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houses, public museums and commercial art galleries in Australia, England, Germany and Italy. He is a 
graduate of Monash University School of Fine Art, and has also studied at the University of Melbourne 
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BRETT WHITELEY
Drawing of a Man Drinking (also known as Portrait) 1965
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JEFFREY SMART
Level Crossing 1997
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LOUIS BUVELOT
Emu Creek near Terrinallum, Darlington, Victoria c1870



GARRY SHEAD  
born 1942

Portrait of Rod Menzies 2018
oil on board

122.0 x 91.5 cm
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IN MEMORIAM 
RODNEY MENZIES (1945-2022)

In this June catalogue we pay tribute to Menzies’ late Chairman and Owner, Rod Menzies, whose vision  
to create a specialist fine art auction house in Australia continues to this day.  

Rod was a pioneering and visionary figure in the Australian art trade, initially as a collector of Modern and Impressionist 
pictures, and later as the self-styled proprietor of Deutscher~Menzies (now Menzies), launched in 1998, and Lawsons, 

which he acquired from the Badgery family in 2001.

He was a vociferous champion of Australian art, as evidenced by the speed with which he wrested market share  
from Sotheby’s and Christie’s in the late 1990s, and his propensity to achieve record auction results for artists like  

Brett Whiteley, Sidney Nolan, Jeffrey Smart and Howard Arkley, which still stand today.

Rod prided himself on being accessible to a broad clientele, from more modest ‘mum and dad’ collectors to major 
private and institutional collectors in Australia and abroad. He was a ‘hands-on’ Chairman, who was in constant 

communication with his key staff, and until very recently a fixture  at Menzies’ auctions despite his diminishing health.

He departs this life having been a significant figure in the Australian business landscape across the diverse fields  
of cleaning, property services, bloodstock and viticulture, as well as art and collectables for over half a century.  

Rod created a formidable legacy and many cherished memories.

Rod leaves behind his wife Carolyn, three sons Cameron, Brandon and Lachlan,  
and four (soon to be five) grandchildren. 
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MARGARET OLLEY
Wildflowers in the Kitchen 1998-99
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01

MARGARET PRESTON
(1875-1963)

Cinerarias c1927
hand-coloured woodcut
23.6 x 22.8 cm (image)
edition: 10 (edition size unknown)
initialled within image lower right: M.P.
signed lower right: Margaret Preston
numbered and titled lower left: 10th print Cineraria

PROVENANCE

Private collection, Victoria, c1930s
Thence by descent, private collection, Tasmania, 1982

LITERATURE

Butler, R., The Prints of Margaret Preston: A Catalogue Raisonné, 
Australian National Gallery, Canberra, 1987, p.131, cat.119  
(illus. another example)

RELATED WORKS

Other examples of this work are held in the collections of the 
National Gallery of Australia, Canberra (ed.7) and the Art Gallery 
of Western Australia, Perth (ed.8)

$15,000 - $20,000
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02

ALBERT NAMATJIRA
(1902-1959)

Arrernte/Aranda language group

Ghost Gum and MacDonnell Ranges
watercolour on paper
17.5 x 26.5 cm
signed lower right: ALBERT NAMATJIRA

PROVENANCE

Acquired from the artist, private collection, Sydney, c1956 
Thence by descent, private collection, Sydney

$18,000 - $25,000
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03

ALBERT NAMATJIRA
(1902-1959)

Arrernte/Aranda language group

Blue Ranges
watercolour on paper
25.5 x 35.5 cm
signed lower right: ALBERT NAMATJIRA
bears inscription verso: Near [illeg.] Ranges/ Albert Namatjira

PROVENANCE

Acquired from the artist, private collection, Sydney, c1956 
Thence by descent, private collection, Sydney

$20,000 - $30,000
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04

CLARICE BECKETT
(1887-1935)

Beaumaris Foreshore
oil on board
37.0 x 29.0 cm

accompanied by a statement of authenticity signed  
by the artist's sister, Hilda Mangan (attached verso)

PROVENANCE

Collection of Hilda Mangan, Melbourne
Rosalind Humphries Galleries, Melbourne
Collection of Ruth Prowse, Canberra
Thence by descent, private collection, Melbourne
Menzies, Melbourne, 11 December 2014, lot 13
Company collection, Melbourne
Menzies, Melbourne, 22 November 2018, lot 5
Company collection, Melbourne

EXHIBITED

Homage to Clarice Beckett (1887-1935): Idylls of Melbourne  
and Beaumaris, Rosalind Humphries Galleries, Melbourne,  
30 October - 20 November 1971, cat.45
Ruth Prowse: Thirty Years of Collecting, ANU Drill Hall Gallery, 
Australian National University, Canberra, 1 April - 16 May 2004
Clarice Beckett: A Collector's Passion - The Ruth Prowse Collection, 
Mornington Peninsula Regional Gallery, Victoria, 12 July - 28 
August 2005, cat.4 
Clarice Beckett, Niagara Galleries, Melbourne, 29 April - 24 May 
2014, cat.9

$30,000 - $40,000
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EMANUEL PHILLIPS FOX
(1865-1915)

Sea at Narrabeen 1914
oil on canvas
33.0 x 46.5 cm
signed lower right: E. Phillips Fox
bears inscription on stretcher verso: 18/ Sea at Narrabeen

PROVENANCE

Collection of Arthur Hordern, Sydney
Leonard Joel,  Arthur Hordern Collection of Australian and 
English Paintings, Melbourne, 14 July 1955, lot 36 
(as Seascape, Narrabeen)
Private collection
Sotheby's, Melbourne, 27 March 1988, lot 85
Private collection, United States of America
Deutscher + Hackett, Sydney, 28 August 2013, lot 80
Private collection, Sydney
Acquired from the above, private collection, Sydney

EXHIBITED

Catalogue of Pictures by the Late E. Phillips Fox, Upper Athenaeum 
Hall, Melbourne, 29 February – 18 March 1916, cat.66
Exhibition of Oil Paintings by the Late E. Phillips Fox, Fine Art 
Society's Galleries, Melbourne, 22 July - 2 August 1919, cat.40
On long-term loan to Newcastle Art Gallery, New South Wales

LITERATURE

Zubans, R., E. Phillips Fox: His Life and Art, The Miegunyah Press, 
Melbourne, 1995, p.229, cat.451

$28,000 - $35,000
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While the later years of Vida Lahey’s career were characterised 
by still lifes and flower studies, her impetus throughout the 
1920s and 30s was landscape painting. As a Queenslander, her 
paintings of Brisbane are undoubtedly among her most coveted, 
as exemplified by the recent auction result for Early Morning, 
Brisbane River 1932 (Fig.1). Waterfronts and architecture are 
recurrent elements in her landscapes, both of which we see 
skillfully executed here. The composition of Brisbane from 
South Bank is like that of her 1928 Italian landscapes, where 
architecture is set against a high-horizon line in morning or 
afternoon light.1 Lahey returned to Brisbane in 1929, and this 
work comes from a group of her city landscapes from 1930-31 
which depict buildings with a European ambience.

The key component of Lahey’s artistic practice is undoubtedly 
her use of colour. The forms, patterns and space within her 
paintings derive chiefly from colour, so that if we were to view 
a desaturated reproduction, it would become difficult to read 
the composition. As author Bettina MacAulay explains, ‘It is 
colour that is the dictionary and grammar of her ‘language of 
art,’ the visual lexicon to her artistic world.’2 This consummate 
use of colour is seen in the brilliant aqua and deep green of 
the river that immediately draw the viewer into the painting. 
Poet Martin Haley described Lahey’s paintings aptly as ‘songs 
of colour.’3

Lahey’s parents were unusual in their day in allowing 
their daughters to follow professional careers of their 
choosing. Accordingly, Lahey was among the first wave of 
Queensland artists who superseded the amateur lady artists 
of the nineteenth century, instead seeing themselves as 
professionals, seeking to earn a living from practicing art. 
As an exhibiting painter, art educator and advocate, Lahey 
became one of the most influential figures in the history of art 
in Queensland.

Art education was central to Lahey’s life, beginning primarily 
with her own training. Lahey was tutored in drawing and 
painting at Brisbane’s Technical College under Godfrey Rivers 
(1858-1925), before studying at the preeminent National 
Gallery School in Melbourne in 1905 and 1909, under Frederick 
McCubbin (1855-1917) and Bernard Hall (1859-1935).4 Lahey 
also took private lessons in watercolour from Walter Withers 
(1854-1914). After three years of war work in London during 
World War One, Lahey travelled to broaden her artistic and 
cultural horizons, and joined Ethel Carrick’s (1872-1952) still life 
classes in Paris and absorbed aspects of Modernism from New 
Zealand artist Frances Hodgkins (1869-1947) in Cornwall.5

Upon returning to Queensland, the deficiencies in art 
education and the availability of art publications appeared 
glaringly obvious. Lahey immediately sought to change 
this by giving lectures and arguing publicly for art to be an 

integral part of life in Queensland. Her greatest initiatives 
include the establishment of the Queensland Art Fund 
and the Queensland Art Library, which offered free access 
to Australian and international art to the then ‘culturally 
and artistically deprived citizens of Brisbane’.6 After World 
War Two Lahey began teaching children’s art classes at 
Queensland Art Gallery – an initiative still thriving today  
at QAGOMA’s Children’s Art Centre. Her legacy as an art 
educator and advocate in early twentieth century Queensland 
is unparalleled.

Unsurprisingly, with this persistent advocacy work, her own 
artistic practice suffered; between 1921 and 1936, she was 
prolific with twenty three solo exhibitions (including shows 
in Paris, London, and the United States) but from 1946 to 1963 
she had just eleven solo exhibitions, only two of which were 
outside Queensland. We can only speculate on the artistic 
heights she would have reached had she not been distracted 
by her cause. Certainly, her midcareer works, including the 
present lot, are equal in quality to those being painted by  
the highly praised artists from the dominant Melbourne-
Sydney axis. 

FOOTNOTES

1.  MacAulay, B., Songs of Colour: The Art of Vida Lahey, Queensland Art Gallery, 
Brisbane, 1989, p.59

2. Ibid., p.33

3. Haley, M., 'In Memoriam', The Catholic Leader, 1968; reproduced in Ibid., p.14

4. Ibid., p.15

5. Ibid., p.19

6. Ibid., p.24

Asta Cameron
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VIDA LAHEY
(1882-1968)

Brisbane from South Bank c1930
oil on plywood
24.5 x 29.5 cm
signed lower right: V. LAHEY.

PROVENANCE

Collection of Dr V.N.B. Willis, Queensland
Gift from the above to Mrs Conde, Queensland
Thence by descent, private collection, Queensland
Private collection, Queensland
Menzies, Sydney, 23 September 2014, lot 89 
Collection of Geoffrey Villiers Lahey, Melbourne

$40,000 - $50,000

Figure 1  
Early Morning, Brisbane River 1932
oil on canvas on board
51.5 x 76.5 cm
Sold Deutscher + Hackett, Melbourne, 10 November 2021, lot 7, 
$104,318 (including buyer’s premium)
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07

JEFFREY SMART
(1921-2013)

Encounter Bay 1946
watercolour on paper
27.0 x 37.0 cm
signed lower right: JEFF SMART

PROVENANCE

Leonard Joel, Melbourne, 13 April 1988, lot 39 (as Victor Harbour)
Private collection, Melbourne

EXHIBITED

An Exhibition of Paintings by Jeff Smart and Jacqueline Hick, David Jones Art Gallery, Sydney, 4 - 16 November 1946, cat.29
Paintings by Jacqueline Hick and Jeff Smart, Georges Gallery, Melbourne, 4 - 13 March 1947, cat.6
Exhibition of Oils and Watercolours by Jeff Smart, John Martin's Art Gallery, Adelaide, 5 - 18 May 1948, cat.28

LITERATURE

Quartermaine, P., Jeffrey Smart, Gryphon Books, Melbourne, 1983, p.101, cat.101

RELATED WORKS

Holiday Resort 1946, oil on canvas, 51.0 x 61.0 cm, Art Gallery of South Australia collection, Adelaide, gift of Douglas and Barbara 
Mullins to commemorate the Gallery's 125th Anniversary, 2006

$8,000 - $12,000
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KENNETH MACQUEEN
(1897-1960)

Hillside and Cloud
watercolour on paper
36.0 x 47.0 cm
signed lower right: KENNETH MACQUEEN

PROVENANCE

Private collection, Victoria 
Thence by descent, private collection, Melbourne

$6,000 - $8,000
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09

GRACE COSSINGTON SMITH
(1892-1984)

Hills at Evening Round Florence 1949
oil on canvas-board
46.0 x 36.0 cm
signed and dated lower left: G. Cossington Smith 49
bears inscription verso: ''HILLS ROUND FLORENCE/ AT EVENING.''/ GRACE COSSINGTON SMITH/ Ex John Lane Collection/ 1967

PROVENANCE

Collection of John Lane, Sydney
Macquarie Galleries, Sydney, 1967
Private collection, New South Wales
Thence by descent, private collection, New South Wales

EXHIBITED

Exhibition of Paintings - Grace Cossington Smith, Macquarie Galleries, Sydney, 18 - 30 July 1951, cat.11
English and Italian Oil Paintings - Grace Cossington Smith, Macquarie Galleries, Sydney, 31 May - 12 June 1967, cat.1  
(as Hills Round Florence at Evening)

$18,000 - $25,000
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CRESSIDA CAMPBELL
born 1960

Graveyard, Penang 1990
unique woodblock print
53.0 x 52.0 cm (image)
signed and dated lower right: Cressida Campbell '90
titled lower centre: GRAVEYARD, PENANG

PROVENANCE

Rex Irwin Art Dealer, Sydney, 1991 (label attached verso)
Private collection, Sydney

EXHIBITED

Cressida Campbell: Woodblock Prints and Woodblocks 1990-1991, 
Rex Irwin Art Dealer, Sydney, 9 April - 4 May 1991, cat.8

LITERATURE

Crayford, P. (ed.), The Woodblock Painting of Cressida Campbell, 
Public Pictures, Sydney, 2008, p.343, cat.P9005

$30,000 - $50,000
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The diaries of 1948 contain a further complicated story. Friend 
was conflicted between a necessary solitariness for his 
work, as opposed to a constant craving for social interaction. 
Caught between these two states he struggled with self-
doubt, attempting to put his painting on the same level as 
his drawing. In this, he compared himself unfavourably to his 
dearest friend Drysdale:

He has a startling and noble perception of what he paints… 
I turn out things which mean nothing beyond paint itself.3

But when we look at this 1948 image of a boy in a landscape, 
Donald’s comment against himself seems far too harsh. The 
impeccable placement of the figure, carefully describing the 
shapes of clothing before the poetic haze of Hill End behind 
him, speaks of an artist gazing at a suspended hallucination of 
his own transient youth.

FOOTNOTES

1. Most of the subjects in this exhibition appear to be landscapes.

2. Collection: National Gallery of Australia, Canberra

3. Diary entry 2nd March 1948, National Library of Australia, Canberra 

Barry Pearce 

Barry Pearce is Emeritus Curator of Australian Art at the Art Gallery of 
New South Wales. He is responsible for many exhibitions and publications 
and is the co-author of Justin O'Brien: The Sacred Music of Colour (2010) 
and the author of Donald Friend 1915-1989: A Retrospective (1990).

This beautifully restrained portrait was included in a critically 
praised solo exhibition by Donald Friend in June 1948 at 
Macquarie Galleries in Sydney, as Country Boy (cat.7).1  However, 
confirmation of the identity of its subject remains uncertain.

There are numerous contenders. During 1948, Friend was 
living with his friend Donald Murray in their recently purchased 
nineteenth century house in Hill End, New South Wales. It 
was a particularly fertile period for Friend’s figure drawing, 
that had begun with masterful studies of his beloved Torres 
Strait Islander family in the early 1940s to a magnum opus, 
The Apocalypse of St John the Divine, completed at Hill End in 
1949 for which the artist used various models.2 In his famous 
diaries there are plenty of references to urchins and drunken 
youth making a nuisance of themselves around the town, 
who may have caught his attention to capture fresh subjects 
for his masterpiece. Then again, this particular portrait, with 
its indelible aura of innocence, may simply be the son of a 
neighbouring family.

During this period, Friend made drawings of Colin Brown, 
a young blonde-haired sculpture apprentice he had met in 
Merioola in 1946, and whom he encouraged to join him and 
Murray at Hill End, and numerous studies of individuals who 
came in and out of their existence, including tender drawings 
of Russell Drysdale’s (1912-1981) two children Lynne and  
Tim, the latter who with his father came to stay at Hill End 
during September.

All surviving images of that time, in fact, reveal an abiding  
dignity in Friend’s deep love of drawing and painting the figure. 
His talent was alert to the world, exuding a compassion for 
humanity now eclipsed by the implications perceived in his 
later Balinese life and career. 

11

DONALD FRIEND
(1915-1989)

Country Boy 1948
oil on canvas on board
46.0 x 35.0 cm
signed and dated lower right: DONALD. '48.

PROVENANCE

Macquarie Galleries, Sydney
Private collection, Melbourne

EXHIBITED 

Donald Friend: Paintings and Drawings, Macquarie Galleries, Sydney, 2 June - 14 June 1948, cat.7

$40,000 - $60,000
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James Gleeson was a powerful presence in the Australia art 
scene for more than sixty years, yet always sat apart from the 
mainstream, content to forge his own highly distinctive and 
individual path. Gleeson’s personal form of surrealism often 
seemed at odds with his quiet demeanour and understated 
style. His paintings from the very beginning are immediately 
recognisable, built on a knowledge of classical painting and the 
surrealists of the early twentieth century. 

He was particularly taken by artists such as Breughel, El Greco 
(1541-1614), Poussin (1594-1665) and William Blake (1757-1827). 
From Poussin, he took elements of the classical landscape, 
while Blake and El Greco were inspirations for the stylised 
figures of souls in torment. Classical figures, nude or draped, 
become trapped in caves and chasms, surrounded by grotesque 
forms. The land takes human form, tortured, stretched  
and grotesque. At times Gleeson uses colonnades and bridges 
that are a nod to De Chirico, but with the eloquence of a 
Renaissance master.

Gleeson was not alone as surrealist in the Australian context. 
By the 1940s, Albert Tucker (1914-1999) and Arthur Boyd 
(1920-1999) both expressed their despair at the war through 
surrealist explorations of urban life in Melbourne. Tucker 
particularly, adopted an aggressive, elemental form of mark 
making in contrast to the refined style and unreality of his 
Gleeson’s imagined landscapes. 

Captives in a Threatening Landscape is a relatively small work, 
but more remarkable for the complexity and intensity of its 
subject matter. James Gleeson has obviously absorbed the 
lessons of surrealist painting, but he has brought his own 
vision and finish to his captive subjects. Their disposition 
suggests the pair have been expelled from the Garden of 
Eden to become captive in a grotesque landscape, where 
rocks have teeth and strange life forms lurk in dark caves. 

The captive figure is a theme Gleeson would return to 
throughout his lengthy career. It provided a metaphor for 
humanity trapped in the terrors of a world war that was 
taking the lives of millions of people. James Gleeson’s 
Captives in a Threatening Landscape appears at auction for 
the first time in almost twenty five years. It is an important 
painting, and a personal response to the suffering and psyche 
of the combatants and innocent victims of terror.

Gavin Fry

Gavin Fry is a writer, artist and museum professional with fifty years’ 
experience working in curatorial and management positions in Australian 
museums, galleries and educational institutions. 
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JAMES GLEESON
(1915-2008)

Captives in a Threatening Landscape 2 1944
oil on canvas on board
61.5 x 50.0 cm
signed lower left: Gleeson
signed and inscribed verso: To Belle from Jim/ Christmas 1951

PROVENANCE

Gift from the artist to his niece, Sydney, 1951
Christie's, Melbourne, 24 November 1999, lot 28
Eva Breuer Art Dealer, Sydney
Private collection, Sydney
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Free, R., James Gleeson: Images from the Shadows, Craftsman House, Sydney, 1993, pp.25, 64 (illus. p.65, pl.9)
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Typically, Australian landscape painting of the 1940s depicted 
vast open country and sprawling bushland. Sali Herman 
chose to paint locally and capture the close-at-hand realities 
of Sydney’s urban environment. His choice of subject was 
misunderstood and referred to as slum-scapes that threatened 
to dismantle the great Australian dream.1 Now, Herman’s 
iconography is considered important as it portrays the lifestyle 
and, significantly, the feeling of Sydney during the post  
war era. 

The present work, Dadswell’s Studio 1948, shows Australian 
sculptor Lyndon Dadswell’s (1908-1986) workspace that was 
situated on the corner of Jersey Road and Thorne Street on 
the edge of Paddington. The studio, converted from an old, 
disused stable, sat behind Douglas Dundas’ terrace house. 
A hive of activity, Dadswell can be seen creating a sculpture 
while others lay scattered in the unruly undergrowth. 
Broken windows frame the building, and a dog pootles in the 
foreground. Herman refers to, although with artistic licence, 
Dadswell’s Reclining Nude series from 1945-49 that explored 
clay and concrete, materials thought then appropriate to 
modern sculpture.2 

The photograph taken of Dadswell’s studio in the late 1940s 
(Fig.1) is a useful comparison. Dadswell’s daughter, Penny 
Zylstra, has happy memories of playing around the studio as 
well as helping her father with his sculpture. The evocation 
captured by Herman allows the viewer to be transported to a 
place and time unknown by many of its inhabitants today. 

FOOTNOTES

1.  Pearce, B., Sali Herman: Retrospective, Art Gallery of New South Wales, Sydney, 
 1981, p.9

2.  Edwards, D., Lyndon Dadswell 1908-1986, Wild & Woolley PTY. LTD, Sydney, 1992, p.50 

Clementine Retallack
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SALI HERMAN
(1898-1993)

Dadswell's Studio 1948
oil on card on canvas
46.5 x 57.0 cm
signed and dated lower right: S. Herman. 48

PROVENANCE

Gift from the artist to Lyndon Dadswell, Sydney
Thence by descent, private collection, Sydney

We gratefully acknowledge the assistance of Penny Zylstra in cataloguing this work

$15,000 - $20,000

Figure 1 

Lyndon Dadswell at his studio in Woollahra, Sydney, c1946
Image courtesy of Penny Zylstra
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SIDNEY NOLAN
(1917-1992)

Kelly on Horse c1962
oil on paper
49.0 x 62.5 cm
signed lower right: Nolan
inscribed verso: Kelly on Horse

PROVENANCE

Holdsworth Galleries, Sydney (label attached verso)
Private collection, Sydney

$28,000 - $35,000
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ARTHUR BOYD
(1920-1999)

Swans and Gulls on the Shoalhaven River c1984
oil on board
30.0 x 22.5 cm
signed lower right: Arthur Boyd

Wagner Art Gallery, Sydney, label attached verso
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JOHN COBURN
(1925-2006)

Fan Fair 1972
gouache on paper on board
64.5 x 51.5 cm
signed and dated lower right: Coburn '72

PROVENANCE

Private collection
Collection of Margaret Feilman OBE, Perth
Estate of the above 
Acquired from the above, private collection, Perth, 2013

$20,000 - $25,000
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JOHN COBURN
(1925-2006)

Blue and Gold II
oil and gold leaf on canvas on board
60.5 x 76.0 cm
signed lower right: Coburn
inscribed verso: Blue & Gold II

PROVENANCE

Barry Stern Gallery, Sydney, 1976 
Private collection, Sydney

$25,000 - $35,000
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The setting for this painting is the Italian port town of Syracuse 
(Siracusa) on the east coast of Sicily. Smart first visited Sicily 
in March 1964 with fellow Australian artist Justin O’Brien  
(1917-1996), whose work graces the cover of this auction 
catalogue (Lot 26).1  Smart subsequently travelled through Sicily 
in April 1968 with another expatriate artist, Bryan Westwood  
(1930-2000). This was the same year that Smart moved to 
Rome; a time when his love of Italy and his penchant for 
industrial forms were confirmed. Commenting on his own 
meticulous painting style and his new direction towards 
industrial landscapes at this time he said, ‘How wrong a jet or 
a modern motor car looks painted impressionistically!… Only 
very recently have artists again started to comment on their 
real surrounding.’2 

The next nine years were spent travelling extensively and 
further refining his signature style. Author Barry Pearce cites 
1976 as the moment after which Smart’s path was absolutely 
assured: ‘There was no more anguish… his painting was now 
looking after itself. All that remained was the unfolding  
of acclaim he deserved for sticking to his guns and changing 
the way so many people have seen and related to the  
modern world.’3 It is during this zenith that the present work 
was painted. 

In early 1977, Smart and his partner Ermes de Zan took a road 
trip through Sicily, after which Smart produced three studies 
(the third of which is the present painting) and a final work 
depicting waiting shipping containers at Syracuse Harbour. 
All four works were then exhibited in his Australian Galleries 
show in March the following year. In reviewing this exhibition, 
art critic Ronald Millar commented that while lesser painters 
‘simply catalogue the common place… [Smart] intensifies the 
real and makes it into revelation.’4 Mr. A. L. Abrahams purchased 
Third Study for Waiting Containers, Syracuse Harbour from 
that exhibition, and it has been privately held by the Abrahams 
family since. These studies indicate a typical working method 
for Smart, who would often start with quick sketches that were 

developed into more finished drawings, then comprehensive 
oil studies, followed by a finished painting. Due to Smart’s 
scrupulous process, the final work often differs only slightly 
from the oil studies, as is the case for Waiting Containers, 
Syracuse Harbour. As can be seen in Fig.1, the composition 
and palette are almost identical, with the difference being 
the corrugations on the shipping containers.  

Smart returned to the subject of shipping containers at many 
points throughout his career, employing their bright colours 
and large-scale, tessellating forms. Well-known examples 
include the majestic Truck and Trailer Approaching a City 
1973, held in the collection of the Art Gallery of New South 
Wales, or the colossal Container Train in Landscape 1984, 
which was commissioned for the Arts Centre Melbourne, and 
is currently hanging in their Fairfax Studio, spanning almost 
ten metres in length. As in these paintings, the containers in 
Third Study for Waiting Containers, Syracuse Harbour are an 
examination of geometry and structured form. Smart points 
to the beauty of our contemporary and industrialised world, 
using classical proportions to achieve a sense of repose 
and stillness. The softly painted grey sky becomes the ideal 
backdrop to juxtapose the brightly coloured containers and 
their strongly articulated forms. 

FOOTNOTES

1. Smart, J., Not Quite Straight, Heinemann, Melbourne, 1996, p.362

2.  Smart, J., Art International, Rome, May 1968, vol.xii, no.5, quoted in Quartermaine, 
P., Jeffrey Smart, Gryphon Books, Melbourne, 1983, p.125

3. Pearce, B., Jeffrey Smart, The Beagle Press, Sydney, 2005, p.186

4. Millar, R., ‘Urban Visions from Foreign Lands’, The Australian, 10 April 1978

Asta Cameron
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JEFFREY SMART
(1921-2013)

Third Study for Waiting Containers, Syracuse Harbour 1977
oil on canvas on board
24.0 x 29.0 cm
signed lower right: JEFFREY SMART
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Figure 1 

Waiting Containers, Syracuse Harbour 1977
oil on canvas
40.0 x 46.5 cm
Sold Menzies, Melbourne, 24 July 2014, lot 33, 
$233,182 (including buyer’s premium)
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GARRY SHEAD
born 1942

The Supper 1993
oil on board
90.0 x 121.0 cm
signed lower right: Garry Shead
signed, dated and inscribed verso: GARRY SHEAD/ THE SUPPER 93/ OIL
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Dover Street Gallery, London (label attached verso)
Private collection, Sydney
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Savill Galleries, Sydney, 2010
Private collection, Sydney
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Figure 2 

The Supper 1994
etching
25.0 x 32.0 cm
edition of 50 (ed. 5/50 illustrated)

Garry Shead, who turns eighty this year, has been widely 
seen as one of Australia’s finest lyrical romantic painters 
of his generation. There is a softness and gentleness in his 
art – a daydream quality – where imagery from a closely 
observed local reality can seamlessly flow into fantasia. 
Animals, especially Australian native birds, kangaroos, emus 
and koalas, are not only anthropomorphised but adopt strong 
personalities and play a role in human affairs. The location 
in much of his art is unmistakably Australian, frequently 
set along the scrubby central coast of New South Wales or 
specifically around Bundeena in the Royal National Park, 
south of Sydney, where he has lived since 1987, but the world 
evoked in these paintings resembles that of a dreamscape.

As a young man, Garry Shead absorbed the influences 
of numerous artists and experimented with different 
conventions of art making. He embraced a number of art 
forms, including filmmaking and printmaking, both of which 
he continues to practice professionally through to the present 
day. He also embarked on several decades of study of the 
techniques of the old masters from Rembrandt (1606-1669), 
Titian (1488/90-1576), Velázquez (1599-1660) and Piero della 
Francesca (1415/20-1492) through to Salvador Dalí (1904-
1989). Shead’s mature work that started to emerge in the 
early 1980s is exceptionally well crafted with the paintings 
carefully structured and the surfaces frequently built up 

through layers of glazes yet, at the same time, appearing loose 
and spontaneous as if miraculously breathed onto the surface 
of the painting. 

Shead is a very well-read artist and much of his art has literary 
underpinnings without ever illustrating a literary narrative. 
D.H. Lawrence, the enigmatic poet Ern Malley and the great 
epic poet Dante are some of his literary sources of inspiration 
and, in each instance, he wills himself into the lives and literary 
creations of these writers. In some of his paintings and graphics 
the artist identifies with Lawrence, Ern Malley and Dante and 
as the artist creator enters the work as an insider rather than 
as an outside observer. Similarly, Shead in some of his paintings 
adopts the persona of Rembrandt or Velázquez and through his 
art reinvents their worlds. He views their worlds though the 
eyes of an Australian artist.

In Shead’s method of art making he has built up a repertoire 
of forms and artistic inventions and, in a manner similar 
to artists like Marc Chagall (1887-1985) and Sidney Nolan  
(1917-1992), these inventions frequently reoccur throughout 
his oeuvre in different combinations. Also, like many of the 
old masters and major moderns, Shead occasionally revisits 
earlier compositions so that although there are chronological 
boundaries for many of the main ‘series’ in his art – for example, 
the D.H. Lawrence series, the Royal Suite, the Dante series or 

Figure 1  
The Supper 1992
oil on board
91.5 x 122.5 cm
Private collection
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Figure 3

The Great White Goddess 1998
oil on canvas
122.0 x 153.0 cm
Private collection

Ern Malley cycle – these themes are sometimes revisited 
many years after their initial creation. 

Shead’s The Supper 1993 is an important painting that brings 
with it an immensely rich framework of cultural references. 
It appears in the form of the classic Last Supper, where Christ 
reveals to his disciples that one of them will betray him and, 
before he takes leave of them, he initiates the holy Eucharist 
as a path for salvation. In Shead’s painting, the figure of the 
Saviour has been substituted by a D.H. Lawrence-like character 
that could also be interpreted as the artist and the disciples 
have become an all-Australian menagerie – with a kookaburra, 
a magpie, the kangaroo and the sulphur-crested cockatoo. 

The table, which is covered by a white cloth, is slightly 
crescent in shape and reflected above it is a crescent-shaped 
field of soft warm light that together create an oval in the 
centre of the composition within which all of the action takes 
place. Surrounding this luminous centre is a cool subdued 
area of shade that has the effect of seemingly projecting 
the figures into the viewer’s space. At the ‘apex’ of this 
compositional oval is a traditional conical light shade with its 
protruding naked lamp that is reminiscent of a similar motif 
in Picasso’s (1881–1983) Guernica 1937. Symbolically this is the 
unlikely source of all illumination within the interior space of 
the painting.

Interpreting this painting is a matter of some complexity and 
the desire to read it as a light-hearted farce is immediately 
tempered by the feeling that we are witnessing some sort 
of ritual that is performed with a degree of dignity and 
solemnity. In an earlier version of the painting, of almost 
identical dimensions, The Supper 1992,1 there is a greater 
intensity with the figures more animated. The cockatoo 
grasps the chalice with wine, the kookaburra takes the bread 
and the kangaroo possibly in a sinister move is the one ‘who 
dips the sop’ and is identified as Judas. The magpie and the 
kookaburra appear in lively discussion, each denying that he is 
the betrayer of Christ.

In the version of The Supper that is subject of this essay, the 
figures appear less engaged, the implements on the table 
are less defined and the gestures of the participants are 
more symbolic. As is frequently the case in Shead’s interior 
compositions, the space is punctuated by doorways or 
windows that mark avenues for escape into the outside 
world and into nature. We catch a glimpse of a tranquil world 
set at dusk while within the interior space some sort of drama 
is unfolding that is being played out by symbolic presences.  
It is a haunting painting that casts its peculiar sense of magic.

CONTINUES ON PAGE 40
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GARRY SHEAD
born 1942

Bush Bacchanal, Pokolbin 2011
oil on linen
230.0 x 304.5 cm
signed and dated lower right: Garry Shead 2011

PROVENANCE

Acquired from the artist, private collection, Sydney
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Australia Day Exhibition 2013, Australian Galleries, Melbourne, 26 January - 3 February 2013
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$250,000 - $350,000

CONTINUED FROM PAGE 39

Lindsay (1879-1969) and in some way he was attracted by 
the idea of pagan mythological creatures somehow being 
transplanted into the Australian bush. As a child, Shead would 
spend most Easter holidays staying with O’Shea and in whose 
house there were pen and ink drawings by Norman Lindsay. 
Shead remembered O’Shea as his art mentor in his childhood. 
The series of paintings that he made of O’Shea bring together 
the great winemaker and Greek mythology connected with 
Bacchus and the celebration of wine. 

In Shead’s imagery, O’Shea, who in life was short sighted and 
wore thick glasses, appears as the bespectacled, slightly 
built youthful character that was an unlikely candidate for 
a bacchanal. O’Shea was described as ‘short but well built. 
He had a penetrating stare through his thick glasses, yet his 
eyes sparkled. His prominent nose had a lot to do with his 
acute sense of smell and taste.’2 O’Shea was rejected from 
enlisting in the military because of his defective vision and 

To some extent, Shead is also an autobiographical artist 
where experiences from childhood or childhood memories 
inspire aspects of his art. Shead’s uncle on his mother’s side, 
Maurice O’Shea, was a legendary pioneering winemaker in 
Pokolbin in the Hunter region of New South Wales. Shead’s 
Bush Bacchanal, Pokolbin 2011, is an imaginative evocation 
of Maurice O’Shea sitting astride a wine barrel surrounded by 
male and female centaurs, Pan and his band of followers, and 
a flying toasting Nike figure. There is an unbridled celebration 
of wine in progress with a glimpse of Mount Pleasant in the 
background in reference to the Mount Pleasant winery that 
O’Shea established in 1921. The celebrations take place amidst 
the rich red earth that echoes the colour of the wine. The 
whole scene is witnessed by a large magpie on the left and by 
three sentinel-like kangaroos on the right. The progress of the 
joyous party is challenged by a barking dog in the foreground 
that confronts them.

When Shead was a student in Sydney, he met and interviewed 
for a student newspaper, The Art Wild Oat, the painter Norman CONTINUES ON PAGE 42
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Figure 1  
Bacchus at Mount Pleasant 2009
oil on canvas
91.0 x 122.0 cm
Private collection, Sydney

always felt that he was an outsider despite subsequently being 
championed as one of the great figures in the Australian wine 
industry. There is something that resembles a little farce in this 
Bush Bacchanal, Pokolbin, yet there is also joy and a celebration 
of hedonism. 

All of Shead’s art opens itself to interpretation on a number of 
levels – there is rarely a simple or singular narrative. In this Bush 
Bacchanal, Pokolbin, it is not a transplanted classical arcadia 
into the Australian landscape as was the case with Sydney 
Long (1871-1955) and Norman Lindsay where the Australian 
bush was made to behave as if it was set on a Mediterranean 
island, but the bush in Shead’s painting asserts its presence and 
the celebrating figures appear incongruous and out of place. 
The earth reds, the beautifully rendered sky and the undulating 
hills stress their location in Australia. The sensuous scene 
before our eyes is more like a daydream, while the magpie, 
kangaroos and dog belong to the surrounding reality.

Bush Bacchanal, Pokolbin is both a memory painting and a 
dream painting, one where a wine culture transplanted from 
Europe has taken root within a pocket of unreality where it 
is celebrated by a curious band of revellers. It is also a very 
personal work by the artist where he celebrates a cherished 
childhood memory. 

FOOTNOTES

1.  Grishin, S., Garry Shead: The D.H. Lawrence paintings, Gordon and Breach Arts 
International, Sydney, 1993, pl.42, p.102

2.  Quoted in Grishin S., Garry Shead and the erotic muse, Craftsman House, Sydney, 
2001, p.149

Sasha Grishin 

Sasha Grishin AM, FAHA, is an Emeritus Professor at the Australian 
National University and works internationally as an art historian, art 
critic and curator. 

CONTINUED FROM PAGE 40
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Figure 2 

The Studio 2001
oil on canvas
181.0 x 282.5 cm
Sold Menzies, Sydney, 28 March 2019, lot 44, $319,091 (including buyer’s premium)
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WILLIAM ROBINSON
born 1936

Chooks 1980
oil on canvas
91.5 x 122.0 cm
signed and dated lower right: William Robinson 80
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Figure 1 

Farmyard Scene with Goats and Cows 1983 
oil on canvas 
122.0 x 182.5 cm 
Sold Menzies, Sydney, 10 December 2015, lot 36, $270,000 (including buyer’s premium)

In the painting Chooks, Robinson’s rich and high-toned 
palette is arresting. It is a complex painting in intention and 
form. The overt subject matter is the energy and disarray of 
the farmyard, but its core is the matchless placing of colour. 
Robinson has always immersed himself in his surroundings 
and then painted them. In doing so, he uncovers a sense 
of the marvellous in the ordinary. In Chooks, with its vivid 
textured surface, his rendition of the mundane is an exercise 
in alchemy. 

Out of the banal, the ceaseless pecking of the chicken run, 
has come a tapestry of vibrant colour. Chartreuse grass is 
scumbled with multitudinous tiny strokes of grey to provide 
the ground for the strutting and scrapping of dishevelled 
black roosters asserting dominance of the chicken run – and 
the picture plane – with outstretched wings and talons. 

It appears a scene of chaos but depicting chaos, paradoxically, 
requires structure and the structure of this picture is 
minutely observed. The composition of the work is anchored 
by the weight and sweep of black through the middle third of 
the painting. Black tail feathers and wings touch and float the 
eye to the centre of the picture. The commanding black of the 
roosters in the centre is highlighted by the contrasting dirty 
yellow-gold of their neck feathers and accentuated with 
splashes of the red of combs and wattles – creating a riot of 

Chooks, William Robinson’s exuberantly painted oil on canvas 
from 1980, is one of the works he produced while living on his 
farm at Birkdale near Brisbane. Robinson moved to Birkdale with 
his wife, Shirley, and their young and growing family in 1970 
because they wanted more space and thought their children 
should experience the patterns and rhythms of farming life. 

The Farmyard Paintings of this period grew out of Robinson’s 
townsman’s astonishment at what he saw and was compelled 
to do amidst the variety, the colour, and chaos of this semi-
rural farming life.

During this time, Robinson was still teaching art at the Central 
Technical College in Brisbane, traveling back and forth to 
the farm each day and so, in the mornings and evenings and 
weekends dealing with the unending chores that are part of 
the daily round of a small farm on the edge of a city. Yet, he still 
found time to paint.

His classical training had provided a framework for his 
painting, but he felt there had been little training in the use 
and possibilities of colour. Over the time, this fascination with 
colour became the dominant factor in his work. It is worth 
noting that in the monochrome tones of his surroundings in 
semi-rural Queensland, he was able to discover colour where 
others may have found none. 
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Figure 2 

Chookyard 1982
oil on canvas
89.0 x 121.0 cm
Ipswich Art Gallery collection, Queensland
Acquired with public donations, 1982

colour. At the edges, the white birds give relief to the colourful 
intensity of the centre.

The bedraggled and moulting white wings of the comic bird at 
centre top are intended to evoke amusement but they function 
in another way as well. The wings of the almost floating bird 
hint at the possibility of escape from the chaos of the pecking-
ground into the freedom of flight. Like Marc Chagall (1887-
1985), Robinson uses release from gravity – images of figures 
taking flight – to express the possibility of joy in freedom.

For Robinson – as for William Blake (1757-1827) – energy is 
eternal delight. The visual rendering of this energy shows 
Robinson in peak command of his medium and his subject. 
In many Farmyard paintings, Robinson included images of 
himself. Terence Maloon noted those appearances to frame his 
response to Robinson’s first exhibition of Farmyard paintings 
at Ray Hughes Gallery in 1985. This response is pertinent in its 
iteration of Robinson’s skill.

Farmer Robinson is always in the thick of it all, but his 
counterpart, Painter Robinson is the invisible juggler, 
the choreographer who stands outside the picture  
co-ordinating and bringing equilibrium to the waywardly 
circulating menagerie of forms, colours and graphic 
rhythms.1

In Chooks, with its lush surface and rich colour, Robinson – 
the painter, juggler and choreographer of form – has created 
a painting that stands at the centre of his work. 

FOOTNOTES

1. Maloon, T., Sydney Morning Herald, 6 July 1985, p.48

Lynn Fern

Lynn Fern is a writer specialising in art and cultural concerns and is the 
author of William Robinson, Craftsman House, 1995.
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Wildflowers in the Kitchen 1998-99
oil on board
67.0 x 90.0 cm
signed lower left: Olley
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This work has been catalogued by The Olley Project (courtesy of The Margaret Olley Art Trust & Philip Bacon Galleries, Brisbane)

$90,000 - $120,000
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Olley’s kitchen paintings are a refreshing blend of still life 
and interior. Where previously Olley had depicted her tightly 
composed still lifes against a close, plain backdrop, here she 
combines the two genres. In Wildflowers in the Kitchen, the 
still life, complete with meticulously rendered jug, fruit, and 
flowers, dominates the foreground, while the inviting clutter 
of the room’s interior provides the background. As a result of 
this broad composition, the viewer enjoys a much fuller, more 
detailed painting where one feels they could step into the 
space and make tea. Wildflowers in the Kitchen is very much 
an example of the artist painting at her peak, benefitting from 
years of fine-tuning her painting practice. 

Remarkably, Olley’s most confident and mature works came 
relatively late in life, in her 60s and 70s, with no sign of 
declining technical proficiency. Olley was formally declared 
an Australian National Treasure in 1997, the year before she 
began painting Wildflowers in the Kitchen. She remained one 
of Australia’s best living artists until her death in 2011, aged 88.

The present work shares the same composition as Proteas 

in the Kitchen 2000, which Christine France – art historian, 
curator, and long-time friend of Margaret Olley – chose to 
illustrate the front cover of her book on the artist (reproduced 
here as Fig.1).1 In both paintings, the kitchen bench, scattered 
with various vessels, fruit and flowers, dominates the lower 
right of the composition. The windows above are cropped, 
suggesting an ambivalence to the exterior world. The tiny 
corner of window in the upper left hints at the main light 
source for the scene, creating beautiful highlights and 
shadows on each object. The two works share several of 
the same items, including the white kettle on the counter 
accompanied by an apple on a blue rimmed plate. Other works 
from this period to employ this composition are all privately 
held, including Clivias 2001 and Plumbago 2000.2

This inclination to depict the same objects was driven by 
her belief that each work of art stands alone as an aesthetic 
encounter. The central jug with the wide blue band fringed 
with gold, holding the beautiful mess of wildflowers, is 
also recurrent in many of Olley’s paintings, most notably in 
Hawkesbury Wildflowers and Pears 1973. Painted a quarter of 

Figure 1 

Proteas in the Kitchen 2000
oil on hardboard
61.0 x 91.0 cm
Private collection
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a century earlier, this work is now held in the collection of the 
National Gallery of Australia (reproduced here as Fig.2). This 
jug serves as a reminder that Olley’s paintings depict existing 
assemblages of her real possessions in her Duxford Street 
studio home. 

It is important to note that Olley’s commitment to the still life 
painting was not incidental nor in ignorance to modern art. On 
the contrary, Olley travelled extensively and visited museums 
in Australia and internationally, but chose to make, ‘no stylistic 
concessions to fashion in her painting’.3  Throughout her travels, 
Olley collected the vast array of objects with which she created 
her unique home environment or, as Barry Humphries once 
described it, ‘the rich labyrinth of her magically transformed 
terrace house.’4 Olley surrounded herself with things she 
desired to paint, resulting in a life dedicated to the pursuit of 
beauty. Wildflowers in the Kitchen is an important painting and 
one filled with joy. As Olley herself stated, ‘I have an absolute 
obsession to paint. I go to bed and I can’t wait to wake up and 
be painting again.’5

FOOTNOTES

1. France, C., Margaret Olley, Craftsman House, Sydney, 2002

2. Both works are available to view online via The Olley Project

3. France, C., Margaret Olley, Craftsman House, Sydney, 2002, p.49

4.  Humphries, B., ‘A Note of Exclamation’, quoted in Pearce, B., Margaret Olley,  
Art Gallery of New South Wales, Sydney, 1996, p.8 

5.  Margaret Olley, quoted in France, C., Margaret Olley, Craftsman House, Sydney, 
2002, inside cover

Asta Cameron

Figure 2 

Hawkesbury Wildflowers and Pears c1973
oil on hardboard
101.5 x 76.0 cm
National Gallery of Australia collection, Canberra
Purchased 2011
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In late 1960, at the age of twenty-one, Brett Whiteley 
moved to London. His arrival coincided with what curator 
Bryan Robertson described as ‘the most auspicious moment 
in [the twentieth] century for the reception of Australian 
art by the English.’1 In the decade between 1955 and 1965, 
London attracted all the leading exponents of Australian 
modernism: Arthur Boyd, Michael Johnson, Sidney Nolan, 
Charles Blackman, Fred Williams, John Perceval, and Brett 
Whiteley.   As Blackman recalled, this brash coterie of expat 
Australian artists represented ‘Quite a sum of forces of nature, 
of painting, from this country. And we all saw each other. Being 
there at that time, it was unique in history, I think.’2

Whiteley wasted little time. In 1961, his Untitled Red Painting 
was acquired for the Tate, making him the youngest artist to 
enter its collection. In the same year, Whiteley was included 
in Bryan Robertson’s pivotal exhibition of Recent Australian 
Painting at the Whitechapel Gallery. This would be succeeded 
by solo shows at the Matthiesen Gallery (1962) and the 
Marlborough Gallery (1964), two of the most prominent 
commercial venues for British contemporary art. Whiteley 
was distinguished by his precocious ambition, coupled with 
a prodigious talent for draughtsmanship. He successfully 
transcended the patronising stereotypes of ‘Antipodean’ art 
to enter the mainstream of British modernism,3 becoming part 
of an irreverent ‘New Generation’ that included the likes of 
David Hockney, Patrick Caulfield and Bridget Riley.4 Whiteley’s 
ultimate mentor during the London years would be Francis 
Bacon – the enfant terrible of British art, whom he met at an 
exhibition opening in 1961. 

Whiteley’s Drawing of a Man Drinking 1965 carries the spirit of 
that time. The subject of this work is believed to be a fellow 
patron at The Elgin, a boisterous pub close to Brett and 
Wendy Whiteley’s flat in Ladbroke Grove.5 Whiteley’s drinker 
is captured in still motion, raising a glass to quench his thirst. 
His bald head is enveloped in a swarm of tracery and cloudy 
pigment, revealing only the fleshy outline of his left ear. The 
drawing’s frenzied intensity is relieved by the bare negative 
space of the background and the figure’s striped clothing, 
rendered in thick brushstrokes of white on blue. It is also, of 
course, a drawing about drawing, as revealed by the artist’s 

clipped sketchpad in the foreground, and Whiteley’s diligent 
note-to-self on the colouring of the central composition: 
‘this could be whiter.’ 

It was at The Elgin and other pubs in north London that 
Whiteley first heard of John Reginald Christie, the serial 
killer whose grisly crimes inspired a sequence of paintings 
and drawings from 1964-5.6 The Christie series coincided 
with a major transition in Whiteley’s style, from abstraction 
to figuration; or what he termed ‘specific form’.7 Taking his 
cues from Bacon, Whiteley’s Christie paintings juxtaposed 
shallow, rippling plains of colour with abstracted masses of 
contorted flesh. The bald head, prominent ears and striped 
clothing in Drawing of a Man Drinking are reminiscent of 
Whiteley’s celebrated Head of Christie 1964, a portrait of 
undiluted depravity. Elwyn Lynn’s evocative description of 
the Christie works, written when they were shown in Sydney 
in March 1966, could equally apply to the present work: 

Whiteley likes to locate action in corners or on the edge, to 
leave whole areas empty, as though action always occurs 
on the brink of the bed-abyss. He loves dichotomy in 
technique: soggy stains are slapped with luscious impasto, 
lines of delicate strength circle swampy, amorphous areas 
… His use of space is baffling and unique. This is not so 
much an artistic discovery, but an unfolding of his own 
way of seeing …8

FOOTNOTES

1.  Robertson, B., ‘The London Years,’ in Pearce, B., Brett Whiteley: Art & Life, Thames  
& Hudson in association with the Art Gallery of New South Wales, Sydney, 1995, p.8

2. Shapcott, T., The Art of Charles Blackman, André Deutsch Limited, London, 1989, p.4

3.  Hughes, R., ‘The Shirley Temple of British Art?: Brett Whiteley’s Splash in the 
Mainstream,’ The Bulletin, Sydney, 18 December 1965, p.41

4.  Sutherland, K., Brett Whiteley: A Sensual Line 1957-67, Macmillan Art Publishing, 
Melbourne, 2010, p.114

5.  Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz Publishing, 
Melbourne, 2020, vol.7, p.165

6.  Brett Whiteley, quoted in Difficult Pleasure: A Film about Brett Whiteley, directed 
and produced by Don Featherstone, 1989

7. Sutherland, K., Brett Whiteley: A Sensual Line 1957-67, op. cit., p.88

8. Lynn, E., ‘The Picture of Horror,’ The Australian, 12 March 1966, p.9
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During the mid-1960s, Fred Williams embarked on a sequence 
of works that would secure his reputation as Australia’s 
most accomplished landscape painter in the post-war era.  
In the Lysterfield paintings of 1965-68, Williams presented  
an authoritative vision of the Australian landscape 
characterised by a strong horizon line, rich tonal palette and 
robust, tactile surfaces.   

The Lysterfield landscapes were inspired by the straggling 
bushland and scrub of the Dandenong ranges east of 
Melbourne, where Fred and Lyn Williams purchased a house 
and two acres of land in 1963.  Williams was familiar with the 
surrounding area, having earlier painted at nearby Sherbrooke 
and Upwey.  The artist responded to the landscape at Lysterfield 
with rigorous enthusiasm, spending days at a time sketching 
and painting en plein air before working with oil on large 
canvases in the studio.  Williams regarded the landscape not 
as a subject to be slavishly replicated in paint, but as a ‘vehicle 
for form’ – as stimulus for technical experimentation.1 With 
the Lysterfield series, Williams would jettison descriptive and 
illustrative modes of landscape painting to present a concise 
visual shorthand for the Australian bush – ‘an austere language 
of forms’2 that could be readily interpreted and reimagined.  

Appearing at auction for the first time, Lysterfield I is one of 
the most important gouaches of the series and is closely 
associated with the large oil painting Lysterfield Landscape II 
of 1967.3  In each work, Williams generates a contrast ‘between 
textured bush and the more liquidly-treated foreground’ to 
create ‘a strong sense of an observed, particular landscape.’4 
The deliberate, calligraphic mark-making of Williams’ Upwey 
series has evolved into a looser and more expressionistic 
style of brushwork, rendered in a high-key palette of ochres 

and pinks.  There is a certain rawness and immediacy in the 
negative space of the foreground, counterbalanced by the 
sparseness of a streaky pale sky.  As John McDonald writes of 
the present work, ‘Even when the background is flat and bare 
… Williams uses small, vivid bursts of colour to animate that 
monumental emptiness.’5  

Encompassing remarkable variety of form, the Lysterfield 
landscapes affirmed Williams’ maturity as a painter.  
In summarising the importance of the series, Patrick 
McCaughey observes: ‘The Lysterfield landscapes represent 
the completion of one phase of Williams’s art … He refined his 
method of painting to the point where it was as spontaneous 
as handwriting.  The particularity of the scene fell away, and 
the spare, elementary language of pictorial form emerged 
with crystal clarity.’6  

FOOTNOTES

1.  Robert Hughes, quoted in McCaughey, P., Fred Williams, 1927-1982, Murdoch Books, 
Sydney, 2008, p.9  

2. Ibid., p.187

3.  Lysterfield Landscape II 1967, oil on canvas, 119.5 x 134.5 cm, private collection, 
illus. in Ibid., p.188

4. Ibid., p.187

5.  McDonald, J., ‘Fred Williams,’ in Fred Williams (1927-1982), Marlborough Fine Art 
Ltd, London, 1995, p.5

6. Op. cit. McCaughey, P., pp.184-5
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FRED WILLIAMS
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Lysterfield I 1966-67
gouache and pastel on paper
54.0 x 77.0 cm 
signed lower right: Fred Williams.
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Waterfall 2004
synthetic polymer paint on linen
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signed and dated lower right: W Delafield Cook 04
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The landscape paintings of William Delafield Cook are 
distinctive and reasoned. They are complex depictions of 
rivers and rocky flats, but despite their pinpoint accuracy,  
the paintings also speak of memory. They are formal takes of 
the landscape in which neither bird nor personage resides.  
The impression is vivid, as if the image, as was once suggested, 
is a moment between two breaths.

Delafield Cook was an inveterate traveller as he was expatriate 
as a painter. Delafield Cook would arrive in Australia and 
then drive with wife Sally, and often a full complement of 
children, to take in, as he put it, ‘the hit’ of Australia, and to 
find the ground upon which he could compose a painting. 
The description of Australian landscape is one of green and 
brown expanse and a brightness that arrows to the horizon. 
For Delafield Cook, this was a beginning, but he needed a point 
upon which his argument might turn. Using a camera to frame 
and order, Delafield Cook moved through the landscape, the 
camera a referent, and a means to record. Painting is a system 
no less, but the camera has its own realism, and this point – 
where painting and photography meet – became central to the 
art of William Delafield Cook. 

The revisiting of Australian landscape and the completion of 
paintings in his London studio gave Delafield Cook a working 
method. The comparison is made as easily to Sidney Nolan 

(1917-1992) who also travelled broadly. Similarly, for Delafield 
Cook, images held in the mind gave his pictures a distanced 
view, made apparent by the composition and the cropping of 
each image. 

Complete as they are, Delafield Cook’s paintings appear to be 
more than the sum of their parts. Debra Hart has made the 
comment that:

In Cook’s painting the notion of ‘an ideal’ in the context of 
the Australian landscape is revealed in paintings which are 
not about very much in a direct sense. Instead, they are 
reflections of the ways in which the environment, in all its 
neutrality and apparent emptiness, is in fact informed by 
small and large incident – rocks, stones, branches, tracks – 
if one is prepared to look long and hard enough; while the 
space in landscape itself informs contemplative space.1

Waterfall  2004, our present painting, is a masterful hillside 
composition that shimmers with light. Each careful stroke 
adds a heightened realism and a vast sense of scale to the 
view. How Delafield Cook came to this image, we believe, a 
composite view, is intriguing. In December 1979, Delafield 
Cook undertook a study and the pursuit of Eugene von 
Guérard (1811-1901), the European painter who came to 
Australia in the 1850s. Cook was taken by von Guérard’s own 

Figure 1 

A Waterfall (Strath Creek) 1980-81
synthetic polymer paint on canvas
198.5 x 156.5 cm
Art Gallery of New South Wales collection, Sydney
Purchased 1981
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research and the dedication the artist had to topography and 
geology, and, in particular, von Guérard’s Waterfall, Strath 
Creek 1862 (Art Gallery of New South Wales Collection). 
Delafield Cook travelled to Strath Creek waterfall to make his 
own observations and to compare the von Guérard painting 
with the grandeur of the site itself. 

The resulting Delafield Cook painting, A Waterfall (Strath 
Creek) 1980-81 (Art Gallery of New South Wales Collection), is 
similar in composition to the von Guérard painting. The palette 
differs, but it is another season, yet the ascent is equally steep 
and the fall of the water unchanged. This dedication to place 
and to artistic endeavour sounded a strong note for landscape 
painting and, accordingly, the Art Gallery of New South Wales 
awarded the painting the Wynne Prize in 1980.

The fall of water is the also the axis of Waterfall. It is the line 
that ladders the composition, and our eye follows readily. 
Light falls on the surface of rock and plays highlight against 
deep shadow. Up we step, and as we do, the ascent becomes 
more difficult, foolhardy. What seemed a fair hike, quickly 
converts to great height, tending to monumental. What once 
was habitable now seems grand, memorialised. 

And here, in Delafield Cook’s Waterfall, is the clout of Cook;  
the difference between place and what is felt, is quite 

different. It is all fidelity, pinpoint (again), in the hands of the 
painter, and all to leave a trace of memory. It has been the 
paradigm for this enduring artist and, in Waterfall, Delafield 
Cook has created an image of classic proportions but with the 
reckoning that in any plain view, we see multitudes.

FOOTNOTES

1. Hart, D., William Delafield Cook, Craftsman House, Sydney, 1998, p.197

Brett Ballard

Figure 2 

Mootwingee 1990
synthetic polymer paint on linen
110.0 x 197.0 cm
Sold Deutscher + Hackett, Highlights from the National Australia Bank Art Collection, Melbourne,  
22 February 2022, lot 14, $392,727 (including buyer’s premium)
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It seems extraordinary that the music of Johann Sebastian Bach 
remained in complete obscurity for more than half a century 
following his death in Leipzig in 1750. Regarded, except by a few 
specialists, as simply a conservative, mathematical curiosity 
confined within the demands of his Christian church, the wider 
musical universe of Europe made no acknowledgement of his 
achievement in purely musical terms. That is, until the Jewish 
composer Felix Mendelssohn exploded a baffling ignorance by 
conducting Bach’s St Matthew Passion in Berlin in 1829.

Possibly Justin O’Brien, an Australian painter with exquisite 
gifts as a colourist in the twentieth century might have 
suffered a similar ignominy, thought merely an illustrator of 
biblical themes. Moreover, notwithstanding his Catholic faith 
being shaken by experience as a prisoner of war, then the 
death of his beloved Irish mother in 1953, his career as an artist 
coincided with the near annihilation of figuration well into the 
late 1960s. 

Indeed, were it not for the creation of the Blake Prize for 
religious art, for which O’Brien was the inaugural winner in 1951, 
the odds of modernism could have worked more pronouncedly 
against him, in spite of his exceptional knowledge of, and 
sympathies for, French Post-Impressionism.

But certain passionate supporters kept his motivation alive 
against a burgeoning secular mainstream. O’Brien himself 

declared, ‘the religious experience should not be confused 
with the spiritual experience, for the latter can be expressed 
through many subjects, like a vase of flowers.’1 

Meanwhile, his earlier supporters in Sydney had already 
articulated how there was much more to the artist’s vision 
than mere biblical illustration. 

Harry Tatlock Miller (1913-1989) wrote in 1947, ‘Palpitating 
with kaleidoscopic patterns of harmonies and dissonances 
of colour, the massed effect of Justin O’Brien’s painting is 
like an incessant madrigal which stimulates to the point  
of intoxication.’2 

In 1950, James Gleeson (1915-2008) wrote, ‘The canvas is 
saturated with colour, yet never spills over into chaos, for 
the control is assured and complete. O’Brien uses colour as a 
composer uses sound.’3

Such passionate championship enabled him to hold fast 
to a unique projection of ecstatic serenity, lest it become 
completely eclipsed by a tsunami of non-objective 
abstraction.

By 1967 however, O’Brien knew he must leave Australia 
and live in an environment that better suited his 
sensibilities. He needed to be in constant touch with his 
paradigms, such as paintings of the great Renaissance 
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JUSTIN O'BRIEN
(1917-1996)

Madonna c1959
oil and gold leaf on canvas on board
107.0 x 84.0 cm
signed upper right: O'BRIEN
inscribed verso: MADONNA
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On the question of influence, Margaret Olley (1923-2011) 
suggested asking the artist what painting by anyone in 
particular would he imagine to accompany him at the 
moment he finally met his le bon Dieu. He responded without 
hesitation: Piero’s Madonna del Prato, a fresco which had 
survived two earthquakes and eventually cleaned and 
restored in a new home built for it in Monterchi just a few 
years before O’Brien passed away. He was especially thrilled 
to have seen Piero’s masterpiece first-hand returned to its 
original glory. It was very close to his heart.

Indeed, this sublime fresco could easily have served as a 
direct inspiration for O’Brien’s own Madonna c1959, currently 
presented here for auction. Painted about the same time 
O’Brien was preparing a magnificent suite of watercolour 
drawings on the Passion theme for the new chapel of Cabrini  
Hospital in Malvern, the Australian Madonna does not have 
Piero’s Rorschach-like simplicity. And the Virgin has by now 
given birth.

Italians in churches chapels and museums, and above all, 
Duccio’s masterful Maesta in Siena, as well as the Flemish 
and Spanish artists he admired and carefully studied.

After to-ing and fro-ing between Greece, Italy and Australia 
he finally settled in his perfect genius loci, Rome, where he 
remained the rest of his life. ‘Rome, to me,’ he declared, ‘is the 
ideal European city to return to after visiting more strange 
lands. It is like coming home…It surrounds me with the past  
I feel is part of my own heritage…’ And it was there he found his 
ideal family.4

A few weeks before his death on 17 January 1996, this writer 
stayed with O’Brien at his flat in Via Orazio 12, a stone’s throw 
from the Castel Sant’Angelo. Close friends knew he did not 
have long left. Jeffrey Smart (1821-2013), fellow expatriate 
artist living in Tuscany, urged attention to how Justin set out 
his palette, indicative of a tenacious authority for architectonic 
potential and vibrating mosaics of shape and colour that 
distinctively stamped his painterly language. 

Figure 1

Palm Sunday 1962
oil and gold lead on composition board
61.0 x 46.0 cm 
Sold Sotheby’s, The David Newby Collection of Australian Art, 
Sydney, 3 May 2017, lot 2, $183,000 (including buyer’s premium)
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2010, p.111

2. Ibid., p.86

3. Ibid.
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However, the basic principle of either composition is identical 
to the other; with a moving command of scale and Gothic 
symmetry, the head of the Virgin rising up in the centre of the 
picture space towards heaven, flanked by two angels of the 
Lord. In O’Brien’s case, these angels bear gifts of revelation, 
including on the floor a small box of trinkets and a tiny pet dog.

But this Madonna offers even more. Until now exposed publicly 
rarely since inclusion in a solo exhibition with Macquarie 
Galleries in Sydney in 1959, O’Brien invested his work with 
dazzling mystical patterns and stripes and shards of luminosity 
dispersed across the entire picture plane that place it clearly in 
our own time.5 

If it is true that O’Brien intended his Madonna for a church in 
Heidelberg (possibly St John’s in Yarra Street), but defaulted 
because the church could not afford to pay, the chance was 
sadly missed for perhaps the artist’s greatest masterpiece now 
left in private hands to be accessible to all.

Figure 2

Triptych: Annunciation, The Virgin Enthroned, Visitation c1962
oil on canvas
107.0 x 162.5 cm (overall)
Newman College Art Collection, The University of Melbourne, Melbourne 



64 Important Australian & International Art

27

JEFFREY SMART
(1921-2013)

Level Crossing 1997
oil on canvas
71.0 x 91.0 cm
signed lower right: JEFFREY SMART
signed and dated centre left: JEFFREY SMART/ 1997

PROVENANCE

Australian Galleries, Melbourne (label attached verso)
Private collection, Melbourne
Menzies, Melbourne, 20 March 2014, lot 39
Company collection, Melbourne
Menzies, Sydney, 10 December 2015, lot 42
Company collection, Melbourne
Menzies, Sydney, 27 March 2019, lot 39
Company collection, Victoria

EXHIBITED

Jeffrey Smart Paintings and Studies, 1993-1998, Australian Galleries, Sydney, 27 October - 21 November 1998, cat.12

LITERATURE

Allen, C., Jeffrey Smart: Unpublished Paintings, 1940-2007, Australian Galleries in association with Thames & Hudson, Melbourne, 
2008, p.27 (illus. p.217)

RELATED WORKS

First Study for Level Crossing 1997, oil on canvas, 38.0 x 46.0 cm; illus. in Pearce, B., Jeffrey Smart Paintings and Studies, 1993-1998, 
Australian Galleries, Sydney, 1998, p.16, pl.13
Second Study for Level Crossing 1997, oil on canvas, 39.0 x 49.0 cm; illus. in Pearce, B., Jeffrey Smart Paintings and Studies, 1993-1998, 
Australian Galleries, Sydney, 1998, p.16, pl.14

$400,000 - $600,000



65



66 Important Australian & International Art

Figure 1 

Conversation Piece 1998
oil on canvas
60.0 x 200.0 cm
Sold Menzies, Melbourne, 27 February 2020,  lot 36, $981,818 (including buyer’s premium)

complex, busy work that repays the closest attention. Look, 
for instance, at the triangle that intrudes from bottom right, 
where the bollard on the ground intersects with the traffic 
signs. This large triangle echoes the arrows on the signs, and 
even a small triangle affixed to the blue truck.

The dominant blue-grey tonality of road and sky frames 
the bold simplicity of a colour scheme that uses the simple 
contrast of black-and-white, and the three primaries: blue, 
yellow, and red.

Nothing in this scene is natural. There are no trees or grass 
– the ground is pure asphalt. Even the skies have a dark, 
polluted appearance, as if filled with the smoke of factories. 
A three-pronged stand with a red reflector light on each arm 
is a robotic parody of a tree. It may sound grim and ugly, but 
this is not the case. 

Smart consistently denied that his paintings were studies 
in alienation, seeing this idea as an unfortunate hangover 
from the Existentialist and Marxist critiques so prevalent in 
the 1950s and 60s. His work does not document humanity’s 
estrangement from nature or the impoverished, utilitarian 
nature of post-war architecture. As there is no definitive, 
‘correct’ reading of any painting it is perfectly possible to 
view the work in this manner, but we would be veering far 
from the painter’s intentions.

Like Giorgio Morandi (1890-1964), who made an epic body of 
work from a collection of dun-coloured jugs, bottles and vases, 
Jeffrey Smart returned, repeatedly, to his own familiar set of 
motifs. Level Crossing is a relatively late painting that acts as 
kind of anthology – a retrospective – of favourite themes.

Here are the trucks from paintings such as Truck and Trailer 
Approaching a City 1973; the truck and gently rising road from 
works such as The Guiding Spheres II (Homage to Cézanne) 1979; 
the road with a curving white line and a glimpse of apartment 
blocks in the distance, from Approach to a City III 1968. The 
dynamic black-and-white traffic signs may be found in a work 
such as Near Pisa 1995 and many others. The crowning touch is 
the red-and-white striped arm of the toll gate lifted towards 
the sky. Here, one thinks of The Dome 1977, with its vision of 
St. Peters looming behind a grassy field, offset by a single red-
and-white pole set at an oblique angle.

The power of the images lies in Smart’s skillful arrangement 
of these visual elements. Imagine the painting as a drawing in 
which each line is extended across the breadth of the picture 
plane. One would be left with a series of vertical and horizontal 
intervals, transected by a few severe diagonals. Smart explored 
the composition in numerous small studies before committing 
the final form to canvas.

Although we tend to read any painting devoid of a human 
presence as ‘empty,’ or even ‘lonely,’ Level Crossing is a 
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Figure 2 

The Underpass 1986-87
oil on canvas
120.0 x 75.0 cm
Parliament House Art Collection, Canberra
Purchased 1987

be best described as ‘metaphysical’ – a method of depiction 
that invites us to look beyond physical appearances. We may 
gaze at a truck not simply as a hulking, noisy vehicle, but as a 
geometric form, a solid block of colour superimposed on the 
grey of the road. The painting isolates aspects of the truck 
that are rarely considered in everyday life.

In Level Crossing, Smart asks us to bring the same level of 
attention to bear on every part of the painting, accepting 
that each component contributes to an ideal equilibrium. 
It’s not possible to do this with the sensory world, which is 
perpetually in motion, but within the picture every piece 
remains equally still, and equally important. Smart admired 
this quality of ‘stillness’ in the work of Piero della Francesca 
who – worse luck for him – never had the opportunity to 
paint beautiful trucks or traffic signs. 

John McDonald

John McDonald is the author of Jeffrey Smart: Paintings of the ‘70s and 
‘80s. He writes a weekly art column for the Sydney Morning Herald and a 
weekly film column for the Australian Financial Review. 

It is more likely Smart wished to capture an epiphany –  
a moment of fleeting beauty – as we move out of the deepest 
shadow into the sunlight, encountering the dazzling black-
and-white arrows, the brightly coloured trucks and stop 
sign. It is a moment of enlightenment, as we are struck by the 
brilliance of these ordinary things.

If this were a still from a movie it would be a shot taken 
through the windscreen of a car in which we are following the 
trucks down the highway; or viewing them from the other side 
of the road, through a rear window or in a mirror. We may be 
driving into the shadows, casting a final glance at the city we 
are leaving. 

Such ambiguities are found everywhere in Smart’s paintings. 
He was fond of fractured narratives that invite us to provide 
our own scenarios. If we wish to see Level Crossing as a stage 
set on which something dramatic or mysterious is about to 
happen, Smart would not have discouraged us, but it would be 
closer to his own thinking if we considered the picture in purely 
aesthetic terms, as if it were a geometrical abstraction. 

The paradox Smart embraces is to think abstractly in a 
completely figurative painting in which texture or the 
expressive quality of the brushwork plays little role. Smart’s 
paint is applied with such fastidious care that his works display 
a near-photographic realism, but his motifs must not be 
interpreted as symbols or visual metaphors. These works may 
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Tim Storrier’s outback paintings, complete with burning logs and 
dramatic skies, are among his most admired and sought after works 
from a long and successful career. At many points he has rung 
changes to the basic composition, introducing different celestial 
elements, the size and stage of the fire, and subtle variations in the 
proportion of each work. It is hard to explain why these works are 
so compelling, and why they continue to command high prices in a 
broad and diverse marketplace. 

The first impression is always the impeccable technique of any 
painting. Storrier works for months to bring together the different 
elements, often on large canvases, as with this example, at three 
metres wide. There is no attempt, nor possibility of ‘fudging’ the 
painting, no resorting to a big brush to fill in the vast skies and open 
spaces. When Storrier chooses to paint a thousand stars he will do 
just that, one at a time with painstaking detail.

As has been emphasised, Storrier does not wish to bring any deep 
philosophical or indeed political messages to his work and what you 
see is what you get – in this case a beautifully conceived composition, 
executed with consummate skill and design. But there are messages 
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horizon, a succession of glowing lights, pinpoint cars on a 
desert road, each lifting a cloud of dust. Each pair of lights is 
a driver, a tiny human presence, in a vast desert. Similarly, the 
mark of the speeding aircraft, is not meaningless, but a highly 
technical container for three hundred or more passengers. 

One last subtle light source, a crescent moon, completes 
the composition. We contrast the natural light of stars, 
moon, and the unseen sun, with the mechanical moments of 
distant cars and aircraft. It is subtle theatre with many small 
moments for the viewer to imagine as they contemplate this 
grand and accomplished creation.

Gavin Fry  

Gavin Fry is a writer, artist and museum professional with fifty years’ 
experience working in curatorial and management positions in Australian 
museums, galleries and educational institutions. 

and stories we gain by immersing oneself in Storrier’s personal 
rendering of an almost empty desert landscape. In its most 
basic form, it is about light in the creation of the work. While 
the statement applies to any landscape painting, this work has 
a deeply nuanced way of using light. There are half a dozen light 
sources illuminating the composition, each with its own story. 
The brightest light source, the burning logs, fills the lower right 
of the work. Their intense glow lights the surrounding clay pan, 
while sparks and embers lift into the evening sky. 

There is no hint as to why they are there and why they burn 
into the night. There are no stockmen or animals around the 
warming fire. The sky is myriad with stars, each its own spot 
of intense light in the outer universe. They are random, but 
are fixed in time and space as beacons, and the markers for 
navigators over the centuries. 

A jet aircraft lays a vapour trail across the sky. We wonder if it 
is a comet or a meteorite or some other natural phenomenon, 
but its trajectory, almost parallel to the horizon, tells us it is 
indeed an aircraft, heading to places unknown. Just below the 
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1964 was an important year for Sidney Nolan. From his 
home and studio-base in London, Nolan travelled to France, 
Scotland, Holland, Switzerland, Australia, New Zealand, the 
USA, and Antarctica. In this same year, Nolan produced over 140 
new works inspired by this extensive travel, and his ongoing 
thorough research. Foremost amongst these were almost 45 
Ned Kelly paintings, a new series of Antarctic paintings and a 
cluster of eighteen major new works inspired by the nineteenth 
century explorers Robert O’Hara Burke and William John Wills. 

Nolan had worked on the Burke and Wills story 16 years earlier. 
The first exhibited Burke and Wills painting is dated 19481 and 
for this, Nolan read voraciously as well as undertaking several 
trips to Central Australia. Rarely one to let fertile subjects or 
themes go, Nolan constantly reinvented and reworked his 
ideas and, in the process, brought new insights, permutations, 
and ideas to light. Like the equally memorable images that 
depict Ned Kelly, he was to continue with the Burke and Wills 
theme throughout his career. 

In 1964, Nolan investigated Antarctic explorers, the Ned 
Kelly story and the legend of Burke and Wills from early 
April right through to the end of December. Strong visual 
correlations were established between each subject, including 
characteristic motifs that he included in each body of works. 

Further, Nolan often painted works from each series on the 
same day. Nolan admired the character and resilience of 
explorers (and bushrangers) and the way they drew on their 
strengths and ambitious aims. He wrote to the poet and writer 
Geoffrey Dutton: ‘I doubt that I will ever forget my emotions 
when first flying over Central Australia, and realising how 
much we painters and poets owe to our predecessors the 
explorers, with their frail bodies and superb will-power.’2

Swamp (Burke and Wills Expedition) 1964, is one of two works 
that he completed on Thursday 1 October. In his private 
diary, Nolan catalogued works that he had completed and 
recorded his inner-most thoughts. He recorded on that day: 
‘I paint one 4 x 4 Burke and Wills painting... on unprimed 
hardboard. Moonlight, desert, camels in swamp.’ Continuing, 
he describes a second and related work: ‘5 x 4 feet primed. 
Red earth + swamp + 2 men riding camels.’3

Burke and Wills set out from Melbourne to the Gulf of 
Carpentaria in a party of 19 men in 1860-61. The aim was 
to cross Australia from south to north by traversing inland 
Australia. Due to poor preparation and management, the 
expedition was ill-fated from the outset. In the famous 
‘dash’ for the Gulf of Carpentaria ordered by Burke; he, Wills, 
John King and Charles Gray broke away from the main party 
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dominant Burke and his camel loom larger than life to the 
rear. It is as if the unrelenting Burke is goading his loyal, 
though reputedly less adventurous, companion on. They 
both appear unclothed in one of the works, reinforcing the 
idea of man nearing the end of his time: the act of stripping 
is characteristically the last act of a person dying from thirst 
and hunger in the desert. 

In addition to the hardships they endured, Nolan was also 
intent on describing the wonder and awe explorers such 
as Burke and Wills felt for the country that they traversed. 
Nolan considered himself a modern-day explorer and tried 
to translate these experiences into his art. In Swamp (Burke 
and Wills Expedition), Nolan endeavoured to place the viewer 
in the guise of innocent strangers who are given new and 
fresh perspectives on the land. Alan Moorehead captured 
the same idea when he wrote in the Marlborough Gallery 
catalogue: ‘... these men had seen things no white men had 
observed before, the teeming birds around the waterholes, 
the antediluvian animals that managed to survive in  
the desiccated scrub... the fantastic dawn colours of the 
desert and... white salt pans [that] ran through scarlet 
sandhills with the cloudless sky overhead – a landscape of 
red, white and blue’.6

with six camels, one horse and enough food for just three 
months. Finding that they could not reach the ocean because 
of the camels becoming immersed knee-deep in the mangrove 
swamps, Burke and Wills left the camels behind and proceeded 
by foot. In a cruel twist they had to turn back around five 
kilometres short of the coast. The incessant mid-summer 
heat, the onset of the wet, and a lack of supplies meant that 
the return journey to Coopers Creek was even more arduous 
and harsh. The camels either perished or were shot and eaten 
for food. Burke and Wills finally passed away near the Coopers 
Creek base camp on the return leg.

The notion of man and beast unmercifully pitted against hostile 
extremes of nature is a common preoccupation of Nolan and 
one he pursued vigilantly throughout 1964 and beyond. When 
Swamp (Burke and Wills Expedition) was exhibited for the first 
time at Marlborough-Gerson Gallery, New York, in January 
1965, contemporary commentators were quick to make the 
connection. The two eminent exhibition catalogue writers, 
authors Robert Melville and Alan Moorehead, pointed to the 
absurdity of the quest and the inhospitably of the land.4

Swamp (Burke and Wills Expedition) and its companion painting 
from 1 October5 reveal that Nolan was pursuing a like-minded 
idea. In both works, the fairer Wills is in front, while the more 

Figure 1 

Burke and Wills 1964
oil on composition board
122.0 x 150.0 cm
Sold Deutscher + Hackett, Melbourne, 9 May 2007, lot 27, $288,000 (including buyer’s premium)
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An order for new oil paints placed with his supplier just before 
Swamp (Burke and Wills Expedition) was produced included 
a request for more Burnt Umber, Cobalt and Fern Blue, Mars 
Violet, Paynes Grey, Sepia and Titanium, Flake and Zinc White, 
as well as 12 tubes of transparent gel.7 Nolan’s use of these 
colours, along with scarlet and yellow, successfully recreate 
the eerie feeling of travelling alone at night. The rich glow of 
the sky and redness of the dirt are omnipresent and the sepia 
tones reference contemporary photographs of Burke and Wills 
as they left Melbourne at the beginning of their onerous trip. 
There is the overriding impression of an ancient, vast, and 
timeless land. Patches of unprimed composition board are left, 
as if Nolan felt that the shiny, brown surface of the Masonite 
sheet was the bare earth. 

Leaving no doubt that these are Australian outback scenes, 
Nolan noted in his 1964 diary that if the Burke and Wills 
painting was stood sideways, it became the tree trunk of ‘a 
white pitted gum’8 Swamp (Burke and Wills Expedition) easily 
carries New York critic Laurence Campbell’s high praise made 
in January 1965 that Nolan had the ability to create images 
with both ‘surprising naturalistic effects’ and ‘mysterious 
romantic power’.9

FOOTNOTES

1.  Clark, J., Sidney Nolan Landscapes and Legends: a Retrospective Exhibition 1937-
1987, National Gallery of Victoria, Melbourne, 1987, p.95

2. Nolan, correspondence with Geoffrey Dutton, quoted in Clark, Sidney Nolan, p.95

3.  Diary entry, Sidney Nolan Papers, The Rodd, Presteigne, Powys, UK. I am grateful to 
Lady Nolan for allowing me access to the diary and to quote valuable excerpts.

4.  Melville, R., ‘The Poetry of Painting’, p.5 and Moorehead, A., ‘Introduction’, Sidney 
Nolan, Marlborough-Gerson Gallery, New York, January 1965, pp.6-8

5.  Burke and Wills, 1964, oil on composition board, 122 x 150 cm, Deutscher~Menzies, 
‘Australian & International Paintings’, Sydney, 5 March 2002, lot no.39. This work 
was sent by Nolan to his Adelaide dealer, Kim Bonython, from where it was sold on. 

6. Moorehead, Sidney Nolan, pp.6-7

7.  Rowney Order Form, 11 September 1964. Sidney Nolan Papers, The Rodd, 
Presteigne, Powys, UK
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The painting Remembrance brings together three of Shead’s 
favourite pictorial motifs – the military memorial of the soldier 
on a pedestal reminiscent of Anzac memorials scattered 
throughout regional Australia; the anthropomorphic kangaroo, 
this time bringing a bunch of flowers to lay at the foot of the 
memorial; and a D.H. Lawrence figure, as an awkwardly clad 
European in an antipodean setting. The scene is arranged 
like a procession within a passage of scrubland somewhere 
on the central coast. The memorial figure occurred early in 
Shead’s work, for example in the large painting Thirroulia 
1975, in the collection of the Wollongong City Gallery.1 The 
anthropomorphic kangaroo as a witness or voyeur was a 
recurring motif throughout the D.H. Lawrence series of the 
earlier 1990s, while as the bearer of floral tributes it appeared 
in the Royal Suite paintings of the late 1990s. The juxtaposition 
of these three motifs evokes a timeless vision tinged with 
nostalgia that could be described as bordering the uncanny – 
we are witnessing something that is distantly familiar to us, 
slightly mysterious but not completely foreign. 

In Remembrance, the palette appears earthy and subdued on 
first encounter with the painting with ochres, browns, olive 
greens and touches of blue in the sea and sky and the dull 
whites of the monument the dominating colours. On closer 
examination, there is richness in the colour reflexes but, as 
frequently in Shead’s art, it is understated and waiting to be 
discovered. There is also a play between the black and white 
costume of the Lawrence-like figure with his rosy pink cheeks 
as he appears somewhat stiff and doll-like, and the towering 
memorial with its ashen white figure clutching the rifle, 
static and vertical. Between these two figures stands the 

giant kangaroo unconvincingly holding his floral bouquet. 
The beast, who is of this land, seems to intervene between 
the temporal visitor, who so obviously does not belong 
to this land, and the monument that refers to something 
that is beyond the temporal. The whole scene, or this little 
curious drama, is played out against a grand landscape vista, 
something that appears as eternal and beyond the human 
experience – it is the land of the kangaroo and closely relates 
to it in colour and surface textures. 

Shead had on a number of occasions played with this pictorial 
idea, as for example in The Monument in the D.H. Lawrence 
series2 where the kangaroo has hopped on to the pedestal 
and Lawrence is joined by his beloved Frieda and stands 
before the monument. Remembrance is a more distilled, 
symbolic and universal statement about observing an old 
ritual whose original meaning may have been lost with time 
but whose outer form continues. There is a sense of majesty 
and solemnity in the occasion that is being remembered even 
though there is also a touch of absurdity. 

FOOTNOTES

1. Accessed 15 May 2022: https://collection.wollongongartgallery.com/objects/509 
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heights. The sky itself becomes a chasm as the eye grapples 
with up and down, near and far. 

This is particularly notable in the cloud-filled vortex of 
sky in the upper left corner of Nimbin Rocks in Fog, where 
ungrounded trees soar into space from above and behind. 
Within this unsettling stratosphere, Robinson records precise 
detail. The limbs of branches are drawn to look hard and 
impenetrable as they stretch and wind, emphasised by clear 
outlining in white of their skeletal forms. In the centre of the 
canvas, Robinson has painted cloud-shadow complicating 
depth and infused the green of the foliage with the blue that 
is a a signature of the Australian landscape.

His use of detail, so precise in the lower two thirds of the 
painting, undergoes a transmutation in the top third where 
the fog of the title shrouds the remote mountain heights. It is 
here that Robinson exercises his mastery – the hidden rocks 
are cloaked in veils of subtle colour – and, as the elevation 
increases, the mist thickens into fog. The fog separates the 
mountain tops from the intricately painted detail of the 
lower slopes to become, in the very top section of the canvas, 
remote with detail lost in the spindrift of cloud.

William Robinson’s art has always been an art of place. He has 
painted his milieu, whether it has been the domestic spaces 
of early family life, the bustling chaos of his household farm 
at Birkdale, or the vast spaces of forest and mountain at 
Beechmont in the Darlington Mountain Range. This move to 
wilder terrain south of Brisbane, and inland from the Gold 
Coast, gave Robinson vast spaces in which to walk and to paint.  
His work took on a new spaciousness – a feeling of reach and 
breadth. He responded to the swift changes in elevation in 
which he found himself by developing a technique of multiple 
viewpoints that questioned the viewer’s position. Are we 
looking up at the sky or down into crevasses that mirror it?

In this mountainous wilderness, Robinson began the great 
Creation Series – paintings that are the cornerstone of his 
work. Nimbin Rocks in Fog 1996 addresses many of the issues 
Robinson explored in the Creation landscapes, a preoccupation 
that continued with later paintings of the rainforest like 
Morning Tallanbanna 1998 and Springbrook with Lifting Fog 
1999. In these works, Robinson painted a response to the 
immense fall of the land from mountain peak to the distant 
valley floor below. He invites the viewer into the forest spaces 
in a compelling way. The use of multiple perspectives induces 
a feeling of vertigo – and of awe –experienced from great 

Figure 1

Morning Tallanbanna 1998 
oil on linen 
137.0 x 183.5 cm  
Sold Sotheby’s, Sydney, 27 August 2019, lot 9, $292,800 (including buyer’s premium)
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to him, but in directing our gaze upwards and into the 
strangeness and mystery of the fog he directs our gaze 
further – into the cosmos.

FOOTNOTES

1.  Martin-Chew, L., ‘William Robinson’, Artist Profile, iss.41, 2017: https://artistprofile.
com.au/william-robinson/
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Robinson’s colouring of the fog is one of the most important 
elements in the painting. Over the left peak, he has coloured 
the fog blue, intimating the solidity of the rock hidden behind 
the fog. The peak on the right side appears more distant. It 
is covered by a snow-like white cloud. The white paint also 
ensures that much is hidden. Brightly lit, it is a mystery of a 
different order.

Robinson is fundamentally a painter of light and, in Nimbin 
Rocks in Fog, he alludes to his fascination with the mystery of 
the natural world. He has looked to the mountains and their 
hidden peaks but also beyond them.  Robinson has said of this 
period of his life (a time after which his family had experienced 
much sadness) that he left behind the sense of humour that 
had imbrued his Birkdale paintings. He says of those years in 
the 1990s,

‘I was in a realm where laughter had gone and was replaced by 
a certain spirituality.’1 It is the sense of ‘the other’ in nature that 
Robinson has captured in this painting. 

The rocks of Nimbin Rocks in Fog are hard and impenetrable, 
but the fog that masks them, softer than rain, is impenetrable 
to the gaze. Robinson has painted a real place, well known  

Figure 2

Springbrook with Lifting Fog 1999 
oil on linen 
203.0 x 259.0 cm 
National Gallery of Australia collection, Canberra 
Purchased with funds from the Nerissa Johnson Bequest 1999
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In the summer of 2020, almost eleven years after her death 
at the age of eighty-eight, Sydney’s S.H. Ervin Gallery paid 
homage to Margaret Olley in an exhibition called Margaret’s 
Gift.1 The show comprised sixty-five works of art that Olley 
had donated to Australian public collections, both during 
her lifetime and posthumously via the Margaret Olley Art 
Trust. Together the works presented a captivating portrait 
in absentia of their donor, revealing Olley’s diverse aesthetic 
interests as well as her innate talent for friendship. The 
exhibition included the art of Olley’s great nineteenth century 
heroes (Paul Cézanne, Pierre Bonnard, Edgar Degas); her 
close friends and contemporaries (Margaret Cilento, Russell 
Drysdale, Justin O’Brien, Jeffrey Smart, Barry Humphries); and 
younger artists she had openly supported (Cressida Campbell, 
Nicholas Harding, Ben Quilty). The overwhelming impression 
was of Olley’s immense generosity, and of a life well lived.

This largesse was reflected in Olley’s approach to still-life, 
the genre for which she is best known. As illustrated by the 
present work, Cosmos and Limes c1989, Olley brought an 
unerring warmth and vitality to her paintings of flowers and 
fruit. Olley’s sprightly arrangement of pale blue cosmos is 
complemented by an abundance of citrus, displayed in elegant 
footed bowls. Errant fruit spills onto the table, threatening to 
escape the bounds of the frame. The composition is unified 
through Olley’s harmonious use of colour, with a palette of 
emerald green, cadmium yellow and turquoise. As with so 
many of Olley’s paintings, there is an appealing unfussiness 
to the image. Her vision of still-life was worldly and material, 
with each object accorded a certain visual heft. 

The vibrant ‘real-ness’ of Olley’s paintings owes much to her 
technique, which is rarely discussed in the relevant literature. 
The artist explained, ‘I prefer to work direct from models 
or still life, have an actual thing there … [rather] than relying 
on one’s memory, which is a sort of risky thing. You can be 
more interested in the actual painting of whatever you are 
doing.’2 The notion of working from a photograph was also 
seemingly anathema to Olley. Instead, the preliminary idea for 
a composition would be sketched onto a scrap of paper or card 
(often an empty packet from her beloved cigarettes),3 before 
being worked out in chalk on a prepared sheet of Masonite.  
As Olley memorably described the process: ‘I prepare the 
ground like a coloured bone, then put on the oil and the 
struggle begins.’4 

FOOTNOTES

1.  ‘Margaret’s Gift,’ National Trust S.H. Ervin Gallery, Sydney, 2020 (accessed May 
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4. Op cit. Margaret Olley, quoted in Pearce, B., p.19 
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Margaret Olley in her studio at Paddington, Sydney, 
August 1988
black and white Ilford HP5 negative
2.4 x 3.6 cm
Art Gallery of New South Wales collection, Sydney
© Estate of Robert Walker/Copyright Agency, 2022

https://www.shervingallery.com.au/event/margarets-gift/
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Painted in 1959, The Earthquake represents an important 
transitional phase for Jeffrey Smart. Author Barry Pearce cited 
this period between 1955 and 1961 as the moment when Smart 
began to refine himself as the painter now widely recognised.1 

Four solo exhibitions at Macquarie Galleries during these years 
saw growing commercial success, with reviewers coming 
to terms with his, ‘…consistent style of surrealism, or rather, 
heightened realism.’2 

This era comes after he spent time travelling through Europe 
and the United States absorbing the masterpieces that Paris, 
London, and New York could offer that 1950s Adelaide could 
not. Indeed, reviews of his 1959 exhibition, which included 
The Earthquake, compared his works to American painters 
Andrew Wyeth (1917-2009) and Edward Hopper (1882-1967), 
and Belgian painter Paul Delvaux (1897-1994).3 

Smart’s paintings of this period stand apart from the two main 
streams of modern art that were dominating Melbourne and 
Sydney. His semi-surrealist pictures had nothing in common 
with the abstract approach that characterised the Sydney art 
scene, nor with the reactionary fierce figurative paintings of 
the Melbourne school. Instead, he created something unique 
by combining his favoured devices of architecture to create 
geometrically sound compositions and narrative elements to 
create ambiguity. As art critic John McDonald put it, ‘Despite 
the exacting manner in which he constructs a composition, 
Smart’s best paintings are as ambiguous as dreams. They are 
infinitely suggestive, but confirm nothing.’4

That is certainly apparent in The Earthquake, where the 
dramatic fissure in the foreground brings both a sense of 
surrealism and sparks an unsolvable narrative. Additionally, 
it acts as a compositional device to give scale and draw the 
viewer into the scene, as it weaves menacingly towards the 
building in the background. Surrealist painter, James Gleeson 
(1915-2008), made specific comment on this piece when 
reviewing the 1959 exhibition, saying that:

We are precipitated into a world where commonplace 
things are fraught with a disturbing significance. Certain 
phrases of Surrealism are echoed in the dreamlike quality 
of these paintings. The most potent of these fantasies is 
called The Earthquake.5

Smart’s earlier works of the 1940s were almost entirely 
devoid of human figures, with the present work marking a 
turning point towards the distinctive singular characters, 
such as the bald suited man or the woman with the umbrella, 
that we have come to expect. The woman’s expression in 
The Earthquake is unusually emotive for Smart, perhaps 
unsurprising given her present situation. However, this is not 
the first time we see this seated figure positioned outward 
but turning to face the viewer, with her right arm hooked 
over the back of the seat – Smart also adopts this pose for 
the figure in Bus Stop 1955, painted four years earlier. Smart 
was wary of the inclusion of figures, wanting to use them 
for scale and intrigue, but not wanting them to distract from 
the overall composition. He said, ‘You have to be very careful 
because as soon as you put a figure in a painting the viewer’s 
eye goes straight to it, like a magnet. So I try not to make 
them too interesting; they are never beautiful or sexy.’6

The success of the recent Jeffrey Smart major survey 
exhibition at the National Gallery of Australia demonstrates 
the enduring appreciation for Smart’s oeuvre. With a career 
spanning seven decades, Smart was a unique voice in 
Australian art and this impact is still felt today.

FOOTNOTES

1. Pearce, B., Jeffrey Smart, The Beagle Press, Sydney, 2005, p.118

2. Quartermaine, P., Jeffrey Smart, Gryphon Books, Melbourne, 1983, p.125

3. Ibid.

4.  McDonald, J., ‘Introductory Essay’, Jeffrey Smart: Recent Paintings, Philip Bacon 
Galleries, Brisbane, 2001, p.5

5. Gleeson, J., ‘Strange Design in Art’, The Sun, 16 September 1959

6.  Jeffrey Smart, quoted in Capon, E., Jeffrey Smart Retrospective, Art Gallery of 
New South Wales, Sydney, 1999, p.92
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JEFFREY SMART
(1921-2013)

The Earthquake 1959
oil on board
49.0 x 36.5 cm
signed lower left: JEFFREY SMART

PROVENANCE

Macquarie Galleries, Sydney
Artarmon Galleries, Sydney
Private collection, Sydney
Deutscher~Menzies, Sydney, 16 March 2005, lot 3
Company collection, Sydney
Lawson~Menzies, Sydney, 17 July 2005, lot 25
Private collection, Sydney
Menzies, Melbourne, 20 April 2012, lot 13
Private collection, New South Wales

EXHIBITED

Jeffrey Smart, Macquarie Galleries, Sydney,  
15 - 23 September 1959, cat.12

LITERATURE

Gleeson, J., 'Strange Design in Art', The Sun, Sydney,  
16 September 1959
Quartermaine, P., Jeffrey Smart, Gryphon Books, Melbourne, 
1983, p.106, cat.342

$55,000 - $75,000
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ROSALIE GASCOIGNE
(1917-1999)

City Block 1996
sawn, painted and stencilled plywood on board
88.0 x 77.0 cm
signed, dated and inscribed verso: Rosalie Gascoigne/ 1996/ CITY BLOCK

PROVENANCE

Greenaway Art Gallery, Adelaide
Private collection, Adelaide

EXHIBITED

Rosalie Gascoigne, Greenaway Art Gallery, Adelaide, 1998, cat.12

LITERATURE

Gascoigne, M., Rosalie Gascoigne: A Catalogue Raisonné, Australian National University Press, Canberra, 2019, p.288, cat.573 (illus.)

$80,000 - $100,000

ESSAY CONTINUES ON PAGE 86

Your art has to come out of your daily life. I really believe 
that if anyone is born an artist they’ve only got to look at 
what’s around their feet and what’s available to them. The 
don’t have to be clever, they don’t have to go to art school, 
they don’t have to get the exotic stuff in – make it with 
what’s there. People think that art’s like you strike it lucky 
and you’re famous tomorrow, but it isn’t like that, it’s a 
search for honesty on your own terms. The journey to self-
recognition took me decades.1

Rosalie Gascoigne occupies a particular place in Contemporary 
Australian Art. Her contribution is unique for the beauty of 
the works she produced as it is for the materials she used. 
Gascoigne looked to the everyday and to materials left in the 
world from use. The choice of materials may seem idiosyncratic 
and the value negligible, but in choosing, Gascoigne used 
instinct. When asked about her choices and what value they 
had, she simply replied by saying she collected things because 
she liked the look of them.

This bricolage approach leaves much to taste and to aesthetics. 
There was an excitement for Gascoigne in finding and adapting 
fundamental and non-art materials to her use. It shows a 
quotidian approach to value and a well-considered tilt at 
taste. Gascoigne was pragmatic, but very instinctive, and had a 
strong grasp of how any material could form an image. 

Gascoigne chose to work in units, giving continuity to an idea 
or insight to new forms. Then, cutting and shaping would 
begin. Working flat, Gascoigne ordered her forms, thinking 
about surfaces and spacing her image, edge to edge.

In 1993, Gascoigne found the material hardwood, which she 
sourced from cable reels. It is the genesis of the two Gascoigne 
paintings of this sale, City Block  1996 and Thermals  1998. 
The reels had barbed wire, electric cable, and copper wound 
around them. Gascoigne said of the reels: 

Some of them are double, some of them are single. You can 
get lovely wood off them that has been all weathered, if you 
are lucky... The small ones are too thin, tinny. You’ve got to 
use strong material to get your message across. And the very 
thick ones are too heavy, unless you slice them in half, which 
you can do with a lot of labour.2

Both City Block  1996 and Thermals  1998 come from white 
reels which were the first reels that Gascoigne worked with: 
‘Sometimes you get a good grubby white… the grubbiness is 
part of it.’3 The reels also carried text, stencilled letters, and 
numbers, which were of great interest to Gascoigne as they 
added texture and graphic elements.

Figure 1  
Rosalie working with pieces of cable reel 
(City block 1996) 
Image: William Young



85



86 Important Australian & International Art

35

ROSALIE GASCOIGNE
(1917-1999)

Thermals 1998
sawn, painted, stencilled and inscribed wood from cable reels on backing board
84.0 x 77.0 cm
signed, dated and inscribed verso: Rosalie Gascoigne/ 1998/ THERMALS

PROVENANCE

Roslyn Oxley9 Gallery, Sydney, 1998
Private collection, Victoria

EXHIBITED

Rosalie Gascoigne, Roslyn Oxley9 Gallery, Sydney, 1 April - 2 May 1998, cat.11 (label attached verso)

LITERATURE

Gascoigne, M., Rosalie Gascoigne: A Catalogue Raisonné, Australian National University Press, Canberra, 2019, p.306, cat.668 (illus.)

$80,000 - $100,000

CONTINUED FROM PAGE 84

Material and shape are the principal elements of City Block. 
Here title and form are synonymous. The block is the child’s 
unit of building and innate to an understanding of architecture. 
The blocks as grids, describe city streets. Think New York, think 
Piet Mondrian’s (1872-1944) Broadway Boogie Woogie 1942-43. 
The perspective is both aerial and an approximation of a city 
where buildings and people live cheek by jowl.

There is light in this image, and it comes from the whiteness 
of the reel and the greys and pinks of the composition. Gaps 
also play their part but most effective is the lettering that 
masses to the lower right quadrant. The letters are gnomic 
but scattered for graphic effect and the trace of the wheels’ 
former use.

Thermals is of larger pieces and is less so an image of something, 
at least in title, and more a shape-poem. The scalloped forms 
beautifully marshal the image as they touch and abut other 
segments. They are dominant as quarter-circles tend to be. 
One thinks of ice floe and a mass of ice which could suggest the 
title or large barrels. Certainly, we are close to the reel shape 
itself. Words are forming / BLES – and letters and numbers are 
the floaters that our eye sees. 

It is the simplicity of means that we applaud in the work of 
Rosalie Gascoigne. Poetry is an economy we find less so in 

art but is essential to understanding Rosalie Gascoigne. City 
Block and Thermals, the two Gascoignes of our sale are each 
different, but thought of as visual stanzas, they capture 
images as the word-fall of a poem does. The exquisite 
placement of each part of Gascoigne’s City Block  and 
Thermals, is the essence and the great beauty of her art.

FOOTNOTES

1.  Rosalie Gascoigne, quoted in MacDonald, V., Rosalie Gascoigne, Regaro, Sydney, 
1998, p.9

2.  Rosalie Gascoigne, quoted in Gascoigne, M., Rosalie Gascoigne: A Catalogue 
Raisonné, Australian National University Press, Canberra, 2019, p.125

3. Ibid., p.125

Brett Ballard
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CLEMENT MEADMORE
(1929-2005)

Warm Valley 1994
bronze
61.0 x 110.5 x 53.0 cm
edition: 1/4
signed, dated and numbered to base: Meadmore 1994 1/4

PROVENANCE

Robin Gibson Gallery, Sydney, 2007
Private collection, Sydney

EXHIBITED

Clement Meadmore: Solo Exhibition, Robin Gibson Gallery, Sydney, November 17 - December 12, 2007, cat.15

$100,000 - $150,000
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not have to carry more than its own weight, nor does it 
have to be on something else, like a picture; it exists for and 
by itself literally as well as conceptually. And in this self-
sufficiency of sculpture, wherein every conceivable as 
well as perceptible element belongs together to the work 
of art, the positivist aspect of the modernist ‘aesthetic’ 
finds itself most fully realized.1 

By the late 1960s, Meadmore’s sculptures had evolved from 
early cuboid shapes into curvilinear forms. It was apparent 
that he could go further into a lyrical dimension in which we 
now see the beginnings of a mature and signature style. The 
curve and the ribbon are the distinct aspects of Meadmore’s 
sculpture, as is the essential columnar shape.

Riff 1996 (Pt. Leo Estate Sculpture Park Collection, Victoria) is 
seen in painted steel, placed outdoors. It is like Warm Valley in 
formal orientation and winds from a central access to a lateral 
spread. The horizontal axis is in parallel with the ground and 
the wings of the sculpture run left and right, each side in 
different length from the other. Outdoor steel sculptures, 
such as Riff, hold their form and occupy space convincingly. 
The title so appositely describes the feel if not the intention 
of the sculpture.2

Wallflower 1987 (Private collection), by contrast, is the 
equivalent size to Warm Valley. It is in bronze with a warm 
patination. An obdurate form, but one with great integrity, 
that is cleverly split, projecting into the viewer’s space. It 

There is cool uniformity and geometric logic to the sculptures 
of Clement Meadmore. They resonate with architecture as 
they do with the viewer. It is in relation to their scale that 
we acknowledge them. Recognition is at once a gestalt;  
we consider the whole sculpture, but as we move about our 
perception changes as we take account of mass, balance,  
and weight. 

Clement Meadmore settled permanently in New York in 1963. 
He entered a milleu that was accommodating, and he saw in 
the studios he visited an established style of minimal painting 
and sculpture. New York made the image of modern art their 
own and fashioned each new movement in the Post-War era. 
Meadmore’s timing was prescient and having met artists Mark 
Rothko (1903-1970), Barnett Newman (1905-1970), and Donald 
Judd (1928-1994), amongst others, he sensed a way forward. 

Meadmore took his sculpture from the plinth to the floor to 
see shape differently. His forms became solid cubes which 
touched upon industrial and mechanical processes. With 
each change in form came a liberation and, in turn, a dialogue  
that liberated Meadmore from the pictorial aspects of his 
previous sculpture.

The critic Clement Greenberg by the early 1960s had identified 
a new type of sculpture: 

It is its physical independence, above all, that contributes to 
the new sculpture’s status as the representative visual art 
of modernism. A work of sculpture, unlike a building, does 

Figure 1 

Wallflower 1987 
bronze
57.0 x 97.0 x 46.0 cm
edition: 1/6
Deutscher + Hackett, Sydney, 10 May 2017, lot 60, 
$170,800 (including buyer’s premium)
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appears both an architectural conceit but is also emblematic 
in the way a logo is. This is refined territory and the better for 
casting in bronze.

How fortunate then to include Clement Meadmore’s Warm 
Valley 1994 in our sale. It is a size not seen at auction in Australia. 
It has appeared at the smaller scale with great success, a 
testament to the classic nature of the sculpture and the ribbon 
– like openness of the form. The arms are extensive in their 
lateral reach, emphasising the horizontal nature of ground 
on which we stand. This basis in geometry is what gives the 
sculpture its liberation to ribbon into shape. Our eye seeks the 
middle and negative space, to return, travelling left to right. 
This is a visual and tactile description but in analogy, when 
we think of sky and warm winds, the experience becomes 
something other, an image, but in parallel to the sculptural 
integrity of Warm Valley. 

FOOTNOTES

1.  Greenberg, C., ‘The New Sculpture’ in Art and Culture: Critical Essays, Beacon Press, 
Boston, 1989. p.145

2.  It is a compliment to Clement Meadmore that his sculptures fit so well to an indoor 
setting. They achieve a quiet repose, and their smooth patination attracts the eye. It 
is a further credit to the design that larger Meadmore sculptures settle as happily in 
the greater world. Sighting sculptures requires consideration of sight lines and the 
effect of light on forms, issues that sculptors and architects commonly consider. 

Brett Ballard

Figure 2 

Riff 1996
painted aluminium 
178.0 x 419.0 x 183.0 cm
edition: 1/2
Pt. Leo Estate Sculpture Park collection, Victoria
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Tim Maguire first came to international prominence during 
the mid-1990s, when figurative painting was reassessed and 
revitalised in the postmodern era. His sumptuous, large-scale 
paintings of flowers and fruit simultaneously reprised and 
subverted artistic tradition. Maguire re-presented the imagery 
of Dutch still-life painting as a series of grand, cinematic close-
ups. Devoid of its original context, Maguire’s subject would 
appear flattened and partly abstracted, its painterly surface 
degraded through the application of a corrosive solvent. 
And yet, the innate beauty of the image would prevail – even as 
one became conscious of its ultimate impermanence. Invoking 
the memento mori symbolism of Dutch still-life, Maguire’s 
early flower paintings juxtaposed vitality and death, beauty 
and decay.1 Ambivalence has always been at the centre of 
Maguire’s art. 

Untitled 20070302 is an outstanding example of Maguire’s 
work from the mid- to late 2000s, when the artist began 
to experiment with more contemporary source material. 
Depicting a dense swathe of prickly pear (Opuntia), the present 
work is derived from photographs taken by Maguire during 
regular visits to the Balearic islands, off the coast of Spain.2 
Rendered in dramatic chiaroscuro, the prickly pear’s broad, 
fleshy outlines overlap to form a robust tableau. As the artist 
recalled, ‘I was intrigued by the almost fractal nature of 
the plant, where the shapes and patterns were repeated at 
different scales, disrupting the conventions of perspective 
and spatial representation.’3 With its pastel pink backdrop, the 
image immediately conjures thoughts of summery languor 
– from Majorca to Crete, Miami or Palm Springs. That is, until 
one remembers that in many parts of the world (and indeed, 
Australia), the prickly pear has been declared an invasive 
species. Maguire was nonetheless fascinated by the plant’s 
formal possibilities: ‘the prickly pears offered a subject where 
directional light fell on surfaces, revealing form and casting 
strong shadows.’4 In contrast to his flower paintings, in which 
conventionally beautiful forms would appear ‘looming and 
monstrous’, Maguire revelled in the unorthodox allure of his 
new subject: ‘I found great beauty in the cacti’s sculptural 
forms, and the negative shapes they created against the  
bright skies.’5 

Maguire’s technique is very much his own. As described by 
Tony Godfrey in the 2007 monograph on the artist, Maguire 
begins with a digital photograph, which is enlarged and 
cropped to his liking. He then employs computer software 
‘to separate the colours in a photograph into the three 
constituent colours used in the commercial printing process: 
cyan, magenta and yellow. Then, using printouts of each 
pigment as a guide, he paints each by hand as a separate layer, 
eventually building up the image as a whole.’6 Yellow is applied 
first, followed by magenta and cyan. Maguire splatters 
each layer of translucent paint with solvent before adding  
the next, such that the finished image appears mottled  
and luminous. 

Perhaps the most intriguing aspect of Maguire’s process is 
how much he leaves to chance. As the artist observes:

Painting to me is a delicate interplay between control 
and randomness. The use of the source photo and the 
mechanical origins of the colour separation process 
suggest that the outcome is predictable; the vagaries of 
the paint and the inexactitudes of the eye mean that the 
result is anything but … The process is something like a 
game where rules are followed, actions are repeated, but 
the outcomes are unforeseen.7 

The author wishes to thank Tim Maguire and Martin Browne 
for their generous assistance with the research for this essay. 

FOOTNOTES

1.  Tim Maguire in conversation with Maria Stoljar, Talking with Painters, Episode 92, 
4 June 2020 (accessed May 2022): https://talkingwithpainters.com/2020/06/04/
ep-92-tim-maguire/ 

2. Tim Maguire in email correspondence with the author, May 2022.

3. Ibid. 

4. Ibid. 

5. Ibid. 

6. Godfrey, T., ‘Light, Skin and Beauty,’ in Tim Maguire, Piper Press, Sydney, 2007, p.14 

7.  Op. cit. Maguire, T., Everything Changes: Tim Maguire 2002-2017, Newcastle Art 
Gallery, Newcastle, 2017, n.p. 

Catherine Baxendale
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TIM MAGUIRE
born 1958

Untitled 20070302 2007
oil on canvas
202.0 x 182.0 cm
signed, dated and inscribed verso: Maguire '07/ Untitled 20070302

PROVENANCE

Martin Browne Contemporary, Sydney, 2007
Private collection, Sydney

EXHIBITED

Tim Maguire: New Paintings and Digital Pigment Prints, Martin Browne Contemporary, Sydney, 23 May - 17 June 2007, cat.2  
(illus. exhibition catalogue, front cover)

Tim Maguire is represented by Martin Browne Contemporary, Sydney and Tolarno Galleries, Melbourne

$70,000 - $90,000

https://talkingwithpainters.com/2020/06/04/ep-92-tim-maguire/
https://talkingwithpainters.com/2020/06/04/ep-92-tim-maguire/
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DALE FRANK
born 1959

In the late 1950s, Plympton in Devon was certainly an out-of-the-way place for most people but a point of pilgrimage for dealers. 
Above the town was a row of Victorian cottages called Borgia Villas. The family who lived there, called Andrade, were wholesalers, 
suppliers to the trade. 2005
varnish on canvas
200.0 x 200.0 cm
signed and dated verso twice: Dale Frank/ 2005/ Dale Frank 2005

PROVENANCE

Roslyn Oxley9 Gallery, Sydney, 2006
Private collection, Sydney

EXHIBITED

Dale Frank, Roslyn Oxley9 Gallery, Sydney, 2 - 27 May 2006

$50,000 - $70,000

The work of Dale Frank is difficult to place in any one category, 
as it is as much a performance as it is painting. Frank’s early 
practice involved performance-based work; a notable 
example of this took place in Italy in the late 1970s, where 
viewers entering the gallery were presented with Frank’s legs 
and leather shoes dangling from a hatch in the ceiling. Frank 
also later created a ‘disco’ for the opening night of his 1995 
exhibition Dale, I’m Only Dancing, at Rosyln Oxley9 gallery in 
Sydney, complete with lights, a fog machine, and a DJ. What 
connects these earlier works to the later paintings of Frank, 
is the exchange between the artist’s performance and the 
participation of the viewer. 

Frank’s work is a battleground, a staged clash between his own 
practice, and accepted artistic movements. Frank chooses not 
to conform to one artistic movement, constantly breaking the 
rules and perhaps hinting at his own subversion of twentieth 
century history of art.1 In an interview coinciding with the 
MCA exhibition, Dale Frank: Ecstasy 2000, Frank staunchly 
refutes the idea that his work pays homage to art of the past, 
suggesting that to find familiar formal elements in the work is 
purely cosmetic.2 Instead, Frank embodies a sense of stylistic 
freedom, continuously exploring the nature of art itself and its 
relationship to reality; to ‘real’ objects and situations, and the 
time in which it was made.3

Painting for Frank is a performance that allows for a spirit 
of experimentation. The present work uses a combination 
of powdered and liquid pigments encased in varnish, mixed 
before being thrown across a flat canvas. This is where the 
performance takes shape. Frank works edge to edge, dropping 
pigments from above, dragging them across the surface and 
physically lifting the support to initiate movement. Different 
paint temperatures and time ratios effect the finished work, 
providing an overarching structure. The application of the 
varnish appears erratic, unplanned, and fluid, causing paintings 
to be void of the artist and to exist as separate living entities. 

The present work radiates playfulness and the joy of 
investigation. Layers of lollypop pink glisten over a vivid 
wash of cerulean and collide with olive green slips that 
encase a deep sapphire blue puddle in the lower section 
of the work. The direction of the drips and glossy pools 
of varnish momentarily disarm the viewer as they make  
sense of the point of gravity within the work. Too much 
colour and texture suddenly cohere in an elegant balance; 
a recognisable gesture begins to form and then is on the 
move again. This is the pleasure of Frank’s work; the internal 
dynamism raises questions, but rewards with sustained and 
repeated engagement. 

The response to Frank’s work is complicated by his choice of 
titles. Often lengthy and unrelated to the work at hand, they 
allow Frank to rebuke the traditional constraints of art whilst 
adding a performative layer. Frank has commented on his 
titles saying, ‘they are parallel to the paintings; they have the 
same connection to society as the paintings do… people read 
into them and induce associations that I could not dream of.  
You cannot read into them; it is a free-form situation just like 
the paintings.’4

Interactive performance remains at the forefront of Frank’s 
work. The present work is an important example of Frank’s 
expansive growth that entices the viewer, allowing them to 
make their own interpretation of the work. 

FOOTNOTES

1.  Magon, J., Dale Frank, Craftsman House BVI Ltd., Sydney, 1992, p.45 

2.  Cramer, S., Dale Frank: Ecstasy (Twenty Years of Painting), Museum of 
Contemporary Art, Sydney, 2000, p.14

3. Ibid., p.3

4.  Cramer, S., Dale Frank: Ecstasy (Twenty Years of Painting), Museum of 
Contemporary Art, Sydney, 2000, p.14

Clementine Retallack
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BEN QUILTY
born 1973

FTW (after Sam 'Bull' Hall) 2006
gouache on paper, pins, Perspex and frame (3)
(i) 146.0 x 111.5 cm (ii) 146.0 x 136.0 cm (iii) 146.0 x 179.0 cm

PROVENANCE

Jan Murphy Gallery, Brisbane (label attached verso)
Private collection, Queensland

EXHIBITED

Jan Murphy at the Melbourne Art Fair, Royal Exhibition Building, Melbourne, 2 - 6 August 2006

LITERATURE

Slade, L., Ben Quilty, University of Queensland Art Museum, Brisbane, 2009, p.24 (illus. p.25)

$40,000 - $60,000 
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In FTW (after Sam ‘Bull’ Hall) 2006, 27 painted parrots are  
framed or ‘caged’ within the letters F, T and W, an abbreviation 
of the nihilistic expression ‘Fuck the world’, commonly 
tattooed on the necks and inside the lips of prison inmates. 
The brilliance of the bird’s plumage diminishes in the last 
frame, where the final five birds are barely visible. The subtitle 
of the painting, after Sam ‘Bull’ Hall, is a tribute to Sam Hall, 
a school friend of Quilty’s known among his mates as Bull, 
whose experiments with drugs at times have placed him 
perilously close to his own extinction. Bull’s disappearing act 
echoes that of the bird, but Quilty is not exempt from such an 
act of annihilation – he sees himself implicated in a decline of 
the species that has left men washed up and hopeless. FTW 
(after Sam ‘Bull’ Hall) becomes a eulogy and a warning for 
himself as well as his mates.

An excerpt from Slade, L., ‘Ben Quilty: We Are History,’ in Ben Quilty, University of 
Queensland Art Museum, Brisbane, 2009, p.24
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ROBERT DICKERSON
(1924-2015)

Terrace Houses, Sydney c1960
oil on canvas-board
90.0 x 120.0 cm
signed lower right: DICKERSON
signed verso: BOB/ DICKERSON

PROVENANCE

Gift from the artist to David Boyd, Sydney, c1970s
Thence by descent, private collection, New South Wales

$40,000 - $60,000
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RAY CROOKE
(1922-2015)

Morning Chores
oil on canvas
91.0 x 122.0 cm
signed lower left: R. Crooke

PROVENANCE

Private collection
Phillip Caldwell Auctioneers, Melbourne,12 December 2021, lot 62
Private collection, Sydney

$45,000 - $65,000
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SIDNEY NOLAN
(1917-1992)

Homestead 1977
oil on board
90.5 x 121.0 cm
signed with initial lower right: N

PROVENANCE

The Sidney Nolan Trust, United Kingdom
Deutscher~Menzies, Sydney, 16 March 2005, lot 48
Savill Galleries, Sydney
Private collection, Sydney

$22,000 - $28,000
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SIDNEY NOLAN
(1917-1992)

Central Australian Landscape c1981
oil on board
90.5 x 121.0 cm
signed lower right: Nolan

PROVENANCE

Private collection, Queensland
Deutscher~Menzies, Melbourne, 28 August 2002, lot 90
Eva Breuer Art Dealer, Sydney (label attached verso, stock no.5552)
Private collection, Sydney

$25,000 - $35,000
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Similarly, Bunny’s interest in classical subjects did not mean 
he was disinterested in modern art. The links between his 
Mythological Decorations and the art of his time is most 
clear in comparing his work with the French painter Pierre 
Puvis de Chavannes (1824-1898). It was not only Bunny 
who responded to these classicising tendencies. Van Gogh  
(1853-1890) and Gauguin (1848-1903) also drew on the 
romantic mood and stillness of Puvis, as did Picasso 
(1881-1973) in his early paintings. Bunny was open to this 
engagement and notably so were his contemporaries, 
Gauguin, and Bonnard (1867-1947). 

At this time, Bunny’s work was recognised in London and Paris, 
and he continued to be the subject of successful exhibitions, 
building on the reputation he had established in the 1890s. 
His work had been acquired by the French state: three 
paintings were bought for the Luxembourg and a further 
nine works were acquired by museums outside Paris. Bunny 
made efforts to present his work to Australian audiences 
and although his Endormies had been bought by the Felton 
Bequest in 1911, it was only at the end of his life that his work 
became widely known in Australia. Having returned in 1933, 
Bunny slowly gained recognition and was duly rediscovered. 
Paul Haefliger, art critic for the Sydney Morning Herald 
confirmed this in proclaiming Bunny as the finest painter who 
ever lived in Australia.1

FOOTNOTES

1. Hughes, R., The Art of Australia, Penguin, Harmonsworth, 1970, p.109

Tim Abdallah

The myth of Venus and Adonis is widely known through 
numerous sources. Rupert Bunny, having left Australia in 1884 
for Europe, would have encountered the story through famous 
paintings to be seen in London by Titian (1488/90-1576), 
who painted several versions, as well as various treatments 
by Rubens (1577-1640). There is also the poem by William 
Shakespeare. The story is recounted in Ovid’s Metamorphoses 
(Book X), although its origins are thought to be earlier. Bunny’s 
painting of the subject is datable to 1917.

Adonis was a hunter, a mortal, known for his skill but also for 
his handsome appearance. Venus, the goddess of beauty, fell 
in love with him. In Titian’s famous version (The Metropolitan 
Museum of Art, New York), Venus and Adonis are depicted as a 
couple. Adonis prepares to leave to hunt, and Venus entreats 
him to stay, fearing that he may come to harm. Like other 
depictions of the subject, the scene poignantly combines 
love and tragedy. Venus’ fears are realised. Adonis is killed in 
an encounter with a boar. The irony lies in duty over pleasure. 
Adonis’ sense of duty outweighs his love for Venus and causes 
him to take his leave of her. This is the fulcrum of the narrative:  
how can one weigh up the reasons, the motivations, to leave, 
rather than spend time in the arms of a beautiful goddess? 
Venus’ grief upon discovering the body of her lover is the 
second act of this drama and the subject of Bunny’s painting.

Bunny painted the subject as part of an extended series of 
Mythological Decorations. Like Titian, he intended the work to 
be a poesie and it confirms his longstanding belief in sensuality 
and the pleasures of repose and relaxation. And yet, his 
version painted during the First World War cannot be regarded 
without considering the enduring tragedy and daily reports of 
deaths of hundreds of young men in the saga unfolding on the 
Western Front. 
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RUPERT BUNNY
(1864-1947)

Venus and Adonis c1917
oil on canvas
81.0 x 65.0 cm
signed lower right: Rupert C W Bunny
signed with artist's monogram lower left

fragment of exhibition label attached verso, cat.3[illeg.]
Lucien Lefebvre-Foinet, Paris, stamp and label verso, stock no.5420
Hawthorne Galleries, Melbourne, label attached verso, stock no.H886

PROVENANCE

Private collection, Melbourne
Acquired from the above, private collection, Melbourne, c1960

LITERATURE :

(possibly) Thomas, D., The Life and Art of Rupert Bunny: A Catalogue Raisonné, Thames & Hudson, Melbourne, 2017, vol.2, p.59, cat.O476

$50,000 - $70,000
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Cumming was the quintessential émigré made good and he 
wanted to commemorate this hard-won gain by documenting 
his family’s success and their connection to the land. 

Louis Buvelot first visited Victoria’s Western District in 
1867. Pencil sketches and watercolours held in public 
collections and dated 1868 reveal that he returned to the 
area the following year.3 On this occasion he was a guest 
of John Cumming Sr. and his family. Four of the resulting 
commissioned paintings were sent to Cumming’s son in 
1873, who was studying at Cambridge in England. The father 
expressed his admiration for the works in a letter to John Jr., 
adding: ‘I thought the pictures would interest you [too] being 
of the subjects so well known to you…’4

This comment underscores the detailed response Buvelot 
made to the landscape.  Emu Creek, Landscape near  
Terrinallum is the work of an accomplished paysagistes 
intimiste. It revels in the simple and the commonplace. 
Terrinallum Homestead, in contrast, is an amalgam of 
composite images, an attempt to convey a much larger cache 
of information. Inasmuch, it takes Buvelot the painter out of 
his comfort zone. 

The gift of Buvelot’s vision is seen in individual details. The 
dazzlingly bright, emerald, green grass permeates each of the 

Louis Buvelot, a Swiss-born émigré and artist, significantly 
enhanced his reputation as an important Australian artist 
during the 1860s and 1870s. By 1870, the year in which Emu 
Creek, Landscape near Terrinallum, Victoria c1870 was 
probably painted, Buvelot was being praised in the highest 
terms. Acknowledgement of his contribution to the first 
Victorian Academy of Arts exhibition was noted: ‘To be sure 
there are no Millais, nor Landseer’s, nor Holman Hunts, nor 
Friths; but there is Buvelot, and he represents a great deal.’1 By 
1870, Buvelot was considered one of Australia’s pre-eminent 
landscape painters2 and his majestic Waterpool near Coleraine 
(Sunset) 1869, another Western District painting, was added to 
the growing list of Buvelot’s major paintings in the National 
Gallery of Victoria Collection.

John Cumming, a wealthy Victorian grazier, commissioned 
Buvelot to produce a painting of his Terrinallum property 
and homestead in 1868. The scene included the adjacent 
Mount Elephant and the Derrinallum district that formed his 
substantial Western District holdings. Terrinallum was highly 
regarded for its rich volcanic soil and flat terrain. The property 
was bought by the Hon. John Cumming in 1856 as a cattle and 
sheep concern and was subsequently expanded to include the 
adjacent Mt Fyans property (acquired by his brothers in 1859), 
as well as Stony Point, Six Mile Creek, and Mount Violet. John 
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LOUIS BUVELOT
(1814-1888)

Emu Creek near Terrinallum, Darlington, Victoria c1870
oil on canvas
35.5 x 60.5 cm
signed lower left: L. Buvelot

PROVENANCE

Collection of The Hon. John Cumming, Terrinallum Station, Victoria
Thence by descent, private collection
Leonard Joel, Melbourne, 3 November 1982, lot 854
Collection of M.J.M. Carter, Adelaide
Ron Coles Investment Gallery, New South Wales
Private collection, Sydney

RELATED WORKS

Terrinallum House and Emu Creek from near the Lower Garden Gate 1871, oil on canvas, 37.0 x 51.5 cm, National Gallery of Australia 
collection, Canberra, gift of Ernestine McKellar in memory of her grandfather John Cumming of Terrinallum, 1985

$50,000 - $70,000
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sprawling Terranillum Homestead 1869, are in the collections 
of state and national Australian galleries. Emu Creek, 
Landscape near Terrinallum, Victoria is rare and desirable, a 
painting retained by the Cumming family until 1982 which 
reappears once again at auction.

FOOTNOTES

1. Touchstone, 3 December 1870

2.  Gray, J., Louis Buvelot: His life and work, unpublished MA thesis, University of 
Melbourne, 1977, p.212

3.  Terrinallum 1868, Bendigo Art Gallery and National Gallery of Victoria Collections

4.  Quoted in Colman, A., ‘Buvelot, the Migrant Artist. Interpreting New Worlds in 
Brazil and Australia,’ The La Trobe Journal, no.75, Autumn 2005, p.69

5. Melbourne Daily Telegraph, 1 April 1869, p.2

6.  Wilkie, B., ‘Landscapes of the Dead: History and Memory in a distant field of 
murder’, Meanjin Quarterly, Summer 2016

Rodney James 

Rodney James is an independent art consultant who specialises in 
valuations, collection management, exhibitions, research and writing, 
and strategic planning for art galleries and museums.

two paintings. Terrinallum Homestead was noted at the time 
for being too green, too unnatural, looking unlike ‘any grass 
ever seen in thirsty Victoria.’5 However, this fails to account 
for the excellent rains that had covered the Western District 
in fresh spring grass and the lakes and overflowing spring-
fed dams that Buvelot saw there in 1868. Added to this telling 
aspect is the robustly and knowledgably rendered gum tree to 
the left foreground of Emu Creek, Landscape near Terrinallum. 
It is an expression of joy, a strong anchor that grounds Buvelot’s 
commitment to an idiosyncratically Australian terrain. 

Louis Buvelot was a painter of his time but like Eugene von 
Guérard (1811-1901), his pictures did not convey the continuing 
existence of Aboriginal tribes. Nor did they allude to the darker 
side of pastoral life that stained the reputation of the Western 
District   – the forceful removal of the Djargurd Wurrong people 
in order to farm the land. The infamous 1839 massacre of  
35-40 Aboriginal people in their sleep was led by Frederick 
Taylor, a manager at Glenormiston station. The 25km Taylors 
River was renamed Mount Emu Creek by other landowners to 
express their horror of his actions.6

Despite this, Buvelot’s gift is to find meaning and significance 
in the simplest and most amenable of settings. He revels 
in nature’s beauty on an almost molecular level. All the 
commissioned works of Terranillum, including Buvelot’s 

https://en.wikipedia.org/wiki/Djargurd_Wurrong
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Evening c1890 by Australian Impressionist Walter Withers 
is a distinguished painting with interesting provenance and 
a strong exhibition history. It was originally acquired by the 
family of James Oddie, founder of the Art Gallery of Ballarat. 
It was subsequently sought by two distinguished South 
Australian collectors and has been offered for sale only twice 
in the past 45 years.

Walter Withers painted Evening c1890 at the height of  
the Australian Impressionism. Along with Arthur Streeton 
(1867-1943), Tom Roberts (1856-1931) and Frederick McCubbin 
(1855-1917), Withers challenged the prevailing late nineteenth 
century Australian art establishment. Together, they painted 
directly from nature, embracing the painted sketch as a 
legitimate work of art, and valuing the radical, broken colour 
brushstrokes of revered French Impressionists such as Claude 
Monet (1840-1926). 

Walter Withers’ contribution to Australian Impressionism was 
significant and, like his fellow painters, his focus was upon 
poetic moments and the changing times of the day  – notably 
at dawn, midday, and dusk. Evening is a painting in which we 
experience a transition from day to night. The last rays of 
sunshine emanate from low lying purplish clouds passing 
through a clearing to illuminate the pond in full flush. The 
ensuing glow and the backlit silhouettes of trees enliven the 
work, giving it a convincing focus, reinforced by a crescent 
moon that appears in the top right of the painting. 

Critics of the day were quick to seize upon Withers’ unusual and 
shadowy poeticism. In early May 1889, Melbourne’s Table Talk 
reported that Withers had recently moved to Melbourne from 
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WALTER WITHERS
(1854-1914)

Evening c1890
oil on canvas
77.5 x 102.5 cm
signed lower left: Walter Withers

PROVENANCE

Private collection
Collection of Mr and Mrs W. J. Kilpatrick
Collection of M.J.M. Carter, Adelaide
Private collection
Ronald Coles Investment Gallery, New South Wales, 2006
Private collection, Sydney

EXHIBITED

Autumn Exhibition 1973: Recent Acquisitions, Joseph Brown Gallery, Melbourne, 26 March - 11 April 1973, cat.14  
(illus. exhibition catalogue)
Moonrise: An Exhibition of Australian Nocturne and Twilight Landscapes of the Turn of the Century, Ballarat Fine Art Gallery, Victoria, 
December 1973 - 21 January 1974, cat.49  (label attached verso)
Walter Withers: A Survey, Geelong Art Gallery, Victoria, 10 October - 21 November, 1975, cat.3 (label attached verso)

LITERATURE

Radford, R., Moonrise: An Exhibition of Australian Nocturne and Twilight Landscapes of the Turn of the Century, Ballarat Fine Art Gallery, 
Victoria, 1973, n.p., cat.49

$70,000 - $90,000

Figure 1 

Evening on the Yarra, Eaglemont 1887
oil on canvas
41.5 x 31.0 cm
National Gallery of Victoria collection, Melbourne
Bequest of Eleanor Swindells Hutton, 1978
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Charterisville. He shared the home in Heidelberg of fellow 
artist David Davies (1864-1939) with Roberts and Streeton  
and was focusing on spring and autumn paintings for a 
forthcoming exhibition.1

A painting done soon after, After the Heat of the Day 1891 
has also recently become known. Exhibited in Walter Withers 
Studio Exhibition held at Mutual Provident Buildings, 463 
Collins Street, Melbourne in May 1891, the work was the 
subject of lengthy critical expositions. Noting that the 
exhibition had ‘entertained a large number of visitors,’ the 
critic singled out After the Heat of the Day as the principal 
work claiming it for posterity as representative of:

that Australian idyll, so soft is the effect, and so 
harmonious the colouring. The scene is one that can be 
found anywhere along the Yarra Bank a few miles out 
of Melbourne, but Mr Withers has painted it at its best, 
when it has been glorified by the last gleams of sunshine, 
and when faint purple clouds have broken the blueness 
of the summer sky…[It is] the work of a man who studied 
Australian [illeg.] with no hasty methods, but with the 
slow and persevering observation of one who notes a 
change of effect in every day of the year.2

Despite his early success, the 1890 Depression almost derailed 
Withers’ attempts to make a living from his art. With the help 
of Fred McCubbin, Withers gained employment and in 1893 
taught art at Creswick, outside Ballarat. According to art 
historian Andrew Mackenzie, Withers gave ‘day classes en plein 
air and evening drawing classes at the School of Mines; among 
his students were Percy and Norman Lindsay.’3 Although 
undocumented, it is probable that Evening c1890 was acquired 
by Ballarat’s Oddie family in that year, prior to Withers return 
to Melbourne.

FOOTNOTES

1. Table Talk, 3 May 1889, p.4

2.Table Talk, 22 May 1891, p.4

3.  Mackenzie, A., ‘Withers, Walter Herbert (1854–1914)’, Australian Dictionary of 
Biography, National Centre of Biography, Australian National University, published 
first in hardcopy 1990, accessed 15 May 2022: https://adb.anu.edu.au/biography/
withers-walter-herbert-9165/text16183 
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valuations, collection management, exhibitions, research and writing, and 
strategic planning for art galleries and museums.
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TOM ROBERTS
(1856-1931)

The School Track c1900
oil on panel
23.0 x 14.0 cm
bears inscription verso from the artist's son, Caleb Roberts: By Tom Roberts/ Between 1896-1901/ STEPS/ Balmain/  
Sydney/ C.G.R.

PROVENANCE

The artist
Thence by descent, Caleb Roberts
Private collection, Melbourne
Private collection, Sydney

EXHIBITED

(possibly) The Athenaeum Gallery, Melbourne, June 1928, cat.12

LITERATURE

Topliss, H., Tom Roberts, 1856-1931: A Catalogue Raisonné, Oxford University Press, Melbourne, 1985, vol.1, p.163, no.339  
(as Untitled 'The School Track'); vol.2 (illus. pl.151)

$60,000 - $80,000
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observation of almost imperceptible effects of light was 
unequalled by Whistler who evoked light in a rather more 
abstract way.’4 Almost all of the sixty-two works that Roberts 
exhibited have since disappeared, however those that remain 
vary in terms of style and subject. It is also difficult to 
distinguish which paintings of this 9 by 5 size were included 
in the initial 1889 exhibition, as Roberts continued to paint in 
this format for years to come, including The School Track a  
decade later.

Two paintings known to have been in the 9 by 5 Impression 
Exhibition are By the Treasury 1889 (National Gallery of 
Victoria collection, Fig.1) and Going Home c1889 (National 
Gallery of Australia collection, Fig.2). One can easily see the 
similarities between these painting and The School Track: 
the figures moving away from the viewer, the iconic vertical 
format enhanced by the paths receding deeper into the 
composition, and the charming observational casualness 
of the painting style. While these two paintings come from 
Roberts’ time in Melbourne, By the Treasury depicting the Old 
Treasury Building at the top of Melbourne’s CBD, The School 
Track is emblematic of Roberts’ Sydney years, its tone far 
warmer than the greys of Melbourne. 

Tom Roberts once wrote that significant art was, ‘the perfect 

expression of time and place.’1 It was during the late 1880s, 

after his return from Europe in 1885, that Roberts developed 

this expression in his art. Art historian Virginia Spate cites 

this period, prior to the turn of the century, as the most 

exciting of Roberts' career.2 In August 1889, the legendary 

9 by 5 Impression Exhibition opened at Buxton’s Rooms on 

Swanson Street in Melbourne, showing works by Roberts and 

his Heidelberg School contemporaries Arthur Streeton (1867-

1943) and Charles Conder (1868- 1909). The exhibition’s title 

references the dimensions of most paintings at 9 by 5 inches 

(or 23 x 13 cm), the size of the cigar box lids upon which they 

were painted. Although Roberts had been painting ‘9 by 5s’ 

since 1884, this was the first time he publicly identified himself 

with Impressionism, shedding his reputation as a conservative 

portraitist with this ‘clear radical gesture.’3

The conception of the exhibition owed much to James 

Whistler’s (1834-1903) exhibition of tiny panels titled Notes, 

Harmonies and Nocturnes, which Roberts had probably viewed 

in London in 1884. However, while Whistler’s influence was 

undoubtedly strong, Spate notes that, ‘Robert’s accuracy of 

Figure 1  
By the Treasury 1889 
oil on panel
23.6 x 14.2 cm
National Gallery of Victoria collection, Melbourne
Purchased through the NGV Foundation by The Hugh D.T. 
Williamson Foundation, Founder Benefactor, 2002
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Roberts moved to Sydney in 1891, where his paintings became 

more abstract in their expression. Roberts spent his first five 

years in Sydney living in Curlew Camp, an artist’s camp on Little 

Sirius Cove (now part of Mosman Bay), previously inhabited 

by Streeton. This differed from the artist’s camps around 

Melbourne in that it was more a product of economic necessity 

after the 1890s economic crisis rather than the artists’ choice.5 

In 1896, at the age of 40, he married Elizabeth (Lillie) Williamson 

and moved out of Curlew Camp to live in Balmain, the location 

of our present painting. Their only son, Caleb, whose inscription 

is on the verso of this work, was born two years later in 1898. 

Shortly after, in 1903, the family relocated to London.

The School Track  is thought to have been painted around 

1900, during the seven years that the Roberts family lived 

in Balmain. It depicts a schoolgirl climbing a flight of stairs 

typical of Sydney’s steep suburbs. The broad horizontal strokes 

of umber that make up the steps are surrounded by the olive-

green vegetation and the blue-grey sky. Helen Topliss includes 

an informative note for The School Track in her Tom Roberts 

catalogue raisonné that reads:

Figure 2  
Going Home c1889
oil on cigar-box lid
23.4 x 13.6 cm
National Gallery of Australia collection, Canberra
Purchased 1976

This panel was found by Roberts's family in his studio after 
his death. It is inscribed on the reverse by his son, Caleb 
... According to the family this represented a schoolgirl 
walking up the steps at Balmain, where Roberts lived in 
Sydney. The picture remained in Roberts's possession and 
was possibly exhibited in 1928 in Melbourne.6

FOOTNOTES

1. Roberts, T., The Argus, Melbourne, 4 July 1890

2. Spate, V., Tom Roberts, Lansdowne Press, Melbourne, 1972, p.33

3. Ibid., p.56

4. Ibid., p.65

5. Ibid., p.36

6.  Topliss, H., Tom Roberts, 1856-1931: A Catalogue Raisonné, Oxford University Press, 
Melbourne, 1985, vol.1, p.163

Asta Cameron
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RUPERT BUNNY
(1864-1947)

On the Beach c1908
oil on canvas on board
30.0 x 29.5 cm
signed lower left: Rupert C. W. Bunny

PROVENANCE

Private collection, Chile
Private collection, Melbourne
Menzies, Sydney, 24 June 2010, lot 14
Private collection, Melbourne

LITERATURE

Thomas, D., The Life and Art of Rupert Bunny: A Catalogue Raisonné, Thames & Hudson, Melbourne, 2017, vol.2, p.40, cat.O264

RELATED WORKS

Shrimp Fishers at Saint-Georges c1910, oil on canvas, 121.0 x 162.0 cm, National Gallery of Victoria collection, Melbourne,  
Felton Bequest, 1946

$18,000 - $25,000
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FREDERICK McCUBBIN
(1855-1917)

Richmond Quarry from South Bank of the Yarra c1910
oil on canvas-board
20.5 x 28.5 cm
signed lower right: McCubbin
bears inscription verso: From Mr. McCubbin/ X'mas 1910.

PROVENANCE

Private collection
Leonard Joel, Melbourne, 4 November 1987, lot 70
Private collection
Sotheby's, Sydney, 16 August 1999, lot 65 (as From South Yarra)
Private collection, Sydney
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Mackenzie, A., Frederick McCubbin 1855-1917: 'The Proff' and his Art, Mannagum Press, Victoria, 1990, p.172 (illus. p.173, pl.55)
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HANS HEYSEN
(1877-1968)

The Bridge over Second Creek, Stepney c1903-04
oil on canvas on board
26.5 x 35.0 cm

accompanied by a statement of authenticity 
signed by the artist’s son, David Heysen  
(attached verso, cat.O-121-DHH)

PROVENANCE

The Estate of Sir Hans Heysen, South Australia
Private collection, Melbourne
Scotch College Fine Art Exhibition and Auction, 
Melbourne, 13 November 2004, lot 30
Private collection, Melbourne

$8,000 - $12,000
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HANS HEYSEN
(1877-1968)

Farm Houses at Laren, Holland c1901
oil on canvas on board
24.0 x 33.5 cm

accompanied by a statement of authenticity 
signed by the artist’s son, David Heysen  
(attached verso, cat.O-121-DHH)

PROVENANCE

The Estate of Sir Hans Heysen, South Australia
Private collection, Melbourne
Scotch College Fine Art Exhibition and Auction, 
Melbourne, 13 November 2004, lot 82
Private collection, Melbourne

$8,000 - $12,000
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JAMES ALFRED TURNER
(1850-1908)

Bend on the Yarra 1875
oil on canvas
71.5 x 91.0 cm
signed and dated lower right: J. A. Turner/ 1875

PROVENANCE

Private collection, London
Christopher Day Gallery, Sydney (label attached verso)
Christie's, Melbourne, 24 November 1999, lot 161
Private collection, Victoria
Bonhams & Goodman, Melbourne, 25 August 2009, lot 1
Private collection, Perth

$35,000 - $55,000
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JOHN GLOVER
(1767-1849)

Durham Cathedral, Misty Morning
watercolour on paper
75.0 x 110.0 cm

PROVENANCE

Thomas Agnew & Sons, London (label attached verso, stock no.9210)
Private collection, Western Australia
Leonard Joel, Melbourne, 16 September 2014, lot 148
Private collection, Melbourne

$18,000 - $25,000
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HAUGHTON FORREST
(1826-1925)

Royal Yacht Fairy on a Loch
oil on canvas
54.0 x 93.5 cm
signed lower left: H Forrest
bears inscription on stretcher verso: H. FORREST

Weston Gallery, United Kingdom, label attached verso

PROVENANCE

Private collection, United Kingdom
Keys Fine Art Auctions, United Kingdom, 24 November 2016, lot 1329
Private collection, United Kingdom

LITERATURE

This work is to be included in the forthcoming publication: Ayling, G. & Smith, I., Haughton Forrest (1826-1925) Biography,  
Catalogue and Gallery of Paintings (2 vols.), The Forrest Project, 4th edition, 2022, cat.HF2.035
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NICHOLAS CHEVALIER
(1828-1902)

View of the Faraglione, Capri 1892
watercolour on paper
48.5 x 73.5 cm
signed and dated lower centre: N. Chevalier 1892

PROVENANCE

Private collection, United Kingdom
Bonhams, London, 7 February 2012, lot 302
Day Fine Art, New South Wales, 2012 (label attached verso, stock no.168)
Private collection, Sydney

$10,000 - $15,000



121

56

EDWARD ROPER
(1830-1909)

Ku Ku (The Dove), a Samoan Maiden
watercolour on paper
29.5 x 49.0 cm
signed lower left: E Roper.
bears inscription verso: 2191/ 2/ 50/ Ku Ku (the Dove)/ a Samoan Maiden

PROVENANCE

Private collection, New Zealand
Dunbar Sloane, Wellington, 25 November 2021, lot 221 (as C. Roper, A Samvan Maiden)
Private collection, Melbourne

EXHIBITED

(probably) Exhibition of Colonial Paintings, Burlington Gallery, London, 1873 (as "Ku-Ku" (The Dove), a Samoan Maiden, Samoa, 
Navigators' Island, South Pacific)

$12,000 - $18,000
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ARTHUR STREETON
(1867-1943)

A Study - Rochester c1905
pencil and watercolour on paper
32.0 x 49.5 cm
signed lower right: Arthur Streeton
inscribed lower left: A Study -/ Rochester

PROVENANCE

Private collection
Thence by descent, private collection
Sotheby's, Melbourne, 25 August 1998, lot 84
Private collection
Shapiro Auctioneers, Sydney, 30 November 2015, lot 14
Private collection, Sydney

RELATED WORKS

Rochester from Strood Hill c1905, oil on canvas, 51.0 x 76.0 cm, private collection; exhibited in Exhibition of Pictures by Arthur Streeton 
Prior to his Return to Europe, Upper Hibernian Hall, Melbourne, April 1907, cat.12

$12,000 - $18,000
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J.H. SCHELTEMA
(1861-1941)

Cattle Grazing
oil on canvas
70.5 x 101.0 cm
signed lower right: J.H. Scheltema

PROVENANCE

Private collection, Victoria
Thence by descent, private collection, New South Wales

$15,000 - $20,000
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BESSIE DAVIDSON
(1879-1965)

The Village Stream 1912
watercolour and gouache on card
20.5 x 24.5 cm
signed and dated lower right: Bessie Davidson/ 1912
bears inscription on fragment of old backing attached verso: Village/ Stream

PROVENANCE

Private collection, Sydney
Lawsons, Sydney, 31 October 2008, lot 2111
Private collection, Canberra

RELATED WORKS

French Landscape 1912, watercolour and gouache on card, 22.0 x 26.5 cm, Art Gallery of South Australia collection, Adelaide,  
Elizabeth and Tom Hunter Bequest, 2009

$4,000 - $6,000
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JAMES ALFRED TURNER
(1850-1908)

Tired 1886
oil on canvas
26.0 x 40.0 cm
signed and dated lower left: J.A. Turner/ 1886
titled lower centre: "TIRED."

PROVENANCE

Private collection, Melbourne
Thence by descent, private collection, Melbourne
Estate of the above

$8,000 - $12,000
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PERCY LINDSAY
(1870-1952)

Boats Moored on Sydney Harbour
oil on card
19.0 x 25.5 cm
signed lower right: Percy Lindsay
inscribed verso: NELLIE SHEPHERD

PROVENANCE

Collection of Nellie Shepherd, Sydney
Private collection, Sydney
Thence by descent, private collection, Sydney

$2,000 - $4,000
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SYDNEY LONG
(1871-1955)

The Lakeside 1931
oil on board
32.0 x 42.0 cm
signed and dated lower right: Sydney Long/ 1931
bears inscription on label attached verso: The Lake-side./ Sydney Long (+RE./ Price 18 guineas

PROVENANCE

Private collection, Melbourne
Scotch College Fine Art Exhibition and Auction, Melbourne, 13 November 2004, lot 59
Private collection, Melbourne

$4,000 - $6,000
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JANET CUMBRAE-STEWART
(1883-1960)

Society Belle 1919
pastel on paper
36.0 x 26.0 cm
signed and dated lower right: Cumbrae Stewart/ 19

PROVENANCE

Private collection, Melbourne
Estate of the above

$7,000 - $9,000 
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DORA WILSON
(1883-1946)

Curiosity Shop, Corner of Fitzroy and Palmer Streets, Fitzroy
oil on canvas on board
29.5 x 27.0 cm
signed lower right: - DORA L. WILSON -

PROVENANCE

Private collection, Melbourne
Gift from the above, private collection, Melbourne
Thence by descent, private collection, Melbourne

$5,000 - $7,000
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ARTHUR STREETON
(1867-1943)

Harvest, Merri Creek 1885
watercolour on paper
15.5 x 23.0 cm
signed indistinctly lower left: A Streeton
signed with initials, dated and inscribed verso: Harvest near Merri Creek/ 24/1/85/ AES
bears inscription on backing verso: "Harvest"/ Merri Creek/ by/ A E Streeton/ From the I W Hines Collection/ A S McMichael

PROVENANCE

Collection of I.W. Hines, Melbourne
Collection of A.S. McMichael, Melbourne
Private collection, Canberra
Deutscher~Menzies, Melbourne, 13 September 2006, lot 108 (as Harvest near Merri Creek)
Private collection, Sydney
Thence by descent, private collection, New South Wales

EXHIBITED

Loan Exhibition of the Works of Arthur Streeton, National Art Gallery of New South Wales, Sydney, 20 November 1931 - 20 January 
1932, cat.31 (label attached verso)

LITERATURE

Streeton, A., The Arthur Streeton Catalogue, Arthur Streeton, Melbourne, 1935, cat.13

$4,000 - $6,000
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JOHN GLOVER
(1767-1849)

Untitled (Lake District) c1820
watercolour on paper
60.0 x 87.0 cm

PROVENANCE

Private collection, Melbourne
Menzies, Sydney, 6 December 2012, lot 109
Private collection, Sydney

$6,000 - $9,000
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HELEN OGILVIE
(1902-1993)

Cottage Ruins, Cape Bridgewater 1964
tempera on board
12.5 x 18.0 cm
signed and dated lower right: H. OGILVIE. '64
bears inscription on label attached verso: 2. 
"Cottage Ruins Cape/ Bridgewater"/ Helen 
Ogilvie/ 114 Hope Street/ South Yarra/ SOLD

PROVENANCE

Acquired from the artist, private collection, 
Melbourne, c1964

$3,000 - $4,000

67

HELEN OGILVIE
(1902-1993)

Grape Picker's Cottage 1964
tempera on board
14.0 x 20.0 cm
signed and dated lower right: H. OGILVIE. '64
bears inscription on label attached verso: 
"Grape [illeg.] Cottage"/ SOLD/ Helen Ogilvie/ 
114 Hope Street/ South Yarra

PROVENANCE

Acquired from the artist, private collection, 
Melbourne, c1964

$3,000 - $4,000
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ROLAND WAKELIN
(1887-1971)

Country Landscape with Houses and Factory  
in Distance 1950
oil on board
41.0 x 54.0 cm
signed and dated lower right: R Wakelin/ 50

PROVENANCE

Collection of Brigadier R.W.P. Dodd MC (CMF), 
Queensland
Thence by descent, Molly Dodd, Queensland
Estate of the above
Deutscher + Hackett, Sydney, 27 August 2014, 
lot 126
Private collection, Queensland

$3,000 - $5,000

69

ROLAND WAKELIN
(1887-1971)

Landscape with Horse 1927
oil on board
41.5 x 53.5 cm
signed lower right: R. Wakelin

Lauraine Diggins Fine Art, Melbourne,  
label attached verso

PROVENANCE

The Farrow Collection
Leonard Joel, The Farrow Collection, 
Melbourne, 27 November 1991, lot 5
Bill Luke Art Dealer, Melbourne
Private collection, Melbourne

$15,000 - $20,000
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DAVID STRACHAN
(1919-1970)

Flowers and Fruit 1966
oil on canvas
45.0 x 60.0 cm
signed and dated upper left: d strachan '66

PROVENANCE

(probably) Leonard Joel, Melbourne, 2 April 1969, 
lot 18
Private collection, Melbourne

$10,000 - $12,000

72

ALISON REHFISCH
(1900-1975)

Pots on the Terrace
oil on board
59.5 x 49.5 cm
signed lower right: Rehfisch

PROVENANCE

Butterfly Galleries, Melbourne
Deutscher~Menzies, Melbourne, 23 August 1999, 
lot 104
Private collection, Melbourne
Estate of the above

$5,000 - $7,000
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NORA HEYSEN
(1911-2003)

Self Portrait 1987
oil on canvas
136.5 x 90.0 cm
signed and dated lower right: Nora Heysen/ 1987

PROVENANCE

The Estate of Nora Heysen, Sydney
Inherited from the above, private collection, Sydney

EXHIBITED

Portraits of Australia: The Doug Moran National Portrait Prize Collection, Tweed River Regional Art Gallery, New South Wales; 6 - 13 
February 1988, Australian National Gallery, Canberra, 19 March - 10 April 1989; Centrepoint, Sydney, 25 April - 3 May 1988; The Victorian 
Artists' Society, Melbourne, 10 - 28 May 1988; Royal South Australian Society of Arts, Adelaide, 8 - 26 June 1988; Perth Theatre Trust, 
Perth, 11 - 25 July 1988; Gold Coast City Art Gallery, Queensland, 16 - 26 August 1988; Riverside Centre, Brisbane, 8 - 24 September 
1988; Tweed River Regional Art Gallery, New South Wales, 3 October - 30 November 1988, Moree Plains Art Gallery, New South Wales, 
17 February - 17 March 1989, cat.18

LITERATURE

Portraits of Australia: The Doug Moran National Portrait Prize Collection, Tweed Shire Council, Murwillumbah, 1988, pp.45, 46 (illus.)

$20,000 - $30,000
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CRESSIDA CAMPBELL
born 1960

Bush Objects 1986
woodblock print
26.5 x 69.5 cm (image)
edition: 1/3
signed and dated lower right: Cressida Campbell ‘86
numbered lower left: 1/3
titled lower centre: BUSH OBJECTS

PROVENANCE

Mori Gallery, Sydney
Private collection, New South Wales
Shapiro Auctioneers, Sydney, 28 September 2021, lot 5
Private collection, Melbourne

EXHIBITED

Cressida Campbell: Woodblock Prints 1985-1987,  
Mori Gallery, Sydney, 18 August - 5 September 1987, cat.4  
(label attached verso)

LITERATURE

Crayford, P. (ed.), The Woodblock Painting of Cressida 
Campbell, Public Pictures, Sydney, 2008, p.341, cat.P8601

$15,000 - $20,000
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BESSIE DAVIDSON
(1879-1965)

Brittany c1930s
oil on board
27.0 x 32.0 cm

PROVENANCE

Kensington Gallery, Adelaide, 2008
Collection of Jenny Legoe, Adelaide

$20,000 - $30,000
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FRED WILLIAMS
(1927-1982)

Saplings c1961
watercolour on paper
37.0 x 52.5 cm
signed lower right: Fred Williams

PROVENANCE

Private collection, New South Wales
Deutscher~Menzies, Melbourne, 28 August 2002, lot 114
Private collection, Queensland
Shapiro Auctioneers, Sydney, 5 December 2006, lot 32
Private collection, Melbourne

$10,000 - $15,000
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JOHN OLSEN
born 1928

Thinking Monkey
pastel on paper
59.0 x 41.5 cm
signed lower right: John Olsen

PROVENANCE

Private collection, Sydney
Menzies, Sydney, 25 March 2010, lot 7
Private collection, Sydney

$12,000 - $18,000
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SIDNEY NOLAN
(1917-1992)

The Display II 1963
oil on paper
62.0 x 49.0 cm
signed, dated and inscribed lower right:  
6th Dec 1963/ ''The Display"/ Nolan

PROVENANCE

Gift from the artist to Murray and Victoria 
Stroud, Brisbane
Sotheby's, Melbourne, 24 November 2003,  
lot 113
Savill Galleries, Sydney, 2010 (label attached 
verso, stock no.203270)
Private collection, Sydney

$12,000 - $18,000

79

SIDNEY NOLAN
(1917-1992)

Leda and the Swan
oil on paper
51.5 x 63.0 cm
signed lower right twice: nolan/ Nolan

PROVENANCE

Eva Breuer Art Dealer, Sydney (label attached 
verso, stock no.7751)
Private collection, Sydney

$12,000 - $18,000
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SIDNEY NOLAN
(1917-1992)

Carcass
oil on paper on board
49.5 x 62.0 cm
signed indistinctly lower right: Nolan
bears inscription verso: CENTRAL DESERT

PROVENANCE

Von Bertouch Galleries, New South Wales, 1993 (label attached verso)
Private collection, New South Wales
Empire Fine Art, Sydney, 2010
Private collection, Sydney

$12,000 - $18,000 
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JAMES GLEESON
(1915-2008)

J.G. Poem 1938, Rocketing Rim-Girt ... 1976
ink, wash and collage on paper
75.0 x 55.0 cm
signed and dated lower right: Gleeson 1976

PROVENANCE

(probably) Deutscher Fine Art, Melbourne, 1996
John Playfoot Fine Art, Melbourne, 2005
Private collection, Melbourne
Charles Nodrum Gallery, Melbourne, 2016 (label attached verso)
Private collection, Melbourne

EXHIBITED

James Gleeson - Surrealist Text Drawings 1976-1978, Deutscher Fine Art, Melbourne, 20 April - 11 May 1996, cat.13  
(illus. exhibition catalogue)
Words, words, words..., Charles Nodrum Gallery, Melbourne, 7 - 30 July 2016, cat.20

$4,000 - $6,000
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JAMES GLEESON
(1915-2008)

Nude Male in Psychoscape No.2
oil on board
15.0 x 12.0 cm
signed lower right: Gleeson

PROVENANCE

The Saints Gallery, Melbourne (label attached verso)
Private collection
Leonard Joel, Melbourne, 10 November 1998, lot 77
Private collection, Melbourne

$3,000 - $5,000

82

JAMES GLEESON
(1915-2008)

Figures in Psychoscape
oil on board
15.0 x 12.0 cm
signed lower right: Gleeson

PROVENANCE

Sotheby's, Sydney, 24 August 2004, lot 148
Private collection, Melbourne

$3,500 - $5,500
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RICK AMOR
born 1948

Collecting Wood 1974
oil on canvas
35.0 x 40.5 cm
signed and dated lower left: Rick Amor '74
signed, dated and inscribed verso: COLLECTING WOOD/ RICK AMOR '74/ oil on canvas/ 35.3 x 40.4 cm

PROVENANCE

Yooralla Art Collection, Melbourne
Leonard Joel, Melbourne, 18 June 2010, lot 36
Private collection, Melbourne

$6,000 - $8,000
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RICK AMOR
born 1948

Federation Square with Flinders Street Station 2001
gouache on paper
30.0 x 27.0 cm
signed and dated lower right: Rick Amor 10/5/01

PROVENANCE

Niagara Galleries, Melbourne (label attached verso, stock no.3750)
Private collection, Melbourne
Estate of the above

$4,000 - $6,000
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Sour the Boiling Honey laid the foundation for Wallace’s 
unique practice. In it, we can see elements that have since 
gone on to define her oeuvre: a strong reference to poetry 
and contemporary, popular source material, an overarching 
sense of tension, and representational images which 
curiously defy simple narrative readings. 

The basis of my practice is about using clear 
representational imagery…I’m using that in a way that is 
deliberately not supplying straightforward meaning to 
create an experience that is part of life.4

Wallace enjoys the status of one of Australia’s great figurative 
painters alongside Jeffrey Smart (1921-2013).5 It is a style that 
is often associated with antiquated, unmodern art forms. And 
yet, artists like these demonstrate that style can not only be 
contemporary, but that it is also timeless. 

FOOTNOTES

1.  Anne Wallace, quoted in Moore, T., ‘Brisbane Painter Anne Wallace’s Strange Ways 
in their Final Days’, Brisbane Times, 20 February 2020

2.  Llewellyn, J., ‘Anne Wallace: Real and Unreal’, The Adelaide Review, issue 448, 28 
September 2020

3.  McDonald, J., ‘A Spectacle Worth Seeing: Celebrating the Vitality of Women 
Artists’, The Sydney Morning Herald, 7 January 2022; Higgie, J., ‘A New Kind of 
History: `Know My Name’’, The Monthly, April 2022; Gaskin, S., ‘National Gallery of 
Australia Launches 4̀0:40:20; Gender Equity Plan’’, Ocula Magazine, 8 March 2022

4.  Anne Wallace, quoted in Llewellyn, op. cit.

5.  Wallace, A., ‘From the Side of the Road – Jeffrey Smart and Painting’ in Hart, 
D., and Edwards, R., Jeffrey Smart, edited by Armstrong, C., National Gallery of 
Australia, Canberra, 2021 

Alice Evatt

Alice Evatt is a PhD Candidate at the University of Oxford and Balliol  
College.  Alice has experience in the art market, having interned at 
Sotheby’s London and worked with the Hogarth Galleries in Sydney.

The two-metre high, three-metre-wide triptych, Sour 
the Boiling Honey 1991, is the work that introduced Anne  
Wallace to the Australian art scene. Completed at the age of 
just twenty-one, the work is an ambitious, early example of 
Wallace’s figurative painting and singular commitment to 
contemporary realism. 

'I wanted to create something so big in a way I couldn't back 
down from it.'1 

With three decades of practice to her credit, Wallace has 
been securing her name as a notable figure in Australia’s 
contemporary art world and has earned a reputation as one of 
Queensland’s ‘quintessential’ artists.2 Her work features in the 
collections of major Australian galleries, including the National 
Gallery of Victoria and the National Gallery of Australia as well 
as the Macquarie Bank Collection. In addition to her recent 
touring retrospective Strange Ways (2019-20), Wallace has 
also been included in prominent exhibitions such as Know My 
Name — Australian Women Artists 1900 to Now (2020), National 
Gallery of Australia, with her work, She Is (2001), a painting 
noted in several publications.3 

First displayed at Darren Knight Gallery, Sydney 1992, Sour 
the Boiling Honey had rarely been seen until Wallace’s 
retrospective Strange Ways, where it enjoyed centre-stage as 
one of the exhibition’s highlights.

The work depicts groupings of adolescent boys and girls by 
the sea – inspired by Dylan Thomas’ 1934 poem I See the Boys 
of Summer. In sharp contrast to the sparsely dressed and 
nude figures enjoying each other’s company is the central 
androgynous figure, who is almost fully clothed and facing 
the viewer. This figure is thought to be Wallace, herself. The 
tension and isolation between the lone figure and the beach 
goers is palatable – they seem to belong to different worlds. 

86

ANNE WALLACE
born 1970

Sour the Boiling Honey 1991
oil on canvas (triptych)
200.0 x 325.5 cm (overall); (i) 200.0 x 100.0 cm; (ii) 200.0 x 129.5 cm; (iii) 200.0 x 99.0 cm
(i) signed and inscribed verso: ANNE WALLACE/ (LEFT PANEL)
(ii) signed and dated verso: ANNE WALLACE/ NOVEMBER 1991
(iii) signed and inscribed verso: ANNE WALLACE/ (RIGHT PANEL)

PROVENANCE

Darren Knight Gallery, Sydney
Collection of Louis Nowra and Mandy Sayer, Sydney

EXHIBITED

Inaugural Exhibition, Darren Knight Gallery DKW, Melbourne, 12 September - 4 October 1992
Private Rooms: 10 Years of Painting by Anne Wallace, Brisbane City Gallery, Brisbane, 28 July - 28 September 2000
Anne Wallace: Strange Ways, Queensland University of Technology Art Museum, Brisbane, 9 November 2019 - 23 February 2020;  
Art Gallery of Ballarat, Victoria, 28 March - 14 June 2020; Samstag Museum of Art, Adelaide, 16 October - 28 November 2020

LITERATURE

Butler, R., 'Anne Wallace's Confessions,' Art & Australia, Autumn 1995, vol.32, no.3, p.392 (illus. p.393)
Brown, G., Plagne, F. & Van Ooyen, V., Anne Wallace: Strange Ways, Queensland University of Technology Art Museum, Brisbane, 2019 
(illus. pp.38-39)
Moore, T., 'Brisbane Painter Anne Wallace's Strange Ways in their Final Days,' Brisbane Times, Brisbane, 20 February 2020 (illus.)
Sawyer, H., 'Some Notes on Anne Wallace's "Strange Ways",' Art Monthly Australia, Winter 2020, p.68 (illus. p.70)

$12,000 - $18,000
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PETER BOOTH
born 1940

Untitled 2008
oil on linen
60.5 x 75.5 cm
signed and dated verso: BOOTH 2008
signed, dated and inscribed verso: FOR DR. RICHARD BALL/ IN APPRECIATION. P. BOOTH/ 2010

PROVENANCE

Gift from the artist to Professor Richard Ball, Melbourne, 2010
Thence by descent, private collection, Melbourne

$30,000 - $40,000
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NEIL FRAZER
born 1961

Point to Point 2011
synthetic polymer paint on canvas
137.5 x 137.5 cm
signed and dated verso: Neil Frazer 2011
signed, dated and inscribed on stretcher verso: POINT TO POINT - NEIL FRAZER 2011

PROVENANCE

Acquired from the artist, company collection, Sydney

Neil Frazer is represented by Martin Browne Contemporary, Sydney and Philip Bacon Galleries, Brisbane

$12,000 - $18,000
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EUAN MACLEOD
born 1956

Figures Crossing Mound 2004
oil on canvas
120.0 x 70.0 cm
signed, dated and inscribed verso: 04M22/ FIGURES CROSSING/ MOUND/ EUAN MACLEOD/ 2004

PROVENANCE

Niagara Galleries, Melbourne (label attached verso)
Private collection, Melbourne
Deutscher~Menzies, Sydney, 7 December 2005, lot 100
Private collection, New South Wales

$8,000 - $12,000
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NICHOLAS HARDING
born 1956

Wooli Watertower 1996
oil on board
170.0 x 133.0 cm
signed, dated and inscribed verso: WOOLI WATERTOWER/ 1996/ Nicholas Harding

PROVENANCE

Private collection, London
Rex Irwin Art Dealer, Sydney
Private collection, Sydney
Acquired from the above, private collection, Melbourne

EXHIBITED

Nicholas Harding, Theo Waddington Fine Art, London, 6 February - 4 March 1997  
(label attached verso; illus. exhibition catalogue)
London to Sydney, Agnews Gallery, London at Rex Irwin Art Dealer, Sydney,  
8 - 19 November 2011 (label attached verso; illus. exhibition catalogue, p.51)

RELATED WORKS

Wooli Watertower 1996, ink on paper, 99.0 x 76.0 cm, private collection

$20,000 - $30,000
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LUCAS GROGAN
born 1984

A Pale Blue Dot 2014
ink, watercolour and synthetic polymer paint on card
152.5 x 102.0 cm

PROVENANCE

Martin Browne Contemporary, Sydney  
(label attached verso)
Private collection, Sydney

EXHIBITED

Lucas Grogan: WIZDOM, Martin Browne 
Contemporary, Sydney, 24 July - 17 August 2014

Lucas Grogan is represented by Martin Browne 
Contemporary, Sydney and Hugo Michell Gallery, 
Adelaide

$5,000 - $8,000

92

JANET LAURENCE
born 1949

Transfusion Series 2008
Duraclear and oil pigment on Shinkolite acrylic
98.5 x 151.0 cm
signed, dated and inscribed verso: Janet Laurence/ 
Transfusion Series/ 2008

PROVENANCE

Acquired from the artist, company collection, 
Sydney

$8,000 - $12,000
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FIONA LOWRY
born 1974

A Silence 2018
synthetic polymer paint on canvas
198.5 x 137.5 cm
signed, dated and inscribed verso: 2018 A SILENCE FIONA LOWRY

PROVENANCE

Martin Browne Contemporary, Sydney, 2018
Private collection, Sydney

EXHIBITED

Wynne Prize (Finalist), Art Gallery of New South Wales, Sydney,  
12 May - 9 September, 2018
Destination Sydney: The Natural World, Manly Art Gallery  
and Museum, Sydney, 4 - 31 January 2022

$20,000 - $30,000

This painting came from a trip I took to the rainforest-clad 
peaks of Bunya Mountains National Park in south-east 
Queensland, which shelters the largest stand of ancient bunya 
pines in the world.

I had heard stories of the Aboriginal groups that came every 
three years for the bunya nut feasts. I also heard other, more 
recent, sinister stories about the Native Police and their push 
into Queensland, which left many dead and the landscape 
haunted by fear and denial.

The bunya feasts ceased after traditional pathways became 
blocked by settlement and loggers began cutting down the 
bunya trees. Today these tree ferns sit like sentinels beneath 
what remains. The silence is deafening.

Fiona Lowry, 2018
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PAUL RYAN
born 1964

Floating Fieldsy 2014
oil on canvas
101.5 x 101.5 cm
signed, dated and inscribed on stretcher verso: ryan 14 floating fieldsy

PROVENANCE

Olsen Irwin Gallery, Sydney, 2014 (stock no.13179)
Private collection, New South Wales

EXHIBITED

Paul Ryan: Happy Days on the Leisure Coast, Olsen Irwin Annexe, Sydney, 26 February - 29 March 2014

$7,000 - $9,000
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DEL KATHRYN BARTON
born 1972

Train Ride Beat 2017
ink and synthetic polymer paint on canvas
81.5 x 61.0 cm
signed and inscribed lower centre: - del/ kathryn/ barton -/ - train-ride beat -

PROVENANCE

Albertz Benda, New York, 2017 (label attached verso, stock no.AB11417)
Private collection
Phillips, London, 9 December 2021, lot 20
Private collection, Sydney

EXHIBITED

Del Kathryn Barton: R U a Bunny?, Albertz Benda, New York, 1 June - 3 August 2017

$20,000 - $30,000
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ROGER KEMP
(1908-1987)

Untitled (Sequence Series) c1970s
synthetic polymer paint on paper on linen
147.5 x 215.5 cm

PROVENANCE

The Estate of Roger Kemp, Melbourne (estate no.A139)
Private collection, Melbourne

$30,000 - $50,000
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ILDIKO KOVACS
born 1962

Full Bloom 2016
oil on plywood
122.0 x 244.0 cm
signed, dated and inscribed verso: ILDIKO KOVACS/ "FULL BLOOM"/ OIL PAINT ON PLYWOOD/ 2016/ 122 x 244 CM

PROVENANCE

Martin Browne Contemporary, Sydney, 2017 (label attached verso)
Private collection, Sydney

EXHIBITED

Ildiko Kovacs: The DNA of Colour, Orange Regional Gallery, New South Wales, 18 April - 9 June 2019; ANU Drill Hall Gallery, Canberra,  
20 June - 11 August 2019, cat.26

LITERATURE

Kovacs, I., Garside, S. & Mudie Cunningham, D., Ildiko Kovacs: The DNA of Colour, Orange Regional Gallery, New South Wales in 
association with ANU Drill Hall Gallery, Canberra and Martin Browne Contemporary, Sydney, 2019, pp.16, 18, 46 (illus. pp.48-49)

Ildiko Kovacs is represented by Martin Browne Contemporary, Sydney and Hugo Michell Gallery, Adelaide

$35,000 - $45,000
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DAVID LARWILL
(1956-2011)

Monsters 1996
gouache on paper
76.5 x 56.0 cm
signed lower right: David Larwill
inscribed lower left: "Monsters"
dated lower centre: 1996

PROVENANCE

Gould Galleries, Melbourne, 1997
Private collection, New York

$4,000 - $6,000

98

DAVID LARWILL
(1956-2011)

With the Drift 1996
gouache on paper
130.0 x 109.0 cm
signed lower right: David Larwill
inscribed lower left: "With the drift"
dated lower centre: 1996

PROVENANCE

Gould Galleries, Melbourne, 1997
Private collection, New York

$5,000 - $7,000



159

100

DAVID LARWILL
(1956-2011)

Spring Thing 2004
oil on linen
122.0 x 106.5 cm
signed with initials and dated lower centre: D.L./ '04
signed, dated and inscribed verso: "Spring Thing"/ David Larwill/ 2004

PROVENANCE

Acquired from the artist, private collection, New York

$30,000 - $40,000



160 Important Australian & International Art
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DAVID LARWILL
(1956-2011)

Meeting 1994
oil on linen
61.0 x 50.5 cm
signed with initials and dated lower right: D.L./ 94
signed with initials, dated and inscribed verso:  
"meeting"/  1994 D.L

PROVENANCE

Gould Galleries, Melbourne, 1994
Private collection, Melbourne

$6,000 - $8,000

102

DAVID LARWILL
(1956-2011)

Big Storm - Grid City IV 1993
gouache on paper
119.0 x 85.0 cm
signed and dated lower right: David Larwill 1993
inscribed lower left: "Big Storm - Grid City" IV

PROVENANCE

Acquired from the artist, private collection, New York

$4,500 - $6,500
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DAVID LARWILL
(1956-2011)

Artist 1985
oil on linen
160.0 x 142.0 cm
signed with initials, dated and inscribed verso: D.L/ NOV  
1985/ 'artist'

PROVENANCE

William Mora Galleries, Melbourne
Private collection, Melbourne

EXHIBITED

(probably) David Larwill: Recent Works, William Mora Galleries, 
Melbourne, 1988, cat.17 (bears inscription on stretcher verso)

LITERATURE

McGregor, K., David Larwill, Craftsman House, Sydney, 1997, 
p.177 (illus.)

$16,000 - $24,000
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JASON BENJAMIN
(1971-2021)

Everything Just Slipped My Mind 2003
oil on linen
122.0 x 122.0 cm
signed, dated and inscribed verso: 
everything just/ slipped my mind/  
Feb '03/ Benjamin

PROVENANCE

Metro 5 Gallery, Melbourne, 2005
Private collection, Melbourne

$8,000 - $12,000

104

JASON BENJAMIN
(1971-2021)

A New Life Begins Tonight 2003
oil on linen
122.0 x 122.0 cm
signed, dated and inscribed verso: a new 
life/ begins tonight/ March '03/ Benjamin

PROVENANCE

Metro 5 Gallery, Melbourne, 2005
Private collection, Melbourne

$8,000 - $12,000
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JASON BENJAMIN
(1971-2021)

A Kind of Closure (Clovelly) 2004
oil on linen
183.5 x 244.0 cm
signed, dated and inscribed verso: A kind of/ closure (Clovelly)/ 2004/ Benjamin

PROVENANCE

Jan Murphy Gallery, Brisbane
Private collection, Queensland

EXHIBITED

Jason Benjamin: Lost Time, Jan Murphy Gallery, Brisbane, 12 - 27 November 2004

$25,000 - $35,000
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ZHONG CHEN
born 1969

Kuai Le 12 2003
oil on canvas
122.0 x 157.0 cm
signed and dated verso: zhong chen/ 2003

PROVENANCE

Gift from the artist, private collection, Melbourne

EXHIBITED

Xin Nian: Contemporary Chinese Australian Art, Ian Potter Centre: National Gallery of Victoria, Melbourne, 22 January - 2 May 2004

$7,000 - $9,000
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SALLY SMART
born 1960

The Exquisite Pirate (Tattoo/Peg Leg) 2007-08
ink, synthetic polymer paint and collage on canvas
183.0 x 83.5 cm
signed, dated and inscribed verso: "THE EXQUISITE/ PIRATE (TATTOO/PEG/ LEG)"/ 2007-08/ SYNTHETIC POLYMER PAINT/ AND INK ON 
CANVAS FABRIC/ WITH COLLAGE ELEMENTS/ 183 x 83.3 CM/ SALLY SMART/ NEW YORK

PROVENANCE

Acquired from the artist, company collection, Sydney

$6,000 - $8,000
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CLIFFORD POSSUM TJAPALTJARRI
(c1932-2002)

Anmatyerre/Arrernte language group

Red Ochre Dreaming 1992
synthetic polymer paint on linen
116.0 x 85.5 cm
bears inscription verso: 1992 Red Ochre Dreaming/ Jagamarra Collection/ JC - 64/ ABORIGINAL/ DESERT ART/ #363/ Polka Art 8B 32

accompanied by a certificate of authenticity from Jinta Desert Art, Victoria

PROVENANCE

Commissioned by Jinta Desert Art in association with the Jagamarra Collection, Victoria, 1992 (stock no.363)
Private collection, Sydney

$20,000 - $30,000
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CLIFFORD POSSUM TJAPALTJARRI
(c1932-2002)

Anmatyerre/Arrernte language group

Bush Tucker Dreaming 1994
synthetic polymer paint on linen
183.0 x 122.0 cm
signed and dated verso: CLIFFORD POSSUM/ 1994
bears inscription verso: ACP-843-1-95/ SN-109
Galerie du Monde, Hong Kong, label attached verso

accompanied by a certificate of authenticity from Jinta Desert Art, Victoria

PROVENANCE

Commissioned by Jinta Desert Art in association with the Jagamarra Collection, 
Victoria, 1994 (stock no.SN-109)
Private collection, Sydney

$30,000 - $40,000
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ARTHUR BOYD
(1920-1999)

John Perceval with his Dog
pencil on paper
35.5 x 43.0 cm
signed lower left: Arthur Boyd

PROVENANCE

Private collection, Victoria
Deutscher~Menzies, Melbourne, 27 November 2002, lot 174
Private collection, Melbourne

$4,000 - $6,000

111

RUSSELL DRYSDALE
(1912-1981)

Portrait of Hal Missingham c1950
ink on paper
36.5 x 23.5 cm

PROVENANCE

Holland Fine Art, Sydney (label attached verso,  
stock no.IAH013)
Private collection, Sydney

$4,000 - $6,000
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BRETT WHITELEY
(1939-1992)

Sketch for Blue and White Porcelain Eagle 1978-79
ink and wash on paper
19.5 x 50.0 cm
signed and inscribed lower right: see Derek Smith .../ large blue + white porcelain eagle about 2 ft x 2'6" high/ brett whiteley

PROVENANCE

Company collection
Christie's, Melbourne, 2 May 2002, lot 152 (as Eagle)
Private collection, Sydney
Menzies, Melbourne, 21 September 2016, lot 83 (as Eagle)
Private collection, Sydney

LITERATURE

Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz Publishing, Melbourne, 2020, vol.3, p.530, cat.162.78 (illus.), vol.6, p.164 
(illus.), vol.7, p.441

$18,000 - $25,000
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JOY HESTER
(1920-1960)

Man
ink on paper
24.5 x 19.0 cm
artist's estate stamp lower right

PROVENANCE

Acquired from the artist, Georges Mora, Melbourne
Estate of the above
Christie's, The Estate of Georges Mora, Melbourne,  
24 November 1992, lot 26
Private collection, Melbourne

$8,000 - $12,000

114

JOY HESTER
(1920-1960)

Woman
ink on paper
23.0 x 19.0 cm
artist's estate stamp upper left

PROVENANCE

Acquired from the artist, Georges Mora, Melbourne
Estate of the above
Christie's, The Estate of Georges Mora, Melbourne,  
24 November 1992, lot 83
Private collection, Melbourne

$4,000 - $6,000
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JOY HESTER
(1920-1960)

Man in Chair
ink on paper
49.5 x 39.5 cm
artist's estate stamp lower right

PROVENANCE

Acquired from the artist, Georges Mora, Melbourne
Estate of the above
Christie's, The Estate of Georges Mora, Melbourne, 24 November 1992, lot 53
Private collection, Melbourne

$12,000 - $16,000
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RICK AMOR
born 1948

Jason Sowing Dragon's Teeth 1980
pen and ink on paper
55.0 x 76.0 cm
signed and dated lower right: Rick Amor, 8/1/'80
inscribed lower centre: Jason Sowing Dragon's Teeth

PROVENANCE

Artpreciation, Melbourne (label attached verso)
Private collection, Melbourne
Scotch College Fine Art Exhibition and Auction, Melbourne, 13 November 2004, lot 36
Private collection, Melbourne

$4,000 - $6,000
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WILLIAM DELAFIELD COOK
(1936-2015)

Still Life Helmet 1988
charcoal on paper
65.0 x 72.0 cm
signed and dated lower right: W. Delafield Cook 88
inscribed lower left: 'Helmet'

PROVENANCE

Joseph Brown Gallery, Melbourne
Private collection, Melbourne
Christie's, Melbourne, 22 August 2000, lot 107
Private collection, Sydney

$4,000 - $6,000
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SEAN SCULLY
born 1945, Irish

Munich Mirrors 2003
aquatint, spit bite and sugarlift (5)
34.0 x 24.0 cm (each, image); 63.0 x 50.0 cm (each, sheet)
edition: 10/40
each signed and dated lower right: Sean Scully 03
each numbered lower right: 10/40
each titled lower centre: Munich Mirrors 

printed by Melissa Mayer Galbraith and Alexander Nüsslein, Munich

PROVENANCE

Rex Irwin Art Dealer, Sydney
Private collection, New South Wales

EXHIBITED

Important Works on Paper and Sculpture, Rex Irwin Art Dealer, Sydney, March - April 2005, cat.68

$15,000 - $25,000
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DAVID HOCKNEY
born 1937, British

Celia in a Wicker Chair 1974
etching and aquatint
68.0 x 54.0 cm (image); 90.5 x 75.0 cm (sheet)
edition: 58/60
signed and dated lower right: David Hockney 74
numbered lower left: 58/60

published by Petersburg Press, New York and London

PROVENANCE

Petersburg Press, London
Tom Spender Fine Graphics, Adelaide, 1980
Private collection, Adelaide

LITERATURE

Museum of Contemporary Art Tokyo, no.158

$15,000 - $20,000
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BRETT WHITELEY
(1939-1992)

Lindfield Gardens 1978
colour screenprint with offset lithography
92.0 x 116.0 cm (sheet)
edition: 70/80
signed lower right: brett whiteley
numbered lower left: 70/80
stamped lower left with artist's monogram

PROVENANCE

Private collection, Tasmania
Deutscher~Menzies, Sydney, 6 December 2006, lot 241
Private collection, Sydney
Thence by descent, private collection, New South Wales

LITERATURE

Mandy, R., Brett Whiteley: The Complete Graphics, 1961-1982, 
Art Gallery of Western Australia, Perth, 1983, p.31, cat.46 
(illus., another example)
Brett Whiteley: The Graphics 1961-1992, Deutscher Fine Art, 
Melbourne, 1995, p.112, cat.48 (illus. p.56, another example)
Sutherland, K., Brett Whiteley Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.5, p.101, cat.92P (illus., 
another example), vol.7, p.825

$6,000 - $8,000

121

BRETT WHITELEY
(1939-1992)

Monstera Deliciosa 1978
etching
50.5 x 70.5 cm (image); 80.0 x 74.5 cm (sheet)
edition: 4/40
signed lower right: brett whiteley
numbered lower left: 4/40
bears inscription verso: BLACKFRIAR

PROVENANCE

Blackfriars Gallery, Sydney, 1978
Private collection, New South Wales

LITERATURE

Mandy, R., Brett Whiteley: The Complete Graphics, 1961-1982, 
Art Gallery of Western Australia, Perth, 1983, p.33, cat.48 
(illus., another example)
Brett Whiteley: The Graphics 1961-1992, Deutscher Fine Art, 
Melbourne, 1995, p.112, cat.49 (illus. p.57, another example)
Sutherland, K., Brett Whiteley Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.5, p.98, cat.91P (illus., another 
example), vol.7, p.825

$4,000 - $6,000
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BRETT WHITELEY
(1939-1992)

The Divided Unity 1974
colour screenprint
66.5 x 93.5 cm (image); 76.5 x 105.0 cm (sheet)
edition: Artist's Proof (edition of 70)
signed and inscribed lower right: in memory of Lillian Roxon. 
brett whiteley
numbered and titled lower left: A/P 'the Divided Unity'

PROVENANCE

Acquired from the artist, private collection, Sydney
Thence by descent, private collection, Sydney

EXHIBITED

Brett Whiteley: Recent Paintings and Drawings, Fischer Fine Art, 
London, September 1977, cat.68 (as Divided Unity,  
another example)

LITERATURE
Mandy, R., Brett Whiteley: The Complete Graphics, 1961-1982, 
Art Gallery of Western Australia, Perth, 1983, p.14, cat.15 (illus., 
another example)
Capon, E., Another Way of Looking at Vincent Van Gogh 1888-1889 
by Brett Whiteley 1968-1983, Richard Griffin Press, Melbourne, 
1983 (illus., another example)
Brett Whiteley: The Graphics 1961-1992, Deutscher Fine Art, 
Melbourne, 1995, p.110, cat.14 (illus. p.25, another example)
Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.5, p.41, cat.52P (illus., another 
example), vol.7, p.816

RELATED WORKS

The Divided Unity 1973, pen, ink and collage on board (diptych), 
74.0 x 104.0 cm (overall), private collection, Sydney; illus. in 
Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.3, p.168

Lillian Roxon was a noted Australian journalist, who was one of 
the leading chroniclers of rock music and culture. She died from 
an asthma attack in August 1973 at the age of 40.

$10,000 - $15,000
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CHARLES BLACKMAN
(1928-2018)

Orpheus Suite 1998-2000
complete set of collagraphs (12)
60.0 x 85.0 cm (approx. each, image)
comprising:
(i) The Singer; (ii) Within Without; (iii) Seabride; (iv) Reflections; (v) Lifesong; (vi) Lovesong; (vii) Timesong; (viii) Sunsong; (ix) Soulflight; 
(x) Song Garden; (xi) Harpsong; (xii) Mindsong
edition: 49/70
each signed and dated lower right: Blackman/ 98
each numbered lower left: 49/70
each titled lower centre
published by Berkeley Editions, Sydney (each with blindstamp lower right)
printed by Paul Smith Master Printmaker, Sydney (each with blindstamp  
lower right)

PROVENANCE

United Galleries, Sydney
Private collection, Melbourne

$15,000 - $20,000
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JOHN BRACK
(1920-1999)

John Brack Nudes 1981-82
folio of lithographs (14)
46.5 x 33.5 x 1.5 cm (closed)
edition: 66
signed and numbered on the colophon page: 66./ John Brack

text by Margaret Plant, introduction by Gordon Thomson
published by Lyre Bird Press, Melbourne, 1981-82
lithographs printed by Druckma Press, Melbourne 
text printed by W.M. Caulfield and Sons, Melbourne
hand bound by Nick Doslov, Melbourne

PROVENANCE

Gift from the artist, private collection, Melbourne
Thence by descent, private collection, Melbourne

RELATED WORKS

Other examples of this complete folio are held in the collections 
of the National Gallery of Victoria, Melbourne (ed.9/66) and the 
National Library of Australia, Canberra (ed.22/66)

$4,000 - $6,000

John Brack intended this limited-edition folio to be produced 
in a run of 200 signed and numbered copies (plus an additional 
50 hors commerce copies). However, approximately only 50 
copies were produced. Of those, 15 copies were initially bound 
by Ralf Engel and roughly another 35 copies were bound by 
Nick Doslov, including our present example (identified by his 
binder’s ticket on the front pastedown). The balance of the 
edition was then issued as separate prints – an unfortunate 
decision as it opposed Brack’s original intentions for the 
lithographs to be in book form, rather than a portfolio of 
prints to be framed and hung.1 

This lot is accompanied by a small portfolio of ephemeral 
material relating to the artwork, including handwritten 
correspondence from Helen Brack, John Brack and Gordon 
Thomson regarding the publication of the folio. 

FOOTNOTES

1.  National Library of Australia, Canberra, online catalogue bib ID.2142938, accessed 
May 2022: https://catalogue.nla.gov.au/Record/2142938 

Asta Cameron

https://catalogue.nla.gov.au/Record/2142938
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SIDNEY NOLAN
(1917-1992)

First Class Marksman (Ned Kelly Series II) 1978-79
colour screenprint
48.5 x 64.0 cm (image); 59.0 x 74.5 cm (sheet)
edition: 74/75
signed lower right: Nolan
numbered lower left: 74/75
bears inscription verso: SIDNEY NOLAN/ NED KELLY/ Sidney Nolan/ "Ned Kelly II''/ 1978

published by Marlborough Graphics, London
printed by Kelpra Studio Ltd, London (stamped verso, no.3413)

PROVENANCE

Private collection, Sydney
Estate of the above

$2,000 - $4,000
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GEORGE BALDESSIN
(1939-1978)

Performer 1968
etching, aquatint and colour stencil
37.5 x 49.5 cm (image)
edition of 25
signed and dated lower right: George Baldessin 68
numbered lower left: ed 25
titled and inscribed lower centre: 'performer' for Alison

PROVENANCE

Sotheby's, Melbourne, 27 September 1992, lot 36
Private collection, Melbourne

LITERATURE

Kolenberg., J., George Baldessin Estate: Prints 1963 – 1978, Australian Galleries, Melbourne, 1997, p.46, cat.163 (illus., another example)
Lindsay, R. & Holloway, M., George Baldessin: Sculpture and Etchings, National Gallery of Victoria, Melbourne, 1983, p.72, cat.51  
(another example)
Edquist., H., George Baldessin: Paradox & Persuasion, Australian Galleries, Melbourne, 2009, p.139 (illus. p.138, another example)

EXHIBITED

George Baldessin: Sculpture and Etchings: A Memorial Exhibition, National Gallery of Victoria, Melbourne, 1983, cat.51  
(another example)
George Baldessin: Complete Etchings, Mornington Peninsula Regional Gallery, Victoria, 1974, cat.146 (another example)

$3,000 - $3,500
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BRETT WHITELEY
(1939-1992)

Lovers 1975
screenprint
50.0 x 63.0 cm (image); 59.0 x 79.0 cm (sheet)
edition: 67/75
signed lower right: brett whiteley
numbered lower left: 67/75
signed with artist's monogram lower left

PROVENANCE

Private collection, Melbourne

LITERATURE

Brett Whiteley: The Graphics 1961-1992. Deutscher Fine Art, Melbourne, 1995, p.111, cat.22, (illus. p.33, another example)
Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz Publishing, Melbourne, 2020, vol.5, p.54, cat. 63.73  
(illus, another example), vol.7, p.819

$12,000 - $18,000
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FRED WILLIAMS
(1927-1982)

Oval Landscape 1965-66
sugar aquatint, engraving and drypoint
29.7 x 19.5 cm (image, irreg.)
edition: 22/30; state: III/IV
numbered and signed lower right: 22/30 Fred Williams.

PROVENANCE

Geometrics Contemporary Art, Melbourne (label attached verso)
Private collection, Melbourne

LITERATURE

Mollison, J., Fred Williams Etchings, Rudy Komon Gallery, Sydney, 
1968, pp.84, 132, cat.242 (iii) (illus. pl.72, another example)
Ryan, A. et al, From Music Hall to Landscape: Fred Williams 
Drawings and Prints, Art Gallery of New South Wales, Sydney, 
2001, p.80, cat.61 (illus., another example)

$5,000 - $6,000 
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BRETT WHITELEY
(1939-1992)

The Fish River and Boulders, Oberon 1979
etching
21 x 19.5 cm (image); 70.0 x 49.5 cm (sheet)
edition: 15/20
signed lower right: brett whiteley
numbered and inscribed lower left: 15/20 Oberon

PROVENANCE

Southern Cross Books and Prints, Sydney, 1988
Private collection, Melbourne

LITERATURE
Mandy, R., Brett Whiteley: The Complete Graphics, 1961-1982,  
Art Gallery of Western Australia, Perth, 1983, p.49, cat.49  
(illus., another example, as Oberon)
Brett Whiteley: The Graphics 1961-1992, Deutscher Fine Art, 
Melbourne, 1995, p.112, cat.51 (illus. p.58, another example)
Sutherland, K., Brett Whiteley Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.3, p.614, vol.5, p.113, 
cat.101P (illus., another example), vol.7, p.827

RELATED WORKS

The Fish River and White Boulders 1979, mixed media on 
board, 25.0 x 28.0 cm, private collection; illus. in Sutherland, 
K., Brett Whiteley: Catalogue Raisonné, Schwartz Publishing, 
Melbourne, 2020, vol.3, p.615

$5,000 - $7,000
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INFORMATION FOR BUYERS & SELLERS 

THE BUYER

Menzies welcomes you to our Melbourne and 
Sydney viewings and associated auction events. 
Our specialist and client service staff will be 
pleased to assist you with any enquiries relating 
to the viewing as well as buying or selling at the 
auction. 

USING THIS CATALOGUE 

ESTIMATED PRICES

Catalogue entries include descriptive 
information for every lot, as well as a price range, 
which reflects the opinion of our specialists as to 
the price expected for the lot at auction. These 
are based upon prices recently paid at auction 
for comparable works and take into account 
condition, rarity, quality and provenance.

Estimates are prepared well in advance of the sale 
and are subject to revision; they do not include 
the buyer’s premium. Estimates are inclusive of 
any G.S.T. which is applicable.

Although the sale is conducted in Australian 
dollars, the pre-sale estimates are occasionally 
also printed in foreign currencies. The rates of 
exchange are the rates at the time of production 
of this catalogue and therefore, should be treated 
as a guide only.

RESERVES

The reserve is the minimum price the vendor is 
willing to accept and below which a lot will not 
be sold. This amount is confidential and will not 
exceed the low pre-sale estimate.

G.S.T. 

In the event that the vendor is registered for 
Goods and Services Tax (G.S.T.), the invoice to 
the buyer will provide a separate entry for G.S.T. 
which is included in the hammer price.

All Menzies charges for services referred to in this 
catalogue are inclusive of G.S.T. A list of works 
which will be sold with G.S.T. included in the 
hammer amount is available to intending bidders 
on request.

CONDITIONS OF SALE

If you wish to bid in a sale, we encourage you 
to read the Conditions of Sale which appear in 
this catalogue. The Conditions of Sale outline 
the terms governing the purchase of property 
sold at auction. Menzies will sell property to be 
auctioned on a G.S.T. inclusive basis. The buyer’s 
premium will also be inclusive of G.S.T. See 
condition 6 of the Conditions of Sale.

MENZIES INTEREST IN PROPERTY CONSIGNED 
FOR SALE

Menzies generally offers property consigned by 
others for sale at public auction. The Principal 
of Menzies and Menzies itself also sell property 
at our auctions and some of the works in this 
catalogue may be owned wholly or in part by 
Menzies or the Principal of Menzies.

The Principal of Menzies, for some works, provide 
a guaranteed minimum price to the vendor of the 

property. Some of the works in this catalogue 

may be the subject of such a guarantee.

If buyers have an interest in a particular lot 

and want to know more about its ownership 

or guarantee status, they should speak to a 

representative of Menzies, who will be pleased 

to assist.

BUYER’S PREMIUM

Buyers are reminded that the purchase price will 

be the sum of the final bid price plus the buyer’s 

premium, which is 25% (GST inclusive) of the 

hammer price.

BEFORE THE AUCTION

Pre-sale viewings for all of our auctions are 

open to the public and may be attended at no 

charge. All property to be auctioned is usually 

on view for several days prior to the sale. You are 

encouraged to examine lots thoroughly and to 

request condition reports (see below). Menzies 

specialists are available to give advice at all 

viewings or by appointment.

Prospective bidders should make themselves 

familiar with any saleroom notices that may 

be applicable and also consult our website: 

menziesartbrands.com for the most up to date 

cataloguing of the property in this catalogue. 

CONDITION REPORTS

If you would like additional information on a 

particular lot or are unable to attend the viewing, 

Menzies are pleased to provide on request a 

general report on the condition of the property 

described in our catalogue. Please submit your 

request no later than 48 hours prior to the 

auction. We remind prospective buyers that the 

report is a statement of opinion and should not 

be relied upon as a statement of definitive fact. 

The Conditions of Sale, exclude warranties and 

representations with respect to the condition 

of a lot sold at Auction other than those 

expressly set out therein. Prospective buyers 

should inspect each lot to satisfy themselves 

as to condition and are encouraged to consult a 

professional restorer or conservator for a more 

detailed analysis if so required.

PROVENANCE

Menzies may list in the catalogue entry matters 

such as the history of ownership and other 

relevant information with respect to scholarship 

or that assists in distinguishing the work of 

art. Menzies are not able to carry out detailed 

enquiries with respect to provenance on each 

lot. Bidders are responsible to make their own 

enquiries and investigations on provenance 

before bidding on any lot or otherwise making an 

offer to purchase.

The identity of the Seller or previous owners 

may not be disclosed for a variety of reasons. 

For example, such information may be excluded 

at the Seller’s request or because the identity of 

prior owners is unknown.

REGISTRATION

If you are planning to bid at auction you will 
need to register with us. Please register at the 
viewing or arrive 20 or 30 minutes before the sale 
to complete bidder registration and to receive 
a bidding number to identify you if you are a 
successful bidder. If you are a new client, or if you 
have not made a recent purchase with Menzies, 
you may be asked to supply a credit reference and 
photo identification (driver's licence/ passport) 
when you register. To avoid any delay in the 
release of your purchases, you may wish to pre-
arrange cheque or credit approval. If so, please 
contact Coralie Stow at Menzies on (03) 9832 
8700. Pre-registration will also save you time on 
the day of sale.

THE AUCTION

Auctions are open to the public, free of charge.

BIDDING

Property is auctioned in consecutive 
numerical order. The lot being 
offered is usually shown at the 

front of the saleroom or is illustrated on a slide 
screen. The auctioneer will accept bids from 
those present in the saleroom or absentee 
bidders participating by telephone, live internet 
bidding or by written bid left with Menzies in 
advance of the auction. The auctioneer may also 
execute bids on behalf of the vendor to protect 
the reserve, either by placing consecutive bids up 
to the amount of the reserve or by entering bids 
in response to saleroom, telephone or absentee 
bids. Under no circumstances will the auctioneer 
place any bid on behalf of the vendor at or above 
the reserve. Bidding increments are inclusive of 
any G.S.T. which is applicable.

BIDDING INCREMENTS

Bidding generally opens below the estimate and 
advances in the following increments:

$500 – $1,000 by $50 

$1,000  – $2,000 by $100 

$2,000 – $5,000 by $200 

$5,000 – $10,000 by $500 

$10,000 – $20,000 by $1,000 

$20,000 – $50,000 by $2,000 

$50,000 – $100,000  by $5,000

$100,000 – $200,000 by $10,000

$200,000 – $500,000 by $20,000

$500,000 - up by $50,000
 
Occasionally the auctioneer may vary the 
increments during the course of the auction at his 
or her discretion.

ABSENTEE OR COMMISSION BIDS

If you cannot attend the auction, 
you may bid in other ways. The 
most common is the absentee bid. 

Absentee bids are written instructions from you 
directing Menzies to bid for you on one or more lots 
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AFTER THE AUCTION 

PAYMENT

Under normal circumstances you are expected to 
pay for your purchases within 7 (seven) working 
days after the sale and to remove the property 
you have bought that day. Payment can be made 
by bank cheque, cash, or telegraphic transfer. 
Arrangements can be made for credit card 
payment which will incur a surcharge. If payment 
is made by personal cheque property will not be 
released until funds have been cleared. 

Payment by telegraphic transfer should be made 
to: Menzies Art Brands Vendor Trust A/C  
ANZ Banking Group Ltd.  
353 Elizabeth St, Melbourne, Victoria 3000  
BSB No. 013 040  
Account No. 8369 13715

Please include your account code as a reference.

EXTENDED PAYMENTS

With the consent of the vendor, Menzies may 
offer extended credit terms to prospective 
buyers whose credit worthiness has been 
verified. For further information, please contact 
Coralie Stow on (03) 9832 8700.

SHIPPING 

After payment has been made in full, Menzies 
may, as a service to buyers, arrange to have 
the property packed, insured and shipped at 
your request and expense. We recommend 
that you request an estimate for any large 
items or property of high value requiring 
specialised professional packers. Menzies will not 
accommodate a buyer’s request to roll canvases 
sold on stretchers or remove works from frames 
or mounts.

EXPORT LICENSING REGULATIONS

The export of any item sold at Auction from 
Australia or its import into another country may 
require both export or import licenses. It is the 
buyer’s responsibility to inform themselves with 
respect to those licenses and where necessary, 
to obtain the appropriate licenses. Those licenses 
may be required under the Protection of Movable 
Cultural Heritage Act 1986 and the Protection of 
Movable Cultural Heritage Regulations 2018.

The Protection of Movable Cultural Heritage 
Act 1986 prescribes objects of Cultural Heritage 
significance that require either an export 
certificate or a permit. There may also be 
other legislation that restricts or prohibits the 
export of a lot outside a State or Territory or the 
Commonwealth of Australia. Prescribed objects 
are disclosed in the National Cultural Heritage 
Control list. 

Enquiries should be made to: Department of 
Communications and the Arts GPO Box 2154, 
Canberra ACT 2601T: 1800 254 649

www.arts.gov.au/contact-us

Menzies recommends that Buyers make 
appropriate enquiries of the relevant authorities. 
Buyers will be bound to complete a purchase 
notwithstanding the inability to obtain any 
relevant license.

COLLECTION

Buyers can pay and collect property the following 
day from Menzies rooms, provided payment 
is made by bank cheque, cash or telegraphic 
transfer. If payment is made by personal cheque, 
property will not be released until funds have 
been cleared. Due to space constraints Menzies 
require that purchases and unsold property be 
collected within thirty days after auction. If the 
goods remain after thirty days Menzies reserve 
the right to cause the property to be stored at the 
expense of the owner.

SALES RESULTS

Price lists and are available on request. Prices 
realised are also published on our website: 
menziesartbrands.com

THE SELLER 

AUCTION ESTIMATES

If you are considering selling your property, 
Menzies will provide a free initial estimate of its 
auction value.

Every Wednesday 2pm-5pm, our specialists are 
available and we offer the opportunity for sellers 
to bring their paintings to our Melbourne and 
Sydney offices for obligation–free appraisals. 
Alternatively send a clear photograph of each 
item ensuring you include the dimensions, artist’s 
signature, medium, physical condition and any 
other relevant information. Visits can also be 
made by our specialists. These are usually at no 
cost but a fee may be charged which is based on 
the scope and diversity of the collection. These 
fees will be rebated if you consign your property 
for sale at Menzies.

WITHDRAWAL OF PROPERTY

Without any prior notice to the Vendor, Menzies 
reserves the right to withdraw from sale the 
property or to have the property listed at any 
auction.

AFTER SALE NOTIFICATION

Within a few days after the sale, you will receive 
an after-sale advice listing the final bid price, 
or, in the event that the property failed to sell, 
notification that it was bought-in to be returned 
to you.

You will be sent payment for your sold property 
approximately 35 (thirty five) days after the sale, 
provided payment has been received by us.

RESALE ROYALTIES

Prospective Purchasers’ attention is drawn to 
the The Resale Royalty Right for Visual Artists 
Act 2009 (the Act) which came in to effect on 
the 8th June, 2010. Under the Act, artists and 
their beneficiaries are entitled to a 5% royalty 
on the resale price for certain resales of their 
work. The government has engaged Copyright 
Agency Limited (CAL) to collect and distribute 
artists’ resale royalties, and there is information  
about resales on their website:  
www.resaleroyalty.org.au.

up to a maximum amount you specify for each lot. 
Menzies staff will execute your absentee bid at 
the lowest possible price taking into account the 
reserve price and other bids. There is no charge 
for this service. If identical bids are left by two 
or more parties, the first bid received by Menzies 
will take preference. The auctioneer may execute 
bids for absentee bidders directly from the 
rostrum, clearly identifying these as absentee or 
commission bids. Absentee bid forms are available 
at the back of this catalogue and may also be 
obtained from Menzies offices. It is the bidder’s 
responsibility to establish if they were successful 
with their bids. Absentee bids submitted on ‘No 
Reserve’ lots will, in the absence of a higher bid, 
be executed at approximately 50% of the low 
pre-sale estimate or the amount of the bid if  
it is less than 50% of the low pre-sale estimate.

TELEPHONE BIDS

Menzies will also execute your bids if 
you cannot come to the auction and 
wish to participate by telephone. 

Resources are limited and this service is offered 
on a first-come, first served basis. Menzies’ staff 
will execute telephone bids from designated 
areas in the saleroom. This service is at the 
telephone bidder’s risk and is also free of charge. 
It is the bidder’s responsibility to establish if they 
were successful with their bids.

INTERNET BIDS

Online bidding during this auction 
will be available via the third-party 
platform www.invaluable.com.

If you are intending to bid online you will need to 
create an account in advance and register to bid 
at our sale on the Invaluable website. Bidding 
at this auction via Invaluable will not be subject 
to any additional online bidding fee. Menzies 
stands by to assist but accepts no responsibility 
for errors or technical issues encountered when 
using Invaluable.com. A live video stream and 
hammer results for the auction may be accessed 
via Invaluable.com free of charge. 

SUCCESSFUL BIDS

The fall of the auctioneer’s hammer indicates 
the final bid. Menzies will record the bidder 
number of the buyer. If your bid is successful, 
you will be notified immediately after the sale 
by mailed invoice. Menzies advise all Buyers 
to arrange for their own ‘all risks’ insurance to 
cover their purchased goods effective from 
date for payment to protect their interests  
as Menzies do not provide insurance cover 
for Buyers. See condition 8 of the Conditions  
of Sale. 

UNSOLD LOTS

If a lot does not reach the reserve, it is bought-in. 

In other words, it remains unsold and is returned 

to the consignor usually after a week in case there 

are any post sale offers. When the auctioneer 

hammers down a lot that fails to sell, he/she will 

not announce a bidder’s number.
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Menzies are obliged to provide information to 
CAL on all commercial resales for $1,000 or more, 
whether or not a royalty is payable on the resale.

MENZIES PRIVACY POLICY

At Menzies Art Brands Pty Ltd ACN 080 621 
236 (“Menzies Art Brands”) we are committed 
to protecting your personal information and 
keeping your art transactions confidential. This 
policy describes how Menzies Art Brands handles 
the personal information we collect. 

UPDATES TO THIS POLICY

We may review and update this policy from time 
to time to take account of new laws, technology, 
changes to our operations and the changing 
business environment. Updates will be published 
on our website.

MENZIES ART BRANDS COLLECTION, USE AND 
DISCLOSURE PRACTICES

Menzies Art Brands collects, holds, uses and 
discloses personal information for our business 
functions and activities.

HOW AND WHY MENZIES ART BRANDS 
COLLECTS PERSONAL INFORMATION

The main way Menzies Art Brands collects your 
information is when you give it to us. You give us 
your personal information when you deal with 
Menzies Art Brands in any of the following ways:

  seek an art appraisal or valuation

  register for an auction

  bid on an auction item

  purchase art or valuation services from us

  store art with us

    register for or attend one of our events  
where photographs or videos may be taken

    sign up for/obtain a catalogue, publication or 
newsletter

    access or publish information on one of our 
social media pages

  visit or use our website and or complete 

  a form on our website

    contract with, or provide goods or services 
to, Menzies Art Brands

  consign art to us for sale

    contact us by telephone, email, fax or 
through social media (see more below)

    have a conversation with one of our 
representatives

  make a complaint to Menzies Art Brands

   otherwise interact with Menzies Art Brands

We may also collect personal information 
indirectly from third parties including for 
recruitment purposes. We do not buy or sell 
personal information.

SOCIAL NETWORKING

We use social networking services such as 
Facebook, Twitter, Instagram, YouTube or 
LinkedIn. If you communicate with us using these 
services we and the social network provider and its 
partners may collect your personal information. 
We do not control and are not responsible 
for the privacy practices of these services 
and you should review their privacy policies.

WHAT PERSONAL INFORMATION DOES MENZIES 
ART BRANDS COLLECT AND HOLD?

The information we collect may include your 
contact details (e.g. name, address, phone 
numbers, email address, postcodes), basic 
demographics (e.g. age, gender, occupation), 
Bank account details, credit card details for 
processing phone orders. We may take and keep 
photographs, audio or video footage of auctions 
but only with participants’ consent. We will not 
collect sensitive information from you unless 
you voluntarily provide it to us. We will not keep 
this if it is not needed. 

If the information is provided for recruitment 
purposes, we might collect more detailed 
information about you that is relevant for 
assessing your suitability for a position with 
us such as your educational qualifications or 
employment history.

FOR WHAT PURPOSES DOES MENZIES ART 
BRANDS USE OR DISCLOSE PERSONAL 
INFORMATION?

We will only use or disclose personal information 
provided for the purposes for which it was 
collected unless you have consented to us using 
or disclosing it, or you would reasonably expect 
us to use or disclose it for a different but related 
purpose, or as otherwise permitted by law.

We may add your contact details, including email 
address, to our mailing list for direct marketing 
purposes. If we contact you for this purpose an 
opt-out statement and facility will be available. 
If you do not provide Menzies Art Brands with 
the information required, we may not be able 
to provide the service you seek or respond or 
interact with you or, in the case of recruitment, 
to consider your application.

WITH WHOM DO WE SHARE INFORMATION?

We may share your personal information with 
our contractors, suppliers, IT and other service 
providers, insurers, venues where we conduct 
events and business partners, recruiters, 
referees or others as you would reasonably 
expect for the above purposes.

OUR WEBSITE PRACTICES: COOKIES AND OTHER 
TECHNOLOGIES

Following common website practices, Menzies 
Art Brands uses “cookies” and other technologies 
to collect non-personal data that enables us to 
better understand and improve the usability, 
performance and effectiveness of Menzies Art 
Brands’s website and for reporting purposes. 
Cookies are unique text files sent to your browser 
and stored on your computer. We do not store 
any personally identifiable information with 
these cookies. Use of these third party cookies by 
our tracking utility company or service providers 
is not governed by this Privacy Policy. We do not 
have access or control over these cookies.

If you do not want Menzies Art Brands to send 
cookies to your browser, you can set your 
browser options to reject cookies or notify you 
when a website tries to put a cookie in your 
browser software. Rejecting cookies may affect 
your ability to use some of our website services.

Additionally, Menzies Art Brands gathers 

general information about visits to our website 

and stores this information in log files. This 

information is stored in anonymous profiles 

and is not associated with a user’s account. This 

information includes the number of total visits to 

our website, and which browser is used to view 

our website (including the version number). No 

personal Information is contained in this data. 

Our current partners help us to track our website 

usage. No personally identifiable information 

is collected. Menzies Art Brands uses this 

information to understand traffic and downloads 

on our website, enabling us to improve the site, 

provide the best online experience possible and 

improve our ability to serve our customers.

LINKS TO OTHER WEBSITES

Our website may include links to other websites 

that are operated by third parties. We are not 

responsible for the content or operation of 

those websites or for any products, services 

or information contained in them or offered by 

them. You should review the privacy policy and 

terms and conditions of use of those websites 

when you visit them. 

HOW DO WE STORE AND SECURE INFORMATION?

We take reasonable steps to protect all 

information which we hold from misuse, 

interference and loss, and from unauthorised 

access, modification or disclosure. However, as 

the transmission of data over the internet is not 

totally secure, we cannot guarantee the security 

of your data during transmission. 

All personal information held electronically 

is kept on secure servers and protected by 

firewall security systems. We may also hold 

some personal information in hard copy such as 

recordings of auctions, consents, invoices and 

business cards. This information is subject to 

restricted access. 

ANONYMITY 

If it is lawful and practicable we will give 

individuals the option of not identifying 

themselves, or using a pseudonym when you 

contact us. For example, if you are making a 

telephone enquiry we may not need to collect 

your personal information. However, this may not 

always be possible. 

ACCESSING YOUR PERSONAL INFORMATION, 

OTHER ENQUIRIES OR COMPLAINTS 

If you wish to access the personal information we 

hold about you or you think that your personal 

information is inaccurate and needs correction, 

please contact us at the address below. We will 

take reasonable steps to keep your personal 

information accurate, complete and up-to-date. 

If you have a complaint concerning your privacy 

please also contact us. Any complaint will be 

investigated by our Privacy Officer and responded 

to in a timely manner.
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Menzies is not able to and does not carry out 
exhaustive enquiries with respect to the 
accuracy or completeness of the provenance of 
a lot.

No entitlement to copyright in the lot can 
be assumed and there may be a reservation  
of copyright by the original Artist or other  
prior owners.

Bidders acknowledge these facts and 
accept responsibility for making their own 
investigations and inspections with respect  
to any lot in which they may be interested  
before the auction.

5. PURCHASE PRICE DEFINED

The purchase price payable by the Purchaser shall 
be the hammer price plus the buyer’s premium 
together with any Goods and Services Tax. The 
buyer’s premium is 25% (GST inclusive) of the 
hammer price. Payment of the purchase price as 
defined above is due in Australian Dollars.

6. G.S.T.

‘G.S.T.’ means the goods and services tax imposed 
by the A New Tax System (Goods and Services 
Tax) Act 1999 (Com) (as amended).

i. Menzies will sell the Property to be auctioned 
on a G.S.T. inclusive basis. The hammer price 
will therefore be inclusive of any G.S.T. payable. 
Menzies will invoice the Purchaser for the 
hammer price, inclusive of any applicable G.S.T. 
plus the buyer’s premium, inclusive of G.S.T. 
Menzies will account to the Vendor for any 
applicable G.S.T. inclusive in the hammer price 
actually recovered from the Purchaser. The 
Vendor will be responsible to pay the G.S.T to 
the Australian Tax Office.

ii.   The Purchaser must carefully assess whether 
input tax credits for any G.S.T. paid will be 
available. We recommend you contact your 
accountant or lawyer on this question.

iii.   Menzies will make available a list of works 
which will be sold inclusive of G.S.T. in  
the hammer amount to intending bidders  
on request.

iv.  Menzies will provide the Purchaser with a valid 
‘tax invoice’ if G.S.T. is assessable on the sale.

v.   Any overseas buyer eligible for exemption 
from G.S.T. must produce satisfactory proof 
to Menzies that the property has or will leave 
the country as an export within 60 days of  
its purchase.

7.  RESALE ROYALTY RIGHT FOR VISUAL ARTISTS

As from the 9th June, 2010, The Resale Royalty 
Right for Visual Artists Act 2009 (Cwth) (‘the Act‘) 
will apply to the commercial resale of Artwork. 
Menzies will rely on information supplied by 
the Seller and Copyright Agency Limited (‘CAL‘) 
to determine whether Resale Royalty Rights 
(‘Artists' Resale Royalty‘) are applicable. Buyers 
and Sellers must inform themselves of the 
provisions of the Act and take professional 
advice if necessary on its application to a sale 
and purchase governed by the Conditions of Sale 
which appear in this catalogue. Where the lot is 
considered to be subject to the provisions of the 

Act, the Seller will be notified by Menzies and / or 
CAL, and then be responsible to pay the Artists' 
Resale Royalty as defined. 

8. INSURANCE

i.   Menzies maintains their own insurance against 
their personal liability for some risks arising 
from insurable perils including fire, theft 
following forcible entry and water damage. 
The value of the Goods covered by Menzies 
policy is restricted to the gross amount realised 
at Auction, or in the case of Goods unsold at 
Auction, withdrawn or otherwise held prior to 
a sale, Menzies estimated auction realisation 
price – the ‘reserve price’.

ii.  Menzies own insurance will subsist until 
payment is made by the Buyer or, in the case 
of unsold Lots, until the expiry seven (7) days 
after notice from Menzies sent by prepaid mail, 
email or facsimile to the Vendor’s last known 
address, email account or facsimile number 
requiring the Vendor to collect the same.

iii.   A purchased Lot shall be at the Buyer’s risk 
in all respects from date payment is due to 
Vendor whether or not payment has been 
made and neither Menzies nor the Vendor shall 
thereafter be liable for any loss or damage of 
any kind, whether caused by negligence or 
otherwise, notwithstanding that any Lot is 
in or under Menzies custody or control at the 
time of the occurrence of the loss or damage. 

iv.  Menzies advise all Buyers to arrange for 
their own ‘all risks’ insurance to cover their 
purchased goods effective from date for 
payment to protect their interests as Menzies 
can not warrant that the Vendor has insured its 
interests in the goods and that Menzies cover 
will extend to all risks.

v.   Menzies does not accept responsibility for 
goods damaged by insect infestation or 
by changes in atmospheric conditions and 
Menzies shall not be liable for such damage 
nor for any other damage to glass or to picture 
frames. If the Lot is damaged or destroyed 
after sale and Menzies insurance company 
pays compensation which is then paid to or on 
behalf of a Buyer, the Buyer’s premium shall 
still be payable by the Buyer in addition to the 
final bid price calculated in accordance with 
the Published Rates.

9. PENALTY INTEREST

If the Buyer fails to pay for the property within 
30 days, and extended payment terms have not 
been granted, penalty interest shall run on the 
amount of monies outstanding from the date 
due for payment until the date payment is made 
at the rate prescribed by the Penalty Interest 
Rates Act (Vic) plus two percentum. In the event 
of the Buyer being in default of his/her obligation 
to pay and the overdue account is then referred 
to a debt collection agency, and/or law firm for 
collection the commission payable calculated on 
the basis of the debt being paid in full and legal 
costs incurred either directly or by collection 
agency on an indemnity basis shall be added 
to the amount outstanding and form part of  
the debt.

CONTACT DETAILS 

All privacy-related enquiries or complaints 
should be directed to: 

The Privacy Officer 
Menzies Art Brands 
1 Darling Street South Yarra, VIC 3141 
E: artauctions@menziesartbrands.com 
(please mark emails ATTN: The Privacy Officer)

CONDITIONS OF SALE

These conditions of sale constitute the entire 
agreement with the Buyer with respect 
to any lots listed for sale in the catalogue. 
Amendment to the catalogue descriptions may 
be made verbally during the course of auction 
or by appropriate posted notices. By bidding at 
auction, you shall be bound by the conditions  
set out below. The auction is conducted in 
Australian dollars. 

1. CONTROL OF AUCTION

Menzies will have absolute discretion to 
determine the successful bidder should a dispute 
arise between the bidders and this includes the 
power to reject any bid, to cancel the sale or to 
re-offer the property in dispute.

2. LOTS SUBJECT TO RESERVE

All lots may be subject to a reserve price which 
Menzies shall act to maintain by bidding through 
the Auctioneer. The Auctioneer may place a bid 
on behalf of the Vendor and continue to bid 
until the reserve is reached. The reserve price  
is strictly confidential between Menzies and  
the Vendor.

With respect to lots that are offered without 
reserve, unless there are already competing 
bids, the auctioneer, at his or her discretion, will 
generally open the bidding at 50% of the low 
pre-sale estimate for that lot. In the absence of 
a bid at that level, the auctioneer will proceed 
backwards at his or her discretion until a  
bid is recognised, and then continue up from  
that amount.

3. ABSENTEE OR COMMISSION BIDS

Menzies may accept any bid in the absence of the 
bidder by facsimile, internet, email or telephone 
however with respect to all such bids, Menzies 
accepts no responsibility to errors or omissions 
in connection with their execution.

Absentee bids submitted on ‘No Reserve’ lots 
will, in the absence of a higher bid, be executed at 
approximately 50% of the low pre sale estimate 
or the amount of the bid if it is less than 50% of 
the low pre-sale estimate.

4. PROPERTY SOLD AS IS

Subject to any express warranty set out in 
these conditions of sale, all property is sold 
without any express or implied warranty or 
representation with respect to provenance or 
condition. No written or oral statement made 
at any time, shall constitute such warranty or 
representation. Each lot is sold ‘as is’, according 
to these conditions of sale.
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10. COLLECTION OF PROPERTY SOLD

The Purchaser may only remove the goods from 
the Auction Room of Menzies once the property 
has been paid for in full. All lots sold must be 
removed from the premises of Menzies no later 
than 30 (thirty) days from the date of sale. If the 
goods have not been removed by this deadline 
the goods may be transferred to a public 
warehouse or stored privately and all storage 
freight and other associated costs shall be to the 
Purchaser’s account.

11. HANDLING AND PACKAGING

Buyers should make own arrangements for 
shipping of goods including transit insurance. 
Menzies will assist Buyers to identify Carriers 
who will undertake to handle goods at the 
Buyers direction. If Menzies introduce Buyer to 
Packers or Shippers no recommendation is to  
be implied.

12. REMEDIES OF MENZIES 

If the buyer is in breach of any of the conditions 
of sale then Menzies may choose to take the 
following action:

i.   Cancel the sale, retaining as liquidated damages 
any payment made by the buyer.

ii.   Re-sell the property without any minimum 
price at the next auction of Menzies or privately 
on 5 (five) days notice to the Buyer.

iii.   Take any other action Menzies may deem 
necessary.

The remedies set out above are in addition to 
any other remedies Menzies may have either at 
common law or equity and any deficiency that 
may exist between the purchase price and the 
price paid upon re-sale shall be to the account 
of the defaulting buyer including all costs 
and expenses, warehousing and expenses of  
both sales and Solicitor’s costs on a Solicitor/
Client basis.

In the event a defaulting buyer has made a part 
payment Menzies reserves the right to apply such 
payment to any such lots at its sole discretion. 
Any defaulting buyer will also be deemed to have 
granted us a security interest in any property 
that is in the custody of Menzies. 

13. BUYER’S REMEDIES

The buyer acknowledges that Menzies under 
no circumstances shall be responsible for 
any indirect or consequential loss or damage 
including loss of profits for any acts or omissions 
that have occurred before, during or after the 
course of an auction. The buyer acknowledges 
that its damages shall be limited to the original 
purchase price paid for the lot.

14. CHOICE OF LAW

By bidding at an auction whether present, 
in person or by agent or by absentee bid, the 
buyer shall be deemed to have consented to the 
exclusive jurisdiction of the Courts of the State 
in which the Auction is conducted.

15. REFUND IN CASE OF FORGERY

In the event of proven forgery Menzies will refund 

to the buyer the purchase price of the lot. This 

refund will only occur provided the following 

conditions are met:

i.   The buyer must produce evidence from two 

independent experts who both agree that the 

lot is a forgery. Menzies reserves the right to 

request further expert evidence if, in its sole 

discretion, it is not satisfied with the findings of 

either expert.

ii.   The buyer must provide written notification 

to Menzies within 4 (four) years of the auction 

date of the forgery allegations.

iii.   The buyer must return to Menzies the allegedly 

unauthentic lot within 14 (fourteen) days of 

notifying Menzies of any lack of authenticity.

No refund will occur if there is any conflict of 

opinion among accepted experts in the field or 

if it can be demonstrated that the lot is a forgery 

only by means of scientific process that could 

damage or otherwise jeopardise the condition of 

the lot and which scientific techniques were not 

commonly employed until after the publication 

of the catalogue.

This guarantee is for the benefit of the buyer only 

and cannot be assigned. Such buyer must have 

remained the owner of the property without 

disposing of any interest in it to any third party up 

until the time the alleged forgery was discovered

16. EXPORT LICENCE

Any application for an export license by the buyer 

pursuant to any of the following:

1.   The Movable Cultural Heritage Act (1986); &

2.   The Protection of Movable Cultural Heritage 

Regulations 2018. Any other legislation or 

regulations that may prohibit the movement of 

or export of a lot from State to State or Territory 

and/or out of the Commonwealth of Australia; 

shall not affect the obligations of the buyer 

to make payment to Menzies within the time 

stipulated by these conditions. Unless there is 

an express written agreement by Menzies to 

make an application for an export license on 

his or her behalf, then all disbursements and 

out of pocket expenses that relate to such an 

application shall be to the buyer’s account.

17. PRIVACY OF INFORMATION

Menzies ensures client confidentiality and use of 

personal information in accordance with its 

Privacy of Information Policy as stated in this 

catalogue. Clients when registering to bid 

or choosing to attend public events held by 

Menzies agree to the collection, use and security  

of personal information in accordance with  

the policy.

18. AFTER AUCTION SALES

Any post auction sale of lots offered at auction 

shall incorporate these Conditions as if sold in  

the auction.

CATALOGUING PRACTICE & TERMS

ARTIST’S NAMES

Menzies use the National Gallery of Australia’s 
publication, Australian Art: Artist’s working 
names authority list and are using the common 
names of the artists rather than their full names. 

For example: Tom Roberts rather than Thomas 
William Roberts; Rupert Bunny rather than 
Rupert Charles Wulsten Bunny; John Brack rather 
than Cecil John Brack. In the case of Aboriginal 
works of art, the artist’s full name including skin 
group is used. Terms used in this catalogue have 
the meanings ascribed to them below. Please 
note that all statements in this catalogue as to 
Authorship are made subject to provisions of 
the Conditions of Sale and neither Menzies or 
the Vendor assume any liability or responsibility  
for the authenticity or authorship of any lot in  
this catalogue.

1.   RUSSELL DRYSDALE 

In Menzies’ qualified opinion a work by the artist.

2.  ATTRIBUTED TO RUSSELL DRYSDALE

In Menzies’ qualified opinion a work which may be 
in whole or part the work of the artist.

3.   CIRCLE OF RUSSELL DRYSDALE

 In Menzies’ qualified opinion a work of the period 
of the artist and closely related to his style and 
showing his influence.

4.   STUDIO OF/WORKSHOP OF RUSSELL DRYSDALE

In Menzies’ qualified opinion a work possibly 
executed under the supervision of the artist.

5.   SCHOOL OF RUSSELL DRYSDALE

In Menzies’ qualified opinion a work by a pupil or 
follower of the artist.

6.   MANNER OF RUSSELL DRYSDALE

In Menzies’ qualified opinion a work in the style of 
the artist possibly of a later period.

7.   AFTER RUSSELL DRYSDALE 

In Menzies’ qualified opinion a copy of the work of 
the artist.

8.   ‘SIGNED’

The work has a signature which in Menzies’ 
qualified opinion is the signature of the artist.

9.   ‘BEARS SIGNATURE’

 The work has a signature which in Menzies’ 
qualified opinion might possibly be the signature 
of the artist although there is an element of 
doubt.

10.   ‘DATED’

The work is so dated and in Menzies’ qualified 
opinion was executed about that date.

11.    ‘BEARS DATE’

The work is so dated and in Menzies’ qualified 
opinion may possibly have been executed about 
that date although there is an element of doubt.
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TELEPHONE BID FORM

LOT 
NO. 

CATALOGUE DESCRIPTION MAXIMUM BID (where applicable)
Not including the buyer’s premium.

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

BUYER’S NUMBER:

NAME (please print or type)

INVOICE ADDRESS (PO box not sufficient) 

CITY POST CODE

TELEPHONE/HOME BUSINESS

MOBILE  FACSIMILE

EMAIL

SIGNATURE (signature is required for execution of this absentee bid) DATE

BID RECEIVED BY (Menzies internal use only) DATE + TIME

Please tick here if you DO NOT wish to receive information via the following methods:   Mail     Email     SMS

(office use only)

IMPORTANT AUSTRALIAN 
& INTERNATIONAL ART

29 JUNE 2022 AUCTION, MELBOURNE

Email bids to:  
artauctions@menziesartbrands.com

Menzies bears no responsibility for any 
errors which occur due to late 
instructions. Menzies will endeavour to 
confirm bids received either by fax, 
telephone or by email. If you have not 
received our confirmation within one 
business day, please contact Menzies.

It is the bidder’s responsibility to 
check with Menzies staff whether a 
saleroom notice relates to any lot 
which they have listed. Bidders in the 
room will be informed of saleroom 
notices by the auctioneer at the 
commencement of the auction.

I authorise Menzies to telephone me 
on the telephone numbers nominated 
and accept the inherent risks in bidding 
over the telephone. I will not hold 
Menzies responsible for any errors 
that occur. I have noted the 
‘Conditions of Sale’ as printed in the 
auction catalogue and agree to be 
bound by them.

In the event that I cannot be contacted 
by telephone, I authorise Menzies to bid 
on my behalf up to the maximum price I 
have indicated as a cover bid for each lot.

I understand that if my bid is 
successful, a buyer’s premium will be 
added to the hammer price and will be 
payable by me as part of the total 
purchase price. The buyer’s premium is 
25% (GST inclusive) of the hammer price.
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ABSENTEE BID FORM

LOT 
NO. 

CATALOGUE DESCRIPTION MAXIMUM BID (where applicable)
Not including the buyer’s premium.

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

BUYER’S NUMBER:

NAME (please print or type)

INVOICE ADDRESS (PO box not sufficient) 

CITY POST CODE

TELEPHONE/HOME BUSINESS

MOBILE  FACSIMILE

EMAIL

SIGNATURE (signature is required for execution of this absentee bid) DATE

BID RECEIVED BY (Menzies internal use only) DATE + TIME

Please tick here if you DO NOT wish to receive information via the following methods:   Mail     Email     SMS

(office use only)

IMPORTANT AUSTRALIAN 
& INTERNATIONAL ART

29 JUNE 2022 AUCTION, MELBOURNE

Email bids to:  
artauctions@menziesartbrands.com

Menzes bears no responsibility for 
any errors which occur due to late 
instructions. Menzies will endeavour 
to confirm bids received either by fax, 
telephone and or email. If you have not 
received our confirmation within one 
business day, please contact Menzies.

It is the bidder’s responsibility to check 
with Menzies staff whether a saleroom 
notice relates to any lot which they 
have listed. Bidders in the room will be 
informed of saleroom notices  by the 
auctioneer at the commencement of the 
auction.

I authorise Menzies to register bids on a 
per lot basis up to the maximum price I 
have indicated for each lot. I will not hold 
Menzies responsible for any errors that 
occur. I have noted the ‘Conditions of 
Sale’ as printed in the auction catalogue 
and agree to be bound by them.

I understand that if my bid is successful,  
a  buyer’s premium will be added to the 
hammer price and will be payable by me 
as part of the total purchase price. The 
buyer’s premium is 25% (GST inclusive) of 
the hammer price.

Menzies will try to purchase these lots 
for the lowest possible price, taking 
into account the reserve and other 
bids. If identical absentee bids are 
received, Menzies will give precedence 
to the bid received first. It is the bidder’s 
responsibility to verify if their bid was 
successful or not.
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LOT COPYRIGHT CREDIT

1 © MARGARET PRESTON/COPYRIGHT AGENCY, 2022

2 © NAMATJIRA LEGACY TRUST/COPYRIGHT AGENCY, 2022

3 © NAMATJIRA LEGACY TRUST/COPYRIGHT AGENCY, 2022

7 © THE ESTATE OF JEFFREY SMART

10 © CRESSIDA CAMPBELL/COPYRIGHT AGENCY, 2022

11 © DONALD FRIEND/COPYRIGHT AGENCY, 2022

13 © SALI HERMAN/COPYRIGHT AGENCY, 2022

14  ©  THE SIDNEY NOLAN TRUST. ALL RIGHTS RESERVED,  
DACS/COPYRIGHT AGENCY, 2022

15 © ARTHUR BOYD/COPYRIGHT AGENCY, 2022

16 © JOHN COBURN/COPYRIGHT AGENCY, 2022

17 © JOHN COBURN/COPYRIGHT AGENCY, 2022

18 © THE ESTATE OF JEFFREY SMART

19 © GARRY SHEAD/COPYRIGHT AGENCY, 2022

20 © GARRY SHEAD/COPYRIGHT AGENCY, 2022

22  ©  MARGARET OLLEY/COURTESY OF THE MARGARET OLLEY  
ART TRUST & PHILIP BACON GALLERIES, BRISBANE

23 © WENDY WHITELEY/COPYRIGHT AGENCY, 2022

24 © FRED WILLIAMS/COPYRIGHT AGENCY, 2022

27 © THE ESTATE OF JEFFREY SMART

29  ©  THE SIDNEY NOLAN TRUST. ALL RIGHTS RESERVED,  
DACS/COPYRIGHT AGENCY, 2022

30 © GARRY SHEAD/COPYRIGHT AGENCY, 2022

32  ©  MARGARET OLLEY/COURTESY OF THE MARGARET OLLEY ART TRUST  
& PHILIP BACON GALLERIES, BRISBANE

33 © THE ESTATE OF JEFFREY SMART

34 © ROSALIE GASCOIGNE/COPYRIGHT AGENCY, 2022

35 © ROSALIE GASCOIGNE/COPYRIGHT AGENCY, 2022

36 © CLEMENT MEADMORE/COPYRIGHT AGENCY, 2022

37 ©  TIM MAGUIRE COURTESY OF MARTIN BROWNE CONTEMPORARY, 
SYDNEY

38  © COURTESY OF THE ARTIST AND ROSLYN OXLEY9 GALLERY, SYDNEY

40 © ROBERT DICKERSON/COPYRIGHT AGENCY, 2022

41 © RAY CROOKE/COPYRIGHT AGENCY, 2022

42  ©  THE SIDNEY NOLAN TRUST. ALL RIGHTS RESERVED,  
DACS/COPYRIGHT AGENCY, 2022

43  ©  THE SIDNEY NOLAN TRUST. ALL RIGHTS RESERVED,  
DACS/COPYRIGHT AGENCY, 2022

50 © HANS HEYSEN/COPYRIGHT AGENCY, 2022

51 © HANS HEYSEN/COPYRIGHT AGENCY, 2022

74 © CRESSIDA CAMPBELL/COPYRIGHT AGENCY, 2022

76 © FRED WILLIAMS/COPYRIGHT AGENCY, 2022

77 © JOHN OLSEN/COPYRIGHT AGENCY, 2022

78  ©  THE SIDNEY NOLAN TRUST. ALL RIGHTS RESERVED,  
DACS/COPYRIGHT AGENCY, 2022

79  ©  THE SIDNEY NOLAN TRUST. ALL RIGHTS RESERVED,  
DACS/COPYRIGHT AGENCY, 2022

80  ©  THE SIDNEY NOLAN TRUST. ALL RIGHTS RESERVED,  
DACS/COPYRIGHT AGENCY, 2022

84 © RICK AMOR/COPYRIGHT AGENCY, 2022

85 © RICK AMOR/COPYRIGHT AGENCY, 2022

86 ©  IMAGE COURTESY OF THE ARTIST AND DARREN KNIGHT GALLERY, 
SYDNEY

87 © PETER BOOTH/COPYRIGHT AGENCY, 2022

88 ©  NEIL FRAZER COURTESY OF MARTIN BROWNE CONTEMPORARY, 
SYDNEY

89 © EUAN MACLEOD/COPYRIGHT AGENCY, 2022

91 ©  LUCAS GROGAN COURTESY OF MARTIN BROWNE CONTEMPORARY, 
SYDNEY

95 © COURTESY OF THE ARTIST AND ROSLYN OXLEY9 GALLERY, SYDNEY

96 © M. KEMP. COURTESY OF M. KEMP

97 ©  ILDIKO KOVACS COURTESY OF MARTIN BROWNE CONTEMPORARY, 
SYDNEY

98 © DAVID LARWILL/ COPYRIGHT AGENCY, 2022

99 © DAVID LARWILL/ COPYRIGHT AGENCY, 2022

100 © DAVID LARWILL/ COPYRIGHT AGENCY, 2022

101 © DAVID LARWILL/ COPYRIGHT AGENCY, 2022

102 © DAVID LARWILL/ COPYRIGHT AGENCY, 2022

103 © DAVID LARWILL/ COPYRIGHT AGENCY, 2022

108 © SALLY SMART/COPYRIGHT AGENCY, 2022

109 © CLIFFORD POSSUM TJAPALTJARRI/COPYRIGHT AGENCY, 2022

110 © CLIFFORD POSSUM TJAPALTJARRI/COPYRIGHT AGENCY, 2022

112 © ARTHUR BOYD/COPYRIGHT AGENCY, 2022

113 © WENDY WHITELEY/COPYRIGHT AGENCY, 2022

114 © JOY HESTER/COPYRIGHT AGENCY, 2022

115 © JOY HESTER/COPYRIGHT AGENCY, 2022

116 © JOY HESTER/COPYRIGHT AGENCY, 2022

117 © RICK AMOR/COPYRIGHT AGENCY, 2022

119 © COURTESY OF THE ARTIST

121 © WENDY WHITELEY/COPYRIGHT AGENCY, 2022

122 © WENDY WHITELEY/COPYRIGHT AGENCY, 2022

123 © WENDY WHITELEY/COPYRIGHT AGENCY, 2022

124 © CHARLES BLACKMAN/COPYRIGHT AGENCY, 2022

125 © COURTESY OF HELEN BRACK

126 ©  THE SIDNEY NOLAN TRUST. ALL RIGHTS RESERVED,  
DACS/COPYRIGHT AGENCY, 2022

127 © GEORGE BALDESSIN/COPYRIGHT AGENCY, 2022

128 © WENDY WHITELEY/COPYRIGHT AGENCY, 2022

129 © FRED WILLIAMS/COPYRIGHT AGENCY, 2022

130 © WENDY WHITELEY/COPYRIGHT AGENCY, 2022

COPYRIGHT
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INDEX

ARTIST  ........................................................................  LOT NUMBER  

AMOR, RICK ...................................................................... 84, 85, 117

BALDESSIN, GEORGE ..................................................................127

BARTON, DEL KATHRYN .............................................................. 95

BECKETT, CLARICE .......................................................................... 4

BENJAMIN, JASON ................................................... 104, 105, 106

BLACKMAN, CHARLES................................................................ 124

BOOTH, PETER ............................................................................... 87

BOYD, ARTHUR ........................................................................15, 112

BRACK, JOHN ............................................................................... 125

BUNNY, RUPERT .................................................................... 44, 48

BUVELOT, LOUIS............................................................................. 45

CAMPBELL, CRESSIDA ........................................................... 10, 74

CHEN, ZHONG ...............................................................................107

CHEVALIER, NICHOLAS ............................................................... 55

COBURN, JOHN ........................................................................16, 17

COOK, WILLIAM DELAFIELD ............................................... 25, 118

CROOKE, RAY ...................................................................................41

CUMBRAE-STEWART, JANET .................................................... 63

DAVIDSON, BESSIE ..................................................................59, 75

DICKERSON, ROBERT ...................................................................40

DRYSDALE, RUSSELL ....................................................................111

FORREST, HAUGHTON .................................................................54

FOX, EMANUEL PHILLIPS ...............................................................5

FRANK, DALE .................................................................................. 38

FRAZER, NEIL ..................................................................................88

FRIEND, DONALD ........................................................................... 11

GASCOIGNE, ROSALIE ........................................................... 34, 35

GLEESON, JAMES .......................................................12, 81, 82, 83

GLOVER, JOHN ....................................................................... 53, 66

GROGAN, LUCAS .............................................................................91

HARDING, NICHOLAS ...................................................................90

HERMAN, SALI .................................................................................13

HESTER, JOY..................................................................114, 115, 116

HEYSEN, HANS ......................................................................... 50, 51

HEYSEN, NORA .............................................................................. 73

HOCKNEY, DAVID......................................................................... 120

KEMP, ROGER..................................................................................96

KOVACS, ILDIKO.............................................................................. 97

LAHEY, VIDA ...................................................................................... 6

LARWILL, DAVID ................................... 98, 99, 100, 101, 102, 103

LAURENCE, JANET........................................................................ 92

LINDSAY, PERCY ..............................................................................61

LONG, SYDNEY ............................................................................... 62

LOWRY, FIONA ................................................................................ 93

MACLEOD, EUAN ............................................................................89

MACQUEEN, KENNETH .................................................................. 8

MAGUIRE, TIM ..................................................................................37

MCCUBBIN, FREDERICK ..............................................................49

MEADMORE, CLEMENT ............................................................... 36

NAMATJIRA, ALBERT ................................................................... 2,3

NOLAN, SIDNEY ............................ 14, 29, 42, 43, 78, 79, 80, 126

O'BRIEN, JUSTIN ............................................................................ 26

OGILVIE, HELEN .......................................................................67, 68

OLLEY, MARGARET .................................................................22, 32

OLSEN, JOHN ..................................................................................77

PRESTON, MARGARET .................................................................... 1

QUILTY, BEN .................................................................................... 39

REHFISCH, ALISON ........................................................................72

ROBERTS, TOM ............................................................................... 47

ROBINSON, WILLIAM ...............................................................21, 31

ROPER, EDWARD ........................................................................... 56

RYAN, PAUL .....................................................................................94

SCHELTEMA, J.H. ........................................................................... 58

SCULLY, SEAN ................................................................................119

SHEAD, GARRY ..................................................................19, 20, 30

SMART, JEFFREY ........................................................... 7, 18, 27, 33

SMART, SALLY ...............................................................................108

SMITH, GRACE COSSINGTON ....................................................... 9

STORRIER, TIM ................................................................................ 28

STRACHAN, DAVID ......................................................................... 71

STREETON, ARTHUR............................................................... 57, 65

TJAPALTJARRI, CLIFFORD POSSUM ..............................109, 110

TURNER, JAMES ALFRED ..................................................... 52, 60

WAKELIN, ROLAND ................................................................ 69, 70

WALLACE, ANNE ............................................................................86

WHITELEY, BRETT ....................... 23, 113, 121, 122, 123, 128, 130

WILLIAMS, FRED .............................................................24, 76, 129

WILSON, DORA ...............................................................................64

WITHERS, WALTER ........................................................................46
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