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JEFFREY SMART
Study for The Island 1961-62
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MARGARET OLLEY
Patricia with Fruit and Flowers 1965
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RUPERT BUNNY
On the Landing c1913
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ETHEL CARRICK
Concert in the Luxembourg Gardens 1909
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JOHN OLSEN
Self Portrait in a Dog Landscape 1993
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In traditional landscape painting, trees are typically employed 
as a compositional device – a means of framing a particular 
passage or view. In this watercolour by Albert Namatjira, the 
central tree has become a subject unto itself: we are presented 
with a portrait of an individual living entity.1  With its broad bare 
trunk, broken limbs and smooth, wrinkled bark, Namatjira’s 
tree invites comparison with our own anatomy. It too bears 
the marks of age and experience, as seen in the lumpen 
rounded scars and blackened wood of severed branches.  
The tree’s anthropomorphic qualities are further accentuated 
by Namatjira’s cropped and foreshortened perspective, such 
that the trunk acquires a monumental appearance, pressed up 
against the surrounding landscape.2  

Namatjira’s portraits of trees were prominently featured in the 
pivotal travelling exhibition, Seeing the Centre: The Art of Albert 
Namatjira 1902-1959, curated by Alison French for the National 
Gallery of Australia in 2002. The present work compares 
favourably with several of the watercolours included in the 
exhibition, such as Ghost Gum c1948 (gifted to the National 
Gallery of Australia in 2008) and Ghost Gum c1945-53 in the 
Museum and Art Gallery of the Northern Territory, Darwin.3

FOOTNOTES

1.  ‘Saplings and Survivors: Portraits of Trees,’ in French, A., Seeing the Centre: The Art  
of Albert Namatjira 1902-1959, National Gallery of Australia, Canberra, 2002, p.117

2. Ibid., p.117

3.  As illus. in French, A., Seeing the Centre: The Art of Albert Namatjira 1902-1959, 
 pp.124–125

Catherine Baxendale
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ALBERT NAMATJIRA
(1902-1959)
Arrernte/Aranda language group

River Red Gum in Landscape
watercolour on paper
51.5 x 34.5 cm
signed lower right: ALBERT NAMATJIRA

PROVENANCE

Private collection, New South Wales, by 1963
Thence by descent, private collection, New South Wales

RELATED WORKS

Ghost Gum c1948, watercolour on paper, 41.0 x 31.0 cm, National Gallery of Australia collection, Canberra, Gift of Gordon and Marilyn 
Darling, 2008

$25,000 - $35,000
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02 

ELLIS ROWAN
(1848-1922)

Spider, Leaves and Fruit c1916
watercolour and gouache on paper on board
53.5 x 37.5 cm
signed lower right: Ellis Rowan

PROVENANCE

Acquired from the artist, private collection, c1920
Thence by descent, private collection, New South Wales

$3,000 - $5,000
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NORA HEYSEN
(1911-2003)

Still Life
oil on canvas
64.0 x 49.0 cm
signed lower right: Nora Heysen

PROVENANCE

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

$22,000 - $28,000
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04

DORA WILSON
(1883-1946)

Boulevard des Capucines, Paris
oil on canvas
45.0 x 39.5 cm
signed lower right: - DORA L. WILSON -

PROVENANCE

Fine Art Society's Gallery, Melbourne, 1930
Private collection, Victoria
Thence by descent, private collection, Victoria

EXHIBITED

Exhibition of Paintings by Dora Wilson, Fine Art Society's 
Gallery, Melbourne, 20 - 29 March 1930

LITERATURE

'Woman Artist Who Loves Streets: Miss Dora Wilson and 
Her Work,' The Herald, Melbourne, 22 March 1930, p.10

$4,000 - $6,000

05 

DORA WILSON
(1883-1946)

Collins Street, Melbourne
oil on board
44.0 x 39.0 cm
signed lower right: - DORA L. WILSON -

PROVENANCE

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

$5,000 - $7,000
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RUPERT BUNNY
(1864-1947)

Frozen Trees, Bandol c1929
oil on canvas
63.5 x 53.5 cm
signed lower left with artist's monogram

PROVENANCE

The Estate of Rupert Bunny, Melbourne
The Macquarie Galleries, Sydney, 1947
Dr Ewan Murray-Will, Sydney
Thence by descent, Sir Kenneth & Lady Noad, Sydney, 1970
Christie's, Melbourne, 20 March 1978, lot 111 (as Frozen Trees)
Private collection
Sotheby's, Melbourne, 26 April 1999, lot 54  
(as Peasant in the Garden)
Kozminsky Galleries, Melbourne
Private collection, Sydney

EXHIBITED

Exposition Rupert Bunny, Paysages du Midi, Galeries Georges 
Petit, Paris, 16 - 30 November 1929, cat.27 (as Arbres Gelés, 
Bandol)
Hogan's Art Gallery, Melbourne, 1938, cat.16 (as Frozen Trees)
An Exhibition of South of France Landscapes by Rupert Bunny,  
The Macquarie Galleries, Sydney, 15 - 30 April 1942, cat.1
Nineteenth Annual Exhibition of the Contemporary Group,  
Blaxland Gallery, Sydney, 3 - 14 July 1944, cat.75

LITERATURE

Turnbull, C. & Buesst, T., The Art of Rupert Bunny, Ure Smith, 
Sydney, 1948, p.71 (as Frozen Trees)
Thomas, D., Rupert Bunny 1864-1947, Lansdowne Press, 
Melbourne, 1970, n.p., cat.O392
Reddin, C., Rupert Bunny Himself: His Final Year in Melbourne,  
self-published, Melbourne, 1987, p.194
Thomas, D., The Life and Art of Rupert Bunny: A Catalogue 
Raisonné, Thames & Hudson, Melbourne, 2017, vol.2, pp.87-88, 
cat.O878

$20,000 - $25,000
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The death of George Lambert in 1930 marked the end of the 
extraordinary life of a painter who in passing called neither 
Australia nor England home. Restlessness and energy marked 
Lambert’s life, and in death the tributes flowed from painters 
who saw Lambert as the great light of Australian painting and 
one of the last Edwardians. Publicly, the response was swift 
with the mounting of the Lambert Memorial Exhibition in 
Sydney in November soon after the artist’s death.

It is from this exhibition that The Blue-Coat Boy 1918 comes. It is 
a portrait that relates to Constant Lambert as a Blue-Coat Boy 
1916, a painting exhibited in the George Lambert Retrospective 
at the National Gallery of Australia in 2007. Both paintings show 
Constant in his Christ’s Hospital school uniform, both in three 
quarter. In this, our present lot, the young Constant, already 
thirteen, sits with head raised and gaze fixed. He seems already 
to have addressed the greater and more pressing issues of his 
future role as a composer and musical critic.

George Lambert was by all accounts a distant father to 
Constant and his first son Maurice, but absence, allied to the 
artistic example his father set, provided Constant with the 
means to set his own course and to better his beginnings which 
he described fancifully as ‘A Francophil [sic] English composer-
conductor born to an Australian painter from St Petersburg.’1 

Constant had great early acclaim working famously with Serge 
Diaghilev on the commissioned ballet Romeo and Juliet in 
1926. As Musical Director of the Vic-Wells ballet and in turn 
Sadler’s Wells ballet from the early thirties gave Constant huge 
influence and the platform from which to write and produce 
music, notably Horoscope 1938 and Tiresias 1951. 

To view George Lambert’s portrait The Blue-Coat Boy is to look 
back on an extraordinary life. The sitter’s achievements are 
clearly noted but it is what the painter brings to the present 
moment that is telling. Constant is contained most beautifully 
by a network of visual inflections: the upright proud-pose and 
the red-rouge lips - one practical, the other sensuous, signpost 

engagement. The shallow depth of the portrait brings close 
attention to the head, hair and skin. The red-apple cheeks 
belie the intent that life holds for the sitter. From without, 
the painter, pater familias, applies paint quickly, confidently.

How fortunate then to see this painting again in the public 
domain having been held in the same family for more than  
75 years. The Blue-Coat Boy  speaks equally of the artist 
George Lambert as it does of the sitter, Constant. They 
remain, father and son, a testament to artistic will and lives 
lived passionately.

FOOTNOTES 

1.   Motion, A., The Lamberts: George, Constant and Kit, The Hogarth Press, London, 
1987, p.121 

Brett Ballard
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GEORGE W. LAMBERT
(1873-1930)

The Blue-Coat Boy 1918
oil on board
38.5 x 29.5 cm
signed and dated lower right: GW. LAMBERT 1918
signed and inscribed verso: The Blue Coat Boy/ Leonard Constant Lambert/ by Geo W. Lambert

PROVENANCE

Sir George Tallis, New South Wales
Mr Alfred Bardsley, Melbourne, by 1935 
Thence by descent, private collection, Victoria

EXHIBITED

Loan Exhibition of Australian Paintings, National Gallery of Victoria, Melbourne, 9 July - 29 August 1925, cat.191 (label attached verso)
Lambert Memorial Exhibition, Anthony Hordern's Fine Art Gallery, Sydney, 25 September - 15 October; Education Department's Art 
Gallery, Sydney, 26 November - 12 December 1930, cat.136

LITERATURE

'Lambert Exhibition: Sydney Pays Tribute to Master Painter,' The Herald, Melbourne, 9 December 1930, p.12

$20,000 - $30,000

Figure 1

The present work on display in the Lambert Memorial Exhibition, 1930

Image courtesy of the Mitchell Library, State Library of New South Wales, Sydney
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08

EUGENE VON GUÉRARD
(1811-1901)

Jebel Shamsan, Aden c1891
oil on board
21.5 x 30.5 cm
signed and dated lower right: Eug. v. Guerard/ 31 Mai London

PROVENANCE

Private collection
Christie's, London, 29 October 1980, lot 232 (as Fishing Vessels off 
an Island)
Deutscher Fine Art, Melbourne, 1980
Private collection
Leonard Joel, Melbourne, 1 August 1984, lot 178 (as Fishing Boats 
on a Calm Sea)
Ms Patricia Noel Callander, Victoria
Estate of the above
Menzies, Melbourne, 23 September 2010, lot 72 (as (Red Sea 
Landscape) c1885)
Private collection, Melbourne
Lawson~Menzies, Sydney, 23 February 2012, lot 42 (as (Red Sea 
Landscape) c1885)
Private collection, Sydney

EXHIBITED

Eugene von Guérard: Artist-Traveller, Art Gallery of Ballarat, 
Victoria, 24 March - 27 May 2018 (label attached verso)

LITERATURE

Bruce, C., Comstock, E. & McDonald, F., Eugene von Guérard 
1811-1901: A German Romantic in the Antipodes, Alister Taylor 
Publishers, New Zealand, 1982, p.280, cat.182 (as Red Sea 
Landscape c1885; described as an oil on canvas)

RELATED WORKS

Jebel Cherib 1885, oil on cardboard, 30.5 x 47.6 cm,  
Art Gallery of New South Wales collection, Sydney,  
Gift of Frank McDonald, 1970

$35,000 - $45,000

Although the many mountain ranges that you catch sight 
of here both on the African as well as on the Arabian side 
appeared almost universally bare, the imposing forms and 
colours with the variation of the lighting are indescribably 
beautiful. I could hardly tear myself away from the view.1

Not long before sunset on 31 January 1882, Eugene von 
Guérard saw, for the first time, the breath-taking forms and 
colours of the mountains of the Arabian (Yemeni) coast. From 
the deck of the R.M.S. Carthage, he watched, transfixed, as the 
Aden peninsula and then the Shamsan Range and its highest 
mountain, Jebel Shamsan, rose into view. In an exquisite pencil 
drawing, he recorded the jagged silhouettes and the fall of 
light and shadow over the ridges of the multiple peaks of the 
peninsula that protects the harbour and port city of Aden. 
This was a part of the world that von Guérard had longed to 
see and, as the Carthage made its way along the Red Sea, he 
filled a further thirty-two pages of his sketchbook with rapidly 
executed drawings of the ‘indescribably beautiful’ mountains 
that line its coast.

On 4 January 1882, von Guérard, today recognised as one of 
the greatest landscape painters to have worked in Australia in 
the nineteenth century, his wife Louisa and their twenty-four 
year old daughter Victoria, sailed from Melbourne for Europe. 
After twenty-eight years, during which he became, arguably, 
the colony’s leading landscape painter, the inaugural curator 
of the National Gallery of Victoria (its de facto Director) and 
the first painting master of the Gallery School, it was time to 
return to Düsseldorf to be reunited with friends and family. 

Jebel Shamsan, Aden was painted in von Guérard’s first floor 
studio at Glebe House, the Chelsea home of his daughter and 
her British husband, Reginald Blunt. The artist and Louisa (until 
her death early in 1891) lived there from late 1890. As the present 
painting reveals, the intense colour and magical effects of the 
light on Jebel Shamsan at sunset still resonated in the artist’s 
memory. The work is informed by the sketchbook drawing, 

with its precise rendering of the complex geomorphology 
of the range (the panoramic proportions of the double-page 
drawing are masterfully compressed to fit the squarer format 
of the painting). Annotations of the drawing record colours, 
the stretches of sand on the shoreline and the height (1,776 
feet) of Jebel Shamsan. Sketches of Arab dhows with their 
slanting triangular sails and extensively notated costume 
studies appear on other pages in this sketchbook. 

Dated only ’31 Mai,’ Jebel Shamsan was almost certainly 
painted in 1891 or 1892, when it is known that the family was 
in London and von Guérard was actively painting. Perhaps 
the work was completed on that one day: the brushwork has 
the looseness and energy typically associated with the oil 
sketches that von Guérard painted directly from nature. The 
composition, however, is carefully considered. The angles of 
the lozenge-shape of the mountain and its reflected shadow 
echo throughout the composition – in the diagonals of 
boat masts, ridge-lines and steep peaks. The compositional 
geometry that underpins this work continues with the 
alignment of the fishing boat with the edge of the shadowed 
reflection and in the form of the cloud mass above. Sea birds 
circle, fishermen haul in their nets and double-masted dhows 
approach from the east: behind them the rocky forms of the 
volcanic Jebel Shamsan blaze with fiery colour.

A related subject, von Guérard’s Jebel Cherib 1885, is held by 
the Art Gallery of New South Wales. 

FOOTNOTES

1.   Eugene von Guérard to Julius von Haast, 14 April 1882, T. Darragh and R. Pullin, 
Lieber Freund! Letters from Eugen von Guérard to Julius von Haast, Art Gallery of 
Ballarat, Victoria, 2018, p.54

Dr Ruth Pullin

Dr Ruth Pullin is an art historian, a Eugene von Guérard specialist and the 
curator of the National Gallery of Victoria’s major 2011 touring exhibition, 
Eugene von Guérard: Nature Revealed (as co-curator) and Eugene von 
Guérard: Artist-Traveller, Art Gallery of Ballarat, 2018.
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Figure 1
Jebel Sham 

pencil on paper
8.3 x 13.5 cm

image no.20 from vol.16, sketchbook XXXIX, ‘Australia and New Zealand, 1877-1882’, by Eugene von Guérard
Dixson Galleries collection, State Library of New South Wales, Sydney
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CHARLES BLACKMAN
(1928-2018)

Sea Poem, Boys Levitating 1966
oil on paper on board
45.0 cm x 70.5 cm
signed and dated upper right: BLACKMAN 1966
inscribed verso: SEA POEM/ BOYS LEVITATING/ B

PROVENANCE

The Johnstone Gallery, Brisbane, c1966 (label attached verso)
Private collection, Brisbane
Thence by descent, private collection, Sydney

EXHIBITED

'Reflections' by Charles Blackman, The Johnstone Gallery, Brisbane, 14 - 31 August 1966, cat.33 (as Boy Levitating)

$20,000 - $30,000
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RAY CROOKE
(1922-2015)

Still Life
oil on paper on board
45.0 x 61.0 cm
signed lower centre: R Crooke

PROVENANCE

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

$10,000 - $15,000
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GARRY SHEAD
born 1942

(Petit) Petit Testament 2006
oil on board
71.5 x 60.0 cm
signed lower right: Garry Shead
inscribed verso: (Petit) Petit Testament

PROVENANCE

The artist
Private collection, New South Wales

EXHIBITED

50th Anniversary Exhibition, Australian Galleries, 
Melbourne, 5 - 18 June 2006, cat.68 (label attached verso, 
stock no.103313)
Stock Show, Australian Galleries, Melbourne,  
19 December 2006 - 21 January 2007, cat.61

RELATED WORKS

Petit Testament 2004, oil on linen, 92.0 x 121.0 cm,  
private collection; illus. in Grishin, S., Garry Shead:  
The Apotheosis of Ern Malley, Australian Galleries, 
Melbourne, 2008, p.61, pl.11

$35,000 - $45,000
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JOHN COBURN
(1925-2006)

Tree of Life - Autumn 1994
oil and gold leaf on canvas
76.0 x 91.5 cm
signed lower right: Coburn
signed, dated and inscribed verso: JOHN COBURN/ TREE OF LIFE - 
AUTUMN/ OIL & GOLD LEAF/ 1994

PROVENANCE

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

EXHIBITED

John Coburn: Paintings and Works on Paper, Australian Galleries, 
Melbourne, 7 October - 2 November 1996, cat.9 (label attached 
verso, stock no.23007)

$20,000 - $30,000
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13 

JOHN KELLY
born 1965

Cow Up a Tree 1999
painted bronze
50.0 x 23.0 x 28.0 cm
edition: 2/9
signed, dated and numbered to base: Klly 99/ 2/9
stamped to base: J KELLY/ 99 NO TWO

PROVENANCE

Niagara Galleries, Melbourne, 2000
Private collection, Melbourne
Thence by descent, private collection, Melbourne, 2004

$40,000 - $50,000
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BEN QUILTY
born 1973

Overpass 2002
oil on canvas
180.5 x 140.0 cm
signed with initials lower left: bq
signed, dated and inscribed verso: 'Overpass'/ Oil on 
canvas/ 2002/ B Quilty/ signed LL/ 180 x 140 cm/ To: 
University &/ Schools Club/ 60 Phillip Street/ Sydney

PROVENANCE

Maunsell Hughes Gallery, Sydney
Private collection, Melbourne
Mossgreen, Sydney, 2017 [private sale]
Private collection, Sydney

EXHIBITED

University and Schools Club Art Show, Sydney, 2002
Torana, Maunsell Hughes Gallery, Sydney, 15 - 30 
October 2003 

$30,000 - $40,000
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ADAM CULLEN
(1965-2012)

Feral Pig
synthetic polymer paint on canvas
92.0 x 92.0 cm
signed with initial lower left: A

PROVENANCE

Private collection, Sydney

$8,000 - $12,000
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16

ADAM CULLEN
(1965-2012)

Megafauna
synthetic polymer paint on canvas
120.0 x 90.0 cm
signed with initial lower left: A

PROVENANCE

Flinders Street Gallery, Sydney
Private collection, Sydney

$15,000 - $20,000
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The numbers don’t lie. CJ Hendry, born in South Africa, raised 
in Australia and now based in New York, has built a social media 
empire considerably larger than her peers. And she’s done it by 
harnessing the power of her art.

On Instagram, Hendry has accumulated almost 600,000 
followers, more than, say, Jeff Koons and Cindy Sherman and 
not far behind Damien Hirst, one of the art world’s great self-
promoters, who has more than 800,000. Closer to home, she 
has more followers than all the directors of Australia’s major 
galleries combined. More than their galleries too. And if some 
aspects of her work—the hyper-realism, the intersection with 
fashion — bring to mind Michael Zavros, another Brisbane artist, 
albeit one who works rather more within the conventional 
gallery system, then one clear point of difference can be found, 
yes, on Instagram, where Hendry has more than five times as 
many followers. It’s quite the turn of events for a university 
drop-out who once described her work simply as scribbling.1

Could we be reading too much into these numbers? After all, 
it’s just Instagram, the more palatable arm of Facebook, a 
platform dominated by names like Cristiano Ronaldo, Beyoncé 
and Taylor Swift. But there’s a reason those names are big 
on Instagram, just as there’s a reason the majority of visual 
artists have a presence there as well. This is a visual platform, 
individually curated, its message carried directly to the viewer, 
with more than a billion active users worldwide. The business 
of art is evolving into new forms of expression—and who’s 
to say that Hendry, whose first major commission came via 
Instagram, hasn’t simply adjusted to this new realm faster 
than everyone else? Kanye West paid attention when she put 
his face on a dollar bill. Everyone else is just catching up.

Social media can only take us so far, of course: there needs 
to be something behind the curtain. The first point to make 
about these two rich, globby streaks of colour, one red and one 
blue, is that both were created using pencil. They’re drawings, 
in other words. A playful sort of self-mockery can be felt in 
Hendry’s choice of subject, since she insists (on Instagram) 
that she can’t really paint. But these drawings, like much of her 
art, are the result of careful discipline and many, many hours 
of labour. Lean in close and the devotion is impossible to miss.

Hendry made her name with a series of photorealistic 
drawings posted on social media. Her favourite subjects were 
fashion items, luxury goods, each one packed with detail, and 
mostly in black and white. In 2015, when she moved to New 
York, she felt a renewed sense of creative freedom and found 
herself welcomed into the city’s fashion and art communities. 
Her profile grew, online and off.

Then came her collaboration with Christian Louboutin, the 
craftsman of choice for well-heeled heels, in a show for Art 
Basel Hong Kong. It was the first time Hendry had worked 
with a brand in this way, and the results were striking. 
‘Some artists now are quite industrial in their approach,’ 
Louboutin said, ‘but in her work you almost find a patina, a 
handcraftsmanship in the way she uses colours.’2

The key to their collaboration was colour rather than product. 
Art Basel guests came face to face with an assortment of her 
colours, all displayed like samples in a workshop, each one 
as tangible as the next. In Hendry’s hand, thick oil paint was 
given a materiality that threatened to break free from the 
surface. Which is why you really had to be there: even when 
images find a wider audience online, nothing comes close to 
the real thing.

FOOTNOTES

1.  Fortescue, E., ‘CJ Hendry decided to ‘scribble’ her life away and she’s never 
looked back,’ The Daily Telegraph, Sydney, 2 August 2014 [accessed October 2021]: 
https://www.dailytelegraph.com.au/entertainment/sydney-confidential/cj-
hendry-decided-to-scribble-her-life-away-and-shes-never-looked-back-writes-
elizabeth-fortescue/news-story/ad2c77f83a1be78fdb6ad07bee267322

2.   Stewart, C., ‘The Hyper-real Deal,’ The Weekend Australian Magazine, 15 June 
2019 [accessed October 2021]: https://www.theaustralian.com.au/weekend-
australian-magazine/cj-hendry-flying-high-in-the-art-world/news-story/93b66
701aaa398450f805dc8121f06d9 
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By the late 1960s, when the present work was created, Charles 
Blackman had already exhibited his three major series: the 
Schoolgirls paintings of 1951 to 1954, the Alice in Wonderland 
paintings of 1956, and the Faces and Flowers paintings of the 
late 1950s – all motifs that he returned to throughout his 
career. Having cemented his place in the Australian art scene, 
Blackman and his family moved to London in 1961 where he 
exhibited at Whitechapel Gallery. However, missing the warm 
weather and sunny beaches of Australia, the family moved back 
to Sydney in 1967, the same year he painted Nude - The White 
Room. As Barbara Blackman wrote in a letter to Baillieu Myer 
that year, ‘Charles is happy to be back and tied to the apron 
strings of old Mother Harbour.’1 The couple visited London the 
following year, 1968, for The Leicester Galleries exhibition in 
which this present work was shown, before finalising their 
move back to Australia by way of shipping their remaining 
London possessions to Sydney.2 Also included in this exhibition 
were several similar nudes, including Nude – The Blue Room 
(cat.4) and Nude – The Transparent Room (cat.5). 

Nude - The White Room can be seen as a continuation of 
Blackman’s celebrated Faces and Flowers paintings from 
the late 1950s, with the nude form replacing the close-up 
female face, but the flowers remaining a constant. The Faces 
and Flowers pictures emerged in the immediate aftermath of 
Blackman’s much celebrated  Alice in Wonderland  paintings, 
and the two series are closely related in their depiction of 
female subjects alongside vibrant natural forms. Indeed, the 
mop of yellow-blonde hair in the present work is reminiscent 
of his depictions of Alice. 

In his Faces and Flowers pictures the female faces are depicted 
with expressions of introspection and vulnerability, emotions 
that are repeated here in the woman’s body language, her 
shoulders high and tense as she turns her back on the flowers 
and the viewer. The soft shape of her pink body contrasts with 
the sharp edges and bright, primary coloured tabletop behind 

her. Blackman has dispensed with the chiaroscuro effect of  
his earlier works, where flowers seem to illuminate the 
shadowy faces of the women, instead filling the room 
with swathes of red paint stark against the white-walled 
background. Red flowers were a favourite of Blackman’s, 
and the following poem written by Blackman resonates 
eloquently with the present painting:

The colour of the poppy 
An incandescent stain 
from point to point. 
The petalled unfolding 
examines the dream 
within the flower…3

When Blackman was first learning to draw as a young man, 
he attended life drawing classes. He saw these classes as 
fundamental to any artist’s education, describing them as, ‘a 
unique institution… every artist who has not participated in 
this area is missing something essential from his experience. 
All through history painters have worked from the model, it 
is a universal truth.’4 This formal training in depicting human 
anatomy is the solid foundation underpinning his work. It 
allowed him to imbue his figures with a palpable sense of 
emotion with a few well-chosen lines of the body, as expertly 
executed in Nude - The White Room.

FOOTNOTES

1.  Blackman, B., as quoted in Moore, F., Charles Blackman: Schoolgirls and Angels, 
National Gallery of Victoria, Melbourne, 1993, p.23

2.  Moore, F., Charles Blackman: Schoolgirls and Angels, National Gallery of Victoria, 
Melbourne, 1993, p.23

3.  Amadio, N., Charles Blackman: The Lost Domains, A.H. & A.W. Reed, New York, 1982, 
p.32

4.  Blackman, C., as quoted in Amadio, N., Charles Blackman: The Lost Domains, A.H.  
& A.W. Reed, New York, 1982, p.117

Asta Cameron
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painting horizontally, visually but not actually crossing 
under the island and leaving, at the points they meet, little 
crises of optical geometry. The upper left extremity of the 
Island meets the zebra stripe, a post, and the shadow in a 
tightly composed and neatly rendered, physically credible 
engagement. This construction has a second stanza at 
the right-hand side of the composition where the stripes 
emerge from behind the Island with another, related and 
varied passage that consists of the same elements. 

The effect is musical and almost mechanical. Like much 
of Smart’s work, it recollects the watchmaker’s art. It is 
this passage of painting that does all the heavy lifting of 
The Island. It is the real subject of this painting. Like a well-
made clock, Smart’s work is one thing on the face and then 
behind the face a maze of turning wheels, springs and 
cogs that are purposeful, precise and sophisticated, and 
these complications, to use a watchmaker’s term, are the 
foundation of Smart’s art and the reason that we all value 
it so highly.

In 1963 Smart was able to realise a long-standing ambition 
to go to Europe to live and work there. For an artist 
of Smart’s disposition, the ability to immerse himself 
in art history was the most important consideration. 
By standing in front of great art Smart could draw 
inspiration. Measuring himself against it was essential to 

A solitary woman is walking away from us, strolling down 
the road of a modern city. There is a breeze: a scrap of paper 
tumbles across the road. Sharp shadows cut cross the scene 
and streaks of cloud darken the sky. The woman has an 
umbrella open and yet there is no sign of rain. Although the 
image contains elements that add up to the suggestion of 
a storm, the scene is pervaded by the sort of stillness that 
we know well from the work of Jeffrey Smart. The action 
we see is only part of the painting. Much of the somewhat 
puzzling narrative of the work is created by the intrigue of 
things possibly happening outside our field of vision, in the 
mind of the viewer. 

We might look for clues to the meaning of the work by 
closely examining the objects depicted. The banal objects 
that Smart depicts are enriched and transformed with his 
use of irony. The main part of the composition is taken up 
with a traffic island. Here we have one of Smart’s typically 
facetious references to the title of the painting. Nothing 
could be further from any romantic notion of the word 
‘island’ than this functionally garish thing. Its large block 
of diagonal stripes represents the most eye-catching 
component of the entire composition. This threatens to 
dominate the scene, so Smart disarms it by propping it on 
some spindly posts, and then challenges it with another, 
independent group of lines, zebra stripes, that traverse the 

Figure 1

The Island 1962
oil on canvas
90.0 x 111.0 cm
Royal Perth Hospital Art Collection, Perth
Sir Claude Hotchin Bequest
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Smart’s repertoire: the woman with the umbrella that 
had been used in his early Procida - Self Portrait with Still 
Life 1953, reappears in The Road 1961 painted a year before 
The Island, and was still in use fifty years later in 2003 in 
The Santiagio Flight II. The figure places the work within 
the main stream of Smart’s career. The motif, part visual 
pointer, part deliberate cliché, and many more things play 
a vital role in the delicate balance of the components that 
go to make up the work of one Australia’s most distinctive 
and best loved artists.

Tim Abdallah

his own progress towards a style of his own. Although some 
other aspects of his persona might re-enforce that notion, 
his confirmed interest in the European Old Masters does 
not necessarily suggest that Smart was a reactionary. His 
relationship with contemporary developments in Europe 
was nuanced, at once critical, possibly competitive, and not 
always respectful. In his work we often find evidence of 
Smart looking to demonstrate that contemporary art could 
be a source, and be applied to his own work in a way that 
lampooned it, but did so in an intelligent way.

Over a career spanning more than seventy years, Jeffrey 
Smart refined his painting until it was able to serve his 
particular purpose of creating these intellectual games. This 
development, evident in his earliest work reached maturity 
in the early years of the 1960s, when his compositions, his 
subjects, his technique and his interests are dovetailed 
into a burnished mature style. The painting that might be 
recognised as the moment his style was crystallized, The 
Cahill Expressway 1962 is now an icon of Australian art. 
Study for The Island, painted in the same year, is a remarkably 
early example of Smart’s mature style and is a valuable and 
completely delightful preparatory work for one of the 
very best paintings of this important era for the artist: his 
The Island 1962 now in the collection of the Royal Perth 
Hospital. The composition combines familiar motifs from 

Figure 2

The Road 1961
oil on board
70.0 x 60.5 cm
Sold Bonhams, Sydney, 24 August 2021, lot 15, 
$393,600 (including buyer’s premium)
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Patricia with Fruit and Flowers belongs to a rare and important 
group of works created in Brisbane during the 1960s, when 
Margaret Olley first achieved recognition on a national scale. 
In 1962 Olley was heralded by the Courier-Mail as Australia’s 
‘top woman painter’ following a sell-out show at Brisbane’s 
Johnstone Gallery, which doubled the previous sales record 
for any Australian female artist.1 From 1962 to 1965, Olley 
won nine major prizes for painting, including the Redcliffe Art 
Contest in August 1965 for Patricia with Fruit and Flowers. Her 
works drew effusive praise from critics of the day, including J. 
V. Duhig of The Bulletin who wrote that Olley’s paintings were 
‘colossal in power, skill and colour.’2  

Olley’s portraits of Aboriginal women from this period 
are unique within her oeuvre and the history of Australian 
art. Many of Olley’s models were residents of a hostel for 
indigenous women in South Brisbane, not far from ‘Farndon’, 
her family home in Hill End. Olley is thought to have 
encountered the women during her daily tram commute to 
an antiques shop she owned in Stones Corner.3 Inviting the 
models back to her studio, Olley would paint them from life in 
a variety of poses. Her earliest works on this theme – a series 
of eight nudes of Aboriginal women – shocked Brisbane’s 
prudish art establishment when they were first exhibited at 
the Johnstone Gallery in 1962.4 This reaction belied the fact 

that Olley’s paintings were not overtly sexual in nature and 
drew heavily upon Western traditions of the reclining nude.  
It is possible then that the racial identity of Olley’s sitters  
was construed as a provocation. ‘Painted at a time when 
so many depictions of Aboriginal people were clearly 
derogatory,’ Olley’s nudes instead emphasized the natural 
beauty and desirability of Aboriginal women, albeit from  
a Westernised perspective.5

Patricia with Fruit and Flowers comes from a subsequent 
series of works presenting clothed and seated figures, amid 
elaborate arrangements of still-life. Patricia is depicted in 
a moment of quiet and dignified contemplation. The table 
is filled with a basket of mandarins and a vase bursting 
with calendulas, marigolds and daisies. Olley’s painting is a 
masterful arrangement of colour and form, achieving perfect 
harmony between complementary blues and yellows.  
The scrunched tablecloth and molded three-dimensionality 
of the fruit are strongly reminiscent of Cézanne, of whom 
Olley was a lifelong admirer. There is an appealing unfussiness 
to Olley’s composition, and a matter-of-factness in her 
approach to the sitter, who has not been idealised. 

The identity of Olley’s Aboriginal models, including Patricia, 
remains largely unknown. Olley painted a model by the same 
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name two years before the present work: Patricia 1963 is an 
intimate head-and-shoulders portrait of an Aboriginal woman 
with cropped hair, who may or may not be the sitter of Patricia 
with Fruit and Flowers.6 Olley preserved the individuality 
of her sitters by including their names in the titles of her 
paintings: other indigenous models included Susan (Susan 
with Flowers 1962), Dina (Dina 1962), Daphne (Daphne and Still 
Life 1964), Marlene (Marlene with Allamandas 1964), Zillah 
(Zillah 1962) and Gladys (Gladys 1962). While Olley’s works 
will always be subject to contemporary re-interpretation 
– both from indigenous and non-indigenous perspectives 
– they must also be considered within the context of their 
time, when Aboriginal Australians were engaged in a hard-
fought campaign for greater civil and legal rights.7 Olley’s 
first Aboriginal portraits coincided with the passage of the 
Commonwealth Electoral Act 1962, which would finally 
grant full voting rights to indigenous Australians residing  
in Queensland. 

Patricia with Fruit and Flowers is a complex and intriguing 
work that embodies the aesthetic, social and historical 
importance of this series. Accordingly, the present work 
was included in Margaret Olley’s retrospective exhibition, 
A Generous Life, at the Queensland Art Gallery | Gallery of 
Modern Art in 2019.

FOOTNOTES

1.  ‘Margaret Olley Top Woman Painter,’ Courier-Mail, Brisbane, 22 October 1962

2.  Duhig, J., ‘The Flood Tide,’ The Bulletin, Sydney, vol.84, no.4316, 3 November 1962, 

p.36

3.  Hawker, M., Margaret Olley: A Generous Life, Queensland Art Gallery | Gallery of 

Modern Art, Brisbane, 2019, p.98

4.  Saines, C., ‘Introduction,’ in Margaret Olley: A Generous Life, Queensland Art Gallery | 

Gallery of Modern Art, Brisbane, 2019, p.15

5. Hawker, M., Margaret Olley: A Generous Life, p.94

6.  ‘Patricia,’ The Olley Project [online catalogue raisonné], accessed October 2021: 

https://ehive.com/collections/5439/objects/467273/patricia 

7. Hawker, M., Margaret Olley: A Generous Life, p.94
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Were Grace Cossington Smith to be alive today, she would 
probably have been unfazed by the prospect of spending 
months at home. Of course, Cossington Smith never had to 
run the gauntlet of Zoom calls or home-schooling – though 
she was a devoted carer to her sister Diddy, who fell ill in the 
years leading up to her death in 1962. Cossington Smith’s 
radiant still-lifes and interiors of the 1950s and 60s – broadly 
considered to mark the culmination of her career – point to 
the extraordinary creative possibilities of a life spent largely 
indoors. Throughout this period, the artist worked almost 
exclusively from a studio next to her bedroom at ‘Cossington’ – 
her family home in Turramurra on Sydney’s upper North Shore. 
This sedate domestic setting would provide the impetus for 
some of her most inventive works, which revealed a fresh and 
unbridled approach to colour and light. As Cossington Smith 
recalled of her final years with Diddy, ‘We were both content 
and happy in our life at home. I found quite enough to paint.’1

In Piano and Chair, an otherwise mundane domestic scene 
is spectacularly brought to life through Cossington Smith’s 
unique sensibility for colour and light. The painting’s entire 
surface shimmers with tiny square brushstrokes of yellow, 
brown, orange and green. Our eye is immediately drawn to 
the scarlet cushion of the vacant chair, which appears to 
hover in space. The orange curtain on the left is dramatically 
shot through with touches of turquoise from an adjacent 
chair, while the carpet is a vivid patchwork of green and gold. 
Cossington Smith’s use of colour achieves its impact through 
variation and contrast: similar shades are clustered together 
and set against their direct opposites. Curator Deborah Hart 
writes that the artist’s embrace of vibrant, non-referential 
colour during the 1950s and 60s ‘reflects a sense of liberation 
in growing older, freed from the pressures of having to  
prove herself.’2 

Cossington Smith’s interiors and still-lifes often bear a 
meditative quality, born from the artist’s renewed attention 
to the domestic and familiar. Objects of art, crockery and 
furniture reappear in works created years apart, painted each 
time with slight variations in colour or viewpoint. The same 
yellow armchair may be seen in Portrait over the Writing Desk 
1961 (formerly in the Grundy collection) and Cushions on the 
Sofa 1969 in the Orange Regional Gallery, New South Wales.3  

Piano and Chair originates from the collection of Enid 
Cambridge, a fellow artist and Cossington Smith’s dearest 
friend. A wonderfully serene portrait from 1957, Enid on the 
Sofa, bears affectionate testament to their friendship of 
many decades.4     

FOOTNOTES

1.  Grace Cossington Smith, quoted in Hart, D., ‘Radiance: A State of Being,’ in Grace 
Cossington Smith: A Retrospective Exhibition, National Gallery of Australia, 
Canberra, 2005, p.80

2.  Hart, D., ‘Radiance: A State of Being,’ in Grace Cossington Smith: A Retrospective 
Exhibition, p.88

3. Each illus. in Grace Cossington Smith: A Retrospective Exhibition, p.90

4. Hart, D., ‘Radiance: A State of Being,’ p.83
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Ethel Carrick’s depictions of France during la Belle Époque are 
undoubtedly some of her best and most accomplished works. 
This period of the artist’s life was one full of contentment and 
discovery which is evident in the subjects and execution of 
these works.

Born in England in 1872, Carrick had established her own 
artistic practice prior to her marriage to the Australian-born 
artist, Emanuel Phillips Fox (1865-1915). Carrick met Fox 
whilst at an artist’s camp in St Ives, Cornwall and later studied 
at London’s Slade School of Art where she learnt the many 
technical aspects of painting and drawing. The pair married in 
1905 and moved to a small apartment in Paris at 65 Boulevard 
Arago, in the vibrant Left Bank community. They shared their 
new lodgings with a coterie of international artists with whom 
they had much in common. 

Despite artistic foundations being laid during her training 
in England, Carrick’s exposure to the developments in the 
French art world are evident in her works from this period. 
The newly married Carrick took advantage of the proximity 
to local attractions, most notably the bustling market on 
Rue Mouffetard and the beautifully manicured Jardin du 
Luxembourg. The artist preferred to paint rather than sketch 
outdoors, capturing the motion of people and crowds as they 
moved throughout the city. Carrick’s works from this period are 
characterised by swift paint handling that captures the effect 
of light using high-keyed colour contrasts. Unlike her husband, 
she was not concerned with naturalistic detail and took  
a more progressive, impressionist approach to portraying  
her subjects.

During a trip to Australia in 1913, Carrick remarked on her 
enjoyment in painting crowds, ‘It’s people who attract me. 
Crowds are to me what a magnet is to a needle. I love the 
colour, life, movement and individuality of a crowd … my 
private feelings have no chance against the compelling charm 

of a mass of people.’1 The artist’s proclivity for capturing 
city life is nowhere more deftly rendered than in her 
Luxembourg Gardens scenes such as Paris Park Scene 19062 
and Luxembourg Gardens, Paris 1906, both in the collection 
of the National Gallery of Australia.3 Busy promenades of 
fashionable women and young children meander past rose 
gardens, enjoying the leisurely atmosphere beneath shadows 
cast by chestnut trees. Carrick captures these passing 
moments to perfection. 

The present work, Concert in the Luxembourg Gardens, is 
such a moment. Here, the scene is one of stillness as seated 
figures enjoy music during an open-air concert beneath a 
canopy of trees. The artist paints the scene from the back 
of the audience; a path draws the eye through the crowd of 
chairs and hats towards unseen musicians. There is a sense of 
anticipation as the crowd gathers for the concert, dappled 
sunlight breaking through the cover of shade. Carrick’s 
painted impression of the Parisian crowd exemplifies her 
ability as a skilled painter en plein air. The artist’s work from 
this period embodies her experiences of the first decades 
of the twentieth century - as a young expatriate artist 
discovering the beauty of her surroundings and enjoying the 
flourishing cultural climate of pre-war Paris. 

FOOTNOTES

1. ‘Distinguished Woman Artist’, The Sun, Melbourne, 9 November 1913, p.19

2.  Paris Park Scene 1906, oil on artist’s board, 26.7 x 34.9 cm, National Gallery of 
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The heady artistic atmosphere of fin de siècle Paris captivated 
the young Rupert Bunny, when he moved there in 1886 as a 
twenty-four-year-old art student. By the late 1880s Bunny’s 
sociable nature was well known and earned him a place in 
artistic circles that included some of the creative giants of 
the era, like Claude Debussy (1862-1918), Felix Mendelssohn  
(1809-1847) and Sarah Bernhardt (1844-1923).1 In this rich 
cultural milieu, Bunny established himself as an artist and was 
to remain in Paris for twenty-seven years. As he states, ‘Nobody 
can have any idea… unless they have lived in Paris and in Paris 
art circles of the intense vitality of the art there. Out here  
[in Australia] … art is not the living, breathing thing that it  
is in Paris… Here art is an entity; there’s an atmosphere.’2 
Inspired by the profound creativity that surrounded him, 
Bunny was able to develop a visual language that could express 
his particular sensibilities. 

The present work dates from about 1913 and sees Bunny use 
one of his favourite settings for figurative compositions, the 
balcony. He had painted numerous daytime and nocturnal 
balcony scenes in the first decade of the twentieth century, 

and between the years of 1907 and 1910 he created a series 
of twenty-one nocturnal figure paintings of women posed 
on balconies. In these works, Bunny’s figures are usually 
depicted at ease, dressed in luxurious garments as they listen 
to distant music.3 For example in Summer Night (A Nocturne 
of Chopin) c1910 (held in the National Gallery of Australia), 
three women are posed on a balcony against a nocturnal 
background of velvety black. Two are seated, while another 
looks out wistfully towards the night sky, ostensibly listening 
to the dulcet tones of Chopin. 

In the 2009 retrospective of Rupert Bunny’s work at the 
Art Gallery of New South Wales, curator Deborah Edwards 
identified four major series or bodies of work within the 
artist’s oeuvre. These include his Salon paintings of biblical 
and mythological subjects; a series of landscapes; a radical 
group of Fauve inspired mythological paintings; and images 
of Parisian women at leisure, that she calls the ‘feminine 
Arcady’.4 Works such as On the Landing, and Summer Night (A 
Nocturne of Chopin) clearly belong to this final group, though 
are representative of different impulses within it. 
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Figure 1

Chattering c1908
oil on canvas
60.5 x 73.3 cm
National Gallery of Victoria collection, Melbourne
The Joseph Brown Collection
Presented through the NGV Foundation by Dr Joseph Brown 
AO OBE, Honorary Life Benefactor, 2004

In this broad category, Bunny’s female figures are almost 
always depicted as passive, languorous and introspective. 
In works such as Summer Night (A Nocturne of Chopin) and 
others from this period, this reflective quality suggests the 
Symbolist preoccupation with the unconscious mind and 
imagination – that which dwells beneath the surface. For 
example the inferred presence of music, and the single rose 
held by the seated figure in Summer Night (A Nocturne of 
Chopin) prompts one to wonder what these elegant ladies 
are thinking and feeling as they lounge in their Belle Époque 
finery, and take in the sound of music carried upon the evening 
breeze. This tendency towards the ‘art of poetic evocation, to 
the suggestive over the narrative’5 is consistent within Bunny’s 
entire oeuvre, and is gracefully expressed in On the Landing.

Bunny painted On the Landing in the years immediately 
following his successful trip back to Australia in 1911. During 
this visit the expatriate artist met with critical appreciation for 
his work, which was acquired by private collectors and state 
galleries. He returned to Paris in 1912 and amongst other works 
continued to create female figural compositions, expanding 
upon the genre of feminine leisure with which he had always 
achieved commercial success.6 

While close similarities exist in subject and setting, the vivid 
Symbolist poeticism that defines his nocturnal balcony scenes 
of a few years earlier, is replaced by a sense of naturalism in 
On the Landing. This is perhaps due to its earthy daytime 
tonal range that aesthetically calls to mind French Realism –  
a noted influence on the development of his artistic vision.7  
Yet while stylistically resonant with this movement, rather than 
a truthful depiction of the working classes that is associated with 
Realist painting, Bunny depicted bourgeois women resplendent 
with the elegant refinements of la Belle Époque. In doing so 

he portrays a kind of cultured feminine ideal that was prized 
during this artistic golden age of turn of the century France. 

While they are beautiful, and in one sense decorative, the 
women in On the Landing are also modern and of their time 
– and lack the sense of staged theatricality or artifice that 
can be detected in some of his earlier balcony scenes. In 
this work and in similar images of feminine leisure, Bunny’s 
recurrent choice of a balcony setting is intriguing. While 
balconies remain within the domestic sphere and are thus 
linked to deeply entrenched ideas of feminine identity, they 
also physically protrude into the outside world, the domain 
of the unknown and the other. In this sense, the balcony 
creates a liminal zone that straddles both inside and outside – 
physically and metaphorically. 

Tied to the security of the home, yet offering the glimpse 
of a larger universe, the balcony provides a safe space for 
Bunny’s women to dream of faraway places. For example, the 
reading woman in On the Landing stands physically present, 
yet mentally she is in the distant realm of the imagination. 
Similarly her seated companion does not address the viewer 
with her gaze, but rather seems to stare off into the distance 
outside the picture plane. This allusion to a potentially rich 
inner life that belies a rather still and passive exterior, appears 
a remarkably consistent factor within Bunny’s depiction  
of women. 

The artist’s loose handling of paint and sensitive treatment 
of light are also notable features within the present work. 
Bunny often painted women in profile, and here the standing 
figure’s face is cast in deep shadow, forming an effective 
contrast to the bright sunlit background. Depicted in shade, 
both women’s features are gently lit from below, thus visible 
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against the harsh glare of the direct sunlight that traverses 
the wall behind them. Their flowing dresses are rendered with 
assured brush strokes that reveal Bunny’s complete confidence 
in his medium of preference, oil on canvas.

Another painting created around the same time, On the Balcony 
c1913, again features two women on a balcony, one seated 
and the other standing in profile, reading a small book. While 
sharing obvious similarities to the present work, the daytime 
scene in On the Balcony is notably more optimistic in mood, as 
reflected in the bright landscape background and subtle smile 
that plays upon the lips of both figures. 

This work has been identified by Mary Eagle as one of the 
sunny paintings Bunny created before the onset of World  
War I.8 It stands in contrast to the atmosphere of dreamy ennui 
and subtle sense of melancholy that pervades On the Landing, 
and its sheltered protagonists. Such paintings offer variant 
visions of the sensual mores of la Belle Époque – a precious time 
before the hardships of a war that forever altered the cultural, 
political and social landscape of Bunny’s beloved France. 
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Arthur Streeton is unquestionably the greatest Australian 
landscape painter of the late nineteenth and early twentieth 
centuries. His position is unique as was his ability to have 
straddled both centuries and to have painted within Australia 
and abroad with all the customary energy and commitment 
that he brought to his art.

Arthur Streeton is the painter of what could be called the 
landscape moment. Although Streeton and his contemporaries 
have an acknowledged debt to the Barbizon French school of 
painting, it is a debt that he and his fellow painters Charles 
Conder and Tom Roberts repaid from the early 1880s. The 
moment was now in the hands of these young painters who 
made spontaneous plein air painting their own. On local soil 
Australian naturalism – yet unnamed - took force. 1889 was 
their crucible year. Charles Conder completed Impressionist’s 
Camp 1889 (National Gallery of Australia, Canberra) and Arthur 
Streeton painted Golden Summer Eaglemont 1889 (National 
Gallery of Australia, Canberra). In that year Streeton also 
produced his sublime 9 x 5 paintings that arguably, along with 
Sidney Nolan’s Ned Kelly 1946–47  suite, are one of the two 
most important series of paintings in Australian art history.

That Streeton continued to develop as a professional painter 
was compelling and after almost 20 years abroad, Streeton 

returned to Australia and saw his country and its landscape 

anew and took stock of his recent experiences. 

Streeton returned to Australia permanently in September 
1923, and after the sale of Golden Summer Eaglemont 1889 
for the record price of 1000 guineas in 1924 he was able to 
build a house on land he had purchased in 1921 at Olinda in the 
Dandenong Ranges. He divided his time between Melbourne 
and Olinda from this point before settling in Olinda more 
permanently in the mid-1930s. Living in this landscape, 
nurturing the indigenous trees on his property, and blending 
them into a garden of introduced plants and flowers led to an 
intimate knowledge of the environment.1

Olinda and the surrounding Dandenong Ranges were to 

be Streeton’s genius loci and the source of inspiration for 

the next 20 years. The paintings Streeton completed there 

remain unequalled for their concerted quality but also, 

and significantly, for their sensitivity to place and to the 

concerns that Streeton had for his surroundings. Streeton 

was passionate about conservation, and trees, particularly 

the cutting down of trees and the effect this had on the land.

The Arthur Streeton painting The Vanishing Forest 1934 (on 

loan to the Art Gallery of Ballarat, Victoria from the Estate 

of Margery Pierce) has been described as ‘one of the most 

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)
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important paintings from the last decade of Streeton’s life.’2 

Although larger, squarer and a year later, the painting closely 

resembles our present lot, Pale Blue and Gold 1933. Pale Blue 

and Gold is a comparable view but is taken more laterally and 

in different light. The Vanishing Forest is where the blunt–end 

of conservation resides, with tree-felling and broken trunks. 

It is the close partner to Streeton’s Last of the Messmates 

1928 (private collection) also with foregrounded felled trees. 

The message could not be clearer.

Indeed, Tim Bonyhady, the environmental lawyer and cultural 

historian, has noted that ‘…one of Streeton’s refrains became 

that his ideal of an afterlife was not the "ghastly monotony" 

of either heaven or hell but to come back to Olinda, haunt his 

blackwoods and "scare the life" out of anyone who cut down 

any of the trees he had planted.’3

How important then, and how fortuitous that we present Pale 

Blue and Gold for sale at auction. The painting was purchased 

by Alfred Bardsley in the 1930s and has remained in the 

family’s collection since bought. It is a moment foretold and 

joins the other paintings that have come forward, or are in the 

public domain, from the important Streeton retrospective 

exhibition at the Athenaeum Gallery, Melbourne in 1933. 

Figure 2

The Vanishing Forest 1934
oil on canvas

122.5 x 122.5 cm
On loan to the Art Gallery of Ballarat, 

Victoria from the Estate of Margery Pierce

Pale Blue and Gold like other Dandenong paintings is both a 
complex and open-ended painting. Streeton gives precedence 
to the verticals of the composition. The stark white of these 
shorn trees, as they are in The Vanishing Forest, marshal our 
eye to various points of the picture. In Pale Blue and Gold white 
verticals are to the middle and right and then matchstick, 
diagonally, in the other direction. This saws the composition 
into planks of colour and light that transverse the painting. 
Lest we forget the foreground of Pale Blue and Gold where in 
shadow we see a diagonal slash of trunk and debris hurriedly 
painted in. It is a frieze, a punctuation, quite at odds with the 
paleness, and the blue and gold of the painting that lies beyond.

FOOTNOTES
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Study for ‘Still Glides the Stream’ 1887-88 was painted when 
Arthur Streeton was twenty-one. Already recognised as a 
rising star of Australian art – Streeton had painted from the age 
of thirteen – the precociously talented and highly ambitious 
painter eschewed formal art school training, claiming that 
it was too academic and old fashioned. Instead, Streeton 
embraced a new approach to art and life that proved far more 
ground-breaking. 

Australian Impressionism, epitomised in the work of Streeton, 
developed at a decisive point in the evolution of Australian art 
and culture. It was an impressionism or naturalism indebted 
to homegrown realism and fashioned from knowledge and 
techniques brought back to Australia by foreign-born artists 
and returning Australians, notably Tom Roberts in 1885. This 
new art movement favoured new understandings and respect 
for the local landscape and its depiction in art.

Nationalist sentiment, admiration of an Australian type, such 
as the itinerant bush worker, and the adaptation of English, 
French and American painting and literature to local conditions 
became the primary hallmarks of the new style. Artists 
painted directly from nature and in quick succession to capture 
a moment in time and to legitimise ‘the impression’. This was 
a radical departure from conventional landscape painting that 
emphasised ‘finish’ as intrinsic to a fully resolved work of art. 

Arthur Streeton’s painting practice was informed by and 
played a key role in helping to shape the profound changes in 
Australian landscape painting.

Streeton had begun to explore and paint the picturesque 
district of Heidelberg, Eaglemont and Templestowe, outside 
Melbourne, as early as the mid-1880s.1 These three adjacent 
rural hamlets were a fertile agricultural base and had become 
popular beauty spots for city weekenders from the 1870s. For 
Streeton, it was to become the locale of many of his most 
famous and memorable works of art, including Study for ‘Still 
Glides the Stream’ 1887-88. Its 1890 companion painting was 
acquired by the Art Gallery of New South Wales only months 
after it was completed.

Streeton was inspired by Louis Buvelot’s masterful painting 
Summer Afternoon, Templestowe 1866 and he wanted to 
view the earlier artist’s subject at first-hand. The painting had 
been included in a National Gallery of Victoria exhibition of 
Buvelot’s work held in July 1886 and Streeton later claimed it 
as ‘the first fine landscape painted in Victoria’2 

Streeton hoped to emulate Buvelot’s achievements in 
imbuing a distinctly Australian scene with both feeling and 
significant meaning, even going so far as to work on a quartet 
of paintings that echoed Buvelot’s own attempts at painting 
seasonal change. Importantly, Streeton was also looking to 
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mellow hues of pink, yellow and grey. As the Argus critic 
eloquently conveyed: 

Arthur Streeton’s June Evening at Box Hill is an impression 
of nature of which most artists will recognise the force 
and value. A slant ray of light from the setting sun glances 
on the tops of the trees in the second plane of the picture, 
and the landscape in the foreground is already enveloped 
in misty shadow, save where a small pool of water reflects 
the amber light in the west, while the cloudy sky above, 
with a lower stratum of vapour, tinged by the sun-set,  
is handled with characteristic ability.4

Whereas in June Evening, Streeton focussed on a quiet and 
secluded pocket of nature, his Evening with Bathers took 
advantage of a more elevated position looking eastwards, 
rendering the distant Dandenong Ranges in a saturated, 
smoky, blue haze. Similarly striking atmospheric effects can 
be discerned in Study for ‘Still Glides the Stream’ 1887-88. 
This painting may have been completed only a few months 
later in the autumn of 1888, along with a number of other 
related Heidelberg works.5 Having been enthused by Buvelot, 
Streeton consciously produced a panoramic view of a 
Victorian scene in a style, scale and technique that we now 
recognise as distinctly his own.

apply the lessons he had learnt from fellow artist and mentor 
Tom Roberts. Older than Streeton by a decade, Roberts 
had brought back to Australia from Europe knowledge and 
techniques of the new approach to painting. 

The first of the artists camps was situated in a pocket of bush 
near Houston’s farm in suburban Box Hill, where Roberts, Louis 
Abrahams and Frederick McCubbin camped intermittingly 
during 1886-87. Streeton joined them in 1887 and was quickly 
taken by Roberts’ ruminations on how to capture the shifting 
nuances of colour and light seen in the transformation of day 
into night. He later recalled:

We tried painting the sunset with somewhat conventional 
and melodramatic results. Roberts pointed to the evening 
sky in the east, and showed us the beauty of its subtle greys, 
and the delicate flush of the afterglow, when the shadow 
of the earth upon its atmosphere, resembling a cool band 
of cool grey, rises up, and succeeds the rosy warmth as the 
sun descends further below the western horizon. He was 
the first artist in Australia to notice it, and to point it out to 
the native-born.3 

Arthur Streeton’s June Evening at Box Hill 1887 (Queensland 
Art Gallery) and Evening with Bathers 1888 (National Gallery 
of Victoria) both capture the atmospheric effects of twilight 
through delicate brushwork and the application of subtle and 

Figure 1

'Still Glides the Stream, and Shall  
For Ever Glide' 1890
oil on canvas, later mounted on hardboard
82.6 x 153.0 cm
Art Gallery of New South Wales 
collection, Sydney
Purchased 1890
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Heidelberg inspired one of Arthur Streeton’s most productive 
periods. Key works such as the iconic Golden Summer, 
Eaglemont 1889, Spring 1890 and ‘Still Glides the Stream and 
Shall Forever Glide’ 1890 were all produced there. Having 
accepted the offer of staying at a dilapidated weatherboard 
homestead in October 1888, Streeton worked long hours 
producing these works and 40 or so small impressions on 
cigar box lids for the celebrated 9 x 5 Impression Exhibition 
held in Melbourne in 1889. At their core was a new sense of 
freshness and spontaneity as he captured what lay before him 
quickly and with great verve. Importantly for Streeton, these 
works imparted a sense of poetry in nature rather than simply  
the power of observation. They also reflect the artist’s 
increasing self-belief. 

The Yarra River flats leading inexorably toward the distant 
Ranges evoked the kind of emotions Streeton experienced 
when reading poetry. More particularly, ‘Still Glides the Stream, 
and Shall Forever Glide' is a line from an 1820 sonnet by the 
English Romantic poet William Wordsworth, Sonnets from 
The River Duddon: After-Thought. Like Wordsworth, Streeton 
was endeavouring to transport the viewer into a deeply felt 
realm – in Streeton’s case, through the agency of a tranquil and 
peaceful Australian pastoral scene. 

Study for ‘Still Glides the Stream’ is painted slightly more to 
the north than the final AGNSW version. This change in aspect 

accounts for the absence of the meandering river that is 
obscured by trees and undulating paddocks. However, Streeton 
captures the same sense of dreaminess and stillness in both, 
evoking ‘the gloaming’, and the transition from light to dark. 
Our work is tenderly painted: subtle colouring and individual 
brushstrokes are subsumed within a composition that gently 
recedes into the distance. For the young artist that Streeton 
was, these paintings reached a desired level of achievement. 
To end with words from the same Wordsworth poem  
that the painting is based on seems fitting: ‘if something  
from our hands have power/ To live, and act, and serve the 
future hour’.
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Evening with Bathers 1888
oil on canvas
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Returning to Australia in December 1964 after several months 
in Europe, Fred Williams embarked on a sequence of works that 
would cement his reputation as Australia’s most accomplished 
landscape painter in the post-war era. The Upwey series of 
1964-66 stands as Williams’ central artistic achievement, 
representing what Patrick McCaughey has described as 
‘“classic” Williams’.1 

The Upwey landscapes were inspired by the straggling bushland 
and scrub of the Dandenong ranges east of Melbourne, where 
Fred and Lyn Williams purchased a house and two acres of land 
in 1963. Williams was already familiar with the surrounding 
area, having painted the dense eucalypt forests of Sherbrook 
a couple of years beforehand. The artist responded to the 
landscape at Upwey with rigorous enthusiasm, spending days 
at a time sketching and painting in gouache en plein air before 
working with oil on large canvases in the studio. In the Upwey 
paintings Williams presented an authoritative vision of the 
Australian landscape characterised by a strong horizon line, 
rich tonal palette and robust, tactile surfaces. 

Appearing at auction for the first time, Landscape in Upwey 
is one of the most important gouaches of the series and a 
consummate example of the Upwey ‘type’.2 The landscape 
is starkly delineated into bands of milky sky and muddy 
ground, with a total absence of any ‘constructed focal point’.3 
Vegetation is depicted en masse through a series of deliberate 
marks. Williams’ loose circular brushwork is punctuated by 
the splintery lines of tree trunks, which form a calligraphic 
pattern across the picture plane. This distinctive method of 
mark-making simultaneously captures the most expansive and 
intimate features of the landscape; ‘the formal, flat structured 
outline … contrasted with a precious complexity, irregularity 
and intricacy of detail.’4 

Landscape in Upwey was first exhibited alongside other major 
works from the Upwey series at Sydney’s Rudy Komon Art 
Gallery in October 1966. In the weeks preceding the exhibition 
Williams was filled with trepidation, conscious that he was 
‘putting on the line two years of new, hard-won work’ that 
differed substantially from the character of his last solo 
exhibition two years earlier.5 The show was a critical and 
commercial triumph, confirming Williams’ pre-eminence in 

contemporary landscape painting. As Elwyn Lynn wrote in a 
review for The Bulletin, ‘It’s not so much the superb skill with 
which Fred Williams distils the spirit of Australia’s ancient 
hills, black dams, graceless foliage, and awkward ashen tree-
trunks that astonishes, but his creative acceptance of what 
others find inhibiting: our landscape’s monotonous drabness, 
infinite repetitiveness, and predictability … he is undoubtedly 
a most significant artist.’6
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Upwey Landscape 1965
oil on canvas
147.5 x 183.3 cm
National Gallery of Victoria collection, Melbourne
Felton Bequest, 1965
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JOHN OLSEN
born 1928

Self Portrait in a Dog Landscape 1993
oil on board
122.0 x 152.0 cm
signed and dated lower right: John/ Olsen/ 93
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The artist
Metro 5 Gallery, Melbourne
Private collection, Melbourne
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with rounded hills – the trees entwine and chatter with each 
other, pausing only to take a note of a large galah.’2 Katharine 
Howard-Olsen, the artist’s wife, commented on how she 
grew fond of the salmon pink colouring of the surrounding 
landscape,3 a feature found in many of John Olsen’s paintings 
during the couple’s 10-year custodianship of Chapel House.

In Self-Portrait in a Dog Landscape the viewer travels along 
deftly painted trails and snaking lines, past impasto scrubby 
knolls and coarse dabs of foliage, in a landscape that pays 
homage to activity, ritual and movement. It is an example 
of Olsen’s embrace of the ‘unruly beauty’ of the Australian 
bush. The key to the work is contained in the title. To the 
right we recognise the bust of Olsen, turned outwards to 
expose his ‘well-known Napoleonic dome,’4 and a large, Philip 
Guston-like pointed nose. Directly behind him is the figure of 
a dog, ears erect, legs in motion and paws outstretched as 
if bounding in from the side. Olsen’s head is inked in brown 
and a pinkish red, as if it is a receding crevice or dark void. The 
body is outlined and rendered transparent so that it takes on 
the look and feel of the surrounding plains. Most poignantly, 
Olsen’s form becomes a conduit from which the attenuated 
lines spread out and return, suggesting an organic connection 
to nature and the land. 

Olsen’s use of the motif of a self-portrait and dog are centre 
point to a group of recent paintings including Goya’s Dog 
I-III, 2021.5 Olsen first visited Spain in the 1950s, returning 
again in 1967 and 1985. An admirer of Francisco de Zurbarán  

What I’m talking about is the artist as hunter gatherer. 
Being daring, and not frightened of the outcome. You’re a 
journeyman, in the real sense. It’s not the question of failure, 
it’s the question of understanding and feeling, where you’re 
able to inhabit your interior world.

 John Olsen, 2021

In Deborah Hart’s widely read monograph, first published in 
1991, she aptly characterised John Olsen’s art as one where 
the idea of a journey into the landscape is also a journey into 
the self.1 Although written thirty years ago, this analogous 
relationship between the artist and his subject continues 
to hold sway. Olsen’s current exhibition at the National Art  
School, Sydney, Goya’s Dog (29 October-27 November 2021), 
lays bare the artist’s soul-searching struggles with mortality 
and his holistic philosophy that nature and humanity are 
intertwined. Olsen’s landscape paintings pulse with life, 
energy and hope. But they also contain a more foreboding 
sense of the thought processes of this esteemed artist and his 
own topsy-turvy passage through life.

Self-Portrait in a Dog Landscape 1993 is a refined example of 
John Olsen’s unique approach to landscape painting and his 
mature, signature style. This large work belongs to a group 
of paintings that Olsen produced following his move to the 
small town of Rydal, near Bathurst, in New South Wales. Olsen 
warmed to the undulating topography, well-worn dirt tracks 
and interlinked waterways around the historic family house 
and property, Chapel House. He recalled; ‘the landscape rolls 

Figure 1

Kitchen Story 1993
oil on canvas
121.0 x 151.0 cm
Sold Deutscher + Hackett, Sydney, 10 May 2017,  
lot 15, $219,600 (including buyer’s premium)
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Figure 2

Self-Portrait Travelling West 1990-92
oil on canvas
151.0 x 121.0 cm
Private collection

(1598-1664), Francisco de Goya (1746-1828) and Pablo Picasso 
(1881-1973), Olsen’s short visit to Spain in 1985 was to see 
Picasso’s bleak anti-war painting Guernica 1937, a second 
time. He also immersed himself in Goya’s black mural 
paintings held in the Museo del Prado, Madrid. This included 
one of Goya’s most enigmatic paintings entitled The Dog  
(El Perro) c1819-23. The picture was originally painted directly 
onto the walls of Goya’s house but was later transferred onto 
canvas. It depicts the upward-facing head of a dog, alone, in a 
dark void, sinking into an abyss of brown sand. It is interpreted 
as a metaphor for the artist’s loneliness in later life and the 
mental anguish he endured. But it can equally be viewed as 
a message of hope – the dog ‘probing the vast space of the 
sky like in Olsen’s words “a primitive radar asking for a sign.”’6

Facing one’s own mortality, searching for direction, and 
reflecting on the journey of life, lies at the core of Olsen’s 
engagement with Goya’s picture. Returning to Australia, 
Olsen painted Goya’s Dog, Life Escaping a Void 1985, 
followed by other paintings including the monumental 
and powerful Dónde Voy? Self-Portraits in Moments of 
Doubt 1989, both in distinguished private collections. These 
paintings are ruminations on the nature of life and on the 
interconnectedness of all things. In our picture, Olsen is 
thinking, feeling, and experiencing his way, in a self-induced 
reverie of understanding and discovery. As the artist recently 
stated: ‘I’m 93, and I’m more entranced with the dark side.  
Not in a mournful sense, but in a sense of enquiry.’7

FOOTNOTES

1. Hart, D., John Olsen, Craftsman House, Sydney, 1991, p.151

2. Ibid., p.238

3. Ibid., p.210

4.  Wolifson, C., ‘Where am I going? Moments of Illumination and Doubt in the Art  
of John Olsen, Art Monthly Australia, no. 328, Winter 2021, p.88

5.  See John Olsen: Goya’s Dog, National Art School, Sydney, 29 October – 27 November 
2021.

6.  Olsen, J and Hart, D., in Hart, D., The Art of John Olsen, University of Wollongong 
Thesis, 1997, p.188

7.  Olsen, cited in ‘Introduction’, John Olsen: Goya’s Dog, National Art School, Sydney, 
2021, p.3
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EMILY KAME KNGWARREYE
(c1910-1996)
Anmatyerre language group

Of My Country, Alalgura I 1992
synthetic polymer paint on linen
124.0 x 96.5 cm
bears artist's name and inscription verso: 92I062 Emily Kngwarreye

accompanied by a certificate of authenticity from Delmore Gallery, Northern Territory

PROVENANCE

Commissioned by Delmore Gallery, Northern Territory, 1992 (stock no.92I062)
Soul of Australia Gallery, Sydney (label attached verso, stock no.7692)
Private collection, Queensland

$30,000 - $50,000

The genesis of Emily Kame Kngwarreye’s painting lies in a 
range of experiences and custodial obligations she shared 
with other women in caring for Country and presiding over the 
transference of law – one ‘grows up’ the land as one ‘grows 
up’ children.1 Her genius, however, stems from individuation 
in her visual expressions of her Country – Alalgura (Alhalkere), 
situated near Soakage Bore, Utopia, northeast of Alice Springs 
– and awelye (women’s law ceremonies in Anmatyerre).

Often declared as ‘the whole lot’, Kngwarreye’s paintings 
are a tangible representation of her interconnectedness 
with Country. This concept of self was ever-present in her 
work, irrespective of styles and periods. In Kngwarreye’s 
visual language, paintings are glorious manifestations of 
a metaphysical trinity; Country, awelye, and self – a fusion 
evident in her naming: kame (kam), is the seed of the wild  
pencil yam atnulare (Vigna lanceolata) that grows across 
Alalgura (Alhalkere).

Of My Country, Alalgura I is from a suite of Alalgura commissions 
for Delmore Gallery in 1992, described by Janet Holt as 
the artist’s ‘famous early period’, in which she witnessed 
Kngwarreye’s paintings become ‘looser and executed with 
aplomb and assurance’.2 Kngwarreye’s energetic explorations 
of her country’s life cycles, and, the pencil yam atnulare and 
wild potato anaroolya (also referenced as a yam), has resulted 
in an extraordinary body of sublime and celebrated work. Of My 
Country, Alalgura I, painted in spring 1992, is a striking example 
of the artist’s ‘organic uninhibitedness’3 what has become seen 
as her ‘fluidity as structure.’4

Of My Country, Alalgura I also displays important iconographic 
traits: trailing lines of multi-coloured dot-work connecting 
the burgeoning yam (bottom right) across Country in seasonal 
change. In Kngwarreye’s painterly lexicon, yellow has been 
linked to the yam’s ‘daisy’ flower, as well as various levels of 
plant maturity. The warm tones mixed from reds and yellows 
evoke ‘dry time’, while Kngwarreye joyfully referred to the 
flush of new growth that appears across Country after rain – 
most prominent in the present work top left – as ‘green time.’5

Kngwarreye is acclaimed within academic expositions of 
representational landscape painting as well as abstract art. In 
assessing Kngwarreye as an abstractionist painter, Terry Smith 
fixes on colour in the period 1990–93 as key to her artistic 
motivation and innovation.6 

While western modernism usually compartmentalises 
genres, philosophical thinking about colour can collapse such 
divergent paradigms, and illuminate Kngwarreye’s practice.

Colour has been shown to affect the nervous system 
before being perceived cognitively and has been called ‘an 
interaction between the body and the world.’7 Kngwarreye’s 
rendering of the colours of Country rejoices in this nexus; her 
paintings are testaments to the phenomenon of ‘mobilizing 
a realm of intelligibility that produced the Aboriginal world.’8

Kngwarreye’s paintings are inextricably linked with the 
metaphysical realm of awelye. In the Alalgura works of 1992, 
underlying delicate tracks of the yam are exposed with 
degrees of nuance through sumptuous, layered fields of 
dotted colour; the resulting textural matrix being a veritable 
atlas of custodial references. Kngwarreye’s painting is both 
a celebratory expression of the seasonal maturation of the 
yam and a work of reverence: the yam’s life cycle is central to 
awelye, and Kngwarreye’s colours of Of My Country, Alalgura 
I arouses and animates that sacred synchronicity.

Kngwarreye’s significance was acknowledged early with the 
prestigious Australian Artists Creative Fellowship award in 
1992. Her work has rightfully starred in several international 
exhibitions of Australian art since, including the Venice 
Biennale in 1997, and her exceptional talent showcased in 
two solo retrospective exhibitions, most recently Utopia: 
The Genius of Emily Kame Kngwarreye, which toured Japan 
in 2008. Her position within Australia’s pantheon of great 
painters is assured.

FOOTNOTES

1.  Bell, D., ‘Person and Place: Making Meaning of the Art of Australian Indigenous 
Women’, Feminist Studies, Volume: 28, Issue 1, 2002, p.103

2.  Holt, J., in Isaacs, J. et al., Emily Kngwarreye Paintings, Craftsman House, Sydney, 
1998, p.153

3.  For an in-depth essay on the development of this aspect of her oeuvre, see Margo 
Neale, ‘Two worlds: One Vision’, in Emily Kngwarreye: Alhalkere Paintings from 
Utopia, Queensland Art Gallery, Brisbane, 1998, p. 23-31

4.  Smith, T., ‘Kngwarreye Woman Abstract Painter’, in Isaacs et al op.cit., p.31

5.  Holt provides a more detailed account of the artist’s choice of colour application 
and the use of yam lines in painting Country across the seasons in her essay, ‘Emily 
Kame Kngwarreye at Delmore Downs 1989-1996’, in Isaacs et al , op.cit., pp. 152-54

6. Smith, op.cit., pp.24–42

7.  Ferrell, R., Sacred Exchanges: Images in Global Context, Columbia University Press, 
New York, 2012, p.25

8. Ibid., p.15
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Lloyd Rees lived an exceptionally long and creative life and 
rightfully came to be considered the ‘grand old man’ of 
Australian art having both the profile and the body of works 
suited to such an elevated position. Rees ennobled his vision 
of Australia with a European association and grandeur that 
recalled some of the masters of the Italian Renaissance. 
Quoted in The Age in 1982 Lloyd Rees said: ‘If there is one thing 
I want now it is for my paintings to be light right through. 
One of the great things the Impressionists did, probably not 
consciously, was to bring back what the great fresco schools 
of Italy had achieved, the sense of the painting being on a light 
background. This is what I am trying to do here, to make the 
lightness of the canvas the dominating thing.’1 Boats in the 
Bay 1982, is indeed a painting about light. J.M.W. Turner was an 
early and ongoing influence; the later Rees paintings sharing 
with Turner a ‘golden haze ... of Turneresque visions.’2 

But this is not simply a painting about light, or Tasmania. Rees 
was 87 when he made this work.  Using mainly the primary 
colours of blue and yellow - the blue of contemplation and 
purity, and the yellow of life and being - the painting is more 
about metaphor and the transcendental; about capturing a 
moment in eternity.

In the catalogue introduction to Rees’ 1987 Tasmanian Suite 
exhibition at the Bonython-Meadmore Gallery in Adelaide, 
Hendrik Kolenberg, the Curator of Art at the Tasmanian 
Museum and Art Gallery in Hobart, rather eloquently wrote 
about Rees’ late work: 

….looking at one of his late works is quite literally like 
standing at the edge of the world – the sun and its light 
in the subject in each, a metaphor of life, but also of the 
incomprehensible and unencompassable universe; its 
expression is metaphysical.3

Rees could see the Derwent from his son’s home in Hobart 
and returned to it often in later years. Boats in the Bay is an 
exemplary work from this period; expressing implicitly Lloyd 
Rees’ ability to create evocative and eloquent scenes.

In my own small way I have found that the best subjects 
seem to find you rather than you find them. You have 
doubtless had the experience. You go out looking for a 
subject even with one in mind when suddenly an entirely 
different picture forms before one’s eyes. A rhythm  
of line, of form and colour, which almost says, ‘I have 
come to be painted.’ They are always nearly the finest 
subjects and they are full of adventure and represent a 
new experience…4

In Boats in the Bay, Rees’ innate sense and understanding of 
nature is obvious and clearly forms the very basis of his art. 
This, combined with the meditative and emotive quality of 
his work ensures that his landscapes are never seen as a mere 
visual experience, but something expressly more tangible.

FOOTNOTES

1.  Lloyd Rees quoted in The Age, 1982, Pearce, B., ‘Australian Art in the Art Gallery of 
New South Wales’, Sydney, 2000, p.287

2. Rees, L., The Small Treasures of a Lifetime, Ure Smith, Sydney, 1969, p.34

3.  Kolenberg, H., Lloyd Rees - The Tasmanian Suite, Catalogue Introduction, 
Bonython-Meadmore Gallery, Adelaide, July 1987

4. Quoted in Free, R., Lloyd Rees, Lansdowne Press Pty Ltd, Melbourne 1972
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Throughout an illustrious career of over ninety solo exhibitions, 
Margaret Olley never conformed to artistic trends. She showed 
little regard for contemporary modernism and abstraction, 
instead persisting with the subject of still-life. Olley’s richly 
textured and colourful compositions were in sharp contrast to 
the minimalistic art trends of the mid-twentieth century. It is 
an incredible feat that her paintings were so well received by 
the public at a time when abstraction was rising and painting 
as an art form was arguably in decline.1 In a 1967 article art 
critic Donald Brook wrote of this phenomenon, recognising 
Olley’s inherent talent:

Intrinsic excellence takes time to assert itself against the 
current of taste and the work of Margaret Olley will not  
be fairly comparable with that of today’s art heroes until 
both sets have receded somewhat into the historical 
middle-distance.2

This perspective was gained within the artist’s own lifetime, 
as she was formally declared an Australian National Treasure 
in 1997 and was wholly regarded as one of Australia’s best 
living artists until her death in 2011, aged 88. Remarkably, her 
most confident and mature works came relatively late in life, in  
her sixties and seventies, two of which are the present Lots 30 
and 31.

It is important to note that this commitment to still-life 
painting was not incidental nor in ignorance to other subjects 
or movements. On the contrary, Olley travelled extensively 
and was well-versed in local and international art scenes, with 
the latest exhibition catalogues from Australia as well as Paris, 
New York, and London, scattered throughout her home. As 
curator and writer Christine France, stated, ‘although she is 
well aware and tolerant of the current trends, Margaret Olley 

makes no stylistic concessions to fashion in her painting.’3  
It was instead Olley’s choice to paint that which was around 
her, firmly disagreeing with ways of thinking or creating that 
were not true to herself. 

There was a tendency among critics to interpret Olley’s 
intimate still-lifes and interiors in terms of domesticity 
rather than as the important work of an expert – a struggle 
familiar to professional women across all industries at the 
time.4 In a 1989 interview Olley explained that, ‘the subject 
matter is not important; it is the shape, the placement and 
the pictorial relationship which concerns me.’5 Every object 
we see in her paintings is not there by chance, nor for its 
decorative qualities, but has instead been chosen specifically 
for its painterliness. The endless array of fruit bowls, wooden 
sculptures, glass lamps, flowers, ceramic jugs, plates, woven 
baskets, tribal masks, mirrors and Kilims are about the making 
of art, rather than the making of a home. They have been 
chosen for their shape and colour and they form a visual 
essay, as exemplified by lot 30 and lot 31.

Olley’s home studio in Duxford Street, Paddington, where 
she lived and worked from 1964 until her death, further 
demonstrated this point. While paintings produced there 
are perfectly balanced aesthetic compositions, photographs 
reveal the reality of a cluttered and chaotic living space that 
was primarily devoted to the making of art. Olley’s home was 
like Claude Monet’s garden at Giverny: ‘a set for painting, an 
ostensible subject through which more subtle things can be 
suggested.’6 So alluring and inspiring was her home studio 
that other artists, including Justin O’Brien and Cressida 
Campbell, also spent time working there. Barry Humphries, 
a close friend of Olley, described the creative calamity of  
her home: 
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MARGARET OLLEY
(1923-2011)

Still Life with Harbour View c1985
oil on board
67.0 x 90.0 cm
signed lower left: Olley
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As the artist conducts her visitor through the rich labyrinth 
of her magically transformed terrace house, she may 
extinguish her cigarette here, emphasise ruddy highlight 
on a painted pomegranate there: for each room seems to 
have its uncompleted canvas, its wet palette, its sheaf of 
brushes and of course, its ashtray. On her journey from the 
kitchen to the telephone she may impart some final touch 
to a consummate still-life.7

While working in Paddington, Olley would often visit nearby 
friends’ houses who had appealing vantage points of Sydney 
Harbour. In these paintings, including the present work Still-life 
with Harbour View, the still-life continues to take precedence 
in the foreground, while the window view overlooking the 
water provides a picturesque backdrop. Olley’s combined 
paintings of still-life and harbour have always been among her 
most desirable works. Menzies sold a similar painting Double 
Bay and Wildflowers 1999 for $85,909 (including buyer’s 
premium) in April 2018. Here, the pink tinge to the clouds and 
shadowy vegetation show evening is falling, with its soft light 
settling on the fruit in the darkened interior. In the upper right a 
group of birds fly home, creating a calm end to the day.

Throughout her life Olley returns again and again to certain 
motifs and subjects, driven by her belief that each piece of art 
stands alone as an aesthetic encounter. Lots 30 and 31 are each 
examples of different subjects that Olley painted on several 
occasions. Dresser in Blue Kitchen c1990 depicts the artist’s 
own kitchen dresser, with this exact arrangement of objects 
and composition repeated in the related works: Blue Kitchen 
Dresser 1990 and Blue Kitchen Dresser II 1998. The dresser also 
appears in a wider scene in Blue Kitchen 1989. 

The portrait hanging on the wall to the left of the dresser is a 
reproduction of Francisco de Goya’s (1746–1828) Señora Sabasa 
Garcia circa 1806-1811, which is held in the collection of the 
National Gallery of Art in Washington, a painting Olley most 

likely saw when travelling to New York and Washington in 
1987.8 The tradition of including works of art within paintings 
is longstanding, and one that Olley engaged in frequently. 
Most notably with the inclusion of Édouard Manet’s Le Balcon 
1868-69 in her 1987 painting Homage to Manet 1987, as well 
as her various Henri Matisse (1869-1954) reproductions in her 
Yellow Room paintings.

Still-life with Harbour View and Dresser in Blue Kitchen were 
both purchased by their current owners and have been held 
in these singular private collections for decades. They now 
come to market for the first time. 

FOOTNOTES

1. Allen, C., ‘Olley’s Knack of Improving with Age…’, The Australian, 20 July 2019

2. Brook, D., ‘Rabbits Out of Old Hats’, Canberra Times, Canberra, 18 April 1967, p.13

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

4. McGrath, S. ‘Something for Everyone’, The Australian, 24 October 1978

5.  Olley, M., interviewed 22 March 1989, as quoted in France, C., Margaret Olley, 
Craftsman House, Sydney, 2002, p.11

6. Allen, C., op. cit 

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

8. France, C., op. cit, p.78

Asta Cameron
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The power of love is the galvanising force in Garry Shead’s 
recent creation, Grande Amore. For most of the last decade, the 
multi-award-winning artist has immersed himself in the work 
of Dante Alighieri, the great Italian poet born in Florence in 1265. 
The force that drove Dante and crystallised his philosophic and 
poetic vision was his lover and muse, the beautiful, elusive 
Beatrice. Sustained and guided by the memory of Beatrice, who 
died in her youth, the poet was propelled by an incomparable 
vision to render one of the greatest works in the Western 
literary tradition, The Divine Comedy. For Shead, Dante’s 
medieval vision of the afterlife, realised in a long narrative 
poem, remains a source of inspiration and revelation. 

The fact Dante wrote the epic verse in his native Tuscan dialect 
rendered the poem intelligible to the people. By eschewing 
the tradition of Latin that narrowed readership to an educated 
elite, the poet’s vision of Hell, Purgatory and Paradise became 
accessible to the masses. 

This kind of vernacular lyricism appeals to Shead’s sensibility. 
The idea of sustaining a narrative vision has remained a key 
element throughout his career. Apart from the sheer quality 
instilled in his paintings, Shead, along with Sidney Nolan and 
Arthur Boyd, remains one of Australia’s greatest narrative 
artists. Much of the appeal of Shead’s painting can be traced 
to the imagery he wrests from a literary text such as D.H. 
Lawrence’s Kangaroo or from the life of a creative spirit close 
to his heart. This was the case with the Love on Mount Pleasant 
series inspired by the tragic tale of the artist’s uncle, the great 
Hunter Valley vigneron, Maurice O’Shea. 

This year marks the 700th anniversary of Dante Alighieri’s 
death at the age of 56 in in Ravenna, where he lived in exile from 
his beloved homeland in Florence. Events are now underway 
worldwide to celebrate a towering literary genius and his 
decisive impact on the humanist tradition in Western culture. 

Dante conceived the dual nature of humanity; earthly yet 
eternal while musing on the extreme vagaries of the human 
condition observed at close quarters during turbulent 
times. He was a passionate advocate of the humanist ideal, 
believing the individual mattered and should enjoy the right 
to self-expression and a happy life. In his day, Dante held 
the dangerous belief in the separation of church and state 
– a feature of civic life that continues to prevail somewhat 
precariously in most Western democracies. 

In Grande Amore, it appears the artist is looking through time 
and space to the sprawling Florentine metropolis on the 
banks of the Arno. The dramatic appearance of the lovers 
transfixed in ecstasy ignites the painting: the atmosphere is 
instantly transformed. In that moment, it seems humanity 
has been struck and shamed at the same time by the 
apparition of a great love. As we cautiously emerge from the 
Covid pandemic, humanity is faced with a stark reckoning: a 
world without love is a place fit only for the damned. 

The glowing scarlet heart at the epicentre of Grande Amore is 
a beacon of clarity and hope. 

Gavin Wilson

Gavin Wilson is an independent curator, landscape architect and author. 
His wide ranging projects probe the interconnected themes of landscape 
and culture in the Australian experience.
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born 1942

Grande Amore 2021
oil on linen
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signed and dated lower right: Garry Shead/ 2021
inscribed on stretcher verso: Dante Alighieri/ c1265 - 1321
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Landscape, allegory, mythology: three defining characteristics 
of Boyd’s work come together in the present painting to create 
this powerful image from Boyd’s Shoalhaven period. 

Boyd saw great beauty in the wild, untamed landscape 
surrounding the Shoalhaven, which so strongly contrasted the 
English gardens and pastures he had come to know during his 
years abroad. 

During his Creative Arts Fellowship at the Australian National 
University in Canberra, Boyd was invited to visit Bundanon 
by Frank McDonald and Tony McGrath in 1971. His first piece 
depicting the area subsequently dates to 1972 and would 
become subject matter that would preoccupy him for the rest 
of his artistic career. The river and its surroundings became a 
stage for Boyd’s exploration of themes including humanity’s 
plight, future, vulnerability and vanity. Allegory was one of 
Boyd’s favourite tools and he proceeded to fill the Shoalhaven 
setting with allegorical characters, including Nebuchadnezzar, 
Cain and Abel, Mars, and, notably, Narcissus: ‘Dealing with the 
Shoalhaven landscape I have used several themes to allegorise 
it. One of them was Narcissus.’1

Narcissus and Echo is Ovid’s classic Greek tale of the curse of a 
rejected lover, fatal self-love, blind delusion and eventual self-
recognition.2 It was foretold by the seer Tiresias that Narcissus 
would live to old age so long as he never came to know himself. 
A beautiful and proud youth, Narcissus rejected all advances, 
including Echo’s — a maiden cursed only to be able to repeat 
the words of others back to them. The Greek goddess of 
Retribution, Nemesis, learning of Narcissus’ callous rejections, 
intervened. Upon seeing his reflection in a pond, Narcissus fell 
in love with the image before him. Eventually realising that this 
was his mirror-image, Narcissus continued to long for his own 
image and died, still longing, next to his reflection. 

Boyd saw a connection between classic mythology and the 
surrounding hills and river: 

The stillness of the river and the echoes in the valley 
originally triggered the idea. Echo was in love with 
Narcissus but he only looked at himself and she faded away.  
The self-absorption of Narcissus particularly interests me. 
It is totally non-productive — you only perpetuate your  
own being.3

The Narcissus series is Boyd’s largest body of work from the 
Shoalhaven years and includes works such as Reflected Figure 
and Cave 1976.4 The series is predominantly set against the 
Shoalhaven River and the Australian wilderness. The choice 
to use Australian landscape as a setting for traditionally 
European and classical western mythology fuses the  
two worlds Boyd had come to know from his time in both 
Australia and England. The pairing brings new life to the 
unfolding classic tale about the nature of mankind, its self-
concern and conceit. 

In contrast to the calm and still found in Reflected Figure 
and Cave, Narcissus Running on a Sandbank is filled with 
movement. The work shows the naked figure of Narcissus 
— the artist and humanity incarnate — striding forth on the 
river’s sandbanks. He has eyes only for his reflection as he 
charges towards his fate, leaving a trail of elements in his 
wake and disrupting the pristine, primal landscape. In the 
background, we see the hint of hills, calling to mind Narcissus’ 
spurned admirer Echo and all that falls outside of Narcissus’ 
concern in the world around him. 

The work was originally exhibited at Fischer Fine Art, 
London in 1977 alongside other works in the series with an 
introduction by poet Peter Porter. The pair went on to publish 
the illustrated poetry volume Narcissus in 1984. 

FOOTNOTES

1.  Gildenhard, I. & Zissos, A., ‘Ovid's Narcissus (Met. 3.339-510): Echoes of Oedipus,’ 
American Journal of Philology, vol.121, no.1, 2000, pp.129-147

2.  Arthur Boyd, quoted in McGrath, S., The Artist & The River: Arthur Boyd and the 
Shoalhaven, Bay Books, Sydney, 1982, p.50

3. Ibid. 

4. Ibid., p.296
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At Serengeti the great herds in migration are just like the 
walls of Lascaux come alive … These animals have a message 
for us in that they are unique – the message will become 
fossilized as the species die out. One comes to view them 
as works which will not be repeated again; the fascination 
of going to see a zebra or a gazelle is the fascination of 
discovering a perfected shape.1 

In the autumn of 1962, Sidney Nolan and his wife Cynthia spent 
ten days in the Serengeti National Park, in what is now northern 
Tanzania. Observing the animals in their natural state, Nolan 
was struck by their ready-made beauty: ‘they look like new 
works of art, shining as if they’d just been painted’.2 Returning 
to his London studio, Nolan worked with characteristic bravura 
and speed. Working in thin washes of oil on hardboard, Nolan 
smudged in the basic elements of each composition with a 
nylon stocking, before painting the finer details with a ‘heavily 
loaded brush’.3 His African paintings are marked by their rich 
colouration, ‘dyed streaky’ surfaces,4 and a compelling sense 
of the ephemeral.  

This final quality is seen to dramatic effect in Cheetah and Zebra, 
where the central foreground is filled with the ghostly outline 
of a cheetah hunting its striped prey. Partially camouflaged, 
the predator’s spotted coat is blurred with the act of motion, 
its limbs fading into the dry ground. As Nolan explained, ‘I feel 
that there’s a kind of painting to be done with animals and 
natural camouflage that would be, in a sense, a no-painting; 
there would be a total disappearance of the image – but if you 
stared at it long enough the image would eventually waft up.’5 

Nolan’s interest in camouflage and motion picture-like 
movement was not merely for visual effect. As the writer 
Andrew Turley recently observed, Nolan’s paintings of African 
wildlife ‘are delivered as a form of extinction art’.6 There is 
a note of melancholy attached to his admiration for these 
animals – a prescient concern for their demise at the hands of 
humankind. 

Cheetah and Zebra was first unveiled at London’s Marlborough 
Gallery in May 1963, at an opening attended by Princess 
Margaret and Lord Snowdon. By this time, Nolan’s international 
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reputation had been firmly established, and despite mixed 
reviews from the British press, it was reported that his African 
paintings ‘sold, of course, like hot cakes.’7 
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Arthur Boyd’s Nebuchadnezzar series of the late 1960s is one 
of the defining groups of paintings of his career. Following the 
success of his seminal Brides series in 1958-59, Boyd moved to 
London where he continued to create darkly mythic paintings 
that culminated in the Nebuchadnezzar series. These paintings 
chart the descent into madness of Nebuchadnezzar, the biblical 
king of ancient Babylon, with the Australian bush forming a 
desolate backdrop for the king’s physical and psychological 
turmoil. These intense, frenzied and fundamentally literary 
works, are in sharp contrast to his serene Shoalhaven and 
Wimmera landscapes. Instead of calm vistas of water land and 
sky, the Nebuchadnezzar works showcase an extraordinary 
range of religious, apocalyptic, and compassionate imagery.

The story of Nebuchadnezzar comes from the Book of Daniel 
in the Old Testament. Written in the second century BCE, the 
Book of Daniel is a biblical apocalypse set in the sixth century 
BCE, following the visions and activities of Daniel, a noble 
Jewish youth who was exiled at Babylon. The fourth chapter 
details the reign of Nebuchadnezzar, who ruled Babylon from 
604 to 561 BCE, after the death of his father Nabopolassar, 
the founder and first king of the Neo-Babylonian Empire.1 
Nebuchadnezzar’s long reign was one of almost continuous 
success, with numerous tablets attesting to his well-founded 
government and his passion for building.2 Babylon became 
a city of great splendour during this time, and according to 
one legend Nebuchadnezzar built great terrace gardens for 
his wife, Queen Amytis, who missed the green hills of her 
homeland. Known as the ‘Hanging Gardens of Babylon,’ they 
were later regarded by the Greeks as one of the Seven Wonders 
of the Ancient World.3

However, with this success came Nebuchadnezzar’s downfall, 
as he became intoxicated with his own power to the point 
of thinking himself God-like. As punishment for his pride and 
arrogance, he purportedly lost his sanity and was cast into the 
wilderness for seven years where he ‘dwelt with the beast of 
the field.’4 There is no evidence of this extended disruption to 
his reign but, untroubled by theological speculation, it is the 
story of Nebuchadnezzar’s mad sojourn into the wilderness 
that captured the imagination of Arthur Boyd. The words that 

seem to have spoken most directly to the artist are those 
where it was described how Nebuchadnezzar, ‘was driven 
from men, and did eat grass as oxen, and his body was wet 
with the dew of heaven, till his hair was grown like eagles’ 
feathers, and his nails like birds’ claws… his heart was made 
like the beasts, and his dwelling was with the wild asses.’5 

It is in this liminal state between man and beast that Boyd 
depicts Nebuchadnezzar, plunging to the earth in flames. 
The awkward splayed stance of his legs and the inferno-like 
atmosphere are prescient indicators of the protagonist’s 
altered state of being. The red sky and charred trees are 
reminiscent of a post-bushfire landscape. With this imagery 
the bush becomes an anxious, claustrophobic space, where 
Nebuchadnezzar battles his psychosis. A sinister black crow 
with red eyes, a recurrent symbol for Boyd, attacks the fallen 
king, demonstrating the unrelenting brutality of nature. The 
yellow rings in the lower right are repeated in many of Boyd’s 
Nebuchadnezzar works, representing the pillaged gold that 
the crazed king yearns to protect. 

While the story of Nebuchadnezzar appears relatively rarely 
in art, one of the most prevailing representations is William 
Blake’s (1757-1827) colour print of 1795. Blake’s haunting 
image shows the naked king crawling in the dirt, his face 
expressing a piercing desolation. However, Arthur Boyd 
remains the only contemporary artist to have explored 
the story so comprehensively and with such rich imagery. 
Fallen Nebuchadnezzar and Black Crow 1968 is a remarkable 
example from what is widely acknowledged as one of Boyd’s 
greatest series.

FOOTNOTES

1.  Boase, T.S.R., Nebuchadnezzar: 34 Paintings and 18 Drawings by Arthur Boyd, 
London, Thames & Hudson, 1972, p.24

2. Ibid., p.30

3. Ibid., p.30

4. Ibid., p.30

5. Daniel 4:33, as quoted by ibid., p.42
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That Fred Williams is in the first rank of landscape painters 
internationally needs little discussion. To investigate Williams’ 
world of painting is to see an artist so deeply engaged with the 
subject of landscape that the boast of being-best or indeed 
world-class is rendered obsolete.

The discussion here centres on observation, the look and put 
of Williams gouaches that change the gears of his machinery 
- his technique - up and down a scale that adapts to place, to 
light and topography. It is being present to each moment and 
sensation that sets Williams apart from the rest who earnestly 
work with this paradigm. Landscape painters conform to a 
scene and a personal remit, but we can only be surprised when 
perceptual changes are at play. 

Fred Williams achieved this and by 1965 had changed the 
course of Australian landscape painting. He was not willing 
to settle on this breakthrough and pursued new locations 
combing painting outdoors in gouache on paper, and oil, with 
many works being completed in the studio. To this was added 
printmaking until his vision expanded even further. It would 
change how Australians saw their immediate country and 
importantly how they thought about landscape.

Tibooburra Landscape 1967 is a welcome addition to the 
current sale. It is a gouache that Fred Williams completed 
when he and fellow painter Clifton Pugh travelled to Broken 
Hill and to Tibooburra in October of the same year. What he 
experienced was very ‘‘‘washed-out’’ – but very alive.’1 This 
was new terrain for Williams and a hook upon which to hang 
a new argument about landscape and how to paint it.

Tibooburra Landscape is both pretty in detail and vast in 
sweep. This painterly conceit of near and far, of pinpoint detail 
and colour is challenging. Williams had already remarked 
about the colour, ‘… the pure sulphur and Lilac color of it- 
reminded me of Persian paintings.’2 And the analogy does ring 
true when we view Tibooburra Landscape. It is Williams in 
the landscape capturing the finer close-up detail against the 
ineffable distance in which the rock formations sit.

FOOTNOTES

1.  Mollison, J., A Singular Vision: The Art of Fred Williams, Australian National Gallery, 
Canberra, 1989, p.123

2. Ibid., p.123

Brett Ballard
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Even before he moved to Lavender Bay, Brett Whiteley had felt 
entranced by the contours of Sydney Harbour. He grew up in 
Longueville, a suburb on the lower north shore—a short boat 
ride from his future home—and that was where he liked to play 
in the mangroves and explore the edges of a city that carried 
itself like a country town. It was here, too, that he began to 
admire Lloyd Rees who lived nearby, a vantage point that 
allowed the older artist to study the light and movement of  
his environment.

Then in 1969, the world behind him, Whiteley returned to 
this pocket of Sydney and looked again upon this scene. Now 
an artist of renown in his own right, he settled into Lavender 
Bay with his wife Wendy and their daughter Arkie. He shifted 
between themes and subjects, but the creative promise of this 
city and its surrounds would occupy his thoughts, on and off, 
for the next two decades. ‘A great transmutation,’ he declared, 
‘is at hand in Australia!’1

What a gift to art: through these windows, Whiteley watched 
the city grow. He watched the Sydney Opera House take 
shape. He watched the boats and the birds and the waves.  
A new lyricism was upon him. And the light was ‘f--kin’ amazing.’ 
The light in Sydney was like nowhere else; a distinct contrast 
to the muted, evanescent sunshine that characterised life in 
southeast England.

Artists can only respond, of course, to the world around 
them. Harry Seidler’s offices and apartments in Milsons Point, 
completed in 1973, were as much a part of Sydney’s visual 
narrative as any landmark, natural or otherwise, around town. 
If Whiteley was still with us now, what recent developments 
might have caught his eye? Perhaps that new one across the 
harbour in Barangaroo, the luxury tower that happens to face 
another Seidler creation, each one standing tall, as conspicuous 
on the water’s edge as the other, and both a part of the city’s 
story, for better and worse.

But back to 1976, and Whiteley’s invocation of ‘Harry’s 
building’. The name suggests a familiarity between the 
architect and the artist, though the pair weren’t ever really 
friends. It’s a note of affection, and respect, consistent with 
the way Whiteley describes his peers through history: Piero, 
Vincent, Diebs (Richard Diebenkorn).

The features of the city are there — the bridge across the top, 
the Opera House — and the coastline, too, which bends in his 
hand with the curves of a woman’s body. Whiteley needs only 
a few lines to convey the curves on that bay, and the pier, and 
the cloud, and the vessels on the water, and the water itself. 
Such is the fluency of his line and his arrangement of space. 
Whiteley is the master of evocative simplicity, a quality that 
defines many of his Lavender Bay pictures, ensuring their 
endurance and their maddening resistance to imitation.

And then there’s the building, viewed from the side and 
cloaked with trees that stand to this day, that gives this 
picture its title: two rectangles laid flat, a textural and 
geometric contrast to the rest of the image. Are we tempted 
to see its presence as an artificial incursion on the landscape, 
a view interrupted? This is Sydney, after all, where everyone 
has an opinion on real estate, especially of the waterfront 
variety. Whiteley — the neighbour, the artist, the student 
forever studying the shapes of Sydney — offers a more 
generous response. He encourages a romance in many forms. 
The temptation, then, is to embrace Harry’s building as a part 
of the city’s character, a key part of a story that continues  
to evolve.

FOOTNOTES

1.  Brett Whiteley, quoted in Wilson, A., Brett Whiteley: Art, Life and the Other Thing, 
Text Publishing, Melbourne, 2016, p.212
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Banksy’s Weston Super Mare is one of the artist’s most well-
known prints. Pictures on Walls originally published the 
screenprint in 2003 in an edition of 750, with only the first 
150 copies signed, including the present example. It depicts 
an elderly citizen sitting blissfully unaware on a bench, hands 
calmly folded in his lap, as a ferocious circular saw cuts its 
way through the promenade towards him. The contented 
gentleman and the cheery seaside setting of Weston-super-
Mare in North Somerset, England, are juxtaposed by the saw’s 
violent reminder that death is never far away. Conversely, the 
more optimistic message is to live in the moment and enjoy 
one’s life.   

For five weeks in the summer of 2015 Banksy opened a 
dystopian theme park named Dismaland in Weston-super-
Mare. It was a ‘sinister twist on Disneyland’1 with contributions 
from 58 artists known for their social and political commentary, 

including Damien Hirst (born 1965) and David Shrigley  
(born 1968). Banksy described it as a ‘bemusement park  … 
a family theme park unsuitable for children.’2 During the 
Dismaland exhibition there was a great surge in popularity 
for Weston Super Mare which continues to make it even more 
collectible today. 

FOOTNOTES

1.  ‘Is Banksy about to open a new exhibition in Weston-super-Mare?’, Bristol Post, 17 

August 2015

2.  ‘Banksy Dismaland show revealed at Weston's Tropicana’, BBC News, 20 August 

2015
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Private collection, New South Wales

EXHIBITED

James Gleeson, Charles Nodrum Gallery, Melbourne,  
4-22 September 2008, cat.3 (illus. exhibition catalogue)

$30,000 - $50,000
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48

ROGER KEMP
(1908-1987)

Abstract
synthetic polymer paint on canvas
157.0 x 212.0 cm
signed on label attached verso: Roger. Kemp

PROVENANCE

Realities Gallery, Melbourne (label attached verso)
Private collection, Melbourne

$28,000 - $35,000
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JOHN COBURN
(1925-2006)

Tree of Life
wool tapestry
180.0 x 273.0 cm
edition: 2/3
signed lower right: Coburn
numbered verso: 2/3

woven by the Pinton Tapisserie d'Aubusson, France (monogram lower right, label attached verso)

PROVENANCE

Mr Allen D. Christensen, United States of America
Thence by descent, private collection
Christie's, London, 26 September 2013, lot 64
Private collection, Melbourne

$25,000 - $35,000
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50

ILDIKO KOVACS
born 1962

Soft Lines 2016
oil on plywood
150.0 x 150.0 cm
signed, dated and inscribed verso: ILDIKO KOVACS/ "SOFT LINES"/ 
OIL PAINT ON PLYWOOD/ 2016/ 150 X 150 CM

PROVENANCE

Martin Browne Contemporary, Sydney
Private collection, Sydney

EXHIBITED

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

$25,000 - $35,000
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JASON BENJAMIN
(1971-2021)

There's So Much I Want to Tell You 2007
oil on linen
122.0 x 183.0 cm
signed, dated and inscribed verso: "There's so much I want to/  
tell you"/ (Kyoto, Jp)/ 2007/ Benjamin

PROVENANCE

Metro 5 Gallery, Melbourne
Private collection, Melbourne
Deutscher + Hackett, Sydney, 1 September 2010, lot 68
Art Index, Sydney
Private collection, Sydney

EXHIBITED

Jason Benjamin: Set Yourself Free, Metro 5 Gallery, Melbourne,  
13 June - 8 July 2007 (illus. exhibition catalogue)

$25,000 - $35,000
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52

TIM STORRIER
born 1949

Evening Blaze 2002
oil on board
40.0 x 50.0 cm
signed, dated and inscribed lower right: 'Evening Blaze'/ Storrier/ 2002

PROVENANCE

Private collection, Sydney
Private collection, Melbourne
Wagner Contemporary, Sydney (label attached verso)
Private collection, New South Wales

EXHIBITED

Chicago Art Fair, United States of America, 2002

$25,000 - $35,000
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TIM STORRIER
born 1949

Fire 1 (The Elements) 1989
synthetic polymer paint and pencil on paper
102.0 x 152.0 cm
signed, dated and inscribed lower right: (the elements) 1 Fire/ Storrier/ 1989

PROVENANCE

Australian Galleries, Sydney, 1989
Private collection, Sydney

EXHIBITED

Tim Storrier: Burning of the Gifts, Australian Galleries, Sydney, 25 July - 15 August 1989, cat.11 (illus. exhibition catalogue)

$35,000 - $45,000
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54

ALBERT TUCKER
(1914-1999)

Birds in Flight 1974
oil on board
59.5 x 75.0 cm
signed and dated lower right: Tucker/ 74

PROVENANCE

Art Galleries Schubert, Queensland (label attached verso)
Private collection, Queensland
Deutscher + Hackett, Sydney, 10 May 2017, lot 53
Private collection, Sydney

$30,000 - $40,000
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CLIFTON PUGH
(1924-1990)

Birds 1962
oil on board
136.0 x 90.5 cm
signed and dated lower right: Clifton/ NOV 62

PROVENANCE

Rudy Komon Art Gallery, Sydney
Mr Tony Williams, Sydney
Acquired from the above, private collection, Sydney
Thence by descent, private collection, Sydney

$15,000 - $20,000

56

FREDA ROBERTSHAW
(1917-1997)

Bush Study
oil on canvas
61.0 x 51.0 cm
signed lower left: F. ROBERTSHAW

PROVENANCE

Private collection, Sydney

$4,000 - $6,000
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57

JOHN COBURN
(1925-2006)

Dry Country
synthetic polymer paint on paper on board
50.0 x 68.5 cm
signed lower right: Coburn

PROVENANCE

Private collection
Goodman's Auctioneers, Sydney, 18 November 2002, lot 59
Private collection, Sydney
Shapiro Auctioneers, Sydney, 9 May 2017, lot 1
Private collection, Sydney

$12,000 - $18,000
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ROBERT DICKERSON
(1924-2015)

Tourists after the Bushfire 1981
oil on canvas
122.0 x 92.5 cm
signed lower right: DICKERSON
bears inscription on frame verso: Tourists after the Bushfire

PROVENANCE

Articles Fine Art Gallery, New South Wales, 1999 (label attached verso)
Private collection, New South Wales
Lawsons, Sydney, 25 August 2016, lot 584 (as Japanese Tourists after the Bushfire)
Private collection, New South Wales

$12,000 - $18,000
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59

JOHN COBURN
(1925-2006)

Uluru 1992
oil on canvas
40.5 x 61.5 cm
signed, dated and inscribed verso: JOHN COBURN/ ULURU (OIL) 1992

PROVENANCE

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

$9,000 - $12,000
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ROBERT DICKERSON
(1924-2015)

Couple in the Valley 2002
synthetic polymer paint on canvas
55.0 x 75.0 cm
signed lower right: DICKERSON

PROVENANCE

Dickerson Gallery, Sydney
Solander Gallery, Canberra, 2003
Private collection, New South Wales, 2004

$18,000 - $24,000
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61

BEN QUILTY
born 1973

Windsor No. 5 2004
oil on canvas
44.0 x 50.0 cm
signed, dated, and inscribed verso: 'Windsor no. 5'/ Oil on canvas/ 44 x 50 cm/ Ben Quilty/ 04

PROVENANCE

Jan Murphy Gallery, Brisbane, 2004
Private collection, Melbourne

$6,000 - $8,000
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PAUL RYAN
born 1964

Colonial 2012-13
oil on canvas
122.5 x 112.0 cm
signed, dated and inscribed verso: COLOniaL/ ryan 12 + 13

PROVENANCE

Private collection, Melbourne

$10,000 - $15,000
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NEIL FRAZER
born 1961

Blue Face 2013
synthetic polymer paint on canvas
60.0 x 60.0 cm
signed and dated verso: Neil Frazer/ 2013
signed, dated and inscribed verso: BLUE FACE 2013 NEIL FRAZER

PROVENANCE

Martin Browne Contemporary, Sydney, 2014
Private collection, Sydney

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

$7,000 - $9,000
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NEIL FRAZER
born 1961

High Rise Study 2013
synthetic polymer paint on canvas
76.0 x 76.0 cm
signed and dated verso: Neil Frazer/ 2013

PROVENANCE

Martin Browne Contemporary, Sydney, 2014
Private collection, Sydney

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

$8,000 - $12,000
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65

NARELLE AUTIO
born 1969

Flying Lessons, Clovelly 2001
type C photograph
80.0 x 120.0 cm (image)
edition: 11/15

PROVENANCE

Stills Gallery, Sydney, November 2004
Private collection, Sydney

EXHIBITED

Narelle Autio: Watercolours, Stills Gallery, Sydney, 17 November - 18 December 2004

$3,000 - $5,000
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JANET LAURENCE
born 1949

Landscape and Residues Series 2007
Duraclear and oil pigment on Shinkolite acrylic (5)
99.0 x 222.0 cm (overall)
signed, dated and inscribed verso: J Laurence/ Landscape + Residues Series/ 2007

PROVENANCE

Arc One Gallery, Melbourne, c2007
Private collection, Melbourne

$12,000 - $18,000
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Seeking to escape the public attention garnered by winning 
both the Archibald and Wynne Prizes for 1948, William Dobell 
accepted an invitation from Sir Edward Hallstrom to travel to 
New Guinea’s highlands. For the famously reclusive artist it 
would seem an out of character decision to fly to a foreign land 
for the first time at fifty years of age. Dobell spent two months 
in Papua New Guinea in 1949 and returned for another three 
months in 1950. The country sparked a new creative direction 
for Dobell and he continued to paint its lush mountainous 
landscapes and portraits of the ‘immensely beautiful’ people 
right up until his death in 1970.1 Dobell’s sentiments towards 
New Guinea are summarised in a letter he wrote circa May 
1949: ‘This place is heaven on earth. I am seriously thinking 
of spending several months here now and again as I am not 
bothered by anything or anybody in my work and I feel that  
I am on to something quite new.’2 

Just six years earlier, during the Second World War, 
photographer Max Dupain was serving with the Royal 
Australian Air Force in Papua New Guinea. The illustrated 
photograph depicts the airstrip near the village of Nadzab, 
where on 5 September 1943 Australian troops took part in 
the first successful airborne operation of the Pacific War.3  
The image captures the right-leaning peak and sharply 
cascading gullies of what appears to be the same landscape in 
Dobell’s painting. 

FOOTNOTES

1.  Johnson, G.H., ‘Dobell May Settle in New Guinea’, The Sun, Melbourne, 25 October 
1949, as quoted in Wilson, N., Painter in Paradise: William Dobell in New Guinea, 
National Trust S.H. Ervin Gallery, Sydney, 2015, p.6

2.  Dobell, W., Letter to David Nettheim, circa May 1949, Nondugl, Central Highlands, 
New Guinea, as quoted in ibid., p.12

3.  ‘The Airborne Landing at Nadzab’, The Australian Army [accessed October 2021]: 
www.army.gov.au/our-heritage/history/history-focus/airborne-landing-nadzab 

Asta Cameron

67

WILLIAM DOBELL
(1899-1970)

The Highlands, New Guinea 1951
oil on board
17.0 x 20.0 cm
signed and dated lower left: Bill Dobell 51
inscribed verso: To Col. & Mrs J. K. Murray/ A rather belated Thank-you/ and Best Wishes for Xmas and New Year

PROVENANCE

Gift from the artist to Sir J. Keith Murray, Administrator of Papua New Guinea, and Lady Murray, c1951
Thence by descent to her brother, Ronald G.P. Andrews
Private collection, Victoria
Sotheby's, Melbourne, 27 November 1995, lot 17
Private collection, Victoria
Sotheby's, Melbourne, 25 August 1998, lot 140
Private collection, Melbourne

EXHIBITED

Painter in Paradise: William Dobell in New Guinea, S.H. Ervin Gallery, Sydney, 29 May - 12 July 2015, cat.18 (illus. exhibition catalogue p.19)

$18,000 - $26,000

Figure 1

MAX DUPAIN (1911-1992)
Mt. Mgarameno – Markham Valley 1944
gelatin silver photograph
21.5 x 26.5 cm (image)
edition: 1/12
National Gallery of Australia collection, Canberra
Purchased 2000



113113



114 Important Australian & International Art
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HANS HEYSEN
(1877-1968)

The White Gum 1945
watercolour on paper
32.0 x 40.5 cm
signed and dated lower left: HANS HEYSEN 1945

statement of authenticity from David Heysen attached verso

PROVENANCE

Private collection, Adelaide
Private collection, Melbourne

EXHIBITED

Landscape, Five Fifty Art Advisory, Melbourne, 6 May - 3 July 2021, cat.11 (label attached verso)

$16,000 - $24,000
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JAMES CLARKE WAITE
(1832-1921)

Cattle Beside a River
oil on canvas on board
64.5 x 100.5 cm
signed lower right: J.C Waite R B I.

PROVENANCE

Private collection
Sotheby's, Sydney, 14 August 1990, lot 314
Savill Galleries, Sydney, 1990 (label attached  
verso)
Private collection, Sydney

$6,000 - $8,000

69

RUBERY BENNETT
(1893-1987)

Valley with Raincloud 1938
oil on canvas
59.0 x 74.5 cm
signed and dated lower right: W. R. BENNETT. 38.

PROVENANCE

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

$5,000 - $7,000
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CHARLES CONDER
(1868-1909)

Two Nymphs in a Garden c1906
oil on canvas
63.0 x 75.5 cm
signed lower right: CONDER

PROVENANCE

Pickford Robert Waller, London
The Estate of Eva Rose Grunstein, Sydney
Private collection, Melbourne
Menzies, Melbourne, 11 December 2014, lot 17
Private collection, Melbourne

EXHIBITED

Berlin Photographic Company, New York, December 1911
Charles Conder, Leicester Galleries, London, January 1913

LITERATURE

Gibson, F., Charles Conder: His Life and Work, John Lane, London, 1914, pp.105, 107 (illus. pl.LXXVIII)

$15,000 - $20,000
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BERNARD HALL
(1859-1935)

The Gypsy
oil on canvas
61.5 x 53.5 cm
signed upper right: B. Hall

PROVENANCE

Sotheby's, Melbourne, 26 April 1999, lot 333
Private collection, Melbourne
Bonhams, Sydney, 24 November 2014, lot 41
Private collection, Melbourne

$10,000 - $15,000
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73

NORMAN LINDSAY
(1879-1969)

Fantasy
watercolour on paper
36.5 x 32.0 cm
signed upper left: NORMAN LINDSAY

PROVENANCE

Private collection
Stanley & Co., Sydney, 24 October 2004, lot 48
Smouha Fabrics Limited, Sydney
Bonhams & Goodman, Melbourne, 24 November 2009, lot 24
Private collection, Sydney

$20,000 - $30,000
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NORMAN LINDSAY
(1879-1969)

Nude on Purple Cloth
watercolour on paper
39.5 x 24.5 cm
signed lower right: NORMAN LINDSAY

PROVENANCE

Private collection
Sotheby's, Sydney, 27 August 2001, lot 2
Private collection, Sydney
Sotheby's, Sydney, 21 November 2017, lot 77
Private collection, Sydney

$30,000 - $40,000
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75

RUSSELL DRYSDALE
(1912-1981)

Four Figures 1944-45
ink on paper
26.5 x 38.0 cm
signed lower left: Russell Drysdale

PROVENANCE

Joseph Brown Gallery, Melbourne
Dr Norman Wettenhall, Melbourne
Sotheby's, Melbourne, 30 October 1983, lot 74 
(as Cartoon (4 Figures) c1945)
Private collection, Melbourne

EXHIBITED

Russell Drysdale Drawings 1935-1980, Joseph 
Brown Gallery, Melbourne, 16 - 31 March 1981, 
cat.56 (illus. exhibition catalogue)

This drawing is most likely taken from Drysdale's 
1944 Sydney Morning Herald commission to record 
the drought in western New South Wales. Drysdale 
is reclining lower left and the figure to the right is 
possibly Keith Newman. The young girl is believed to 
be Drysdale's daughter Lynne.

$5,000 - $7,000

76

SIDNEY NOLAN
(1917-1992)

Ladies with Hats c1961
fabric dye on card
25.5 x 30.5 cm

PROVENANCE

Private collection, United Kingdom
Deutscher + Hackett, Melbourne, 29 August 
2007, lot 185
Private collection, Melbourne

$3,000 - $5,000
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BRETT WHITELEY
(1939-1992)

Zen Monks 1971
ink on paper on board
49.5 x 52.0 cm (sheet)
signed, dated and inscribed lower left: Zen Monks Brett 
Whiteley 2/Mar/71

PROVENANCE

Bonython Art Gallery, Sydney
Mr William Burge, Sydney, c1972
Thence by descent, private collection
Christie's, The W. R. Burge Collection of Australian & 
International Pictures & Sculpture, Sydney, 6 March 2006, lot 123
Private collection, Sydney
Deutscher + Hackett, Melbourne, 30 November 2011, lot 59
Private collection, Melbourne

EXHIBITED

Brett Whiteley: Portraits and Other Emergencies, Bonython 
Art Gallery, Sydney, 29 February - 21 March 1972; Australian 
Galleries, Melbourne, 29 March - 21 April 1972

LITERATURE

McGrath, S., Brett Whiteley, Bay Books, Sydney, 1979, cat.109, 
p.228 (illus.)
Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.3, p.100, cat.42.71 (illus.), vol.7, 
p.241

$12,000 - $18,000

78

BRETT WHITELEY
(1939-1992)

Place de Victor Hugo c1984
brush and black ink on paper
26.5 x 35.5 cm (irreg.)
inscribed lower centre: Place du Victor Hugo [sic]

PROVENANCE

Mrs Beryl Whiteley, Sydney
Estate of the above
Leonard Joel, Melbourne, 21 November 2010, lot 250
Savill Galleries, Sydney (label attached verso)
Private collection, Sydney
Menzies, Sydney, 23 June 2011, lot 100 (as Rue du Victor Hugo)
Private collection, Victoria
Lawson~Menzies, Sydney, 17 May 2012, lot 52  
(as Rue du Victor Hugo)
Private collection, Melbourne

LITERATURE

Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.4, p.256, cat.121.84 (illus.), 
vol.7, p.632

$18,000 - $24,000
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79

SIDNEY NOLAN
(1917-1992)

Central Australia 1968
Ripolin on paper
49.0 x 73.0 cm
signed lower right: nolan.

PROVENANCE

Everard Read Gallery, Johannesburg 
(label attached verso, stock no.ER6597)
Private collection, Sydney

$5,000 - $7,000

80

SIDNEY NOLAN
(1917-1992)

Australian Landscape 1
Ripolin on paper
49.0 x 73.0 cm
signed indistinctly lower right: Nolan

PROVENANCE

Everard Read Gallery, Johannesburg 
(label attached verso, stock no.ER422)
Private collection, Sydney

$6,000 - $9,000
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ARTHUR BOYD
(1920-1999)

Shoalhaven Landscape 1990
oil on board
30.0 x 23.0 cm
signed lower right: Arthur Boyd

PROVENANCE

Eva Breuer Art Dealer, Sydney
Private collection, Sydney

$15,000 - $20,000
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JOY HESTER
(1920-1960)

The Greek c1945
oil on board
38.5 x 27.0 cm
bears inscription verso: to J. Reed/ Templestowe Rd/ Heidleburg [sic]

artist's estate stamp lower right

PROVENANCE

Private collection 
Sotheby's, Melbourne, 14 August 1989, lot 245
Private collection, Melbourne

$8,000 - $12,000

82

JOHN OLSEN
born 1928

Vase of Flowers
oil on board
30.5 x 22.0 cm
signed with initials lower right: J.O.

PROVENANCE

Acquired from the artist, private collection, Sydney
Menzies, Melbourne, 24 September 2015, lot 170
Private collection, Sydney

$10,000 - $15,000



125

84

ROBERT DICKERSON
(1924-2015)

Mother and Child
synthetic polymer paint on canvas
59.5 x 59.5 cm
signed lower right: DICKERSON

PROVENANCE

Art Galleries Schubert, Queensland
Private collection, Queensland
Deutscher + Hackett, Sydney, 28 April 2010, lot 82
Private collection, Sydney

$20,000 - $30,000
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86

JAMES GLEESON
(1915-2008)

The Dream of Icarus
oil on board
14.5 x 11.5 cm

PROVENANCE

The Johnstone Gallery, Brisbane (label attached verso)
Private collection
Christie's, Melbourne, 8 May 2001, lot 224
Private collection, Melbourne

$2,500 - $3,500

85

JAMES GLEESON
(1915-2008)

Theseus and Poseidon
oil on board
19.5 x 15.0 cm
signed lower right: Gleeson

PROVENANCE

South Yarra Galleries, Melbourne (label attached verso)
Private collection, Melbourne

$2,500 - $3,500
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ARTHUR BOYD
(1920-1999)

Three Heads 1964
pastel on paper
47.5 x 63.0 cm
signed lower right: Arthur Boyd
inscribed lower centre: I LOVE YOU LITTLE SPIDER

Savill Galleries, Sydney, labels attached verso

PROVENANCE

Hamet Gallery, London (label attached verso)
Collection of Ms Ruth Stokes, 1970
Christie's, Sydney, 3 October 1973, lot 525
Private collection, Sydney
Deutscher~Menzies, Melbourne, 24 November 1999, lot 5
Private collection, Melbourne
Lawson~Menzies, Sydney, 7 May 2006, lot 113
Private collection, Melbourne
Lawson~Menzies, Sydney, 16 December 2009, lot 138
Private collection, Melbourne

EXHIBITED

Arthur Boyd: Arts Festival of Perth, Skinner Galleries, Perth, 1965, cat.7
Arthur Boyd, Hamet Gallery, London, 21 October - 15 November 1969

LITERATURE

Philipp, F., Arthur Boyd, Thames & Hudson, London, 1967, p.270, cat.14.8

$18,000 - $22,000
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DAVID LARWILL
(1956-2011)

To Do with Housing 2001
oil on linen
61.0 x 198.5 cm
signed with initials and dated centre right: D. L./ '01
signed, dated and inscribed verso: "to do with Housing''/ David Larwill/ 2001

PROVENANCE

Jan Murphy Gallery, Brisbane
Private collection, Sydney
Olsen Gallery, Sydney
Private collection, Sydney

EXHIBITED

David Larwill, Jan Murphy Gallery, Brisbane, 3 - 19 May 2001, cat.6

$30,000 - $40,000



129

89

JOHN OLSEN
born 1928

Potter's Wheel 1971
oil and watercolour on board
57.0 x 78.0 cm
signed, dated and inscribed lower right: John Olsen 71 Potters Wheel

PROVENANCE

Australian Galleries, Melbourne, 1971 (stock no.AG759)
Private collection, Melbourne
Gift from the above, private collection, Melbourne, since 2009

$14,000 - $18,000
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SALLY GABORI
(c1924-2015)
Kayardild language group

Kambu, Fresh Water Storyplace 2005
synthetic polymer paint on canvas
91.0 x 137.0 cm
bears inscription verso: Artist: Sally Gabori/ Title: Freshwater Rock Cod Story Place/ Medium: acrylic on canvas/ Cat No: 580/c/
SG/1005

PROVENANCE

Mornington Island Arts, Queensland (stamped verso)
Woolloongabba Art Gallery, Brisbane, 2005
Private collection, Victoria

EXHIBITED

Sally's Story, Woolloongabba Art Gallery, Brisbane, 2 December 2005 - 11 January 2006 (illus. exhibition catalogue, p.30)

$6,000 - $8,000
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ROBERT DOBLE and SIMON STRONG
born 1961 and born 1974

Studies 2010
gloss enamel and metallic pigment on chromogenic print (4)
51.0 x 36.0 cm (each)
each signed, dated and inscribed verso: Doble & STRONG/ 2010/ STUDY

PROVENANCE

Blockprojects Gallery, Melbourne, 2010
Private collection, Melbourne

$4,000 - $6,000
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JOHN KELLY
born 1965

Untitled 1994
watercolour, gouache and pastel on paper
37.0 x 26.0 cm
signed and dated lower right: klly 94

PROVENANCE

Niagara Galleries, Melbourne, c2003 (stamped verso)
Private collection, Melbourne

$4,000 - $6,000

92

JONATHAN DELAFIELD COOK
born 1965

Trophy 1 2012
charcoal on paper
73.0 x 58.0 cm
signed and dated lower right: Delafield Cook 12

PROVENANCE

Rex Irwin Art Dealer, Sydney 
Private collection, Melbourne

EXHIBITED

Man and Beast, Rex Irwin Art Dealer, Sydney, 27 March - 28 April 
2012, cat.51 (label attached verso) 

$5,000 - $7,000
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MICHAEL PECK
born 1977

The Ghost of Little River 2013
oil on linen
260.0 x 150.0 cm
signed and dated verso: MICHAEL PECK 2013
inscribed on stretcher verso: The ghost of little river

PROVENANCE

Metro Gallery, Melbourne, 2013
Private collection, Melbourne

EXHIBITED

Love & Fear, Metro Gallery, Melbourne, 19 November - 14 December 2013

$12,000 - $18,000
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PETER D. COLE
born 1947

Untitled 2002
bronze on painted wooden plinth
33.0 x 44.0 x 23.0 cm
signed and dated to base: Peter D. Cole/ 2002

PROVENANCE

Acquired from the artist, private collection, 
Melbourne
Gift from the above, private collection, 
Melbourne, since 2009

$4,000 - $6,000

95

PETER D. COLE
born 1947

Untitled 1990
bronze and steel objects (7) on painted aluminium table
150.0 x 120.0 x 40.0 cm
signed and dated to base of central object: Peter D Cole 90

PROVENANCE

Acquired from the artist, private collection, Melbourne
Gift from the above, private collection, Melbourne, since 2009

$10,000 - $15,000
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RON ROBERTSON-SWANN
born 1941

Mithuna 1976
painted steel
34.0 x 98.0 x 71.0 cm

PROVENANCE

Acquired from the artist, private collection, Sydney
Deutscher~Menzies, Sydney, 18 March 2008, lot 87
Private collection, Melbourne
Menzies, Sydney, 13 September 2012, lot 94
Company collection, Melbourne

EXHIBITED

(possibly) Gallery Artists' Show, Charles Nodrum Gallery, Melbourne, 20 September - 14 October 2000, cat.35 (as Untitled c1970s)
Modern Australian Painting, Charles Nodrum Gallery, Melbourne, 1 - 26 May, 2001, cat.54
Colourfield and Hard-Edge Paintings - 1960s-70s, Charles Nodrum Gallery at Deutscher~Menzies Gallery, Sydney, 11 - 25 July 2001, cat.16 

$8,000 - $12,000
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ROBERT KLIPPEL
(1920-2001)

No. 205 1967
unique bronze cast
35.0 x 18.0 x 10.0 cm
signed with initials, dated and inscribed to base: RK 205 67

PROVENANCE

The Estate of Robert Klippel, Sydney
Acquired from the above, private collection, Sydney
Menzies, Sydney, 24 March 2011, lot 53
Private collection, Melbourne
Menzies, Sydney, 6 December 2012, lot 61
Company collection, Melbourne

EXHIBITED

Robert Klippel: Sculptures, Bonython Art Gallery, Sydney,  
26 February - 13 March 1968
Robert Klippel, Art Gallery of New South Wales, Sydney,  
9 August - 13 October 2002

LITERATURE

Gleeson, J., Robert Klippel, Bay Books, Sydney, 1983, pp.286, 287, 471 
(illus. p.287, pl.190)
Edwards, D., Robert Klippel, Art Gallery of New South Wales, Sydney, 
2002, pp.109, 124, 248 (illus. p.124)
Edwards, D., Robert Klippel: Catalogue Raisonné of Sculptures [CD-
ROM], Art Gallery of New South Wales, Sydney, 2002, cat.205 (illus.)

$12,000 - $18,000 ©
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ROSALIE GASCOIGNE
(1917-1999)

Bird Sanctuary 1975
wooden apiary box, wood, steel mesh,  
metal gasket, glass jars, bird seed and collage
68.0 x 37.0 x 14.0 cm
signed with initials and dated verso: R.G. 76 [sic]

PROVENANCE

Acquired from the artist, Mr Ray Hughes, Sydney, 1978
Estate of the above
Shapiro Auctioneers, Ray Hughes: A Life with Art - Session I, Sydney, 4 May 2018, lot 27
Private collection, Sydney

EXHIBITED

Rosalie Gascoigne - Assemblage, Gallery A, Sydney, September 1976, cat.44
Survey 2: Rosalie Gascoigne, National Gallery of Victoria, Melbourne, 29 April - 4 June 1978, cat.4

LITERATURE

Gascoigne, R., 'Letters to Martin 1971-1980,' in Eagle, M. (ed.), From the Studio of Rosalie Gascoigne, ANU Drill Hall Gallery, Canberra, 
2000, p.55
Gascoigne, M., Rosalie Gascoigne: A Catalogue Raisonné, Australian National University Press, Canberra, 2019, p.161, cat.072 (illus.)

$25,000 - $35,000
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100

DAVID LARWILL
(1956-2011)

Prayer Painting 1987
oil on canvas
122.0 x 91.0 cm
signed, dated and inscribed verso: David Larwill/ 'Prayer Painting'/ 1987

PROVENANCE

Coventry Gallery, Sydney
Private collection, Tasmania
Deutscher~Menzies, Sydney, 6 December 2006, lot 92
Private collection, Melbourne

EXHIBITED

(probably) David Larwill: One Man Show, Coventry Gallery, Sydney, 23 June – 11 July 1987

$12,000 - $18,000
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DEL KATHRYN BARTON
born 1972

Inside Another Land 28 2016
synthetic polymer paint on inkjet print
81.0 x 59.0 cm (image); 83.0 x 69.0 cm (sheet)
edition: 2/2
signed lower right: del kathryn barton
numbered lower left: 2/2
titled lower centre: - inside another land #28 -

PROVENANCE

Roslyn Oxley9 Gallery, Sydney (label attached verso)
Private collection, Melbourne

EXHIBITED

Del Kathryn Barton: Angel Dribble, Roslyn Oxley9 Gallery, Sydney,  
11 August - 10 September 2016, cat.28

RELATED WORKS

Another example of this work is held in the collection of the  
National Gallery of Victoria, Melbourne

$4,000 - $6,000

101

DEL KATHRYN BARTON
born 1972

Inside Another Land 5
synthetic polymer paint on inkjet print
81.0 x 59.0 cm (image); 83.0 x 69.0 cm (sheet)
edition: 3/3
signed lower right: del kathryn barton
numbered lower left: 3/3
titled lower centre: - inside another land 5 -

PROVENANCE

ARNDT, Singapore
Private collection, Melbourne

RELATED WORKS

Another example of this work is held in the collection of the  
National Gallery of Victoria, Melbourne

$3,000 - $5,000
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104

MCLEAN EDWARDS
born 1972

Nude 2002
oil on board
181.5 x 120.5 cm
signed, dated, and inscribed verso: NUDE/ (2002)/ McLean

PROVENANCE

Martin Browne Contemporary, Sydney, 2003
Private collection, Melbourne

EXHIBITED

New Work by Gallery Artists, Martin Browne Contemporary, 
Sydney, September 2002 (label attached verso)

$8,000 - $12,000

103

DEL KATHRYN BARTON
born 1972

The Last Night of My Life with Cat 2008
lithograph
75.0 x 52.0 cm (image); 91.0 x 63.0 cm (sheet)
edition: 7/30
signed lower right: del kathryn barton
numbered lower left: 7/30
titled lower centre: the last night of my life with cat

PROVENANCE

Karen Woodbury Gallery at the Melbourne Art Fair, Royal Exhibition 
Building, Melbourne, 2005
Private collection, Melbourne

$5,000 - $7,000
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PAUL DAVIES
born 1979

Untitled 2 2016
synthetic polymer paint on canvas
122.0 x 91.5 cm

PROVENANCE

Sophie Gannon Gallery, Melbourne (label attached verso)
Private collection, Melbourne

EXHIBITED

Paul Davies: Life Stills, Sophie Gannon Gallery, Melbourne, 18 October - 12 November 2018, cat.1

$8,000 - $12,000
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106

JASPER KNIGHT
born 1978

Boothtown 1888 2014
enamel and synthetic polymer paint on canvas
122.0 x 153.0 cm
signed, dated and inscribed verso: JASPER KNIGHT/ 'BOOTHTOWN 1888'/ 2014
signed, dated and inscribed on stretcher verso: JASPER KNIGHT 'BOOTHTOWN 1888' 2014

PROVENANCE

The artist
Private collection, Melbourne
$7,000 - $9,000
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FRED CRESS
(1938-2009)

The Cusp 2005
synthetic polymer paint on canvas
89.0 x 116.0 cm
signed, dated and inscribed verso: Cress '05/ ''THE CUSP'' 2005/ 89 x 116 cms/ Acrylic/ canvas

PROVENANCE

Acquired from the artist, private collection, New South Wales

$8,000 - $12,000
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108

GEOFF DYER
(1947-2020)

Bushfire at Lake Repulse 3
oil on linen
61.0 x 183.0 cm
signed lower right: DYER

PROVENANCE

Acquired from the artist, Art Index, Sydney
Private collection, New South Wales

$7,000 - $10,000
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RAY CROOKE
(1922-2015)

Landscape, Laura, Queensland
oil on canvas on board
14.0 x 19.0 cm
signed with initials lower left: RC

PROVENANCE

Private collection, Tasmania
Shapiro Auctioneers, Sydney, 22 May 2013, lot 27
Private collection, Melbourne

$1,500 - $2,500

109

PRO HART
(1928-2006)

The Grasshoppers c1970
oil on board
63.0 x 58.5 cm
signed lower right: PRO/ HART

PROVENANCE

Artistry Galleries, Melbourne, 2006
Private collection, Melbourne
Acquired from the above, private collection, 
Melbourne

EXHIBITED

Landscape, Five Fifty Art Advisory, Melbourne,  
6 May - 3 July 2021, cat.18 (label attached verso)

$4,000 - $6,000
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111

DAVID BOYD
(1924-2011)

Summertime (A Christmas Time Swim)
oil on board
110.0 x 92.0 cm
signed lower left: David Boyd
inscribed on label attached verso: 'a Christmas time swim'

PROVENANCE

Wagner Art Gallery, Sydney, 1985 (label attached verso)
Private collection, Sydney

EXHIBITED

David Boyd: 'The Four Seasons' - An Exhibition of Recent Paintings, Wagner Art Gallery, Sydney, 1985, cat.6  
(illus. exhibition catalogue, front cover)

$18,000 - $26,000



147

112

DAVID BOYD
(1924-2011)

The Butterfly 1974
oil on canvas
65.0 x 80.5 cm
signed lower left: David Boyd
dated lower right: 1974
inscribed on stretcher verso: THE BUTTERFLY

PROVENANCE

Private collection, Canberra
Deutscher~Menzies, Sydney, 10 December 2008, lot 51
Private collection, Sydney

$16,000 - $24,000
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113

DAVID BOYD
(1924-2011)

The Ghost Gum 2001
oil on canvas
49.5 x 59.5 cm
signed lower left: David Boyd
dated lower right: 2001

PROVENANCE

Greythorn Galleries, Melbourne, 2005
Private collection, Melbourne

$10,000 - $15,000
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DAVID BOYD
(1924-2011)

Children by the Seaside
oil on board
59.5 x 74.5 cm
signed lower left: David Boyd

PROVENANCE

Eva Breuer Art Dealer, Sydney, 2004
Private collection, Melbourne

$8,000 - $10,000
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115

HUGH SAWREY
(1919-1999)

The Interlopers
oil on canvas
49.0 x 59.0 cm
signed lower right: SAWREY
signed and inscribed verso: "THE INTERLOPERS" W. QLD/ HUGH SAWREY

PROVENANCE

Greenhill Galleries, Perth, c1980
Private collection, Perth

$8,000 - $10,000
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HUGH SAWREY
(1919-1999)

Aboriginals at Wave Hill
oil on board
59.5 x 88.0 cm
signed lower right: SAWREY
signed and inscribed verso: "ABORIGINALS AT WAVE HILL" W. QLD/ HUGH SAWREY.

PROVENANCE

Private collection  
Goodman's Auctioneers, Sydney, 8 November 1999, lot 99
Private collection, Sydney

$10,000 - $15,000
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117

SAM BYRNE
(1883-1978)

One for the Road
oil on board
52.0 x 74.5 cm
signed lower right: Sam Byrne.
inscribed lower left: One for the Road.

PROVENANCE

Private collection, Queensland
Thence by descent, private collection, Queensland

$6,000 - $8,000
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SAM BYRNE
(1883-1978)

Day Dream Mine, 1885
oil on board
45.0 x 68.0 cm
signed lower right: Sam Byrne.
inscribed lower left: DAY DREAM MINE, 1885.

PROVENANCE

Grand Central Galleries, Brisbane, 1968 
Private collection, Queensland
Thence by descent, private collection, Queensland

EXHIBITED

Sam Byrne & Les Willis, Rudy Komon Art Gallery, Sydney, June 1966, cat.4
Grand Central Galleries, Brisbane, 1968, cat.12

$6,000 - $8,000
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BRETT WHITELEY
(1939-1992)

The Divided Unity 1974
colour screenprint
66.5 x 93.5 cm (image); 76.5 x 105.0 cm (sheet)
edition: 47/70
signed lower right: brett whiteley
numbered, titled and dated lower left: 47/70 the Divided Unity 74

stamped lower left with artist's monogram

PROVENANCE

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

EXHIBITED

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

LITERATURE

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

RELATED WORKS

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

$12,000 - $16,000
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BRETT WHITELEY
(1939-1992)

The Cat 1980
offset lithograph
81.5 x 83.5 cm (image)
edition: Artist's Proof (edition of 100)
signed lower right: brett whiteley
numbered and titled lower left: A/P 'The Cat'

stamped lower right with artist's monogram

PROVENANCE

Private collection, Sydney

LITERATURE

Brett Whiteley: The Graphics 1961-1992, Deutscher Fine Art, 
Melbourne, 1995, p.113, cat.60, (illus. p.67, another example)
Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.5, p.121, cat.105P (illus., another 
example), vol.7, p.829

$20,000 - $30,000
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122

BRETT WHITELEY
(1939-1992)

Towards Sculpture 3 1977
lithograph
90.0 x 63.0 cm (sheet)
edition: Artist's Proof 3/5 (edition of 50)
signed lower right: brett whiteley
numbered lower left: AP 3 3/5

stamped lower left with artist's monogram

PROVENANCE

Private collection, Sydney

LITERATURE

Brett Whiteley: The Graphics 1961-1992, Deutscher Fine Art, Melbourne, 
1995, p.111, cat.30, illus. p.40, (illus. p.40, another example)
Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz Publishing, 
Melbourne, 2020, vol.5, p.83, cat.81P (illus., another example)

$10,000 - $15,000

121

BRETT WHITELEY
(1939-1992)

Back 2 1981
lithograph
96.0 x 63.5 cm (image)
edition: 16/30; 2nd state
signed lower right: brett whiteley
numbered lower left: 16/30 II

PROVENANCE

Private collection, Sydney

LITERATURE

Brett Whiteley: The Graphics 1961-1992, Deutscher Fine Art, 
Melbourne, 1995, p.113, cat.64, (illus. p.71, another example)
Sutherland, K., Brett Whiteley: Catalogue Raisonné, Schwartz 
Publishing, Melbourne, 2020, vol.5, p.135, cat.115P(b) (illus., another 
example), vol.7, p.829

$10,000 - $15,000
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JEFFREY SMART
born 1921

The Last Train 1989
lithograph
48.5 x 49.5cm (image)
edition: Trial Proof 2/6 C
signed and dated lower right: Jeffrey Smart '89
numbered lower left: T. P. 2/6 C
titled lower centre: The Last Train

PROVENANCE

Private collection, Melbourne
Lawson~Menzies, Sydney, 16 December 2009, lot 244
Private collection, Sydney

LITERATURE

McDonald, J., Jeffrey Smart Paintings of the 70s and 80s, 
Craftsman House, Sydney, 1990, pp.162, cat.351

$6,000 - $8,000
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INFORMATION FOR BUYERS & SELLERS 

THE BUYER

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

USING THIS CATALOGUE 

ESTIMATED PRICES

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

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

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

RESERVES

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

G.S.T. 

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

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

CONDITIONS OF SALE

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

MENZIES INTEREST IN PROPERTY CONSIGNED 
FOR SALE

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

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

property. Some of the works in this catalogue 

may be the subject of such a guarantee.

If buyers have an interest in a particular lot 

and want to know more about its ownership 

or guarantee status, they should speak to a 

representative of Menzies, who will be pleased 

to assist.

BUYER’S PREMIUM

Buyers are reminded that the purchase price will 

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

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

hammer price.

BEFORE THE AUCTION

Pre-sale viewings for all of our auctions are 

open to the public and may be attended at no 

charge. All property to be auctioned is usually 

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

encouraged to examine lots thoroughly and to 

request condition reports (see below). Menzies 

specialists are available to give advice at all 

viewings or by appointment.

Prospective bidders should make themselves 

familiar with any saleroom notices that may be 

applicable and also consult our website 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  by $50,000

Occasionally the auctioneer may vary the 
increments during the course of the auction at his 
or her discretion.

ABSENTEE OR COMMISSION BIDS

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

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

PAYMENT

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

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

Please include your account code as a reference.

EXTENDED PAYMENTS

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

SHIPPING 

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

EXPORT LICENSING REGULATIONS

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

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

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

www.arts.gov.au/contact-us

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

COLLECTION

Buyers can pay and collect property the 
following day from Menzies rooms 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.

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

TELEPHONE BIDS

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

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

INTERNET BIDS

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

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

SUCCESSFUL BIDS

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

UNSOLD LOTS

If a lot does not reach the reserve, it is bought-in. 
In other words, it remains unsold and is returned 
to the consignor usually after a week in case there 
are any post sale offers. When the auctioneer 
hammers down a lot that fails to sell, he/she will 
not announce a bidder’s number.
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Menzies are obliged to provide information to 
CAL on all commercial resales for $1,000 or more, 
whether or not a royalty is payable on the resale.

MENZIES PRIVACY POLICY

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

UPDATES TO THIS POLICY

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

MENZIES ART BRANDS COLLECTION, USE AND 
DISCLOSURE PRACTICES

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

HOW AND WHY MENZIES ART BRANDS 
COLLECTS PERSONAL INFORMATION

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

   seek an art appraisal or valuation

  register for an auction

  bid on an auction item

  purchase art or valuation services from us

  store art with us

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

    sign up for/obtain a catalogue, publication or 
newsletter

    access or publish information on one of our 
social media pages

  visit or use our website and or complete 

  a form on our website

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

  consign art to us for sale

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

    have a conversation with one of our 
representatives

  make a complaint to Menzies Art Brands

   otherwise interact with Menzies Art Brands

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

SOCIAL NETWORKING

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

responsible for the privacy practices of these 
services and you should review their privacy 
policies.

WHAT PERSONAL INFORMATION DOES MENZIES 
ART BRANDS COLLECT AND HOLD?

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

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

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

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

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

WITH WHOM DO WE SHARE INFORMATION?

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

OUR WEBSITE PRACTICES: COOKIES AND OTHER 
TECHNOLOGIES

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

If you do not want Menzies Art Brands to send 
cookies to your browser, you can set your 

browser options to reject cookies or notify you 
when a website tries to put a cookie in your 
browser software. Rejecting cookies may affect 
your ability to use some of our website services.

Additionally, Menzies Art Brands gathers 
general information about visits to our website 
and stores this information in log files. This 
information is stored in anonymous profiles 
and is not associated with a user’s account. This 
information includes the number of total visits to 
our website, and which browser is used to view 
our website (including the version number). No 
personal Information is contained in this data. 
Our current partners help us to track our website 
usage. No personally identifiable information 
is collected. Menzies Art Brands uses this 
information to understand traffic and downloads 
on our website, enabling us to improve the site, 
provide the best online experience possible and 
improve our ability to serve our customers.

LINKS TO OTHER WEBSITES

Our website may include links to other websites 
that are operated by third parties. We are not 
responsible for the content or operation of 
those websites or for any products, services 
or information contained in them or offered by 
them. You should review the privacy policy and 
terms and conditions of use of those websites 
when you visit them. 

HOW DO WE STORE AND SECURE INFORMATION?

We take reasonable steps to protect all 
information which we hold from misuse, 
interference and loss, and from unauthorised 
access, modification or disclosure. However, as 
the transmission of data over the internet is not 
totally secure, we cannot guarantee the security 
of your data during transmission. 

All personal information held electronically 
is kept on secure servers and protected by 
firewall security systems. We may also hold 
some personal information in hard copy such as 
recordings of auctions, consents, invoices and 
business cards. This information is subject to 
restricted access. 

ANONYMITY 

If it is lawful and practicable we will give 
individuals the option of not identifying 
themselves, or using a pseudonym when you 
contact us. For example, if you are making a 
telephone enquiry we may not need to collect 
your personal information. However, this may not 
always be possible. 

ACCESSING YOUR PERSONAL INFORMATION, 
OTHER ENQUIRIES OR COMPLAINTS 

If you wish to access the personal information we 
hold about you or you think that your personal 
information is inaccurate and needs correction, 
please contact us at the address below. We will 
take reasonable steps to keep your personal 
information accurate, complete and up-to-date. 

If you have a complaint concerning your privacy 
please also contact us. Any complaint will be 
investigated by our Privacy Officer and responded 
to in a timely manner.
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exhaustive enquiries with respect to the 
accuracy or completeness of the provenance of 
a lot.

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

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

5. PURCHASE PRICE DEFINED

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

6. G.S.T.
‘G.S.T.’ means the goods and services tax imposed 
by the A New Tax System (Goods and Services 
Tax) Act 1999 (Com) (as amended).

i. Menzies will sell the Property to be auctioned 
on a G.S.T. inclusive basis. The hammer price 
will therefore be inclusive of any G.S.T. payable. 
Menzies will invoice the Purchaser for the 
hammer price, inclusive of any applicable G.S.T. 
plus the buyer’s premium, inclusive of G.S.T. 
Menzies will account to the Vendor for any 
applicable G.S.T. inclusive in the hammer price 
actually recovered from the Purchaser. The 
Vendor will be responsible to pay the G.S.T to 
the Australian Tax Office.

ii.   The Purchaser must carefully assess whether 
input tax credits for any G.S.T. paid will be 
available. We recommend you contact your 
accountant or lawyer on this question.

iii.   Menzies will make available a list of works 
which will be sold inclusive of G.S.T. in  
the hammer amount to intending bidders  
on request.

iv.  Menzies will provide the Purchaser with a valid 
‘tax invoice’ if G.S.T. is assessable on the sale.

v.   Any overseas buyer eligible for exemption 
from G.S.T. must produce satisfactory proof 
to Menzies that the property has or will leave 
the country as an export within 60 days of  
its purchase.

7.  RESALE ROYALTY RIGHT FOR VISUAL ARTISTS

As from the 9th June, 2010, The Resale Royalty 
Right for Visual Artists Act 2009 (Cwth) (‘the Act‘) 
will apply to the commercial resale of Artwork. 
Menzies will rely on information supplied by 
the Seller and Copyright Agency Limited (‘CAL‘) 
to determine whether Resale Royalty Rights 
(‘Artists' Resale Royalty‘) are applicable. Buyers 
and Sellers must inform themselves of the 
provisions of the Act and take professional 
advice if necessary on its application to a sale 
and purchase governed by the Conditions of Sale 
which appear in this catalogue. Where the lot is 
considered to be subject to the provisions of the 
Act, the Seller will be notified by Menzies and / or 

CAL, and then be responsible to pay the Artists' 
Resale Royalty as defined. 

8. INSURANCE

i.   Menzies maintains their own insurance against 
their personal liability for some risks arising 
from insurable perils including fire, theft 
following forcible entry and water damage. 
The value of the Goods covered by Menzies 
policy is restricted to the gross amount realised 
at Auction, or in the case of Goods unsold at 
Auction, withdrawn or otherwise held prior to 
a sale, Menzies estimated auction realisation 
price – the ‘reserve price’.

ii.  Menzies own insurance will subsist until 
payment is made by the Buyer or, in the case 
of unsold Lots, until the expiry seven (7) days 
after notice from Menzies sent by prepaid mail, 
email or facsimile to the Vendor’s last known 
address, email account or facsimile number 
requiring the Vendor to collect the same.

iii.   A purchased Lot shall be at the Buyer’s risk 
in all respects from date payment is due to 
Vendor whether or not payment has been 
made and neither Menzies nor the Vendor shall 
thereafter be liable for any loss or damage of 
any kind, whether caused by negligence or 
otherwise, notwithstanding that any Lot is 
in or under Menzies custody or control at the 
time of the occurrence of the loss or damage. 

iv.  Menzies advise all Buyers to arrange for 
their own ‘all risks’ insurance to cover their 
purchased goods effective from date for 
payment to protect their interests as Menzies 
can not warrant that the Vendor has insured its 
interests in the goods and that Menzies cover 
will extend to all risks.

v.   Menzies does not accept responsibility for 
goods damaged by insect infestation or 
by changes in atmospheric conditions and 
Menzies shall not be liable for such damage 
nor for any other damage to glass or to picture 
frames. If the Lot is damaged or destroyed 
after sale and Menzies insurance company 
pays compensation which is then paid to or on 
behalf of a Buyer, the Buyer’s premium shall 
still be payable by the Buyer in addition to the 
final bid price calculated in accordance with 
the Published Rates.

9. PENALTY INTEREST

If the Buyer fails to pay for the property within 
30 days, and extended payment terms have not 
been granted, penalty interest shall run on the 
amount of monies outstanding from the date 
due for payment until the date payment is made 
at the rate prescribed by the Penalty Interest 
Rates Act (Vic) plus two percentum. In the event 
of the Buyer being in default of his/her obligation 
to pay and the overdue account is then referred 
to a debt collection agency, and/or law firm for 
collection the commission payable calculated on 
the basis of the debt being paid in full and legal 
costs incurred either directly or by collection 
agency on an indemnity basis shall be added 
to the amount outstanding and form part of  
the debt.

CONTACT DETAILS 
All privacy-related enquiries or complaints 
should be directed to: 

The Privacy Officer 
Menzies Art Brands 
1 Darling Street South Yarra, VIC 3141 
E: artauctions@menziesartbrands.com 
(please mark emails ATTN: The Privacy Officer)

CONDITIONS OF SALE

These conditions of sale constitute the entire 
agreement with the Buyer with respect 
to any lots listed for sale in the catalogue. 
Amendment to the catalogue descriptions may 
be made verbally during the course of auction 
or by appropriate posted notices. By bidding at 
auction, you shall be bound by the conditions  
set out below. The auction is conducted in 
Australian dollars. 

1. CONTROL OF AUCTION

Menzies will have absolute discretion to 
determine the successful bidder should a dispute 
arise between the bidders and this includes the 
power to reject any bid, to cancel the sale or to 
re-offer the property in dispute.

2. LOTS SUBJECT TO RESERVE

All lots may be subject to a reserve price which 
Menzies shall act to maintain by bidding through 
the Auctioneer. The Auctioneer may place a bid 
on behalf of the Vendor and continue to bid 
until the reserve is reached. The reserve price  
is strictly confidential between Menzies and  
the Vendor.

With respect to lots that are offered without 
reserve, unless there are already competing 
bids, the auctioneer, at his or her discretion, will 
generally open the bidding at 50% of the low 
pre-sale estimate for that lot. In the absence of 
a bid at that level, the auctioneer will proceed 
backwards at his or her discretion until a  
bid is recognised, and then continue up from  
that amount.

3. ABSENTEE OR COMMISSION BIDS

Menzies may accept any bid in the absence of the 
bidder by facsimile, internet, email or telephone 
however with respect to all such bids, Menzies 
accepts no responsibility to errors or omissions 
in connection with their execution.

Absentee bids submitted on ‘No Reserve’ lots 
will, in the absence of a higher bid, be executed at 
approximately 50% of the low pre sale estimate 
or the amount of the bid if it is less than 50% of 
the low pre-sale estimate.

4. PROPERTY SOLD AS IS

Subject to any express warranty set out in 
these conditions of sale, all property is sold 
without any express or implied warranty or 
representation with respect to provenance or 
condition. No written or oral statement made 
at any time, shall constitute such warranty or 
representation. Each lot is sold ‘as is’, according 
to these conditions of sale.

Menzies is not able to and does not carry out 
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10. COLLECTION OF PROPERTY SOLD

The Purchaser may only remove the goods from 
the Auction Room of Menzies once the property 
has been paid for in full. All lots sold must be 
removed from the premises of Menzies no later 
than 30 (thirty) days from the date of sale. If the 
goods have not been removed by this deadline 
the goods may be transferred to a public 
warehouse or stored privately and all storage 
freight and other associated costs shall be to the 
Purchaser’s account.

11. HANDLING AND PACKAGING

Buyers should make own arrangements for 
shipping of goods including transit insurance. 
Menzies will assist Buyers to identify Carriers 
who will undertake to handle goods at the 
Buyers direction. If Menzies introduce Buyer to 
Packers or Shippers no recommendation is to  
be implied.

12. REMEDIES OF MENZIES 

If the buyer is in breach of any of the conditions 
of sale then Menzies may choose to take the 
following action:

i.   Cancel the sale, retaining as liquidated damages 
any payment made by the buyer.

ii.   Re-sell the property without any minimum 
price at the next auction of Menzies or privately 
on 5 (five) days notice to the Buyer.

iii.   Take any other action Menzies may deem 
necessary.

The remedies set out above are in addition to 
any other remedies Menzies may have either at 
common law or equity and any deficiency that 
may exist between the purchase price and the 
price paid upon re-sale shall be to the account 
of the defaulting buyer including all costs 
and expenses, warehousing and expenses of  
both sales and Solicitor’s costs on a Solicitor/
Client basis.

In the event a defaulting buyer has made a part 
payment Menzies reserves the right to apply such 
payment to any such lots at its sole discretion. 
Any defaulting buyer will also be deemed to have 
granted us a security interest in any property 
that is in the custody of Menzies. 

13. BUYER’S REMEDIES

The buyer acknowledges that Menzies under 
no circumstances shall be responsible for 
any indirect or consequential loss or damage 
including loss of profits for any acts or omissions 
that have occurred before, during or after the 
course of an auction. The buyer acknowledges 
that its damages shall be limited to the original 
purchase price paid for the lot.

14. CHOICE OF LAW

By bidding at an auction whether present, 
in person or by agent or by absentee bid, the 
buyer shall be deemed to have consented to the 
exclusive jurisdiction of the Courts of the State 
in which the Auction is conducted.

15. REFUND IN CASE OF FORGERY

In the event of proven forgery Menzies will refund 
to the buyer the purchase price of the lot. This 
refund will only occur provided the following 
conditions are met:

i.   The buyer must produce evidence from two 
independent experts who both agree that the 
lot is a forgery. Menzies reserves the right to 
request further expert evidence if, in its sole 
discretion, it is not satisfied with the findings of 
either expert.

ii.   The buyer must provide written notification 
to Menzies within 4 (four) years of the auction 
date of the forgery allegations.

iii.   The buyer must return to Menzies the allegedly 
unauthentic lot within 14 (fourteen) days of 
notifying Menzies of any lack of authenticity.

No refund will occur if there is any conflict of 
opinion among accepted experts in the field or 
if it can be demonstrated that the lot is a forgery 
only by means of scientific process that could 
damage or otherwise jeopardise the condition of 
the lot and which scientific techniques were not 
commonly employed until after the publication 
of the catalogue.

This guarantee is for the benefit of the buyer only 
and cannot be assigned. Such buyer must have 
remained the owner of the property without 
disposing of any interest in it to any third party up 
until the time the alleged forgery was discovered

16. EXPORT LICENCE

Any application for an export license by the buyer 
pursuant to any of the following:

1.   The Movable Cultural Heritage Act (1986); &

2.   The Protection of Movable Cultural Heritage 
Regulations 2018. Any other legislation or 
regulations that may prohibit the movement of 
or export of a lot from State to State or Territory 
and/or out of the Commonwealth of Australia; 
shall not affect the obligations of the buyer 
to make payment to Menzies within the time 
stipulated by these conditions. Unless there is 
an express written agreement by Menzies to 
make an application for an export license on 
his or her behalf, then all disbursements and 
out of pocket expenses that relate to such an 
application shall be to the buyer’s account.

17. PRIVACY OF INFORMATION

Menzies ensures client confidentiality and use of 
personal information in accordance with its 

Privacy of Information Policy as stated in this 
catalogue. Clients when registering to bid 
or choosing to attend public events held by 
Menzies agree to the collection, use and security  
of personal information in accordance with  
the policy.

18. AFTER AUCTION SALES

Any post auction sale of lots offered at auction 
shall incorporate these Conditions as if sold in  
the auction.

CATALOGUING PRACTICE & TERMS

ARTIST’S NAMES

Menzies use the National Gallery of Australia’s 
publication, Australian Art: Artist’s working 
names authority list and are using the common 
names of the artists rather than their full names. 

For example: Tom Roberts rather than Thomas 
William Roberts; Rupert Bunny rather than 
Rupert Charles Wulsten Bunny; John Brack rather 
than Cecil John Brack. In the case of Aboriginal 
works of art, the artist’s full name including skin 
group is used. Terms used in this catalogue have 
the meanings ascribed to them below. Please 
note that all statements in this catalogue as to 
Authorship are made subject to provisions of 
the Conditions of Sale and neither Menzies or 
the Vendor assume any liability or responsibility  
for the authenticity or authorship of any lot in  
this catalogue.

1.   RUSSELL DRYSDALE 

In Menzies’ qualified opinion a work by the artist.

2.  ATTRIBUTED TO RUSSELL DRYSDALE

In Menzies’ qualified opinion a work which may be 
in whole or part the work of the artist.

3.   CIRCLE OF RUSSELL DRYSDALE

 In Menzies’ qualified opinion a work of the period 
of the artist and closely related to his style and 
showing his influence.

4.   STUDIO OF/WORKSHOP OF RUSSELL DRYSDALE

In Menzies’ qualified opinion a work possibly 
executed under the supervision of the artist.

5.   SCHOOL OF RUSSELL DRYSDALE

In Menzies’ qualified opinion a work by a pupil or 
follower of the artist.

6.   MANNER OF RUSSELL DRYSDALE

In Menzies’ qualified opinion a work in the style of 
the artist possibly of a later period.

7.   AFTER RUSSELL DRYSDALE 

In Menzies’ qualified opinion a copy of the work of 
the artist.

8.   ‘SIGNED’

The work has a signature which in Menzies’ 
qualified opinion is the signature of the artist.

9.   ‘BEARS SIGNATURE’

 The work has a signature which in Menzies’ 
qualified opinion might possibly be the signature 
of the artist although there is an element of 
doubt.

10.   ‘DATED’

The work is so dated and in Menzies’ qualified 
opinion was executed about that date.

11.    ‘BEARS DATE’

The work is so dated and in Menzies’ qualified 
opinion may possibly have been executed about 
that date although there is an element of doubt.
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TELEPHONE BID FORM

LOT 
NO. 

CATALOGUE DESCRIPTION MAXIMUM BID (where applicable) 
Not including the buyer’s premium.

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

BUYER’S NUMBER:

IMPORTANT AUSTRALIAN  
& INTERNATIONAL ART

1 DECEMBER AUCTION, SYDNEY

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.

NAME (please print or type)

INVOICE ADDRESS (PO box not sufficient) 

CITY  POST CODE

TELEPHONE/HOME BUSINESS 

MOBILE  FACSIMILE

EMAIL

SIGNATURE (signature is required for execution of this absentee bid) DATE

BID RECEIVED BY (Menzies internal use only) DATE + TIME

Please tick here if you DO NOT wish to receive information via the following methods:     Mail     Email     SMS

(office use only)
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ABSENTEE BID FORM

LOT 
NO. 

CATALOGUE DESCRIPTION MAXIMUM BID (where applicable) 
Not including the buyer’s premium.

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

A$

BUYER’S NUMBER:

IMPORTANT AUSTRALIAN  
& INTERNATIONAL ART

1 DECEMBER AUCTION, SYDNEY

Email bids to:  
art@menziesartbrands.com

Menzes bears no responsibility for 
any errors which occur due to late 
instructions. Menzies will endeavour 
to confirm bids received either by fax, 
telephone and or email. If you have not 
received our confirmation within one 
business day, please contact Menzies.

It is the bidder’s responsibility to check 
with Menzies staff whether a saleroom 
notice relates to any lot which they 
have listed. Bidders in the room will be 
informed of saleroom notices  by the 
auctioneer at the commencement of the 
auction.

I authorise Menzies to register bids on a 
per lot basis up to the maximum price I 
have indicated for each lot. I will not hold 
Menzies responsible for any errors that 
occur. I have noted the ‘Conditions of 
Sale’ as printed in the auction catalogue 
and agree to be bound by them.

I understand that if my bid is successful,  
a  buyer’s premium will be added to the 
hammer price and will be payable by me 
as part of the total purchase price. The 
buyer’s premium is 25% (GST inclusive) of 
the hammer price.

Menzies will try to purchase these lots 
for the lowest possible price, taking 
into account the reserve and other 
bids. If identical absentee bids are 
received, Menzies will give precedence 
to the bid received first. It is the bidder’s 
responsibility to verify if their bid was 
successful or not.

NAME (please print or type)

INVOICE ADDRESS (PO box not sufficient) 

CITY  POST CODE

TELEPHONE/HOME BUSINESS 

MOBILE  FACSIMILE

EMAIL

SIGNATURE (signature is required for execution of this absentee bid) DATE

BID RECEIVED BY (Menzies internal use only) DATE + TIME

Please tick here if you DO NOT wish to receive information via the following methods:     Mail     Email     SMS

(office use only)
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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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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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Lot Copyright Credit

1 © Namatjira Legacy Trust/Copyright Agency, 2021

9 © Charles Blackman/Copyright Agency, 2021

10 © Ray Crooke/Copyright Agency, 2021

11 © Garry Shead/Copyright Agency, 2021

12 © John Coburn/Copyright Agency, 2021

13 © John Kelly/Copyright Agency, 2021

15 © Adam Cullen/Copyright Agency, 2021

16 © Adam Cullen/Copyright Agency, 2021

18 © Charles Blackman/Copyright Agency, 2021

19 © The Estate of Jeffrey Smart

20  © Margaret Olley/Courtesy of The Margaret Olley Art Trust & Philip 
Bacon Galleries, Brisbane

26 © Fred Williams/Copyright Agency, 2021

27 © John Olsen/Copyright Agency, 2021

28 © Emily Kame Kngwarreye/Copyright Agency, 2021

29 © Lloyd Rees/Copyright Agency, 2021

30  © Margaret Olley/Courtesy of The Margaret Olley Art Trust & Philip 
Bacon Galleries, Brisbane

31  © Margaret Olley/Courtesy of The Margaret Olley Art Trust & Philip 
Bacon Galleries, Brisbane

32 © Garry Shead/Copyright Agency, 2021

33 © Arthur Boyd/Copyright Agency, 2021

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

35 © Arthur Boyd/Copyright Agency, 2021

37 © Fred Williams/Copyright Agency, 2021

38 © Wendy Whiteley/Copyright Agency, 2021

40 © Rosalie Gascoigne/Copyright Agency, 2021

41 © Rosalie Gascoigne/Copyright Agency, 2021

42 © Inge King/Copyright Agency, 2021

44 © Robert Juniper/Copyright Agency, 2021

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

48 © M. Kemp. Courtesy of M. Kemp

49 © John Coburn/Copyright Agency, 2021

50 © Ildiko Kovacs courtesy of Martin Browne Contemporary, Sydney

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

57 © John Coburn/Copyright Agency, 2021

58 © Robert Dickerson/Copyright Agency, 2021

59 © John Coburn/Copyright Agency, 2021

60 © Robert Dickerson/Copyright Agency, 2021

63 © Neil Frazer courtesy of Martin Browne Contemporary, Sydney

64 © Neil Frazer courtesy of Martin Browne Contemporary, Sydney

67 © William Dobell/Copyright Agency, 2021

68 © Hans Heysen/Copyright Agency, 2021

73 © H, C and A Glad

74 © H, C and A Glad

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

77 © Wendy Whiteley/Copyright Agency, 2021

78 © Wendy Whiteley/Copyright Agency, 2021

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

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

81 © Arthur Boyd/Copyright Agency, 2021

82 © John Olsen/Copyright Agency, 2021

83 © Joy Hester/Copyright Agency, 2021

84 © Robert Dickerson/Copyright Agency, 2021

87 © Arthur Boyd/Copyright Agency, 2021

88 © David Larwill/ Copyright Agency, 2021

89 © John Olsen/Copyright Agency, 2021

90 © Mirdidingkingathi Juwarnda/Copyright Agency, 2021

93 © John Kelly/Copyright Agency, 2021

95 © Peter D. Cole/Copyright Agency, 2021

96 © Peter D. Cole/Copyright Agency, 2021

97 © Ron Robertson-Swann/Copyright Agency, 2021

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

99 © Rosalie Gascoigne/Copyright Agency, 2021

100 © David Larwill/ Copyright Agency, 2021

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

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

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

104 © McLean Edwards/Copyright Agency, 2021

106 © Jasper Knight/Copyright Agency, 2021

108 © Geoff Dyer/Copyright Agency, 2021

110 © Ray Crooke/Copyright Agency, 2021

111 © David Boyd/Copyright Agency, 2021

112 © David Boyd/Copyright Agency, 2021

113 © David Boyd/Copyright Agency, 2021

114 © David Boyd/Copyright Agency, 2021

119 © Wendy Whiteley/Copyright Agency, 2021

120 © Wendy Whiteley/Copyright Agency, 2021

121 © Wendy Whiteley/Copyright Agency, 2021

122 © Wendy Whiteley/Copyright Agency, 2021

123 © The Estate of Jeffrey Smart

COPYRIGHT
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ARTIST  .................................................................... LOT NUMBER 

AUTIO, NARELLE ........................................................................65

BANKSY ........................................................................................39

BARTON, DEL KATHRYN ........................................ 101, 102, 103

BENJAMIN, JASON ..............................................................46, 51

BENNETT, RUBERY ....................................................................69

BLACKMAN, CHARLES .......................................................... 9, 18

BOYD, ARTHUR .......................................................... 33,35,81,87

BOYD, DAVID .......................................................111, 112, 113, 114

BUNNY, RUPERT .....................................................................6, 23

BYRNE, SAM ....................................................................... 117, 118

CARRICK, ETHEL ........................................................................22

COBURN, JOHN ....................................................... 12, 49, 57, 59

COLE, PETER D. ................................................................... 95, 96

CONDER, CHARLES ....................................................................71

CRESS, FRED ............................................................................. 107

CROOKE, RAY ....................................................................... 10,110

CULLEN, ADAM ...................................................................... 15,16

DAVIES, PAUL ............................................................................105

DELAFIELD COOK, JONATHAN ...............................................92

DICKERSON, ROBERT ....................................................58,60,84

DOBELL, WILLIAM...................................................................... 67

DOBLE, ROBERT & STRONG, SIMON ...................................... 91

DRYSDALE, RUSSELL ................................................................ 75

DYER, GEOFF ............................................................................108

EDWARDS, MCLEAN ................................................................104

FRAZER, NEIL .......................................................................63, 64

GABORI, SALLY .......................................................................... 90

GASCOIGNE, ROSALIE .................................................40, 41, 99

GLEESON, JAMES ......................................................... 47, 85, 86

HALL, BERNARD ......................................................................... 72

HART, PRO .................................................................................109

HENDRY, CJ ..................................................................................17

HESTER, JOY ...............................................................................83

HEYSEN, HANS ...........................................................................68

HEYSEN, NORA ............................................................................. 3

JUNIPER, ROBERT .................................................................... 44

KELLY, JOHN .........................................................................13, 93

KEMP, ROGER ............................................................................. 48

KING, INGE...................................................................................42

KLIPPEL, ROBERT ......................................................................98

KNGWARREYE, EMILY KAME ...................................................28

KNIGHT, JASPER ......................................................................106

KOVACS, ILDIKO ..........................................................................50

LAMBERT, GEORGE W. .................................................................7

LARWILL, DAVID ................................................................88, 100

LAURENCE, JANET ....................................................................66

LINDSAY, NORMAN ...............................................................73,74

NAMATJIRA, ALBERT ...................................................................1

NOLAN, SIDNEY ...............................................34, 45, 76, 79, 80

OLLEY, MARGARET ........................................................20,30 ,31

OLSEN, JOHN ................................................................ 27, 82, 89

PECK, MICHAEL ..........................................................................94

PUGH, CLIFTON .......................................................................... 55

QUILTY, BEN .......................................................................... 14, 61

REES, LLOYD ...............................................................................29

RICHMOND, OLIFFE ...................................................................43

ROBERTSHAW, FREDA ..............................................................56

ROBERTSON-SWANN, RON ..................................................... 97

ROWAN, ELLIS ................................................................................  2

RYAN, PAUL .................................................................................62

SAWREY, HUGH .................................................................115, 116

SHEAD, GARRY ......................................................................11, 32

SMART, JEFFREY ............................................................... 19, 123

SMITH, GRACE COSSINGTON .................................................. 21

STORRIER, TIM ............................................................... 36, 52, 53

STREETON, ARTHUR .......................................................... 24, 25

TUCKER, ALBERT ........................................................................54

VON GUÉRARD, EUGENE ........................................................... 8

WAITE, JAMES CLARKE ............................................................ 70

WHITELEY, BRETT .........................38, 77, 78, 119, 120, 121, 122

WILLIAMS, FRED ..................................................................26, 37

WILSON, DORA .........................................................................4, 5



MELBOURNE GALLERY
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SYDNEY GALLERY 
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