot will be paid, such account to be a distinct and separate 
account to Bonhams’ normal business bank account. 
“VAT” value added tax at the prevailing rate at the date of the 
Sale in the United Kingdom.
“Website” Bonhams Website at www.bonhams.com 
“Withdrawal Notice” the Seller’s written notice to Bonhams 
revoking Bonhams’ instructions to sell a Lot. 
“Without Reserve” where there is no minimum price at 
which a Lot may be sold (whether at auction or by private 
treaty).

GLOSSARY

The following expressions have specific legal meanings with 
which you may not be familiar. The following glossary is 
intended to give you an understanding of those expressions 
but is not intended to limit their legal meanings:

“artist’s resale right”: the right of the creator of a work of art 
to receive a payment on Sales of that work subsequent to the 
original Sale of that work by the creator of it as set out in the 
Artists Resale Right Regulations 2006. 
“bailee”: a person to whom goods are entrusted. 
“indemnity”: an obligation to put the person who has 
the benefit of the indemnity in the same position in which 
he would have been, had the circumstances giving rise to 
the indemnity not arisen and the expression “indemnify” is 
construed accordingly.
“interpleader proceedings”: proceedings in the Courts to 
determine ownership or rights over a Lot.
“knocked down”: when a Lot is sold to a Bidder, indicated by 
the fall of the hammer at the Sale.
“lien”: a right for the person who has possession of the Lot to 
retain possession of it.
“risk”: the possibility that a Lot may be lost, damaged, 
destroyed, stolen, or deteriorate in condition or value. 
“title”: the legal and equitable right to the ownership of a Lot.
“tort”: a legal wrong done to someone to whom the wrong 
doer has a duty of care.

SALE OF GOODS ACT 1979

The following is an extract from the Sale of Goods Act 1979:

“Section 12 Implied terms about title, etc

(1) In a contract of sale, other than one to which subsection 
(3) below applies, there is an implied term on the part of 
the seller that in the case of a sale he has a right to sell 
the goods, and in the case of an agreement to sell he 
will have such a right at the time when the property is to 
pass.

(2) In a contract of sale, other than one to which subsection 
(3) below applies, there is also an implied term that-

(a) the goods are free, and will remain free until 
the time when the property is to pass, from any 
charge or encumbrance not disclosed or known 
to the buyer before the contract is made, and

(b) the buyer will enjoy quiet possession of the goods 
except in so far as it may be disturbed by the 
owner or other person entitled to the benefit 
of any charge or encumbrance so disclosed or 
known.

(3) This subsection applies to a contract of sale in the case 
of which there appears from the contract or is to be 
inferred from its circumstances an intention that the 
seller should transfer only such title as he or a third 
person may have.

(4) In a contract to which subsection (3) above applies there 
is an implied term that all charges or encumbrances 
known to the seller and not known to the buyer have 
been disclosed to the buyer before the contract is made.

(5) In a contract to which subsection (3) above applies 
there is also an implied term that none of the following 
will disturb the buyer’s quiet possession of the goods, 
namely:

(a) the seller;

(b) in a case where the parties to the contract intend 
that the seller should transfer only such title as a 
third person may have, that person;

(c) anyone claiming through or under the seller or 
that third person otherwise than under a charge 
or encumbrance disclosed or known to the buyer 
before the contract is made.

(5A) As regards England and Wales and Northern Ireland, the 
term implied by subsection (1) above is a condition and 
the terms implied by subsections (2), (4) and (5) above 
are warranties.”



Bonhams Specialist Departments 
19th Century Paintings
UK
Charles O’ Brien
+44 20 7468 8360
U.S.A
Madalina Lazen
+1 212 644 9108

20th Century British Art
Matthew Bradbury
+44 20 7468 8295

Aboriginal Art
Francesca Cavazzini
+61 2 8412 2222

African, Oceanic 
& Pre-Columbian Art 
UK
Philip Keith
+44 2920 727 980
U.S.A
Fredric Backlar
+1 323 436 5416

American Paintings
Alan Fausel
+1 212 644 9039

Antiquities
Madeleine Perridge
+44 20 7468 8226

Antique Arms & Armour 
UK
David Williams
+44 20 7393 3807
U.S.A
Paul Carella
+1 415 503 3360

Art Collections, 
Estates & Valuations
Harvey Cammell
+44 (0) 20 7468 8340

Art Nouveau & Decorative 
Art & Design
UK
Mark Oliver
+44 20 7393 3856
U.S.A
Frank Maraschiello
+1 212 644 9059

Australian Art
Merryn Schriever
+61 2 8412 2222
Alex Clark
+61 3 8640 4088

Australian Colonial 
Furniture and Australiana
+1 415 861 7500

Books, Maps & 
Manuscripts 
UK
Matthew Haley
+44 20 7393 3817
U.S.A
Christina Geiger
+1 212 644 9094

British & European Glass
UK
Simon Cottle
+44 20 7468 8383
U.S.A.
Suzy Pai
+1 415 503 3343

British & European 
Porcelain & Pottery 
UK
John Sandon
+44 20 7468 8244
U.S.A
Peter Scott
+1 415 503 3326

California & 
American Paintings
Scot Levitt
+1 323 436 5425

Carpets
UK
Mark Dance
+44 8700 27361
U.S.A.
Hadji Rahimipour
+1 415 503 3392

Chinese & Asian Art
UK
Asaph Hyman
+44 20 7468 5888
U.S.A
Dessa Goddard
+1 415 503 3333
HONG KONG 
+852 3607 0010
AUSTRALIA
Yvett Klein
+61 2 8412 2222

Clocks
UK
James Stratton
+44 20 7468 8364
U.S.A
Jonathan Snellenburg
+1 212 461 6530

Coins & Medals
UK
John Millensted
+44 20 7393 3914
U.S.A
Paul Song
+1 323 436 5455

Contemporary Art 
UK
Ralph Taylor
+44 20 7447 7403
U.S.A
Jeremy Goldsmith
+1 917 206 1656

Costume & Textiles
Claire Browne
+44 1564 732969

Entertainment 
Memorabilia
UK
+44 20 7393 3844
U.S.A 
Catherine Williamson
+1 323 436 5442

Furniture & Works of Art
UK
Fergus Lyons
+44 20 7468 8221
U.S.A
Jeffrey Smith
+1 415 503 3413

Greek Art
Olympia Pappa
+44 20 7468 8314

Golf Sporting 
Memorabilia
Kevin Mcgimpsey
+44 1244 353123

Irish Art
Penny Day
+44 20 7468 8366

Impressionist & 
Modern Art
UK
India Phillips
+44 20 7468 8328
U.S.A
Tanya Wells
+1 917 206 1685

Islamic & Indian Art
Claire Penhallurick
+44 20 7468 8249

Japanese Art
UK
Suzannah Yip
+44 20 7468 8368
U.S.A
Jeff Olson
+1 212 461 6516

Jewellery
UK
Jean Ghika
+44 20 7468 8282
U.S.A
Susan Abeles
+1 212 461 6525
AUSTRALIA
Anellie Manolas
+61 2 8412 2222
HONG KONG
Graeme Thompson
+852 3607 0006

Marine Art
UK
Veronique Scorer
+44 20 7393 3962
U.S.A
Gregg Dietrich
+1 917 206 1697

Mechanical Music
Jon Baddeley
+44 20 7393 3872

Modern, Contemporary 
& Latin American Art
U.S.A
Alexis Chompaisal
+1 323 436 5469

Modern Design
Gareth Williams
+44 20 7468 5879

Motor Cars
UK
Tim Schofield
+44 20 7468 5804
U.S.A
Mark Osborne
+1 415 503 3353
EUROPE
Philip Kantor
+32 476 879 471

Automobilia
UK
Toby Wilson
+44 8700 273 619
U.S.A
Kurt Forry
+1 415 391 4000

Motorcycles
Ben Walker
+44 8700 273616
Automobilia
Adrian Pipiros
+44 8700 273621

Musical Instruments
Philip Scott
+44 20 7393 3855

Native American Art
Jim Haas
+1 415 503 3294

Natural History
U.S.A
Claudia Florian
+1 323 436 5437

Old Master Pictures
UK
Andrew Mckenzie
+44 20 7468 8261
U.S.A
Mark Fisher
+1 323 436 5488

Orientalist Art
Charles O’Brien
+44 20 7468 8360

Photography
U.S.A
Judith Eurich
+1 415 503 3259

Portrait Miniatures
UK
+44 20 7393 3986

Prints and Multiples
UK
Rupert Worrall
+44 20 7468 8262
U.S.A
Judith Eurich
+1 415 503 3259

Russian Art
UK
Sophie Law
+44 20 7468 8334
U.S.A
Yelena Harbick
+1 212 644 9136

Scientific Instruments
Jon Baddeley
+44 20 7393 3872
U.S.A.
Jonathan Snellenburg
+1 212 461 6530

Scottish Pictures
Chris Brickley
+44 131 240 2297

Silver & Gold Boxes
UK
Michael Moorcroft
+44 20 7468 8241
U.S.A
Aileen Ward
+1 800 223 5463

South African Art
Giles Peppiatt
+44 20 7468 8355

Sporting Guns
Patrick Hawes
+44 20 7393 3815

Toys & Dolls
Leigh Gotch
+44 20 8963 2839

Travel Pictures
Veronique Scorer
+44 20 7393 3962

Urban Art
Gareth Williams
+44 20 7468 5879

Watches & 
Wristwatches
UK
+44 20 7447 7412
U.S.A.
Jonathan Snellenburg
+1 212 461 6530
HONG KONG
Nicholas Biebuyck
+852 2918 4321

Whisky
UK
Martin Green
+44 1292 520000
U.S.A
Joseph Hyman
+1 917 206 1661
HONG KONG
Daniel Lam
+852 3607 0004

Wine
UK
Richard Harvey
+44 (0) 20 7468 5811
U.S.A
Doug Davidson
+1 415 503 3363
HONG KONG
Daniel Lam
+852 3607 0004
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UNITED KINGDOM
London
101 New Bond Street •
London W1S 1SR
+44 20 7447 7447
+44 20 7447 7400 fax

Montpelier Street •
London SW7 1HH
+44 20 7393 3900
+44 20 7393 3905 fax

South East 
England

Brighton & Hove
19 Palmeira Square
Hove, East Sussex
BN3 2JN
+44 1273 220 000
+44 1273 220 335 fax

Guildford 
Millmead,
Guildford,
Surrey GU2 4BE
+44 1483 504 030
+44 1483 450 205 fax

Isle of Wight
+44 1273 220 000

Representative:
Kent
George Dawes
+44 1483 504 030

West Sussex
+44 (0) 1273 220 000

South West
England

Bath 
Queen Square House
Charlotte Street
Bath BA1 2LL
+44 1225 788 988
+44 1225 446 675 fax

Cornwall – Truro 
36 Lemon Street
Truro
Cornwall
TR1 2NR
+44 1872 250 170
+44 1872 250 179 fax

Exeter
The Lodge
Southernhay West Exeter, 
Devon
EX1 1JG
+44 1392 425 264 
+44 1392 494 561 fax

Winchester
The Red House
Hyde Street
Winchester
Hants SO23 7DX
+44 1962 862 515
+44 1962 865 166 fax

Tetbury
22a Long Street
Tetbury
Gloucestershire
GL8 8AQ
+44 1666 502 200
+44 1666 505 107 fax

Representatives:
Dorset
Bill Allan
+44 1935 815 271

East Anglia

Bury St. Edmunds
21 Churchgate Street
Bury St Edmunds
Suffolk IP33 1RG
+44 1284 716 190
+44 1284 755 844 fax

Norfolk
The Market Place
Reepham
Norfolk NR10 4JJ
+44 1603 871 443
+44 1603 872 973 fax

Midlands

Knowle 
The Old House
Station Road
Knowle, Solihull
West Midlands
B93 0HT
+44 1564 776 151
+44 1564 778 069 fax

Oxford •
Banbury Road
Shipton on Cherwell
Kidlington OX5 1JH
+44 1865 853 640
+44 1865 372 722 fax

Yorkshire & North East 
England

Leeds 
30 Park Square West 
Leeds LS1 2PF
+44 113 234 5755
+44 113 244 3910 fax

North West England

Chester 
2 St Johns Court,
Vicars Lane,
Chester,
Ch1 1QE
+44 1244 313 936
+44 1244 340 028 fax

Manchester
The Stables
213 Ashley Road
Hale WA15 9TB
+44 161 927 3822
+44 161 927 3824 fax

Channel Islands

Jersey
La Chasse
La Rue de la Vallee
St Mary
Jersey  JE3 3DL
+44 1534 722 441
+44 1534 759 354 fax

Representative:
Guernsey
+44 1481 722 448

Scotland

Edinburgh •
22 Queen Street
Edinburgh
EH2 1JX
+44 131 225 2266
+44 131 220 2547 fax

Glasgow
176 St. Vincent Street,
Glasgow
G2 5SG
+44 141 223 8866
+44 141 223 8868 fax

Representatives:
Wine & Spirits
Tom Gilbey
+44 1382 330 256

Wales 

Cardiff
7-8 Park Place,
Cardiff CF10 3DP
+44 2920 727 980
+44 2920 727 989 fax

EUROPE
Austria
Tuchlauben 8
1010 Vienna
+43 (0) 1 403 0001
vienna@bonhams.com

Belgium
Boulevard
Saint-Michel 101
1040 Brussels
+32 (0) 2 736 5076
belgium@bonhams.com
 
Denmark
Henning Thomsen
+45 4178 4799
denmark@bonhams.com
 
France
4 rue de la Paix
75002 Paris
+33 (0) 1 42 61 10 10
paris@bonhams.com
 
Germany - Cologne
Albertusstrasse 26
50667 Cologne
+49 (0) 221 2779 9650
cologne@bonhams.com
 
Germany - Munich
Maximilianstrasse 52
80538 Munich
+49 (0) 89 2420 5812
munich@bonhams.com
 
Greece
7 Neofytou Vamva Street
Athens 10674
+30 (0) 210 3636 404
athens@bonhams.com
 
Ireland
31 Molesworth Street
Dublin 2
+353 (0) 1 602 0990
dublin@bonhams.com
 
Italy - Milan
Via Boccaccio 22
20123 Milano
+39 0 2 4953 9020
milan@bonhams.com
 
Italy - Rome
Via Sicilia 50
00187 Roma
+39 0 6 48 5900
rome@bonhams.com
 
 
 

The Netherlands
De Lairessestraat 154
1075 HL Amsterdam
+31 (0) 20 67 09 701
amsterdam@bonhams.com
 
Portugal
Rua Bartolomeu Dias nº 
160. 1º
Belem
1400-031 Lisbon
+351 218 293 291
portugal@bonhams.com

Russia – Moscow
Anastasia Vinokurova
+7 964 562 3845
russia@bonhams.com
 
Russia - St. Petersburg
Marina Jacobson
+7 921 555 2302
russia@bonhams.com
 
Spain - Barcelona
Teresa Ybarra
+34 930 087 876
barcelona@bonhams.com
 
Spain - Madrid
Nunez de Balboa no 4-1A
28001 Madrid
+34 915 78 17 27
madrid@bonhams.com
 
 Spain - Marbella
James Roberts
+34 952 90 62 50
marbella@bonhams.com
 
Switzerland
Rue Etienne-Dumont 10
1204 Geneva
+41 (0) 22 300 3160
geneva@bonhams.com

MIDDLE EAST
Dubai
Deborah Najar
+971 (0)56 113 4146
deborah.najar@bonhams.com

Israel
Joslynne Halibard
+972 (0)54 553 5337
joslynne.halibard@
bonhams.com

NORTH AMERICA
USA

San Francisco •
220 San Bruno Avenue
San Francisco
CA 94103
+1 (415) 861 7500
+1 (415) 861 8951 fax

Los Angeles •
7601 W. Sunset Boulevard
Los Angeles
CA 90046
+1 (323) 850 7500
+1 (323) 850 6090 fax

New York •
580 Madison Avenue
New York, NY
10022
+1 (212) 644 9001
+1 (212) 644 9007 fax

Representatives: 
Arizona 
Terri Adrian-Hardy
+1 (480) 994 5362
California
Central Valley
David Daniel
+1 (916) 364 1645
Southern California
Christine Eisenberg
+1 (949) 646 6560
Colorado
Julie Segraves
+1 (720) 355 3737
Florida
Palm Beach 
+1 (561) 651 7876
Miami 
+1 (305) 228 6600
Ft. Lauderdale 
+1 (954) 566 1630
Georgia
Mary Moore Bethea
+1 (404) 842 1500
Illinois
Ricki Blumberg Harris
+1 (312) 475 3922
+1 (773) 267 3300
Massachusetts
Boston/New England
Amy Corcoran
+1 (617) 742 0909

Nevada
David Daniel
+1 (775) 831 0330
New Mexico
Leslie Trilling
+1 (505) 820 0701

Oregon
Sheryl Acheson
+1(503) 312 6023

Pennsylvania
Margaret Tierney
+1 (610) 644 1199

Texas
Amy Lawch
+1 (713) 621 5988

Washington 
Heather O’Mahony
+1 (206) 218 5011
Washington DC
Mid-Atlantic Region
Martin Gammon
+1 (202) 333 1696

CANADA
Toronto, Ontario • 
Jack Kerr-Wilson
20 Hazelton Avenue
Toronto, ONT
M5R 2E2
+1 (416) 462 9004
info.ca@bonhams.com
Montreal, Quebec
David Kelsey
+1 (514) 341 9238
info.ca@bonhams.com

SOUTH AMERICA
Argentina
Daniel Claramunt
+54 11 479 37600
Brazil
+55 11 3031 4444
+55 11 3031 4444 fax

ASIA
Hong Kong • 
Suite 2001
One Pacific Place
88 Queensway
Admiralty
Hong Kong
+852 2918 4321
+852 2918 4320 fax
hongkong@bonhams.com

Beijing
Hongyu Yu
Suite 511
Chang An Club
10 East Chang An Avenue
Beijing 100006
+86(0) 10 6528 0922
+86(0) 10 6528 0933 fax
beijing@bonhams.com

Japan
Akiko Tsuchida
Level 14 Hibiya Central 
Building
1-2-9 Nishi-Shimbashi
Minato-ku
Tokyo 105-0003
+81 (0) 3 5532 8636
+81 (0) 3 5532 8637 fax
akiko@bonhams.com

Singapore
Bernadette Rankine
11th Floor, Wisma Atria
435 Orchard Road
Singapore 238877
+65 (0) 6701 8038
+65 (0) 6701 8001 fax
bernadette.rankine@
bonhams.com

Taiwan
Summer Fang
37th Floor, Taipei 101 Tower
Nor 7 Xinyi Road, Section 5
Taipei, 100
+886 2 8758 2898
+886 2 8757 2897 fax
summer.fang@
bonhams.com

AUSTRALIA
Sydney
76 Paddington Street
Paddington  NSW  2021
Australia
+61 (0) 2 8412 2222
+61 (0) 2 9475 4110 fax
info.aus@bonhams.com

Melbourne
Como House
Como Avenue
South Yarra 
Melbourne VIC 3141
+61 (0) 3 8640 4088
+61 (0) 2 9475 4110 fax
info.aus@bonhams.com

AFRICA
Nigeria
Neil Coventry
+234 (0)7065 888 666
neil.coventry@bonhams.com 
South Africa - 
Johannesburg
Penny Culverwell
+27 (0)71 342 2670
penny.culverwell@bonhams.com

International Salerooms, Offices and ssociated Companies  (• Indicates Saleroom)
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Sale title: Sale date:  

Sale no. Sale venue: 

Customer Number Title

First Name Last Name

Company name (to be invoiced if applicable)

Address 

City County / State

Post / Zip code Country

Telephone mobile Telephone daytime

Telephone evening Fax

Preferred number(s) in order for Telephone Bidding (inc. country code)

E-mail (in capitals)
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