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16. ARTHUR BOYD 
Flame Trees, Horse’s Skull, Black River 1983
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20. JEFFREY SMART
Study for Outside the Ministry 1970
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26. LIN ONUS 
Moonlight (from the Twenty Four Hours at Numerili suite) 1993
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28. SIDNEY NOLAN
Kelly 1964
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34. TOM ROBERTS 
Portrait of C.S. Paterson 1888
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1. MARGARET PRESTON
(1875-1963)

Flowers in Jug c1929
hand-coloured woodcut
28.0 x 20.5 cm
signed below image
edition of 125 (?)

accompanied by an original edition (no. 163/250) of Ure Smith, S. & Gellert, L. (eds.), Margaret Preston: Recent Paintings,  
Art & Australia, Sydney, 1929 (with duplicate set of colour plates); it is unknown whether the full edition of the book was completed

PROVENANCE
Private collection, United Kingdom
Forum Auctions, London, 5 December 2017, lot 20
Private collection, Sydney

REFERENCE
Ure Smith, S., & Gellert, L. (eds.), Margaret Preston: Recent Paintings, Art & Australia, Sydney, 1929 (illus. pl.6, as Jug of Flowers, 
another example)
Butler, R., The Prints of Margaret Preston: A Catalogue Raisonné, National Gallery of Australia, Canberra, 1987, p.142, cat.137 (ii)  
(illus. p.143, another example)

$9,000 - $12,000



1313



14 Australian & International Fine Art & Sculpture

2. CONSTANCE STOKES
(1906-1991)

Marguerites and Cornflowers 1930
oil on board
52.0 x 43.0 cm
signed upper right with artist’s maiden name: C. Parkin

PROVENANCE
Ms Kathleen Parkin, Melbourne
Thence by descent, private collection, Victoria
Menzies, Melbourne, 23 June 2016, lot 72
Private collection, Victoria

EXHIBITED
Exhibition of Paintings by Constance Parkin, Gallery of 
Decoration, Melbourne, 24 October - 4 November 1933, 
cat.20

REFERENCE
Young, B., ‘Back from Europe: Constance Parkin’s Exhibition,’ 
The Herald, Melbourne, 24 October 1933, p.10
‘Constance Parkin’s Work,’ The Argus, Melbourne,  
24 October 1933, p.9

$15,000 - $20,000
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3. MARGARET OLLEY
(1923-2011)

Branch of Lemons 1981-82
oil on board
66.0 x 90.0 cm
signed lower left: Olley

PROVENANCE
Solander Gallery, Canberra, c1982
Private collection, Melbourne
Thence by descent, private collection, Melbourne

EXHIBITED
Margaret Olley, Solander Gallery, Canberra, 17 March - 18 April 
1982, cat.9

This work has been catalogued by The Olley Project (courtesy of 
The Margaret Olley Art Trust & Philip Bacon Galleries, Brisbane)

$25,000 - $35,000
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4. ARTHUR BOYD
(1920-1999)

Bride over the River
oil on board
29.0 x 21.5 cm
signed lower right: Arthur Boyd

PROVENANCE
Andrew Ivanyi Galleries, Melbourne, 1995
Private collection, Melbourne

$20,000 - $30,000
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5. JOHN OLSEN
born 1928

Numbat Passing 1979
watercolour and gouache on paper
73.5 x 50.5 cm
signed and dated lower right: John Olsen 79
inscribed lower left: Numbat Passing

PROVENANCE
Private collection, Sydney
Deutscher~Menzies, Sydney, 15 June 2005, lot 92
Private collection, Sydney

$14,000 - $18,000
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6. GARRY SHEAD
born 1942

Sacrament at Mount Pleasant 2015
oil on board
41.5 x 34.5 cm
signed lower left: Garry Shead
signed and inscribed verso: SACRAMENT AT/ MOUNT PLEASANT/ Garry Shead

PROVENANCE
The artist
Private collection, New South Wales

$22,000 - $28,000
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7. JASON BENJAMIN
(1971-2021)

The Promises Land (Orange NSW) 2004
oil on canvas
122.0 x 183.0 cm
signed, dated and inscribed verso: The promises land/ (Orange NSW)/ 2004/ Benjamin

PROVENANCE
Metro 5 Gallery, Melbourne, 2005
Private collection, Melbourne

$16,000 - $24,000
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8. EUAN MACLEOD
born 1956

Flipper 1999
oil on canvas
180.0 x 150.0 cm
signed, dated and inscribed verso: 99L11/ ^UP/ EUAN 
MACLEOD/ FLIPPER/ 5-8/99

Watters Gallery, Sydney, label attached verso

PROVENANCE
Niagara Galleries, Melbourne, 2000
Private collection, Victoria

EXHIBITED
Sir John Sulman Prize (Finalist), Art Gallery of  
New South Wales, Sydney, 2000
Muster: A Round Up of Works from the Stockroom, 
Niagara Galleries, Melbourne, 23 November -  
18 December, 2010, cat.19 (label attached verso)

$15,000 - $20,000
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9. BEN QUILTY
born 1973

George Byrne Study 2005
oil on linen
60.0 x 50.0 cm
signed, dated and inscribed verso: ‘Georg [sic] Byrne Study’ 05’/ Ben Quilty

PROVENANCE
Gift from the artist, private collection, Sydney, c2005

$14,000 - $18,000



22 Australian & International Fine Art & Sculpture

10. ILDIKO KOVACS
born 1962

Blue Heart 2015
oil on plywood
122.0 x 100.0 cm
signed, dated and inscribed verso: ILDIKO KOVACS/  
“BLUE HEART”/ OIL PAINT ON PLYWOOD/ 2015/ 122cm/  
x/ 100 cm

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

EXHIBITED
Spring Group Exhibition, Martin Browne Contemporary, 
Sydney, 15 October - 1 November 2015
Martin Browne Contemporary at the Auckland Art Fair,  
The Cloud, Auckland, 26 - 29 May 2016

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

$15,000 - $20,000
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11. CLEMENT MEADMORE
(1929-2005)

Cross Current 1977
bronze
33.0 x 17.0 x 5.5 cm
edition: 10/12
signed and numbered to base: Meadmore 10/12
stamped with Morris Singer foundry mark to base

PROVENANCE
The Estate of Barbara Rubin
Doyle, New York, 21 November 2017, lot 79  
(incorrectly listed as edition 11/12)
Private collection, Sydney

RELATED WORKS
Cross Current 1977, bronze, 251.5 x 130.0 x 38.5 cm, ed.1/6, private collection; formerly in the GlaxoSmithKline Corporate Collection, 
United States of America; illus. in Gibson, E., The Sculpture of Clement Meadmore, Hudson Hills Press, New York, 1994, p.92

$8,000 - $12,000
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12. INGE KING
(1915-2016)

Dancer 1992
bronze
23.0 x 12.0 x 25.0 cm
unique
signed with initials to base: IK

PROVENANCE
Collection of Dick and Barbie Seddon, Melbourne
Mossgreen Auctions, The Collection of Dick and Barbie Seddon, 
Melbourne, 17 March 2007, lot 71
Private collection, Melbourne

REFERENCE
Trimble, J., Inge King: Sculptor, Craftsman House, Sydney, 1996, 
p.205
Jones, J., An Eccentric Life : The Art Collection of Dick and 
Barbie Seddon, Chris Seddon, Victoria, 2005, p.11 (illus.)
Grishin, S., The Art of Inge King: Sculptor, Macmillan Art 
Publishing, Melbourne, 2014, p.373

$9,000 - $14,000
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13. JOHN COBURN
(1925-2006)

Formal Garden c1974
synthetic polymer paint on paper on board
51.0 x 68.5 cm
signed lower right: Coburn

PROVENANCE
Bowral Art Gallery, New South Wales, 2004
Private collection, Melbourne

RELATED WORKS
Formal Garden 1974, synthetic polymer paint on canvas, 90.0 x 90.0 cm; referenced in Amadio, N., John Coburn: Paintings,  
Craftsman House, Sydney, 1988, p.199

$16,000 - $24,000
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14. TIM STORRIER
born 1949

Summer Evening 2009
synthetic polymer paint on canvas
53.5 x 91.5 cm
signed lower right: Storrier
signed and inscribed verso: Summer Evening./ Storrier

PROVENANCE
Acquired from the artist, private collection, Melbourne, 2009

$30,000 - $40,000 

Tim Storrier works in a grand romantic tradition, against the flow 
of his artistic contemporaries. The individuality and consistency 
of his voice has established him as a major figure in Australian 
art. We see immediately the towering influence of the British 
Romantic painter, JMW Turner (1775-1851),1 in Storrier’s Summer 
Evening.2 Here is the division of the canvas so that the sky 
occupies the top two thirds. Here is the magnificent sky, and here 
too is the extraordinary skill with paint so that the artist’s hand is 
barely present, other than in the hieroglyph like signature in the 
lower right. It is abundantly clear that what is important to the 
artist is the image, not evidence of its maker or his process. 

What makes Summer Evening inescapably Storrier are the 
burning embers of timber front and centre of the composition. 
Storrier’s obsession with painting fire, and specifically fire located 
in arid landscapes, is what makes his painting arresting, and 
relatable. Fire is primal. Our relationship to it is ambiguous. It is a 

source of life and a source of death. Fire is endlessly fascinating. 
Storrier refers to it as ‘neolithic TV’.3 Storrier has painted fire for 
more than forty years, perfecting its allure and incandescence, 
and always using it to draw our attention to something more 
than the obvious: we are always at the behest of powers greater 
than our own. Everything we have can be taken from us, but 
great beauty exists even in conflagration.

Being in the presence of a painting by Storrier that deals in 
this subject matter is to revisit these feelings within ourselves. 
Unsettling perhaps, but enjoyable in a lofty way. And the 
consolation for this is exquisite beauty, and the recognition that 
even if we feel alone, we are, actually, all in this together: 

These things are more about prayers or hymns than about 
making a statement. Trying to breathe the information with 
affection. It is not about a lament at all. We have all seen  
a chair lying beside a road, we have all seen headlights on 
the horizon.4

FOOTNOTES

1. Klepac, L., Tim Storrier, The Beagle Press, Sydney, 2018, p.38

2.  Macdonald, J., Tim Storrier: Dust and Ashes [exhib. cat.] , Sherman Galleries, 
Sydney, 2003, p.3

3. Tim Storrier, quoted in Klepac, L., Tim Storrier, p.120

4. Ibid., p.45

Corinna Cullen, MA (Art History and Curatorial Studies)
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15. TIM STORRIER
born 1949

Autumn Night Fire 2009
synthetic polymer paint on canvas
53.5 x 91.5 cm
signed lower right: Storrier
signed and inscribed verso: Autumn Night Fire./ Storrier

PROVENANCE
Acquired from the artist, private collection, Melbourne, 2009

$30,000 - $40,000 

‘Essentially my work deals with the infinite; it has got to do with 
the elements, stars, landscape, fire, water, air.’1 

One could go further and suggest that Storrier’s work specifically 
addresses how humans interact with what is sublime in nature, 
and our humility in the face of its magnitude. Autumn Night Fire 
perfectly describes this sensation.

A burning log occupies the foreground sending tiny sparks into 
the night sky, blending with the stars so that what is a floating 
ember and what is star becomes almost indistinguishable. 
A frosty celestial banner stretches across the sky’s expanse, 
luminous, perhaps from the light of a hidden moon. The scene 
is situated in a vast desert landscape, the suggested scale of 
which intentionally dwarfs the viewer. Lone headlights cross 
the horizon, emphasising feelings of isolation and distance, and 
reminding us of humanity’s transient impact in these landscapes.

The origin of these epic and desolate landscapes has its roots 
firmly in Storrier’s childhood. The artist grew up on a 7,000-acre 
homestead in rural New South Wales. Expansive landscapes 
were the backdrop for his childhood games and the spark for 
his imaginative play. Sent to boarding school at the age of ten, 
the experience of travelling for hours through the landscape to 
his new school embedded within him a melancholic association 
with space and distance. He felt lost and abandoned and 
would forever after connect these feelings with the experience 
of being in vast open spaces.2 As an adult he has travelled to 
places with similarly awesome geography: Antarctica, outback 
Australia, the deserts of Egypt – absorbing the remnants of the 
Pharaohs and the warning inherent in a civilisation lost to time. 

It is worth noting that despite setting up and photographing 
elaborate constructions, and the photographic perfection of 
Autumn Night Fire, Storrier does not paint from photographs 
but from his memory and his imagination.3 In his own words, 
back in 1987: ‘Whether I am painting a bottle or a sunset, it has 
more to do with mood, memory and the distillation of time than 
realism.’4 The photographs exist to provide an entry into an 
unrestricted landscape of the interior, one which allows him to 
create these sublime elemental paintings. 

FOOTNOTES

1.  Tim Storrier, quoted in Klepac, L. Tim Storrier, The Beagle Press, Sydney, 2018, p.38

2. Sarks, E., Tim Storrier, Orange Regional Gallery, New South Wales, 1993, p.4

3. Klepac, L., Tim Storrier, p.127

4. Tim Storrier, quoted in Klepac, L. Tim Storrier, p.39

Corinna Cullen, MA (Art History and Curatorial Studies)
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Flame Trees, Horse’s Skull, Black River is one of Boyd’s most 
powerful, symbolic landscapes from his Shoalhaven period, 
which commenced in the early 1970s.1 The work forms a part of a 
masterful series Boyd produced from 1981-83 that deal with the 
same subject matter: a horse’s skull and native flame trees, set 
against the backdrop of Boyd’s Bundanon property and rugged 
Australian bush in the Shoalhaven. 

The work is at once deeply personal – both to Boyd and the 
locality – as well as universal in its exploration of themes that 
strike at the heart of humanity: the fragile balance that exists 
between life and death, and environmental catastrophe. 

The series was sparked by the story of the previous tenants’ 
chestnut-coloured horse, ‘Flame’.2 One day, the beloved horse 
is said to have become trapped in its paddock by barbed wire 
that had been lodged in the ground by flood. Upon freeing the 
animal, it died and was buried under one of the namesake Flame 
trees. This story resonated with Boyd, who, upon hearing it, set 
about locating and unearthing the skull. To this day, it remains on 
display at Bundanon in Boyd’s studio.3

The series, including Skull on a Winter’s Morning with Mist and 
Flame Trees 1981, Death of a Horse 1981, Three Flame Trees in 
a Paddock with Pulpit Rock in Backdrop 1981 and Horse Skull 
Under a Blanket and a Starry Night 1981,4 evokes an almost 
Claude Monet-like (1840-1926) spirit, in Boyd’s fascination with 
and repeated depiction of the same subject at different points of 
time and under different conditions. 

The flowering tree that dominates the work – full of life and colour 
– is positioned above, almost springing from the skull, calling to 
mind the delicate balance that exists between life and death, but 
also the power of life to regenerate and flourish. The barbed wire 
features prominently in this work, fatally tethering the skull to the 
tree, recalling the cause of death. The wire, in Boyd’s own words, 
serves as ‘a reminder of the country and its cruelty’.5

The European-inspired pastures in the foreground lie in stark 
contrast to the ‘wild’, ‘untamed’ bush of the background, 
divided only by the river.6 Boyd was aware of this sharp duality of 
landscape, brought on by Australia’s colonial settlement and was 
a subject upon which he gave much thought.

Boyd was deeply attuned to the environment and land issues, 
and environmental catastrophe and destruction is an important 
theme in this work.7 It was a flood that instigated Flame’s death, 
thus playing a key role in the work’s conception as well as Boyd’s 
own personal experiences of severe flooding in the Shoalhaven 

region in the 70s and 80s. Looking at this work’s context, one 
cannot but recall the extreme flash flooding in the Shoalhaven 
area following the raging fires of the Black Summer in 2020. 

While Boyd’s comments on environmental destruction were to 
become more pronounced in later years, this series of works 
provokes their subtle, preliminary examination. They signify a 
moment of calm contemplation that preceded his drama-laden 
works regarding the commercialisation and degradation of the 
Shoalhaven in the later 1980s.8 

Flame Trees, Horse’s Skull, Black River speaks to our time, 
and yet simultaneously manages to convey enduring, forever 
poignant themes. It is this complexity that is distinctive of 
Boyd’s oeuvre, and it is no doubt what continues to mark him 
out as one of Australia’s most enduring and prominent artists. 

Let us acknowledge the Wodi Wodi and the Yuin, traditional 
custodians of the South Coast region, the land upon which 
Bundanon rests, where this work was conceived and executed, 
and their continuous connection to culture, community  
and country.9 

16. ARTHUR BOYD
(1920-1999)

Flame Trees, Horse’s Skull, Black River 1983
oil on canvas
122.5 x 153.0 cm
signed lower right: Arthur Boyd

PROVENANCE
Wagner Art Gallery, Sydney, 1987 (label attached verso)
Private collection, Sydney

EXHIBITED
Arthur Boyd: Recent Work, Fischer Fine Art, London, October - November 1983, cat.20 (label attached verso)
Arthur Boyd: A Collection of Important Paintings, Wagner Art Gallery, Sydney, 22 September - 11 October 1987  
(as Flame Trees, Horse’s Skull and Black Swan, label attached verso)

$90,000 - $120,000
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LEFT: Figure 1

DAVID MOORE (1927-2003)
Arthur Boyd, Bundanon, New South Wales 1995 (printed 2000)
gelatin silver photograph
42.5 x 28.5 cm 
National Portrait Gallery collection, Canberra
Acquired as a gift of the artist and with financial assistance from  
Timothy Fairfax AC and L Gordon Darling AC CMG, 2001

FOOTNOTES

1.  Pearce, B., Arthur Boyd: Landscape of the Soul [Education Guide], Bundanon Trust,  

New South Wales, 2019, p.15

2.  McGrath, S., The Artist and the River: Arthur Boyd and the Shoalhaven, Bay Books, 

Sydney, 1982, pp.59-60. 

3.  Bundanon Trust, Arthur Boyd’s Studio and Practice, Bundanon Trust, New South Wales, 

n.d., p.7 

4. McGrath, S., pp.59-60

5. Ibid. 

6.  Spens, J., The Art of Arthur Boyd, University of St Andrews, United Kingdom, 2002, p.238

7.  Wilson, G., Rivers + Rocks: Select Works of Arthur Boyd & Brett Whiteley, Bundanon Trust, 

New South Wales, 2001, p.57. 

8. Spens, J., p.218 

9.  Bundanon Trust, New South Wales, 2021, accessed May 2021: https://www.bundanon.

com.au/ 

Alice EA Evatt, BA (Adv Hons), MPhil, PhD Candidate
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17. CHARLES BLACKMAN
(1928-2018)

The Reading Room 1979
charcoal and synthetic polymer paint on canvas
150.0 x 182.0 cm
signed lower right: BLACKMAN
signed verso: Charles BLACKMAN/ CHARLES BLACKMAN

PROVENANCE
Rudy Komon Art Gallery, Sydney (label attached verso, stock no.5190)
Private collection
Savill Galleries, Sydney, 2015 (labels attached verso)
Private collection, Melbourne

EXHIBITED
A Salute to Charles Blackman, Savill Galleries, Sydney, 12 August - 5 September 1998, cat.8 (illus. exhibition catalogue)
A Connoisseur’s Collection: Paintings, Watercolours and Tapestries by Major Australian Artists, Savill Galleries, Sydney, 
15 November - 10 December 2014, cat.4 (illus. exhibition catalogue)

REFERENCE
Amadio, N., Charles Blackman: The Lost Domains, A.H. & A.W. Reed, Sydney, 1980 (illus. pl.3.22)
Shapcott, T., The Art of Charles Blackman, Andre Deutsch, London, 1989, p.262 (illus. pl.158)

$70,000 - $90,000

perhaps symbolic of the bright inner world this gifted poet and 
author continued to inhabit despite her disability. Conversely 
the sighted reader is painted in darkness, which serves to draw 
focus to the face of Barbara and the receptive state in which she 
as the listener appears.

This seems an appropriate portrayal of Barbara, who claims 
that after the initial shock and despair at losing her eyesight, 
her attitude completely changed – for the better; ‘I began to 
look more closely, not at things, but at a world closer to myself, 
looking from an inner space to one further within ... Immediately 
the substance of the universe drew together, redefined, 
peopled itself anew... I saw Light and went on seeing it although 
I was blind.’2 

Although Barbara and Charles Blackman divorced a year 
before the present work is dated, the warm sentiment the 
artist maintained for his first wife is apparent in The Reading 
Room – as is his unconventional style of composition and his 
love of drawing. In an interview with James Gleeson in the same 
year, 1979, Blackman stated: ‘I draw. That is what I love most of 
all.’3 Created with charcoal and acrylic on canvas, Blackman’s 
swift and sure line can be seen in the black charcoal marks that 
delineate this evocative interior scene. 

Fusing his innovative style and poetic sensibilities, the present 
work typifies the originality of Blackman’s oeuvre that has 
cemented his iconic position in the history of Australian art. 

FOOTNOTES

1.  Amadio, N., Charles Blackman, The Lost Domains, AH & AW Reed Pty Ltd, Sydney, 
1980, p.44

2.  Galvin, N., ‘How Being Blind Became a “Gift” for Author Barbara Blackman,’  
The Sydney Morning Herald, Sydney, 4 April 2016, accessed May 2021:  
https://www.smh.com.au/entertainment/books/how-being-blind-became-a-gift-
for-artist-and-author-barbara-blackman-20160404-gnxklq.html

3.  Gleeson, J., Interview with Charles Blackman, 26 April 1979, National Gallery of 
Australia, Canberra, accessed 17 May 2021:https://nga.gov.au/Research/Gleeson/
pdf/blackman.pdf

Marguerite Brown, MA (Art Curatorship)

Charles Blackman’s work is infused with an imaginative quality 
that while inspired by the world around him, often reflects a 
deeply personal and poignant response to it. 

The present work depicts the artist’s first wife Barbara Blackman, 
who suffered from a degenerative eye condition that caused 
her to become blind in her twenties.1 Dated 1979, the artist had 
entered his mature phase and was painting at the height of his 
creative powers. This followed his early years as an artist, where 
during the 1950s Blackman had been a central figure within 
defining the movements of twentieth-century Australian art. 
Blackman was part of the Heide circle founded by renowned 
patrons John and Sunday Reed which became the epicentre of 
Australian modernism, and participated in the famed Antipodeans 
exhibition of 1959, where leading figurative artists took a stand 
against the dominance of abstraction in contemporary art. 

Within his own oeuvre Blackman had achieved national and 
international success founded upon seminal series such as the 
‘Schoolgirls’ created between 1952 and 1955 and his ‘Alice’ 
series of 1956 to 1959, which was based on Lewis Carrol’s iconic 
book Alice’s Adventures in Wonderland. This suite of over 
forty works also featured Barbara as the model for the surreal 
fantasies the artist conjured. The dislocated, phantastic quality 
of these paintings reflect the loss of eyesight that Barbara was 
experiencing at that time, as the couple grappled with their  
new reality. 

Some twenty years later The Reading Room also features Barbara, 
who is here depicted bathed in light. The figure of another woman 
sits opposite her at the table and looks down at an open book, 
giving us a clue as to what transpires in the scene. The shape of 
this anonymous reader, along with a vase of flowers and lower 
half of the table merges into one area vigorously blocked-out in 
shades of dark brown and red. The composition is dominated 
by this heavy silhouette in the foreground, against an ambient 
golden background. 

In an interesting play on the duality of light and dark, Barbara, 
who was no longer able to see the world is depicted illuminated, 
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18. JOHN PERCEVAL
(1923-2000)

Windy Walk 1963
oil on canvas
71.0 x 86.0 cm
signed lower left: Perceval
signed, dated and inscribed verso: 375 ABC/00/ “Windy Walk.”/ 63/ Perceval

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

$35,000 - $45,000

to a particular seasonal moment and a homage to his family. 
The paintings display an obvious joy in the children playing and 
exploring or enjoying family picnics or strolls. 

What sets these works apart from the ones he had produced 
back in Australia was the degree to which figure and ground are 
integrated into one unified surface. In Windy Walk, and related 
paintings – Suburb through the Heath and Winter Walk, both 
1963 – Perceval pares back the middle ground and constructs 
an armature of tree-trunks across the surface. Against this 
rhythmic ensemble of black lines, Perceval builds a rich and 
dense story of the kaleidoscopic texture of the foliage and 
leaves, penetrating light of the sun and flurry of activity initiated 
by his children. The result is pure Perceval – a rich cacophony of 
colour rendered in van Gogh-inspired impasto and exuberant, 
pure pigment squeezed straight from the tube. It is as if, through 
the act of painting, Perceval and his family have been physically 
subsumed into the long grass, soggy leaves and dense thicket.

Despite Perceval’s figurative leanings, works such as Windy Walk 
bear comparison to the all-over action paintings of Jackson 
Pollock, the celebrated American Abstract Expressionist 
painter. Art historian Bernard Smith described paintings from 
Perceval’s ‘The Seasons’ series, when they were exhibited at the 
Australian National University, Canberra, in 1966, as ‘a kind of 
action painting controlled by visual intuitions.’4 Oil paintings in 
which Perceval celebrates the tactility of the medium and the 
process of putting it down harmoniously and with gusto. 

FOOTNOTES

1. Mary Perceval, quoted in the Sun-Herald, Melbourne, 8 March 1964

2.   Letter from John Perceval to Sunday Reed, 15 October 1963, Reed papers, State 
Library of Victoria, Melbourne.

3.  Celia Perceval, from an interview with Traudi Allen, 5 November 2014. Quoted in 
Allen, John Perceval: Art and Life, Melbourne University Press, 2015, p.145

4.  Smith, B., ‘John Perceval’, in John Perceval Canberra Exhibition, Department of the 
Interior, Canberra, 1966

Rodney James, BA (Hons), MA

John Perceval made an immediate impression when he and 
his family moved from Melbourne to London in early 1963. 
Settling first with their friends, Arthur and Yvonne Boyd in leafy 
Hampstead Heath, the Percevals soon found their own house 
close by in Highgate. Once there, Perceval quickly settled into 
painting – inspired by the rambling gardens, heaths and parks 
located nearby. A group of 20 new paintings under the title ‘The 
Seasons’, and a selection of ‘The Angels’ ceramic sculptures that 
he had brought with him from Australia, were exhibited at the 
prestigious Zwemmer Gallery, London, in March 1964. Charles 
Zwemmer was renowned for his support of famous modern 
English and European artists. The exhibition effectively launched 
Perceval’s international career. 

When the Percevals first arrived in London, they had been struck 
by the severe wintry conditions, reputedly Britain’s worst in over 
a hundred years. Mary Perceval recalled ‘every growing thing was 
frozen black … the landscape looked as though it would never 
come alive again.’1 With the coming of spring, John Perceval 
discovered the transformation from the stark monotones of the 
English winter to an explosion of riotous spring colour, abundant 
light and leafy textures. The resultant paintings are a direct 
response to witnessing this transformation and the difference 
from the Australian seasons. As Perceval conveyed in a letter 
to Sunday Reed: ‘I have just about painted out the woods of 
Hampstead and Highgate but just when I feel it’s done the season 
changes and I have to see it all over again – which of course is just 
what I like…’2

Windy Walk 1963 belongs to the first flush of paintings produced 
in London, portraying Perceval’s Highgate house and garden. 
The two older Perceval children, Tessa and Celia, had ‘found an 
overgrown, walled block of land with an archway and through it 
another overrun plot they called their secret garden’.3 Perched on 
a low stool and propping up each canvas with a stick, Perceval 
proceeded to paint his way through the thick labyrinth of foliage. 
Bearing titles such as Alice in the Chestnut Tree, Tangled Arch in 
the Deserted Garden, Girl Running through a Thicket, Summer to 
Autumn and Setting Sun, each of the paintings was a response 
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When Queen Elizabeth II visited Australia in February 1954, she 
was the first reigning monarch to set foot on Australian soil. 
Following the death of her father in 1952, the newly crowned 
Queen had taken over duties originally planned for King George 
VI. It is estimated that the monarch travelled over sixteen 
thousand kilometres during the tour, allowing some seventy-five 
percent of the Australian population to see the Queen at least 
once on this visit. The support shown by the public during Queen 
Elizabeth II’s visit was expressed in a speech by the then Prime 
Minister, Robert Menzies: 

It is a basic truth that for our Queen we have within us, 
sometimes unrealised until the moment of expression, 
the most profound and passionate feelings of loyalty and 
devotion. It does not require much imagination to realise that 
when eight million people spontaneously pour out this feeling 
they are engaging in a great act of common allegiance and 
common joy which brings them closer together and is one of 
the most powerful elements converting them from a mass of 
individuals to a great cohesive nation. In brief, the common 
devotion to the Throne is a part of the very cement of the 
whole social structure.1

The royal tour of Australia in 1954 was, at the time, the single 
biggest event the nation had hosted. The organisational 
undertaking was immense, with all correspondence between 
those involved done by hand-written letters and telephone calls. 
Official printed programs from the Royal tour stated that all those 
responsible for an event were to synchronise their watches with 
the ABC time signals at 9am each day.2 The eight-week tour took 
place during summer when temperatures reached upwards of 
forty degrees centigrade in some areas of Australia. Despite 
the punishing heat and humidity, the monarch was rarely seen 
without her elbow length gloves, decorative hats and elegant 
heels on at all times. The weather conditions, coupled with the 
unrelenting schedule of engagements, would have been taxing 
on the Royal couple who were still familiarising themselves with 
their new roles and responsibilities. Art historian Sasha Grishin 
describes the figure of Queen Elizabeth in Shead’s Royal series 
paintings as ‘absurd’ - she is completely at odds with this strange, 
alien environment as she travels through the country, coming 
face-to-face with some of the native wildlife.3

To See the Queen presents a rich tableau of Shead’s royal 
iconography. While the participants appear recognisable 
through their attributes and insignia, things are not what 
they seem. The monarch clutches a golden orb as she glides 
down a red carpet, a regal train draping behind her. The 
presence of the kangaroo is a reminder of the stark contrast 
between England’s green, verdant pastures and this strange, 
new, sunburnt country. Set on the glittering shores of Sydney 
Harbour, the scene is populated with local onlookers and 
young children waving Australian flags. The artist emphasises 
the displacement of the monarch by placing her amongst 
this motley throng of characters. As Sasha Grishin writes, ‘if 
Australia appeared strange, monstrous and grotesque to the 
Queen, the white goddess herself appeared as strange and not 
belonging to this land.’4 

The dominant mood in the present work is one of cheerful 
optimism; the Queen’s first visit to Australia as the reigning 
monarch. As with the best of Shead’s Royal Suite paintings, 
To See the Queen is graced with a lyrical charm and gentle 
sensuousness. He is painting an allegory, that of the naïve 
belief in the white goddess from a foreign land, and as Grishin 
concludes, ‘Perhaps on the simplest level, the series is about a 
quest for beauty and a lost innocence…’5

FOOTNOTES

1.  ‘The Queen’s Visit is First by a Reigning Monarch,’ The Sydney Morning Herald, 
Sydney, 4 February 1954, p.2

2. Ibid.

3.  ‘Garry Shead: Amazed and Amused,’ Australian Art Collector, no.14, October-
December 2000, p.81

4.  Grishin, S., Garry Shead, Encounters with Royalty, Craftsman House, Sydney, 1998, 
p.26

5. Ibid, p.29
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19. GARRY SHEAD
born 1942

To See the Queen
oil on board
52.5 x 54.0 cm
signed lower right: Garry Shead
inscribed verso: To See the Queen
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The special psychological flavour of Jeffrey Smart’s painting is 
singular. Much has been said about the formal sources of his work 
in art: he is a documented fan of the Old Masters and often refers 
in his own work to artists as diverse as Piero della Francesca 
(c1415-1492) and Paul Cézanne (1839-1906). These references 
are sometimes obvious and even may be clearly stated in the 
titles of his work. The titles on occasion contradict or present a 
more subtle relationship between them. An example might be 
his Guiding Spheres (Homage to Cézanne) 1979, one of his best-
known paintings. The painting looks nothing like a Cézanne and 
so we are obliged, if we want to gain a better understanding of 
the work, to go down the rabbit hole in search of associations. 
Smart relished the process and wanted to share it with us, without 
making it too easy.

Each of Smart’s paintings exercises, through careful planning, 
his adherence to strict compositional technique including the 
principles of the Golden Section, the use of geometry, numerous 
studies and compositional versions for the systematic honing 
of a composition through trial and error, each a staging post of 
this journey marked by a more developed version, all of which 
demonstrate the controlled progress the artist makes as he 
resolves compositional niceties. 

A collateral of this process is that in his works, nothing is left 
to chance. The figures that populate his works are anonymous 
and banal, just like his architecture. Even in his portraits, which 
invert the conventional relationship of the artist and his subject, 
Smart’s disposition is to dilute the sitter’s personality, or at least 
to dilute the ego from his celebrity subjects. They are made 
ordinary. Smart has on occasion been criticised for his figures: 
‘not his best thing’. The role of figure in his work is twofold: firstly, 
a person in a landscape will inevitably cause the viewer to focus 
on that aspect, drawing the eye down a path. Smart employs 
his figures for a particular purpose: through the use of glances, 

postures and gesture, which direct the viewer’s attention in a 
way that compliments the compositional dynamics generated 
by form, light, texture and colour. In this respect he displays 
the benefits of his study of Old Masters and his technique is 
almost conventional. The way the eye moves across and into 
the composition is Smart’s way of engaging his audience in an 
active way. The viewer is visually stimulated which duly leads, 
however, back to an enquiry: what is the figure actually doing?

A figure standing Outside the Ministry would likely be a 
functionary, a cog in the wheel of society. He is anonymous 
as befits a person who exists in the arcane world of admin. 
For Smart he plays an important role in stabilising a pictorial 
composition, arresting the downwards flow generated by the 
cascading steps. These steps: they represent one of Smart’s 
highly sophisticated plays of light and shade. Through a 
coincidence of geometry and the shadow cast by the wall and 
the viewer's perspective a line forms which mimics the picture’s 
edge. It is an exactly parallel line. Elsewhere various shadows 
cast by the figure and the complexities of the masonry corner 
become a marvellous focus of another Smart tangle of angles 
and visual trickery. These subtleties to which Smart devotes 
an inordinate amount of effort relegate the punning of the 
figure and the monumental sculpture at his back to the merely 
obvious.

These highly evolved concoctions which Smart perfected over 
a long life found their highest form of expression in the late 
1960s and through the 1970s. Outside the Ministry and the 
study for this work are demonstrations of Smart’s skill in 1970, 
when he was at his best.

Timothy Abdallah, BA

20. JEFFREY SMART
(1921-2013)

Study for Outside the Ministry 1970
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As a society we happily consign individuals to their broad 
generational cohort, assuming we all will more or less fit the tag 
of Baby-Boomer, Gen X, Y or Millennial – and, to a great extent, 
such generalisations hold true. Our opinions and behaviours are 
shaped and moulded by the broad sweeps of history into which 
we are born. Peter Booth came into the world at a key moment 
on the cusp between the generation of the Great Depression 
and those often described simply as ‘war babies’. And for Peter 
that timing could not have been more telling – born in the 
English industrial city of Sheffield on 2 November 1940, just at 
the moment it suffered its heaviest air bombardments of World 
War II. The German bombers were targeting the steelworks and 
armaments factories along the River Don, but destroyed much 
of the city centre and surrounding suburbs for good measure. 
As a toddler and a little boy, Booth knew the bleak reality of 
a destroyed city, of bombs and air raid sirens, being dragged 
below to shelter and the meagre fare offered in a constrained 
home life. Even after the war the food and fuel rationing went 
on for years and he would experience the deprivation and the 
overhanging shadow of all the death and destruction that had 
surrounded his lost childhood. It must have been with great 
anticipation and hope that in 1958 he accompanied his family to 
a new life in Australia. By then Peter was a young adult and set to 
work as a labourer before gaining entry to the National Gallery of 
Victoria Art School to study painting. 

The mid 1960s was a turbulent time in art as it was in the wider 
society – another war beginning to fester in Vietnam and a new, 
more educated and less compliant cohort of baby boomers 
leaving school and setting out to change the world. Those artists 
who had come of age during the war – Sidney Nolan (1917-1992), 
Arthur Boyd (1920-1999) and Albert Tucker (1914-1999) were 
the new mid-career heroes, leading the charge both at home 
and back in the United Kingdom where they were beginning to 
gain international reputations. In Australian art schools there 
was turmoil and change, with various forms of abstraction and 
expressionism becoming the dominant forms. The cool hard 
edge of Sydney Ball (1933-2017) and Alun Leach-Jones (1937-
2017) was pitted against the painterly abstraction of Fred Cress 
(1938-2008), while traditionalists like Kenneth Jack (1924-2006) 

simply vacated the scene, leaving the space ripe for change. 
As a young painter Peter Booth took the path of painterly 
abstraction, producing a series of dark and menacing works of 
seriousness and gravity. Simple black shapes in heavy impasto 
were tantalisingly obscure – doorways, windows or impenetrable 
walls, who was to say? The coming to Melbourne of the hugely 
important exhibition Two Decades of American Painting in 1967 
reinforced Booth’s view of the new art world and his paintings 
were included in the seminal follow-up exhibition The Field the 
following year. But there was a limit to how far one could push 
the black emptiness and Booth began to introduce figures, 
quickly moving into a form of surreal expressionism that struck 
a chord with a community seeking a deeper meaning than the 
refined landscape painting then dominating the market. His 
cutting-edge art was given free rein in one new Melbourne 
gallery, Bruce Pollard’s Pinocotheca, a former shoe factory in 
Waltham Place in Richmond, opened in 1970. Peter Booth had a 
number of one-man shows in the cavernous space, a place that 
allowed him to expand both his vision and the scale of his works. 
Building on the theme of man in a degraded environment of his 
own making, Booth rose quickly to a prominent position in the 
Melbourne art world. His work was never easy, always dark and 
challenging, and yet appealing in a way that was hard to explain. 

Man in a Red Coat has all the Booth hallmarks – a seemingly 
simple image of a rough and weathered character, huddled in 
a thick red coat. Tough and scarred, could he be a gangster, 
or maybe just an old bloke trying to keep warm? Is he posed 
against the sea, rough and stormy in the background, or is it 
an overcast sky, with harsh rain streaking down? But the most 
telling and disturbing element is the sheer scale of the work. 
Our anonymous old chap is presented many times life-size on 
a canvas almost two and a half metres wide, a huge brooding 
visage impossible to ignore. And that is the key to Peter Booth’s 
work; paintings which are at once disarmingly simple yet 
unfathomable in the depth of their intent and meaning. Never 
easy or comfortable, they leave us contemplating not just a dark 
world, but our own precarious place within it. 

Gavin Fry, BA (Hons), MA, MPhil

21. PETER BOOTH
born 1940

Man in Red Coat 2008
oil on canvas
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signed and dated verso: Booth 2008

PROVENANCE
Rex Irwin Art Dealer, Sydney (label attached verso)
Private collection, Sydney
Acquired from the above, private collection, Brisbane

EXHIBITED
Peter Booth, Rex Irwin Art Dealer, Sydney, 16 June - 11 July 2009, cat.1

$100,000 - $150,000



3939



40 Australian & International Fine Art & Sculpture

22. BEN QUILTY
born 1973

Skull 3 2006
oil on canvas
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in a muscular, palpable impasto that was quickly becoming 
his trademark.2 Those images, soaked in testosterone and 
adolescent assurance, were impressions of a particular kind 
of Australian culture. This was car culture, of course, the kind 
of scene that carries a real potency for young men on the hunt 
for adventure and meaning. Like the young man in Kenthurst, 
north-west of Sydney, cruising around at night in a Torana, 
feeling like he has something to prove, a picture of rebellion 
and risk.

In Quilty’s hands, the car becomes a symbol of ‘mortality, 
mateship and masculinity,’ wrote curator Lisa Slade, now a 
years-long collaborator, ‘a vanitas motif or reminder of the 
transience of life.’3

At this time, Quilty had also been looking closely at the 
presence of the skull in the western world, especially in male 
culture. Paintings like Skull Landscape and Elwood Park – 
Farewell Winter, as well as the Skullburger works, all engage 
with the inevitability of death and decay. Here was the 
memento mori, reconfigured for suburbia. As a young artist 

On the road with Ben Quilty, we come face to face with a 

country on edge. The cars in his paintings – the Torana, the 

Landcruiser, even the mini-van – carry the weight of a certain 

culture, a certain sense of being in the world. They tell a story 

about masculinity and freedom, mortality and danger. Arrayed 

before us like models, they don’t move but they’re far from still. 

When he was a young artist, not yet a household name, not 

yet an Archibald-winner, not yet an activist wrestling with the 

contradictions of the world, Quilty observed that much of his 

work had been focused on young men looking for initiation. 

The vehicle for this rite of passage was clear.

For us initiation was performed inside a car. Beer in hand 

we became valued members of a society and, as the motor 

screamed, the dizziness of expectation awakened the adult 

in us.1

This painting, Skull 3, comes from a particular moment in 

Quilty’s evolution. He had already come to the attention of 

the art world with a series of Torana portraits, all conveyed 

‘In Quilty’s hands, the car becomes a symbol of mortality, mateship and 
masculinity, a vanitas motif or reminder of the transience of life.’

Lisa Slade
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abroad. But in his art, can we detect a hint of uncertainty and 

equivocation creeping into the frame? His pictures ripple with 

energy, but some are enigmatic, a Rorschach test for the rest 

of us. These are images offered up to a country yet to make 

peace with itself.

In 2019, to mark Quilty’s recent survey exhibition, a mid-career 

show that travelled to three states, Art Gallery of New South 

Wales curator Justin Paton wrote about the ‘powerfully mixed 

feelings’ contained in the work: ‘how restlessly, even as they 

speak their messages, they question art’s power to speak. For 

the ways in which static objects such as paintings move us 

are highly unpredictable, and the ways in which those feelings 

then move us into action are more unpredictable still.’4

In this painting, necessarily large, Quilty brings together the 

skull and the vehicle – in this case, a mini-van, the kind of 

he looked within himself to ask questions about identity. In 

particular: what does it mean to be a man in Australia? Fifteen 

years later, as matters of consent become part of the political 

debate in the nation’s capital, these questions have taken on an 

even greater urgency.

Quilty is fascinated by the conversations about belonging 

that circulate, however refracted, through Australian life. His 

fascination continues through other subjects and themes, 

from Captain Cook to the war in Afghanistan, from Aboriginal 

massacre sites to grotesque accounts of modern madness.

And we know – through his words, and through his advocacy – 

that the artist feels deeply about many of the causes to which 

he has dedicated so much time. The refugee crisis, the death 

penalty, indigenous disadvantage: Quilty has long used his 

profile to draw attention to injustice both domestically and 

Figure 1

Automanic 2005
oil on canvas
126.0 x 130.0 cm
Private collection

‘For us, initiation was performed inside a car. Beer in hand we became valued 
members of a society and, as the motor screamed, the dizziness of expectation 
awakened the adult in us.’

Ben Quilty
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Figure 2

Beast 2 2005
oil on linen
120.0 x 100.0 cm
Sold Menzies, Sydney, 31 March 2021, lot 20, 
$270,000 (including buyer’s premium)
AUCTION RECORD FOR THE ARTIST

machine that might be used to carry tradies between jobs or 

backpackers between cities. A vehicle like that is easy enough to 

use but hard to love. It’s not a Torana, that’s for sure. But Quilty 

brings us close. His van, with its unsettling, anthropomorphic 

anxiety, is now a source of menace or road rage. We can’t see 

inside, apart from a smudge of blue on the right eye, where the 

windscreen might have been, but we can imagine a driver there 

– a young man, most likely, scowling behind the wheel, waiting 

for his moment.

It’s a surreal image, a distortion like the giant warships in a 

Studio Ghibli film, at once familiar and otherworldly, everyday 

and disquieting. The van is presented in three-quarter view. 

The brush-strokes appear more physical as the van morphs into 

a skull. And those teeth at the front: they’re the most intimidating 

of all. A warning to stand back, or perhaps to stand by.

FOOTNOTES

1.   Ben Quilty, quoted in Ben Quilty Live! Interpretive Guide, University of Queensland 
Art Museum, Brisbane, 2009, accessed May 2021: http://asset.artmuseum.uq.edu.
au/docs/BenQuiltyInterpretiveGuide.pdf

2.  Turner, B., ‘Ben Quilty on the Burden of Being Australia’s Artist from Central 
Casting,’ The Sydney Morning Herald: Good Weekend, Sydney, 23 February 2019

3.  Slade, L., Ben Quilty Live! Interpretive Guide, University of Queensland Art 
Museum, Brisbane, 2009

4. Paton, J., ‘Painting the Tangle,’ in Ben Quilty, Penguin Books, Australia, 2019, p.57

Ashleigh Wilson is the author of Brett Whiteley: Art, Life and 
the Other Thing.
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23. BANKSY
born 1974, British
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published by Pictures on Walls, London (blindstamp lower left)

accompanied by a certificate of authenticity from Pest Control

PROVENANCE
Pictures on Walls, London
Private collection, United Kingdom, 2009
Private collection, Melbourne

$100,000 - $150,000

24. BANKSY
born 1974, British

Very Little Helps 2008
colour screenprint
50.6 x 37.4 cm (sheet)
edition: 241/299
numbered and signed below image

published by Pictures on Walls, London

accompanied by a certificate of authenticity from Pest Control

PROVENANCE
Pictures on Walls, London
Private collection, United Kingdom, 2009
Private collection, Melbourne

$90,000 - $120,000

Within the social contract, it remains for many, one step forward 
and two steps backward. Here lies freedom or not, because for 
every gesture there is a counter, a resonance, that Banksy’s 
images find. The prints of this sale, Donuts (Chocolate) 2009 
and Very Little Helps 2008 speak of this predicament. They echo 
endeavour, authority, and the hope of many. This is the human 
lot, but under Banksy, the images hit hard and home, exposing 
the contradictions of post-capitalism.

Banksy’s art has achieved extraordinary prices and publicity. 
Most notably, the painting Girl With A Balloon 2006 which made 
£1.04 million. The painting shredded the moment it hammered 
at Sotheby’s London in October 2018. As the final lot of the 
evening, the audience watched in disbelief as the picture was 
removed from the auction room. It was speculated that the 
artist himself pressed the button that destroyed the canvas.

The artist known as Banksy is a provocateur who uses art to 
make telling political points. His commentary is entirely his own. 
His prints and paintings critique authority and take the air from 
serious art by stealth. Banksy looks at walls and locations as 
drawings and underpaintings. These sites and surfaces are the 
support for new meaning and inversions. Why practise art in a 
studio when life is more real at street level, and the sweeter for 
it - where those unfamiliar with the artist’s drift, are provoked 
by sudden change?

Despite what they say graffiti is not the lowest form of art. 
Although you might have to creep about at night and lie 
to your mum it’s actually one of the more honest forms 
available. There is no elitism or hype, it exhibits on the best 
walls a town has to offer and nobody is put off by the price of 
admission. A wall has always been the best place to publish 
your work.1 
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His ascent continued. In March 2021, Banksy’s painting Game 
Changer 2020, brought £16.7 million at auction, the highest price 
paid for a Banksy painting. Banksy donated the hammer price of 
the painting to organisations in support of the National Health 
Service. The auction record for a Banksy print is £1,104,000 for 
Girl With Balloon – Colour AP (Gold) 2004 which sold in March 
2021. It is an exceptional print, so too the price. The image is 
definitive and idealistic - it is love in tough times. 

To take further cognisance, the present lot, Very Little 
Helps, is seen in a painted version on Essex Road in North 
London. Banksy’s stencil incorporates the cables and 
power box on which a child raises the Tesco flag. Lest they 
forget, the attendant figures stand hand to heart in salute. 
The image is salient in print form. The figures are strongly 
graphic with characteristic aerosol edges and the sky blue is  
aptly bright.

Donuts (Chocolate) is baroque in detail and buoyant in form. A 
note of hilarity sounds as the motorcycle convoy guards the safe 
passage of the donut truck through the streets. Humour is read 

23. BANKSY
Donuts (Chocolate) 2009



4949

24. BANKSY
Very Little Helps 2008

BELOW OPPOSITE: 

Figure 1

Girl with Balloon – Colour AP (Gold) 2004
colour screenprint

69.4 x 49.5 cm
Sold Sotheby’s, London, 25 March 2021, lot 133, 

£1,104,000 (including buyer’s premium)

Figure 2

Street view of the original graffiti stencil of Very Little Helps  
on Essex Road, London

Courtesy of Jim Dyson/Getty Images

into much of Banksy’s output. Pathos comes readily and with 
conviction. It also turns simply on the point that, what is serious, 
is also material for comedy.

My sister threw away loads of my drawings when I was a kid 
and when I asked her where they were she shrugged and said 
‘Well it’s not like they’re ever gonna be hanging in the Louvre 
is it?2

Banksy is on the money as a moralist and a satirist, because in 
what is a leavening of our predicament, we find ourselves. There 
is no better recommendation to make for the artist Banksy than 
the prints of this sale. 

FOOTNOTES

1. Banksy, Banksy: Wall and Piece, Century, London, 2006, p.8

2. Ibid., p.172

Brett Ballard, MA
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25. ANDY WARHOL
(1928-1987, American)

Rebel Without a Cause (James Dean) 1985
colour screenprint on Lenox Museum Board
96.5 x 96.5 cm
edition: Artist’s Proof 15/30 (main edition of 190)
hand numbered and signed in image
printed by Rupert Jasen Smith, New York (blindstamp lower left)
published by Ronald Feldman Fine Arts, Inc., New York 
(blindstamp lower left)

PROVENANCE
Private collection, United States of America
Los Angeles Modern Auctions, Los Angeles, 9 October 2016,
lot 317
Private collection, Sydney

REFERENCE
Feldman & Schellmann II, no.355

$100,000 - $150,000

As the text on the left makes clear, Warhol was working on 
the Japanese poster for Rebel Without a Cause, the drama 
that came out in October 1955, a month after the lead actor 
died in a car accident at the age of twenty-four. But the story 
here is transposition, so we should be clear: the movie was not 
released in Japan until April 1956, some six months after the 
United States. 

Warhol soaks the poster in red. Jim Stark, the James Dean 
character, is given a hallucinatory quality otherwise absent 
from the original. He comes across like a photo negative, a 
sensation heightened by the visual echo in the background, 
the afterimage. And so the medium had to be a screenprint: 
a cultural memory, shared between cultures, a copy of a copy. 
Through Warhol’s eyes, a piece of Americana lives on. It’s the 
same, only different.

FOOTNOTES

1.  Cotter, H., ‘Everything about Warhol but the Sex,’ The New York Times, New 
York, 14 July 2002, section 2, p.1, accessed May 2021: https://www.nytimes.
com/2002/07/14/arts/art-architecture-everything-about-warhol-but-the-sex.html 

2.  Andy Warhol in an interview with Gene Swenson, initially published as ‘What is Pop 
Art? Interviews with Eight Painters (Part 1),’ Art News, New York, November 1963, 
accessed May 2021: http://theoria.art-zoo.com/interview-with-gene-swenson-
andy-warhol/ 

Ashleigh Wilson is the author of Brett Whiteley: Art, Life and 
the Other Thing.

It can feel almost playfully earnest, in an age of Damien Hirst and 
Jeff Koons, in an age of billionaire rappers and Saudi collectors 
and James Bond watches, in an age of the Avengers, to look back 
on a time when the world was still figuring out how art, money, 
celebrity and commerciality sat together. Andy Warhol, of course, 
is the name that comes up the most in this discussion. He’s been 
in this conversation for a while.

He’s there when we talk about the ways we measure the value of 
culture – which is similar, but not the same, as measuring cultural 
value; a central tension of our time. Art is a calling, perhaps, but it’s 
a business as well. These days it needs to find its place alongside 
a multiplicity of images that saturate our consciousness, from 
Vogue to pop-ups to Instagram. Not for nothing is that silver-
haired socialite considered to be both of his time and very much 
ahead of it.

Warhol was a commercial illustrator, still in his twenties, when 
he arrived in New York in 1949. He worked his way into painting, 
film, printmaking. He set up the Factory and nurtured his 
superstars. He settled into Manhattan life, a chronicler of his 
time. Holland Cotter, the co-chief art critic of the New York 
Times, has written about the experimental shifts in direction that 
characterise Warhol’s work – the ‘fluidity, unmoored categories, 
a maddeningly disruptive relativism’.1 The same qualities that 
have helped to secure his legend in the contradictory, forever-
changing whirlpool of contemporary art.

In 1963, a year after he announced himself to the art world with his 
Campbell’s Soup cans, Warhol recognised with some satisfaction 
the way the rhythms of his surroundings had been blending into 
his art. ‘Somebody said my life has dominated me,’ he said.  
‘I liked that idea.’2

Two decades later, and two years before his death, Warhol was 
commissioned by Feldman Fine Arts to create a limited series 
of prints. These pictures drew on his former life as a commercial 
artist. Lines were blurring and circles forming.

Warhol’s ‘Ads’ were just that. They transformed commercials into 
art. They also brought to life a particular moment in American 
culture. As well as James Dean, who made an appearance 
courtesy of his most famous film, Rebel Without a Cause, Warhol 
focused in on prominent brands from the 80s, including Chanel 
and Apple computers (specifically, their fancy new Macintosh), 
plus Paramount Pictures, Mobil Gas, Life Savers and Volkswagen. 
Ronald Reagan spruiks for Van Heusen and Liza Minelli poses for 
Blackglama mink coats.

Figure 1

Andy Warhol looking at Phil Stern photographs of 
James Dean, 1986
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Yorta Yorta artist Lin Onus was a master painter and political 
mastermind. Often masked by the beauty of their aesthetic 
thrall, his works are poetic and potent statements of Indigenous 
cultural authority. 

Moonlight stems from a sublime, seemingly ethereal corpus 
depicting water bodies carefully contrived with technical 
virtuosity as interwoven layers of imagery, elements of which 
are sometimes, at least initially, obscured by reflected sky or 
reflected landscape, or both. 

Depicting contradictory and ambivalent space was Onus’s 
political forte. These works question narratives by challenging 
one’s ‘viewing position’– preconceptions and assumptions – in a 
transcendental aesthetic engagement about cultural hegemony. 
Within this paradigm, dreamlike visual effects operate to make 
transparency illusory and reality confused. Onus’s nocturnes are 
particularly successful in this regard, wherein the obscured stands 
in for something other than the unseen: his ‘understanding of 
what lies beneath the surface of things.’1

In Moonlight, the central luminescence of the cloud-obscured 
moon transfixes … at first, and then we glimpse life beneath the 
dark patches of inky water either side. In the shadowy depths, 
fish decorated with rarrk slip in and out of water weeds. Tracing 
the underwater dynamic, we are drawn around the edges of 
the canvas, searching. What else lies beneath? Stepping back, 
the upside-down tentacled trees reflected on the surface take 
command, their strong black verticals barricading the viewer 
from the world seen/unseen beyond ... reality check. And from 
this viewpoint back on terra firma, the central two patches of dark 
water suddenly come into focus and appear strangely mask-like 
… but who, or what, is being masked?

Onus’s deep connections to Arnhem Land and kinship with 
acclaimed artist Djiwul ‘Jack’ Wunuwun (1930-1991) enriched his 
physical self and spiritual world view, and animated his mixed 
race/mixed cultural ‘in-between space.’2 It also heavily influenced 
his vision and optimism for his legacy, with hopes that history 
‘may see me as some sort of bridge between cultures …’3 

Onus’s art requires Australians to think about ourselves, our 
history, and the country we inhabit, and in 1993, after a string 
of early career award accolades, he was made a member of the 
Order of Australia. His oeuvre has been the focus of more than 
eighteen solo exhibitions, including the important retrospective, 
Urban Dingo: The Art and Life of Lin Onus 1948-1996 (Queensland 

Art Gallery, 2000 and national tour 2001), and recently, Lin Onus: 
Eternal Landscape (Margaret Lawrence Gallery, University of 
Melbourne, 2019). Group show highlights include the ground-
breaking exhibitions: Koori Art ’84 (Artspace, Sydney), A 
Changing Relationship: Aboriginal Themes in Australian Art 
1938-88 (S.H. Ervin Gallery, Sydney), Australian Perspecta 1991 
(Art Gallery of New South Wales), Crossroads: Towards a New 
Reality: Aboriginal Art from Australia (Museums of Modern 
Art, Kyoto and Tokyo, Japan, 1992), Strangers in Paradise: 
Contemporary Australian Art to Korea (AGNSW and National 
Museum of Contemporary Art, Seoul, Korea, 1992), Aratjara: 
Art of the First Australians (Germany, London, Denmark, NGV, 
1993), and Power of the Land: Masterpieces of Aboriginal Art 
(NGV, 1994).

Onus’s emphasis on reflection and water surface in his mature 
resolved work has been recently defined as ‘a call for deep 
consideration of one’s experience of life, or more specifically, 
to make connections between oneself and the world’;4 a new 
narrative within and beyond the discourse and post-colonial 
imperative of decolonisation.

This thinking, and these works, are however no less interpolative 
than much of Onus’s overtly satirical painted protests. Onus’s 
declaration that there is ‘no distinction between the political and 
the beautiful’ manifests itself in his watery landscapes, where 
ethical questions surface with deep aesthetic engagement.5 
As one of the country’s most sought-after artists, and whose 
work has strong international appeal, Lin Onus’s singular artistic 
legacy is enshrined.

FOOTNOTES

1. Lindsay, F., Lin Onus: Yinya Wala [exhib. cat.], Mossgreen, 2016, p.3

2.  Levi-Strauss, quoted in Neale, M., Urban Dingo: The Art and Life of Lin Onus 1948-
1996, Craftsman House in association with the Queensland Art Gallery, Brisbane, 
2000, p.16. The ‘in-between’ space has also been called ‘the third space’ - an 
ambivalent space of cultural identity. See Bhabha, H. The Location of Culture, 
Routledge, London, 1994, pp.37-38

3.  Lin Onus, quoted in Kleinert, S. & Neale, M., The Oxford Companion to Aboriginal 
Art and Culture, Oxford University Press, 2000, p.667 

4.  Sequeira, D., Lin Onus: Eternal Landscape [exhib. cat.], Margaret Lawrence Gallery, 
University of Melbourne, Melbourne, Victoria, 2019, p.31

5.  This nexus in Indigenous art is considered at length in Ferrel, R., Sacred Exchanges: 
Images in Global Context, Columbia University Press, New York, 2012

Jane Raffan BA Hons. (Fine Arts); Grad. Dip. Environmental 
Law (Ethical Dealing Art & Cultural Heritage)

26. LIN ONUS
(1948-1996)
Yorta Yorta language group

Moonlight (from the Twenty Four Hours at Numerili 
suite) 1993
synthetic polymer paint on canvas
89.0 x 119.0 cm
signed lower right: Lin Onus

PROVENANCE
Gallery Gabrielle Pizzi, Melbourne
Private collection, Perth

EXHIBITED
Lin Onus: There and Back: An Exhibition of Recent Paintings  
and Sculpture, Gallery Gabrielle Pizzi, Melbourne, 27 July -  
4 September 1993 (illus. exhibition invitation)

REFERENCE 
McCulloch, S., ‘Canvas Reflections of Spiritual Journey’,  
Herald Sun, Melbourne, 6 August 1993, p.63

$150,000 - $250,000
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actually mean something beyond an overt display of the artist’s 
bravura technique? Tim Storrier eschews any special agenda 
and in his public comments he makes it clear he has little time or 
sympathy for political or social messaging in art. When he does 
comment on such things, it is invariably from a conservative 
and often politically incorrect viewpoint. Art is what it is, the 
paintings are what they are, without us having to dig below 
the surface. In their simplest form, the outback paintings are 
charming and accessible images of familiar forms – the dry 
dusty outback stretching to the horizon, the bright starry sky 
and the burning logs, a place of warmth in the cold desert 
air. But then more and more the artist introduces seemingly 
incongruous motifs – the abandoned mattress, burning paper 
darts, bottles, cans and other rubbish – the detritus of a human 
presence long departed.

Detritus (with Red Belly) is one of a series of works in which 
the familiar burning log and landscape are enlivened by the 
presence of that icon of the Australian bush, the red bellied black 
snake. We can ascribe a simple explanation – in the cold of the 
desert snakes need warmth before they can go about their daily 
lives. Normally we would think of the snake basking on a rock in 
the sun, absorbing the heat of the morning’s first light. If that, 
then why not stretch out by a convenient fire, just as the drover’s 

27. TIM STORRIER
born 1949

Detritus (with Red Belly)
synthetic polymer paint on canvas
102.0 x 244.0 cm
signed lower right: Storrier

PROVENANCE
Private commission for the present owner, Brisbane

$120,000 - $180,000

Like all art of substance, the paintings of Tim Storrier ask more 
questions than they answer. They are now instantly recognisable 
to anyone even vaguely interested in Australian Art, but we are 
invariably no closer to really understanding their true meaning. 
Most writing on the subject tends to ask the deep questions, and 
then conclude that, in the end, they will remain a mystery. The 
artist is no help in this, stating that the pictures do not carry any 
deep political or social intent, but then their complexity and the 
perfection of their execution suggests otherwise. Surely all that 
work and slow, deliberate rendering of objects in space must 
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dog might do after a hard day on the plains? But that seems too 
simple, for however natural its appearance, we cannot separate 
the snake from thousands of years of iconography, where the 
presence of the serpent sits at the core of the belief systems 
of countless societies, religions and sects. Christianity places 
the snake at the moment of creation, the presence of evil that 
tempts the hapless Eve and sees our mythical progenitors cast 
out into the world, in time to create the rest of the human race. Or 
equally it might be a veritable swarm of them writhing about the 
severed head of Medusa, or the proud Minoan goddess, bare 
breasted and waving a serpent in either hand as she commands 
her followers to obey, or else. But Tim Storrier’s red belly is not 
curled ready to strike; rather stretched out full length along 
the line of fire as if demonstrating its true length and majesty, 
with just a momentary turn of the head. It is perhaps the rope 
before being stretched between the poles and set alight, or the 
stockman’s whip, another favourite Storrier device, about to be 
raised and cracked into life. Like all of his works we can marvel 
at the sheer brilliance of its execution and, failing access to any 
deeper meaning, use it as the stepping stone to our own stories 
of imagination and wonder.

Gavin Fry, BA (Hons), MA, MPhil

Figure 1

The Fall (Incendiary Detritus)
synthetic polymer paint on canvas

183.0 x 305.0 cm
Sold Bonhams, Sydney, 25 November 2013, lot 11,  

$390,400 (including buyer’s premium)

AUCTION RECORD FOR THE ARTIST
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28. SIDNEY NOLAN
(1917-1992)

Kelly 1964
oil on board
151.0 x 120.5 cm
signed and dated lower right: Nolan 1964
signed and dated verso: 23 Oct 1964/ nolan

PROVENANCE
Marlborough Fine Art, London (label attached verso)
Private collection
Geoff K. Gray, Sydney, 15 June 1982, lot 113 (as Kelly and the Policeman)
Private collection
Christie’s, Melbourne, 25 November 1997, lot 74
Private collection, Melbourne
Mossgreen Auctions, Melbourne, 22 November 2009, lot 6
Private collection, Melbourne
Acquired from the above, private collection, Melbourne
Menzies, Sydney, 23 June 2016, lot 37
Company collection, Melbourne

EXHIBITED
(probably) Sidney Nolan: Recent Work, Marlborough Fine Art, London, May 1965, cat.10
(probably) Recent Paintings (1964-65) by Sidney Nolan, Albert Hall, Canberra, 26 August - 8 September 1965 
(as Kelly in the Landscape, cats.17-24)

$500,000 - $700,000



5959



60 Australian & International Fine Art & Sculpture60

Shepparton. Riverbend, together with thirty-seven additional 

paintings, was exhibited at Albert Hall in Canberra in August 

the following year. 

Among these was a group of seven paintings collectively 

called ‘Kelly in the Landscape’, which most likely included the 

two key works from the 1964 Wimmera experience: Ned Kelly 
and Mounted Trooper and the present work, Kelly. The two 

paintings - the same medium and much the same size - are also 

comparable in terms of content. In each painting we see the 

dark umber coloured earth of the Wimmera plains, interspersed 

with the region’s salt lakes and flat scrubby vegetation. In both 

paintings the landscape is dominated, if not overwhelmed, by 

the powerful iconic square of the Kelly helmet. In Ned Kelly 
and Mounted Trooper, the helmet appears as an immense 

black and white apparition looming out of the cerulean blue 

of a late afternoon sky. In the immediate foreground a blue 

and white uniformed trooper, rifle slung across the saddle of 

his horse, stares directly at the viewer. These two Wimmera 

Kellys – very much companion pieces – have much in common: 

an immense sweep of sombre landscape taking up most of the 

pictorial space as a setting for the presence of the same two 

protagonists: a helmeted Kelly contrasting with a much smaller 

Within Nolan’s immense oeuvre, the story of the bushranger 

Ned Kelly was the artist’s great theme and, equally, his great 

obsession, which he was to visit and revisit over a period of thirty-

five years. In the artist’s own words: ‘The image of Kelly became 

the touchstone of my progression as a painter’.1 The imaginative 

power and authority of the three main series of Kelly paintings 

remains collectively Australia’s most celebrated epic narrative, its 

emblematic focus being the ubiquitous black minimalist square 

of Kelly’s helmet silhouetted against the landscape. 

The present work, simply titled Kelly, of 1964, is from Nolan’s third 

series of Kelly paintings completed during an extended sojourn 

back in Australia in 1964, following a trip to Antarctica with the 

writer Alan Moorehead. Joined in February by the art critic 

Robert Hughes, Nolan then made a pilgrimage to more familiar 

territory, visiting the Wimmera region near Dimboola where he 

had spent two years of his military service in 1942-43, painting the 

vast plains and scattered scrub of this unique landscape. 

Later, in December 1964, he began work on the most ambitious 

of all the Kelly paintings: the nine panels of Riverbend I, an eleven 

metre-long work dedicated to his father, Sidney Henry Nolan, 

and recalling childhood holidays on the Goulburn River near 

Figure 1

Ned Kelly and Mounted Trooper 1964
oil on board
152.5 x 122.0 cm
Sold Menzies, Sydney, 26 March 2015, lot 40,  
$644,318 (including buyer’s premium)
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Figure 2

Policeman and Ned Kelly 1964
oil on hardboard
152.0 x 122.0 cm

Art Gallery of New South Wales collection, Sydney
Purchased with funds provided by Bond Street City 

Freeholds Ltd, 1987

‘The image of Kelly became the touchstone of my progression as a painter’ 
Sidney Nolan

figure of a trooper on horseback. There, however, the similarities 
between the two paintings end. 

As ‘puzzle’ paintings they present two opposing sets of pictorial 
ideas. On the one hand, Ned Kelly and Mounted Trooper appears 
as a self-conscious exercise in theatricality. As viewers, we may 
well feel as if this figure, occupying the forefront of some operatic 
stage, may well launch into an aria at any moment. The immense 
black helmet, with all its ‘painterliness’, equally suggests the 
character of a stage backdrop – with its symbolic theatrical 
presence of a seemingly ghostly Kelly. Nolan, of course, had a life-
long involvement with ballet and operatic theatre productions, 
beginning as early as 1940 with the Serge Lifar’s Ballets Russes 
production of ‘Icare’ at Sydney’s Theatre Royal. 

The present painting, Kelly, is of a very different character: instead 
of a frozen theatrical moment there is energy and movement. The 
blue sky is a void; the helmeted apparition itself is now located 

in the immediate foreground of the painting. The colour of the 

helmet echoes the burnt umber of the landscape. A rifle slung 

across the saddle of his horse the trooper has spurred his horse 

into a furious headlong gallop, fleeing in terror from an armed 

and fearsome Kelly. The form and body language of this Kelly 

owes much to that of the celebrated First Class Marksman of 

1946. Here again is an abstracted Kelly in rudimentary armour 

pushed up against the frontal picture plane, aiming a gun and 

preparing to pull the trigger. Yet, for all Kelly’s masculinity, 

the 1946 painting offers a light-hearted somewhat comic Kelly 

with cartoon eyes popping out from the helmet. However, 

the 1964 work presents a more ambiguous figure. With its 

highly expressionist mode of painting the eyes are now all but 

indiscernible and there is little in Nolan’s oeuvre to compare 

with the unnerving sense of threat that emanates from the fierce 

primitivistic figure of this Kelly painting.
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Figure 3

Kelly and Township 1964
synthetic polymer paint on composition board
122.0 x 152.5 cm
Sold Sotheby’s, Sydney, 20 November 2019, lot 9,  
$671,000 (including buyer’s premium)

Both Wimmera Kelly paintings appear to have been painted as a 
prelude to the immense Riverbend mural in which Nolan explores 
a more introspective and psychological conception of the Kelly 
project. To this end Nolan turned to memories of childhood and 
of the War years. In relation to Kelly, he drew specifically on his 
Wimmera ambience of 1942-43 when he had initiated a radical 
modernist vision of the Australian landscape that effectively 
displaced the vision of the impressionist pastoral tradition.

Nolan also rethought the original Kelly series in this search for 
new and more personal dimensions of the Kelly narrative. It 
seems clear, for example, that the emotional tenor of Kelly stems 
from a re-conception of one of its most dramatic and doom-
laden moments of the Kelly story: the bloody encounter at 
Stringybark Creek in 1878 that left constables Lonigan, Scanlon 
and Kennedy dead – and the fourth, McIntyre, fleeing for his life. 
The four members of the gang were now officially outlaws. Kelly 
of 1964 surely depicts the panic stricken McIntyre, together with 
a looming figure of a Kelly emerging from the Freudian murk of a 
billabong-like morass.  

Nolan, himself, likened his obsessive preoccupation of the Kelly 
myth as feeling like a ‘millstone round my neck.’2 In commenting 
on this sense of imprisonment, the writer T.G. Rosenthal extended 
the metaphor by suggesting that, in the phenomenon of Kelly, 

for Nolan the artist there was psychologically perhaps an even 

worse kind of entrapment - one resembling that of the incubus, 

the dark creature of myth and nightmarish oppression from 

which there seemed no escape. Significantly, the Riverbend 

paintings, however - with their dream-like reverie in which the 

violence of the Kelly narrative is defused – finally bring this third 

series to an adagio-like conclusion. 

FOOTNOTES 

1.  Nolan, The Studio, October 1960, quoted in Clark, J., Sidney Nolan: Landscapes 
and Legends: A Retrospective Exhibition: 1937-1987, National Gallery of Victoria, 
Melbourne, 1987, p.120 

2.  Mary Nolan in conversation with T. G. Rosenthal, in Rosenthal, T., Sidney Nolan, 
Thames & Hudson, London, 2002, p.97
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Ray Crooke was a significant part of the Australian art world for 
more than 50 years, building a career in a steady, if unspectacular, 
way. His work is loved and collected by many, but his contribution 
tends to be given only cursory recognition in the main texts and 
academic writings. He is either too popular, too passive, too 
predictable or at worst, simply too nice. His work is always calm, 
understandable, easy to live with and unlikely to disturb even the 
most timid soul. But it should be asked, why is that a problem? 
Does all art have to be challenging, questioning and political 
at heart? Must the status quo be challenged at every step with 
art that is harsh and aggressive – and only understandable  
to those properly educated to understand its subtleties and 
deeper meanings?

Born in Melbourne in 1922, Ray Crooke began as a junior in 
an advertising agency, commencing work at just fifteen while 
studying part time at Swinburne Technical College in Hawthorn. 
Swinburne catered for a wide range of students, with both 
commercial and high art ambitions and, under its Head of 
Art, Louis McCubbin, assisted many young artists during the 
depression years, including William Dargie who would rise to the 
highest levels in the official art world. Ray joined the Australian 
Army soon after the outbreak of World War Two, a daunting 
experience for any young man, but one which would in fact help 
him find his own special place in the art world. For a boy from 
suburban Melbourne, experiencing the islands of Northern 
Australia and the Pacific was a revelation, a window into a new 
world where he felt perfectly comfortable and at home. After 
his demobilisation, Crooke resumed study at Swinburne, later 
gaining a position there as a lecturer in the art school. His studies 
in design led to work in the textile industry and, while not a 
permanent career, it helped him develop formal ideas of design 

and colour which continued through a lifetime of creative 
work. Successful exhibitions in 1957 and 1959 helped fund a 
return to the north, settling on the coast just north of Cairns, 
where he would remain for the rest of his long career. Most in 
the art world came to admire his quiet, contemplative take on 
tropical life and he built a large following, especially once he 
began showing with major galleries ‘down south’. His work had 
a strong formal design element, with flat areas of colour and 
simple forms. His figures are solid and compact, always in quiet 
repose. There are elements of Gauguin in the exotic colour 
and subject matter, although most definitely without any of the 
erotic content central to Gauguin’s depictions of life in Tahiti. 
The interior view looking out to a tropical beach under the palms 
became his central theme, with subtle variations according to 
the scale and format of the work. It came as a surprise to many, 
who might have consigned him to the sidelines as a painter 
of unchallenging tropical domesticity, when he won the 1969 
Archibald Prize for his portrait of writer George Johnson.

While most of Ray Crooke’s works are modest and domestic 
in scale, he would on occasion produce a larger, more 
commanding composition, such as the diptych, The Concert, 
Waya. Two large panels produce a striking work 2.4 metres 
wide, allowing almost life-sized figures, in scale appearing as a 
picture window onto a tropical paradise. This is emphasised by 
the fact that the composition itself is formed from a view from 
an interior looking out to a group of islanders quietly sitting 
about, some inside the room, some outside. The viewer, drawn 
in by the breadth of the painting, is encouraged to step into the 
picture and join them on the sand. 

Gavin Fry, BA (Hons), MA, MPhil

29. RAY CROOKE
(1922-2015)

The Concert, Waya
oil on linen (diptych)
182.5 x 121.5 cm (each); 182.5 x 243.0 cm (overall)
(i) signed lower left: R Crooke
(ii) signed lower right: R Crooke

PROVENANCE
Philip Bacon Galleries, Brisbane
Private collection, Brisbane
Queensland Art Brokering, Queensland
Private collection, Queensland
Private collection, Sydney
Private collection, Brisbane

EXHIBITED
Ray Crooke: Song of the Islands, Philip Bacon Galleries, Brisbane, 1 - 26 October 2002, cat.1 (illus. exhibition catalogue)

$90,000 - $140,000
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30. CHARLES BLACKMAN
(1928-2018)

The Dance c1988
oil on paper on canvas
181.5 x 120.5 cm
signed lower right: BLACKMAN

PROVENANCE
BMG Fine Art, Adelaide, 1988 
Private collection, Sydney

EXHIBITED
Charles Blackman, BMG Fine Art, Adelaide, 12 August – 7 September 1988, cat.3

$60,000 - $80,000

Charles Blackman is a literary artist in the truest sense, since his 
paintings are not concerned with external realities so much as ‘the 
life of the imagination'.1 As Robert Hughes observes, Blackman’s 
art is ‘lyrical, poetic, rich in fantasy, and sometimes gently close 
to a kind of provincial surrealism.’2 Blackman’s paintings are 
often characterised by their peculiar timelessness, deliberately 
constructed so as to create an enclosed, fantastical world within 
the picture plane.

The Dance c1988 is a remarkable painting of two women 
absorbed in the spirit and rhythm of their dance. With legs 
slightly bent, the two figures step forward in time, their front feet 
barely contained within the frame. Blackman implies a sense of 
introspection between the two women, their gaze cast downward 
and bodies turned apart. And yet they are clearly attuned to one 
another’s presence, as shown by their synchronised movement. 
Blackman captures a tension inherent in dancing – and in life 
itself – between our internal and external awareness; the need to 
maintain an equilibrium between the self and the ‘outside world’. 

The formal origins of the present work may be found in Blackman’s 
celebrated ‘Faces and Flowers’ paintings from the late 1950s; in 
particular The Ceremony 1959. These works were distinguished 
by their clarity of form, vibrant primary colours and elaborate use 
of chiaroscuro. Pointing to the influence of Byzantine and early 
Renaissance art on Blackman’s imagery of this period, Bryan 
Robertson wrote in 1961: 

He has made icons from the commonplace material of 
domestic life. The fragile gestures and spontaneous 
movements among people in the streets around us are caught, 
and made eloquent. Blackman’s sense of formal rightness and 
inevitability is so fastidious, so unswervingly accurate, that the 
drama never for a single second descends into rhetoric, or 
formal contrivance.3

As illustrated by The Dance, these qualities may still be 
seen in Blackman’s best paintings of the 1970s and 80s. The 
heavily shadowed figures in red and blue are juxtaposed 
against a shimmering golden backdrop. In the absence of 
any perspective, the dancers hover in space, filling the entire 
composition with their bold, upright form. Through Blackman’s 
artful use of colour, shadow and proportion, the dancers 
acquire a monumental presence that transcends the everyday 
nature of their activity. 

The Dance is a superb example of Blackman’s practice at this 
time, as a highly refined expression of the artist’s ‘inner poetic 
vision.’4

FOOTNOTES

1. Shapcott, T., The Art of Charles Blackman, Andre Deutsch, London, 1989, p.xiii

2. Hughes, R., The Art of Australia, Penguin Books, Melbourne, 1970, p.243

3. Bryan Robertson, quoted in Shapcott, T., The Art of Charles Blackman, p.36

4.  Hawley, J., Artists in Conversation, The Slattery Media Group, Melbourne, 2012, 
p.277

Catherine Baxendale, B Phil (Hons), MA (Art Curatorship)
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In the mid-1970s, Arthur Boyd and his wife Yvonne purchased 
two properties in the Shoalhaven region of New South Wales, 
Riversdale and Bundanon. Each provided access to stretches of 
the meandering Shoalhaven River and magnificent Pulpit Rock. 
From their living room, the Boyds experienced the constantly 
changing light which turned the sky from the darkest blacks to 
the brightest blues, with mauves and indigos in between. As 
Barry Pearce writes, ‘They experienced Australia’s seasons and 
catastrophes; in high summer the air so clear and hot that light 
carved out the shapes of rocks like a burning scalpel. When the 
floods came after endless days of rain, the river heaving its great 
brown mass towards the sea, carrying it all before it.’1

Earlier in his career, Brueghel and Rembrandt had offered 
inspiration; now Roberts, von Guérard and Buvelot came to be 
Boyd’s artistic forebears. This period saw Boyd re-establish his 
roots in the country of his birth and embark upon a powerful 
series of paintings which are not simply landscapes but a fusion 
of his rich European and Australian heritage, infused with social, 
mythological and personal significance. As Boyd observes: 

The variation of this area with its great deep tones and high 
keys has an analogy with music. In the desert there is only one 
note, just one long singing note. In this landscape the tonal 
range – not tonal in the obvious sense of colour, but the actual 
fact of the horizon, which vary from very high to low to infinite, 
depending on your line of vision – makes it a greater challenge. 
It has a knife-edge clarity. Impressionism could never have 
been born here, but Wagner could have composed here. He 
could not have composed at Port Phillip Bay.2

In many of Boyd’s Shoalhaven works, the artist divides the 
picture plane into two halves thus paying direct homage to 
the compositions of the Heidelberg School and most notably, 
Tom Roberts, whose horizons punctuated with eucalypts have 
become iconic images within Australian art. 

Boyd had a deep love and affinity with Bundanon and believed 
that this magical place should belong to the people of Australia. 
In the early 1980s Boyd offered the properties to the Australian 
Government and after nearly ten years of bureaucratic delays, 
his long-held dream was fulfilled. Boyd had hoped that the 
natural beauty of Bundanon and Riversdale would be preserved 
for the inspiration of future generations. The public now has 
the privilege of visiting the Boyd’s home and studio and can 
experience the landscape which provided the inspiration 
behind such an important and compelling group of works.

FOONOTES

1. Pearce, B., Arthur Boyd Retrospective, The Beagle Press, Sydney, 1999, p.27

2.  Arthur Boyd, quoted in McGrath, S., The Artist and the River: Arthur Boyd and the 
Shoalhaven, Bay Books, Sydney, 1982, p.62

Caroline Jones, MArtAdmin

31. ARTHUR BOYD
(1920-1999)

Shoalhaven
oil on board
44.0 x 59.5 cm
signed lower right: Arthur Boyd

PROVENANCE
Private collection, Victoria
Estate of the above

$40,000 - $50,000
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32. MARGARET PRESTON
(1875-1963)

Banksia 1955
oil on canvas on board
44.5 x 42.5 cm
signed and dated lower left: M. PRESTON/ -55

PROVENANCE
Bonetti collection, Sydney
Deutscher + Hackett, Melbourne, 9 May 2007, lot 65  
(as Australian Native Flowers)
Private collection, Victoria
Menzies, Melbourne, 20 June 2012, lot 24
Private collection, Sydney

EXHIBITED
(probably) Contemporary Art Society, Seventeenth Annual 
Interstate Exhibition, Department of Education Galleries, Sydney, 
20 October - 4 November 1955 (as cat.3 or cat.29)

REFERENCE
Mimmochi, D. et al., Margaret Preston: Catalogue Raisonné of 
Paintings, Monotypes and Ceramics [CD-ROM], Art Gallery of 
New South Wales, Sydney, 2005 (illus., as Banksia, also known as 
Australian Native Flowers)

RELATED WORKS
Banksia and Native Flowers 1955, oil on canvas, 65.0 x 57.5 cm, 
Dunedin Public Art Gallery collection, New Zealand, given by 
Mrs W.M. Cox, 1967

$60,000 - $80,000

In Banksia 1955, Margaret Preston celebrates the inherent 
unruliness of our native flora, presenting a uniquely Australian 
approach to still-life. The serrated, leathery leaves, open-
mouthed seed pods and sturdy, conical flowers of the banksia 
are interspersed with pink and yellow wildflowers in a jumbled, 
massed display. Preston’s robust native forms are not ‘pretty’ in a 
traditional sense – instead, the flowers appear ‘of the earth’; the 
tangible products of a harsh and ancient land.1 Preston admired 
the unconventional beauty of Australian flora, remarking that 
‘Each flower is individual … They never respond to being turned 
into bouquets, as roses and violets do.’2 

Over three decades of painting and printmaking, the banksia was 
one of Preston’s most prolific and enduring subjects. The artist 
appears to have delighted in the exuberant otherworldliness of 
this plant, which readily lent itself to Preston’s modernist sensibility 
for colour, pattern and form.3 Indeed, the most important stylistic 
developments in Preston’s art may be effectively traced through 
her depiction of the banksia – from the more geometrically 
contained compositions of the late 1920s (as seen in Banksia 1927 
at the National Gallery of Australia), to the deliberately loose and 
expressive brushwork of Banksia 1955. Preston’s defining image 
of the banksia is undoubtedly her woodblock design, WA Banksia 
c1929, in which the simplified, architectonic form of the plant 
acquires an almost totemic presence.4 

Preston’s paintings of the 1950s serve to challenge conventional 
notions of a ‘linear artistic progression’, marking a decisive shift 
from her aboriginal-inspired designs and tonal landscapes of the 
1940s in favour of subjects and formal devices that were central 
to her art in earlier decades.5 Deborah Edwards’ description of 
Preston’s approach to still-life painting in the 1930s could equally 
apply to the present work: 

She focused on plant forms as they appeared evolved from 
the land, yet she also produced paintings which did not 
forgo the concept of the “arrangement”: flowers were still 
cut and brought inside to be painted … Alongside paintings 
associated with Braque’s restricted grey/green palette, 
Preston painted in local ranges of colour.6 

When Margaret Preston painted Banksia, her reputation as the 
most formidable Australian artist of her generation had been 
firmly established, leading Daniel Thomas to declare upon her 
death in 1963 that Preston ‘was, without a doubt, the best painter 
working anywhere in Australia between the wars.’7 Holding what 
was to be her final solo exhibition at the Macquarie Galleries in 
1953, Preston continued to participate in major group exhibitions 
throughout the decade, between extended periods of travel to 
Europe, the Middle East, Africa and Southern Asia. 

While conceding that the artist’s output gradually receded with 
age, one curator nevertheless points to ‘recurring flashes of 
brilliance’ in Preston’s art of the 1950s, ‘where the freedom of 
paint exuded a confidence and vigour, and the vibrant spectrum 
of colour endowed her subjects with an expressive power that 
extended and challenged the traditions of the still-life genre 
in Australia.’8 Banksia 1955 is an exceptional work of its time, 
revealing Preston’s continued ability to generate visual interest 
through masterful deployment of colour and form. 

FOOTNOTES

1.  Edwards, D. et al, Margaret Preston, Art Gallery of New South Wales, Sydney, 
2005, p.154

2. Butel, E., Margaret Preston, Penguin Books, Sydney, n. p.

3. Edwards, D. et al, Margaret Preston, p.133

4. Ibid., p.127

5.  Smith, G., ‘Adam and Eve in the Garden of Eden,’ in Edwards, D. et al, Margaret 
Preston, Art Gallery of New South Wales, Sydney, 2005, p.236

6. Edwards, D. et al, Margaret Preston, p.154

7. Thomas, D., Sunday Telegraph, Sydney, 2 June 1963, p.43

8. Smith, G., ‘Adam and Eve in the Garden of Eden,’ p.236

Catherine Baxendale, B Phil (Hons), MA (Art Curatorship)
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Figure 1

Australian Native Flowers (also known as West Australian Flowers) 1941
oil on canvas
51.0 x 51.0 cm
Sold Bonhams, Sydney, 22 April 2021, lot 43,  
$504,300 (including buyer’s premium)
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When the revered Australian Impressionist painter Arthur 
Streeton purchased five acres of land at Olinda in Melbourne’s 
Dandenong Ranges in 1921, few could have predicted how 
important it would become in the context of his life and art. The 
house he built there – ‘Longacres’  – the extensive flower gardens 
that he and his wife Nora created, and the surrounding hills 
and vistas combined to inspire some of his most enduring and 
memorable works. Olinda became the setting for Streeton to 
consolidate his appreciation of momentary sensations of colour 
and light, a passionate interest in the relationship between 
painting and literature, and to explore new ways of representing 
the Australian landscape. 

Olinda was somewhere that Streeton could easily reach from 
the family home in Grange Road, Toorak, purchased in June 
1927. Over the next ten years, the Streetons divided their time 
between ‘The Grange’ and the newly built ‘Longacres’ house 
(1924). They had regular visits throughout the year, often staying 
for an extended period over summer. 

Afternoon Sky at Olinda c1934 was painted not far from the 
house. It was one of the many hillside and long-range vistas 
Streeton enjoyed. Its relatively small size and fresh, painterly 
strokes indicate that it was created directly in front of the view. 
The chosen motif is most likely a close-up section of the left-
hand side of his largest Dandenong Range subjects, A Southern 
View, Olinda 1933. Streeton had exhibited this painting at a 
retrospective exhibition held at The Athenaeum Gallery in 
Melbourne in August 1933 where it received favourable reviews.1

Streeton is a master of recording the intersection between land 
and sky and the immense variety of visual effects created by 
passing clouds. In Afternoon Sky at Olinda, he concentrates on 
a small sliver of the landscape – the incline of a cleared, sunlit, 
open field and tree-lined hill – contrasted against a vertical 
rectangular section of sonorous blue, greys and white puffy 
clouds. As one critic remarked in relation to A Southern View, 
Olinda, it epitomises ‘the manner in which the warm, late sunlight 
is made to play over undulating tree-clad hills and valley.’2

In other paintings from the mid-1930s, such as The Cloud (Storm 
over Macedon) 1936, Streeton conveys the overwhelming drama 

of a lightning strike as it unleashes its enormous pent-up 
energy. As art historian Andrew Mackenzie writes, ‘This strong 
dramatic canvas was inspired by the poem The Cloud, written in 
1820 by Percy Bysshe Shelley: ‘I wield the flail of the lashing hail, 
And whiten the green plains under, And then again I dissolve it 
in rain, And laugh as I pass in thunder.’3 

In Afternoon Sky at Olinda, by contrast, nature is more benign. 
Rather than the romantic poetry of Shelley, it finds parallels in 
the famous series of cloud studies of Shelley’s contemporary, 
English painter John Constable (1776–1837). From 1821–22, 
Constable produced a remarkable group of en plein air oil 
studies of the sky and cloud formations, recording the weather 
conditions and time of day for each one that he painted. 
Paintings such as Constable’s Cloud Study 1821, from the Paul 
Mellon collection at the Yale Centre for British Art in New Haven, 
provide a direct antecedent to our Streeton work. In both 
paintings there is ‘an uncanny understanding of the ephemeral 
nature and structure of a cloud formation with just a fraction of 
detail at the base of the painting to anchor sky to earth’.4 

Like Constable, it is possible to lose oneself in Streeton’s skies, 
quite literally to cloud-gazing. The subtle shifts in light and 
dark, engaging tonal variations, and the use of a broad range 
of brushstrokes ranging from short choppy brushstrokes to 
seductive licks of paint envelop the viewer in an amorphous 
mass. Only now are we beginning to fully understand and 
appreciate how these later paintings by Streeton celebrate 
Australian conditions, at the same time as they record the 
increasing and devastating destruction of native trees, fields 
and forests. 

FOOTNOTES

1. A Southern View, Olinda 1933, oil on canvas, 76 x 101.5 cm, private collection

2. The Age, Melbourne, 15 August 1933, p.9

3.  Mackenzie, A., ‘The Cloud,’ Artist’s Footsteps, accessed May 2021: https://www.
artistsfootsteps.com/html/Streeton_thecloud.htm

4.  ‘Cloud Study,’ John-Constable, accessed May 2021: http://www.john-constable.
net/cloud-study/

Rodney James, BA (Hons) MA

33. ARTHUR STREETON
(1867-1943)

Afternoon Sky at Olinda c1934
oil on canvas on board
60.0 x 49.0 cm
signed lower right: A STREETON
label attached verso inscribed with title

PROVENANCE
Private collection, Queensland
Deutscher~Menzies, Sydney, 18 June 2008, lot 43
Private collection, Sydney

REFERENCE
(possibly) Streeton, A., The Arthur Streeton Catalogue,  
Arthur Streeton, Melbourne, 1935, no.1092 (as Hill and Cloud 
1934, 24 x 20 inches)

$50,000 - $70,000

Figure 1

A Southern View, Olinda 1933 
oil on canvas 
76.0 x 101.2 cm 
Sold Smith & Singer, Sydney, 18 November 2020, lot 14,  
$466,364 (including buyer’s premium)



7373



74 Australian & International Fine Art & Sculpture74

34. TOM ROBERTS
(1856-1931)

Portrait of C.S. Paterson 1888
oil on canvas
99.5 x 75.0 cm
signed with initials and dated lower left: T.R. 88

PROVENANCE
Mr Charles Stewart Paterson, Melbourne, 1888
Thence by descent, Mr John Ford Paterson Jnr
Thence by descent, Mr C.J. Paterson & Ms A.P. Dorston
Thence by descent, Mrs A.R. Hoskings
Thence by descent, Mr Hugh Paterson, Victoria

EXHIBITED
Centennial International Exhibition (2nd Order of Merit), Royal Exhibition Building, Melbourne, 1 August 1888 - 31 January 1889, no.19
Autumn Exhibition 1979, Joseph Brown Gallery, Melbourne, 5 - 20 April 1979, cat.40

REFERENCE
Table Talk, Melbourne, 27 April 1888, p.12
‘Exhibition Notes,’ The Herald, Melbourne, 9 July 1888, p.3
‘The Victorian Artists’ Gallery,’ The South Australian Advertiser, Adelaide, 2 August 1888, p.6
Lake, J., Centennial International Exhibition, Melbourne: Official Guide to the Picture Galleries, and Catalogue of Fine Arts, 
M.L. Hutchinson, Melbourne, 4th edition, 1889, p.119, no.19
‘Exhibition Awards,’ The Age, Melbourne, 19 January 1889, p.11
The Argus, Melbourne, 19 January 1889, p.10
‘The Centennial Exhibition,’ The Australasian, Melbourne, 26 January 1889, p.32
Spate, V., Tom Roberts, Lansdowne Press, Melbourne, 1972, p.106 (illus. pl.34): ‘his best academic portraits, like that of C.S. Paterson 
of 1888 (Illus. 34) show that Roberts could ... create satisfactory design and likeness from the old formula.’
Topliss, H., Tom Roberts: A Catalogue Raisonné, Oxford University Press, Melbourne, 1985, vol.1, p.105, cat.110 (illus. vol.2, pl.49)
Bonyhady, T., The Colonial Earth, Melbourne University Publishing, Melbourne, 2003, p.246
Morton-Evans, C. & Morton Evans, M., The Flower Hunter: The Remarkable Life of Ellis Rowan, National Library of Australia, Canberra, 
2009, p.100
Montana, A., ‘Arabesques of Beauty: Cullis Hill, the 9 by 5 Impression Exhibition, Decorative Decor and Painting,’ La Trobe Journal, 
Melbourne, September 2014, no.93-94, p.98

$120,000 - $180,000

Portraiture was an important focus for Tom Roberts. For many 
years it accounted for nearly half of his output,2 providing a 
steady source of income and contributing considerably to his 
reputation as a leading Australian artist (both here and abroad). 
Painting portraits gave Roberts access to a broad cross-section 
of people and communities. He shared with other like-minded 
contemporaries a determination to advance the significance 
of ‘Australia’ and ‘Australianness’. Nascent nationalistic 
sentiments were formed and propagated in the 1880s and 90s by 
intellectuals, writers and artists alike, part of a vanguard of new 
ideas and attitudes.

‘Australianness’ could be expressed through portraits 
celebrating the traits and characteristics of locally born people, 
including Aboriginal people, or through an acknowledgement of 
the character and achievements of immigrants who had formed 
strong roots in their adopted country. Of particular interest were 
people who had prospered by adapting their skills and interests 
to the needs of the new colony, through their industriousness 
and intellect. Mostly men, they formed a burgeoning middle 
class who could afford to celebrate their own successes by 
commissioning portraits of themselves and their families. 

Portrait of  C.S. Paterson 1888 is a fine example of late nineteenth-
century Australian portraiture. Scottish-born, Charles Stewart 
Paterson (1843 -1917) was Melbourne’s leading art decorator 
of the 1870s and 80s. He was also an amateur artist and active 

supporter of community organisations. With his ruddy 
complexion, informal pose and relaxed demeanour, Roberts’ 
three quarter-length characterisation is of an affable and 
well-intentioned person that accords well with contemporary 
accounts of the man and his public life and deeds. In the words 
of Lionel Lindsay, the sitter’s demeanour is ‘simple’, ‘unaffected’ 
and ‘natural’.

Paterson arrived in Melbourne in 1872, bringing with him an 
enviable reputation as ‘chief decorator for Dobies of Edinburgh 
where he had decorated and restored Ayrton Castle and other 
mansions’.3 Along with his younger brother, Hugh Paterson 
(1856-1917), and with input from another sibling, the artist, 
John Ford Paterson (1851-1912), C.S. Paterson established the 
firm Paterson Bros in the mid-1870s.4 They quickly became 
Melbourne’s favoured interior decorators, working on some 
of the city’s finest public buildings, including Government 
House and the Melbourne Town Hall, as well as many of the 
colony’s most opulent houses and private mansions. ‘Villa 
Alba’, in Melbourne’s elevated Studley Park, is now a house 
museum, and the last remaining example of C.S. Paterson’s 
early interiors, awash with elaborate friezes, intricate stencilling 
and hand painted ceilings.

The Paterson brothers and extended family were well known 
to Tom Roberts and his artistic fraternity. Charles Paterson 
was Roberts’ landlord at his fashionably appointed Grosvenor 
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Chambers studio. Charles Conder painted Paterson’s daughter, 
Elizabeth Stewart (born 1873), prior to leaving Australia in 1890, 
while Arthur Streeton painted Hugh Paterson in 1891. 

As Andrew Montana relates, ‘The Grosvenor Chambers was 
the four-storey building designed in a free Renaissance style by 
architects Oakden, Addison and Kemp right at the top of the 
eastern end of the city. Still standing at 9 Collins Street, it was 
built in 1888 to house a couture workroom and artists’ studios 
and to promote Australian arts.’5 C.S. Patersons’s hope was that 
the building would become a ‘centre for art and patronage in 
the colony’, with the 1889 9 by 5 Impression Exhibition originally 
mooted there, before being relocated to the larger Buxton Art 
Gallery, situated nearby.

In 1887 Charles Paterson ‘retired’ from Paterson Bros. Completed 
in early to mid-1888, Roberts’ portrait could have been intended 
as a fulsome reward for many years of public service. It may  
also have helped Roberts pay the rent on his own studio where 
it was painted. In July 1888, it was displayed at a studio soiree 
organised by Roberts, along with seven other paintings that 
he wished to include in the selection process for the 1888    –89 
Melbourne Centennial International Exhibition. As reported in 
the Melbourne Herald: ‘The best known of the works which 
Mr Roberts is sending are the portraits of Professor Laurie, 
which attracted a good deal of attention and “A Tiff” and 
“Reconciliation”... A capital portrait of Mr C.S. Paterson is also 
amongst the collection …’6

The Centennial International Exhibition was the second world 
fair that Melbourne had hosted – the first being in 1880, in 
the grand and newly built Royal Exhibition buildings. The 
fair reinforced Melbourne’s enviable position as one of the 
world’s most important and wealthy metropolises as it had 
had to survive intense competition from other Australian 
and international cities. Inclusion in it meant unprecedented 
exposure for manufacturers, artisans and artists.

Tom Roberts was included in the Victorian Gallery of Artists with 
four paintings. According to a report published in The South 
Australian Advertiser, ‘Mr Roberts sent a new portrait of a lady, 
a very satisfactory work, as well as portraits of Professor Laurie 
and Mr C.S. Paterson, with his figure piece, “Reconciliation”.’7 
Not content with the widespread exposure afforded to his work, 
Roberts became embroiled in controversy over the selection 
process. He was disappointed that his design for the Exhibition 
Prize Winner Certificates had not been adopted, despite being 
recommended by the Fine Arts Committee. Roberts also 
questioned the Jury Awards in the Victorian Art Court. With 
other Victorian Artists Society members, he complained that 
only one first class award had been conferred – to Ellis Rowan 
with her ‘beautiful flower paintings’.8

While the protest proved short-lived, Roberts’ paintings showed 
great character and bearing. In both Portrait of C.S. Paterson 
(and Professor Laurie 1887, a portrait of the inaugural University 
of Melbourne Philosophy Professor, Henry S Laurie) Roberts 
revealed his strong academic training and study of anatomy. 

Figure 1

Edward Trenchard 1890
oil on canvas
107.0 x 76.5 cm
National Gallery of Victoria collection, Melbourne
Purchased 2003
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Figure 2 

Louis Abrahams 1886
oil on canvas

40.6 x 35.6 cm
Sold Christie’s, London, 24 September 2015, lot 4,  

£314,500 (including buyer’s premium)
National Gallery of Australia collection, Canberra
Acquired with the assistance of Alan Cowen and 

Mavourneen Cowen, Kerry Stokes AC and Christine 
Simpson-Stokes, and Krystyna Campbell-Pretty in 

memory of Harold Campbell-Pretty, 2015

BELOW:

Figure 3 

Tom Roberts (seated) in his studio at Grosvenor 
Chambers with Arthur Streeton

The slightly turned pose in each, the saturated hues of brown and 
black and the concentration of strong light, such as on the hands 
and face, are reminiscent of the work of Spanish master Diego 
Velázquez (1599-1660), whose work Roberts had encountered 
on a Spanish tour in 1883. At the same time, Roberts shows his 
awareness of the portraits of French Impressionist painters such 
as Édouard Manet (1832-83) with their celebration of everyday 
people and informal poses. The softness of the brushwork  
and dappled skin reveals how Roberts had also loosened up 
his style and technique under the influence of other French and 
English artists.

With its impeccable provenance, Portrait of C.S. Paterson is a rare, 
privately held example of Tom Roberts’ studio-based portraiture 
and depicts a member of a distinguished Australian family of 
artists and creators. Produced at the cusp of the infamous 9 by 
5 Impression Exhibition, it shows how Tom Roberts moulded his 
earlier academic training with new developments in composition 
and colour theory. The painting exemplifies the push to recognise 
an emerging breed of Australians who had either been born here 
or who had made this country their home and contributed greatly 
to its development.

FOOTNOTES
1.  Lindsay, L., September 1947, Tom Roberts Exhibition, The National Gallery of Victoria 

exhibition, Melbourne, Feb - Mar 1948, souvenir catalogue, n.p.

2.  Gray, A., ‘Harmonic Arrangements: Tom Roberts’ Painting’, in Tom Roberts, National 
Gallery of Australia, Canberra, 2015-16, p.43. Gray cites 40% as the proportion of 
portraits at the height of his work in that genre.

3.  Tipping, Marjorie J., ‘Paterson, John Ford (1851–1912)’, Australian Dictionary of 

Biography, National Centre of Biography, Australian National University, published 
first in hardcopy 1974, accessed online 20 May 2021.

4.  According to Andrew Montana, ‘In 1883 the firm of Scots-born siblings registered 
their formal partnership as CS Paterson Brothers, operating from ‘1 Little Collins 
Street-West, Melbourne’: Argus, 5 November 1883, p.3. Charles Stewart Paterson, 
the oldest of the siblings, retired in 1887 and the company reverted to Paterson 
Brothers (or Bros). ‘Villa Alba: A House Museum and the Paterson Brothers’ 
Scottish Influence on Decorative Arts in Colonial Victoria’, reCollections, vol.8, 
no.2, 2013

5.  Montana, A., ‘Arabesques of Beauty: Cullis Hill, the 9 by 5 Impression Exhibition, 
Decorative Décor and Painting’, La Trobe Journal, September 2014, nos. 93-94, p.87 

6. Herald, 9 July 1888, p.3
7. The South Australian Advertiser, Adelaide, 2 August 1888, p.6
8.  The Age, Melbourne, 19 January 1889, p.6; The Argus, Melbourne, 22 January 1889, 

p.4

Rodney James, BA (Hons), MA
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on finding that she could make a better, and more pleasing, 
living, as a model.2

Lindsay portrayed Rita nude, in period costumes, dressed as a 
bride, in his mythologies and history pieces. The professional 
and personal bond they formed is one of the great partnerships 
of Australian Art. The elegant simplicity of Rita in Profile testifies 
to this partnership and special character of the artist and of  
his model.

FOOTNOTES

1. Hughes, R., The Art of Australia, Penguin, 1966, pp84-85 

2.  Norman Lindsay, quoted in Bloomfield, L., Norman Lindsay: Oil Paintings 1889-1969, 
Odana Editions, Bungendore, 2006, p.158

Timothy Abdallah BA

Norman Lindsay’s unique position in Australian art was based on 
the defiant conviction that everything he produced was founded 
on healthy and wholesome unabashed sexual freedom. His 
output as a painter was prodigious and yet he may be best known 
for his watercolours or his etchings. He was also an art critic, 
philosopher, political cartoonist, poet, writer of children’s books, 
and sculptor. His energy is only matched by his unshakable belief 
in himself and his work. It was the righteousness of this belief, his 
work ethic and his technical skill that refuted any claim his work 
was anything other than high art. He was denounced by some 
contemporaries for vulgarity,1 or that his work was decadent. 
But this was part of his polemical disposition. Lindsay’s nudes, 
no matter how erotically charged may be our interpretation of 
them, are declared by the artist to be Art and for that reason exist 
outside the normal bounds of decency and taste. The cavorting 
females with their lovers and their attendant cast of mythological 
creatures, dwarfs, rogues, pirates and the occasional clergyman 
are allowed to go about their business secure in the knowledge 
that they are backed up by hundreds of years of important 
western art. Lindsay was an acolyte of art history, a descendant 
of the great Greek and Roman classical artists and their later 
followers Titian, Rubens, Velazquez, Boucher and Fragonard. In 
particular Lindsay drew on the more recent work of the Swiss 
painter Arnold Böcklin (1827-1901), whose enormously successful 
mythologies paved the way for the earthy humanity of the gods 
and goddesses that populate his work. Like Böcklin, Lindsay 
sought to realise the eternal truths of humanity by presenting his 
gods contemporarily, as if they are among us now. His gods are 
like the family next door and yet by placing them in landscape 
settings that retained an unmistakable flavour of the stage, he 
allowed them significant artistic licence to cavort.

Lindsay never did anything without giving consideration to the 
precedents set by classical art. In the case of his portraits the 
point is especially apt. Again, earthy directness blended with 
high levels of technical ability in rendering resulted in paintings 
that recall the phenomenal skills of Baroque painters such as 
Rembrandt and Frans Hals. In doing so, Lindsay renders his sitters 
and his paintings of them completely timeless. Throughout his 
active life Lindsay drew on numerous family members, friends 
and acquaintances as well as a large number of professional 
models to pose for him. Rita in Profile painted circa 1940 depicts 
one of Lindsay’s favourite and best-known models, Rita Lee.

…she was the quietest and most reticent model who ever sat 
for me. She was brought to my studio by one of the minor 
artists here. He happened to see Rita in a restaurant and was 
so struck by her beauty that he introduced himself to her as an 
artist and asked her if she felt like sitting for him as a model. 
She had some sort of factory job at the time, but threw it up 

35. NORMAN LINDSAY
(1879-1969)

Rita in Profile c1940
oil on canvas
58.5 x 43.0 cm
signed upper left: NORMAN LINDSAY

PROVENANCE
Acquired from the artist, private collection, New South Wales, c1940
Thence by descent, private collection, New South Wales

$40,000 - $60,000
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The Mantilla 1941
oil on canvas on board
56.0 x 48.5 cm
Sold Menzies, Sydney, 30 November 2017, lot 58,  
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Shead’s narrative voice has captured the Erato in numerous 
forms, undergoing many changes and interoperations leading 
the viewer to the most recent manifestation, Beast and Beauty.3 

The present work captures an intimate moment between 
beauty and beast. A softness is present highlighted through the 
afternoon light pouring in and hitting the back wall of Shead’s 
studio. Fine translucent drapery covers the nude female form 
while she looks away from the artist at work, physically present 
yet elusive through her coy gaze. The beast prepares to start 
work on his blank canvas; a human hand clutches a paint brush 
while the stare of the bull is fixated on his muse. The audience 
is aware they have been afforded a glimpse into the complex 
nature of Shead’s relationship with his subject matter. 

It is through Shead’s own sentiment that notions of the 
relationship between artist and erotic muse are explored; 
approached through an alternate lens of beast and beauty, 
yet who is tantalising who? As the Greek Mythology of Taurus 
shows the relationship is mutually beneficial, each personally 
gaining from their association to one and other. Taurus 
highlights Shead’s complexities as an artist and his relationship 
to his subject, yielding further insight into the multifaceted 
archetypes that populate his oeuvre. 

FOOTNOTES

1.     Grishin, S., ‘Garry Shead: Amazed and Amused’, Australian Art Collector,  
October – December 2000, no.14, p.80

2. Grishin, S., Garry Shead and the Erotic Muse, Craftsman House, Sydney, 2001, p.78

3. Ibid., p.11 

Clementine Retallack, BA

Throughout Shead’s celebrated career he has struck the fine 
balance of referencing the figurative world that surrounds him, 
yet also shrouding his works in ambiguous allegory leaving 
the viewer to ponder the scenes before them. Studying at the 
National Art School between 1961 and 1962 and before finding 
success as an artist, Shead was an editor of publications related 
to Oz magazine whilst also working as a scenic artist and film 
editor for the ABC during the 1960s. Shead’s works possess a 
distinct figurative style and whimsical tone that evoke both the 
poetic and lyrical which can be seen through the ‘mythic lens’.1

The narrative passages which have been present throughout 
Shead’s career reach a pinnacle in Taurus 2011. Created directly 
after Shead’s Love at Mount Pleasant series he returns to his most 
revered subject matter, The Artist and Muse, cleverly connotating 
ideas of beauty and the beast. Sasha Grishin comments: ‘Shead 
has always experienced the inner voice of the imagination which 
in its manifestation needed consummation through the external 
catalyst, which may be termed Erato, or the Erotic Muse’.2 Shead 
contemplates this tandem notion of duality with direct reference 
to the Greek Mythology of Taurus, as referenced in the title of 
the work. Taurus derives from two narratives centring around 
the bull Cerus. The first highlights the tumultuous love story of 
Zeus and Europa: Zeus fell in love with the Phoenician princess 
Europa, capturing her attention by morphing into a white bull 
with golden horns. Mesmerised by the stunning creature Europa 
climbed upon its back and rode Cerus towards the beach, who 
jumped into the sea kidnapping Europa to the Island of Crete and 
revealing himself as Zeus. The second highlights the relationship 
between the wild bull Cerus and the Goddess of Spring, 
Persephone. Cerus uncontrollably rampaged through villages 
destroying everything in his path, untameable until Persephone 
put her hands on him. Although the pair could not speak as they 
were woman and beast, an unbreakable bond was born. 

36. GARRY SHEAD
born 1942

Taurus 2011
oil on linen
92.0 x 122.0 cm
signed and dated lower left: Garry Shead 2011
signed, dated and inscribed verso: Garry Shead/ TAURUS 2011
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After leaving secondary school at thirteen, Charles Blackman 
worked in a series of transitory jobs in Sydney then Brisbane, 
without much success. It was not until after Blackman and his wife 
Barbara moved to Melbourne that he held his first art exhibition at 
his Hawthorn studio in February of 1952. The paintings depicted 
the uniformed schoolgirls he saw walking the surrounding 
suburban streets. This humble beginning immediately gave 
rise to major recognition of his now legendary Schoolgirls 
series, and by the end of the following year he had completed 
five further exhibitions in Melbourne, two in Sydney and one in 
Adelaide. Respected Melbourne critic, Alan McCulloch (1907-
1992) predicted Blackman’s success from the beginning, writing 
in response to his first exhibition, ‘the curiously evocative quality 
of nearly all Blackman’s painting could easily carry this artist on to 
a very special place in the Australian art of our time.’1 

After the success of his Schoolgirls exhibitions of 1952 and 1953, 
Blackman found himself abruptly propelled into the centre of 
the clash between traditional and modern art. Melbourne of 
the early 1950s still largely endorsed then Prime Minister Robert 
Menzies’ ambition to have a conservative Australian Academy of 
Art. Being ensnared in the wider public scrutiny of modern art so 
early in his career would have undoubtedly taken a toll. However 
instead of deterring him, it encouraged Blackman to further 
solidify his trademark style and just a few years later he created 
his iconic Alice in Wonderland series. 

Early Morning Blues comes from this crucial period directly 
between Blackman’s Schoolgirls paintings of 1951 to 1954, and 
his Alice in Wonderland series from 1956. The painting is typical 
of this transitionary period showing the artist’s continuing 
exploration. It bears stylistic similarities with the flatness and 
simplified forms found in the painting Running Man of 1956, held 
in the collection of the National Gallery of Victoria. The blanched, 
unsmiling face and the stencil-like shapes of the bowl and jug 
are repeated in his Self Portrait circa 1955 and The Blue Dress 

of 1954.2 Blackman’s artistic style at this time was characterised 
by large flat planes, muted colours, and shadowless spaces in 
which he often used the corners of furniture to experiment with 
multiple perspectives. In Early Morning Blues these elements 
are effortlessly executed: the figure seems to float slightly 
above the dark surface below her; the two-toned background 
suggests the corner of a room, and the angles of the table are 
simultaneously at odds with each other and the surrounding 
space, hinting at multiple perspectives.

This rare and significant painting likely comes from the time 
Blackman spent at the poet Judith Wright’s house in 1955 
while she was away on holiday. Blackman recounted, ‘after the 
Schoolgirl paintings, there were the paper paintings. The first 
batch of these I did were in the poet Judith Wright’s house… on 
Tamborine Mountain and I made a little studio in Judith’s room 
where I painted two pictures a day for six weeks.’3 As Blackman 
did not drive until he was forty, he recalls the difficulty involved 
in getting art supplies to the remote south-east Queensland 
town, explaining that, ‘I had to carry everything myself, so I 
either painted on canvas or painted on paper and I couldn’t 
afford to paint on canvas so I painted on paper.’4 The present 
work fits directly midway in this important period in Blackman’s 
career and represents the artist at his most characteristic. 

FOOTNOTES

1.  McCulloch, A., Meanjin, May 1952, cited in Shapcott, T., The Art of Charles 
Blackman, Andre Deutsch, London, 1989, p.9

2.   Shapcott, T., The Art of Charles Blackman, Andre Deutsch, London, 1989, illus. pl.37, 
46

3.  Blackman, C., cited in Shapcott, T., The Art of Charles Blackman, Andre Deutsch, 
London, 1989, p.18

4. Ibid.

Asta Cameron, BA, MA (Art Curatorship)
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Robert Dickerson’s unique style has become synonymous with 
Australian figurative painting. A member of the Antipodeans, 
Dickerson saw the beauty of referencing the world and human 
figures around him, presenting them with a pared-back rawness 
that is inherent to his works. Jennifer Dickerson records in her 
publication entitled Robert Dickerson: Against the Tide that 
Dickerson had an impoverished upbringing, juggling menial 
day jobs whilst painting on newspapers every night without 
fail.1 The incessant urge to paint came out of necessity and 
had not waivered more than half a century on, even with his 
roaring success. Dickerson was not impressed by sales figures 
and marketing tactics but was always compelled to paint his 
surrounding world uninterruptedly.2

The lone figure is a subject that Dickerson returned to time 
and time again, becoming a hallmark of his oeuvre. Though 
the title of The Interview implies a certain narrative, the nature 
of this is deliberately ambiguous. We do not know if the sitter 
is the interviewer or the interviewee, if the interview is about to 
commence, is already underway, or has just concluded. Yet the 
subject’s grimace and broken gaze trailing off to the darkened 
floorboards instantly resonate with us. Dickerson’s lone figure 
is carved out with angular brushstrokes that capture the raw 
clarity of the everyday, complemented by a monochromatic 
palette. The pensive subject’s shoulders bolt up towards his 
ears; his arms are folded and his crossed legs expose his stock 
and skin.  There is always more behind the faces of Dickerson’s 

subjects; a mystery or unresolved tale engaging the viewer 
in contemplative conversation.  As former director of the Art 
Gallery of New South Wales Hal Missingham wrote, ‘the most 
endearing thing about Bob’s pictures is that they are about 
humans, not effigies or abstractions, not cerebral adventures 
but a straight-out interest in people and their astonishing 
situations and commitments.’3 

Dickerson’s ability to capture the fleeting moments of everyday 
experience has contributed to his broad and enduring appeal.  
Rather than painting myths or fantasies, Dickerson has always 
preferred to capture ‘real’ subjects of people in the working 
world.   

FOOTNOTES

1.  Dickerson, J., Robert Dickerson: Against the Tide, Pandanus Press, Brisbane, 1994, 
p.32

2. Ibid., p.115

3.  ‘Artists Profile: Robert Dickerson,’ Art Gallery of New South Wales, Sydney, 
accessed 25 May 2021: https://www.artgallery.nsw.gov.au/collection/artists/
dickerson-robert/ 

Clementine Retallack, BA
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to satisfy his growing public with a steady flow of fresh new work. 
His approach was totally different to that of his old friend and 
sometime exhibiting partner Albert Tucker, who would labour 
over each painting for months, ever reluctant to let something 
out of the studio until he was either comfortable, or exhausted, 
by his efforts. Nolan would take a handful of sketches and 
drawings and convert them to an exhibition of bold and striking 
works, like the fifty paintings he would create after just eight 
days in Antarctica. The secret was his capacity to find a series 
of shorthand gestures whereby he could create a powerful and 
convincing image with a few broad sweeps of a large and heavily 
loaded brush, working wet in wet to build his lively surfaces  
and gestures.

South Seas is a subject very much in the manner of his 1960s 
‘travel’ works. After painting the mountains and rivers of China 
and the islands of the Aegean, an image of the ocean fits 
comfortably, even without defining which particular location 
is being depicted. He takes a simple motif of the mangrove, 
an environment he visited often in the Convict and Mrs Fraser 
series, building a layered composition with a sandbar beyond 
and the streak of brilliant blue ocean below a cloudy sky. 
What separates the painting from any pedestrian depiction 
of the South Pacific is the subdued colour and limited tonal 
range, creating a calm and peaceful rendition of tidal flats and 
mangrove trees standing on tip-toe in the receding waters. 
A subtle play of light within the trees freshens the scene, while 
the electric blue of the ocean is kept to one slash of paint, a 
highlight lifting the image as a striking moment in time. Nolan 
always knew exactly how to create a memorable image with the 
minimum of means.

Gavin Fry, BA (Hons), MA, MPhil 

Sidney Nolan’s journey through life and art is probably the most 
closely documented of any Australian artist. His relationships, love 
affairs, friendships and enmities are painstakingly documented in 
a myriad books and essays. We learn that he was able to make 
the best of opportunities when presented, and when necessary, 
to create his own to carry him forward, constantly remaining in 
the public eye. When read at surface level, his incessant travel 
and search for the new and the novel was an unfurling narrative 
of grasping a new vision in the field and then returning to home 
base, whether that be in Australia or the United Kingdom, where 
he would work through the new imagery until inspiration was 
exhausted. Then it would be another journey – perhaps to China, 
America or, at its most extreme, to Antarctica, to where he flew 
in 1964. 

While travel was opening up for many in the 1960s, we tend to 
overlook just how Nolan was able to make all these journeys, 
many of them costly and difficult enterprises. Air travel was still an 
expensive undertaking, especially to more remote places, like his 
trip to China in 1965. The answer of course came in his capacity 
to attract significant support and sponsorship from government, 
philanthropic and private sponsorship. An Italian Government 
Scholarship funded a trip to Italy in 1956, two years in the USA 
courtesy of a Commonwealth Fund Harkness Fellowship in 1958 
and an Australian National University Fellowship in the creative 
arts funded his return to Australia in 1965. In between, there 
were outback journeys and safaris to Africa, funded through a 
variety of sources. A generous scheme whereby his gallery would 
pay advances on exhibition sales, in the manner of a publisher’s 
advance to successful authors, made sure he could go where 
and when he chose, all the time building up a new stock of visual 
experiences to interpret in the free-flowing Nolan style. His 
speed of execution and minimalist technique meant he was able 
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was selected as a finalist for the Archibald Prize of 1988, but 
was regrettably withdrawn from contention as Nolan had not 
resided in Australia for the year prior. Nevertheless, the fact 
that this was the one and only Archibald entry of Nolan’s entire 
career signifies how highly he regarded the subject.  

Boyd’s ‘Bathers’ pictures from the early to mid-1980s typically 
depict the bathers as an intrusion on the serenity of the river, 
lurid red as they burn in the sun. Here, the figures are more 
subdued and at peace with the surrounding landscape. The 
viewer first notices the large figure in the foreground with 
the bright red cap, with the eye eventually finding the figure 
standing beneath the waterfall, almost a chameleon against the 
rocky cliff behind. 

Boyd’s vision of the Shoalhaven, including Fitzroy Falls, has 
become a part of our national consciousness through these 
distinguished late works. The landscape continues to inspire 
artists today after he and Yvonne gifted the property of 
Bundanon, along with a collection of artworks, to the Australian 
Government in 1993. It was one of the most significant acts of 
philanthropy in Australian art history and a reflection of Boyd’s 
passion for the area in his desire to share it – as he often stated, 
‘you can’t own a landscape’.4

FOOTNOTES

1. McKenzie, J., Arthur Boyd: Art & Life, Thames & Hudson, London, 2000, p.169

2.  Fitzroy Falls 1976, oil on copper, 30.1 x 20.9 cm, private collection, Melbourne; illus. 
in McKenzie, J., Arthur Boyd: Art & Life, Thames & Hudson, London, 2000, p.172

3.  Arthur Boyd, quoted in McKenzie, J., Arthur Boyd: Art & Life, Thames & Hudson, 
London, 2000, p.171

4.  Arthur Boyd, quoted in ‘Our Storries’, Bundanon Trust, accessed May 2021: www.
bundanon.com.au/our-stories

Asta Cameron, BA, MA (Art Curatorship)

The landscape genre is one that Arthur Boyd repeatedly 
revisited throughout his life. Between his intensely imaginative 
bouts of figurative painting, such as his Nebuchadnezzar or 
Bride works, Boyd returned to the tranquillity of landscape 
painting, almost as a palate cleanser. Many of his series, in 
particular his famed Bride series, have a distinctly ominous 
feel as Boyd employed dark tones and sombre subjects. In 
contrast, his landscapes often provide a point of respite, with 
warmer, lighter hues and more serene, optimistic subjects. The 
landscape that never ceased to inspire Boyd was of course his  
beloved Shoalhaven. 

After living in London throughout the 1960s, Boyd and his wife 
Yvonne returned to Australia in 1971. They had been informed 
that a property called Riversdale was for sale in the Shoalhaven 
region, and purchased it from photographs alone, so strong was 
their desire to live in the area. A few years later in 1979, the now 
famous Bundanon came up for sale nearby, and the Boyds wasted 
no timing in buying the property.1 By this stage, the Shoalhaven 
area had already become the major source of inspiration for his 
artistic practice, as seen in the paintings on copper exhibited at 
Australian Galleries in Melbourne in 1976. 

From this series, one work of particular relevance to our present 
painting is Fitzroy Falls 1976 which depicts the same dramatic 
81-meter waterfall plummeting from the flat line of the cliff top.2 
Fitzroy Falls is about an hour north of Bundanon in the Shoalhaven 
region. Boyd commented on the continual inspiration he drew 
from the light and colour of the area, specifically citing ‘the 
brilliance of the blues and pinks’ which we see reflected in the 
present work.3

Significantly, fellow artist and lifelong friend, Sidney Nolan 
(1917-1992) painted Arthur Boyd at Fitzroy Falls in 1988. The 
painting, titled Arthur Boyd at Fitzroy Falls, shares certain 
similarities with Boyd’s Bathers at Fitzroy Falls: a warm palette of 
pinks and oranges, a strip of brilliant blue sky at the top, and a 
somewhat ambiguous figure in the foreground. Nolan’s painting 
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Brett Whiteley was certainly the most talked about, written about 
and argued about artist of his generation. Almost thirty years after 
his death, his record remains for all to see; the highest priced and 
most bankable of artists, with a prize pedigree to match his public 
recognition. But with all the hype, the succession of biographies, 
films and exhibitions, it can be difficult to step back and simply 
appreciate Whiteley just for his vision and artistic ability. By the 
1970s he was at the height of his powers and his dominance of 
the Archibald, Wynne and Sulman Prizes between 1976 and 1978, 
when he took out the trifecta, became the stuff of legend. Not 
everything he tried worked out, as would be expected with such 
a restless temperament and enquiring mind, but when he was 
'on song’ his work was equal to the best being made anywhere 
in the world. 

Whiteley’s time in London and New York, the rock star lifestyle 
and constant drug involvement, moved much of the comment to 
the celebrity and news pages rather than serious art comment. 
It seemed he would have to run out of energy, or at least luck, 
sooner or later, which eventually happened in a cheap motel room 
in Thirroul in 1992. What was often left out of the commentary 
on Whiteley and his art was that he was a constant innovator, 
experimentalist and a deeply thoughtful artist. And perhaps 
just as importantly, for much of the time he managed to keep his 
sense of humour and express it in his work. His studies of animals 
and birds and his enjoyment of the rural life kept a lightness and 
pleasure in his art that was not always present in his day-to-day 

life. He could make even the simplest subject into a thing of 
wonder and beauty, be it a dove on a branch, the flow of a 
stream over rocks, or two entwined lovers enjoying themselves, 
oblivious to the world. 

Girl Riding a Bicycle combines both the serious and the light-
hearted in a spontaneous flow of line in action. It is a simple 
enough subject, but with the quirky realisation that the rider 
is quite naked on her journey. There are a number of distinct 
elements that give the work its character and charm. The 
bicycle is carefully drawn, with attention to detail in the closely 
observed objects such as the bell on the handle bar and the 
old fashioned lighting generator attached to the front fork. 
The figure, in contrast, is a futurist rendering in three different 
moments, at first upright and ready to go, then leaning forward, 
finally up off the seat in an ever-increasing burst of energy as 
she picks up speed. The very idea of a naked girl flashing by on 
her trusty bike brings a smile, as does the awareness that this 
is an accomplished artist playing with the forms of drawing to 
create a study of pent-up and then released energy. That a work 
so seemingly simple could embody a number of contradictory 
notions is what marks it out as the creation of an artist fully in 
command of his medium, yet also with his tongue planted firmly 
in his cheek.

Gavin Fry, BA (Hons), MA, MPhil
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ventilators, etc., etc., all vertical, man-made – a relationship 
existing with the organic trees and men … I can’t see why an 
artist can’t use such exciting elements in his work – but no! – 
practically everybody says that the figure is the only thing for 
sculpture. It is incredible!2

Klippel’s mindset was re-arranged during this train trip 
and thereafter he turned his artistic intentions to a type of 
‘assemblage’ mode - to creating sculptures wherein disparate 
objects are re-arranged, re-presented or re-configured to be 
re-fashioned into new artistic wholes. 

In many respects, this procedure culminated in his 1982 Group 
of Eight commission for the National Gallery of Australia. 
In those bronzes there exist four new aesthetic attributes: 
‘objecthood’, autonomy, ‘presence’ and ‘dignity’ that, without 
going into distracting details, may be traced back three years 
to his major photomontage work of 1979 entitled Philadelphia, 
in the Art Gallery of New South Wales. These four attributes 
coalesce in what may be called his Sentinel series. The 
1980s saw Klippel produce a limited number of significant 
individual cast bronze sculptures that depend upon a range of 
vertical ‘sentinel’ formats with cascades of interrelated semi-
mechanical parts – all of them part of a stream of themes that 
he sporadically dipped into until 1987. These important works 
both presage and reflect the visual impact of Klippel’s Group 
of Eight sculptures – most notably No. 390 1981, No. 412 1981, 
No. 415 1981, No. 422 1982 (cast silver) and No. 467 1982 in 
the Andrew Klippel collection; No. 414 1981 in the Tasmanian 
Museum and Art Gallery collection in Hobart; No. 522 1983 in 
the Rosemary Madigan collection in Yass, New South Wales; 
No. 657 (1987) in the Tom Lowenstein collection in Melbourne 
and No. 661 Sentinel 1987 – another example of the present 
work - La Trobe University in Melbourne.

Klippel’s bronze No. 661 Sentinel presents as a refinement of 
this specific turn in the artist’s development. He had refined 
the compositions of his bronze cast assemblage sculptures 
to emphasise a central sense of solemn, almost meditative 
composure; that is, the type of composure that suggests the 
ability to stand in an easy relationship with its environment - in 
fact, with almost any environment.

Robert Klippel’s work was always recognised by those with 
discernment. The late and great Robert Hughes was typically 
incisive in his judgement. Writing in the national journal Art 
and Australia in 1964, Hughes delivered the following prodding 
assertion: ‘Five years ago, it would have been unthinkable to 
propose that one of the two or three most gifted artists at work 
in Australia was a sculptor.’1

Since that time, Klippel’s artistic status has been firmly cemented 
into Australia’s cultural heritage. His work is rare, perplexingly 
ingenious, and aesthetically rich. These attributes were more 
publicly appreciated after the resounding success of Deborah 
Edwards’ major retrospective exhibition Robert Klippel at the Art 
Gallery of New South Wales in 2002 – where an example of the 
present bronze sculpture was exhibited.

It is useful to remind oneself that Klippel always wanted to make 
sculpture rather than statuary – hence there are no portrait 
busts, no aldermen, no plinths, no narratives and no literary or 
mythologic narratives in his artistic output. In Klippel, there is just 
the orchestration of the physical forms of industrial elements and 
mechanical components that are firstly recognised for their visual 
properties and then reconfigured according to their sculptural 
potential. His aim was to build up coherent visual progressions of 
abstract forms – a ‘conversation’ of shapes in the way that music 
is a ‘conversation’ of sounds - that construct aesthetically viable 
sculptural entities. Put simply, he wanted to truly create rather 
than to merely re-create pre-existent things in nature.

Like many good ideas, these bracingly fresh thoughts came 
to Klippel at a quiet time in an unfamiliar place. Perhaps his 
thoughts arose from the easing effects of train travel or were 
simply a mesmeric response formed by a flickering screen of 
images flashed through a carriage window. Whatever the case, 
Klippel’s grasp of the aesthetic potential of mechano-industrial 
objects changed forever on 1 April 1948 during a train trip in 
England. He was returning to London from Cornwall and during 
the 400 kilometres journey he noted:

the variety of ‘constructional’ elements which are before our 
eyes … signals, towers, telegraph poles, chimneys, cranes, 
masts, radar equipment, street lamp-posts, step ladders, 
water tanks, windmills, dredges, church spires, lighthouses, 

42. ROBERT KLIPPEL
(1920-2001)

No. 661 Sentinel 1987
bronze
244.0 x 46.0 x 33.0 cm
edition: 2/6
signed with initials, dated, inscribed and numbered to base:  
R.K. 661. ‘89. 2/6

PROVENANCE
The Estate of Robert Klippel, Sydney
Acquired from the above, private collection, Melbourne

EXHIBITED
Summer Exhibition No. 4, Watters Gallery, Sydney, 6 December 
1988 - 28 January 1989, cat.3 (another example)
Robert Klippel, Art Gallery of New South Wales, Sydney,  
9 August - 13 October 2002 (another example)

REFERENCE
Edwards, D., Robert Klippel, Art Gallery of New South Wales, 
Sydney, 2002, p.252 (another example)
Edwards, D., Robert Klippel: Catalogue Raisonné of Sculpture 
[CD-ROM], Art Gallery of New South Wales, Sydney, 2002, 
cat.661 (illus., another example)

RELATED WORKS
Other examples of this work are held in the collections of 
the Commonwealth Law Courts, Brisbane and the La Trobe 
University Art Museum, Melbourne, donated by Joseph Brown 
AO OBE, 1990

$60,000 - $80,000
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FOOTNOTES

1. Hughes, R., Art and Australia, May 1964, vol.2, no.1, p.18

2.  Robert Klippel, 1 April 1948, quoted in Gleeson, J., Robert Klippel, Bay Books, 
Sydney, 1983, p.45

Dr. Ken Wach wrote the catalogue for the exhibition Robert Klippel: The American 
and European Years at Galerie Gmurzynska in Zürich in June 2013 – the first Klippel 
exhibition in Europe for sixty-three years. He also gave the address at the exhibition 
opening in the Baur au Lac in Zürich. 

Associate Professor Ken Wach 
Dip. Art; T.T.T.C.; Fellowship RMIT; MA; PhD. 
Former Principal Research Fellow and Head,  
School of Creative Arts 
The University of Melbourne©
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Emily Kame Kngwarreye lived her entire life in one of the world’s 
most remote regions, an area called Utopia on the edge of the 
Simpson Desert. It was here that Kngwarreye began to paint on 
canvas for the first time at almost eighty years of age, after a 
lifetime of transient mark-making in sand and on bodies. 

Kngwarreye’s paintings transcend her relative physical and 
artistic isolation. As Professor Margo Neale describes, ‘she 
was elderly, black, female and untutored in the art practices of 
the western art world, where her works were unconditionally 
accepted, voraciously consumed and elevated to iconic status.’1 
Kngwarreye’s practice drew instant acclaim as the cutting edge of 
Aboriginal art because she did not conform to the conventional 
coded system of Indigenous iconography, instead producing 
large abstract canvases. These works came at a time when 
Aboriginal art had broken free of its label as ‘tribal’ or ‘primitive’ 
art, finally reaching the rarefied status of contemporary fine art. In 
a global context Kngwarreye’s works were instantly aligned with 
major abstract painters of the twentieth century, such as Jackson 
Pollock (1912-1956) and Willem de Kooning (1904-1997), despite 
Kngwarreye never having been exposed to these influences. 
Remarkably, while her works can hold their own against such 
revered Abstract Expressionists, her masterpieces owe nothing 
to Western art history and everything to her pure talent and 
intuition which derive from local Aboriginal practices. 

Although Kngwarreye’s oeuvre can be split into various stylistic 
chapters, the entirety of her work speaks of her Country, Alhalkere. 
So profound and all-encompassing was her identification with 
Alhalkere, that it was not only her studio, but also her constant 
source of inspiration and her sole subject. The only definitive 
statement she reportedly ever made about her work was, ‘whole 
lot, that’s whole lot… that’s what I paint, whole lot,’2 suggesting 
her works embody every aspect of Alhalkere, from the contours 
of the country to the cycles of the seasons.

The present work is no exception, portraying the life force of her 
Country and the dynamic growth after rain. It is widely agreed 

that the period between 1991 and 1993, when Yam Country 
was painted, was Kngwarreye’s greatest colourist phase.3 The 
dull greens represent the new life following the wet season, 
which Kngwarreye referred to as ‘green time’, and the warm 
yellows signifying bursting seeds including those of the yam 
plant. The artist spent much of her life digging up the atnwelarr 
(pencil yam), with its green leaves, yellow flowers, and edible 
roots. In fact, her middle name ‘Kame’ refers to the seeds and 
flowers of the pencil yam. This custom of naming a person 
after a particular part of a Dreaming further emphasises the 
individual’s connection to their Country.4

Dots are of course a hallmark of contemporary desert art, but 
few artists have used them as innovatively as Kngwarreye. 
Yam Country demonstrates her inventive technique known as 
the ‘dump-dump’ style.5 Here, Kngwarreye used a paintbrush 
swiftly and with such force that the bristles splayed dramatically, 
leaving marks with feathered edges and hollow centres, each 
one a petrified imprint of the original action. Occasionally she 
even cut off the end of paintbrush bristles to strengthen this 
effect. This resourcefulness and creativity are what led her to 
become one of Australia’s finest abstract painters. A year prior 
to painting Yam Country she received the Australian Artists’ 
Creative Fellowship, and four years later she represented 
Australia posthumously at the 1997 Venice Biennale.

FOOTNOTES

1.  Neale, M. et al., Emily Kame Kngwarreye: Utopia: The Genius of Emily Kame 
Kngwarreye, The National Museum of Australia, Canberra, 2008, p.33

2. Ibid, p.37

3.  Isaacs, J., Smith, T., and Ryan, J., et al., Emily Kngwarreye Paintings, Craftsman 
House, Sydney, 1998, p.31

4.  Cubillo, F., and Caruana W. (eds.), Aboriginal and Torres Strait Islander Art: 
Collection Highlights, National Gallery of Australia, Canberra, 2010

5.  Neale, M. et al., Emily Kame Kngwarreye: Utopia: The Genius of Emily Kame 
Kngwarreye, p. 40

Asta Cameron, BA, MA (Art Curatorship)

43. EMILY KAME KNGWARREYE
(c1910-1996)
Anmatyerre language group

Yam Country 1993
synthetic polymer paint on canvas
152.0 x 121.0 cm
bears inscription verso: 93LO45/ Emily Kngwarreye/ commissioned by Delmore Gallery/ via ALICE SPRINGS, N.T. 087/ 
(Utopia Fine Art P/L)

PROVENANCE
Commissioned by Delmore Gallery, Northern Territory (stock no.93LO45)
Maunsell Wickes, Sydney (label attached verso, stock no.MW755)
Private collection, New South Wales
Lawson~Menzies, Sydney, 9 November 2005, lot 163
Company collection, Melbourne

$40,000 - $60,000
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44. BEN QUILTY
born 1973

Braidwood Truck 2012
oil on canvas-board
35.5 x 46.0 cm
signed, dated and inscribed verso: Ben Quilty/ BRAIDWOOD TRUCK, 2012/ OIL ON FOUND ARTIST BOARD/ 35.5 x 45.5 cm

PROVENANCE
Jan Murphy Gallery, Brisbane
Private collection, Sydney
Acquired from the above, private collection, Brisbane

EXHIBITED
Jan Murphy Gallery at the Melbourne Art Fair, Royal Exhibition Building, Melbourne, 1 - 5 August 2012

$20,000 - $30,000
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45. TIM STORRIER
born 1949

Afternoon Line 1999
synthetic polymer paint and rope on board
40.0 x 50.0 cm
signed, dated and inscribed lower right: ‘After Noon Line’/ Storrier/ 1999

Art Galleries Schubert, Queensland, label attached verso
Heiser Gallery, Brisbane, label attached verso

PROVENANCE
Private collection, Queensland
Private collection, Brisbane
Deutscher + Hackett, Melbourne, 9 May 2007, lot 79
Private collection, Brisbane

$18,000 - $25,000



98 Australian & International Fine Art & Sculpture

46. MICHAEL PECK
born 1977

New Recruit #4 2012
oil on Belgian linen
236.5 x 205.0 cm
signed lower right: MPeck
inscribed verso: MP2370/ HD

PROVENANCE
Metro Gallery, Melbourne
Private collection, Melbourne

EXHIBITED
Black Swan Prize (Finalist), Perth, 20 - 30 September 2013

$12,000 - $18,000
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47. FIONA LOWRY
born 1974

Limitless are Leaves, Stiff or Drooping in the Fields 2008
synthetic polymer paint on canvas
152.0 x 219.0 cm
signed and dated verso: Fiona Lowry FLowry 2008

PROVENANCE
Gallery Barry Keldoulis, Sydney
Private collection, Sydney

EXHIBITED
(probably) Fiona Lowry: I Act as the Tongue of You, Gallery Barry Keldoulis, Sydney, 2008

$10,000 - $15,000
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48. PAUL RYAN
born 1964

Blue Betty 2016
oil on linen
126.0 x 122.0 cm

PROVENANCE
Olsen Gallery, Sydney, 2016
Private collection, Sydney

EXHIBITED
Paul Ryan: Queen and Country, Olsen Gallery, Sydney, 24 August - 11 September 2016 (illus. exhibition catalogue)

$8,000 - $12,000
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49. BEN QUILTY
born 1973

Cook after Baghdad 2012
bronze
75.0 x 90.0 x 100.0 cm
edition of 3 + 1 Artist’s Proof

PROVENANCE
Jan Murphy Gallery, Brisbane
Private collection, Sydney
Acquired from the above, private collection, Brisbane, 2014

EXHIBITED
Ben Quilty: Trigger Happy, ANU Drill Hall Gallery, Canberra,  
8 November - 15 December 2013 (another example)

REFERENCE
Grishin, S., ‘Ben Quilty Exhibition: Portrait of the Artist as a 
Thinking Man,’ The Sydney Morning Herald, Sydney, 9 November 
2013
Flanagan, R. et al, Ben Quilty, Penguin Random House Australia, 
Sydney, 2019, pp.82, 344 (illus. pp.80-81, another example)
Stephens, A., ‘Celebrating the Energy of Australia’s Favourite 
Living Artist,’ The Sydney Morning Herald, Sydney, 22 March 
2019

RELATED WORKS
Another example of this work is held in the HOTA collection, 
Queensland; gift of the artist through the Australian 
Government’s Cultural Gifts Program, 2013

$25,000 - $35,000
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50. RICK AMOR
born 1948

Hedges at Baxter 1984
oil on canvas
64.0 x 43.5 cm
signed and dated lower right: RICK AMOR ‘84
signed, dated and inscribed verso: HEDGES AT/ BAXTER/ MARCH/ ‘84/ oil on canvas/ 65.7 x 45.5/ RICK AMOR

PROVENANCE
Christie’s, Melbourne, 6 May 2003, lot 205
Private collection, Melbourne

$6,000 - $8,000
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51. PHILIP WOLFHAGEN
born 1963

Fourth Elevation 1993
oil and beeswax on canvas
142.0 x 174.0 cm
signed with initial, dated and inscribed lower right: W93/ Fourth Elevation AUGUST
dated and inscribed verso: DBG - No 13 - ‘93

PROVENANCE
Christine Abrahams Gallery, Melbourne, 1999 (label attached verso)
Private collection, Melbourne
Deutscher + Hackett, Melbourne, 20 April 2011, lot 68
Private collection, Sydney
Lawson~Menzies, Sydney, 17 May 2012, lot 60
Private collection, Brisbane

EXHIBITED
Spring Collectors’ Show, Martin Browne Contemporary, Sydney, 6 - 30 November 2014 (illus. exhibition catalogue)

$24,000 - $28,000
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52. RETNA
born 1979, American

Untitled 2010
synthetic polymer paint on canvas
163.0 x 244.0 cm

PROVENANCE
Andrew Paul Valmorbida, Switzerland, 2013
Private collection, Melbourne

$30,000 - $50,000 

RETNA, born Marquis Lewis, is one of the most successful street 
artists in the world. Born and raised in Los Angeles, he was 
inspired by the booming L.A. graffiti scene from a young age, 
picking up his first can of spray paint at just nine years old. As a 
teenager in the 1990s, Lewis chose his now famous pseudonym, 
RETNA, from the lyrics of a song by the Wu-Tang Clan, Heaterz: 
‘kinetic globes light when it shine, burns your retina.’1

RETNA’s text-based signature style is defined by a unique 
typography of his own creation. The long geometric script derives 
from a combination of blackletter, Egyptian hieroglyphics, Arabic 
and Hebrew calligraphy, as well as contemporary graffiti tags. The 
writing does not belong to a particular language but is instead 
RETNA’s own visual language that represents the universality of 
communication and expression. As RETNA explains, ‘I want my 
text to feel universal. I want people from different cultures to all 
find some similarity in it – whether they can read it or not.’2

 RETNA successfully blurs the boundaries between the elite fine 
art world and the expansive realm of commercial enterprise, 
marrying the two in an illustrious career. He has exhibited 
internationally at prestigious art institutions including Maddox 
Gallery in London, The Don Gallery in Milan, and Yves Laroche 
Galerie d’Art in Montreal. Closer to home, his works have 
been shown at the Los Angeles Museum of Contemporary 
Art, New Image Gallery, and L.A. Art Machine. In 2016 he was 
commissioned to paint a mural on the side of a public housing 
building in Mexico City named Edificio Cuauhtémoc.3 The 
24-story visual poem in his signature script is admired by civilians 
for miles around. However perhaps his most widespread piece 
was his artwork for the cover of Justin Bieber’s 2015 album, 
Purpose, which broke the global streaming record for an album 
in its first week. Similarly high-profile commercial commissions 
include designs for Nike’s Las Vegas store opening in 2011, 
for Louis Vuitton’s Miami Design District boutique in 2012, the 
painting of a VistaJet tailfin in 2012, and stage sets for Seattle 
Opera and the Washington National Opera in 2017.

FOOTNOTES

1.  Midgette, A., ‘This legendary street artist has done walls, shoes and Bieber 
albums. Now he’s trying opera’, The Washington Post, Washington D.C.,  
1 September 2017

2. ‘RETNA’, Artsy, accessed 21/5/21, https://www.artsy.net/artist/retna 

3.   ‘RETNA Intervino el Edificio Cuauhtémoc en Tlatelolco’, Nice Fucking Graphics!,  
13 February 2017

Asta Cameron, BA, MA (Art Curatorship)
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54. AH XIAN
born 1960, Chinese Australian

Head 4 2007
lithograph
35.5 x 27.0 cm
signed and dated below image

PROVENANCE
The Lowenstein Collection, Melbourne
Mossgreen Auctions, The Lowenstein Collection of Modern & 
Contemporary Australian Art, Melbourne, 7 March 2017, lot 82
Private collection, Brisbane

$1,000 - $2,000

53. MICHAEL ZAVROS
born 1974

White Onagadori by the Sea 2004
oil on board
18.0 x 11.0 cm
inscribed lower left: [illeg.]

PROVENANCE
Sotheby’s, Sydney, 13 December 2012 [private sale]
Private collection, Brisbane

$4,000 - $6,000
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55. DAVID LARWILL
(1956-2011)

Ubu Roi 1986
oil on canvas
178.0 x 355.0 cm
signed and dated lower right: David/ Larwill 86

PROVENANCE
Commissioned as part of a set design for a Black Ink Theatre Company production of Ubu Roi by Alfred Jarry at the Australian 
National University, Canberra, 1986
Private collection, Melbourne

RELATED WORKS
Ubu Roi 1986, gouache on paper, 78.0 x 51.0 cm, National Gallery of Australia collection, Canberra, Gift of the Philip Morris Arts 
Grant, 1988

$16,000 - $24,000
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56. JOHN OLSEN
born 1928

El Hombre de la Mancha 1966
oil on paper on board
64.5 x 49.5 cm
signed and dated lower right: John Olsen ‘66

PROVENANCE
Private collection, Canberra
Deutscher~Menzies, Sydney, 5 March 2002, lot 75
Private collection
Lawsons, Sydney, 31 August 2012, lot 2010
Private collection, Perth
Mossgreen Auctions, Melbourne, 29 August 2016, lot 11
Private collection, Melbourne

$10,000 - $15,000
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57. RAY CROOKE
(1922-2015)

Thursday Island
oil on canvas on board
74.0 x 100.0 cm
signed lower left: R. Crooke

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

$20,000 - $25,000
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58. ROBERT DICKERSON
(1924-2015)

Camp near Wooroi Forest 1991
synthetic polymer paint on canvas
122.5 x 92.5 cm
signed lower right: DICKERSON

PROVENANCE
Eva Breuer Art Dealer, Sydney, 2001 (label attached verso)
Private collection, Sydney

EXHIBITED
Robert Dickerson, Philip Bacon Galleries, Brisbane, 25 August - 2 September 1992
Noosa Regional Gallery, Queensland, 1992

REFERENCE
Dickerson, J., Robert Dickerson: Against the Tide, Pandanus Press, Brisbane, 1994, p.160

$25,000 - $35,000
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59. CHARLES BLACKMAN
(1928-2018)

Figure and Face
oil on paper on board
48.0 x 73.0 cm
signed lower right: BLACKMAN

PROVENANCE
Leonard Joel, Melbourne, 20 April 1999, lot 181
Private collection
Mossgreen Auctions, Melbourne, 31 May 2010, lot 34
Private collection, Melbourne

$12,000 - $18,000
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60. CHARLES BLACKMAN
(1928-2018)

Sleeping Alice
oil on board
48.0 x 73.5 cm
signed upper left: CHARLES BLACKMAN

PROVENANCE
Lister Calder Gallery, Perth
Private collection, Perth
Deutscher~Menzies, Melbourne, 26 November 2003, lot 82
Private collection, Melbourne

$35,000 - $45,000
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61. RAY CROOKE
(1922-2015)

Island Women Near Hut
oil on canvas
45.5 x 60.5 cm
signed lower left: R Crooke

PROVENANCE
Private collection, Sydney
Lawson~Menzies, Sydney, 17 May 2012, lot 98
Private collection, Brisbane

$7,000 - $10,000

62. WEAVER HAWKINS
(1892-1977)

Assorted Objects 1963
oil on board
49.0 x 69.0 cm
signed and dated lower left: Raokin 63

PROVENANCE
Collection of the Hawkins family, Sydney
Davidson Auctions, Sydney, 12 December 
2009, lot 267
Private collection, Queensland
Leonard Joel, Melbourne, 5 September 
2017, lot 130
Private collection, New South Wales

$4,000 - $6,000
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63. ROBERT DICKERSON
(1924-2015)

Woman with Flowers
oil on canvas
58.5 x 58.5 cm
signed lower right: DICKERSON

PROVENANCE
Acquired from the artist, private collection, New South Wales
Private collection, Sydney

$22,000 - $28,000
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64. JOHN OLSEN
born 1928

Cormorant Nest, Lake Eyre 1977
watercolour and gouache on paper
90.5 x 16.0 cm
signed and dated lower centre: John Olsen/ 77

PROVENANCE
Australian Galleries, Melbourne  (label attached verso, stock no. AG3306, as Cormorant's Nest)
Leonard Joel, Melbourne, 27 April 1992, lot 309
Private collection, Melbourne

$18,000 - $26,000
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65. JEFFREY SMART
(1921-2013)

Net Menders, Ischia 1950
ink and wash on paper
21.5 x 27.0 cm
signed lower right: Jeffrey Smart

PROVENANCE
Philip Bacon Galleries, Brisbane (label attached verso)
Private collection, Brisbane

EXHIBITED
Jeffrey Smart: Drawings and Studies 1942-2001, Australian 
Galleries, Sydney, 11 September - 3 October 2001; Australian 
Galleries, Melbourne, 13 October - 4 November 2001, cat.18 
(label attached verso)

REFERENCE
Capon, E. (ed.), Jeffrey Smart: Drawings and Studies 1942-2001, 
Australian Art Publishing, Melbourne, 2001, p.46, cat.18 (illus.)

$5,000 - $8,000

66. LLOYD REES
(1895-1988)

Blackwattle Bay 1965
pencil and watercolour on paper
24.5 x 39.0 cm
signed and dated lower right: L. REES/ 1965

Olsen Gallery, Sydney, label attached verso  
(stock no.20476)

PROVENANCE
Private collection, Perth
Deutscher + Hackett, Sydney, 20 September 
2017, lot 41
Private collection, Sydney

$4,000 - $6,000

64. JOHN OLSEN
born 1928

Cormorant Nest, Lake Eyre 1977
watercolour and gouache on paper
90.5 x 16.0 cm
signed and dated lower centre: John Olsen/ 77

PROVENANCE
Australian Galleries, Melbourne  (label attached verso, stock no. AG3306, as Cormorant's Nest)
Leonard Joel, Melbourne, 27 April 1992, lot 309
Private collection, Melbourne

$18,000 - $26,000
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68. PETER BOOTH
born 1940

(Untitled) 1979
ink on paper (diptych)
75.5 x 113.0 cm (overall)

Olsen Gallery, Sydney, label attached verso  
(stock no.20475)

PROVENANCE
Mr Gary Catalano, Melbourne
Niagara Galleries, Melbourne (label attached verso, 
stock no.11297)
Private collection, Brisbane
Deutscher + Hackett, Sydney, 20 September 2017, lot 64
Private collection, Sydney

EXHIBITED
Blue Chip XI: The Collectors’ Exhibition, Niagara 
Galleries, Melbourne, 3 - 28 March 2009

$3,000 - $5,000

67. JOY HESTER
(1920-1960)

Face 1947-48
ink and watercolour on paper
26.0 x 36.5 cm
artist’s estate stamp lower right

PROVENANCE
Tolarno Galleries, Melbourne 1976  
(label attached verso)
Private collection, Melbourne 
Menzies, Melbourne, 23 September 2010, lot 93 
Company collection, Melbourne

EXHIBITED
Joy Hester 1920-1960, Tolarno Galleries, Melbourne,  
6 - 26 October 1976, cat.72
Joy Hester: Remember Me, Heide Museum of Modern 
Art, Melbourne, 28 November 2020 - 21 February 2021, 
cat.77

REFERENCE
Morgan, K. & Petherbridge, D., Joy Hester: Remember 
Me, Heide Museum of Modern Art, Melbourne, 2020, 
p.152, cat.77 (illus.)

$9,000 - $12,000
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69. THIS LOT HAS BEEN 
WITHDRAWN
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71. RUSSELL DRYSDALE
(1912-1981)

Aboriginal Woman
watercolour and ink on paper
29.5 x 19.0 cm
signed lower right: Russell Drysdale
signed and inscribed verso: “ABORIGINE”/ Russell Drysdale

PROVENANCE
Private collection, Adelaide
Deutscher~Menzies, Sydney, 5 December 2007, lot 91  
(as The Aboriginal)
Private collection, United States of America

$5,000 - $7,000

70. RUSSELL DRYSDALE
(1912-1981)

Country Child
ink and watercolour on paper
20.0 x 17.5 cm
signed lower centre: Russell Drysdale

PROVENANCE
The Johnstone Gallery, Brisbane
Leonard Joel, Melbourne, 20 April 1993, lot 53
Private collection, New South Wales
Sotheby’s, Sydney, 26 August 2003, lot 291
Private collection, Melbourne

$5,000 - $7,000
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72. SIDNEY NOLAN
(1917-1992)

Landscape with Boat 1967
Ripolin and pastel on paper
24.5 x 29.5 cm
signed and dated verso: 28 May 1967/ Nolan

PROVENANCE
Private collection, Spain
Leonard Joel, Melbourne, 22 February 2009, lot 147
Private collection, Melbourne

$3,000 - $4,000
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73. JOHN PERCEVAL
(1923-2000)

Horse and Sulky 1955
oil on board
60.0 x 60.0 cm
signed and dated lower right: Perceval/ 55

PROVENANCE
Private collection, United Kingdom
Christie’s, London, 14 July 1995, lot 155
Private collection
BC Fine Art Gallery, Queensland (label attached verso)
Private collection, Queensland
Leonard Joel, Melbourne, 6 September 2016, lot 20
Private collection, Sydney

$14,000 - $18,000
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74. GARRY SHEAD
born 1942

Nude 1974
oil on board
90.0 x 136.0 cm
signed and dated lower right: Shead 74

PROVENANCE
Private collection, Sydney
Lawson~Menzies, Sydney, 21 November 2013, lot 75
Private collection, Sydney

$9,000 - $12,000
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75. ELAINE HAXTON
(1909-1999)

The Walnut Chair 1963
oil on board
94.0 x 66.0 cm
signed and dated lower right: ELAINE. HAXTON 63

PROVENANCE
The Johnstone Gallery, Brisbane (label attached verso)
Sotheby’s, Sydney, 21 June 2017, lot 188
Private collection, New South Wales

$6,000 - $9,000
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76. ALISON REHFISCH
(1900-1975)

Still Life with Bottlebrush c1952
oil on hessian
59.5 x 44.5 cm
signed lower right: Rehfisch
inscribed verso: BOTTLEBRUSH

PROVENANCE
(probably) Christie’s, Sydney, 1 October 1974, lot 633
Victor Mace Fine Art Gallery, Brisbane, 1978
Private collection, Queensland
Thence by descent, private collection, Sydney

EXHIBITED
Five Sydney Women, Victor Mace Fine Art Gallery, Brisbane, 30 July - 19 August 1978, cat.27

$5,000 - $8,000
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78. ARTHUR BOYD
(1920-1999)

The Yarra at Warrandyte 1938
oil on canvas on board
31.0 x 34.0 cm
signed and dated lower left: Arthur M. Boyd 38

PROVENANCE
Leonard Joel, Melbourne, 27 May 1981, lot 546  
(as On the Yarra River, Warrandyte)
Private collection
Leonard Joel, Melbourne, 5 November 1986, lot 111
Company collection, Brisbane
Christie’s, Melbourne, 19 April 2005, lot 266
Private collection, Melbourne

$5,000 - $7,000

77. EMANUEL PHILLIPS FOX
(1865-1915)

Evening Light in a French Landscape
oil on board
22.5 x 32.0 cm
signed lower left: Fox

PROVENANCE
Private collection, South Australia
Leonard Joel, Melbourne, 23 November 2008, lot 2
Private collection, Melbourne

$5,000 - $7,000
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79. ELIOTH GRUNER
(1882-1939)

Blue Mountains 1926
oil on canvas on board
29.0 x 24.5 cm
signed and dated lower right: GRUNER/ 1926

PROVENANCE
Collection of Mrs Aylwin Burgess
Thence by descent, private collection
Bonhams & Goodman, Sydney, 27 October 2003, lot 115
Private collection, Melbourne
Deutscher~Menzies, Sydney, 13 June 2007, lot 180
Private collection, United States of America
Menzies, Melbourne, 27 June 2019, lot 74
Private collection, Victoria

EXHIBITED
(possibly) Exhibition of Oil Paintings by Elioth Gruner, 
The Macquarie Galleries, Sydney, 10 - 21 August 1926,  
cat.27 (as From Leura)

REFERENCE
(possibly) ‘Oil Paintings: Mr Gruner’s Exhibition’,  
The Sydney Morning Herald, Sydney, 11 August 1926, 
p.10 (as From Leura)

RELATED WORKS
Man and Mountains 1926, oil on canvas, 51.0 x 61.0 cm,  
Art Gallery of New South Wales collection, Sydney, 
purchased 1926; illus. in Pearce, B., Elioth Gruner, 1882-
1939, Art Gallery of New South Wales, Sydney, 1983, 
p.21, cat.46

$15,000 - $20,000
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80. JOHN PETER RUSSELL
(1858-1930)

Orta 1910
watercolour on paper
23.0 x 31.5 cm
signed, dated and inscribed lower right: JOHN RUSSELL / 10 ORTA

PROVENANCE
Mrs Caroline Russell
Randolph Searing Merrill Jr, United States of America
Private collection
Thence by descent, private collection, Perth
McKenzies Auctioneers, Perth, 25 March 2014, lot 47
Private collection, Melbourne

$5,000 - $7,000
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82. NORMAN LINDSAY
(1879-1969)

Model with Arranged Drapes c1925
pencil on paper
25.5 x 16.5 cm
signed with initials lower right: NL

accompanied by certificate of authenticity from Bloomfield Galleries,  
New South Wales

PROVENANCE
Private collection, Sydney
Deutscher~Menzies, Sydney, 16 March 2005, lot 337A
Private collection, Melbourne

$2,500 - $4,500

81. NORMAN LINDSAY
(1879-1969)

Blue Nymphs
watercolour on paper
49.0 x 39.0 cm
signed lower right: NORMAN LINDSAY

PROVENANCE
Private collection, Sydney
Thence by descent, private collection, New South Wales
Estate of the above

$12,000 - $18,000
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83. HENRY GRITTEN
(c1818-1873)

On the Rhine 1852
oil on canvas
73.0 x 91.0 cm
signed and dated lower right: H. Gritten/ 1852

PROVENANCE
Private collection, Tasmania
Mossgreen Auctions, Melbourne, 29 August 2016, lot 38
Private collection, Melbourne

EXHIBITED
(probably) L. Holder, Tasmania, 1895

REFERENCE
(probably) ‘Current Topics: Fine Art,’ Launceston Examiner, Tasmania, 28 February 1895, p.5: ‘A picture, which would well adorn the 
walls of the Victoria Museum and Art Gallery, has been on view at Mr L. Holder’s, St. John-street, for some time past.  It is by Gritten, 
an artist whose name was well known in the colony many years ago … The subject is a view on the Rhine; in the foreground the scene is 
enlivened by a fine representation of one of the strange craft peculiar to the waters of this noble river, and in the middle distance and 
back ground are huge cliffs with a castle in ruins, which stand out in bold relief and look rugged and imposing in a full blaze of light.’

$10,000 - $15,000
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84. NORMAN LINDSAY
(1879-1969)

The Sultan’s Pleasure
oil on canvas on board
34.0 x 24.0 cm
signed lower centre: NORMAN LINDSAY

PROVENANCE
Copperfield Gallery, Sydney, 1973
Private collection, Sydney
Sotheby’s, Melbourne, 24 November 2003, lot 47
Gallery NewQuay, Melbourne, 2005
Private collection, Melbourne

$15,000 - $20,000
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85. EMILY KAME KNGWARREYE
(c1910-1996)
Anmatyerre language group

Untitled 1993
synthetic polymer paint on canvas
105.0 x 80.5 cm
inscribed verso: EMILY KNGWARREYE/ R GOOCH MBA/ EC No 3/ EMILY KNGWARREYE 4.1093 MBA/ R GOOCH

PROVENANCE
Commissioned by Rodney Gooch at Mulga Bore Artists, Northern Territory, 1993 (stock no.4.1093)
Niagara Galleries, Melbourne
Private collection, Melbourne
Lawson~Menzies, Sydney, 25 March 2009, lot 120
Company collection, Melbourne

$18,000 - $24,000
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86. ANGELINA GEORGE
(1937-2014)
Yungul Mangi (Mara and Warndarang) language group

Mountains 2007
synthetic polymer paint on linen
160.0 x 200.0 cm
bears inscription verso: KB3251 Angelina George Karen Brown 
Gallery July - Nov 2007 160 x 200

PROVENANCE
Karen Brown Gallery, Darwin (stock no.KB3251)
Private collection, Brisbane

EXHIBITED
Karen Brown Gallery, Darwin, July - November 2007

$6,000 - $8,000

87. ROSELLA NAMOK
born 1979
Aangkum (Ungkun) language group

Bright Couple... Happy Ones... Right Way 2004
synthetic polymer paint on canvas
110.0 x 176.0 cm
signed and dated lower right: Rosella Namok 04
bears inscription verso: RNC 20040305/ Bright couple... happy ones... right way

PROVENANCE
Niagara Galleries, Melbourne (label attached verso)
Private collection, Melbourne

EXHIBITED
Rosella Namok, Essoign Club Gallery with Niagara Galleries, Melbourne, 2004

$2,000 - $3,000
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88. PAUL WHITE
born 1976

Looking into the Familiar Yet Unknown through Shifting Time and Space 2016
pencil on paper
90.0 x 245.0 cm

PROVENANCE
Scott Livesey Galleries, Melbourne
Private collection, Melbourne

EXHIBITED
Vast Exposures Intimate Folds, Scott Livesey Galleries, Melbourne, 22 October - 9 November 2016

$6,000 - $8,000
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89. JOHN R WALKER
born 1957

Tuross River Gorge 2002
oil on canvas
173.0 x 163.0 cm
signed lower left: J R Walker

PROVENANCE
Utopia Art Sydney, Sydney, 2002 (label attached verso)
Private collection, Sydney
Menzies, Sydney, 10 December 2015, lot 76
Private collection, Melbourne

$12,000 - $16,000
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90. DEAN HOME
born 1961

Autumn Crimson 2006
oil on board
85.0 x 150.0 cm
signed and dated lower right: D. Home. 2006
signed, dated and inscribed verso: ‘AUTUMN CRIMSON’/ DEAN HOME/ 85 X 150. 2006/ OIL ON BOARD.

PROVENANCE
QDOS Fine Arts, Victoria, 2007 (label attached verso)
Private collection, Melbourne

$7,000 - $10,000
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91. FRED CRESS
(1938-2009)

Contact 2002
synthetic polymer paint on canvas
137.0 x 168.0 cm
signed, dated and inscribed verso: (c) Cress ‘02/ CRESS./ “CONTACT” 2002/ 137 x 168 cms/ Acrylics/canvas

PROVENANCE
Acquired from the artist, private collection, Melbourne

EXHIBITED
Fred Cress: Paintings, Annandale Galleries, Sydney, 6 November - 14 December 2002
Fred Cress: Tabletops, Australian Galleries, Melbourne, 11 March - 5 April 2003 (label attached verso)
Fred Cress: First Light, United Galleries, Perth, 22 November 2007 - 20 February 2008

$10,000 - $15,000
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93. RHYS LEE
born 1975

Snake III 2007
synthetic polymer paint and enamel on canvas
210.0 x 180.0 cm
signed and dated verso: RHYS LEE 2007 -

PROVENANCE
Tim Olsen Gallery, Sydney, 2007 (label attached verso)
Private collection, Brisbane

EXHIBITED
Rhys Lee: Snake, Tim Olsen Gallery, Sydney, 20 March - 7 April 
2007

$3,000 - $4,000

92. MCLEAN EDWARDS
born 1972

Susannah & the Elders 2005
oil on canvas
152.0 x 137.0 cm
signed, dated and inscribed verso: SUSANNAH/  
&/ THE ELDERS/ Mclean/ 2005/ SYDNEY

PROVENANCE
Private collection, Sydney
Shapiro Auctioneers, Sydney, 3 April 2012, lot 49
Private collection, Brisbane

$9,000 - $14,000
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94. ADAM CULLEN
(1965-2012)

Gareth at the Country Fair 2010
synthetic polymer paint and enamel on canvas
183.0 x 153.0 cm
signed and dated verso: ADAM/ CULLEN/ 10

PROVENANCE
Heiser Gallery, Brisbane (label attached verso)
Private collection, Brisbane

EXHIBITED
Archibald Prize (Finalist), Art Gallery of New South 
Wales, Sydney, 27 March - 30 May 2010

REFERENCE
McDonald, J., ‘Archibald Prize 2010,’ The Sydney 
Morning Herald, Sydney, 27 March 2010
Jackson-Webb, F., Howard, I., Mendelssohn, J. & 
Gaston, V., ‘Academics Remember Grunge Artist 
Adam Cullen,’ The Conversation, 30 July 2012: https://
theconversation.com/academics-remember-grunge-
artist-adam-cullen-8514 (illus.)
Desiatnik, S., ‘Tributes Flow for Adam Cullen,’ Blue 
Mountains Gazette, New South Wales, 31 July 2012

$12,000 - $18,000
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95. MARC DE JONG
born 1970

Chief 2007
oil on canvas
210.0 x 150.0 cm
signed and dated verso: MARC DE JONG/ 2007

PROVENANCE
Sullivan + Strumpf, Sydney, 2012 (label attached verso)
Private collection, Sydney

$10,000 - $12,000
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96. TV MOORE
born 1974

Napoleon Club Daze 2014
cibachrome in unique frame
158.0 x 126.0 cm

PROVENANCE
Station Gallery, Melbourne, 2014 (stock no.ST6106)
Private collection, Brisbane

$9,000 - $14,000
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97. HERMAN PEKEL
born 1956

Lorne 2016
oil on canvas
101.0 x 101.0 cm
signed lower right: PEKEL
signed, dated and inscribed verso: LORNE/ 2016/ Pekel

PROVENANCE
The artist
Private collection, Melbourne

$4,000 - $5,000
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98. JASPER KNIGHT
born 1978

Yellow UPS Truck 2008
enamel, masonite and perspex on board
150.0 x 150.0 cm
signed, dated and inscribed verso: JASPER KNIGHT/ “YELLOW UPS/ TRUCK” 2008

PROVENANCE
Chalk Horse Gallery, Sydney
Private collection, Victoria
Acquired from the above, private collection, Sydney

$8,000 - $12,000
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100. ROBERT DOBLE AND SIMON STRONG
born 1961 and born 1974

Narcotic 2011
gloss enamel on chromogenic print mounted on aluminium composite 
board
178.0 x 125.0 cm
signed, dated and inscribed verso: NARCOTIC/ 2011/ Doble Strong/ GLOSS 
ENAMEL ON/ CHROMOGENIC PRINT/ MOUNTED ON ALUMINUM/ 
COMPOSITE BOARD

PROVENANCE
Blockprojects Gallery, Melbourne, 2011
Private collection, Melbourne

EXHIBITED
Milk of the Poppy, Blockprojects Gallery, Melbourne, 2011

$8,000 - $12,000

99. ROBERT DOBLE AND SIMON STRONG
born 1961 and born 1974

Heroisch 2011
gloss enamel on chromogenic print mounted on aluminium composite 
board
178.0 x 125.0 cm
signed, dated and inscribed verso: HEROISCH/ 2011/ Doble Strong/ 
GLOSS ENAMEL ON CHROMOGENIC PRINT/ MOUNTED ON/ ALUMINUM 
COMPOSITE BOARD/ 178 X 125 cm

PROVENANCE
Blockprojects Gallery, Melbourne, 2011
Private collection, Melbourne

EXHIBITED
Milk of the Poppy, Blockprojects Gallery, Melbourne, 2011

$8,000 - $12,000
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101. JOSHUA YELDHAM
born 1970

Pearl of the Overflow (The Bird Nest Diary Series) 2004
pencil, charcoal and gouache on photographic image
105.5 x 69.0 cm
edition of 12
signed lower right: Yeldham

PROVENANCE
Mossgreen Auctions, Melbourne, 16 November 2010, lot 31
Private collection, Brisbane

$10,000 - $14,000
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102. TONY TUCKSON
(1921-1973)

TD906 c1965
synthetic polymer paint on newspaper
30.0 x 39.0 cm

PROVENANCE
Watters Gallery, Sydney, 2010
Private collection, Melbourne

EXHIBITED
Tony Tuckson: Paint on Newspaper, Watters Gallery, Sydney, 2010, cat.32 (illus. exhibition catalogue, p.18)

$3,000 - $5,000
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103. BILL HAMMOND
(1947-2021, New Zealand)

Rave 1985
oil on wood
16.0 x 32.5 x 4.0 cm
signed, dated and inscribed lower left: 
RAVE./ W. Hammond/ - 1985
inscribed verso: TO ANNIE

PROVENANCE
Gift from the artist, private collection, 
Melbourne, c1985

$8,000 - $12,000

104. BILL HAMMOND
(1947-2021, New Zealand)

Untitled (Box)
carved wooden box
20.0 x 9.5 x 9.5 cm

PROVENANCE
Gift from the artist, private collection, Melbourne, c1985

$2,000 - $2,500
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105. JOHN PERCEVAL
(1923-2000)

The Cat 1990
oil on canvas
39.0 x 29.0 cm
signed and dated lower right: ‘90/ J. Perceval
signed, dated and inscribed on backing verso: 10/ Perceval/ 90/ The CAT/ The Rodent
signed, dated and inscribed verso to frame: for Judith from John Perceval ‘91

PROVENANCE
Gift from the artist, private collection, Melbourne

EXHIBITED
Recent Paintings, Drawings and Pastels by John Perceval, Australian Galleries, Sydney, 9 - 26 April 1991, cat.18 (label attached verso, 
as The Rodent)

$7,000 - $10,000
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106. SIDNEY NOLAN
(1917-1992)

Elephant and Bird 1963
Ripolin and pastel on paper
62.0 x 50.5 cm
signed, dated and inscribed centre right:  
Good Friday/ 1963./ Nolan

PROVENANCE
Australian Galleries, Melbourne (label attached verso, 
stock no.9038)
Private collection, Sydney
Menzies, Sydney, 24 September 2014, lot 338
Private collection, United States of America

$4,000 - $6,000

107. SIDNEY NOLAN
(1917-1992)

Central Australian Landscape 1969
Ripolin and pastel on paper
51.0 x 75.5 cm
signed lower right: Nolan
signed and dated verso: Nolan/ 1969

PROVENANCE
Andrew Ivanyi Galleries, Melbourne, 1995
Private collection, Melbourne

$5,000 - $7,000
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108. ALBERT TUCKER
(1914-1999)

Ibis Flying 1965
synthetic polymer paint on composition board
29.5 x 39.5 cm
signed and dated lower right: Tucker/ 65
inscribed verso: IBIS FLYING

PROVENANCE
Australian Galleries, Melbourne
Private collection, Melbourne
Acquired from the above, company collection
Sotheby’s, Sydney, 23 November 2016, lot 68
Private collection, Sydney

$12,000 - $16,000
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109. JOHN PERCEVAL
(1923-2000)

Adam and Eve 1961
oil on paper
75.5 x 53.5 cm
signed and dated lower left: Perceval/ ‘61

accompanied by a limited edition copy (no. 
21/100) of McGregor, K., Fifty Years of Perceval 
Drawings, Bay Books, Sydney, 1989, signed by 
John Perceval

 

PROVENANCE
Acquired from the artist, private collection, 
Melbourne, c1994

EXHIBITED
John Perceval: A Retrospective Exhibition, 
National Gallery of Victoria, Melbourne,  
30 April - 12 July 1992 (label attached verso)

REFERENCE
McGregor, K., Fifty Years of Perceval Drawings, 
Bay Books, Sydney, 1989, cat.29, p.251  
(illus. front cover, p.48)

$8,000 - $12,000
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111. SIDNEY NOLAN
(1917-1992)

Paradise Garden 1970
Ripolin and pastel on paper
30.0 x 24.5 cm
signed and dated verso: 12 Sept 70/ 4/ Nolan

PROVENANCE
Private collection, United Kingdom
Artemis Auctions, Melbourne, 4 August 2009, lot 138
Private collection, Melbourne

$3,000 - $4,000

110. ROBERT DICKERSON
(1924-2015)

Cartwheels 1977
charcoal on paper
128.0 x 76.0 cm
signed lower right: Dickerson

PROVENANCE
Art Galleries Schubert, Queensland (label attached verso)
Private collection, Queensland
Deutscher~Menzies, Sydney, 8 December 2004, lot 110  
(as Catherine Wheels)
Savill Galleries, Sydney (label attached verso)
Private collection, Sydney

$9,000 - $12,000
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112. CHARLES BLACKMAN
(1928-2018)

The Bluebird Cloth 1975
ink on paper
73.5 x 106.5 cm
signed and dated lower left: Blackman 75

accompanied by a copy of Amadio, N., Paris Dreaming: A Celebration of a City of the Imagination: The Paris Drawings of Charles 
Blackman, A.H. & A.W. Reed, Sydney, 1982

PROVENANCE
Christie’s, Melbourne, 29 April 1996, lot 35 (as A Collection of Fifteen Pictures from Paris Dreaming, Café Life)
Private collection, Queensland
Mossgreen Auctions, The Collection of Rose and Nevin Hurst, Hobart, 15 October 2006, lot 100 (as The Blue Cloth)
Private collection, Melbourne

REFERENCE
Amadio, N., Paris Dreaming: A Celebration of a City of the Imagination: The Paris Drawings of Charles Blackman, A.H. & A.W. Reed, 
Sydney, 1982, p.14 (illus. p.29)

$10,000 - $15,000
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113. RAY CROOKE
(1922-2015)

Girl and Sewing Machine
oil on canvas
74.0 x 102.0 cm
signed lower left: R Crooke

PROVENANCE
Holdsworth Galleries, Sydney, 1993 (label attached verso)
Private collection, Sydney
Menzies, Sydney, 22 March 2012, lot 94
Private collection, Brisbane

$20,000 - $28,000
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114. DAVID BOYD
(1924-2011)

War Games and Ragdoll 1968
oil on board
90.0 x 120.0 cm
signed and dated lower left: David Boyd 1968.

PROVENANCE
Artistry Galleries, Melbourne (label attached verso)
Private collection, Melbourne

$20,000 - $26,000
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116. PRO HART
(1928-2006)

Miners' Kids in the Park
oil on board
49.5 x 57.0 cm
inscribed lower left: MINER’S [sic] KIDS/  
IN THE PARK
signed lower right: PRO/ HART

PROVENANCE
Greythorn Galleries, Melbourne, 2002  
(label attached verso, stock no.7336)
Private collection, Melbourne

$5,000 - $7,000

115. SAM BYRNE
(1883-1978)

Rabbit Plague Raking Up Rabbits Broken 
Hill 1893
oil on board
50.0 x 60.0 cm
inscribed lower left: Rabbit Plague Raking up Rabbits 
Broken Hill 1893
signed lower right: Sam Byrne

PROVENANCE
Private collection, Victoria
Estate of the above

$5,000 - $7,000
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118. PRO HART
(1928-2006)

Broken Hill St. Pat’s Race Meeting
oil on canvas
49.0 x 59.0 cm
inscribed lower left: Broken Hill St. Pats 
[sic]/ Race Meeting
signed lower right: PRO/ HART

PROVENANCE
Greythorn Galleries, Melbourne, 2003
Private collection, Melbourne

$8,000 - $12,000

117. PRO HART
(1928-2006)

Race Meeting
oil on board
49.0 x 57.0 cm
signed lower right: PRO/ HART

PROVENANCE
Elder Fine Art, Adelaide, 2004
Private collection, Melbourne

$8,000 - $12,000
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119. DAVID BOYD
(1924-2011)

Playing in the Sand Dunes
oil on board
49.0 x 75.0 cm
signed lower left: David Boyd

PROVENANCE
Evan Mackley Gallery, Victoria, 2009
Private collection, Melbourne

$12,000 - $18,000
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120. DAVID BOYD
(1924-2011)

Reflection
oil on board
30.0 x 24.5 cm
signed lower left: David Boyd

PROVENANCE
Lawson~Menzies, Sydney, 19 June 2014, lot 110
Private collection, Victoria

$5,000 - $7,000

121. DAVID BOYD
(1924-2011)

Reaching for the Apple 1976
oil on canvas
41.0 x 30.5 cm
signed lower left: David Boyd
dated lower right: 1976

PROVENANCE
Private collection, Sydney
Thence by descent, private collection, Sydney

$5,000 - $7,000
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122. DAMIEN HIRST
born 1965, British

Norleucine (from 12 Woodcut Spots) 2010
coloured woodcut
76.0 x 76.0 cm (sheet)
edition of 48
hand signed in image

published by The Paragon Press, London

PROVENANCE
The Paragon Press, London, c2010
Private collection, Melbourne

$7,000 - $10,000
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123. INVADER
born 1969, French

Home Neptune 2010
colour screenprint
30.0 x 42.0 cm
edition: 44/50
numbered, signed and dated below image

published by Pictures on Walls, London (blindstamp lower left)

PROVENANCE
Pictures on Walls, London
Private collection, Melbourne

$15,000 - $25,000
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124. FRANCIS BACON
(1909-1992, British)

Oedipus and the Sphinx after Ingres 1984
lithograph
117.0 x 86.0 cm 
edition: 31/150
numbered and signed below image

published by Éditions de la Différence, Paris
printed by Arts Litho, Paris (blindstamp lower left)

PROVENANCE
Michael Nagy Fine Art, Sydney, 2001
Private collection, Victoria

REFERENCE
Sabatier, B., Francis Bacon: Catalogue Raisonné de l’Oeuvre Graphique de Francis Bacon, JSC Gallery, Paris, 2012, cat.18

RELATED WORKS
Oedipus and the Sphinx after Ingres 1983, oil on canvas, 198.0 x 147.5 cm, Museu Coleçao Berardo, Lisbon

$10,000 - $15,000
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125. JEFFREY SMART
(1921-2013)

The Waiting Bus 1986
lithograph
60.0 x 73.0 cm
edition: 68/80
numbered, titled and signed below image

PROVENANCE
Australian Galleries, Melbourne (label attached verso)
Private collection, Sydney
Thence by descent, private collection, Sydney

REFERENCE
McDonald, J., Jeffrey Smart: Paintings of the 70s and 80s, Craftsman House, Sydney, 1990, p.161, cat.309

$4,500 - $6,500
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126. MAX DUPAIN
(1911-1992)
collection of three silver gelatin photographs

(i) The Tug ‘Hero’ Towing ‘Pamir’ to Sydney Heads 1947 
silver gelatin photograph
45.5 x 39.0 cm
signed and dated below image 
printed 1980s

(ii) Surf Race Start 1940
silver gelatin photograph
18.5 x 24.5 cm
signed and dated below image 
printed 1970s

(iii) Portrait of Boy in Sunlight 1936
silver gelatin photograph
27.5 x 24.0 cm
signed and dated below image 
printed 1970s

PROVENANCE
The Estate of Max Dupain, Sydney
Private collection, Sydney

$5,000 - $8,000
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127. MAX DUPAIN
(1911-1992)
collection of four silver gelatin photographs

(i) Tamara Toumanova and Paul Petroff in Frenchs 
Forest 1940
silver gelatin photograph
30.0 x 37.0 cm
inscribed, signed and dated below image
inscribed verso 
printed 1970s

(ii) Solarised Portrait 1937
silver gelatin photograph
37.5 x 30.0 cm
inscribed, signed and dated below image 
printed 1970s

(iii) Waratah & Moon 1983
silver gelatin photograph
42.0 x 39.5 cm
signed and dated below image
statement of authenticity on verso, signed by Rex Dupain

(iv) Illuminated Nude II 1930s
silver gelatin photograph
23.0 x 29.5 cm (sheet)
signed and dated below image 
printed 1970s

PROVENANCE
The Estate of Max Dupain, Sydney
Private collection, Sydney

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

Palm Tree 2 1975
screenprint
81.5 x 60.0 cm
edition: 49/50
numbered and signed below image

stamped lower left with artist’s monogram

PROVENANCE
Private collection, Sydney
Deutscher~Menzies, Melbourne, 8 September 2004, lot 62
Private collection, Sydney

EXHIBITED
Brett Whiteley: Recent Paintings and Drawings, Fischer Fine Art, 
London, September 1977, cat.70 (another example)

REFERENCE
Brett Whiteley: The Graphics 1961-1992, Deutscher Fine Art, 
Melbourne, 1992, p.111, cat.19 (illus. p.30, another example)
McGrath, S., Brett Whiteley, Bay Books, Sydney, 1992, p.224, 
cat.54 (illus., another example)
Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.5, p.49, cat.60P  
(illus., another example), vol.7, p.818

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

Torajaland (Celebes) 1974
screenprint
68.5 x 57.5 cm
edition: 2/50
numbered, signed and dated below image
stamped lower left with artist’s monogram

PROVENANCE
Gift from the artist, private collection, Sydney, c1974
Thence by descent, private collection, Rome

REFERENCE
Mandy, R., Brett Whiteley: Graphics, 1961-1982,  
Art Gallery of Western Australia, Perth, 1983, p.13, cat.14 
(illus., another example)
Brett Whiteley: The Graphics 1961-1992, Deutscher  
Fine Art, Melbourne, 1995, p.111, cat.15 (illus. p.26,  
another example)
Sutherland, K., Brett Whiteley: Catalogue Raisonné, 
Schwartz Publishing, Melbourne, 2020, vol.5, p.46, 
cat.54P (illus., another example), vol.7, p.817

$7,000 - $9,000



ENQUIRIES
Brett Ballard 02 8344 5404 
bballard@menziesartbrands.com

Catherine Baxendale 02 8344 5404 
cbaxendale@menziesartbrands.com

Asta Cameron 03 9832 8700  
acameron@menziesartbrands.com
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PRIVATE TREATY SALES WITH MENZIES

Menzies is now offering Australian and International  
art for sale by private treaty – an individually tailored  
and confidential service that brings successful results.
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TIM STORRIER
(born 1949)

The Impedimenta
bronze

edition of 12
83.0 x 25.0 x 34.5 cm 

signed, numbered and stamped with 
foundry mark to base

PRICE ON APPLICATION



PRIVATE TREATY SALES WITH MENZIES

168



TIM STORRIER
(born 1949)

Equine Impedimenta (Tully's Baggage) 2019
large bronze
edition of 10

121.0 x 74.0 x 150.0 cm
numbered to base

stamped with foundry mark to base

PRICE ON APPLICATION

TIM STORRIER
(born 1949)

Equine Impedimenta (Tully's Baggage) 2019
maquette bronze

edition of 50
36.0 x 22.0 x 49.0 cm 
base length 31.5 cm

numbered and stamped with foundry mark to base

PRICE ON APPLICATION
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Presenting partner

Archibald Prize 2021 finalist
Natasha Bieniek Rachel Griffiths (detail) © the artist

Archibald, Wynne & 
Sulman Prizes 2021 
and Archie 100

5 Jun – 26 Sep 2021

OF  
THE

ARCHIBALD 
PRIZE

100 
YEARS
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Art advisory, conservation and framing of fine art and objects.

For over 20 years, Sophie Brown Conservation Framing has offered a complete art advisory service 
including advice on conservation for works on paper, paintings, textiles and objects as well as 

museum-grade presentation and framing of your valued art and objects. 

Call to make an obligation-free appointment to  
discuss conservation and framing of your fine art and objects.

Showroom: 92 Percival Road, Stanmore NSW 2048  
02 9518 0624    |    info@conservationframing.com.au    |    www.conservationframing.com.au
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NO MATTER WHAT YOU NEED TO MOVE,  
BESPOKE MOVES WILL TAILOR A SOLUTION  
TO YOUR NEEDS & BUDGET, WHETHER IT’S A 
NEW CONTEMPORARY INSTALLATION OR AN 
OLD MASTERPIECE WE’RE HERE TO HELP /

WWW.BESPOKEMOVES.COM.AU
E / sasha@bespokemoves.com.au    P / 0417 119 040

Contact Sasha Voss Tiltins:

MOVING, LOGISTICS &  
PROJECT MANAGEMENT

BESPOKE 
MOVES

Installation
Packing & Crating
Restoration

Unpacking & Home Set Up
Valuation
Courier Service

Import & Export
Interstate & Local

Luxury Home
Relocations
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INFORMATION FOR BUYERS 
AND 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 
www.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 – Auctioneer's Discretion

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 
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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 after 12pm 
noon, 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 are collected within seven days after 
payment and unsold property be collected 
within fourteen days after auction. If the goods 
remain after seven 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: 
www.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.

or more lots 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. Please note that Invaluable charges 
a live bidding fee of 5% of the hammer price. 
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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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 

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.

Menzies is not able to and does not carry 
out exhaustive enquiries with respect to the 
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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.

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

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

LOT NUMBER CATALOGUE DESCRIPTION COVER BID (where applicable)
Not including the buyer’s premium

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

AUSTRALIAN & INTERNATIONAL FINE 
ART & SCULPTURE

SALE DATE: 
SALE NUMBER: 90 

Email bids to  
art@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.

30 JUNE 2021 
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ABSENTEE BID FORM

LOT NUMBER 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:

AUSTRALIAN & INTERNATIONAL FINE 
ART & SCULPTURE

SALE DATE: 30 JUNE 2021

SALE NUMBER: 90

Email bids to  
art@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 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.

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
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COPYRIGHT

Lot Copyright Credit

1 © Margaret Preston/Copyright Agency, 2021

3 © Margaret Olley/Copyright Agency, 2021

4 © Arthur Boyd/Copyright Agency, 2021

5  © John Olsen/Copyright Agency, 2021

6 © Garry Shead/Copyright Agency, 2021

8 © Euan Macleod/Copyright Agency, 2021

10 © Ildiko Kovacs courtesy of Martin Browne Contemporary, Sydney

11 © Clement Meadmore/Copyright Agency, 2021

12 © Inge King/Copyright Agency, 2021

13 © John Coburn/Copyright Agency, 2021

16 © Arthur Boyd/Copyright Agency, 2021

17 © Charles Blackman/Copyright Agency, 2021

18 © John Perceval/Copyright Agency, 2021

19 © Garry Shead/Copyright Agency, 2021

20 © The Estate of Jeffrey Smart

21 © Peter Booth/Copyright Agency, 2021

25 © Andy Warhol/Copyright Agency, 2021

26 © Lin Onus/ Copyright Agency, 2021

28  © The Sidney Nolan Trust. All rights reserved,  
DACS/Copyright Agency, 2021

29 © Ray Crooke/Copyright Agency, 2021

30 © Charles Blackman/Copyright Agency, 2021

31 © Arthur Boyd/Copyright Agency, 2021

32 © Margaret Preston/Copyright Agency, 2021

35 © H, C and A Glad

36 © Garry Shead/Copyright Agency, 2021

37 © Charles Blackman/Copyright Agency, 2021

38 © Robert Dickerson/Copyright Agency, 2021

39  © The Sidney Nolan Trust. All rights reserved, DACS/Copyright 
Agency, 2021

40 © Arthur Boyd/Copyright Agency, 2021

41 © courtesy of Wendy Whiteley

42  © Andrew Klippel. Courtesy of The Robert Klippel Estate, 
represented by Annette Larkin Fine Art, Sydney and Galerie 
Gmurzynska, Zurich/Copyright Agency, 2021

43 © Emily Kame Kngwarreye/Copyright Agency, 2021

50 © Rick Amor/Copyright Agency, 2021

51 © Philip Wolfhagen/Copyright Agency, 2021

55 © David Larwill/ Copyright Agency, 2021

56 © John Olsen/Copyright Agency, 2021

57 © Ray Crooke/Copyright Agency, 2021

58 © Robert Dickerson/Copyright Agency, 2021

59 © Charles Blackman/Copyright Agency, 2021

60 © Charles Blackman/Copyright Agency, 2021

61 © Ray Crooke/Copyright Agency, 2021

63 © Robert Dickerson/Copyright Agency, 2021

64 © John Olsen/Copyright Agency, 2021

65 © The Estate of Jeffrey Smart

66 © Lloyd Rees/Copyright Agency, 2021

67 © Joy Hester/Copyright Agency, 2021

68 © Peter Booth/Copyright Agency, 2021

69 –

72  © The Sidney Nolan Trust. All rights reserved, DACS/Copyright 
Agency, 2021

73 © John Perceval/Copyright Agency, 2021

74 © Garry Shead/Copyright Agency, 2021

78 © Arthur Boyd/Copyright Agency, 2021

81 © H, C and A Glad

82 © H, C and A Glad

84 © H, C and A Glad

85 © Emily Kame Kngwarreye/Copyright Agency, 2021

92 © McLean Edwards/Copyright Agency, 2021

94 © Adam Cullen/Copyright Agency, 2021

96 © Courtesy of the artist and Roslyn Oxley9 Gallery, Sydney

98 © Jasper Knight/Copyright Agency, 2021

102 © Tony Tuckson/ Copyright Agency, 2021

105 © John Perceval/Copyright Agency, 2021

106  © The Sidney Nolan Trust. All rights reserved, DACS/Copyright 
Agency, 2021

107  © The Sidney Nolan Trust. All rights reserved, DACS/Copyright 
Agency, 2021

108  © Albert & Barbara Tucker Foundation. Courtesy of Smith & Singer 
Fine Art

109 © John Perceval/Copyright Agency, 2021

110 © Robert Dickerson/Copyright Agency, 2021

111  © The Sidney Nolan Trust. All rights reserved, DACS/Copyright 
Agency, 2021

112 © Charles Blackman/Copyright Agency, 2021

113 © Ray Crooke/Copyright Agency, 2021

114 © David Boyd/Copyright Agency, 2021

119 © David Boyd/Copyright Agency, 2021

120 © David Boyd/Copyright Agency, 2021

121 © David Boyd/Copyright Agency, 2021

122  © Damien Hirst and Science Ltd. All rights reserved, Copyright 
Agency & DACS 2021

124  © The Estate of Francis Bacon. All rights reserved. DACS/Copyright 
Agency, 2020

125 © The Estate of Jeffrey Smart

126 © Max Dupain/Copyright Agency, 2021

127 © Max Dupain/Copyright Agency, 2021

128 © courtesy of Wendy Whiteley

129 © courtesy of Wendy Whiteley
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