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AUCTION 530

Evening Sale

including

Die Maler der Brucke — Sammlung Hermann Gerlinger

Auction

Lot 1-101 Evening Sale (530)
Friday, June 10, from 5 pm

Ketterer Kunst Minchen
Joseph-Wild-StraRRe 18
81829 Munich

We kindly ask you to reserve a seat.

Call +49 (0) 89 552440
or send an e-mail to infomuenchen@kettererkunst.de.

Preview

Further Auctions

Lot 150-239 Post War/Contemporary Art (529)
Friday, June 10, from 2 pm

Lot 300-372 19" Century Art (527)
Saturday, June 11, 2022, from 3 pm

Lot 400—-470 Modern Art(528)
Saturday, June 11, 2022, from ca. 5 pm

Online Only www.ketterer-internet-auktion.com
Sun, May 15, 2022, from 3 pm—Sun, June 12, 2022, from 3 pm
Gradually running out

We kindly ask you to specify the works you would like to view in our representative venues.

Frankfurt

Bernhard Knaus Fine Art, NiddastraRe 84, 60329 Fankfurt/Main

Tel. +49 (0)6221 58 80 038, infoheidelberg@kettererkunst.de

Wed. May18 4pm-7pm
Opening  4pm-—-7pm
Thu.  May19 1mam-—4pm

Diisseldorf
Ketterer Kunst, Kdnigsallee 46, 40212 Disseldorf

Tel. +49 (0)21136 77 94 60, infoduesseldorf@kettererkunst.de

Sat. May 21 11am-—-7pm

Opening  4pm-7pm
Sun.  May22 1am-7pm
Mon.  May23 Ttam—4pm

Hamburg
Galerie Herold, Colonnaden 5, 20354 Hamburg
Tel. +49 (0)40 3749 61-0, infohamburg@kettererkunst.de

Web. May25 11am-7pm
Opening  4pm-—7pm
Thu.  May26 11am—4pm

Exchange rate: 1 Euro = 1,10 US Dollar (approximate value).

Berlin
Ketterer Kunst, FasanenstraRe 70, 10719 Berlin
Tel. +49 (0)30 88 6753 63, infoberlin@kettererkunst.de

Sat. May 28 10am—7pm
Opening  4pm-—7pm
(incl. Tour d’horizon with Dr. Mario v. Littichau)
Sun.  May29 10am-6pm
Mon.  May30 10am-6pm
Tue. May 31 10am—-6pm
Wed. Juneil. 10am-6pm
Thu. June2 10am-8pm

Munich (all works)
Ketterer Kunst, Joseph-Wild-StraRe 18, 81829 Munich
Tel. +49 (0) 89 552 44-0, infomuenchen@kettererkunst.de

Sat. Juneq  3pm-—-7pm

Opening  5pm-—7pm
Son. Junes 1am-5pm
Mon.  June6 10am-6pm
Tue. June7 10am-6pm
Wed. June8 10am-6pm

Thu. Juneg

10am—6pm

Fri. June1o 10am-5pm

Front outer cover: lot 63 A. Macke — frontispiece I: lot 81 E. Nolde —frontispiece II: ot 98 E. W. Nay — frontispiece IlI: lot 75/76 G Forg —
frontispiece IV: lot 41 E. L. Kirchner — page 8: lot 68 E. Munch — page 11: lot 50 G. Baselitz — page 12: lot 78 K. Lueg — page 14: lot 66 C. Sherman —
page 290: lot 88 R. Opalka — page 293: lot 48 H. Antes — page 294: lot 71 M. Beckmann — rear outer cover: lot 94 A. Warhol



INFO

Your bidding options

Online

You can follow our saleroom auctions live online and also place bids online.
Bid and watch online on: www.kettererkunstlive.de

For online bidding please register the latest one day ahead of the auction. If you want to create a new
account please click on “Register now” and you will receive an activation link. Please note that we are
legally obligated to archive a copy/scan of your identity card. If you intend to place bids of more than
€ 50,000, please inform us beforehand.

By phone

If you can't attend the auction you can bid over the phone. Please register no later than one day before
the auction. On the day of the auction we will call you shortly before your lot is called up. Please make
sure that we can reach you on one of the phone numbers you specified. We offer telephone bidding in
the following languages: German, English, French, Italian (please use the bidding form on the next spread).

Proxy bids

If you are unable to attend the auction in person, we will be happy to accept your proxy bid (please use
the bidding form on the right).

Saleroom

You can bid yourself or through an authorized representative in the saleroom. Please reserve a seat the

latest one day prior to the auction and get a bidding paddle. In any case, please bring an official ID to
the auction.

Online Only

You can also bid in our Online Only auctions around the clock.
Register and bid on www.ketterer-internet-auctions.com

Last chance to bid in the current auction: June 12, 2022, from 3 p.m. (gradually running out).

10 KETTERER KUNST




SPRING AUCTIONS 2022

Auftrage | Bids

Rechnungsanschrift | Invoice address

KETTERER ] KUNST

Kundennummer | Client number

Name | Surname Vorname | First name

c/o Firma | ¢/o Company

StraBe | Street PLZ, Ort | Postal code, city

Land | Country

E-Mail | Email

USt-ID-Nr. | VAT-ID-No.

Telefon (privat) | Telephone (home) Telefon (Buro) | Telephone (office)

Abweichende Lieferanschrift | Shipping address

Fax

Name | Surname Vorname | First name

c/o Firma | ¢/o Company

StraBe | Street PLZ, Ort | Postal code, city

Land | Country

Ich habe Kenntnis von den in diesem Katalog veréffentlichten und zum Vertragsinhalt gehérenden Versteigerungsbedingungen und Datenschutzbestimmungen

und erteile folgende Auftrage:

I am aware of the terms of public auction and the data privacy policy published in this catalog and are part of the contract, and | submit the following bids:

[ Ich méchte schriftlich bieten. | I wish to place a written bid.

Ihre schriftlichen Gebote werden nur soweit in Anspruch genommen, wie es der Auktionsverlauf unbedingt erfordert.

Your written bid will only be used to outbid by the minimum amount required.

[ Ich méchte telefonisch bieten. | | wish to bid via telephone.
Bitte kontaktieren Sie mich wahrend der Auktion unter:
Please contact me during the auction under the following number:

Nummer | Lot no. Kinstler:in, Titel | Artist, Title

€ (Maximum | Max. bid) fiir schriftliche Gebote notig,
fir telefonische Gebote optional als Sicherheitsgebot

Bitte beachten Sie, dass Gebote bis spatestens 24 Stunden vor der Auktion eintreffen sollen.

Please note that written bids must be submitted 24 hours prior to the auction.

Versand | Shipping

Ich hole die Objekte nach telefonischer Voranmeldung ab in
I will collect the objects after prior notification in

[IMinchen [JHamburg [Berlin [JDusseldorf

L] Ich bitte um Zusendung.
Please send me the objects

Von allen Kund:innen miissen wir eine Kopie/Scan des Ausweises archivieren.
We have to archive a copy/scan of the passport/ID of all clients.

Ich habe Kenntnis davon, dass Ketterer Kunst gesetzlich verpflichtet ist, geméR den Bestimmungen des GwG eine Identifizierung des
Vertragspartners, gegebenenfalls fir diesen auftretende Personen und wirtschaftlich Berechtigte vorzunehmen. GemaR §11 GwG ist
Ketterer Kunst dabei verpflichtet, meine und/oder deren Personalien, sowie weitere Daten vollstandig aufzunehmen und eine Kopie/
Scan u.a. zu archivieren. Ich versichere, dass ich oder die Person, die ich vertrete und die ich namentlich bekanntgegeben habe,
wirtschaftlich Berechtigte/r im Sinne von § 3 GwG bin bzw. ist.

I'am aware that Ketterer Kunst is legally obligated, in line with the stipulations of the GwG (Money Laundering Act), to carry out an
identification of the contracting party, where applicable any persons and beneficial owners acting on their behalf Pursuant to §11 GWG
(Money Laundering Act) Ketterer Kunst thereby is obligated to archieve all my and/or their personal data as well other data, and to make
a copy/scan or the like. | assure that | or the person | represent and that | have announced by name is beneficial owner within the scope
of § 3 GwG (Money Laundering Act).

Es handeltsich um eine 6ffentlich zugangliche Versteigerung, bei der das Verbrauchsg(ter-
kaufrecht ( §§ 474 ff. BGB) nicht anwendbar ist.

It is a publicly accessible auction in which the consumer goods sales law (§§ 474 ff. BGB)

does not apply.

Rechnung | Invoice

[] Bitte schicken Sie mir die Rechung vorab als PDF an:
Please send invoice as PDF to:

E-Mail | Email

L] Ich wiinsche die Rechnung mit ausgewiesener Umsatzsteuer

(vornehmlich fiir gewerbliche Kaufer/Export).
Please display VAT on the invoice (mainly for commercial clients/export).

Datum, Unterschrift | Date, Signature

Ketterer Kunst GmbH & Co. KG - Joseph-Wild-StraRe 18 - 81829 Munich - Tel. +49-(0)89-552 44-0 - Fax +49-(0)89-552 44-177 - info@kettererkunst.de - www.kettererkunst.de



YOUR CONTACTS

Robert Ketterer

Owner, Auctioneer

Tel. +49 89 55244-158
rketterer@kettererkunst.de

Gudrun Ketterer, M .A.
Director, Auctioneer

Tel. +49 89 55244-200
g ketterer@kettererkunst.de

Nicola Gréfin Keglevich, M.A.
Senior Director

Tel. +49 89 55244-175
n.keglevich@kettererkunst.de

Dr. Sebastian Neuf3er
Director

Tel. +49 89 55244-170
s.neusser@kettererkunst.de

Dr. Mario von Liittichau
Wissenschaftlicher Berater

Tel. +49 89 55244-165
m.luettichau@kettererkunst.de

MUNICH

Julia HauBmann, M A.

Head of Customer Relations
Tel. +49 89 55244-246
j.haussmann@kettererkunst.de
MUNICH

Dr. Franziska Thiess

Tel. +49 89 55244-140
fthiess@kettererkunst.de

MUNICH

Alessandra Léscher Montal, B.A./B.Sc.
Tel. +49 89 55244131
a.loescher-montal@kettererkunst.de

MUNICH

Dr. Isabella Cramer

Tel. +49 89 55244-130
i.cramer@kettererkunst.de

MUNICH

Sandra Dreher, M A.

Tel. +49 89 55244-148
s.dreher@kettererkunst.de

MUNICH

Larissa Rau, B.A.

Tel. +49 89 55244-143
|.rau@kettererkunst.de

19" Century Art

MUNICH

Sarah Mohr, M A.

Tel. +49 89 55244-147
s.mohr@kettererkunst.de

MUNICH

Felizia Ehrl, M.A.

Tel. +49 89 55244-146
fehrl@kettererkunst.de

Representatives

BERLIN

Dr. Simone Wiechers
Tel. +49 30 88675363
s.wiechers@kettererkunst.de

DUSSELDORF

Cordula Lichtenberg, M.A.

Tel. +49 21136779460
infoduesseldorf@kettererkunst.de

BADEN-WURTTEMBERG, HESSE,
RHINELAND-PALATINATE
Miriam HeR

Tel. +49 62215880038
m.hess@kettererkunst.de

HAMBURG

Louisa von Saucken

Tel. +49 40 374961-13
|.von-saucken@kettererkunst.de

NORTHERN GERMANY

Nico Kassel, M.A.

Tel. +49 89 55244-164
n.kassel@kettererkunst.de

SAXONY, SAXONY-ANHALT,
THURINGIA

Stefan Maier

Tel. +49 170 7324971
s.maier@kettererkunst.de

UsSA
Dr. Melanie Puff
Ansprechpartnerin USA

Tel. +49 89 55244-247
m.puff@kettererkunst.de

THE ART CONCEPT

Andrea Roh-Zoller, V. A.

Tel. +49 172 4674372
artconcept@kettererkunst.de

Cataloging Department

Silvie Mihln M.A., Dr. Julia Scheu, Dr. Eva Heisse, Christine Hauser M.A.,
Alana Méller M.A., Ann-Sophie Rauscher M.A,, Dr. Agnes Thum,

Sarah von der Lieth, M.A., Dr. Mario von Luttichau, Dr. Katharina Thurmair —
Editor: Text & Kunst KONTOR Elke Thode



e R

PAINTERS -
-GERLPNGER

E I__b_____:HJunem 2,922 from 5 p.m.
e e

P B
WG




[Fevin]
$HE The Brucke Painters — Collection Hermann Gerlinger

« One of to date only three known copies

« For the first time on the international auction market

« Made the year the "Briicke” was founded, the woodcut shows one of the group’s later main

themes: Plein-air nudes

 ”Badender Junge” is one of E. L. Kirchner‘s earliest artistic accomplishments

1

ERNST LUDWIG
KIRCHNER

1880 Aschaffenburg—1938 Davos

Badender Junge. 1904.

Woodcut.

Dube H 21. Gerken 10. Signed and inscribed
"Handdruck®. Verso with the estate stamp of the
Kunstmuseum Basel (Lugt 1570 b) and the stamp
"unverkauflich®. On brownish laid paper. 20 x 14 cm
(7.8 x 5.5 in). Sheet: 25,5 x 25,2 cm (10 X 9.9 in).

Find more information on
www.kettererkunst.com

Called up: June 10, 2022 - ca. 17.00 h + 20 min.

€ 4.000-6.000 /P
$4,400-6,600

PROVENANCE

- Artist’s estate (Davos 1938, Kunstmuseum Basel
1946).

- Galerie Henze & Ketterer, Wichtrach/Bern.

- Collection Hermann Gerlinger, Wiirzburg (with
the collector stamp, acquired from the above in
2003).

EXHIBITION

- Ernst Ludwig Kirchner, Haus der Kunst, Munich,
Februars 9 - April 13,1980; Museum Ludwig,
Cologne, April 26 - June 8,1980; Kunsthaus
Zirich, June 20 - August 10, 1980; Staatliche
Museen zu Berlin, West-Berlin, November 29,
1979 - January 20,1980, p. 49, illu. 23 (presumably
different copy).

- Kunstmuseum Moritzburg, Halle an der Saale
(permanent loan from Collection Hermann
Gerlinger, until 2017).

- Buchheim Museum, Bernried (permanent loan
from Collection Hermann Gerlinger, 2017-2022).

LITERATURE

- Hermann Gerlinger, Heinz Spielmann (editor),
Briicke-Almanach 1999: Fritz Bleyl und die Friihen
Jahre der "Briicke®, Schleswig 1999, p. 14, illu. 4.

- Hermann Gerlinger, Katja Schneider (editor), Die
Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 282,
SHG no. 639.

18 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

2

KARL SCHMIDT-
ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Waldrand. 1904.

Watercolor.

Inscribed and dated "Rautenkranz 1904 in right.
On light blue Ingres laid paper. 23,3 x 30,6 cm (9.1 x
12 in), size of sheet. [KT]

The work is registered at the Karl and Emy
Schmidt-Rottluff Foundation, Berlin.

Find more information on
www.kettererkunst.com

Called up: June 10, 2022 = ca. 17.02 h + 20 min.

€ 4.000—-6.000 /0. F
$ 4,400—6,600

PROVENANCE
- Collection Hermann Gerlinger, Wiirzburg (with
the collector stamp).

EXHIBITION

- Karl Schmidt-Rottluff, Retrospektive, Kunsthalle
Bremen, June 16 - September 10, 1989; Stadtische
Galerie im Lenbachhaus, Munich, September 27 -
December 3,1989, p. 217, cat. no. 10 (with illu.).

- Schleswig-Holsteinisches Landesmuseum Schloss
Gottorf, Schleswig (permanent loan from
Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale

[Fain]
The Briicke Painters — Collection Hermann Gerlinger $Hk

« Watercolors from the artist‘s early creative period are very rare on the auction market

« In this watercolor Karl Schmidt-Rottluff stages the edge of a wood in a mysterious winterly
sunset light of a refined cool gray-blue with various brightness values

« Similar to the woodcut, the blank paper parts make for the actual element of composition

(permanent loan from Collection Hermann
Gerlinger, 2001-2017).

- Im Rhythmus der Natur: Landschaftsmalerei der
"Briicke”. Meisterwerke der Sammlung Hermann
Gerlinger, Stadtische Galerie, Ravensburg,
October 28,2006 - January 28, 2007 (with color
illuon p. 53).

- Schmidt-Rottluff. Form, Farbe, Ausdruck,
Buchheim Museum, Bernried am Starnberger See,
September 29, 2018 - February 3, 2019, p. 105
(with illu.).

- Buchheim Museum, Bernried (permanent loan
from Collection Hermann Gerlinger, 2017-2022).

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke.
Collection Hermann Gerlinger, Stuttgart 1995, p.
89, SHG no. 13 (with illu.).

- Hermann Gerlinger, Katja Schneider (editors), Die
Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 25, SHG
no.19 (with illu.).



[Fevin]
$HE The Brucke Painters — Collection Hermann Gerlinger

3

KARL SCHMIDT-
ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Unter der Briicke. 1905.

Holzschnitt.

Nicht bei Schapire. Gerlinger H 05-11.
Im Stock monogrammiert. Signiert
"Karl Schmidt“. Links unten bezeichnet
und datiert "Erster Druck 1905".

Auf chamoisfarbenem Biitten.

16 x 22,6 cm (6.2 x 8.8 in).

Papier: 22,5x 28 cm (8.8 x 11in). [KT]
Find more information on
www.kettererkunst.com

Aufrufzeit: 10.06.2022 — ca. 17.04 h £ 20 Min.

€ 4.000—-6.000 R/D.F
$ 4,400—6,600

PROVENIENZ
- Sammlung Hermann Gerlinger, Wiirzburg (mit
dem Sammlerstempel).

20 KETTERER KUNST

« Erstmals auf dem internationalen Auktionsmarkt angeboten (Quelle: artprice.com)
« Dieser seltene, sehr friihe Holzschnitt Karl Schmidt-Rottluffs zeigt eine kolossale Wirkung

* Um die Jahrhundertwende weit verbreitete und vielfach abgebildete japanische Farbholzschnit-
te des 19. Jahrhunderts, etwa von Utagawa Hiroshige, konnten als Vorbild gedient haben

AUSSTELLUNG

- Karl Schmidt-Rottluff: das graphische Werk. Zum go. Geburtstag des Kiinstlers, Briicke-Museum, Berlin,
7.9.-8.12.1974, Kat.-Nr. 6 (m. Abb.).

- Die Briicke im Aufbruch. Ausstellung aus eigenem Besitz zur 75. Wiederkehr des Griindungstages der
Briicke am 7. Juni 1905, Briicke-Museum, Berlin, 7.6.-13.7.1980, Kat.-Nr. 79 (m. Abb.).

- Karl Schmidt-Rottluff, Retrospektive, Kunsthalle Bremen, 16.6.-10.9.1989; Stadtische Galerie im Lenbach-
haus, Miinchen, 27.9.-3.12.1989, S. 219, Kat.-Nr. 20 (m. Abb.).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig (Dauerleihgabe aus der Sammlung
Hermann Gerlinger, 1995-2001). Kunstmuseum Moritzburg, Halle an der Saale (Dauerleihgabe aus der
Sammlung Hermann Gerlinger, 2001-2017).

- Die Briicke in Dresden. 1905-1911, Dresdner Schloss, Staatliche Kunstsammlungen Dresden, Galerie Neue
Meister, 20.10.2001-6.1.2002, Kat.-Nr. 127 (m. Abb.).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger, Albertina, Wien, 1.6.-26.8.2007,
Kat.-Nr. 2 (m. Abb.).

- Buchheim Museum, Bernried (Dauerleihgabe aus der Sammlung Hermann Gerlinger, 2017-2022).

LITERATUR

- Horst Jahner, Kiinstlergruppe Briicke. Geschichte einer Gemeinschaft und das Lebenswerk ihrer Reprasen-
tanten, Berlin 1984, S. 21 (m. Abb. Nr. 16).

- Hermann Gerlinger, Katja Schneider (Hrsg.), Die Maler der Briicke. Bestandskatalog Sammlung Hermann
Gerlinger, Halle (Saale) 2005, S. 29, SHG-Nr. 29 (m. Abb.).

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

[Fain]
The Briicke Painters — Collection Hermann Gerlinger $Hk

4
ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Das Flof3. 1905.

Woodcut.

Ebner/Gabelmann 81 H a (of b). Dube H 32. Signed,
dated and titled. Monogrammed in printing block.
From an edition of to date 8 known copies. On laid
paper.12,8 X 21,4 cm (5 x 8.4 in). Sheet: 23,5 x 27,7
cm (9.2 x10.9 in). Late print.

We are grateful to Mrs Renate Ebner and Mr Hans
Geissler, Erich Heckel Estate, Hemmenhofen on
Lake Constance, for their kind support in
cataloging this lot.

Find more information on

www.kettererkunst.com
Called up: June 10, 2022 - ca. 17.06 h + 20 min.

€3.000—4.000 RO F
$3300-4,400

PROVENANCE
- Collection Hermann Gerlinger, Wiirzburg
(with the collector stamp).

EXHIBITION

- Schleswig-HolsteinischesLandesmuseum Schloss

Gottorf, Schleswig (permanent loan from
Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale

(permanent loan from Collection Hermann
Gerlinger, 2001-2017).

- Buchheim Museum, Bernried (permanent loan

from Collection Hermann Gerlinger, 2017-2022).

 Motif found on a study trip along the river Main between Aschaffenburg and Amorbach in 1905
« The painting of the same name from 1905 was destroyed

* Rhythmical ornamental arrangement with a strong depth effect

» Not on the international auction market in the past 35 years (Quelle: artprice.com)

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke.

Collection Hermann Gerlinger, Stuttgart 1995, p.
144 (with illu.), SHG no. 128.

- Hermann Gerlinger, Franken und die Kiinstler der

"Briicke”, in: Frankenland: Zeitschrift fur
Frankische Landeskunde, August 2001, issue 4, p.
267 (illu. 3).

- Hermann Gerlinger, Katja Schneider (editor), Die

Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 97, SHG
no. 320 (with illu.).

21
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$HE The Brucke Painters — Collection Hermann Gerlinger

5
ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Gelbes Haus. 1908.

Watercolor.

Lower right signed and dated. Once more signed on the reverse, as well as titled
and inscribed by a hand other than that of the artist. On firm paper. 37,2 x 27,2
cm (14.6 x 10.7 in), the full sheet.

The work is listed in the Erich Heckel Estate, Hemmenhofen on Lake Constance.
We are grateful to Mrs Renate Ebner and Mr Hans Geissler for the kind support
in cataloging this lot.

We are grateful to Dr. Marcus Andrew Hurttig, Museum der bildenden Kiinste
Leipzig, for his kind expert advice.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.08 h + 20 min.

€30.000-40.000 R/ F
$33,000-44,000

PROVENANCE

- Possibly Leipzig, Museum der bildenden Kiinste (1921-1937. The title the artist
wrote on the reverse is identical with the entry in the inventory book at MdbK
Leipzig; there is no other sheet with this title in the estate of Erich Heckel).

- Possibly state-owned (confiscated from the above in 1937, Degenerate Art no.:
1060).

- Possibly Galerie Ferdinand Maller, Berlin (in exchange with the above in 1940).

- Galerie Neher, Essen.

- Collection Hermann Gerlinger, Wiirzburg (with teh collector stamp, acquired

from the above in 1985).

EXHIBITION

- Blickpunkte V: Blumen. Landschaften. Menschen, Galerie Neher, Essen,
November 198s, cat. no. 17.

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Im Rhythmus der Natur: Landschaftsmalerei der "Briicke”. Meisterwerke der
Sammlung Hermann Gerlinger, Stadtische Galerie, Ravensburg, October 28,
2006 - January 28, 2007 (with color illu. on p. 69).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger,
Albertina Vienna, June 1- August 26, 2007, cat. no. 67 (with color illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann

Gerlinger, 2017-2022).

LITERATURE

- Possibly: www.geschkult.fu-berlin.de/e/db_entart_kunst/datenbank
(Degenerate Art no.: 1060).

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, SHG no. 186 (with color illu. on p.169).

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, SHG no. 357 (with

colorillu. on p.159).

22 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

 One of the most magnificent watercolors by Heckel from the time
in Dangast

« In Dangast the young artist found some of his finest motifs

« Characterized by a great airiness and transparency

« Landscape watercolors by the artist from the early days of the

"Briicke“are very arre on the international auction market (source:

artprice.com)

"This sheet may well be called one of the most
astonishing watercolors that Heckel made in
Dangast. The painting manner shows a verve
nurtured by the boisterously applied colors, an
expression of the immediate experience of
summer and landscape.”

Heinz Spielmann, quoted from: Hermann Gerlinger, Katja Schneider (editor), Die Maler
der Briicke. Inventory catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 159.

23
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6
KARL SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Gutshof. 1910.

Watercolor and graphite.
Lower right corner signed. Verso inscribed "Gutshof“. On firm wove paper. 49,8 x 65,1 cm (19.6 x 25.6 in), the
full sheet. [KT]

The work is documented in the archive of the Karl and Emy Schmidt-Rottluff Foundation, Berlin.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.10 h + 20 min.

€ 80.000-120.000 R/D.F
$ 88,000—-132,000

PROVENANCE
- Carl Georg Heise (1890-1979), Hamburg (until at least 1963).
- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Kestner Gesellschaft, Hanover, 1920, cat. no. 54.

- Meister des Aquarells aus der deutschen Kunst des 20. Jahrhunderts, Kunstverein Hamburg,
August 3 - September 15,1963, cat. no. 165 (with illu.)

- Schmidt-Rottluff. Aquarelle aus den Jahren 1909 bis 1969, 55. B.A.T. Ausstellung, B.A.T. Cigaretten Fabriken
GmbH, Hamburg, June 13 - August 10,1974, cat. no. 52 (with illu. on p. 165).

- Das Aquarell der Briicke, Briicke-Museum, Berlin, September 5 - November 16, 1975, cat. no. 61.

- Karl Schmidt-Rottluff, Retrospektive, Kunsthalle Bremen, June 16 - September 10,1989; Stadtische Galerie im
Lenbachhaus, Munich, September 27 - December 3, 1989, p. 229, cat. no. 65 (with illu., and illu. on plate 31).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig (permanent loan from Collection
Hermann Gerlinger, 1995-2001).

- Aquarelle der Briicke, Briicke-Museum Berlin, September 14,1995 - January 7,1996, cat. no. 61.

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection Hermann Gerlinger,
2001-2017).

- Die Briicke in Dresden. 1905-1911, Dresdner Schloss, Staatliche Kunstsammlungen Dresden, Galerie Neue
Meister, October 20, 2001 - January 6, 2002, cat. no. 328 (with colroiillu.).

- Expressiv! Die Kiinstler der Sammlung Hermann Gerlinger, Albertina, Vienna, June 1 - August 26, 2007,
cat. no.16 (with color illu.).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie, Bernried am Starnberger See,
Ocotber 28, 2017 - February 25, 2018,p. 222 (with colro illu.).

- Schmidt-Rottluff. Form, Farbe, Ausdruck, Buchheim Museum, Bernried am Starnberger See, September 29,
2018 - February 3, 2019, p. 153 (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann Gerlinger, 2017-2022).

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger, Stuttgart 1995, p. 220,
SHG no. 291 (with illu.).

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 47, SHG no. 69 (with illu.).

- Briickenschlag: Gerlinger - Buchheim! Museumsfihrer durch die ”Briicke*-Sammlungen von Hermann
Gerlinger und Lothar-Glinther Buchheim, Feldafing 2017, p. 222 (with illu. on p. 223).

« Watercolors from the time around 1910 are particularly sought-after on the international
auction market (source: artprice.com)

« Notable provenance in addition to Hermann Gerlinger: Carl Georg Heise was director of the
Kunsthalle Hamburg and an important patron of German Expressionism

« Perfect interplay of strong colors and an airy brushwork

« Through the decomposition of the architectural forms, the composition has an almost abstract
appeal and the colors come to the fore

24 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Auf dem Bett sitzendes Madchen. 1908.

Black Chalk drawing.

Lower left signed and pre-dated 03" Verso titled and with the estate stamp
(Lugt 1570 b) and the hand-written number "K Dre/Bi 12.101,1x 72 cm (39.8 x
28.3in), the full sheet.

Verso with the large-format sketch "Erna und Gerda beim Bad*, black chalks
drawing, 1913, which Kirchner used as preliminary drawing for the center panel
of his triptych "Badende Frauen“ (1915/1925, today in the Kirchner Museum,
Davos, private collection and National Gallery of Art, Washington, D. C.). [CH]

The work is documented at the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.12 h £ 20 min.

€ 80.000-120.000 R/
$ 88,000—-132,000

PROVENANCE

- Artist’s estate (Davos 1938, Kunstmuseum Basel 1946, verso with the
hand-numbered estate stamp).

- Galerie Nierendorf, Berlin (1963).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
in 1996: Hauswedell und Nolte, June 5/6,1996).

EXHIBITION

- Ernst Ludwig Kirchner, Kunsthalle Bern, March 5 - April 17,1933, cat. no. 1m
(with illu. on plate XIX).

- E. L. Kirchner zum flinfundzwanzigsten Todestag. Aquarelle, Bilder, Zeichnungen,
Galerie Nierendorf, Berlin, June 18 - October 17,1963, cat. no. 9.

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, bis 2001).

- Frauen in Kunst und Leben der "Briicke", Schleswig-Holsteinische Landesmuseen,
Schloss Gottorf, Schleswig, September 10 - November 5, 2000, cat. no. 26.

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection
Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger, Albertina,
Vienna, June 1- August 26, 2007, cat. no. 121, p. 200 (with illu. on p. 201).

- Kirchner, Hubertus-Wald-Forum in der Hamburger Kunsthalle, Hamburg,
October 7,2010 - January 16, 201, cat. no. 125 (with illu. on pp. 81,103 and 127).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann

Gerlinger, 2017-2022).

 One of the few large-size drawings in the oeuvre of E. L. Kirchner

* Never before has a drawing by Kirhcner with such an impressive
size been offered on the international auction market (source:
artprice.com)

« Particularly well-executed depiction with a striking, painting-like
effect

The sheets reverse side,

E. L. Kirchner, Zwei weibliche Akte
im Badezuber (Erna und Gerda),
black chalks, 1913.

LITERATURE

- Hauswedell und Nolte, Hamburg, Modern Art, auction 318, June 5/6,1996, |
ot 348.

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, SHG no. 663 and 756,
pp. 294 and 336 (each withiillu.).

- Michael Eissenhauer (editor), In Momenten des grofiten Rausches. Ernst Ludwig
Kirchner - Zeichnungen, Druckgraphik. Der Bestand der Graphischen Sammlung
der Staatlichen Museen Kassel, Wolfratshausen 2002, pp. 27ff. (with illu. no. 4).

- Buchheim Museum (editor), Briickenschlag: Gerlinger - Buchheim!
Museumsfihrer durch die "Briicke“-Sammlungen von Hermann Gerlinger
und Lothar-Glinther Buchheim, Feldafing 2017, p. 124 (with illu. on p.125).

26 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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FRITZ BLEYL ERNST LUDWIG
1880 Zwickau—1956 Iburg KI RCH N E R

. 880 Aschaffenburg 1938 D
Stehender Viertelstundenakt. 1905, 1880 Aischalfenburg —1938 bavos

Pencil drawing. Kniender Akt. 1905/06.
Signed, monogrammed and dated in lower right.
On wove paper. 44,4 X 34,2 cm (17.4. X 13.4 in), size
of sheet. [AM]

Black Chalk drawing.

Verso with the estate stamp of the Kunstmuseum
Basel (Lugt 1570 b) and the hand-written

Find more information on registration number "B Dre/Bg 17“. On creme wove
www.kettererkunst.com paper. 43,3 x 34,3 cm (17 x 13.5 in), the full sheet.
Verso with another, fragmentarily preserved black
chalks drawing. [CH]

Called up: June 10, 2022 —ca. 17.14 h + 20 min.

€3.000—4.000R/DF

. We are grateful to Prof. Dr. Dr. Gerd Presler for his
3,300—-4,400

kind expert advice.
The work is documented at the Ernst Ludwig
Kirchner Archive, Wichtrach/Bern.

PROVENANCE

- Collection Hermann Gerlinger, Wiirzburg (with
the collector stamp). Find more information on

www.kettererkunst.com

EXHIBITION
) . Called up: June 10, 2022 —ca. 17.16 h + 20 min.
- Schleswig-Holsteinisches Landesmuseum Schloss

Gottorf, Schleswig (permanent loan from €10.000—15.000 */0
Collection Hermann Gerlinger, 1995-2001). $11,000—16,500
- Fritz Bleyl und die frithen Jahre der "Briicke”,
Schleswig-Holsteinisches Landesmuseum, PROVENANCE
Schloss Gottorf, Schleswig, July 25 - October 31, - Artist’s estate (Davos 1938, Kunstmuseum Basel
1999; Stadtisches Museum, Zwickau, January 16 1946, with the hand-numbered estate stamp on
- March 19, 2000, pp. 20-21 (with illu.) the reverse).
- Kunstmuseum Moritzburg, Halle an der Saale - Stuttgarter Kunstkabinett Roman Norbert
(permanent loan from Collection Hermann Ketterer, Stuttgart (1954).
Gerlinger, 2001-2017). - Galerie Henze & Ketterer, Witrach/Bern.
- Buchheim Museum, Bernried (permanent loan - Collection Hermann Gerlinger, Wiirzburg (with the
from Collection Hermann Gerlinger, 2017-2022). collector stamp, acquired from the above in 2002).
LITERATURE EXHIBITION
- Heinz Spielmann (editor), Die Maler der Briicke. - Ernst Ludwig Kirchner zum 120. Geburtstag.
Collection Hermann Gerlinger, Stuttgart 1995, p. Gemalde, Aquarelle und Zeichnungen, Galerie
128, SHG no. 94. Henze & Ketterer, Wichtrach/Bern 2000, cat. no. 1.
- Hermann Gerlinger, Heinz Spielmann (editor), - Die Briicke in Dresden. 1905-1911, Dresdner Schloss,
Briicke-Almanach 1999: Fritz Bleyl und die frihen Staatliche Kunstsammlungen Dresden, Galerie
Jahre der "Briicke”, Schleswig 1999, pp. 20-21. Neue Meister, October 20, 2001 - January 6, 2002,
- Hermann Gerlinger, Katja Schneider (editors), Die cat. no.101 (with illu.).
« From the series "Viertelstundenakte” (lit.: "Fifteen Minutes Nudes*), in which Fritz Bleyl Maler der Briicke. Inventory catalog Collection - Kunstmuseum Moritzburg, Halle an der Saale « Art-historically significant time of origin: In 1905 Kirchner, Heckel, Schmidt-Rottluff and Bleyl
and the other ”Briicke“ members were intensely occupied with nude drawings Hermann Gerlinger, Halle (Saale) 2005, p. 370, (permanent loan from Collection Hermann founded the "Briicke®, which was joined by Pechstein and Nolde in 1906
« Just very few of these groundbreaking drawings by the artist have been preserved up SHG no. 818. Gerlinger, 2001-2017).  The dynamic-spontaneous sketch is an expression of Kirchner‘s profound interest in human
until today - Expressiv! Die Kuinstler der Briicke. Die Sammlung anatomy, posture and motion sequences
« Works by Bleyl from the sought-after ”Briicke“ time are very rare on the international Hermann Gerlinger, Albertina, Vienna, June 1 - Au- « Kirchner and the "Briicke“ artists provided a new and pioneering interpretation of the female
auction market gust 26, 2007, cat. no. 115, pp.198f. (with illu.). nude as an independent pictorial element

- Buchheim Museum, Bernried (permanent loan
from Collection Hermann Gerlinger, 2017-2022).

LITERATURE

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory catalog Collection Hermann
Gerlinger, Halle (Saale) 2005, p. 288, SHG no. 651 (with illu.).

- Wolfgang Henze, Kirchner der Zeichner - am Beispiel seines Menschenbildes 1909-1936, Galerie Henze &
Ketterer, Wichtrach/Bern 2009, cat. no. 78, pp. 5-19 (with illu. no. 6).

- Buchheim Museum (editor), Briickenschlag: Gerlinger - Buchheim! Museumsfiihrer durch die "Briicke*-Samm-
lungen von Hermann Gerlinger und Lothar-Glnther Buchheim, Feldafing 2017, p. 78 (with illu. on p. 79).

28  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com 29
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Nacktes Paar auf einem Kanapee. 1909.

Woodcut.

Gercken 291. Dube 127. Schiefler H.amn. Verso with the estate stamp of the
Kunstmuseum Basel (Lugt 1570 b) and the hand-written registration number "H
111D /Ab10" One of just five known copies. On grayish board. 65,7 x 48 cm
(25.8 x18.8 in). Sheet: 68,6 x 48,7 cm (26.3 x19.2 in). [CH]

The work is documented at the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 = ca. 17.18 h + 20 min.

€70.000-90.000 R
$77,000—99,000

PROVENANCE

- Artist‘s estate (Davos 1938, Kunstmuseum Basel 1946, with the hand-numbe-
red estate stamp on the reverse).

- Stuttgarter Kunstkabinett Roman Norbert Ketterer, Stuttgart (1954).

- Galerie Nierendorf, Berlin (1988).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
from the above in 1988).

EXHIBITION

- (E. L. Kirchner, Kunsthalle Basel, 2.9.-15.10.1967, Kat.-Nr. 99 (different copy).

- Ernst Ludwig Kirchner, Haus der Kunst, Munich, February 9 - April 13,1980;
Museum Ludwig, Cologne, April 26 - June 8,1980; Kunsthaus Zirich, June 20
- August 10,1980; Staatliche Museen zu Berlin, West-Berlin,

November 29,1979 - January 20, 1980, cat. no. 50 (with illu., different copy).

- Ernst Ludwig Kirchner in der Graphischen Sammlung der Staatsgalerie
Stuttgart, Stuttgart, June 14 - August 31, 980, cat. no. 99 (with illu. on p. 75,
different copy).

- Ernst Ludwig Kirchner. Meisterwerke der Druckgraphik, Briicke-Museum, Berlin,
November 10,1990 - January 27,1991, Museum Folkwang, Essen, February 10
- April 28,1991; Kunsthalle Bremen, May 12 - July 7,1991, cat. no. 26
(different copy)

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger,
Albertina, Vienna, June 1- August 26, 2007, cat. no. 126, p. 206 (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke. Colleciton Hermann Gerlinger,
Stuttgart 1995, p. 141, SHG no. 119 (with illu.).

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 300, SHG no. 678
(withillu.).

- Briickenschlag: Gerlinger - Buchheim! Museumsfuhrer durch die "Briicke*-
Sammlungen von Hermann Gerlinger und Lothar-Gilinther Buchheim, Feldafing
2017, p. 86 (with illu. on p. 87).

« One of five known copies of which one is in the ‘Graphische
Sammlung’ at the Staatsgalerie Stuttgart

» Over the past 30 years only one other copy of this woodcut
has been offered on the international auction market

« In their graphic art Kirchner and the other ”Briicke” mem-
bers realized their new and unconventional conception of
art and revived the then little popular medium

"The 'Brucke’ artist made their perhaps most
important contribution to art history with their
revolutionary print art.”

Prof. Glinther Gercken, in: Ex. cat. Briicke. Die Geburt des deutschen Expressionismus,
Berlin 2005/06, p. 57.

30  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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ERNST LUDWIG KIRCHNER F

1880 Aschaffenburg—1938 Davos

Moritzburger Teiche. 1909.

Pastel.
Signed and pre-dated 07" in bottom right. On board. 34,5 x 43,2 cm (13.5 x 17 in), size of sheet.
Verso with an oil chalks drawing of two nudes with an African stool in the studio. [CH]

The work is documented in the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 - ca. 17.20 h £ 20 min.

€ 20.000-30.000 */P
$22,000—33,000

PROVENANCE
- Berthold Miiller-Oerlinghausen, Kressbronn (1959).
- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, since 1968: Karl und Faber, June 6/7,1968.

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig (permanent loan from Collection
Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection Hermann Gerlinger, 2001-2017).

- Im Rhythmus der Natur - Landschaftsmalerei der ”Briicke”. Meisterwerke der Sammlung Hermann Gerlinger,
Stadtische Galerie, Ravensburg, October 28, 2006 to January 28, 2007 (with illu.).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger, Albertina, Vienna, June 1- August 26,
2007, cat. no. 131 (with illu. on p. 214).

- Der Blick auf Frénzi und Marcella. Zwei Modelle der "Briicke"-Kiinstler Heckel, Kirchner, Pechstein, Sprengel
Museum, Hanover, August 29, 2010 to January 9, 2011, Stiftung Moritzburg, Kunstmuseum des Landes Sachsen-
Anhalt, Halle (Saale), February 6 - May 1, 2011, cat. no. 79 (with color illu. on p. 47).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann Gerlinger, 2017-2022).

LITERATURE

- Stuttgarter Kunstkabinett, Stuttgart, 33rd auction, May 29 - 30, 1959, lot 380 (titled "Elbe-Landschaft bei
Dresden®, unsold).

- Karl und Faber, Munich, 113th auction, June 6/7,1968, lot 944

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger, Stuttgart 1995, p. 144, SHG no.
128 (with illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory catalog Collection Hermann
Gerlinger, Halle (Saale) 2005, p. 303, SHG no. 687 (with illu.).

« Sheet painted on both sides: with a sketch of two female nudes on the reverse

« The stays of the ”Briicke” artists on the Moritzburg Lakes (1909-1911) yielded particularly
innovative and expressive works of seminal importance for Expressionism ~ 4

« Owing to the abstract-ornamental play of forms, the colorful landscape scene of the - A g 3
Moritzburg Lakes still shows hints of Art Nouveau and the Reform style, which were
formative for Kirchner

« In those years the Dresden studio was not only the working and living space of the "Briicke”
artists, but also a meeting point for female amateur models

32 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com 33
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ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Franzi mit Decke. 1909.

Watercolor and gouache.
Lower right belatedly signed and dated. Lower left titled by Siddi Heckel. On
smooth paper. 22,2 x 28,3 cm (8.7 x 11.1in), the full sheet.

The work is listed in the Erich Heckel Estate, Hemmenhofen on Lake Constance.
We are grateful to Mrs Renate Ebner and Mr Hans Geissler for their kind
support in cataloging this lot.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.22 h + 20 min.

€ 80.000-120.000 R/D.F
$ 88,000—132,000

PROVENANCE

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Erich Heckel 1883-1970. Aquarelle, Zeichnungen; Ausstellung zum 100.
Geburtstag des Malers. Stadtische Galerie Wiirzburg, July 3 - September 11,
1983, cat. no. 11, with color illu.

- Schleswig-HolsteinischesLandesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Frauen in Kunst und Leben der "Briicke®, Schleswig-Holsteinisches Landes-
museum, SchloR Gottorf, Schleswig, September 10 - November 5, 2000, cat.
no. 41 (with color illu. on p.128).

- Die BRUCKE in Dresden 1905-1911, Galerie Neue Meister, Staatliche Kunst-
sammlungen, Dresden, October 20, 2001 - January 6, 2002, cat. no. 278 (with
colorillu.).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Sammlung Hermann Gerlinger, Albertina, Vienna,
June 1- August 26, 2007, cat. no. 77 (with colroillu.).

- Der Blick auf Franzi und Marcella. Zwei Modelle der Briicke-Kiinstler Heckel,
Kirchner und Pechstein, Sprengelmuseum Hanover, August 29, 2010 - January
9, 2011; Foundation Moritzburg, Kunstmuseum des Landes Sachsen-Anhalt,
Haale (Saale), February 6 - May 1, 2011, cat. no. 75 (with color illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie,
Bernried am Starnberger See, October 28, 2017 - February 25, 2018, p. 198 (with

colorillu.).

+ Unique in terms of condition and freshness

* The sheets that Kirchner and Heckel made at the Moritzburg
Lakes count among the most remarkable documents of
Expressionism

« Expression of the artist‘s dream of an uncoerced life in nature

« The work shows the favorite model Franzi

Ernst Ludwig Kirchner,
sketchbook Presler no. 13,1909/10,
Kirchner Museum Davos

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 179, SHG no. 203.

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 168, SHG no. 377
(with illu.).

- Meike Hoffmann, Natur kollektiv erleben. Goethe, Steiner, Lipps und die
Badeszenen der "Brlicke“-Kiinstler, in: Franz Schwarzbauer, Andreas Gabel-
mann (editors), Im Rhythmus der Natur, Ostfildern 2006, p. 41 (with illu.).

- Katja Schneider (editor), Moderne und Gegenwart. Das Kunstmuseum in
Halle, Munich 2008, p. 120 (with color illu.).

- Gerd Presler, Franzi. Ende eines Irrtums. Drei "Briicke“-Maler - ein Modell, no
place [Weingarten] 2015, color illu. on p. 98.

- Briickenschlag: Gerlinger - Buchheim! Museumsfiihrer durch die "Briicke*-
Sammlungen von Hermann Gerlinger und Lothar-Glinther Buchheim,
Feldafing 2017, p. 198 (with illu. on p.199).

34  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

Erich Heckel in an interview with R. N. Ketterer 1958, in: Dialoge. Vol. 2, Stuttgart 1988, p. 48.

"Whenever we went out to the Moritzburg Lakes we didn‘t just go because of the
scenic backdrop, but mostly because of the nativeness of human motion, we
brought our canvasses and painted right in front of nature.”

35
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ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Liegendes Madchen mit Katze (Franzi). 1909.

Lithograph.

Ebner/Gabelmann 368 L. Dube L 122. Signed and dated. One of 3 copies
mentioned in the catalog raisonné. On wove paper. 27,5 x 32,9 cm (10.8 x 12.9 in).
Sheet: 36,6 x 45,7 cm (14.4 X 17.9 in).

The sheet was presumably belatedly signed and dated by Erich Heckel. Titled
and dated in lower right margin by Siddi Heckel.

We are grateful to Mrs Renate Ebner and Mr Hans Geissler, Erich Heckel Estate,

Hemmenhofen on Lake Constance, for the kind support in cataloging this lot.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 = ca. 17.24 h + 20 min.

€9.000-12.000 R/D.F
$9,900—-13,200

PROVENANCE

- Artist’s estate (1970-1997).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
from the above in 1997).

EXHIBITION

- Frauen in Kunst und Leben der "Briicke®, Schleswig-Holsteinisches Landes-
museum, SchloR Gottorf, Schleswig, September 10 - November 5, 2000, cat.
no. 42 (wiith illu. on p.133).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from the Collection Hermann Gerlinger, until 2001).

- Die Briicke in Dresden. 1905-1911, Dresdner Schloss, Staatliche Kunstsammlun-
gen Dresden, Galerie Neue Meister, October 20, 2001 - January 6, 2002, cat. no.
176 (with illu.)

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from the
Collection Hermann Gerlinger, 2001-2017).

- Buchheim Museum, Bernried (permanent loan from the Collection Hermann

Gerlinger, 2017-2022).

LITERATURE

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Invetory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 168, SHG no. 378
(with illu.).

36  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

« This is the only copy not in museum ownership. The other two
known copies of the lithograph are in the Folkwang Museum,
Essen, and the Staatliche Kunsthalle, Karlsruhe

* An extraordinarily fine example of the immediate and
spontaneous manner of the "Briicke” artists

« Consistent provenance

37
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KARL SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Landstraflse im Frihling. 1905.

Colored crayon drawing.
Signed "Karl Schmidt“ and dated in lower right. On paper, laid on board at an early point.
29 X 46,5 cm (1.4 x 18.3 in). [SM]

The watercolor is documented at the Karl and Emy Schmidt-Rottluff Foundation, Berlin.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 17.26 h + 20 min.

€50.000—70.000 R/D,F
$55,000—77,000

PROVENANCE

- Collection Dr. Viktor and Hedda Peters, Leipzig.
- Collection Hermann Gerlinger, Wiirzburg (wth the collector stamp, since 1985: Hauswedell &
Nolte, June 6, 1985).

EXHIBITION

- Karl Schmidt-Rottluff, Retrospektive, Kunsthalle Bremen, June 16 - September 10, 1989;
Stadtische Galerie im Lenbachhaus, Munich, September 27 - December 3,1989, cat. no. 13 (with
illu.).

- Van Gogh und die Moderne, Museum Folkwang, Essen, August 11 - November 4,1990; Van Gogh
Museum, Amsterdam, November 16,1990 - February 18,1991, cat. no. 119 (with illu.).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig (permanent loan from
Collection Hermann Gerlinger, 1995-2001).

- Die Briicke in Dresden. 1905-1911, Dresdner Schloss, Staatliche Kunstsammlungen Dresden,
Galerie Neue Meister, October 20, 2001 - January 6, 2002, cat. no. 118 (with color illu.).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection Hermann
Gerlinger, 2001-2017).

- Die Briicke und die Moderne. 1904-1914, Bucerius Kunstforum, Hamburg, October 17, 2004 -
May 31, 2005, cat. no. 116 (with illu.)

- Im Rhythmus der Natur: Landschaftsmalerei der "Briicke”. Meisterwerke der Sammlung
Hermann Gerlinger, Stadtische Galerie, Ravensburg, Ocotber 28, 2006 - January 28, 2007, p. 57
(withillu.).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger, Albertina, Vienna, June 1
- August 26, 2007, cat. no. (with illu.).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie, Bernried am
Starnberger See, Ocotber 28, 2017 - February 25, 2018, p. 38 (with color illu.).

- Schmidt-Rottluff. Form, Farbe, Ausdruck, Buchheim Museum, Bernried am Starnberger See,
September 29, 2018 - February 3, 2019, p. 115.

- Buchheim Museum, Bernried (permanent loan from CollectionHermann Gerlinger, 2017-2022).

LITERATURE

- Hauswedell & Nolte, Hamburg, June 6, 1985, 259th auction, lot 1421.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger, Stuttgart 1995, p.
204, SHG no. 23 (withillu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 29, SHG no. 27 (with illu.).

- Magdalena Moeller (editor), Karl Schmidt-Rottluff, Formen und Farbe, Munich 2007, p. 29, illu. 5.

- Briickenschlag: Gerlinger - Buchheim! Museumsfiihrer durch die "Briicke“-Sammlungen von
Hermann Gerlinger und Lothar-Giinther Buchheim, Feldafing 2017, p. 38 (with illu. on p. 39).

38  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

- Apart from Hermann Gerlinger, this sheet has a notable provenance with the collector couple Peters as
its first owners, they were among the earliest patrons of Schmidt-Rottluff

« "LandstrafRe im Friihling® is the only work in this manner and from this period that has ever been
offered on the international auction market (source: artprice.com)

« Significant exhibition history

« The play with the radiant colors characterizes this top-class sheet that is vibrant with atmosphere and
emotionality

39
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15
ERICH HECKEL

1883 DObeln/Saxony —1970 Radolfzell/Lake Constance

Fischer am Strand. 1909.

Watercolor and pencil.

Lower right signed and lower left inscribed “"Knaben®. With an India ink drawing
on the reverse, as well as once more signed on the reverse. On smooth wove
paper. 33 x 49 cm (12.9 X 19.2 in), the full sheet. [AR]

The work is listed in the Erich Heckel Estate, Hemmenhofen on Lake Constance.
We are grateful to Mrs Renate Ebner and Mr Hans Geissler for their kind
support in cataloging this lot.

Find more information on www.kettererkunst.com
Called up: June 10, 2022 —ca. 17.28 h + 20 min.

€30.000—-40.000 R/D.F
$33,000-44,000

PROVENANCE

- Collection Ernest Rathenau, Berlin / New York / Bad Nauheim (until 1986).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
from the estate of the above in 1987: Sotheby’s Munich, October 28, 1987).).

40 KETTERER KUNST

Watercolor with rich contrasts and intensive colors from the
significant "Briicke“ days

Rare motif in Heckel‘s oeuvre
For the first time offered on the international auction market in 30 years

From the important collection of Ernest Rathenau

EXHIBITION

- Schleswig-HolsteinischesLandesmuseum Schloss Gottorf, Schleswig (perma-
nent loan from the Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from the
Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger, Albertina
Vienna, June 1- August 26, 2007, cat. no. 70 (withh color illu. on p.124)

- Buchheim Museum, Bernried (permanent loan from the Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Sotheby’s, Munich, Deutsche Kunst des 20.Jahrhunderts. Aus der Sammlung
von Dr. Ernest Rathenau und aus dem Besitz anderer Sammlungen, auction on
October 28,1987, lot 63, with colorillu.

- Heinz Spielmann (editor), Die Maler der Briicke. Sammlung Hermann Gerlinger,
Stuttgart 1995, SHG no. 192, p. 172 (with color illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, SHG no. 365, p. 162
(with colorillu.).

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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16
HERMANN MAX PECHSTEIN

1881 Zwickau —1955 Berlin

Im Harem. 1909.

Lithograph in colors.

Fechter 66 3 (of 3). Kriiger L 73. Monogrammed and dated, as well as numbered
"4“. Once more monogrammed and dated in the stone. On soft Japon. 37 x 49,2
cm (14.5 X 19.3 in). Sheet: 44,2 x 58,1 cm (17.4 x 22.8 in).

Print in three colors (black, ochre and blue). Fechter mentions this variant for
the third state, and must have then been falsely adopted by Kriiger. To date a

fourth state is not known.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.30 h + 20 min.

€20.000—-30.000 RO F
$22,000—33,000

- Impressive, large-sized print from the "Briicke“ era
« Of utmost rarity, to date only two copies from this state are known

» Hand-made proof that is particularly captivating for its striking colors

PROVENANCE

- Galerie Commeter, Hamburg.

- Hamburg art trade.

- Collection Hermann Gerlinger, Wiirzburg (with collector stamp, since 2014:
Neumeister, December 4, 2014).

EXHIBITION
- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Neumeister auctions, Munich, 56th auction, December 4, 2014, lot 240.
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17

ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Zwei am Tisch sitzende Madchen. 1910.

Watercolor over black chalks.
Verso with the estate stamp of the Kunstmuseums Basel (Lugt 1570 b) and the

hand-written registration number "A Dre/Bf 16“. On smooth creme wove paper.

44,9 X 34,8 cm (17.6 x 13.7 in), size of sheet. [CH]

The work is documented at the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.32 h + 20 min.

€70.000-90.000 R/
$77,000—99,000

PROVENANCE

- Artist’s estate (Davos 1938, Kunstmuseum Basel 1946).

- Stuttgarter Kunstkabinett Roman Norbert Ketterer, Stuttgart (1954).

- Galerie R. N. Ketterer, Campione d‘Italia (1967).

- Galerie Henze & Ketterer, Wichtrach/Bern.

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
from the above in 2001).

EXHIBITION

- Ernst Ludwig Kirchner zum 120. Geburtstag. Gemalde und Aquarelle,
Zeichnungen, Galerie Henze & Ketterer, Wichtracht/Bern 2000, cat. no. 11

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loand from
Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger,
Albertina, Vienna, June 1- August 26, 2007, cat. no. 141, pp. 222f. (with illu.).

- Inspiration des Fremden. Die Briicke-Maler und die aulRereuropaische Kunst,
Stiftung Moritzburg, Kunstmuseum des Landes Sachsen-Anhalt, Halle (Saale),
November 13, 2016 - January 29, 2017, cat. no. 42 (with illu. on p. 71).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann

Gerlinger, 2017-2022).

LITERATURE

- Stuttgarter Kunstkabinett, Stuttgart, 36th auction, 1961, lot 203.

- Galeria R. N. Ketterer, Campione d'Italia 1967, cat. no. 8s.

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 312, SHG no. 708
(with illu.).

- Briickenschlag: Gerlinger - Buchheim! Museumsftihrer durch die "Briicke*-
Sammlungen von Hermann Gerlinger und Lothar-Glinther Buchheim,
Feldafing 2017, p. 134 (with illu. on p. 135).

« Particularly strong and fresh colors and in good condition
« Intimate drawing from the artist’s Dresden studio

» The work shows one of the artist‘s most important models,
Lina Franziska Fehrmann, called Franzi

* The special motif of a girl sitting on a carpet in the artist’s
studio can also be found in important paintings like "Nackte
Maédchen unterhalten sich” (Gordon 96, Museum Kunstpa-
last, Diisseldorf) and "Nacktes Médchen hinter Vorhang,
Franzi“ (Gordon 154, Stedelijk Museum, Amsterdam)

Ernst Ludwig Kirchner, Nackte Madchen unterhalten sich, 1910,

Museum Kunstpalast, Diisseldorf.

42 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

43



[Fevin]
$HE The Brucke Painters — Collection Hermann Gerlinger

» With a poised line in black chalks, Schmidt-Rottluff stages a
reclined nude on a sofa that is not visible in the drawing

« The elegant execution reminds the observer of the legendary
"Viertelstundenakte” (lit.: "Fifteen Minutes Nudes*), with which
the young ”Briicke” artists together with their models untiringly
practiced the depiction of body shapes and postures

18
KARL SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Liegender Akt. 1911.

Black Chalks.

Bottom right signed and dated. On creme wove paper from 'Rheinische
Papierfabrik Neuss' (with the watermark). 33,5 x 43 cm (13.1x 16.9 in), size of
sheet. [KT]

The work is documented in the archive of the Karl and Emy Schmidt-Rottluff

Foundation, Berlin.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 = ca. 17.34 h £ 20 min.

€15.000—20.000 /0. F
$16,500 —22,000

44 KETTERER KUNST

PROVENANCE

- Private collection Hessen (1975, Hofheim/Taunus).
- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Karl Schmidt-Rottluff. Die Schwarzblétter, Ausstellung zum 9o. Geburtstag,
published by Gunther Thiem, Staatsgalerie Stuttgart, Graphische Sammlung,
December 1,1974 - January 26,1975, cat. no. 9 (with illu.).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection
Hermann Gerlinger, 2001-2017).

- Die Briicke und die Moderne. 1904-1914, Bucerius Kunstforum, Hamburg,
October 17,2004 - January 31,2005, cat. no. 38.

- Die Brlicke in Dresden. 1905-1911, Dresdner Schloss, Staatliche Kunstsammlungen
Dresden, Galerie Neue Meister, October 20, 2001 - January 6, 2002, cat. no. 184
(with illu.).

- Schmidt-Rottluff. Form, Farbe, Ausdruck, Buchheim Museum, Bernried am
Starnberger See, September 29, 2018 - February 3, 2019, p. 161 (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Hauswedell & Nolte, Hamburg, auction on June 10,1993, lot 871.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 223, SHG no. 298 (with illu.).

- Gunther Thiem, Stephan von Wiese, Die Verwandlung der Venus. Schmidt-Rott-
luffs Akt-Zeichnungen von 1909-1913, Munich 2003, no. 32.

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke. Inventory catalog
Collection Hermann Gerlinger, Halle (Saale) 2005, p. 52, SHG no. 8o (with illu.).

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Kinder. 1910.

Pencil.
Lower right signed, dated and titled. On wove paper.
27,5 X 34,5 cm (10.8 x 13.5 in), size of sheet.

The work is registered at the Erich Heckel Estate, Hemmenhofen on Lake
Constance. We are grateful to Mrs. Renate Ebner and Mr. Hans Geissler for their

kind expert advice.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 = ca. 17.36 h + 20 min.

€20.000—-30.000 RO F
$22,000—33,000

PROVENANCE

- From the artist’s estate.

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
directly from the above in 1991).

LITERATURE

- Erich Heckel 1883-1970. Aquarelle, Zeichnungen, Ausstellung zum 100.
Geburtstag des Malers, ex. cat. Stadtische Galerie Wiirzburg, July 3 - Septem-
ber 11,1983, Wiirzburg 1983.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 182, SHG no. 210 (with illu.)

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 172, SHG no. 387
(with illu).

Preliminary drawing for the painting of the same name

Intimate drawing from the studio, made in the sense of the idea to
capture the surroundings spontaneously and with immediacy

Consistent provenance

« For the first time on the international auction market

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Frauen in Kunst und Leben der "Briicke, Schleswig-Holsteinisches Landes-
museum, Schloss Gottorf, Schleswig, September 10 - November 5, 2000, cat.
no. 43, (with illu. on p.130).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Sammlung Hermann Gerlinger, Albertina Vienna,
June1- August 26, 2007, cat. no. 79 (with illu.).

- Der Blick auf Franzi und Marcella. Zwei Modelle der Briicke-Kiinstler Heckel,
Kirchner und Pechstein, Sprengelmuseum Hanover, August 29, 2010 - January
9, 2011; Stiftung Moritzburg, Kunstmuseum des Landes Sachsen-Anhalt, Halle
(Saale), February 6 - May 1, 201, cat. no. 77 (with illu. on p. 74).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann

Gerlinger, 2017-2022).

45
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20
ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Kinder. 1909/10.

Oil on canvas.

Hiineke 1910-77, Vogt 1910/5. Lower left signed and dated "09". Verso signed,
titled and dated "1909/10", once more signed and dated "1909/10“ on the
canvas. 58,5 X 77,5 cm (23 x 30.5 in). [SM]

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.38 h £ 20 min.

€ 600.000—-800.000 R/, F
$ 660,000—880,000

PROVENANCE

- From the artist's studio (until at least 1964).

- Galerie Wilhelm Grosshennig, Dusseldorf (presumably acquired or on
consignment from the above).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
from the above in 1975).

EXHIBITION

- Galerie Dr. Goldschmidt - Dr. Wallerstein, Berlin (around 1921/1926, verso with
the fragmentarily preserved label. Over the period of time in question, Heckel
had five exhibitions at the gallery, catalogs or work lists are not known).

- Erich Heckel, Stadtisches Museum, Kunstverein, Konigsberg (today Kaliningrad),
February 12 - March 18,1928, cat. no. 5.

- Erich Heckel, Stadtisches Kunstmuseum, Duisburg, July 20 - September 1,1957,
no. 1s.

- Erich Heckel, Galerie Wilhelm Grosshennig, Dlsseldorf, March 1- March 28,1958,
cat. no. 1 (with illu.).

- L'espressionismo, pittura, scultura, architettura, Palazzo Strozzi, Florence, March
-June 1964, cat. no. 121 (with illu. on p. 67; with the label on the stretcher).

- Erich Heckel, Galerie Wilhelm Grosshennig, Disseldorf, February 18 - March 25,
1965, p. 12 (with color illu.)

- Deutsche und franzésische Kunstwerke, Galerie Wilhelm Grosshennig,
Disseldorf, 1966.

- Erich Heckel, Galerie Wilhelm Grosshennig, Disseldorf, 1967, p. 5.

- Deutsche und franzésische Meister, Galerie Wilhelm Grosshennig, Disseldorf,
March 15 - May 31,1975, p. 3.

- Erich Heckel, Galerie Wilhelm Grosshennig, Disseldorf, May 21 - June 25,1981, p.
12 (with color illu., loan from Hermann Gerlinger).

- Erich Heckel, Museum Folkwang, Essen, September 18 - November 20, 1983;
Haus der Kunst, Munich, December 10,1983 - February 12,1984, cat no. 20.

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Frauen in Kunst und Leben der "Briicke”, Schleswig-Holsteinisches Landesmuse-
um, Schloss Gottorf, Schleswig, September 10 - November 5, 2000, cat. no. 44,
p.131 (with color illu.).

46 KETTERER KUNST

« 1910, the year the work was made, was one of the most
formative years for the artist group ”Briicke® and marked
their artistic peak

* The essence of the "Briicke® style finds expression in the
energetic line and the radiant colors

« The painting shows one of the most famous models: Franzi,
who became a ”Briicke® icon

« Impressive exhibition history

« This work is one of the few preserved works from the
artist‘s early period of creation

« Of museum quality

- Die Briicke in Dresden 1905-1911, Galerie Neue Meister, Staatliche Kunstsamm-

lungen Dresden, October 6, 2001 - January 6, 2002, cat. no. 235 (with color illu.).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection

Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der "Briicke”, Collection Hermann Gerlinger, Albertina

Vienna, June 1- August 26, 2007, cat. no. 8o (with color illu.).

- Der Blick auf Franzi und Marcella. Zwei Modelle der Briicke-Kiinstler Heckel,

Kirchner und Pechstein, Sprengel Museum, Hanover, August 29, 2010 - Septem-
ber 9, 20m; Stiftung Moritzburg, Halle (Saale), February 6 - May 1, 201, cat. no. 78
(with colroillu.).

- Inspiration des Fremden, Die Briicke-Maler und die auRereuropaische Kunst,

Kunstmuseum Moritzburg, Halle, November 13 - January 29, 2017, cat. no. 30
(with colorillu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann

Gerlinger, 2017-2022).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie,

Bernried, Ocotber 28, 2017 - Fabruary 25, 2018, pp. 206ff. (with color illu.).

LITERATURE

- Stadtisches Kunstmusem Duisburg (editor), Erich Heckel: Gemalde, Aquarelle,

Zeichnungen, Graphik aus 50 Schaffensjahren, Duisburg 1957, no. 15.

- Zdenek Felix (editor), Erich Heckel: 1983-1970. Gemalde, Aquarelle, Zeichnungen

und Graphik, Munich 1983, no. 20, p. 101 (with color illu.).

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,

Stuttgart 1995, p. 182, SHG no. 211 (with color illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory

catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 172, SHG no. 388.

- Hanna Strzoda, Die Ateliers Ernst Ludwig Kirchners, Petersberg 2006, pp. 155-156.
- Klaus Albrecht Schroder (editors), Expressiv! Die Kiinstler der Briicke. Die

Sammlung Hermann Gerlinger, Munich 2007, p.136.

- Ulrike Lorenz, Die Briicke, Cologne 2008, p. 36.
- Briickenschlag: Gerlinger - Buchheim! Museumsfihrer durch die "Briicke"-

Sammlungen von Hermann Gerlinger und Lothar-Giinther Buchheim, Feldafing
2017, pp. 206ff. (with illu. on p. 207).

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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Erich Heckel, Franzi liegend (Liegende), 1910, colour woodcut.

Franzi, the most popular model of the Dresden "Briicke” period, was
occasionally accompanied by a boy to casually hang out at the studios.
There is a photograph of the two taken by Ernst Ludwig Kirchner,
and Heckel depicted them in drawings, graphics and paintings. In
the drawing in the Gerlinger Collection, both are stretched out fully
clothed on a couch. Franzi turns to the boy, whose legs hang over
the edge of the couch. On the left there is a table with a cloth, through
which both the lounger and the spatial construction are visible. It is
one of the quick sketches of life and the goings-on in the "Briicke”
studios, in which the essential aspects of the body postures are
noted with astonishing accuracy.

Franziis the young girl that Kirchner photographed twice: once with
a playmate, presumably called Hans, in the studio at Berliner Stras-
se 65 in Dresden, and secondly as a portrait that, undiscovered for
alongtime, was published by the Kirchner Museum in Davos in 1994.
She is just one of numerous models of the "Brticke” painters, perhaps
the youngest, though. On a postcard dated February 3,191, Kirchner
wrote to Maschka Mueller about a colored chalk drawing on the
reverse: "Our youngest dancing”. What Kirchner summarized in a
letter to Erich Heckel applies to Franzi: "There is a great attraction
in such a pure woman, some things about can drive you crazy. Gre-
aterthan in the older girls. Freer, without the finished woman losing.
Maybe some things are more mature with her than with the more
mature ones and wither away again. The wealth is certainly greater
now.” It wasn‘t Kirchner, but Erich Heckel, who was particularly close
to Franzi. And this little antic shows how narrow-minded the Wil-
helmine morality of the time was, and how carefree the "Briicke"
painters lived - and with them the models, including Franzi. Franzi
can be found in several of Erich Heckels works. A wax crayon drawing
from 1910 bears her name in addition to Heckel's signature. In a
graphite drawing he calls her "child“, and in two color woodcuts he
takes up her first name again: "Franzi liegend", "Franzi stehend”.
The painting reflects the same spatial situation. The bright red
lounger with the headrest tilted stands in the midst of the prevailing
green. In front of it we see a small carpet in a darker red, which is
also the color of the medallion curtain from Kirchner’s studio that

closes the picture on the right. The complementary contrast of red
and green is complemented by the black of the boy’s contours and
clothing and the light blue of the flesh tones. Franzi is lying naked on
the couch, at the edge of which the boy is sitting, eyes downcast, in
a somewhat tense posture. A shy erotic tension builds up between
the two. The round table has been pushed to the edge and only half
can be seen. Two brown ovals outlined in black with black circles and
white highlights in the middle are to be interpreted as eyes. In this
context, the broad, red slash corresponds to the mouth. These ele-
ments cannot be explained otherwise than that Heckel has underta-
ken an objective reinterpretation here. Since it only occurs in his case
as an exception, it is all the more significant. The motif, composition
and the shape of the face on the tablecloth are reminiscent of Edvard
Munch’s paintings and graphics, in which he addresses jealousy and
envy.

The "Brlcke” artists invited Munch to become a member as early as
in 1906, but they received no response. In September 1907, Heckel
met the Norwegian in person during his first visit to the Hamburg
collector Gustav Schiefler. With Schiefler, author of Munch'’s catalog
raisonné, he also found the opportunity to intensively study his gra-
phic works. The lithograph "Eifersucht 11 (Jealousy) from 1896, for
example, shows a naked woman with a man in a suit in the right and
the face of a man with wide-open eyes, coming together in a goatee
like a triangle in the left. All of these elements also appear in Heckel’s
painting. Stylistically, however, Heckel is at a completely different
stage of development. This picture in particular is one of the outstan-
dingearly examples of the distinctive "monumental“ Dresden "Briicke”
style with clearly composed areas of color, which in this case are
applied particularly loosely, so that the ground shines through eve-
rywhere and gives the work a moving vitality. The picture can thus
be understood as a homage to Edvard Munch, whom we now call
one of the "fathers” of modernism. At the same time, however, it is
the self-confident postulation of an own position, which approaches
the subject with a new, direct view.

Dr. Andreas Hueneke, author of the catalogue raisonne of Erich Heckel's
paintings
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Franzi Fehrmann and Peter in the studio, 1910, photograph by E.L. Kirchner.

The studio as a self-created world

The motivic integration of the spatial situation is typical for the wor-
king method of Heckel and especially of Kirchner: the studio as a
self-created world! The studio is not just a work space, but becomes
a place of retreat in a self-created world of their own, especially for
bohemian artists. Here the new freedom of the avant-garde is reflec-
ted, detached from all conventions of society. Art free of all constraints
can only take place in a life free of all constraints. The studio is a
creative space where art happens and bounces off the walls for ins-
piration. For us, the artists’ premises are partly occupied by photo-
graphs, but also by their art itself, in which the studio becomes an
image space. A rich decoration with mostly erotic wall paintings, wall
hangings, carved furniture and sculptures of primitive peoples deter-
mine the appearance of the workrooms of the "Briicke” artists. Erich
Heckel also designed his studio on Falkenbriicke 2a in Dresden, whe-
re he moved in 1910, according to his own ideas, after he had proba-
bly helped Kirchner furnish his studio on Berliner Strale. First of all,
there is only a curtain in the Heckel studio with a pattern of rectan-
gles lined up next to one another, which, as Schiefler remarked after
avisittothe studio, could have been made using batik technique. The
colors of the curtain can be derived from the painting “Kinder” from
1910, which can be seen on the right edge of the picture. A couch and
a table complete the interior and a painting hangs on the wall. In the
course of time, the decoration of the Heckel studio became more
opulent, screens and ornamental wall hangings can be seen on later
works. The workplace of the "Brticke” artists thus becomes a stage
for social and amorous encounters and an important meeting place
for intellectual life in bohemian culture.

Edvard Munch, Eifersucht Il, 1896, lithography, Cambridge MA.

Presumably the painting shown above the couch in the picture:
Erich Heckel, Dorfteich, 1910, oil on canvas, Sprengel Museum Hanover.

Nelly and Siddi Heckel in Erich Heckel's studio, around 1910,
Photography by E.L. Kirchner.
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Selbstbildnis mit Modell. 1910.

Colored chalk drawing.

Lower right signed. Verso with the estate stamp (Lugt 1570 b) and the
hand-written number ”FS Dre/Bi 7. On firm brownish board. 59,8 x 49,1 cm
(23.5x19.3 in), the full sheet.

The work is documented at the Ernst Ludwig Kirchner Archive Wichtrach/Bern.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 17.40 h + 20 min.

€ 200.000—-300.000 R/D,F
$220,000—330,000

PROVENANCE
- Artist’s estate (Davos 1938, Kunstmuseum Basel 1946).

- Galerie Grosshennig, Diisseldorf.

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Ernst Ludwig Kirchner 1880-1938, Nationalgalerie Berlin, November 29,1979 - Ja-
nuary 20, 1980; Haus der Kunst, Munich, February g - April 13,1980; Museum
Ludwig, Cologne, April 26 - June 8,1980; Kunsthaus Ziirich, June 20 - August 10,
1980, cat. no. 8o (with illu. on p.137).

- Ernst Ludwig Kirchner. Zeichnung, Aquarelle, Pastelle, Kunsthalle Nuremberg,
June 20 - September 29,1991, cat. no. 25 (with illu.).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Ernst Ludwig Kirchner. Selbstbildnisse, Kirchner Museum, Davos, July 13 - Octo-
ber 12,1997, cat. no. 8.

- Ernst Ludwig Kirchner. Farbige Werke auf Papier, Kunstmuseum Bonn, May 20 -
August1,1999, cat. no. 38.

- Frauen in Kunst und Leben der "Briicke®, Schleswig-Holsteinische Landesmuse-
en, Schloss Gottorf, Schleswig, September 10 - November 5, 2000, cat. no. 49

- Die Briicke in Dresden 1905-1911, Galerie Neue Meister, Staatliche Kunstsamm-
lungen Dresden, October 20, 2001 - January 6, 2002, cat. no. 246 (with illu. on p.
203).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection
Hermann Gerlinger, 2001-2017).

- Das andere Ich. Portrats 1900-1950 (Aus den Sammlungen der Staatlichen
Galerie Moritzburg, Halle, und der Sammlung Hermann Gerlinger), Staatliche
Galerie Moritzburg, Halle (Saale), April 6 - June 15, 2003, cat. no. 129.

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger, Albertina,
Vienna, June 1- August 26, 2007, cat. no. 142, p. 224 (with illu. on p. 225).

- Kirchner, Hubertus-Wald-Forum in der Hamburger Kunsthalle, Hamburg,
October 7, 2010 - January 16, 2011, cat. no. 141 (with illu. on p. 120).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

» Well-executed self-portrait in intensive colors from the best
days of the "Briicke”

« In terms of size, quality and coloring, this is an utmost rare
work of museum quality

« Self-assured portrayal as the painter genius of German
Expressionism

* This work shows a more immediate and clearly more primal
pictorial idea that it is the case with the belatedly revised
painting in the Kunsthalle Hamburg (Gordon 121, 1910/1926)

» The motif was used for the cover of the catalog and the
poster of the comprehensive Kirchner retrospective at
Kunsthalle Nuremberg in 1991

Ernst Ludwig Kirchner, Maler und Modell,
1910/1926, 0il on canvas, Hamburger
Kunsthalle.

LITERATURE
- Lucius Grisebach, Ernst Ludwig Kirchner 1880-1938, Cologne 1995, p. 44 (withiillu.)
- Heinz Spielmann (editor), Collection Hermann Gerlinger, Stuttgart 1995, pp. 149f,

SHG no. 144 (with illu. on p.150).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory

catalog Collection Hermann Gerlinger, Halle 2005, p. 312, SHG no. 709 (with illu.
on p.313).

- Briickenschlag: Gerlinger - Buchheim! Museumsfiihrer durch die "Briicke“-Samm-

lungen von Hermann Gerlinger und Lothar-Giinther Buchheim, Feldafing 2017, p.

132 (with illu. on p.133).
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Das Boskett in Dresden. 1911. « Kirchner also eternalized the bosquet on Albert Square in
pencil drawing Dresden in a painting of the same name from the same
Verso with the estate stamp of the Kunstmuseum Basel (Lugt 1570 b) and year (Gordon 198)

the hand-written registration number "B Dre/Ab 17“. On creme wove paper. . Charming and atmospheric street scene from the heyday
27,3 X 34,3 cm (10.7 X 13.5 in), size of sheet. [CH] of the "Briicke“

Find more information on www.kettererkunst.com . .
« Until 1915 townscapes were among the most important

Called up: June 10, 2022 —ca. 17.42 h + 20 min.

subjects in the artist‘s oeuvre

€10.000-15.000 R/P
$11,000—16,500

PROVENANCE

- Artist’s estate (Davos 1938, Kunstmuseum Basel 1946).

- Stuttgarter Kunstkabinett Roman Norbert Ketterer, Stuttgart (1954).
- Galerie Nierendorf, Berlin (1967).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Der Blick auf Franzi und Marcella. Zwei Modelle der "Briicke“-Kiinstler
Heckel, Kirchner und Pechstein, Sprengelmuseum Hanover, August 29,
2010 - Janaury 9, 2011; Stiftung Moritzburg, Kunstmuseum des Landes
Sachsen-Anhalt, Halle (Saale), February 6 - May 1, 201, cat. no. 83 (with
illu.)

- Buchheim Museum, Bernried (permanent loan from Collection
Hermann Gerlinger, 2017-2022).

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann
Gerlinger, Stuttgart 1995, S. 156, SHG no. 152 (with illu.).

- Konstanze Rudert, Dresdner Motive in den Werken der Kiinstlergemein-
schaft "Briicke", in: ex. cat. Die Brlicke in Dresden 1905-1911, Galerie
Neue Meister, Staatliche Kunstsammlungen Dresden, Nuremberg
2001/2002, p. 387 (with illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke.
Inventory catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p.
320, SHG no. 720 (with illu.). Ernst Ludwig Kirchner, Das Boskett, Albertplatz in Dresden, 191, private collection.

52  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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KARL SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Holzkastchen (”Steilkasten). 1911.

Wood, painted in red, white, brown and black, notched surface delimitation.
Wietek 240. Signed on the underside.
20,3X12X9,9cm (7.9 X 4.7 x 3.8 in). [KT]

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.44 h + 20 min.

€15.000—25.000 R/ F
$16,500 — 27,500

PROVENANCE
- Galerie Commeter, Hamburg.
- Linda Melita Roosen, neé Bohlen, Hamburg
(acquired from the above in 1911).
- Galerie Claus Runkel, London.
- Collection Hermann Gerlinger, Wiirzburg
(with the collector stamp, acquired from the above in 1990).

EXHIBITION

- Galerie Commeter, Hamburg, 1911.

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Die Maler der Briicke. Collection Hermann Gerlinger, Stuttgart 1995, p. 226,
SHG no. 324 (with illu.)., cat. no. 308 (with colorillu.).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Schmidt-Rottluff. Form, Farbe, Ausdruck, Buchheim Museum, Bernried am
Starnberger See, September 29, 2018 - February 3, 2019, p. 174 (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Lexikon der Kunst, published by Harald Olbrich and Gerhard Strauf, vol. Ill,
Leipzig: Seemann 1991, p. 679.

- Wilhelm Niemeyer, Schmidt-Rottluff: bemalte Kasten, Galerie Commeter,
Hamburg, October 191, no. 11 [unpublished manuscript in the estate].

- Rosa Schapire, Zu Schmidt-Rottluffs Ausstellung bei Commeter [exhibition
of 15 wooden boxes], in: Der Hamburger, year. 1, issue 12, 1910/11, pp.
267-268.

- Gerhard Wietek, Karl Schmidt-Rottluff in Hamburg und Schleswig-Holstein,
Neumiinster 1984, pp. 11, 34, 79, 110.

- Gerhard Wietek, Schmidt-Rottluff. Oldenburger Jahre 1907-1912, published
by 'Stiftung Kunst und Kultur der Landessparkasse zu Oldenburg’,
Oldenburg, no year [1994], no. 267.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann
Gerlinger, Stuttgart 1995, p. 226, SHG no. 308 (with illu.).

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke.
Inventory catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 56,
SHG no. 92 (with illu.).

54  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

* Schmidt-Rottluff‘s small wooden boxes became quite
popular after the first comprehensive exhibition at
Commeter in Hamburg in 1911

« Collectors like Rosa Schapire from Hamburg or Karl Ernst
Osthaus from Hagen asked the artist to design and make
boxes and display cases

 With a color design borrowed from his paintings, the
artist attains a fascinating sculptural effect

Signature
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ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Weilde Pferde. 1912.

Woodcut in colors.

Ebner/Gabelmann 531 H b2 (of b2). Dube H 242. Signed and dated. On Zanders
laid paper (with watermark). 30,8 x 32,5 cm (12.1 x 12.7 in). Size of sheet: 47,2 x 60
cm (18.5x 23.7in).

Dube mentions an unnumbered edition of ca. 8o copies by Verlag I. B.
Neumann, Berlin, as well as additional prints aside from the edition. The
catalog raisonné by Renate Ebner and Andreas Gabelmann states that all prints
known to date are hand-made prints with distinct features regarding print
image, coloring or paper.

We are grateful to Mrs Renate Ebner and Mr Hans Geissler, Estate Erich Heckel,
Hemmenhofen on Lake Constance, for their kind expert advice.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.46 h + 20 min.

€15.000—20.000 R/DF
$16,500 —22,000

PROVENANCE
- Private collection Great Britain (until 1979: Wolfgang Ketterer, November 26 -

28,1979).
- Collection Hermann Gerlinger, Wiirzburg (with collector stamp).

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Im Rhythmus der Natur: Landschaftsmalerei der "Briicke”. Meisterwerke der
Sammlung Hermann Gerlinger, Stadtische Galerie, Ravensburg, October 10,
2006 - January 28, 2007, p. 100 (with color illu.).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger,
Albertina Vienna, June 1- August 26, 2007, cat. no. 96 (with color illu.)

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Galerie Wolfgang Ketterer, Munich, auction 36, November 26 - 28,1979, lot
720.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 198, SHG no. 245 (withillu.)

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 192, SHG no. 431
(with illu.)

- Tier und Natur als Stimmungstrager.

- Katja Schneider (editor), Moderne und Gegenwart. Das Kunstmuseum in
Halle, Munich 2008, p. 123 (with color illu.).

- Indina Woesthoff, ,&hellip;die Schwere unseres Weges kann wohl Freunde
gebrauchen” - Erich Heckel und Gustav Schiefler, in: Hermann Gerlinger, Katja
Schneider (editor), Gemeinsames Ziel und eigene Wege. Die "Briicke” und ihr
Nachwirken, Munich 2009, p. 64 (illu. 7).

56  KETTERER KUNST

» Owing to the monotype-like dye, each woodcut is of unique
character

« This is one of Erich Heckel‘s most famous color woodcuts

» Other copies are in the Sprengel Museum, Hanover, the
Kupferstichkabinett Berlin, Museum Folkwang, Essen and
the St. Louis Art Museum, USA

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

“[..] shaping the object, fragmenting space with its uneven margins and the bright

colors make it both one of the most charming and most monumental sheets of
modern art; it breathes an air of new classicism.”

Gustav Schiefler, Erich Heckels graphisches Werk, in: Das Kunstblatt, 2nd year, Berlin 1918, p. 286.
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ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Stehende (Akt / Stehender Akt). 1912.

Woodcut.

Ebner/Gabelmann 529 H a (of b). Dube H 234. Signed and dated. One of four
known copies of which three are in museum ownership. On yellow laid paper.
53,4 X 18,8 cm (21 x 7.4 in). Sheet: 68,8 x 55 cm (27 x 22 in). [EH]

We are grateful to Mrs Renate Ebner and Mr Hans Geissler, Erich Heckel Estate,
Hemmenhofen on Lake Constance, for the kind support in cataloging this lot.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.48 h + 20 min.

€20.000—-30.000 R/ F
$22,000—33,000

PROVENANCE

- Artist’s estate (1970-1989).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
from the above in 1989).

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Frauen in Kunst und Leben der "Briicke®, Schleswig-Holsteinisches Landes-
museum, SchloR Gottorf, Schleswig, September 10 - November 5, 2000, cat.
no. 89, illu. on p. 36.

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger,
Albertina Wien, June 1- August 26, 2007, cat. no. 89 with illu

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, SHG no. 230 (with illu.).

- Hermann Gerlinger, Katja Schneider, Die Maler der Briicke. Inventory catalog
Collection Hermann Gerlinger, Halle (Saale) 2005, SHG no. 416 (with illu.).

58  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

« Large-size woodcut in a unique format

« The catalog raisonné mentions only three more sheets from
the sheet of this motif, they are at the Briicke Museum in
Berlin, the Staatliche Kunsthalle Karlsruhe and the Kupfer-
stichkabinett in Dresden

» The woodcut "Stehende® is one of the most important
prints of this time

e The sheet shows the dancer Siddi Riha, Erich Heckel‘s later
wife, in a dance pose
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Akt mit rotem Hut. 1912. « Large nude in strong colors from the best "Briicke” days
Watercolor over pencil. « The motif of bathers and plein-air nudes is one of the main
Inscribed with the artist's name on the side, presumably by a hand other than motifs of the "Briicke” artist

that of the artist. On light wove paper. 46 x 59,2 cm (18.1x 23.3 in), the full sheet.

» From 1912 to 1914 Kirchner spent the summers on the Baltic

[CH]
island of Fehmarn

This work is documented at the Ernst Ludwig Kirchner Archive, Wichtrach/Bern
« Around this time, Kirchner also made the similar paintings

”"Madchen im Stidwester”, ”Dame am Meer sitzend mit

Find more information on www.kettererkunst.com.

Called up: June 10, 2022 — ca. 17.50 h + 20 min. .
P rotem Hut“ and "Erna am Meer, Fehmarn“ on the island of

€ 80.000—120.000 R0 Fehmarn
$ 88,000—-132,000

PROVENANCE

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Das Aquarell der Briicke. Ein Beitrag zur Geschichte der Kiinstlergruppe,
Briicke-Museum, Berlin, September 5 - November 16, 1975, cat. no. 122
(with illu., color plate 40).

- Ernst Ludwig Kirchner 1880-1938, Nationalgalerie Berlin, November 29,1979 - Ja-
nuary 20, 1980; Haus der Kunst, Munich, February g - April 13,1980; Museum
Ludwig, Cologne, April 26 - June 8,1980; Kunsthaus Ziirich, June 20 - August 10,
1980, cat. no. 143 (with illu. on p. 170).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Ernst Ludwig Kirchner auf Fehmarn, Schleswig-Holsteinisches Landesmuseen,
Schloss Gottorf, Schleswig 1997, cat. no. 55.

- Frauen in Kunst und Leben der "Briicke®, Schleswig-Holsteinische Landesmuse-
en, Schloss Gottorf, Schleswig, September 10 - November 5, 2000, cat. no. 116.

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection
Hermann Gerlinger, 2001-2017).

- Das andere Ich. Portrats 1900-1950 (Aus den Sammlungen der Staatlichen

Galerie Moritzburg, Halle, und der Sammlung Hermann Gerlinger), Staatliche

Galerie Moritzburg, Halle (Saale), April 6 - June 15, 2003, cat. no. 130. Ernst Ludwig Kirchner, Madchen im Stidwester,
1912/1920, private collection.

- Im Rhythmus der Natur - Landschaftsmalerei der "Briicke”. Meisterwerke der
Sammlung Hermann Gerlinger, Stadtische Galerie, Ravensburg,
October 28,2006 - January 28, 2007 (with illu.).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger, Albertina,
Vienna, June 1- August 26, 2007, cat. no. 154, pp. 242f. (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

- Kirchners Badende. Einheit von Mensch und Natur, KirchnerHaus Museum,
Aschaffenburg, Ocotber 16, 2021 - January 16, 2022, cat. no. 21.

LITERATURE

- Christie's, July 2,1974, lot 335.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 160, SHG no. 164 (with illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 327, SHG no. 741
(with illu.).
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OTTO MUELLER

1874 Liebau/Riesengebirge —1930 Obernigk bei Breslau

Hockendes Madchen. Um 1912.

Watercolor over ink brush drawing.

Von Littichau/Pirsig-Marshall P1912/18 (636). On
light board. 12,1x 12 cm (4.7 x 4.7 in), the full sheet.
[AM]

Find more information on
www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.52 h + 20 min.

€15.000—20.000 R
$16,500—22,000

PROVENANCE

- Collection Paul Eipper, Lochham (bis 1964).

- Collection Hermann Gerlinger, Wiirzburg (with the
collector stamp, acquired from the estate of the
above in 1998: Neumeister, November 13,1998).

62 KETTERER KUNST

« From the important Briicke era

« Unpublished illustration for the novel "Van Zantens gliickliche Zeit“.
A ”Liebesroman von der Insel Pelli“ by Laurids Bruun

« A then typical characterization of foreign cultures

» Otto Miiller takes his conception of the nude in nature to an exotic ambiance

EXHIBITION

- Kunstmuseum Moritzburg, Halle (Saale), permanent
loan from Collection Gerlinger (2002-2017).

- Die Briicke in der Sidsee - Exotik der Farbe, Saarland-
museum Saarbriicken, October 22, 2005 - January 8,
2006 (with color illu on p. 22).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung
Hermann Gerlinger, Albertina Vienna, June 1- Au-
gust 26, 2007, cat. no. 235 (with color illu.).

- Buchheim Museum, Bernried am Starnberger See,
permanent loan from Collection Gerlinger
(2017-2022).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Mu-
seum der Phantasie, Bernried am Starnberger See,
October 28, 2017 - February 25, 2018, p. 174 (with
colorillu.).

LITERATURE

- Neumeister auction house Munich, auction on
November 13,1998, lot 286.

- Hermann Gerlinger, Katja Schneider (editors), Die
Maler der Briicke. inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 409, SHG
no. 88s.

- Briickenschlag: Gerlinger - Buchheim! Museums-
flihrer durch die "Briicke“-Sammlungen von
Hermann Gerlinger und Lothar-Guinther Buchheim,
Feldafing 2017, p. 174 (with illu. on p.175).

- Werner Murrer, Lisa Marei Schmidt, Daniel J.
Schreiber, Unzertrennlich. Rahmen und Bilder der
Briicke-Kinstler, ex. cat. Briicke Museum Berlin,
November 2019 - March 2020/ Buchheim Museum,
Bernried, March 2020 - July 2020, p. 397 with illu.

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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KARL

SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin
Frau mit aufgeléstem Haar. 1913.

Woodcut.

Schapire H 123. Signed. On Japon. 35,7 X 30 cm (14 x

11.8 in). Sheet: 55,3 x 46,1.cm (21.7 x 18.11in).
Printed by Manus Offizin Fritz Voigt, Berlin
(inscribed in left below the image) [KT]

Find more information on
www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.54 h + 20 min.

€10.000—-15.000 R/ F
$11,000—16,500

PROVENANCE
- Collection Hermann Gerlinger, Wiirzburg (with
the collector stamp).

The Bruicke Painters — Collection Hermann Gerlinger 6

their dramatic imagery

» The woodcut became the most important means for the "Briicke” artists to express

« Copies of this woodcut are part of the collections of the Stadel in Frankfurt, the Briicke

Museum Berlin and the Museum Ludwig in Cologne

« This work shows how physical features like eyes, nose and mouth, breasts and buttocks

from African sculptures and masks have influenced Schmidt-Rottluff‘s aesthetic canon

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss

Gottorf, Schleswig (permanent loan from
Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale

(permanent loan from Collection Hermann
Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung

Hermann Gerlinger, Albertina, Vienna,
June 1- August 28, 2007, cat. no. 33 (with illu.).

- Buchheim Museum, Bernried (permanent loan

from Collection Hermann Gerlinger, 2017-2022).

LITERATURE

- Gerhard Wietek, Schmidt-Rottluff. Graphik, Munich
1971, no. 72 (with illu.)

- Heinz Spielmann (editor), Die Maler der Briicke.
Collection Hermann Gerlinger, Stuttgart 1995, p.
364, SHG no. 607 (with illu.).

- Hermann Gerlinger, Katja Schneider (editors), Die
Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 68, SHG
no. 121 (with illu.).

- Schmidt-Rottluff. Form, Farbe, Ausdruck, Buchheim
Museum, Bernried am Starnberger See, September
29, 2018 - February 3, 2019, p. 198 (with illu.).
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KARL SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Uhranhanger. Um 1913.

Silver, cut, chiselled, two pieces of amber, natural finish. Tied to a cord.
Wietek 393. 8,4 x 3,7cm (3.3 x 1.4 in). Cord: 27,5 cm (10.8 in). [KT]

Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 17.56 h £ 20 min.

€6.000—-8.000 R/DF
$6,600—8,800

PROVENANCE
- From the artist’s estate (1976).
- Private collection.

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Karl Schmidt-Rottluff-Gemalde: Aquarelle, Grafik, Bernstein, Kunstsammlungen der
Stadt Konigsberg/Kunstverein Konigsberg, Kénigsberg (today Kaliningrad) 1928, cat.
no. 73.

- Karl Schmidt-Rottluff: Das nachgelassene Werk seit den 20er Jahren. Malerei, Plastik,
Kunsthandwerk, Briicke-Museum, Berlin, August 20, 1977 - January 15,1978, cat. no. 151.

- Karl Schmidt-Rottluff: Aquarelle, Farbstiftzeichnungen, Schmuck, Kunstverein
Paderborn 1982, cat. no. 11.

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig (permanent
loan from Collection Hermann Gerlinger, 1995-2001).

- Die Maler der Briicke. Collection Hermann Gerlinger, Stuttgart 1995, p. 230, SHG no.
324 (withiillu.).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection
Hermann Gerlinger, 2001-2017).

- Nur fur ihre Frauen. Schmuck von Karl Schmidt-Rottluff, Emil Nolde, Erich Heckel und
Ernst Ludwig Kirchner, Stiftung Moritzburg, Kunstmuseum des Landes Sachsen-
Anhalt, Halle (Saale), October 26, 2003 - January 11, 2004, cat. no. 17 (with illu.).

- Schmidt-Rottluff. Form, Farbe, Ausdruck, Buchheim Museum, Bernried am
Starnberger See, September 29, 2018 - February 3, 2019, p. 183 (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann Gerlinger,
2017-2022).

LITERATURE

- Reallexikon zur deutschen Kunstgeschichte, published by Zentralinstitut fiir
Kunstgeschichte Minchen, vol. Il, Munich 1973, p. 299.

- Max von Boehn, Das Beiwerk der Mode, Munich 1928.

- Leopold Schmid, Geschichte und Technik des Bernsteins, in: Abhandlungen und
Berichte des Deutschen Museums, year 13, issue 3, Berlin 1941.

- Gerhard Wietek, Karl Schmidt-Rottluff: Bilder aus Nidden, Stuttgart 1963.

- Gisela Reineking von Bock, Bernstein, Munich 1981.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, pp. 230-31, SHG no. 324 (with illu.).

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke. Inventory catalog
Collection Hermann Gerlinger, Halle (Saale) 2005, p. 61, SHG no. 108 (with illu.).

« Among the "Briicke” artists Karl Schmidt-Rottluff was most intensively
occupied with jewelry making

« He made his first brooches for the painter Emmy Ritter and the
Hamburg patron Rosa Schapire in Dangast in 1910

« Schmidt-Rottluff crafted the pieces himself and made the lack of
craftsmanship the works‘ actual expression

64  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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KARL SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

MiRige Hetaren. 1914.

Woodcut.
Schapire H133. Signed and dated. On SLG laid paper (with the watermark).
39,5 X 50 cm (15.5 X 19.6 in). Sheet: 51,5 x 67,5 cm (20.2 X 26.5 in). [KT]

We are grateful to Dr. Peter Fuhring, Fondation Custodia, Paris, for his kind
expert advice.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 17.58 h + 20 min.

€ 8.000-10.000 R/ F
$ 8,800—11,000

PROVENANCE

- Collection Wilhelm Niemeyer, Hamburg (until 1956: Stuttgarter Kunstkabi-
nett, November 27/28,1956).

- Collection Sauerwein, no place (acquired from the above in 1956).

- Collection Glinther and Annemarie Gercken, Hamburg
(verso with the collector stamp).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

« To date offered only four times on the international auction market

 Notabel provenance apart from Hermann GerlingerWilhelm Niemeyer
and Rosa Schapire published the important expressionist magazine
’Kiindung’, he also was a passive "Briicke“ member and an early
collector of Schmidt-Rottluff

« The depiction of nudity reached its peak in the art of Schmidt-Rottluff
with the figures of the "MiiBigen Hetaren“ from 1914

« In ancient times, hetaerae were respected sex workers skilled in music
and dance

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection
Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Sammlung Hermann Gerlinger, Albertina, Vienna,
June 1- August 26, 2007, cat. no. 34 (with illu.).

- Schmidt-Rottluff. Form, Farbe, Ausdruck, Buchheim Museum, Bernried am
Starnberger See, September 29, 2018 - February 3, 2019, p. 199 (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Stuttgarter Kunstkabinett, Roman Norbert Ketterer, 25th auction, November 27/28,
1956, lot 883.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, pp. 368-69, SHG no. 613 (withiillu.).

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke. Inventory catalog
Collection Hermann Gerlinger, Halle (Saale) 2005, p. 69, SHG no. 125 (with illu.).
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KARL SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Zwei Akte mit Negerplastik. 1913.

Watercolor and India ink.
Bottom right signed and dated. On firm creme wove paper. 50 x 60 cm (19.6 x
23.6in), the full sheet. [KT]

This watercolor is documented in the archive of the Karlaund Emy Schmidt-
Rottluff Foundation, Berlin.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 18.00 h + 20 min.

€70.000—-90.000 R/D,F
$80,500—103,500

PROVENANCE

- Collection Prof. Max Sauerlandt, Hamburg (1914-1934).

- Alice Sauerlandt, neé Schmidt, Hamburg (inherited from the above in 1934,
at least until 1953, presumably at least until 1965).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Karl Schmidt-Rottluff. Graphik und Aquarelle. Ausstellung zum 8o. Geburtstag
am 1. Dezember 1964, Staatsgalerie Stuttgart, Graphische Sammlung,
December 1,1964 - February 14, 1965, cat. no. 31 (private property, Hamburg).

- Schmidt-Rottluff. Aquarelle aus den Jahren 1909 bis 1969, 55. B.A.T. Ausstel-
lung, B.A.T. Cigaretten Fabriken GmBH, Hamburg, June 13 - August 10, 1974,
cat. no. 53 (with illu., and color illu. on p. 159).

- Karl Schmidt-Rottluff zum go. Geburtstag - Gemalde und Aquarelle, Altonaer
Museum, Hamburg 1974, cat. no. 53.

- Das Aquarell der Briicke, Briicke-Museum Berlin, September 5 - November 16,
1975, cat. no. 129 (noillu.).

- Karl Schmidt-Rottluff, Retrospektive, Kunsthalle Bremen, June 16 - September
10, 1989; Stadtische Galerie im Lenbachhaus, Munich, September 27 - Decem-
ber 3,1989, cat. no. 135 (with illu.).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Die Briicke und die Moderne. 1904-1914, Bucerius Kunstforum, Hamburg,
October 17, 2004 - May 31, 2005, cat. no. 170.

- Expressiv! Die Kiinstler der Sammlung Hermann Gerlinger, Albertina, Vienna,
June 1- August 26, 2007, cat. no. 30 (with colro illu.).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie,
Bernried am Starnberger See, October 28, 2017 - February 25, 2018, p. 160 (with
colorillu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

» Schmidt-Rottluff encountered the art of non-European
cultures as early as during the years in Dresden and he
began to compile an own collection in 1913 the latest

« Objects of African or Oceanian origin became pictorial
objects, as it is the case here with the leopard caryatid from
Cameroon

» These early documents of the fascination for the exotic are
extremely rare on the international auction market

« Part of the important retrospective exhbition at the
Lenbachhaus

LITERATURE

- Stuttgarter Kunstkabinett, Roman Norbert Ketterer, 17th auction, May 16 and
18,1953, lot 1859 (form Mrs Sauerlandt, not sold).

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 366, SHG no. 608 (with illu.).

- Gunther Thiem, Stephan von Wiese, Die Verwandlung der Venus. Karl
Schmidt-Rottluffs Akt-zeichnungen von 1909-1913, Munich 2003, no. 74.

- Hermann Gerlinger, Katja Schneider (ed.), Die Maler der Briicke. inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 66, SHG no. 119
(with illu.)

- Magdalena Moeller (ed.), Starke Schnitte. Karl Schmidt-Rottluff, Berlin 2014, cf.
cat. no. 33, no p.

- Briickenschlag: Gerlinger - Buchheim! Museumsfiihrer durch die "Briicke*-

Sammlungen von Hermann Gerlinger und Lothar-Giinther Buchheim,
Feldafing 2017, p. 160 (with illu. on p.161).

66  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

"I took heads - in relation to other physical features - to extremes,
as a point of concentration of the psyche, of all expression.”

Karl Schmidt-Rottluff to Gustav Schiefler, around 1912

67



[ Feuin]
$HE The Brucke Painters — Collection Hermann Gerlinger

32

YORUBA, NIGERIA

Stool (Caryatide).

Wood painted in white, black and red. Yoruba,
Nigeria.

Height: 38,5 cm (15.11in).

Find more information on
www.kettererkunst.com

Called up: June 10, 2022 — ca. 18.02 h + 20 min.

€2.000-3.000 R
$2,200—3,300

PROVENANCE
- Collection Hermann Gerlinger, Wiirzburg (with
the collector stamp).

EXHIBITION

- Inspiration des Fremden. Die Briicke-Maler und
die aulBereuropdische Kunst, Stiftung Moritzburg,
Kunstmuseum des Landes Sachsen-Anhalt, Halle
(Saale), November 13, 2016 - January 29, 2017, cat.
no. 15 (with illu. on p. 43).

LITERATURE

- Heinz Spielmann (editor), Collection Hermann
Gerlinger, Stuttgart 1995, p. 439, cat. no. | (with
illu.).

- Hermann Gerlinger, Katja Schneider (editors), Die
Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 417, SHG
no. 899 (with illu.).

68  KETTERER KUNST

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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YORUBA, NIGERIA

Monkey (Yoruba).

Wood with fragments of blue paint. Yoruba,
Nigeria.

Height: 39,5 cm (15.5 in).

Find more information on
www.kettererkunst.com

Called up: June 10, 2022 —ca. 18.04 h + 20 min.

€2.000-3.000 P
$2,200—-3,300

PROVENANCE
- Collection Hermann Gerlinger, Wiirzburg (with
the collector stamp).

EXHIBITION

- Inspiration des Fremden. Die Briicke-Maler und
die aulRereuropadische Kunst, Stiftung Moritzburg,
Kunstmuseum des Landes Sachsen-Anhalt, Halle
(Saale), November 13, 2016 - January 29, 2017, cat.
no.16 (with illu.on p. 42).

LITERATURE

- Heinz Spielmann (editor), Collection Hermann
Gerlinger, Stuttgart 1995, p. 439, cat. no. VI (with
illu.on p. 441).

- Hermann Gerlinger, Katja Schneider (editors), Die
Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 421,
SHG no. 912 (with illu.).

Objects from Africa in the Hermann Gerlinger Collection

"The collection compiled by Hermann Gerlinger is impressive not only for the quality of individual pieces, but also for the breadth of what
the collector has recognized as art. Just like the artists of the "Briicke” expanded the hitherto existing canon, taking the aesthetics of more
exotic sculptures seriously for the first time, Hermann Gerlinger included objects in his collection of African art that one could have only
found in an ethnological museum 30 years ago.”

Adam Jones, quoted from Hermann Gerlinger, Christian Philipsen, Thomas Bauer-Friedrich (eds.), Inspiration des Fremden. Die Briicke-Maler und die auRereuropaische Kunst, 2016, p. 15
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KARL SCHMIDT-ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Afrikanische Schale. 1926.

Oil on canvas.

Grohmann p. 210. Signed in upper right. 66,5 x 74 cm (26.1x 29.11in).

With a picture on the reverse painted over by the artist (presumably from 1913,
as this format was first used in 1912 and exclusively in 1913). [KT]

We are grateful to Megan Fontanella, Solomon R. Guggenheim Museum, New
York, and Dr. Iris Schmeisser, Stadel Museum, Frankfurt am Main, for their kind
expert advice.

The work is documented in the archive of the Karl and Emy Schmidt-Rottluff
Foundation, Berlin.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 18.06 h + 20 min.

€ 200.000—300.000 R/D,F
$ 230,000 —345,000

PROVENANCE

- Stadel'sches Kunstinstitut, Frankfurt/Main (acquired from the artist in 1927-1937).

- Staatsbesitz (confiscated from the above in 1937, Degenerate Art number 16121).

- Buch- und Kunsthandlung Karl Buchholz, Berlin
(acquired from the above on December 13,1940).

- Buchholz Gallery — Curt Valentin, New York (acquired from the above in 1947).

- Nierendorf Gallery, New York.

- Estate Karl Nierendorf, New York (1947-1948).

- Solomon R. Guggenheim Museum, New York (acquired from the estate of Karl
Nierendorfin 1948 - 1975: Sotheby's New York, January 23,1975. With two
inventory labels on teh reverse).

- Frankfurter Kunstkabinett Hanna Bekker vom Rath, Frankfurt am Main (1976).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Karl Schmidt-Rottluff, Galerie Ernst Arnold, Dresden, 1927, no. 27 (with illu.).

- Entartete Kunst, Hofgarten-Arkaden, Munich, July 19 - Novemberr 30,1937, no cat.

- Karl Schmidt-Rottluff zum 100. Geburtstag. Verzeichnis der ausgestellten Werke,
Schleswig-Holsteinisches Landesmuseum, SchloB Gottorf, Schleswig,

June 3 - August 12,1984, cat. no. 55.

- Karl Schmidt-Rottluff, Retrospektive Kunsthalle Bremen, June 16 - September 10,
1989; Stadtische Galerie im Lenbachhaus, Munich, September 27 - December 3,
1989, cat. no. 276 (with illu. on plate 9s).

- ReVision: die Moderne im Stadel, Stadelsches Kunstinstitut, Frankfurt am Main,
September 26,1991 - January 12,1992, cat. no. 27.

- Schleswig-Holsteinisches Landesmuseum Schlol Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale
(permanent loan from Collection Hermann Gerlinger, 2001-2017).

- Karl Schmidt-Rottluff. Landschaften und Stillleben, Saarlandmuseum, Saarbri-
cken, November 6, 2010 - January 23, 201, cat. no. 23.

- Expressionismus im Rhein-Main-Gebiet: Kiinstler - Handler - Sammler, Museum
Giersch, Frankfurt am Main, cat. no. 119.

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie, Bernried
am Starnberger See, October 28, 2017 - February 25, 2018, p. 376 (with color illu.).

- Schmidt-Rottluff. Form, Farbe, Ausdruck, Buchheim Museum, Bernried am
Starnberger See, September 29, 2018 - February 3, 2019, pp. 268-269 (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

Exhibition 'Degenerate Art’, Munich 1937: flower painting by Emil Nolde
and still lifes by Karl Schmidt-Rottluff, among them "Afrikanische Schale.

LITERATURE

- www.geschkult.fu-berlin.de/(Degenerate Art no. 16121).

- Correspondence between the Stadel’sche Kunstinstituts and the artist regarding
the acquisition in 1927, archive of Stadel Museum, sig. 623.

- Letter, Karl Buchholz - Propaganda Ministry, May 22,1940, merchant file Buchholz,
Federal Archive, Berlin, R55/21017.

- List, Schénhausen inventory, 1939, merchant file Gurlitt, Federal Archive, Berlin,
R55/21015, 1. 49, on. 765.

- Wil Grohmann, Karl Schmidt-Rottluff, Stuttgart 1956, p. 111 (with illu. on p. 210).

- Sotheby’s Parke Bernet, New York, Ocotber 23,1975, lot 296.

- Andreas Hiineke, Schmidt-Rottluff und die Aktion "Entartete Kunst®, in:
Expressionismus. Zeiterscheinung, Zeitproblem. Karl Schmidt-Rottluff,
Karl-Marx-Stadt 1984, pp. 47-54, here p. 53.

- Franz Roh, "Entartete” Kunst. Kunstbarbarei im Dritten Reich, Hanover 1962, p. 186.

- Nationalsozialismus und "Entartete Kunst®, published by Peter Schuster, ex. cat.
Staatsgalerie Moderner Kunst, Munich 1987, p. 152 (with exhibition photo).

- Angriff auf die Kunst. Der faschistische Bildersturm vor flinfzig Jahren,
Kunstsammlungen zu Weimar 1988, p.103.

- Entartete Kunst - Das Schicksal der Avantgarde im Nazi-Deutschland, published
by Stephanie Barron, ex. cat. Los Angeles County Museum of Art / Altes Museum,
Berlin, Los Angeles/Berlin 1992, p. 343 (with exhibition photo).

- Christoph Zuschlag, "Entartete Kunst“. Ausstellungsstrategien im Nazi-Deutsch-
land, Worms 1995, p. 195.

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 409, SHG no. 733 (with illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, pp. 110-11, SHG no. 247
(with illu.).

- Uwe Fleckner, Max Hollein (editor), Museum im Widerspruch. Das Stadel und der
Nationalsozialismus, Berlin 2011, pp. 52, 216, 307.

- Anja Tiedemann, Die "entartete” Moderne und ihr amerikanischer Markt. Karl
Buchholz und Curt Valentin als Handler verfemter Kunst, Berlin 2013: Writings
from Research Center "Degenerate Art® vol. 8, p. 401.

- Briickenschlag: Gerlinger - Buchheim! Museumsfiihrer durch die "Briicke“-Samm-
lungen von Hermann Gerlinger und Lothar-Gilinther Buchheim, Feldafing 2017, p.
376 (withiillu. on p. 377).

70  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

 Unique document of the influence that African art had on European Modernism and especially on Expressionism
« Paintings with African inspired motifs are extremely rare on the international auction market

 The work used to part of two important international collections Shortly after it was made the Stadel in Frankfurt bought
the work, after the war it was part of the collection of the Guggenheim Museum, New York

« Fateful history, the confiscation from the Stddel in contextt of the "Degenerate Art“ campaign in 1937 extends the paintings
significance by a historical dimension
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BAULE, COTE D‘ IVOIRE

Ahnenfigur/Geister-Partner (blolo bian).

Wood. Baulé people, Ivory Coast. Height: 30,5 cm (12 in).
Find more information on www.kettererkunst.com

Called up: June 10, 2022 - ca. 18.08 h + 20 min.

€2.000-3.000 P
$2,300-3,450

PROVENANCE

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Inspiration des Fremden. Die Briicke-Maler und die auRereuropaische
Kunst, Stiftung Moritzburg, Kunstmuseum des Landes Sachsen-Anhalt,
Halle (Saale), November 13, 2016 - January 29, 2017, cat. no. 13 (with illu.).

LITERATURE

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke.
Inventory catalog Collection Hermann Gerlinger, Halle (Saale) 2005,
p. 419, SHG no. 904 (with illu.).

36
ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Erna und Gerda im Atelier. 1912.

Pencil drawing.

Verso with the estate stamp of the Kunstmuseum Basel (Lugt 1570 b) and
the hand-written registration number "B Be / Bi 27. On smooth creme
wove paper. 33,4 X 27,1 cm (13.1x 10.6 in), almost the full sheet.

Verso with a study of a seated nude and two indistinct figures. [CH]

The work is documented at the Ernst Ludwig Kirchner Archive, Wicht-
rach/Bern.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 18.10 h + 20 min.

€15.000—20.000 */P
$17,250—23,000

PROVENANCE

- Artist‘s estate (Davos 1938, Kunstmuseum Basel 1946).

- Stuttgarter Kunstkabinett Roman Norbert Ketterer, Stuttgart (1954).

- Private collection.

- Munich art trade (acquired from the above in 1998, Ketterer Kunst, May
25,1998).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

EXHIBITION

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger,
Albertina, Vienna, June 1- August 26, 2007, cat. no. 153, pp. 240f. (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

72 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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LITERATURE

- Ketterer Kunst, Munich, 22ond auction, Modern
Art 1, May 25,1998, lot no. 9 (with full-page illu).

- Hermann Gerlinger, Katja Schneider (editor), Die
Maler der Briicke. Inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, pp. 310 and
325, SHG no. 705 and 736 (with illu.).

- Briickenschlag: Gerlinger - Buchheim! Museums-
flihrer durch die "Briicke*-Sammlungen von
Hermann Gerlinger und Lothar-Giinther Buchheim,

Feldafing 2017, p. 152 (with illu. on p.153).

Important drawing that unites all three muses of Kirchner: Erna and Gerda
and Dodo in the painting ”Stehender Akt mit Hut“ in background

Particularly detailed sketch with an ingenious image section

The year this work was made Kirchner met the sisters Erna and Gerda Schilling,
who would become his preferred models in the following years

Painted on both sides: Verso with a study of a seated nude with two
indistinct figures

(B
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ERNST LUDWIG
KIRCHNER

1880 Aschaffenburg—1938 Davos

Gewecke und Erna. 1913.

Pencil drawing.

Verso with the estate stamp (Lugt 1570 b) and the hand-writ-
ten number "B Bc/Bh 20“. On wove paper. 54,6 X 38,6 cm (21.4 x
15.1in), the full sheet.

Verso with fragments of a small sketch in color pencil. [CH]

The work is documented at the Ernst Ludwig Kirchner Archive,
Wichtrach/Bern.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 18.12 h + 20 min.

€15.000—20.000 RP
$17,250—23,000

PROVENANCE

- Artist‘s studio (Davos 1938, Kunstmuseum Basel 1946).

- Stuttgarter Kunstkabinett Roman Norbert Ketterer (1954).

- Galerie Nierendorf, Berlin (1964).

- Collection Hermann Gerlinger, Wiirzburg (with the collector
stamp).

EXHIBITION

- Ernst Ludwig Kirchner 1880-1938, Nationalgalerie Berlin,
November 29,1979 - January 20, 1980; Haus der Kunst, Munich,
February 9 - April 13,1980; Museum Ludwig, Cologne, April 26
-June 8,1980; Kunsthaus Ziirich, June 20 - August 10,1980, cat.
no.16s.

- Ernst Ludwig Kirchner. Zeichnung, Aquarelle, Pastelle,
Kunsthalle Nuremberg, June 20 - September 29,1991, cat. no.
52 (with illu.).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf,
Schleswig (permanent loan from CollectionHermann
Gerlinger, 1995-2001).

- Ernst Ludwig Kirchner auf Fehmarn, Schleswig-Holsteinisches
Landesmuseen, Schloss Gottorf, Schleswig 1997, cat. no. 29.

- Frauen in Kunst und Leben der "Briicke”, Schleswig-Holsteini-
sche Landesmuseen, Schloss Gottorf, Schleswig, September 10
- November 5, 2000, cat. no. 118.

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan
from Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann
Gerlinger, Albertina, Vienna, June 1- August 26, 2007, cat. no.
165, pp. 256f. (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection
Hermann Gerlinger, 2017-2022).

LITERATURE

- Hauswedell & Nolte, Hamburg, 199th auction, Modern Art,
June 7,1974, lot 938 (with illu.).

- Lucius Grisebach, Ernst Ludwig Kirchner 1880-1938, Cologne
1995, p. 96 (with illu.).

- Heinz Spielmann (editor), Die Maler der Briicke. Collection
Hermann Gerlinger, Stuttgart 1995, p. 260, SHG no. 372 (with illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der
Briicke. Inventory catalog Collection Hermann Gerlinger, Halle
(Saale) 2005, p. 334, SHG no. 752 (with illu.).
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« Large-size and dynamic drawing of the artist‘s private surroundings

* The scene shows Kirchners partner Erna Schilling talking to Hans
Gewecke, a student at the drawing school "MUIM“, which E. L. Kirchner
and Max Pechstein had founded in Berlin in 1911

« Contemporary photographs help to identify the detail of the interior
decoration suggested behind Erna as a part of the artist’s lavishly
decorated studio

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

[Fain]
The Bruicke Painters — Collection Hermann Gerlinger $Hk

« Spontaneously captured, dynamic figure study in particularly strong colors

 From 1912 to 1914 Kirchner spent the summers on the Baltic island of Fehmarn

» On Fehmarn the artist made important drawings and watercolors, which can be found at,
among others, the National Gallery of Art in Washington, D.C., the Kupferstichkabinett at
the Staatlichen Museen zu Berlin and at the Stadel Museum in Frankfurt am Main

38
ERNST LUDWIG KIRCHNER
1880 Aschaffenburg—1938 Davos

Menschen und Boot am Strand. 1913.

Watercolor and pencil drawing.

Verso with the estate stamp of the Kunstmuseum Basel (Lugt 1570 b) and the
hand-written registration number "A Be/Bh 5“. On wove paper. 30,1 X 47,3 cm
(11.8 x18.6 in), the full sheet. [CH]

The work is documented at the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 18.14 h + 20 min.

€ 20.000—-30.000 R/
$23,000—34,500

PROVENANCE

- Artist’s estate (Davos 1938, Kunstmuseum Basel 1946).

- Kunstmuseum Basel 1946, Stuttgarter Kunstkabinett R. N. Ketterer, Stuttgart
1954).

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
from the above in 1970, Galerie Wolfgang Ketterer, June 8,1970).

EXHIBITION

- Das Aquarell der Briicke. Ein Beitrag zur Geschichte der Kiinstlergruppe Briicke,

Briicke-Museum, Berlin, September 5 - November 16, 1975, cat. no.123.

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig (permanent

loan from Collection Hermann Gerlinger, 1995-2001).

- Ernst Ludwig Kirchner auf Fehmarn, Schleswig-Holsteinisches Landesmuseen,

Schloss Gottorf, Schleswig 1997, cat. no. 66.

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from Collection

Hermann Gerlinger, 2001-2017).

- Im Rhythmus der Natur - Landschaftsmalerei der "Briicke”. Meisterwerke der

Sammlung Hermann Gerlinger, Stadtische Galerie, Ravensburg,
October 28, 2006 to January 28, 2007 (with illu.).

- Expressiv! Die Kuinstler der Briicke. Die Sammlung Hermann Gerlinger, Albertina,

Vienna, June 1- August 26, 2007, cat. no. 155, p. 245 (with illu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann Gerlinger,
2017-2022).

- Kirchners Badende. Einheit von Mensch und Natur, KirchnerHaus Museum,

Aschaffenburg, October 16, 2021 - January 16, 2022, cat. no. 23.

LITERATURE

- Galerie Wolfgang Ketterer, Munich, 3rd auction, June 8,1970, lot 656 (with illu.).

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 257, SHG no. 366 (with illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory catalog
Collection Hermann Gerlinger, Halle (Saale) 2005, p. 330, SHG no. 745 (with illu.).
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39

ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Wintermondnacht — Langmatte bei
Monduntergang. 1919.

Woodcut in colors.

Dube 390. Gercken 958 1. b. (of 2). Signed and inscribed "Eigendruck . From an
edition of to date 12 known copies. On blotting-paper. 30,7 x 29,5 cm (12 x 11.6
in). Sheet: 54,2 x 39,2 cm (21.3 X 15.4 in).

This motif can also be found as a sketch in feather and color chalks in a letter to
Nele van de Velde from January 20, 1919. Based on this sketch, the artist made
the woodcut and the painting "Wintermondlandschaft®, 1919 (Gordon 558,
Institute of Arts, Detroit).

The work is documented at the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 18.16 h + 20 min.

€ 250.000—-350.000 */P
$ 287,500 —402,500

PROVENANCE

- Private collection.

- Collection Hermann Gerlinger, Wiirzburg (with teh collector stamp, acquired
from the estate of the above in 1991).

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger,
Albertina, Vienna, June 1- August 26, 2007, cat. no. 178, pp. 276f. (with illu.).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie,
Bernried am Starnberger See, Ocotber 28, 2017 - February 25, 2018, p. 314
(with colorillu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

- Also in selection - each different copy:

- Ernst Ludwig Kirchner. Bildwirkerei und Graphik, Kestner Museum Hanover,
January/February 1955, cat. no. 43.

76 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

* This is one of the most significant color woodcuts from his
period of creation in Switzerland

« To date only two copies have been offered on the internati-
onal auction market

 Of the 12 known copies 6 are in public collections, among
them the Kunstmuseum Basel, the Museum of Modern Art
in New York, the Stadel Museum in Frankfurt am Main and
the Museum Folkwang, Essen

- Of a painting-like effect, the rich colors cover the paper like
arelief

« This woodcut puts Kirchner‘s idea of the Swiss mountains in
a nutshell

- Ernst Ludwig Kirchner, Graphische Sammlung, Staatsgalerie Stuttgart, June 14
- August 31,1980, cat. no. 230.

- Ernst Ludwig Kirchner. Davoser Werke 1917-1923, Kirchner Museum, Davos,
December 17,1988 - April 2,1989, cat. no. 32, 33.

- Ernst Ludwig Kirchner. Bergleben. Die friihen Davoser Jahre 1917-1926,
Kunstmuseum Basel, September 27, 2003 - January 4, 2004, cat. no. 63, 64.

LITERATURE

- (Selection)

- Lothar-Giinther Buchheim, Graphik des deutschen Expressionisums, 1959, p.
33 (different copy).

- Karl August Reiser, Deutsche Graphik von Leibl bis zur Gegenwart, Reutlingen
1964, p. 81. (different copy).

- Heinz Spielmann (editor), Die Maler der Briicke, Collection Hermann Gerlinger,
Stuttgart 1995, p. 269, SHG no. 392 (with color illu).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke, inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 348, SHG no. 780
(with colorillu.).

- Briickenschlag: Gerlinger - Buchheim! Museumsfiihrer durch die "Briicke*-
Sammlungen von Hermann Gerlinger und Lothar-Glinther Buchheim,
Feldafing 2017, pp. 314ff. (with illu. on p. 315).
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Letter with drawing to Nele van de Velde dated January 20, 1919.

The third stylistic period of Ernst Ludwig Kirchner began in Switzer-
land. In 1917, the artist, burdened by his war experiences, first settled
in Frauenkirch near Davos. However, he soon left spa town and re-
treated to the solitude of the mountains. In June and August 1917 he
rented a hut on the Stafelalp above Davos. This was where the first
drawings and woodcuts of mountain landscapes and motifs from
the life of mountain farmers were made. From now on, the direct
experience of the mountains should be in the focus of his art. The
impression of the Swiss Alps not only led to mental stability for
Kirchner, but also to renewed creativity. Switzerland was intended
as a short-term refuge, but quickly became his new home and the
motor for a new creative period in his oeuvre. A year later he rented
the house "In den Larchen®, which he kept as his summer residence.
In 1921 his partner Erna Schilling finally moved to Switzerland and in
1923 they both moved into their new house on Wildboden near
Frauenkirch. Despite his mental strain and the occasional paralysis,
the early days of the time in Davos was extremely productive. Each
individual place of life is linked to a large number of works, and the
versatility of the media used is astonishing, too: in addition to oil
paintings, some of which are quite large, series of woodcuts and
etchings, watercolors and drawings up to life-size wooden sculptu-
res were made. Kirchner began to make carvings, making all kinds
of pieces of furniture and utensils, carving stools, chairs, bedsteads
and bowls, transferring pictorial designs into large wooden reliefs

and carpets based on Kirchner’s motifs were also woven.

In January 1919, Kirchner had his printing press transported from
Berlin to Davos. He explained Swiss custom authorities that it was
a removal items : "The press is used to produce hand prints for
woodcuts, it is to facilitate my work in the face of my serious illness.”
(quoted from ex. cat. Ernst Ludwig Kirchner. Davoser Werke 1917-1923,
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Ernst Ludwig Kirchner, Wintermondlandschaft, 1919, oil on canvas, \ 1% ' \! 3 ,I"
Art Institute, Detroit. h'.- i /.
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Kirchner Museum, Davos 1988/1989, p. 88) In the seclusion of the [ | ! \ %\' R p i J

Swiss mountains he began to work on color woodcuts again. The ' ' . I:!’-"r{

Expressionists made outstanding accomplishments in the medium ' ' ' Iy Y
of the woodcut: they raised this technique, which in the course of 4 £ J

the 19th century had almost degenerated into a reproduction tech- / ).lf j £ _

nique, to a new artistic level. Like his fellow painters of the "Briicke®, % h i

Ernst Ludwig Kirchner saw the woodcut as one of the most original g\ oy / i 3 o f J
graphic technigues, which, due to the brittleness of the wood, is vl 8 I saw a marvelous. moaonset today before sunrise, the mountains were all b.{pe, [ _,r':
RELIEN ST e v i, K ingenia el Uese Fie S the sky in a reddish purple with plnk clouds and the yellow cresgent toonylt was’ 4"
material deficit in favor of formal expression. In the compression of 1 A Y \

the formal aspect, he achieved a pictorial expressiveness that was wildly beautiful,-but also unbelievably €old. Oh if only that could be paint

previously not been achieved in this technique. The letter to Nele i h _‘*&_ F.
van de Velde dated January 20, 1919, which is mentioned above, is I=1y, E. L Kirchnerin aletterto Nele van de Velde, January 20, 1919 . X f-

accompanied by a colored pencil drawing that anticipates the later
oil painting (Gordon 558) and the colored woodcut in a mirror-inver-
ted manner. Shortly after the painting was created, the motif was
transferred to a colored woodcut in a complex process using sever-
al blocks, some of which were divided. By overprinting the individu-
al colors in different nuances and in varying order, twelve unique
prints of this motif were created. Some of the colors have been drawn
off in such an impasto manner that ridges formed in their edges.
The representation is created exactly according to nature. The view
goes down the valley from the window on the ground floor of the
house "In den Larchen® Behind the larches on the left you can see
the striking backdrop of the Altein, while the Tinzenhorn is at the
end of the valley. The magnificent color woodcut "Wintermond-
nacht” (Winter Moon Night) was born out of the direct experience
of nature on a cold, clear winter night. Kirchner translates the spec
tacle of nature into crystalline, sharp lines with expressive coloring
and thus reaches a peak in his graphic work. [SM]

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Heuernte. 1920. + Dynamic and particularly colorful depiction from the Davos
Color Oil crayon. days

With the estate stamp of the Kunstmuseum Basel (Lugt 1570 b) and the » The hard and strenuous life of the local peasants and the
hand-written registration number "FS Da/Bc 29“ on the reverse. On chalk- rural-bucolic idyll were Kirchners main source of inspiration

primed board. 50 x 31,6 cm (19.6 X 12.4 in), almost the full sheet. [CH] . . .
« At around the same time he made the impressive work "Der

Maéher* (Metropolitan Museum of Art, New York), which
shows a similar motif

We are grateful to Prof. Dr. Dr. Gerd Presler for his kind expert advice.
The work is documented at the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 18.18 h £ 20 min.

€20.000—-30.000 R
$23,000-34,500

PROVENANCE
- Artist’s estate (Davos 1938, Kunstmuseum Basel 1946).
- Collection Hermann Gerlinger, Wiirzburg (with collector stamp).

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 271, SHG no. 396 (with illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 350, SHG no. 784

(withillu.).

Ernst Ludwig Kirchner, Der Maher, around 1920,
Metropolitan Museum of Art, New York.

“Kirchner had left the hustle and bustle of Dresden and Berlin behind him, and lives among "proud
mountain farmers” in the house 'In den Larchen’ above Frauenkirch/Davos, observing their hard and
strenuous daily chores. He is surrounded by magnificent mountains in the shadow of the peak 'Corn
da Tinizong’, the "keeper at the end of the valley’. In September 1918 he writes to the architect Henry
van de Velde: 'l am leading a peaceful and carefree life up here.” A little later he informs the author
of the catalog raisonné of his graphic art, the Hamburg District Court Director Gustav Schiefler: 'l
am so happy to be here." The color drawing "Heuernte® is a striking document of the balanced life
situation Kirchner was in at that point. He finally found peace!”

Prof. Dr. Dr. Gerd Presler, author of the catalogue raisonné of Kirchner’s sketchbooks

80  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Ringer. 1923.

Oil on canvas.
Gordon 748. Lower left signed. 70,5 x 9o cm (27.7 X 35.4 in).

The work is depicted in Ernst Ludwig Kirchner’s “Photoalbum II1“ as photo no.
273, dated 1923.

The work is documented at the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 18.20 h + 20 min.

€ 400.000—-600.000 R/
$440,000—660,000

PROVENANCE

- Collection Johannes Matter (1873-1942), Davos.

- Collection Hans Haltinner, Schiipfen/Switzerland.

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, acquired
from the above in 1969: Kornfeld & Klipstein, June 12,1969).

EXHIBITION

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Kraft des Aufbruchs (permanent exhibition of Collection Hermann Gerlinger),
Kunstmuseum Moritzburg, Halle (Saale), 2015-2017.

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

LITERATURE

- Donald E. Gordon, Ernst Ludwig Kirchner. Mit einem kritischen Katalog
samtlicher Gemalde, Miinchen/Cambridge (Mass.) 1968, cat. no. 748, pp. 127,
382 (with illu.).

- Kornfeld und Klipstein, Bern, 132nd auction, Modern Art, June 12,1969, lot 610
(with illu., plate 47).

- Hanswernfried Muth, Die stadtische Galerie Wiirzburg, in: Wiirzburger
Adressbuch 1973 (with illu.).

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 274, SHG no. 401 (with illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 353, SHG no. 789
(withillu.).

- Hans Delfs, Ernst Ludwig Kirchner. Der gesamte Briefwechsel - “Die absolute
Wahrheit, so wie ich sie fihle“, Ziirich 2010, no. 2034 and no. 2062.

- Briickenschlag: Gerlinger - Buchheim! Museumsfihrer durch die "Briicke*-
Sammlungen von Hermann Gerlinger und Lothar-Giinther Buchheim,
Feldafing 2017, p. 330 (with illu. on p. 331).

82 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

« Particularly dynamic and expressive composition of a
multi-figure sports scene in strong colors

» Motion as a form of expression is a sort of leitmotif in
Kirchner‘s oeuvre

« Kirchner found inspiration from life and experience: The
year this work was made, the so-called ’Schwingfest‘ (Swiss
wrestling event) took place in Sertig near Davos for the first
time

* The tailor Johannes Matter acquired the painting during
Kirchner‘s lifetime. The artist mentioned him in, among
others, letters to Helene Spengler (1919) and Gustav Schief-
ler (1928)

Ernst Ludwig Kirchner, Skispringer, 1927, Kirchner Museum Davos.

“[..] the feeling that we all share, to find inspiration
in life and to be subordinate to the experience.”

E. L. Kirchner in der "Briicke"-Chronik von 1913, zit. nach: Eberhard W. Kornfeld, Ernst Ludwig Kirchner. Nachzeichnung seines Lebens, Bern 1979, S. 43.
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42
ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Fordelandschaft. 1924.

Drypoint and aquatint.

Ebner/Gabelmann 807 R Il (of Il). Dube R 158 Il (of I1). Signed, dated, titled and
isncribed "Probe“. On wove paper (with watermark ARTIS). 25,8 X 35,4 cm (10.1 x
13.9 in). Sheet: 44,5 x 64 cm (17.5 X 25.1in).

We are grateful to Mrs Renate Ebner and Mr Hans Geissler, Erich Heckel Estate,
Hemmenhofen on Lake Constance, for the kind expert advice.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 —ca. 18.22 h + 20 min.

€3.000—4.000R/D.F
$3,450—4,600

PROVENANCE

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp).

LITERATURE

- Erich Heckel, (Graphik der Gegenwart, vol. 1), Berlin 1931, illu. (no page,
presumably different copy).

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 319, SHG no. 494 (with illu.).

- Serge Sabarsky, Erich Heckel. Die fruhen Jahre. Zeichnungen Aquarelle
Graphik, Salzweg bei Passau 1995, illu. on p. 132 (presumably different copy).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 228, SHG no. 516 (with illu.).

- Kunstmuseum Bayreuth (editor), Menschen, Artisten, Spiegelbilder. Druckgra-
phiken aus der Sammlung Helmut und Constanze Meyer, Bayreuth 2000, illu.
on p. 71 (different copy).

84 KETTERER KUNST

» Das Motiv wird in dem Gemalde "Herbstlandschaft/Férdelandschaft*
und in einem im Nachlass befindlichen Aquarell aufgegriffen

« Die Darstellung des gleichen Motivs in unterschiedlichen
kiinstlerischen Medien ist charakteristisch fiir Erich Heckels Schaffen

« Ein Abzug dieser Radierung befindet sich in der Sammlung des
Museum of Modern Art, New York

EXHIBITION

- Freie Deutsche Kunst. Gemalde, Aquarelle, Graphik, Karl-Marx-Haus
Neuruppin, August 3 - 17,1946. cat. no. 34 (presumably different copy).

- Erich Heckel in Angeln. Exhibition at Stadtisches Museum in Flensburg from
March 15 to April 26, 1959, cat. no. 56 (presumably different copy).

- Erich Heckel, Druckgraphik. Exhibition on occasion of the 8oth birthday on
July 31,1963, June 17 - November 1963, Staatliche Museen, Kupferstichkabinett,
Berlin-Dahlem, cat. no. 71 (different copy).

- 1883 -1970 ; Gemalde, Aquarelle, Graphik, Jahresblatter, gemalte Postkarten
und Briefe aus dem Besitz des Museums, Exibition at Altonaer Museum:
March 7 - April 23,1973, cat. no. 164 (different copy.

- Erich Heckel. Aquarelle, Zeichnungen u. Druckgraphik. Exhibition from March 7
- April, 1982. Kunstverein Wolfsburg e.V. at Wolfsburger Schloss, cat. no. 40
(presumably different copy).

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Erich Heckel: Sein Werk der 20er Jahre. Exhibition at Brucke-Museum Berlin
from October 30, 2004 - February 12, 2005, cat. no. 17 with illu. on p. 47
(different copy)

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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KARL SCHMIDT-
ROTTLUFF

1884 Rottluff near Chemnitz—1976 Berlin

Leuchtturm. 1922.

Watercolor and ink brush over pencil.

Lower right signed. Verso inscribed "Leuchtturm®
in pencil. On light board. 52 x 41 cm (20.4 X 16.1in),
the full sheet. [KT]

The watercolor is documented in the archive of the
Karl and Emy Schmidt-Rottluff Foundation, Berlin.

Find more information on
www.kettererkunst.com

Called up: June 10, 2022 —ca. 18.24 h + 20 min.

€ 40.000-60.000 R/DF
$46,000—-69,000

PROVENANCE
- Collection Hermann Gerlinger, Wiirzburg (with
the collector stamp).

EXHIBITION

- Karl Schmidt-Rottluff zum 100. Geburtstag.
Verzeichnis der ausgestellten Werke, Schleswig-
Holsteinisches Landesmuseum, Schloss Gottorf,
Schleswig, June 3 - August 12,1984, cat. no. 103
(with illu.).

- Karl Schmidt-Rottluff, Retrospektive, Kunsthalle
Bremen, June 16 - September 10, 1989; Stddtische
Galerie im Lenbachhaus, Munich, September 27 -
December 3,1989, cat. no. 247 (with illu.; and illu.
on plate 84).

- Schleswig-Holsteinisches Landesmuseum Schloss
Gottorf, Schleswig (permanent loan from
Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale
(permanent loan from Collection Hermann
Gerlinger, 2001-2017).

- Expressiv! Die Kiinstler der Sammlung Hermann
Gerlinger, Albertina, Vienna, June 1 - August 26,
2007, cat. no. 63 (with color illu.).

- Schmidt-Rottluff. Form, Farbe, Ausdruck,
Buchheim Museum, Bernried am Starnberger See,
September 29, 2018 - February 3, 2019, p. 255
(with illu.).

- Buchheim Museum, Bernried (permanent loan
from Collection Hermann Gerlinger, 2017-2022).

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke.
Collection Hermann Gerlinger, Stuttgart 1995, p.
398, SHG no. 694 (with illu.).

- Hermann Gerlinger, Katja Schneider (editors), Die
Maler der Briicke. inventory catalog Collection
Hermann Gerlinger, Halle (Saale) 2005, p. 99, SHG
no. 209 (with illu.).

The Bruicke Painters — Collection Hermann Gerlinger 6

Important motif in impressively radiant colors

The former architecture student shows his fascination for the light house‘s
unusual structure

Characterized by a tremenduous futuristic liveliness

Part of the important retrospective exhibition at the Lenbachhaus in Munich in
1989
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HERMANN MAX PECHSTEIN

1881 Zwickau—1955 Berlin

In der Hangematte/Boote auf der Ostee (Ricksei-
te). 1910/ 1922,

Oil on canvas, painted on both sides.

Soika 1910/38 and Soika 1922/14. Lower left signed and dated "1922“. 74 x 80 cm
(29.1x31.4in).

The motiv "Boote auf der Ostsee” was presumably made in the Berlin studio,
where the artist recorded his Leba impressions on the reverse of an early work.

Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 18.26 h £ 20 min.

€300.000—400.000 R/, F
$345,000—460,000

PROVENANCE

- Private collection Berlin (presumably acquired from the artist).
- Galerie Wolfgang Gurlitt, Munich (until 1969).

- Art trader Wolfgang Werner, Bremen.

- Galerie Gunzenhauer, Munich.

- Collection Hermann Gerlinger, Wiirzburg (with the collector stamp, since 1971).

EXHIBITION

- ”In der Hingematte*

- Max Pechstein. Gemalde, Aquarelle, Graphik aus den Jahren 1909-1924,
Graphisches Kabinett Ursula Voigt, Bremen, May 22 - July 20,1969, cat. no. 3a.

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Frauen in Kunst und Leben der "Briicke®, Stiftung Schleswig-Holsteinisches
Landesmuseum, Schloss Gottdorf, Schleswig, September 10 - November s,
2000, cat. no. 53, p. 139.

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Die Briicke und die Moderne 1904-1914, Bucerius Kunstforum, Hamburg,
October 21,2005 - January 15, 2006, cat. no. 139, p. 164.

- Im Rhythmus der Natur, Landschaftsmalerei der Briicke. Meisterwerke der
Sammlung Gerlinger, Stadtische Galerie, Ravensburg, Ocotber 28,2006 - Janu-
ary 28,2007, p. 83.

- Expressiv! Die Kiinstler der Briicke. Die Sammlung Hermann Gerlinger,
Albertina, Vienna, June 1- August 26, 2007, cat. no. 218 (with colroiillu.).

- Buchheim Museum, Bernried (permanent loan from Collection Hermann
Gerlinger, 2017-2022).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie,
Bernried am Starnberger See, October 28, 2017 - February 25, 2018, p. 170 (with
colorillu.).

86  KETTERER KUNST

+ A masterpiece that Pechstein made at the peak of the
"Briicke

Document of the intensive artistic cooperation and the
mutual influence of the "Briicke“-Kiinstler

A painting with two front sides each side has its own
comprehensive exhibition history

With striking expressive colors

Liberated from all academic constraints, free and easy nudes
in untouched nature came into existence at the Moritzburg
Lakes

"Boote auf der Ostsee“ is an expressive painting from the
important series of the Baltic Landscapes

The artist‘s agitated spirit in the year 1922 — separation from
Lotte and a legal dispute with Gurlitt is reflected by the
painting‘s subject

- "Boote auf der Ostsee”

- Max Pechstein. Olgemalde und Aquarelle, Galerie Pels-Leusden, Berlin,
February 24 - April 19,1969, cat. no. 5.

- Max Pechstein. Gemalde, Aquarelle, Graphik aus den Jahren 1909-1924,
Graphisches Kabinett Ursula Voigt, Bremen, May 22 - July 20, 1969, cat. no. 6.

- Max Pechstein. Gemalde, Aquarelle, Graphik, Galerie Gunzenhauser, Munich,
April 10 - June 15,1970, cat. no. 7, p. 11.

- 50 Jahre Graphisches Kabinett: Meisterwerke des 20. Jahrhunderts aus Bremer
Privatbesitz und ausgewahlte Aquarelle und Graphik des Expressionismus, art
trader Wolfgang Werner, Bremen, November 28,1970 - February 28,1971.

- Max Pechstein, Kunstverein Braunschweig, April 18 - June 27,1982; Pfalzgalerie
Kaiserslautern, July 11 - August 22,1982, p. 125.

- Schleswig-Holsteinisches Landesmuseum Schloss Gottorf, Schleswig
(permanent loan from Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from
Collection Hermann Gerlinger, 2001-2017).

- Buchheim Museum, Bernried permanent loan from Collection Hermann
Gerlinger, 2017-2022).

- Briickenschlag: Gerlinger - Buchheim, Buchheim Museum der Phantasie,
Bernried am Starnberger See, October 28, 2017 - February 25, 2018, p. 382 (with
colorillu.).

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 245, SHG no. 351 and 422 (with illu.)

- Hermann Gerlinger, Katja Schneider (editors), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 392, SHG no. 860
and 879 (each withillu.).

- Briickenschlag: Gerlinger - Buchheim! Museumsfiihrer durch die "Briicke*-
Sammlungen von Hermann Gerlinger und Lothar-Glinther Buchheim,
Feldafing 2017, p. 170 (with illu. on p.171) and on p. 382 (with illu. on p. 383).

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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In der Hingematte (Hammock), 1910

On July 18, 1910, Hermann Max Pechstein traveled to Moritzburg
with Erich Heckel and Ernst Ludwig Kirchner. The idea of a joint
summer trip to Moritzburg came up spring: “"When we were together
in Berlin, | agreed with Heckel and Kirchner that the three of us should
work on the lakes around Moritzburg near Dresden. We had known
the place for a long time, and we knew that there was the opportu-
nity to paint nudes in the open air without being disturbed.” (quoted
from: Hermann Max Pechstein, Erinnerungen, 1993, p. 41) The "Bru-
cke* artists spend an idyllic summer with their friends and models
painting and swimming in the lakes in the remote Moritzburg forest
region. "We painters set off early in the morning, heavily laden,”
Pechstein later recalls, “the models followed behind with bags full
of things to eat and drink. We lived in absolute harmony, worked
and bathed. If we didn‘t have a male model, one of us jumped in“
(Max Pechstein, in: Junge Kunst, Vol. 1, Leipzig 1919.) It was important
tothe "Briicke” artists that their models were not professionals. They
should move naturally and not fall into the rigid poses demanded
by academic painting. They threw themselves into the work and “on
the natural appeal the girls had, &hellip; who we drew in free natu-
ralness without poses or anything else (EL Kirchner, quoted from:
Lothar Grisebach, Ernst Ludwig Kirchners Davoser Tagebuch, 1997, p.
63) Moritzburg, which was not a tourist destination, and the close
community provided the perfect setting for intensive work. The
result is haunting works that, in their direct density, testify to the
painter's bond with life in the great outdoors. The artists worked
together for a month in Moritzburg. This summer would be a parti-
cularly productive time for all "Briicke” artists, including Hermann
Max Pechstein: some of his best-known pictures were created there.
In a very short time he developed an angular, sketchy style of pain-
ting that is related to the compositions of Heckel and Kirchner. By
working in close proximity to one another, the styles of the indivi-
dual artists converged. For the short time of this idyllic month in
Moritzburg, the works of each individual artist reached a new level
and they developed a visual language that was henceforth referred
to as the "Briicke” style and it marked the peak of this artist group.
In particular, the depiction of nudes at the water or in the forest has
become the epitome of the artists’ expressionist heyday. The casual
nudity is an expression of a liberation from inner constraints, which
also visibly flows into the creative work. Nature and man form a
sought-after unity that is vividly conveyed to the viewer. In seclusion,
they put their idea of a simple, "primitive” life into practice. The
feeling of being one with nature and living a simple life close to that
of the "primitives” was an ideal the "Briicke” artists apired at the
time. What all the works the artists created in Moritzburg have in
common is the directness and immediacy of expression. Pechstein’s
work ”In der Hingematte® also shows a verve that was hardly known
before. [SM]

“In April 1921 | set out for my quest, just me with the bare neccesities
in my satchel. According to the map, there was a similar spit between
Lake Leba and the Baltic Sea in Eastern Pomerania [&hellip;] | did not
just come to like the coast, | loved it.”

Max Pechstein, Erinnerungen, pp. 107/108

Boote auf der Ostsee (Boats on the Baltic Sea)

Hermann Max Pechstein always wanted to be close to the sea. For
many years Nidden was his place of longing, but after the Treaty of
Versailles in 1919 it became part of Lithuania and with the changed
political situation, Pechstein felt alienated. Even after the "Briicke”
period, he was still looking for a natural originality for his paintings,
also as a contrast to busy Berlin, where the artist lived with his fa-
mily. In contrast to Nidden, the Pomeranian Leba could be reached
by train within just a day. In 1921, Pechstein spent the summer in
Leba with his wife and child for the first time. He was fascinated by
the special light ambiance and the changing weather phenomena
in this coastal region, and felt a special connection to the landscape
and its people. In contrast to the hectic Berlin of the years after the
First World War, he seemed to have found the longed-for ideal of a
peaceful life there. The stays in Leba on Lake Leba in Pomerania
would be of formative importance for Max Pechstein’s painterly
work. Here he developed his own style, which is characterized by
the reality of seeing. The works of this time are stylistically still de-
termined by a traditional Expressionism, which became particularly
manifest in the color values. The originality of this almost untouched
landscape characterized his painterly work of this time in a particu-
larly rich way. The intense engagement with nature lea to a series
of impressive landscapes in which the painter captured his feelings
in a special way. Life in the midst of untouched nature exerted an
enormous fascination on him. "Nature has always been important
to me in my work and my intense studies of it forms are milestones.
| liberate myself working on nature and can, like through a filter,
render the whole experience on paper or canvas.“ (Max Pechstein,
in: Kiinstlerische und kulturelle Manifestationen, Ulm no year [1924],
p. 38) Hermann Max Pechstein’s entire artistic work is particularly
closely linked to the sea and maritime life. Pechstein’s maritime
journeys not only allow the artist to capture bathing scenes, the
working life of the local fishermen, docking ships, barges and boats
on the high seas, coastal landscapes and beach impressions on the
canvas, but also individual impressive sea pieces in which he shows
the dynamics, versatility and power of the surging, breaking waves
caused by gusty winds. Here it is the storm-tossed sea and the boats
in rhythmic line returning to port that interests him. Time and again
Pechstein captured the atmospheric weather phenomena on the
coast, which testify to his deeply felt love for pristine nature. [SM]

88  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

“In April 1921 | set out on my own, with only the most necessary material in my
backpack. According to the map, | had a similar spit in East Pomerania located
between Lake Leba and the Baltic Sea [..] | learned to not only appreciate the
coast, but to love it.“"

Max Pechstein, Erinnerungen, pp.107/108.
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ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Unterhaltung. 1908.

Colored chalk.
Lower left signed, dated and titled. On wove paper (with watermark). 37 x 49
cm (14.5 x 19.2 in), the full sheet. [AR]

The work is listed in the Erich Heckel Estate, Hemmenhofen on Lake Constance.
We are grateful to Mrs Renate Ebner and Mr Hans Geissler for the kind support
in cataloging this lot. We are also grateful to Eline van Dijk, LWL-Museum fiir

Kunst und Kultur, Miinster, for her kind expert advice.
Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 18.28 h + 20 min.

€20.000—-30.000 R/ F
$23,000-34,500

PROVENANCE

- Artist’s estate.

- Collection Hermann Gerlinger, Wiirzburg (with the collection stamp, acquired
from the above in 1993).

EXHIBITION

- Erich Heckel zur Vollendung des siebenten Lebensjahrzehnts. Gemalde,
Aquarelle, graphische Arbeiten, Landesmuseum fiir Kunst und Kulturgeschich-
te, Miinster, July 18 - September 15,1953, cat. no. 94.

- Erich Heckel, Werke der Briickezeit 1907-1917, Wiirttembergischer Kunstverein,
Stuttgart, September 15 - October 27,1957, cat. no. 51.

- Briicke 1905-1913, eine Kiinstlergemeinschaft des Expressionismus, Museum
Folkwang Essen, October 12 - December 14,1958, cat. no. 21.

- Schleswig-HolsteinischesLandesmuseum Schloss Gottorf, Schleswig
(permanent loan from the Collection Hermann Gerlinger, 1995-2001).

- Kunstmuseum Moritzburg, Halle an der Saale (permanent loan from the
Collection Hermann Gerlinger, 2001-2017).

- Buchheim Museum, Bernried (permanent loan from the Collection Hermann
Gerlinger, 2017-2022.

LITERATURE

- Heinz Spielmann (editor), Die Maler der Briicke. Collection Hermann Gerlinger,
Stuttgart 1995, p. 167, SHG no. 181 (with color illu.).

- Hermann Gerlinger, Katja Schneider (editor), Die Maler der Briicke. Inventory
catalog Collection Hermann Gerlinger, Halle (Saale) 2005, p. 156, SHG no. 350
(with color illu.).

* The depicted ladies could possibly be Dodo and her
sister Armgard

» Spontaneous drawing in a particularly large forrmat
« Typical studio scene from the ”Briicke“ heyday
« Featured in several exhibitions during the artist’s lifetime

» The composition’s sketch-like spontaneity with
high-contrast colors is characteristic works from
this period of creation

In January 1944, Erich Heckel‘s studio was bombed in an air raid. In
addition to 17 paintings and 8 wooden sculptures, hundreds of wa-
tercolors, drawings and prints perished in the flames. Only very few
of Erich Heckel’s colored chalk drawings made during the years of
the ‘Briicke’, those famous quarter-hour nudes and spontaneous
accounts of the common studio events, have survived. "Unterhal-
tung“is such a sheet: two female models, one reclined with her back
to the viewer, the other sitting next to her. Both women are naked,
the situation is indicated with a few bright colors. We see only the
most important outlines of the body. Many of the few drawings by
Erich Heckel from this period that have survived were executed in
charcoal or pen, only very few shine in bright colors like our beauti-
ful sheet from the Gerlinger Collection. Bright colors define the body
contours here. Purple and blue are superimposed together with
yellow and brown as spontaneous lines. A structuring basic drawing
can only be recognized as a fine line, for example in the bent legs of
the reclining figure.

Drawings like this were created in hours of joint studio work by the
Briicke artists. They are free and informal with their girlfriends and
models; this creates the style-defining perception of the current
situation. As a parallel, Kirchner's pastels made around the same
time as this sheet should be pointed out. A colored chalk drawing
by Ernst Ludwig Kirchner from the same year may correspond to the
same studio situation. (Fs Dre/BG 42 see Ketterer Kunst A 400 lot
20). Heckels "Unterhaltung” is characterized by a pronounced light-
ness. Despite all security in the tectonic, it retains a mobility, self-
evidence and openness that comes across suggestively as a life reflex.
(EH]

90  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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NORBERT BISKY

1970 Leipzig—lives and works in Berlin

Catastroika. 2012.

Oil on canvas.
Signed, twice dated and titled on the reverse. 200 x 140 cm (78.7 x 55.1in).

Called up: June 10, 2022 —ca. 18.30 h + 20 min.

€50.000—70.000 R/D.F
$ 55,000-77,000

PROVENANCE
- Galerie Templon, Paris (with the gallery label on the reverse).
- Private collection Southern Germany (acquired from the above in 2012).

« Bright and radiant work in the artist’s characteristic pictorial
language

 Symbiosis of a contemporary imagery, current socio-politi-
cal topics and historical

* Heroic saga

» Works from the artist are in possession of many important
international museums, among them the Museum of
Modern Art, New York, and the Museum Ludwig, Cologne

"I can't ignore the political situation.”

Norbert Bisky in a talk with Sigrid Brinkmann, quoted from: Deutschlandfunk Kultur online, March 24, 2015.

Eugene Delacroix, La Liberté guidant le peuple, 1830, Ol auf Leinwand,
Louvre, Paris. © VG Bild-Kunst, Bonn 2022

With his powerful, expressive works, Norbert Bisky is considered one
of the most important painters of postmodern figuration today (Han-
delsblatt Magazin 04/2019). As early as in 2014, the Kunsthalle Rostock
honored him with a comprehensive exhibition of his first fifteen years
of work. In 2021/2022, the artist‘s works were shown in the large-scale
solo exhibition "Norbert Bisky. Disinfotainment* at the G2 Kunsthalle
in Leipzig.

The Leipzig artist grew up in the GDR, studied at the Freie Kunstschu-
le in Berlin and at the Hochschule der Kiinste as a master student of
Georg Baselitz. The artist’s biography is closely linked to his artistic
work. ”I started painting because | developed a deep distrust of words.
The most decisive experiences for me were the collapse of the GDR,
the Fall of the Wall and the reunification. | was 19 years old. A lot of the
spoken rubbish that surrounded me as a child was ultimately worthless.
What has more substance and validity over a longer period of time? |
quickly got to the pictures.” (Norbert Bisky, 201, in: Weltkunst o1/20m).
The artist's father is the German cultural scientist and politician Lothar
Bisky (1941-2013), who was a member of the state parliament of Bran-
denburg, as well as of the German Bundestag and the European Parli-
ament for the parties PDS and 'Die Linke', respectively. In this light it is

94 KETTERER KUNST

little surprising that Norbert Bisky is also interested and involved in
politics. "I can‘t ignore the political situation,” says the artist in an in-
terview with Deutschlandradio (interview with Sigrid Brinkmann, quo-
ted from: Deutschlandfunk Kultur online, March 24, 2015).

Looking at his works reveals Bisky‘s occupation of Socialist Realism and
the heroic images of propaganda art, but also with the works of the
Old Masters in European art history: "There [&hellip;] has always been
a connection to art history. | used to convey these scenes visually in a
different way - in light, pastel tones. But | increasingkly got the feeling
that this was in the way of seeing the content, and at some point | was
done with these types of pictures. Then | took other colors and incre-
ased the contrasts in my work” (Norbert Bisky, quoted from: Michael
Wuerges, In the Studio. Norbert Bisky, Berlin, collectorsagenda.com).
Bisky also lets "Catastroika“ shine in bright, clear, but also somewhat
darker, higher-contrast colors. At that time, the change in the color
palette was accompanied by a further thematic development. In his
later works, the artist devoted himself to rather gloomy, depressing
current themes, processed with energetic, sometimes aggressive
imagery, e.g. the 2010 Love Parade tragedy or the 2015 refugee crisis,
deals with homosexuality, pornography and fictional apocalyptic scena-
rios. The actions in his work "Catastroika“ also seem like a still from a
cinematic end time scenario. The title is probably a reference to the
very successful Greek documentary film of the same name by Aris
Chatzistefanou and Katerina Kitidi, which was released in the year the
painting was made and which critically deals with the economic and
social consequences of the privatization of state property and deregu-
lation in the USA and in several European countries.

Here, Bisky creates an energetically charged scene with armed, rebel-
lious male youths staged in spite of their casual, fashionable clothing
with sweatpants and high-top sneakers like the protagonists of a
historical battle in front of a burning background, but without ideali-
zing any questionable heroism. Despite the wealth of art-historical
references, Bisky creates deeply contemporary images that, like the
work offered here, are characterized by a remarkably timeless political
and social topicality and an absolutely modern visual language, which
will guarantee their prime position in contemporary art for many years
to come. [CH]

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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HERMANN NITSCH

1938 Vienna—2022 Mistelbach

Schuttbild. 1963.

Rote Dispersion paint on thinly primed burlap.
Signed and dated on the reverse. 105 x 80 cm (41.3 X 31.4.in).
Called up: June 10, 2022 —ca. 18.32 h + 20 min.

€70.000—90.000 R/D.F
$77,000-99,000

PROVENANCE
- Galerie Fred Jahn, Munich.

- Duerckheim Collection (acquired from the above, ever since family-owned).

« Early energetic document of Nitsch‘s legendary Action Art

» Almost all of his Nitsch‘s famous ”Schiittbilder” (Pour
Pictures) are in the color of the blood: Red!

* The lately deceased artist joined the renowned Pace Gallery
only in February this year

« Nitsch is the main representative of Viennese Actionism, his
famous ”Schiittbilder” are in many important international
collections, among them the Museum of Modern Art, New
York, Tate Liverpool and the Albertina in Vienna

"I'always say that my painting is the visual grammar of
my intention on the image surface.”

Hermann Nitsch. Interview with Rudolf Stoert, Kunstforum 1991 pp. 272f.

Our work by Herrmann Nitsch dates from the important early years
of his oeuvre. At that time he was heavily criticized and attacked. At
the time, his excessive painting style and his performances of the
Orgy-Mystery Theater led to hostility and multiple convictions, inclu-
ding arrests lasting several days. The world-renowned artist, who died
at the end of April this year at the age of 83, still had a full schedule
for this year, which shows the immense interest and great recognition
of his art. With "Hermann Nitsch’s Painting Action®a major solo show
by the artist is shown at this year’s Venice Biennial. The works shown
at the Biennial go back to a performance at the Vienna Secession in
1987. Now they can be seen as a work complex in Venice.

Since the mid-1950s, Hermann Nitsch has developed his own new
art form. Music, literature and art merge into a total work of art that
appeals toall the senses in the orgy-mystery theater that he created,
which is often celebrated over several days. Furthermore, Hermann
Nitsch developed his own version of Informalism from these perfor-
mances: the ‘Schiittbild’ (Pour Picture). The action of pouring is an
artistic process and the result is a controlled coincidence. At the same
time, the floating colors in Nitsch’s work are always part of a cult
act, which certainly evokes sacred associations. The color red stands
for blood, as he sometimes uses it in his performances; because
blood is the actual and sole medium that can transport the orgiastic-

Hermann Nitsch, 8th painting action, 1963, photo: K. Bauer/P. Jurkowitsch.
© VG Bild-Kunst, Bonn 2022

mystical vision of the artist. Burlap is primarily used as the image
carrier, and this is also the case here, which has something archaic
in its irregularity and coarseness. This original canvas records the
artistic result of a painterly action with something fundamentally
human. After the pouring process, the artist manually intervenes in
the running color. These interventions by the artist can sometimes
still be traced in the form of footprints or, as it is the case with our
expressive Pour Picture from 1963, in the form of handprints on the
left side of the folded canvas. [EH]

96  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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HORST ANTES

1936 Heppenheim —lives and works in Sicellino and Wolfartsweier

Figur Maja. 1960. « Figure Maja: A ’Signature Piece’ in Horst Antes’ early

figuration
Egg and oil tempera on burlap. 8

Antes 1960-11. Signed and dated in lower right. Signed, dated and titled on the « Impressive international exhibition history

reverse. 122 X 75,5 cm (48 x 29.7in). . .
Rl * The year this work was made it was already showcased at

Called up: June 10, 2022 —ca. 18.34 h + 20 min. Kunsthalle Darmstadt

€100.000-150.000 2 « For the first time offered on the international auction

110,000 —165,000 q
; 2 market (source: artprice.com)

PROVENANCE » Works by the artist are in many international collections like

- osllaen s Dese g Ll the Salomon R. Guggenheim Museum, New York, and the

Kunsthalle Hamburg

- Collection Henny and Rolf Schmiicking, Brunswick
- Private collection North Rhine-Westphalia.

EXHIBITION "In the early works from around 1960 he broke
- Rot im Bild, Mathildenhdhe Kunsthalle Darmstadt June 18 - July 24, 1960, cat. no. .
PRy Y taboos and opened the view for a world full of

- Junger Westen 61. Kunstpreis Junger Westen, Stadtische Kunsthalle Recklinhau- opportunities. [&helllp,] He decided in favor of

SEMATI L W22 G great monumentality in small format and for
- Collection Deschler, UlImer Museum, UIm February 5 - March 5, 1961.

- Il.e Biennale de Paris, Musée d‘Art moderne de la Ville de Paris, June 29 - Novem- the aUdaCity to f66| erotic temptation Wlth
ber 5, 1961, cat. nos with illu. glowing colors (Fruhling, Maya)*

- lll.e Biennale de Paris, Prix des jeunes artistes, Musée d’Art moderne de la Ville de

Paris, September 28 - November 9, 1963, cat. no. 13 with illu. Herwig Guratzsch in: Catalog of ex. at SchloB Gottorf, Schleswig 2003, p.13.

- Horst Antes, UImer Museum Ulm, December 15,1963 - January 19, 1964.

- Horst Antes, Stadtische Galerie im Lenbachhaus, Munich 1964, February 7 - March
1,1964.

- The Eighth International Art Exhibition of Japan, Metropolitan Art Gallery Tokyo /
Kyoto / Takamatsu / Nagoto / and other places, May 10,1965 - July 11,1966.

- 13 Aspekte deutscher Kunst der Gegenwart, Stadtisches Museum Schwabisch
Hall May 28 - June 6,1966 and Kulturamt Béblingen, October 23 - November 6,
1966.

- AKT 68. Bilder, Skulpturen, Graphik deutscher Kiinstler, Stadtische Kunsthalle
Recklinghausen, October 12 - November 17,1968.

- Sonderschau. Neue Tendenzen, 5. ART Basel, June 19 - June 24, 1974.

- Horst Antes. Zeit Riume, Kunstverein Géttingen, July 25 - September 5,1992, with Between about 1959 and 1963, Horst Antes created intensely colored
illu.on p. 32. paintings on the way to the characteristic "cephalopods®, in which
- Antes. Bilder 1959--1993, Bayerische Staatsgemaldesammlungen, Haus der Kunst he already turned to figuration, while still using quite free forms of
Munich /Von der Hedt-Museum, Wuppertal, August 27,1993 - June 5,1994, cat expression rooted in Informalism. Among them were mainly female
no. 5 with illu.on p. 35. figures, some with red-orange bodies, which at first glance appear
- Horst Antes. Arbeiten, Sammlungen 1959-1995, Stadtische Galerie im Prinz-Max- quite indistinct and abstract. Their explosive coloring has an emoti-

Palais, Karlsruhe / Kunsthalle Emden, Stiftung Henri Nannen, Emden, November onal expressiveness. Even these early works show the importance

that Horst Antes would have as a renewing force of figurative pain-
ting. Simplified arms, hands and eyes as pars pro toto clearly show
the human figures. In this work it remains unclear whether it is one
or two figures nestling together. The decidedly reduced forms com-
bine with the enhanced color values to form one impressive com-

17,1995 - May 5,1996, cat. no. 47, with color illu. on p. 50.

- Figur Wolkenfanger. Horst Antes und der malerische Aufbruch in den 1960er
Jahren, Sprengel Museum Hanover, March 24 - June 16, 2002, with colro illu. on p.
59.

- Horst Antes. Aus der Sammlung Grof3haus. Arbeiten von 1959 bis 2002, Stiftung
Schleswig-Holsteinsche Landesmuseen, SchloB Gottorf, Schleswig, April 6 - July 6,

2003, cat. no. 5, with color illu. on p. 36 and illu. on p. 20 position. In our painting we find the beginnings of figure of the ce-
- Horst Antes, Malerei 1958 - 2010, Martin-Gropius-Bau, Berlin, June 14 - September phalopod, which will be Horst Antes® main motif of for many years.
16, 2013, cat. with color illu. on p. 47. [EH]
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GEORG BASELITZ

1938 Deutschbaselitz/Saxony —lives and works in Inning am Ammersee, near Salzburg, in Basel and Italien

Waldweg. 1974.

Oil on canvas.
Lower right signed and dated. 190 x 97 cm (74.8 x 38.1in).

Called up: June 10, 2022 —ca. 18.38 h + 20 min.

€700.000—900.000 R/D,F
$770,000—990,000

PROVENANCE

- AR. Penck (as present from the artist).

- Galerie Onnach, Berlin.

- First Bank, Minneapolis.

- Jan Eric Ldwenadler, New York/ Stockholm.
- Private collection Hamburg.

- Galerie Ropac, Salzburg.

- Private collection Northern Germany.

EXHIBITION
- Georg Baselitz: Paintings Bilder 1962-1988, Runkel-Hue-Williams, Ltd./ Grob

Gallery, London, September 19 - November 2.1990, pp. 36/ 37 (color illu.) and

p. 70 (black-and-white illu.).

- Andere Ansichten, Galerie Terminus, Munich, January- February 2005.

- Georg Baselitz, Vonderbank Artgalleries, Berlin, March 17 - April 26, 2006, p.
10 (with illu.)

- Georg Baselitz. Arbeiten aus europdischen Sammlungen, Galerie Michael
Werner, Cologne, November g - January 11, 2020, cat. no. 38 (with illu.)

- Georg Baselitz. | Was Born into a Destroyed Order, Michael Werner Gallery,
London, September 11 - December 5, 2020, cat. no. 23, pp. 48/ 49 (with illu.).

LITERATURE
- Christie’ s, London, October 24,1996, lot 119.
- Sotheby’ s, New York, November 14, 2012, lot 334.

In the picture "Der Wald auf dem Kopf“ (Forest Upside-
Down ) from 1969, today at Museum Ludwig in Cologne,
Baselitz rotated the image by 180 degrees for the very
first time

Works like "Waldweg“ (1974) from the series of the
"Fingermalerei“ (Finger Painting) are extremely rare and
realize top prices on the international auction market

Georg Baselitz donated six pictures from the late 1960s to
the Metropolitan Museum of Art, New York. In 2021 they
were part of the exhibition "Georg Baselitz. Pivotal Turn“

Currently (October 2021 March 2022), the Centre Pompi-
dou in Paris honors Georg Baselitz with a comprehensive
retrospective show

A personal gift from Baselitz to his artist friend A. R. Penck

"The hierarchy that places heaven at the top and earth at the bottom
is just a convention anyway. We've gotten used to them, but we
don‘t have to believe in them. The only thing that interests me is the
question of how | can continue to paint pictures.”

Georg Baselitz.
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The inversion of the usual

When Georg Baselitz turned “Der Wald auf dem Kopf” (The Foret
upside down) around in 1969 - the first time ever that he rotated
a motif by 180 degrees, it was perceived as an artistic provocation
by many. Without question, he wanted to radically question the
act of painting itself, but also traditional viewing habits, but a
provocation as an end in itself is not the artist’s style. He takes
painting too seriously, its long history and the enormous potenti-
al it bears. Later Baselitz said that at that time he had reached a
point where he wanted to change the direction of his painting. As
early as in 1964 he was experimenting with rotated motifs, as the
painting "Das Kreuz" (The Cross) delivers proof of: In a small scene,
Baselitz turned the row of houses upside down. And in 1968 he
tied a forest worker upside down to a tree in the painting of the
same name, certainly a reminiscence of the martyrdom of the
Apostle Peter and the Christian world of motifs from Renaissance.
The following year he painted “Der Wald auf dem Kopf*, the first
composition in which the motif is completely upside down. The
artist was probably inspired by the painting "Wermsdorfer Wald“
by Ferdinand von Rayski (1806-1890) from 1859 in the Dresden
Gemaldegalerie Neue Meister. And with this inversion in the pic-
ture, Baselitz ultimately combines a deeply Nordic romanticism
with the impulsiveness of German Expressionism, both in terms
of art history and painting.

Ferdinand von Rayski, Wermsdorf Forest, around 1859, oil on canvas,
Galerie Neue Meister, Staatliche Kunstsammlungen Dresden.

Georg Baselitz, Waldarbeiter, 1968, oil on canvas, private collection.

From then on, the upside-down motif will dominate the artists work,
a form of "abstraction” without a doubt, but in which the subject is
not lost. The inversion was not only a revolutionary act in the truest
sense of the word, but also a means by which Baselitz could concen-
trate on abstract qualities. “The problem for me was not creating
anecdotal, descriptive images. On the other hand, | always hated the
nebulous arbitrariness of the theory of non-representational pain-
ting. Reversing the motif in the picture gave me the freedom to deal
with painterly problems,” says Baselitz (quoted from: Siegfried Gohr,
Uber Baselitz. Aufsatze und Gesprache, Cologne 1996, p. 60). And
elsewhere, Baselitz becomes even more clear when he was asked
why he turned the motifs upside down: “The object does not express
anything. Painting is not a means to an end. On the contrary, painting
is autonomous. And | said to myself: If that's the case, then | have
to take everything that has been the subject of painting so far - the
landscape, the portrait, the nude, for example - and turn it around.
Georg Baselitz, Der Wald auf dem Kopf, 1969, oil on canvas, That is the best way to free the presentation from the content”
Museum Ludwig, K8In. (quoted from: Franz Dahlem, Georg Baselitz, Cologne 1990, p. 88).
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Georg Baselitz, Brauna, 1975, oil and acrylic on canvas, Museum Folkwang, Essen.
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Attacking the illusion of painting

The upside-down paintings by Baselitz show a radical departure from the mimesis of
Western painting, from the conventions of painting, which go back to the rules of
perspective developed in Renaissance. The illusion that the viewer of a painting sees
an accurate representation of the world lasted well into the later 19th century, when
photography replaced the painted magic with a more convincing representation of the
real world. Since that time, painters have been creating illusions about what they see
in a different way, developing painting styles such as Impressionism, losing themselves
in the theory of Pointillism and unfolding their full potential in Expressionism and New
Objectivity, and finally trying their hand at the broad field of the non-representational.
And yet, like many painters of the 20th century, Baselitz was looking for a way to break
with the tradition of painting pictures without sacrificing the appearance of reality.
And Baselitz convincingly challenges his viewers to accept his upside-down world as a
new pictorial convention. The picture painted “upside down” is accompanied by the
effect of removing meaning from the figure, freeing the motif from a certain gravity.
After this “turning point“ in 1969, Baselitz painted a series of upside-down portraits,
followed by pictures within a picture, in which one picture - usually a landscape - was
framed by another, thus continuing the break with conventional painting.

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

Georg Baselitz, Fingemalerei-Birken, 1972, oil on canvas, private collection.

The motif. The forest

In 1971 the artist moved to Forst an der WeinstraRRe and then on
to Derneburg in 1975. Baselitz continued to experiment and look
for ways to design his characteristic motifs in form, color and
surface using various techniques that did not stand in the way of
either the subject or the painting style. In his new studio, sur-
rounded by nature, the first finger paintings were created. The
distancing from the motif goes hand in hand with a physical
approach to painting. Baselitz dips his hands into the paint and
uses his fingers to transfer the image directly onto the canvas.
Nothing should stand between him and the painting, not even
the brush. In the years to come, outstanding works with an un-
precedented character were created, such as "Fingermalerei | -
Adler (1971/72), "Akt Elke" (1974) and the furiously painted "Wald-
weg", a vivid but fragmentary motif with neither a concrete
narrative or content. One of the early finger paintings, "Finger-
malerei - Birken®, from 1972, was on display at documenta 5 the
year it was painted.

In the painting "Waldweg" (Forest Path) we see an avenue of birch trees
in cobalt blue and anintense red on a slim elongated canvas. The rather
unusual dimensions of the image carrier itself (190 x 97 cm) convey the
feeling of a narrow forest path, along which the tall and slender birch
trees grow. The artist‘s hand remains visible and occasionally his fingers
show through the depiction in sweeping gestures, dissolving the twis-
ted form into abstraction. The radical effect of the motif reversal can
be felt when the image is rotated 180 degrees back to its natural orien-
tation. The floating forest path, which has no references to any location,
immediately changes into a steeply ascending path that conveys the
heaviness and exertion of a tedious hike. Taking a second look at "Wald-
weg", however, the lightness of the depiction of the birch trees compa-
red to the density of the forest path reveals a hidden symbolism: a
charged mythological-religious iconography of the tree. However, Base-
litz does not just leave it at the persuasiveness of the painterly. The
“inversion” also opens up metaphysical, philosophical and conceptual
levels of meaning for the artist. [MvL/SN]
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ERNST WILHELM NAY

1902 Berlin—1968 Cologne

Omikron. 1952.

QOil on canvas.
Scheibler 641. Lower left signed and dated. Signed, dated and titled, as well as
inscribed with the direction on the reverse. 60 x 52 cm (23.6 x 20.4 in).

Called up: June 10, 2022 — ca. 18.40 h + 20 min.

€100.000—150.000 R/D,F
$110,000—165,000

PROVENANCE

- Galerie der Spiegel, Cologne.

- Private collection North Rhine-Westphalia
(since 1970, ever since family-owned).

EXHIBITION

- Galerie Marbach, Bern, January 21 - February 13, 1953.

- Ernst Wilhelm Nay — Bilder, Gouachen, Aquarelle und Zeichnungen, Galerie der
Spiegel, Cologne, November 12 - December 15,1954, cat. no.18.

- Ernst Wilhelm Nay — Gemalde und Aquarelle, Leopold Hoesch-Museum,
Diiren, January 16 - February 13, 1955.

LITERATURE
- K. Schick, S. Colditz, R. Zieglgansberger, E. W. Nay Retrospektive. K6In 2022, p.
21, plate 5.

It is always fascinating how Ernst Wilhelm Nay manages to express
his pronounced empathetic order for color and form with this airy
lightness. Comparable in style to a watercolor from 1952 (Claesges
52-110), Nay sets orange-red color nests, contrasts the dominant red
of the composition with green spots, which are sometimes framed
by a lemon yellow and covered by an irregular network of black
strokes. In a 1952 essay entitled "Die Gestaltfarbe” in the magazine
"Das Kunstwerk®, the artist remarked: "My disposition points to
color as a pictorial shape. So color is form. For me, color is design. |
don't just give color priority before other pictorial means, but the
entire pictorial activity of my art is determined solely by the colored
design. [..] Color can only be seen through sensation. But these
feelings are based on a comprehensive, human ground that contains
the colored form.“ (in: Das Kunstwerk, 6th year, issue 2, p. 4) The tune
of the free, light-flooded improvisation “Omicron“ is cheerful and
lively. If one looks for the formal cause of this impression, it is pro-
bably the color elements subdivided into small islands of color, which
in their rhythm have the effect of the sound of a cheerful sonata.
The spatial placement of the nests of color alone organizes a floating,
barely perceptible spatial structure over the light background of the
partially unpainted canvas. Ernst Wilhelm Nay organizes a rhythm
here that gives the picture its special character; an expressionistic
motif with small, blurred, colorful elements. [MvL]

10 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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» Marvelous example of Nay‘s empathy for the order of form
and color

« Bright, radiant and dynamic work from the series of the
"Rhythmic Pictures*

« In his entirely abstract works from the 1950s, Nay had found
the "most vital liberation of the color” (quoted from:
Claesges, p. 11)

* The vibe of the free and light-suffused improvisation
"Omikron“ is cheerful and elated

« Part of the same private collection since the 1970s

Nay in his Cologne studio, 1952, photo: Johanna Schmitz-Fabri, Cologne.
© Elisabeth Nay-Scheibler, Cologne / VG-Bild-Kunst, Bonn 2022

“Imagination — life-affirming, a constant renewal of the universe —
of the idea of the world.”

Ernst Wilhelm Nay, 1952, quoted from: E. W. Nay. Gemalde und unveréffentlichte Schriften aus vier Jahrzehnten, 1985, p. 52.
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NORBERT KRICKE

1922 Dusseldorf—1984 Dusseldorf

Raumplastik. 1958/1960.

Soldered stainless steel rods, on a stainless steel plate.
Height: 28,5 cm (1.2 in). Base: 15,5 X 10,5 X 10,5 cm (6.1 X 4.1 X 4.1in).

We are grateful to Sabine Kricke-Giise, Berlin, for her kind expert advice.

Called up: June 10, 2022 —ca. 18.42 h + 20 min.

€ 60.000-80.000 */N.F
$ 66,000—88,000

PROVENANCE
- Collection Dr. Hans Koenig, Zollikon/Switzerland (since 1994).

LITERATURE
- Villa Grisebach, Berlin, November 25,1994, lot 63.
- John Matheson, Foundation Collection Dr. Hans Koenig-Metallplastiken, Villa

Meier-Severini, Zollikon, April 1997, with illu.

1 -"' Norbert Kricke in his
Studio in Dusseldorf, 1961,
Photo: Wolfgang Kuehn.

Kricke's artistic work lives from the line, like no other modern sculp-

112 KETTERER KUNST

+ Unique object

» From the collection of the Swiss steel industrialist
Dr. Hans Koenig

» From the artist’s best creative period

* Kricke‘s mastery in transforming the line into sculpting
is unrivaled

» Immediately after this sculpture had been completed,
Kricke prepared his first grand solo show at the Museum of
Modern Art, New York in 1961

tally new solution for informal sculpting with his "surface tracks®. In
a next step, his metal rods then occupy the space, they leave the
strict rows of a uniform direction and protrude impetuously from
their imaginary axis. Bundles of metal rods soldered together seem
to reach out into space on all sides, tapering to the finest ramifica-
tions. Like rays of light, Kricke's gleaming creations conquer space,
simulating expansion and movement. The apparently filigree insta-
bility that gives the impression of floating is achieved with just a
few elements. His spatial sculptures, in which the artist masterfully
succeeds in making the abstract categories of space and time visually
tangible, appear weightless and fragile. Kricke realized the idea of
an open sculpture more resolutely than his contemporaries by ex-
plicitly including the space in the design of the sculpture. The viewer‘s
gaze should no longer find its focus in the sculpture, but instead be
directed from it into the infinity of space. The sculpture thus becomes

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Verblihte Tulpen. 1914.
Reverse side: Portrait Simon Guttmann. 1912.

Oil on canvas.

Gordon 408. Barely legibly signed on the reverse. 78,3 x 70,4 cm (30,8 x 27,7 in).
The "Portrat Simon Guttmann, sitzend“ was made in 1912, the front side
"Verbliihte Tulpen® in 1914. The painting "Verblihte Tulpen“ can be found in
Ernst Ludwig Kirchner's "Photoalbum I as photograph no. 21.

Rediscovered: With the to date unknown portrait of the
author Simon Guttmann (1912) on the reverse

From the sought-after Berlin period

Notable provenance: Collection Henry van de Velde and
later Mary & Leigh Block, Chicago

Shown in several exhibitions during the artist’s lifetime

The work is documented in the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.

Not offered on the auction market for more than fifty years

Aufrufzeit: 10.06.2022 — ca. 18.44 h + 20 Min. . . . . .
 The architect E. L. Kirchner unites top and frontal view in

LI I L a fascinating composition.

$220,000—330,000

Other still lifes by the artist are in possession of, among
PROVENANCE others, the Metropolitan Museum in New York, the Aichi
Prefectural Museum of Art in Nagoya/Japan, the Von der

Heydt-Museums in Wuppertal and the Museum Ludwig in

- Collection Henry van de Velde, Terveuren/Belgium (1917 until at least 1931).
- Collection Mary (1904-1981) and Leigh Block (1905-1987), Chicago.
- Galerie Roman Norbert Ketterer, Campione d‘Italia (1968).

- Prof. Dr. Kurt Nordmeyer, Essen (acquired from the above in 1970). COIOgne

- Ever since family-owned.

EXHIBITION:

- Ernst Ludwig Kirchner, Galerie Ludwig Schames, Frankfurt am Main, October
1916, cat. no. 15 (with the title "Hellblaue Tulpen®).

- Ernst Ludwig Kirchner, Kunstverein, Jena, February 21 - March 1917.

- Lartvivant en Europe, Palais des Beaux-Arts, Brussels, April 25 - May 24,1931,
cat. no. 48. st

-

LITERATURE: s

- Galerie Roman Norbert Ketterer (editor), Moderne Kunst V, Campione d‘ltalia '“'1
1968, cat. no. 72 (with illu. on p. 89 and the title "Uberblihte Tulpen®, here _"-?
dated 1915). =

- Donald E. Gordon, Ernst Ludwig Kirchner. Mit einem kritischen Katalog aid -I
samtlicher Gemalde, Miinchen/Cambridge (Mass.) 1968, cat. no. 408, p. 333 J
(with illu.). ] M

- Hans Delfs, Ernst Ludwig Kirchner. Der gesamte Briefwechsel - “Die absolute I.:I Hﬂ
Wahrheit, so wie ich sie flihle®, Zirich 2010, no. 377, 394, 423 and 1077. B
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Retreat and total work of art.

Kirchner‘s residential studio in Berlin-Friedenau

After founding the artist group "Briicke” together with Karl-Schmidt-
Rottluff, Erich Heckel and Fritz Bleyl and several successful years in
Dresden, the artists, with the exception of Fritz Bleyl, went to the
metropolis Berlin in 1911. At that time, the still young city had alrea-
dy developed into one of the most exciting cultural centers in Ger-
many and thus also cast its spell over the young E. L. Kirchner and
his "Briicke” colleagues. From then on he processed the impressions
of his new place of residence in his studio on Durchlacher Strasse in
Berlin-Wilmersdorf and later on Kornerstrasse in Berlin-Steglitz and
Friedenau. During these years, the studio was his personal retreat,
in which he managed more or less well to escape from the increa-
singly politically threatening outside world and from his psycholo-
gically battered inner life, until finally, in his longing for the greatest
possible originality, he moved far away from the city to Davos in the
secluded mountains of the Swiss Alps. Kirchner furnished his studio
with numerous exotic objects, e.g. with oriental carpets, Japanese
screens, hand-carved wooden sculptures and individual pieces of
African furniture. Most striking, however, are the textiles, some of
which the "Briicke” artists had already designed in Dresden, such as
the multi-part wall hanging painted with numerous nudes, with
which E. L. Kirchner lined his attic apartment on Kdrnerstrasse in
Berlin. Additionally, there were also matching tablecloths, embroi-
dered cushions and sofa covers in the apartment, which are also
depicted in the still life offered here.

Tablecloth in the studio of E. L. Atticin Kirchner’s studio apartment
Kirchner 1914/15 on Kérner- in Berlin-Friedenau, Kornerstrasse 45,
strasse 45, Berlin-Friedenau. 1914/15.
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E. L. Kirchner, Stillleben mit Krug und afrikanischer Schale,
1912, oil on canvas, Los Angeles County Museum of Art.

The still life as a testament to Kirchner‘s enthusiasm

for form and perspective

Around 1912 he created a small series of individual still lifes that are
now in the Los Angeles County Museum of Art, the Aichi Prefectural
Museum of Art in Nagoya, the Groningen Museum and the Von der
Heydt Museum in Wuppertal. And even in later years, he occasionally
returned to this traditional subject. While the idea of transience
often played a role in the so-called vanitas still lifes of past centuries,
Kirchner was particularly concerned with forms, colors and perspec
tive constructions. In stimulating, almost mysterious compositions,
Kirchner combined the objects in his studio with the most interesting
and varied forms: vases, floral arrangements, figures he had carved
himself, a wide variety of vessels and books. He shows them on the
tablecloths, which he often designed himself, some of which can
now be precisely assigned through photographs. "Verbliihte Tulpen
(Faded Tulips) also shows a tablecloth the artist had decorated with
female nudes, on which Kirchner arranges a vase with tulips, a small
pointed oval bow! and individual books or sketchbooks reduced to
their basic geometric shapes in strong, contrasting colors. In the top
view of the tablecloth and the objects draped on it, and the flowers
shown in a frontal perspective, Kirchner succeeds in creating a par-
ticularly fascinating composition that is detached from and supre-
rior to the traditional subject.

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

The double Kirchner.

The discovery of a previously unknown painting

In the spring of 2015, the Kunsthalle Mannheim and the Kirchner
Museum Davos dedicated the highly acclaimed exhibition "Der
doppelte Kirchner. Die zwei Seiten der Leinwand“ (The Double Kirch-
ner. The Two Sides of the Canvas) to Ernst Ludwig Kirchner’s can-
vases painted on both the front and the back. Today we know that
Kirchner and his artist colleagues of the "Briicke” Erich Heckel, Karl
Schmidt-Rottluff and Hermann Max Pechstein occasionally used
the backs of canvases they had already painted on. In 1919, Kirchner
wrote in a letter to an acquaintance: "I too have to save a bit now,
and the material has become very expensive. But thank God the
canvas has 2 sides.” (Letter dated February 7, 1919). The renewed
use of the canvas does not necessarily mean that the initial painting
was rejected by the artist as inadequate, but that the number of
new image carriers the artist actually required significantly excee-
ded the number of available canvases, due to Kirchner's great urge
to create. "Faded Tulips“ shows an incomplete portrait of the writer
Simon Guttmann (1891-1990) from 1912 on the back of the canvas,
which is most likely based on a compositionally very similar pencil
drawing from 1911, which today is in the collection of the Briicke
Museum in Berlin. In the background, Kirchner again refers - as
before with the tulip still life - to the furnishings of his studio on
Kornerstrasse in Berlin. Here he hints at the embroidered wall han-
ging in the small attic niche. The portrait of Simon Guttmann,
smiling quietly to himself, was apparently not known to the author
of the detailed catalog raisonné of the oil paintings, Donald E. Gor-
don, when the catalog raisonné was created and was only officially
registered in the Ernst Ludwig Kirchner Archive in Wichtrach/Bern
this year.

Reverse side of the paintig:
E. L. Kirchner, Portrait Simon Guttmann, 1912.

E. L. Kirchner, Simon Guttmann, 1911,
pencil drawing, Briicke-Museum, Berlin.

An outstanding provenance.

"To Prof. van de Velde the still life with bowl and flowers

(tulips) for 5ooM, agree*.

In1916, "Faded Tulips“ was for the first time exhibited in the renowned
Kunstsalon Ludwig Schames in Frankfurt am Main and presented to
the public in the Jenaer Kunstverein the following year. A few weeks
later, Kirchner wrote to Walter Dexel, the then head of the Jenaer
Kunstverein: "Dear doctor, thank you very much for your letter and
your effort. So Prof. van den Velde the still life with bowl and flowers
(tulips) for sooM, | Agree. (Letter 394 of April 2,1917). This refers to
the architect and collector Henry van de Velde (1863-1957), who short-
ly thereafter - like Kirchner before him - moved to Switzerland. Van
de Velde showed great appreciation for Kirchner's art and his perso-
nality: he not only acquired the work offered here "Faded Tulips®, but
it was thanks to his financial and personal support that Kirchner spent
ten months in the sanatorium Bellevue in Kreuzlingen in in September
1917, in order to improve his state of health. In a letter to Eberhard
Grisebach in June, Kirchner wrote: "Van de Velde was here yesterday,
he sent me the money for the tulips, he was very good and, after a
stay on Staffel Alp, wanted to take me to the mental sanatorium in
Binswanger.“ Once again he also mentions our tulip still life (Letter
423 of June 29,1917). Kirchner also was a good acquaintance of van de
Velde's eldest daughter Nele during these years and the years that
followed, which to this day can be traced in letters from their corre-
spondence. For example, Kirchner wrote to her in 1923: "Did dad get
my picture for his birthday? [.] | thought it would be a good addition
to the still life he already has.”, and thus refers to the still life "Faded
Tulips” in Henry van de Velde's collection again (quoted from: E. L.
Kirchner, Briefe an Nele, Munich 1961, p. 51).

Inthe mid-20th century the painting entered the important collection
of Mary and Leigh Block in Chicago. At that time, Leigh Block belonged,
among others, the board of the Art Institute of Chicago and also was
president of the renowned museum from 1970-1972. The couple had
an impressive collection of paintings and works on paper and have
been important patrons of the city’s art institutions for decades. In
addition to "Faded Tulips®, her collection included paintings by Vincent
van Gogh, Georges Braque, Juan Gris and Pablo Picasso. [CH]

E. L. Kirchner, Bildnis Guthmann, 1910, oil on canvas,
Nelson-Atkins Museum, Kansas City.
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EMIL NOLDE

1867 Nolde/South Jutland —1956 Seebiill/Schleswig-Holstein

Sonnenblumen. Around 1930/1935.

Watercolor.

Signed in lower left. On Japon. 34 x 45,7 cm (13.3 X 17.9 in), the full sheet.
Accompanied by a photo expertise issued by Prof. Dr. Manfred Reuther from
March 14, 2022. The watercolor is registered under the number "Nolde A -
232/2022" at the Archive Reuther.

Called up: June 10, 2022 —ca. 18.46 h + 20 min.

€ 80.000-120.000 R0 F
$ 88,000—132,000

PROVENANCE

- Galerie Guinther Franke, Munich (acquired directly from the artist).

- Private collection Southern Germany (presumably acquired from the above,
family-owned until 2012).

- Galerie Paffrath, Dusseldorf.

- Private collection North Germany.

EXHIBITION
- Hommage a Giinther Franke. Museum Villa Stuck, Munich 1983, cat. no. 163,
illu.on p.107.

LITERATURE

- Hauswedell & Nolte, Hamburg, Modern Art, 437th auction, June 6, 2012, lot 35.

Needless to say that Emil Nolde's watercolors are particularly capti-
vating due to the selection and quality of their pure and unadulte-
rated colors. The radiance of this sheet can also to take up an entire
room. Emil Nolde loved plants and recognized their nature. No mat-
ter where he settled with his wife Ada, every home was surrounded
by a lush flower garden. Each of them a little Garden Eden inters-
persed with lovely flowerbeds. All the luminous plants that can be
found in Nolde's pictures thrived there under the careful care of Ada
and her helpers. Especially dahlias, known as georgines in Nolde's
time, sunflowers and poppies can be found in the Nolde garden. In
his works, he takes us to this beautiful gardenin summer. At first,
the sunflowers hardly found their way into Nolde’s pictorial world.
The first oil paintings with sunflowers only appeared in the late
1920s, inspired by the garden in Seebiill. A large variety of watercolors
with this motif followed. The large flower heads are mostly shown
in close-up view against the dark blue of the sky, sometimes with
their heads tilted, sometimes with the petals ruffled by the wind.
The flowers are staged large, mostly in a narrow frame, so that they

18 KETTERER KUNST

* This large-size sheet is of a particularly high-quality

« For Nolde flowers have "souls, especially the sunflowers,
with their human physiognomy, are bearers of a strong
expression

« Virtuoso interplay of tenderness and radiance

Emil Nolde in his garden. © Nolde Foundation Seebiill 2022

can hardly be brought into the spatial context of the garden. But
from his numerous statements we know about the inexhaustible
source of inspiration of his home environment. In the 1930s, the
artist had a small thatched garden house built in his garden, which
he called "Klein-Seebiillchen“ (Little Seeblill) and served as a shelter
in which he made watercolors of flowers on Japanese paper in quick
succession even at an old age. The technique of watercolor painting
accommodated Nolde’s desire for spontaneity and direct expression.
In his work he strives to switch off the inhibiting mind and to work
purely intuitively from the emotion: "The painter does not need to
know much, it is nice when, under instinctive guidance, he can paint
as unerringly as he breathes as he walks .“ (Emil Nolde, Jahre der
Kampfe, p. 201). Without any preliminary drawing in pencil or chalk,
the artist worked directly with the watercolor brush. He captured
the color chord of his blossoms in the wet Japanese paper and thus
allows the purity of the watercolor paint to enter into an intimate
connection with the paper. It is a deeply sensual interpretation in
which the brilliance of the colors. [SM]

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

© Nolde Foundation Seebiill 2022

"The sunflowers rise so tall and I, with my neck bent backwards, gratefully
marvel at this beauty. It was a couple of fine days, incredibly glowing colors,
the mignonette scent wafted all the way into the house.”

Emil Nolde in a letter to Hans Fehr from 1928
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CONRAD FELIXMULLER

1897 Dresden —1977 Berlin

Balkon am Abend. 1918.

Oil on canvas.

Felixmdiller 138. Signd in bottom center. Signed and inscribed "138" on the
reverse. 78,2 X 70,2 cm (30.7 X 27.6 in).

Verso with an unfinished composition of a hilly landscape. [CH]

Called up: June 10, 2022 —ca. 18.48 h + 20 min.

€180.000-240.000 R/ F
$198,000—264,000

PROVENANCE

- Collection Dr. Hans Koch (1881-1852), Diisseldorf (presumably acquired directly
from the artist).

- Ever since family-owned.

EXHIBITION

- Felixmiller, Kunstsalon Ludwig Schames, Frankfurt am Main, October 1918,
cat. no. 29.

- GroRe Kunstausstellung Disseldorf 1920, Kunstpalast im Ehrenhof, Dissel-
dorf, May 15 - October 3, 1920, cat. no. 9og.

Felixmiiller‘s flourishing years in Dresden

The career of Konrad Felix Miller, who was born in Dresden in
1897, got off to a breathtaking start. After studying at the Dresden
Academy, he settled in Dresden as a freelance artist in the fall of
1915, received a contract with the renowned art dealer Emil Richter
on Prager Strasse, in the summer he met the avant-garde gallerist
Herwarth Walden and the well-known artists of the ”Sturm® cir-
cle through Ludwig Meidner, became a staff member of the ma-
gazine "Der Sturm*, met Franz Pfemfert, the editor of the maga-
zine "Die Aktion“, for whom he made illustrations until 1924. In his
Dresden studio he regularly organized "Expressionist Soirées®,
reading and discussion evenings, where he also met his future wife
Londa Freiin von Berg (1896-1979), who he married in June 1918.
Together they moved to Wiesbaden where they were supported
by the collector Heinrich Kirchhoff, Felixmiiller worked for various
Expressionist newspapers, made contact with the Disseldorf doc
tor, art dealer and collector Dr. Hans Koch and the gallery owner
Johanna (mother) Ey. In the autumn of 1918, Conrad Felixmdller
(he had used this name since 1924) moved back to Klotzsche, a
suburb of Dresden.

« Significant work from his expressive creative period

« The rare early figure compositions are among the artist’s
most sought-after works on the international auction
market

» Shown at the acclaimed Kunstsalon Ludwig Schames the
year it was made

« Part of the same private collection for more than hundred
years

» From the renowned collection of the physician and art
collector Dr. Hans Koch (1881-1952)

Conrad Felixmuiller, Klotzsche — kalter Tag, 1921,

watercolor, Staatliche Kunstsammlungen Dresden,
Kupferstichkabinett. © VG Bild-Kunst, Bonn 2022
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"Dynamics of pure forms: cubes, prisms. Crystal Eternity.”

Conrad Felixmiiller, von ihm - iiber ihn. Edited by Gerhard S6hn, Diisseldorf 1977, p. 12.

Felixmiiller‘s rare early figure compositions

During the war, the artist changed his expression, especially in graphic
art, to an energetic handwriting, which also influenced his painting.
He reduced heads and figures, landscape fragments appear in ciphers,
to angular, at times seemingly geometric elements, without commit-

ting himself to academic cubism. He rather looked for expansive forms

of expression with which he, as he himself wrote, created "true space”,
"dynamics of pure forms: cubes, prisms. Crystal eternity”. (Conrad
Felixmuiller, von ihm - Uber ihn. Edited by Gerhard Séhn, Dusseldorf
1977, p. 12) With the evening balcony scene, Felixmiiller paints one of
those restless, expansive, simultaneous situations. A figure cast in
deep blue stands as if carved in stone on the balcony overlooking the
street. It is night, the windows are not lit, pale light falls on the colored
facades. The balcony scene looks dreamy, like an inner experience of
the nocturnal city with kaleidoscopic refractions of the colors and
ever-changing views. Up to the leveling of all object forms, Felixmdller
tells the contradiction between man and the outside world, which
appears here as the only object in the entire picture. "I always felt
basic figures in the appearance, which made the nose appear trian-
gular, eyes semicircular, faces sharply oval and modeling in clearly
defined areas,” says Felixmuiller himself, in retrospect, as he explains
his perception of the design of the new human being and thus sym-
bolizes it the hoped-for social and "spiritual new beginning”. (Quoted
after Friedrich W. Heckmanns, in: Conrad Felixmiiller, Schleswig 1990,
p. 58) In this early, expressive painting, Felixmiller combines an emo-
tional physiognomy of a figure that has turned into a sculpture and
overlaps it with the colorful but also cold big city.

Otto Dix and Conrad Felixmiiller, 1921,
Germanisches Nationalmuseum, Nuremberg,
Photographer: Dore Bartcky. © VG Bild-Kunst,
Bonn 2022

From the most important collection of the physician

and collector Dr. Hans Koch (1881-1952)

Shortly after it was created, the renowned gallery owner Ludwig
Schames showed the work in October 1918 in Frankfurt. The doctor
and collector Dr. Hans Koch discovered the "Evening Balcony“ scene
at the GrolRe Kunstausstellung in Dusseldorf in 1920 the latest and
purchased the work. It can be assumed that Felixmiller made our
picture part of the first exhibition at Hans Koch‘s "Graphisches Kabi-
nett” in Dusseldorf as early as in November 1918 and that the gallery
owner acquired the balcony scene there. Shortly before that, the
urologist and his wife Martha —who would marry marry Otto Dix in
1923 — opened the "Graphisches Kabinett von Bergh und Co.” at Blu-
menstrafle 11in Dusseldorf, and also showed works by, among others,
Otto Dix, Lyonel Feininger, Emil Nolde, Erich Heckel. In June 1920, the
art dealer and publisher Israel Ber Neumann took over the gallery.
[MvL]

Conrad Felixmiiller, Auf dem Balkon, 1918, lithography. Conrad Felixmiiller, Portrait des Hans Koch — Diisseldorf, Otto Dix, Bildnis Dr. Hans Koch, 1921, oil on canvas,

© VG Bild-Kunst, Bonn 2022

1919, private collection. ©® VG Bild-Kunst, Bonn 2022 Museum Ludwig, Cologne. © VG Bild-Kunst, Bonn 2022
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ERNST LUDWIG KIRCHNER

1880 Aschaffenburg—1938 Davos

Bauerntanz. 1919/20.

Oil on canvas.

Gordon 657. Verso with the estate stamp of the Kunstmuseum Basel (Lugt 1570
b) and the hand-written registration number "Da/Bc 17“. 30,5 x 25,3 cm (12x 9.9
in). [CH]

The work is documented in the Ernst Ludwig Kirchner Archive, Wichtrach/Bern.

Called up: June 10, 2022 —ca. 18.50 h + 20 min.

€120.000—-150.000 */°
$132,000—165,000

PROVENANCE

- Artist’s estate (Davos 1938, Kunstmuseum Basel 1946).

- Collection Ernesto Blohm, Caracas (acquired from the estate).
- Ever since family-owned.

EXHIBITION

- Expresionismo en Alemania. Exposicién conmemorativa del décimo
aniversario de la fundacién de la Asociacién Cultural Humboldt, Asociacién
Cultural Humboldt und Fundacién Eugenio Mendoza, Caracas, November/
December 1959, cat. no. 24 (with illu.).

- E. L. Kirchner in Privatbesitz. Gemalde, Aquarelle, Zeichnungen, Grafik,
Richard-Kaselowsky-Haus, Kunsthalle der Stadt Bielefeld, September 14 - Oc-
tober 26,1969, cat. no. 16.

- E. L.Kirchner. Gemalde, Aquarelle, Zeichnungen und Druckgraphik, Kunstver-
ein in Hamburg, December 6,1969 - January 25,1970; Frankfurter Kunstverein,
Frankfurt am Main, February 6 - March 29, 1969, cat. no. 5o (with illu., no. 59).

- Ernst Ludwig Kirchner. Privatsammlung, Galerie Giinther Franke, Munich, May
5 to early June 1970, cat. no. 4.

LITERATURE

- Donald E. Gordon, Ernst Ludwig Kirchner. Mit einem kritischen Katalog
samtlicher Gemalde, Munich/Cambridge (Mass.) 1968, cat. no. 657, pp. 120, 124,
369 (with illu.).

 The artist‘s interest in movement and dance runs through his entire oeuvre

« The particularly powerful, intense colors contradict the small format

 From the formative early years in Davos
« Kirchner immersed himself in his new world with all his senses

 From the collection of Ernesto Blohm, one of the most important collections of
German Expressionism

« Family-owned for almost 8o years

« Kirchner immediately paints the solemnly exhilarating event and incorporates it
tangibly into his rhythm of life

124  KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com 125



Ernst Ludwig Kirchner, Alpenleben (triptych), 1917-19, oil on canvas, Kirchner Museum, Davos.

The life of the shepherds and farmers with the animals on the alp
became a central theme for Kirchner when he arrived in Davos for
the second time on May 8, 1917. During the summer he lived with a
nurse in the Rieschhitte on the Stafelalp above Frauenkirch. Alt-
hough he suffered from paralysis at times, he created landscapes
and portraits characterized by an unbroken will to fight. And yet,
Kirchner continues to be haunted by nightmarish fears. After a visit
to the Stafelalp, Henry van de Velde, Flemish-Belgian architect and
designer, was able to persuade his friend to confide in the psychia-
trist and psychoanalyst Ludwig Binswanger. From mid-September
1917, Kirchner spent ten months in the Bellevue sanatorium in Kreuz-
lingen on Lake Constance. Kirchner returned to Davos from his stay
ina sanatorium in July 1918 and lived in the hut on the Stafelalp that
Martin Schmid had given him; It was not until September 20 that
he moved into the winter-proof farmhouse, which the Miller fami-
ly from the "In den Larchen farm group above the Langmatte in
Frauenkirch made available to him.

Ernst Ludwig Kirchner, Bauernmittag, 1920, Ol auf Leinwand, Privatsammlung.

Breathtaking mountain landscapes convey peace

The new surroundings had a vehement influence on the artist's life
and work. He seems to have regained the calm he was looking for,
which allowed him to paint moving and magnificent depictions of
this breathtaking mountain landscape: “Stafelalp bei Mondschein®
(Stafelalp Moonlight, Museum am Ostwall, Dortmund) or "Stafelalp.
Ruckkehr der Tiere” (Stafelalp. Return of the Animals, Kunstmuseum
Basel) from 1919 are the titles of the new motifs. With the triptych
"Alpleben” (Kirchner Museum, Davos), created in 1918, he paid tribu-
te to the everyday life of the peasants in this barren environment,
which grounded him, the mentally torn man, again.

This canon also includes the small-format, yet monumental-looking
painting "Bauerntanz“ (Peasant Dance) from around 1920, whose
solemnly lively events Kirchner noticeably incorporated into his
rhythm of life. The view of the new environment, the participation
inthe life and celebrations of the mountain farmers are characterized
by the same coherent order as the encounters in smoky dance cafés
and staged encounters in the studio previously made in Dresden and
Berlin. The everyday description of the mountain world - so it seems
- connects seamlessly here. Kirchner identifies with his new neigh-
borhood, basically lives like the dairy farmers and shepherds: he
photographs them and paints them, raises the interest of his new
fellows, who approach him - the oddball from Berlin - curiously and
benevolently. Kirchner's impressions of that time can also be found
in some of the graphic works of these years, for example in "Bau-
erntanzin der Sennhiitte” (Peasant Dance in the Sennhiitte) (Gercken
1136 and 1137) or "Tanzendes Bauernpaar” (Dancing Peasant Couple)
(Gercken 1133).

126 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

The alpine landscape as a sanctuary

The alpine landscape is both a sanctuary and a new home for the
sick Kirchner. ”I'‘m so glad and happy to stay here. Here, at least in
the good days, | can work a bit and be quiet among these simple and

good people. I've fought my way here in solitude, which enables me
to continue to exist with these sufferings. My days of the circus,
cocottes and society are over [&hellip;] Today | have other tasks that
lie here,“ Kirchner wrote to Henry van de Velde on July 5, 1919 (quo-
ted from: Ernst Ludwig Kirchner. Briefe an Nele, Piper Verlag Munich,

1961, p. 99f.).

Kirchner mit tanzenden Bauern im oberen Gang des Hauses ’In den Larchen’,
photograph, around 1919.

Ernst Ludwig Kirchner, Bauerntanz in der Sennhiitte, 1920 (Gercken 1137),

line etching and drypoint on zinc, Kirchner Museum, Davos.

With his work, Kirchner reflects the elementary nature of the moun-
tain landscape, analyzes the primitive and arduous everyday life of
the shepherds and dairy farmers and celebrates with them in the
evenings in the bar in Frauenkirch as a matter of course. He dedica-
tes arich pictorial chronicle to them, which he shows integrated into
the daily rhythm of the animals on the alpine pastures during the
summer months, and this way he conquers a new world for himself
that had become his new world, which he immortalized in the com-
prehensive cycle of the ‘Alpsonntage’ (Alpine Sundays) paintings.
[MvL]

"l am so happy to be here. At
least | can get a little work
done on the good days among
these simple and fine-people.”

E. L. Kirchner to Henry van de Velde, July 5, 1919.
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HERMANN MAX PECHSTEIN

1881 Zwickau —1955 Berlin

Fischerkutter. 1923. + Balanced composition of an expressive Baltic coast scene

, in strong colors and of museum quality
Oil on canvas.

Soika 1923/16. Lower right signed and dated, signed and titled on the reverse. 70,5 « Part of the same German private collection for more

x 96 cm (27.7 x 377 in). [CH] than 40 years
Called up: June 10, 2022 = ca. 18.52 h + 20 min. « The eventful German history is reflected by the painting’s
€ 250.000—350.000 R/D.F provenance

#275,000-385,000 « Similar Leba scenes are at, among others, the Nationalgalerie,

PROVENANCE Staatliche Museen zu Berlin and the Stedelijk Museum,

- Reich Ministry of Science, Education and Culture, Berlin (on loan at Stadtische Amsterdam
Gemaldesammlung, Kénigsberg 1932-1937).

- Reich Ministry of Public Enlightenment and Propaganda, Berlin (inventory no.
10700, confiscated in 1937).

- Depot of "internationally exploitable” artworks, Schonhausen Palace, Berlin (as
of 1939).Galerie Karl Buchholz, Berlin (on consignment, 1939-1941, acquired from
the above in 1947).

- Collection Hans H. Ranft, Oslo/Campione d’ltalia (acquired from the above in
1941, until 1968).

- Collection Arnold A. Saltzmann, New York (1968-1980).

- Galerie Thomas, Munich (with the gallery’s label on the reverse). Private

collection Rhineland (acquired from the above in 1980).

- Evers since family-owned.

This work is free from restitution claims.

EXHIBITION Cutter harbor in Leba, postcard (publisher W. Oschatz, Stolp),
- First General German Art Exhibition, State Historical Museum, Moscow, as of around 1920, private collection.
October 18,1924, Saratow, December 1924 until March 1925, Leningrad, May to
July 1925, cat. no. 316 (tited "Am Meeresufer*, with black-and-white illu.).
- Die ersten 15 Jahre. Anniversary exhibition, Galerie Thomas, Munich, February

7 - March 27,1980, cat. no. 170 (with color illu.).

LITERATURE

- www.geschkult.fu-berlin.de/e/db_entart_kunst/datenbank (Degenerate Art
no.: 10700).

- Alfred Rohde, Kunstsammlungen der Stadt Konigsberg Pr. Fiihrer durch die
Schausammlungen, 2nd part, catalog of paintings, Kénigsberg 1934, cat. no.
231 (with illu. in black-and-white, platel 37).

- Anja Tiedemann, Die "entartete” Moderne und ihr amerikanischer Markt. Karl
Buchholz und Curt Valentin als Handler verfemter Kunst, writings of the
Research Center "Degenerate Art*, volume IV, Berlin 2013, pp. 325, 398.

- Andreas Hiineke, Einzug der modernen Kunst in Konigsberg und die Beschlag-
nahme 1937, in: "Degenerate Art” in Wroclaw, Szczecin and Kalinigrad,

Paderborn 2021, pp. 128-142, here pp. 138, 141.
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Mediterranean, Pacific, North and Baltic Sea.

Pechstein’s close connection with the sea

Although E. L. Kirchner, Erich Heckel, Karl Schmidt-Rottluff and other
"Briicke” artists found inspiration from stays on the North Sea and
especially on the Baltic Sea, Hermann Max Pechstein’s entire artistic
work is particularly closely related to the sea and maritime life. Most
of his life, he spent the summer months on the sea. Among others,
Pechstein visited Dangast on the North Sea (1910), the medieval
fishing village of Monterosso al Mare on the Ligurian coast in Italy
(1913/1924), the Pacific archipelago of Palau in the South Pacific (1914),
and in later years the Baltic Sea island of Usedom (1949), the Bay of
Kiel (1952) and the North Sea island of Amrum, the fishing village of
Nidden on the Curonian Spit and the Baltic Sea resort of Rowy. In
1909 Pechstein traveled to the Baltic Sea for the first time and got
to know the simple life of the local fishermen. From then on he made
the still very pristine coastal landscape the main motif of his work.
The painter found a nature ot yet overrun by tourists and bathers,
the impressive tides, the rhythm and noise of the sea, the often
stormy, rough winds, the infinite horizon and the gently arched
dunes, to be a source of strength. The artist recorded his deeply felt
impressions in 1920 in the cycle of paintings "Fischerleben®, most of
which are considered lost today.

In the same year, however, the stays in Nidden ended for the time
being after the small town in East Prussia became a part of Lithua-
nia under the administration of the newly founded League of Nations
after the Versailles Treaty. However, the artist could not do without
the lengthy stays on his beloved Baltic Sea, so the following year he
chose the small coastal town of Leba in what was then Pomerania
as his new summer home, even his second home, to which he would
return regularly until 1945. In his ‘Memoirs’ the artist wrote about
Leba retrospectively: "In April 1921 | went on my own search, only
with the most necessary material in my rucksack. According to the
map in East Pomerania | found a similar spit between Lake Leba and
the Baltic Sea. [] not only did | learn to appreciate this coast, but also
came to love it. [.] Everything | saw and experienced around me was
relentlessly recorded and taken home with me like the trout, salmon,
pike and eels that | had caught. This gave me a security that would
not let me drown in the collapse after the war.“ (Max Pechstein,
Erinnerungen, Stuttgart 1993, pp. 107f.).

130  KETTERER KUNST

Pechstein drawing in the port of Leba, around 1936, photographer: Erika Kruse.

Pechstein’s paradise on the Leba river

The village of Leba is located on a narrow, almost island-like spit
between Lake Leba and Lake Sarbsko and the open sea and has been
a popular but not too crowded small bathing resort since Pechstein’s
time, surrounded by a still quite primal dune landscape with a huge
wandering dune. Here the artist found the retreat he so longed for,
his personal paradise far from the noisy, hectic and anonymous city
of Berlin: "But the fact that the city depresses me and occasionally
paralyzes me, I'm willing to admit, | need air, sky, a wide view around
me.“ (Pechstein in a letter to Walter Minnich, probably March 1922,
quoted from: ex. cat. Hamburg 2017, p. 149).

The painting offered here was created during another stay in Leba
in1923.In the spring the artist traveled to Leba for a few weeks, then
apparently only stayed in Berlin for a short time, returning to the
beloved Baltic Sea at the end of July, staying for several months. In
September, after separating from his first wife Lotte, he married his
second wife, Marta Moéller, whom he had met two years earlier
during an earlier stay.

Max Pechstein, Kutter am Mihlengraben, around 1922, oil on canvas,
private collection USA.

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

Max Pechstein, Am Strom
im Winter, 1922, oil on
canvas, Narodni Galerie,
Prag.

Cutter, heaven and lagoon

During his stays on the Baltic Sea, Pechstein not only captured ba-
thing scenes, the hard life of the local fishermen, coastal landscapes,
beach impressions, atmospheric weather phenomena, cloud forma-
tions, changing lighting moods, sunsets and impressive sea scenes,
but also atmospheric compositions of docking ships and moving
depictions of fishing boats, sailing ships, barges and rowing boats
on the high seas. With impressive expertise, the artist devoted
himself to a strikingly large number of ship depictions during these
stays. Despite the artistic reduction and simplification, the works,
from fishing boats to ocean liners, reveal the characteristics of each
type of ship. Pechstein’s maritime knowledge, collected on his travels,
flows into these depictions. The artist had already owned a canoe
in Palau in the South Seas, and he soon bought his own sailing boat
in Germany as well. The dominating motif in our painting are the
so-called 'kuren’ or ‘keitel’” barges, which are typical of this region on
the Baltic Sea, with their towering, colorful sails already set for the
next trip in the early morning hours. Lined up in a row, together with
the clear diagonal of the waterfront promenade, they lead the eye
into the depths of the picture. Pechstein follows a clear composition,
with which he divides the picture into sky, shore and lagoon. The
clear edges and forms of the sails and the row of houses are broken
up by the asymmetrical forms of the artistically staged tree and the
dynamic brushwork. The fading brightness on the horizon indicates
that a busy day is about to end, and Pechstein cleverly uses the
smooth surface of the water to reflect the sky and the sails of the
waiting cutters.

The creative phase after the artistic rebirth

The early 1920s marked a rather unusual and very fruitful creative
phase, in which Pechstein captured the surroundings of his adopted
home on the canvas with an expressive, warm-toned color palette,
thus creating a certain chromatic similarity to the much-acclaimed
South Seas pictures of 1914. In our work, Pechstein contrasts the
strong, earthy colors - the bright sunset, in which he lets the houses
shine, the deep dark violet and the warm brown tones - with a color
palette of different, equally strong green and blue tones and works
in the middle of the picture - according to his preference for the
basic colors - also some sunny-yellow color accents. The result is an
extremely balanced, harmonious picture, both in terms of compo-
sition and color, which can certainly be regarded as a particularly
successful example of these creative years after the First World War.
With his painting style, which is both two-dimensional and yet rich
in detail, and the strong colors used here, Pechstein expresses his
intense experience of nature and his inner feelings and thus achieves
his very own, very personal expressionist pictorial language.

At the beginning of the 1920s, Pechstein captured the tree-lined mill
ditch and the bridges leading over it in other works, and from the
angle shown here, Pechstein even painted the harbor view covered
with snow in the winter of the previous year - here, however, it
shines in an impressive, harmonious, unique blaze of color.

Like the painting offered here, the works from the hard post-war
years in Pechstein’s oeuvre document a kind of artistic rebirth and
deliver proof of how he had overcome the traumatic war experien-
ces. Especially in the landscape depictions made during his stays on
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the Baltic Sea in the 1920s, the artist achieves such a harmonious, strong + - %
unity of form, content and coloring, with which he masterfully expres- .
ses his deep connection to nature and to the simple life on the sea
without dramatic exaggeration (cf. ex. cat. Max Pechstein im Briicke- T s LEAPRIGKN STR G0 1
Museum, Munich 2001, p. 19).

sremimasnirne KARL BUCHHOLZ wvsstavssrrLirs:

A picture with an eventful history

Shortly after its creation, our painting "Fischerkutter” 1924/1925 was

included in the first general German art exhibition alongside works by

Albert Birkle, Otto Dix, Conrad Felixmuiller, George Grosz, Hannah Hoch,

Heinrich Hoerle, Kathe Kollwitz, Rudolf Schlichter and others. presented :

to the international public in the State Historical Museum in Moscow, _ : : : - ol T e gi- ¥
later in Saratov and in Saint Petersburg (then Leningrad). i S s : 3
Due to the seizure of power by Hitler and the National Socialists, the
1930s not only changed Pechstein’s life situation, but also the future "
biography of the "Fischerkutter”. Pechstein was occasionally involved in : ' T ; '
individual exhibitions during these years, but in the course of the defa- :

mation by the National Socialist regime, he sold very few works and

generally kept his head above water with the financial support of Ame-

rican friends. In 1934, the artist wrote to a friend: "Many of my colleagues

have emigrated to America and they urge me to do the same, but |

cannot part with the landscape of Pomerania and its simple inhabitants,

B g

the stay and work on the waters and in the woods up there are a foun- | et

tain of youth for me [..].“ (Pechstein to his friend Dr. Walter Minnich, N ' b ¥ .
1934, quoted from: ex. cat. Max Pechstein im Briicke-Museum, Munich S D T Sl s E
2001, p. 19) The artist turned his back on Berlin as often as possible in
these and the subsequent years, as he was more drawn to his secluded Letter from Karl Buchholz to the Reich Ministry for Public Enlightenment
paradise of Leba on the Baltic Sea, where our "Fischerkutter” was also and Propaganda from June 1,1940, mentioning our painting Ao .
made in 1923. In 1937, he was forced to leave the Academy of Arts and "Fischerkutter” by Hermann Max Pechstein. . ; : : ¥
the National Socialists confiscated around 330 of his works from German List of works confiscated in 1937 with the "Degenerate Art* inventory

museums, among them the painting offered here, which until then had number; including the painting "Fischkutter” by Pechstein from the :

been part of the art collection of the Reich Ministry for Science, Art and Konigsberg Museum (Federal Archives, Buchholz Gallery). s i J,"

Public Education in Berlin and had been exhibited as a loan in the Mu- : 7
nicipal Painting Collection in Kdnigsberg since 1932. Six other confiscated
paintings were shown in the propaganda exhibition "Degenerate Art“
in Munich. The "Fischerkutter” was in the depot of the Ministry for

Public Enlightenment and Propaganda in Berlin (under the direction of ¥ s R : R : 1
Minister of Propaganda Joseph Goebbels) until 1939, before the painting ; !
was stored in the depot of "internationally usable” works of art in Berlin’s in Borrncesns) W af 3 : Hae Pt
Schonhausen Palace. The further journey of the painting is documented

in the files of the Buchholz Gallery, which are still preserved in the Fe-

deral Archives in Berlin. As part of the ‘exploitation’ of the confiscated, e . ; 2 3 =

so-called 'degenerate’ works of art commissioned by the National So- % th : !
cialists, the art dealer Karl Buchholz, who was commissioned by the
National Socialists, sold it in 1941 together with other works by Max
Pechstein and some works by Karl Schmidt-Rottluff and Karl Hofer to
the Swiss watch dealer Hans H. Ranft, who was living in Norway at the h 5 . d - 1
time, and who ended up in Italy with his art collection after the war. In - - : =3 e - ”l |mmersed |nto pa|nt|ng and‘ rea“zed that |t |S her’ Only
the late 1960s, the painting became part of the collection of the Ame- ay de 1 . iy ;

rican diplomat, businessman and art collector Arnold A. Saltzmann in . a1 ' 11a/ i . : ; : her, that, when fervently |OVéd, can give me everything |
New York, before the "Fischerkutter” finally returned to its homeland . . . ‘need. If On.ly | wasn't forced to trade the works for money s e

Germany and found its way into a Rhenish private collection in the : : E 3
1980s. While the warm-toned, idyllic depiction of the cutter peacefully . z e i : = . to make a livi ng.“
lying on the water in the evening hours, illustrates Pechstein’s personal i : ] ;

Eldorado on his beloved Baltic Sea, the initially invisible, eventful histo- e Tesaanas - ] .' '_ ! : Hermann Max Pechstein in‘a letter to Irma Stern,-May 17,1924, quoted after: Aya Soika, Max Pechstein (catalog raisonné), voli
ry of the painting describes the cultural-political situation in Germany, .- ' i !
and the fate of the works by an artist defamed as "degenerate” in the
time of World War II. [CH]

S 1T AR, o : s
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58
BERNAR VENET

1941 Chateau-Arnoux-St-Auban —lives and works in New York

Indeterminate Line. 1994.

Metal. Rolled steel.
Unique object. 178 x 200 x 185 cm (70 x 78.7 x 72.8 in). [CH]

Accompanied by a photo expertise signed by the artist and issued by the
Bernard Venet Studio Archives, New York, from October 15, 2007.

Called up: June 10, 2022 —ca. 18.54 h + 20 min.

€ 150.000 —250.000 R/D.F
$165,000—275,000

PROVENANCE

- Private collection Rhineland (acquired directly from the artist).

Bernar Venet's Indeterminate Line during the
Exhibition "Lignes Indéterminées” at the
Champ de Mars, Paris. © VG Bild-Kunst, Bonn 2022

For more than forty years, Bernar Venet's work has been shaped by
his occupation with the line. In the 1960s, the artist initially worked
in a highly conceptual manner, transforming scientific theories,
mathematical equations and functions into graphic representations,
which he showed at the Museum Haus Lange in Krefeld, the Kunst-
halle Dusseldorf, the New York Cultural Center and at documenta 6
in Kassel. In the late 1970s, Venet devoted himself intensively to
sculpting, especially to metal sculptures. In addition to his first "Arcs”,
monumental steel arches with a curvature precisely defined by
Venet, cut circle segments, diagonals, straight lines and finally the
indefinite lines wound into sweeping circles, the "Indeterminate
Lines”, to which the work offered here also belongs. Without a draft
or preliminary drawing, but with heavy tools and great physical
effort, the huge steel beams are bent into shape. However, the artist
himself emphasizes: "It has nothing to do with physical exertion. |
have the feeling that | have to move things mentally.“ (Quoted from:
Camilla Péus, Mann der groBen Geste, Welt online, July 27, 2014) The
works are rather the result of a certain interplay of empirical values,
conceptual considerations, intuition and coincidence. According to
the title “Indeterminate Lines®, the artist cannot and does not want
to foresee the final form of the respective sculpture during the
creative process: "l wish to introduce an art form of the unpropor-
tional, of the unconstructed, of the indeterminate. A discipline, in
which the unpredictable, the unexpected is generated under diffe-

134  KETTERER KUNST

Unique object

« For the first time offered on the international auction
market

« Bernar Venet is one of the most important contemporary
sculptors and is the internationally most exhibited French
artist

In his steel sculptures the artist transfers the drawn line to a
three-dimensional form

The year this work was made, twelve works from the series
"Indeterminate Line“ were shown on Champ de Mars below
the Eiffel Tower in Paris

Other ”"Indeterminate Lines“ are at, among others, the entry
to 'La Defense‘ in Paris, the Detroit Institute of Arts and on
the premises of the MIT, Cambridge (MA)

In 1977 Venet showed works at documenta 6 in Kassel and
in both 1978 and 2009 at the Venice Biennial

"Each sculpture is the result of improvised, intuiti-
ve, empirical work. | am uncertain of the result
during the entire process. Steel emposes its limits.
I must yield to this and accept its nature.”

Bernar Venet, quoted from: Frederik Meijer Gardens & Sculpture Park, www.meijergardens.org.

rent parameters.” (Bernar Venet, quoted from: www.galerie-boisse-
ree.com/en/artists/bernar-venet.html). Venet has to adapt to the
properties of the often industrial material, adapt his method to the
metal and use its properties to his advantage. In doing so, he designs
what is actually a contradictory simultaneity of massive material
and a casual playfulness of form. Venet succeeds in translating the
form and idea of a delicate, fleetingly drawn line into a powerful
three-dimensional sculpture thatis, in terms of lightness and imme-
diacy, in no way inferior to spontaneous scribblings. Like the work
offered here, the sculptures enter into an exciting relationship with
the surrounding space through the open spaces amidst the fine,
squiggly line shapes, incorporating nature, architecture or urban
events into their impressive spatial presence and thus explaining
Venet's outstanding position that has endured for decades as a pi-
oneer of minimalist, conceptual sculpture. [CH]

Find more art-historical background information, images, videos and updates on www.kettererkunst.com




WORKS FROM THE COLLECTION GURLITT

THE EVENTFUL HISTORY OF TWO WATERCOLORS BY OTTO DIX

Otto Dix, Dompteuse, 1922.

Otto Dix, Dame in der Loge, 1922

When the "Schwabing Art Trove ,, which was discovered in 2012,
was presented to the public in 2013 accompanied by broad media
coverage, the two Dix watercolors "Dame in der Loge“ and "Domp-
teuse” from 1922 also moved to the centerof attention. Soon indi-
cations were found that the sheets, which Cornelius Gurlitt had
taken over from the inventory of his father, the art dealer Hilde-
brand Gurlitt, were originally from the collection of the famous
Jewish lawyer and notary Dr. Ismar Littmann from Breslau. This
origin also ennobles these works: Littmann was one of the most
active and most important collectors of German Expressionist art.
Born on July 2,1878 as a merchant’s son in Grof Strehlitz in Upper
Silesia, he settled in Breslau in 1906, where he soon married Kathe
Frankel. Ismar Littmann was admitted to the district court as a
lawyer. He soon ran his own law firm, later together with his part-
ner Max Loewe, and was promoted to notary in 1921. The wealthy
lawyer Dr. Ismar Littmann was a generous patron and supporter
of modern, progressive art. He was particularly committed to con-
temporary artists associated with the Academy of Fine Arts in
Breslau, such as the "Briicke” painter and academy professor Otto
Mueller. The proverbial “Bohemian artists from Breslau” is what
Ismar Littmann shapes, promotes and accompanies as a collector
and patron.

136  KETTERER KUNST

Beginning in the late 1910s, Dr. Ismar Littmann build up his soon
to be famous art collection. The Littmann Collection includes works
by well-known German artists of Impressionism and Expressionism,
including Otto Dix, Otto Mueller, Kathe Kollwitz, Emil Nolde, Max
Pechstein, Alexander Kanoldt and Lovis Corinth. Littmann had a
close personal connection to some of those named. It was not
until the global economic crisis in 1929 that the passion for collec
ting came to an end. By then, Littmann had collected almost 6,000
important works of art, watercolors, drawings and prints as well
as paintings. In order to compensate for economic bottlenecks, Dr.
Ismar Littmann offered parts of his collection at Paul Graupe's
auction in Berlin on March 21, 1932. Among them was the work
"Dompteuse”, however, as the conditions for sales were difficult
at that time, remained unsold and returned to the ownership of
the collector.

Nevertheless: Littmann‘s economic worries in 1932 were not exis-
tential yet. Only the "seizure of power” by the National Socialists
brought about abrupt change. The persecution of the Jewish lawy-
er began early and with great severity. His professional group was
one of the first to be economically and socially destroyed by the
National Socialists. From the spring of 1933, neither Dr. Ismar Litt-
mann nor his son Hans (Edward) Littmann were able to pursue
their profession. The youngest daughter Ruth could not even finish
her high school exams, because she was arrested as she protested
against the regime. Still a minor, she was put in prison for a year
before she was able to emigrate to Israel. Deprived of his livelihood
and joie de vivre, Ismar Littmann faced the ruins of a once glorious
existence. Deep despair drove him to suicide on September 23,1934.
Ismar Littmann left behind his widow Kathe and their four children.
With luck, the survivors were able to flee from National Socialist
dictatorship.

Before despair drove the Breslau lawyer to suicide, Dr. Ismar Litt-
mann was forced to sell a large bundle of almost 3,600 works of
his graphics or to use them as security for a loan. His friend, the
Breslau dentist Dr. Paul Schaefer, supported Littmann and took the
works over. It is not known whether Schaefer actually acquired the
paintings or whether they were merely a security for a loan from
Schaefer to Littmann. In any case, Schaefer himself was not a
collector, taking over the graphic works was a mere gesture of
friendship.

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

IThe lots taken over by Paul Schaefer also contained the two Otto
Dix watercolors “Dame in der Loge“ and "Dompteuse” offered here.
As a consignment by Paul Schaefer, who as a Jew was also perse-
cuted by the National Socialists and was later forced to flee to
South America with his wife, the watercolors were offered in the
famous auction of the Littmann Collection at Max Perl in Februa-
ry 193s. It can be assumed that Schaefer was the owner, but not
the owner of the sheets, because unsold works from his consign-
ment at Perl did not go back to Schaefer after the auction, but to
Kathe Littmann. Our two works of art, however, have a different
fate — they never even got to the point where they were called up
in the auction.

The auction at Perl went down in history. As early as in 1935, the
discussion about so-called “degenerate art” flared up. 64 paintings,
watercolors and drawings were confiscated by the Gestapo befo-
re the auction as examples of “cultural Bolshevik tendencies” and
sent to the Berlin National Gallery the following year. Its director
at the time, Eberhard Hanfstaengl, kept some of the works as
“contemporary documents® and had the rest of them burned in
the furnace of the Kronprinzenpalais on March 23, 1936 by order
of the Gestapo (cf. Annegret Janda, Das Schicksal einer Sammlung,
1986, p. 69). Sources show that “Dame in der Loge" was also con-
fiscated by the Gestapo in 1935 from the auction house’s premises.
There is a high probability that "Dompteuse” shared the fate. As
part of the "Perl portfolio®, the watercolors were confiscated again
on July 7,1937 as part of the "Degenerate Art“ confiscation cam-
paign, this time from the National Gallery. With a lot of luck, the
two Dix works escaped destruction through the National Socialist
rulers a second time — and ended up in the hands of Hildebrand
Gurlitt.

When exactly he acquired the two watercolors can no longer be
reconstructed today. In any case, from around the end of 1938, Gur-
litt was one of the four art dealers (along with Bohmer, Buchholz
and Maller) who had access to the National Socialist depots in Schon-
hausen. In the period between 1939 and 1941, several commission
and barter transactions took place, in which he probably took over
the two watercolors, among other things. However, he did not sell
them, but kept them as part of the remainder of his art trade, which
later became the "Schwabing Art Trove® The sheets thus ended up
in the Gurlitt estate and were discovered in Munich in 2012.

Dr. Ismar Littmann, 1928.

In 2014, the Foundation of the Kunstmuseum Bern became the
sole heir to this collection, which attracted international attention.
The research of the task force on "Dame in der Loge” and "Domp-
teuse” was actively continued. “We are extremely grateful to the
Kunstmuseum Bern for taking this step. It is extraordinary that a
museum spares no expense or effort to process the history of the
works,” said the heirs of Dr. Ismar Littmann and the granddaugh-
ter of Dr. Paul Schaefer commenting on the museum’s own initi-
ative.

However, the decades that have passed and the turmoil of war
have left gaps in the records that can no longer be closed, even
with the greatest care. In 2021, the museum decides, despite a
history of loss that can no longer be reconstructed down to the
last detail, to jointly hand over the two works of art by Otto Dix
to the heirs of Dr. Ismar Littmann and the granddaughter of Dr.
Paul Schaefer - thereby setting new standards for a proactive and
responsible handling of art looted by the Nazis. [SvdL/AT]
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Works from the Collection Gurlitt

59
OTTO DIX

1891 Gera—1969 Singen

Dompteuse. 1922.

Watercolor and pencil.

Not in Pfaffle. Signed and dated in lower right. Verso titled and inscribed by a
hand other than that of the artist. On firm wove paper. 58,5 x 42,8 cm (23 x 16.8
in), size of sheet. [CH]

We are grateful to Mr Rainer Pfefferkorn, Otto-Dix-Stiftung, Vaduz, for his kind
expert advice. The work will be included into the catalog raisonné with the

number1922/223.

Called up: June 10, 2022 —ca. 18.56 h + 20 min.

€100.000 —150.000 #/N.F

$115,000—172,500

Otto Dix, Dompteuse, 1922,
watercolor, private collection.
© VG Bild-Kunst, Bonn 2022

PROVENANCE

The work is free from restitution claims.

» From the important Gurlitt Collection

» Contemporary document of the eventful German history
and its dram: formerly lost Jewish property, the dramatic
history finds completion in a restitution

Impressive large-size watercolor from the sought-after
1920s

Telling and punchy combination of the themes "brothel
and "circus*

 Glamorous demimonde: Dazzling social typology between
demimonde ("Dompteuse”) and bourgeoisie ("Dame in der
Loge“)

» Watercolors with the scandalous erotic appeal of the early
1920s are among the most sought-after works on the
international auction market

LITERATURE

- Paul Graupe, Sammlung Rudolf Ibach, Barmen, und Beitrdge aus der
Sammlung Dr. Littmann, Breslau, sowie aus verschiedenem Besitz. Deutsche
und auslandisch e Graphik des 19. und 20. Jahrhunderts, auction 104 on
March 21/22,1932, lot 79 (offered as “Zirkusdame®).

- Max Perl, Blicher des 15.-20. Jahrhunderts (..., Gemalde, Aquarelle, Handzeich-
nungen, Graphik, Kunstgewerbe, Plastik, auction on February 26 - 28,1935
(catalog no.188), lot 2086.

- Mark Siemons, Gurlitt-Sammlung in Bern - Ein neuer MaRstab fiir Restitutio-
nen, in: FAZ from December 15, 2021.

- Isabel Pfaff, Raubkunst in der Schweiz - Goldstandard, in: SZ from December
15, 2021.

- Tim Ackermann, Kunstmuseum Bern - Das Ende des Falls Gurlitt naht, in:
Weltkunst, December 10, 2021 (online).

- Hannah McGivern, Swiss museum to part with 29 works from Gurlitt trove
suspected of being Nazi loot, in: The Art Newspaper from December 17, 2021.

- Ellionor Landmann, Kunstmuseum Bern gibt Dix-Aquarelle aus Gurlitt-Kunst-
fund zurtick, in: SRF from December 10, 2021 (broadcast).

- Joachim Gorgen (ARD studio Geneva), Beutekunst-Debatte in der Schweiz.
Zurlickgeben oder weiter ausstellen?, in Tageschau from December 29, 2021.

ARCHIVAL MATERIAL

- Collection Dr. Ismar Littmann, print inventory, no. 5089: "Dompteuse, 1922°.

- Deutsches Kunstarchiv, Nuremberg, NL Otto Dix, I-B 12, exhibition documen-
tation.

- SMB-ZA, I/NG 826, II. 257-258r/v, Dr. Gotthardt/Greiser, Prussian Secret State
Police, secret state police office, to Dr. Eberhardt Hanfstaegl|, Berlin, December
19, 1936.

- SMB-ZA, I/NG 826, M 12, Il. 261-270, II. 262, Dr. Eberhard Hanfstaengl to
Prussian State Police, Berlin, March 24,1936.

- SMB-ZA, IV/NL Rave 095, Paul Ortwin Rave to Reich Ministry of Science,
Education and Culture [Bernhard Rust], Berlin, July 8, 1937.

- SMB-ZA, IV/NL Rave 095, Paul Ortwin Rave to Adolf Ziegler, president of Reich
Chamber of Fine Arts, Berlin, July 9, 1937.
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Works from the Collection Gurlitt

Otto Dix, Madchen im Spiegel, 1922, watercolor and India ink over pencil,
Stadtische Kunsthalle Karlsruhe. © VG Bild-Kunst, Bonn 2022

In addition to the large number of important paintings that Otto Dix
painted after the First World War, first in Dresden and then in Dussel-
dorf from 1922 to 1925, it is above all these watercolors and drawings
that describe this epoch that contribute to the most productive years
of his life. Two themes fascinate the artist at this time: the war and
the whore. Dix dealt with his personal experiences of war, the terror
of death, the victims among the civilian population and the cruelty of
the brutalized soldiers in numerous pencil, chalk and charcoal drawings,
which he made in the trenches at the front and which finally culmina-

ted in his main graphic work, the cycle “Der Krieg" (War, 1924), 50 et-

chings that address war even more brutally, directly and ruthlessly. Dix
also confronts the death motif with Eros, the life of the prostitute. The
whore embodies vitality, she is life-affirming, but not romantic or
naive, but similarly brutally realistic and anti-bourgeois, not to say
"factual” The artist's first biographer, Fritz Loffler from Dresden, coined
the phrase "disillusioning Eros*. At the time, Dix made accounts of what
he saw when he lived at the end of the Ziegelgasse in the brothel
district of Dresden’s old town in 1919, in a setting similar to that of
Henri de Toulouse-Lautrecin Montmartre, Heinrich Zille in Berlin Wed-
ding or Ernst Ludwig Kirchner around Potsdamer Platz in Berlin. "We
don‘t need to discuss my pictures, we can see them. | start from what
we see. | don‘t want to invent new themes, | don‘t want to arrange
them [..]. | prefer to see the primal themes of humanity anew with my
own eyes. The exterior of the things is important to me, because with
the reproduction of the external form one also captures the interior,
said Otto Dix years later in 1958. (quoted from Diether Schmidt, Otto
Dix im Selbstbildnis, Berlin 1978, p. 222)
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Dix found his models in the cafés on the Altmarkt, on SeestrafSe and
on the Ring, approached women on the street who interested him
and made them the protagonists of his exuberant brothel scenes or
had them appear in sometimes bizarre scenes in the circus and va-
riety shows. In 1922, Otto Dix self-published a portfolio entitled
"Zirkus®, consisting of ten etchings in which he portrayed the circus
world and its artists. With their Jeunesse, the women embody the
new beginnings and offer a welcome distraction from the horrors
of World War [ in the feverish big city life.

Otto Dix, Maud Arizona (Suleika, das tatowierte Wunder) (left) und Dompteuse (right),
from the portfolio "Zirkus“, 1922, etching and drypoint, Museum Kunstpalast, Disseldorf.
© VG Bild-Kunst, Bonn 2022

Our "Dompteuse” not only tames wild animals and lets them do
rounds in the arena in an orderly manner, the lightly dressed lady
with a whip or other kinds of equipment is also a welcome part of
a time of oblivion in "safe” surroundings for men who are wild and
thirsty for erotic adventure. In any case, it‘s hard to imagine that this
lady with silky shiny, bright red fringed shorts and a tight top with
flowers that emphasizes her bust size and a striking tiara in her hair
is just taming wild cats in a cage set up in a ring filled with sawdust.
Dix tells another everyday story, which he discovers in a distracted
environment and reproduces it in his wonderfully direct, yet sensi-
tive, detailed drawing: the tamer in an almost grotesque exaggera-
tion as the disciplining heroine of the day. [MvL]

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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60
OTTO DIX

1891 Gera—1969 Singen

Dame in der Loge. 1922.

Watercolor.

Pfaffle A1922/16. Lower right signed and dated as well as inscribed "No 108"
Verso inscribed and titled by a hand other than that of the artist. On firm
Progress wove paper (with embossing stamps). 49,4 x 39,8 cm (19.4 x 15.6 in),
the full sheet. [CH]

Called up: June 10, 2022 — ca. 18.58 h £ 20 min.

€140.000—-180.000 *”/N.F
$161,000—207,000

PROVENANCE

- Galerie Nierendorf, Cologne/Neue Kunst, Berlin (directly from the artist, verso
with the hand-written number).

- Collection Dr. Ismar Littmann, Wroclaw (verso with the fragmentarily preserved
hand-written entry "L/3503/aqg").

- Dr. Paul Schaefer, Wroclaw (taken over from the above, until February 26/27,1935:
auction at Max Perl, Berlin).

- Prussian Secret State Police, seized (February 1935 —July 1937).

- Nationalgalerie/Kronprinzenpalais, Berlin (March 1936 —July 1937, deposit).

- State-owned (seized from the above in context of the "Degenerate Art“ campaign
inJuly 1937).

- Hildebrand Gurlitt, Hamburg/Dresden/Aschbach (until December 5, 1945).

- Neue Residenz, Bamberg (safekeeping from the possession of the above).

- Central Collecting Point, Wiesbaden (from aforementioned location, verso with
hand-written entry, inventory no. Wie 1977/18).

- Hildebrand Gurlitt, Disseldorf (December 15, 1950 - November 9, 1956).

- Helene Gurlitt, Disseldorf/Munich (inherited from the above, November 9, 1956
—January 31,1968).

- Cornelius Gurlitt, Munich/Salzburg (inherited from the above, January 31,1968 —
May 6, 2014).

- Stiftung Kunstmuseum Bern (inherited from the above in 2014).

- Restituted by Stiftung Kunstmuseum Bern to the heirs after Dr. Ismar Littmann
and the granddaughter of Dr. Paul Schaefer (2022).

The work is free from restitution claims.

ARCHIVE MATERIAL

- Collection Dr. Ismar Littmann, print inventory, no. 3503.

- Deutsches Kunstarchiv, Nuremberg, NL Otto Dix, I-B 12, exhibition documentation.

- Galerie Nierendorf, Berlin, acquisition index, no. 872-338.

- SMB-ZA, I/NG 826, Bl. 257-258r/v, Dr. Gotthardt/Greiser, Prussian Secret State
Police, Secret Police Office, to Dr. Eberhardt Hanfstaegl, Berlin, February 19, 1936.

- SMB-ZA, I/NG 826, M 12, II. 261-270, |. 262, Dr. Eberhard Hanfstaengl to Prussian
Secret State Police, Berlin, March 24, 1936.

- SMB-ZA, IV/NL Rave 095, Paul Ortwin Rave to Reich Ministry of Science, Education
and Culture [Bernhard Rust], Berlin, July 8,1937.

- SMB-ZA, IV/NL Rave 095, Paul Ortwin Rave to Adolf Ziegler, president of Reich
Chamber of Fine Arts, Berlin, July 9,1937.

- U.S. National Archives, Washington, D.C., RG 260, Central Collecting Point,
Wiesbaden, Property Card "WIE 1977/18“, December 5, 1945.

- U.S. National Archives, Washington, D.C., RG 260, M1947, Claim [Germany] — Gur-
litt, Hildebrand, 1946-1950, outlet list p. 15 & transfer list Neue Residenz, p. 24.

» From the important Gurlitt Collection and part of the "Schwa-
bing Art Trove“

 Contemporary document of the eventful German history and
its dram: formerly lost Jewish property, the dramatic history
finds completion in a restitution

« Impressive large-size watercolor from the sought-after 1920s

 Glamorous demimonde: Dazzling social typology between
bourgeoisie ("Dame in der Loge®) and demimonde
("Dompteuse”)

« Rare depiction of a particularly subtle beauty

EXHIBITION

Bestandsaufnahme Gurlitt. "Entartete Kunst“ - Beschlagnahmt und verkauft,
Kunstmuseum Bern/Bundeskunsthalle Bonn, November 2, 2017 - March 4, 2018,
cat. no. 66 with color illu. on p.194.
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Works from the Collection Gurlitt

Watching theater boxes through small opera glasses from a safe
distance has been a common parlor game since the mid-19th cen-
tury. In 1874, Eduard Manet observed a couple who were waiting in
very different ways for the performance to begin: the lady, dressed
conspicuously in a black and white robe and adorned with plenty of
jewellery, seems to be staring at the stage, while the man at her side
voyeuristically looks at the boxes above him with the opera glasses.
For Mary Cassatt, Henri de Toulouse-Lautrec or Honoré Daumier, for
example, the discovery of opera glasses became an iconographic
eye-catcher and attracted the attention of the viewer in many scenes,

albeit not as key theme.

%
5
u o

Pierre-Auguste Renoir, La Loge. 1874.

Otto Dix also seems to use these barely conspicuous opera glasses
for his purposes and discovers our "Dame®, this striking appearance
in a box lavishly furnished with red velvet during a performance.
With a fine drawing he describes the body lines around the nose
and shoulder-free décolleté, emphasizes the full lips with little use
of delicate watercolor paint, draws the contours of the eyes and
eyebrows, adds the fine jewelry, earrings and necklace, fine pen and
ink emphasize the physiognomy. Her fine, curly, red hair is pinned
up, the hairstyle emphasized with a conspicuous comb at the back
of her head. Concentrating on what is happening, the elegant lady
in evening dress does not seem to notice the artist’s fixation. For
him, however, beauty appears full of sensuality, and with this the
erotic features of a whore are emphasized. The “Dame in der Loge”
is aware of her lustful, demonic power, and the artist emphasizes
this in his fine way of drawing. Is it actually a box in a theater or
opera house, or does the artist see the lady in an establishment |a-
vishly furnished with plush and velvet? Nevertheless, the artist lea-
ves the viewer in the dark with the numerous allusions.

After the end of the First World War, Otto Dix felt the urge to return
to Dresden, to the city and to his artist friends. On a cold February
day in 1919, he drove to the Saxon capital, standing on the footboard
of an overcrowded railway wagon. He moved into his old student
apartment and began to remember his former student and artist life.
However, the experiences of war introduced a new theme into his
work, the horrors of war. Back in Dresden, he also took up the theme
of beautiful Eros, the human primal instinct, which the artist not only
enjoys formally. At this time, however, an increase in the thematiza-
tion of Eros can be observed not only in Dix, but in the art of his time
in general, such as it is the case with George Grosz. Despite the
exuberant dramatization of the events, Dix, emotionally charged by
his experiences, manages with an astonishing objectivity, looking at
the dazzling motifs like a contemporary witness with some distance.

Otto Dix, Ohne Titel (Madchen), 1923-25, watercolor and opaque white over graphite pen,
Kunstmuseum Bern (formerly collection Cornelius Gurlitt) . © VG Bild-Kunst, Bonn 2022
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The arrangement now seems somewhat anonymous, often ironic and
yet naively direct. “Rediscovering the bad experiences of the front
stage as a behavioral norm in post-war Germany down to the deepest
provincial corners, together with the war experience itself, provokes
cynical sarcasm. Dix responds to the disinhibition in eroticism and the
perversion of heroism in the civil war, as well as to the degeneration
of the economy, the profiteers from war and inflation, with a merci-
lessly plebeian disillusionment with eros, heroes and power,” says art
historian Diether Schmidt. (ibid. p. 50) The work of Otto Dix of the
1920s shows a broad spectrum from Verism, Surrealism to New Ob-
jectivity.

Otto Dix, Im Café, 1922, watercolor and ink, Museum of Modern Art, New York.
© VG Bild-Kunst, Bonn 2022
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KARL HARTUNG

1908 Hamburg—1967 Berlin

Die Maske. Um 1948/49.

Bronze with dark brown, almost black patina.
Krause 413. Lifetime cast. One of 6 +1 copies. Height: 35 cm (13.7 in).

We are grateful to the Estate of Nachlass Karl Hartung for the kind expert
advice.

Called up: June 10, 2022 - ca. 19.00 h + 20 min.

€35.000—45.000 R F
$38,500-49,500

PROVENANCE

- From the artist’s estate (stand with the estate stamp).

EXHIBITION

- Berliner Kiinstler. Malerei, Grafik, Plastik, Miinsterschule Bonn, July 27 - August
27,1950, cat. no. 24.

- Karl Hartung, Haus am Waldsee, Berlin, September 2 - October 12,1952, cat. no.

42.

LITERATURE

- Markus Krause, Karl Hartung 1908-1967. Metamorphosen von Mensch und
Natur (Monographie und Werkverzeichnis), Munich 1998, p. 226, cat. no. 413
(with illu. and full-page illu. on p. 120).

From the 1930s, Karl Hartung's artistic work underwent a change, a
departure from the naturalistic and realistic German sculpture. He
subjects his figurative works to more abstraction and also creates
some entirely abstract works. The drafts for the work offered here
were made in the late 1940s, when Hartung first devoted himself to
awork complex of reclining female nudes and then to his "vegetative®,
"free” and "organic forms®. The human, primarily female figure, its
forms and physiognomy remains one of the great, all-encompassing
themes of his oeuvre, but the radical reduction and the high degree
of abstraction in some of his works is exceptional at this pointin time.
In the dark brown, almost black patinated bronze offered here, there
are also individual hints of human facial features, but Hartung has
reduced the imitation of nature to its abstract forms: Below, a fine
bulge suggests the chin, which merges into a neck-like base, and the
offset inserts Holes form the eyes through which the viewer's gaze
can fall on the space behind. The two ‘eyes’ thus not only interrupt
the regularity of the surface, but also include the surrounding space
in the observation of the object. Hartung calls it “making the invisib-
le visible and the visible transparent. If the sculpture is perforated and
includes space, this certainly means a special behavior and perhaps a
longing for transcendence.” (Karl Hartung, 1963, in: exhibition cat. Karl
Hartung. Works and documents, Germanisches Nationalmuseum,
Nuremberg1998, p. 91, quoted from: Karl Hartung. Life and work, www.
welt-der-form.net ). With the exciting asymmetry, the smooth surface,
the rounded edges and soft, gently curved lines, Hartung puts form,
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o Lifetime cast

* In 1952 the plaster of this work was part of the retrospective
at Haus am Waldsee, Berlin

« Belongs to the works created around 1949, in which Har-
tung found an own, free style completely detached from
figuration

Comparable works by the artist from around 1950 can be found

in, among others, the collections of the Hamburger Kunsthalle

and the Folkwang Museum, Essen

Barbara Hepworth, Head (Chios),
1958, Alabaster.

material aesthetics and viewing perspectives in the foreground of his
work. The result is a balanced, elegant interplay of smooth, supple
surfaces, consciously placed openings in the room and softly modu-
lated, strongly rounded forms, with which the artist achieves a uni-
versally valid form of timeless beauty that is abstracted and lifted
from human physiognomy. With the development of this very perso-
nal abstraction and formal language, Karl Hartung established himself
alongside contemporary greats such as Barbara Hepworth and Henry
Moore in Great Britain as an important representative of European
sculpture in the 20th century. In the 1950s he was at the peak of his
artistic career. In 1950 he received a professorship for sculpting at the
Academy of Fine Arts in Berlin. In 1952 and 1953 the Haus am Waldsee
in Berlin and the Kestner Society in Hanover honored him with large-
scale retrospectives. Hartung is represented with his works at the
documenta in Kassel in1955,1959 and 1964 and thus once again proves
his position as a pioneer of modern art in the German post-war peri-
od. [CH]

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

"If the sculpture is perforated so that it includes space, this certainly means a
special behavior and perhaps a longing for transcendence.”

Karl Hartung, 1963, in: ex. cat. Karl Harting. Werke und Dokumente, Germanisches Nationalmuseum, Nuremberg 1998, p. 91.
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ERICH HECKEL

1883 Dobeln/Saxony —1970 Radolfzell/Lake Constance

Stehende Franzi (Stehendes Kind). 1910/11.

Woodcut in colors.

Ebner/Gabelmann 423 H b. 1. Dube H 204. S6hn HDO 216-2. Signed and dated.
Monogrammed in printing block. 36,7 x 27,5 cm (14.4 x 10.8 in). Sheet: 49 x 39
cm (19.3 X 15.4 in).

Sheet 2 from the 6th annual portfolio of the artist group "Briicke. The
minimum print run reflects the number of passive "Briicke” members, at that
point 68 people.

Called up: June 10, 2022 — ca. 19.02 h + 20 min.

€ 80.000-120.000 R0 F
$ 88,000—132,000

PROVENANCE
- Private collection Baden-Wiirttemberg.
- Private collection Southern Germany (for around 30 years).

The color woodcut “Franzi Stehend (Stehendes Kind)“ is one of the
most important works of German expressionist graphics. It was
created in 1910/11 and published in the 6th annual portfolio of the
"Briicke” designed by Erich Heckel. The cover sheet for this work was
prepared by Hermann Max Pechstein. The portfolio includes the
most important graphic media: in addition to the color woodcut
"Franzi stehend (Stehendes Kind)“, a lithograph "Akte im Wald*“ and
an etching "StraRe mit FuBgangern® The edition of the respective
annual portfolio is based on the number of passive members of the
artist group, in 1911 there were about 68 people. The active members
of the "Briicke” present themselves and their aspirations for a new
and free art to the public through the jointly published print works.
In the period from 1906 to 1908, Heckel did not make color woodcuts.
From 1909 he used a new process based on Edvard Munch‘s accom-
plishments, in which the woodcut plate was sawn up. The colored
areas are sawn out of the wooden panel and individually saturated
with paint. In a next step, the colored and black parts are reassem-
bled and printed in one go. This avoids the overlaps in the edges and
gives you a flat print image. In 1910 the typical two-dimensional
"Briicke” style had been brought to perfection by Heckel, Kirchner,
Schmidt-Rottluff and Pechstein.

Lina Franziska Fehrmann (1900-1950), known as Franzi, is shown in
the woodcut offered here. She was about ten years old when she
met the "Briicke” artists in Dresden. Erich Heckel moved into his
studio at Falkenbriicke 2a at the end of October 1910. Starting this
year, Franzi appears as a motif in a wide range of poses and in all
techniques. She became an icon of the "Briicke” style, and is parti-
cularly common in works by E. L. Kirchner and Erich Heckel. Heckel's
studio can also be identified as place of origin of this woodcut, for
which a postcard to Maschka Mueller dated January 10, 1911 and a
drawing "Stehendes Kind“ from 1910 (Deutsche Bank Collection)

« Anicon of German Expressionism
« Very rare on the international auction market
« From the 6th annual ”Briicke“ portfolio

« Other copies of this woodcut are in renowned collections
like the Stadel in Frankfurt am Main and the Staatsgalerie
Stuttgart

N ¢
Erich Heckel, Stehendes Kind K “r{--\f K

—Franzi, 1910, pencil and India
ink on toned paper, formerly \-\
Collection Deutsche Bank. © }

VG Bild-Kunst, Bonn 2022

served as the template. The same background can be seen in both
the postcard and the woodcut: a hilly landscape covered with pine
trees, which is a wall hanging that has adorned Heckel's studio since
the beginning of the year, probably reflecting impressions of his trip
to Italy in 1909 and which can be found in many of his works. Heckel
also brought the influence of the Etruscan frescoes with him from
Italy, which are clearly reflected in this color woodcut. Franzi as a
semi-nude, a female figure determined by the contours, still a child,
in which femininity blossoms, framed by a flat, decorative back-
ground. The work is particularly impressive for its clear contours and
contrasting colors. It is one of the most beautiful sheets of the
"Briicke”. [SM]
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AUGUST MACKE

1887 Meschede/Sauerland —1914 Perthes-lés-Hurlus (France)

Madchen mit blauen Vogeln
(Kind mit blauen Vogeln). 1914.

Oil on canvas.
Heiderich 586. Signed and dated on the reverse. 60 x 82,3 cm (23.6 x 32.4 in). CH]

Find more information on www.kettererkunst.com

Called up: June 10, 2022 — ca. 19.04 h + 20 min.

€2.000.000—3.000.000 #/>
$2,200,000—3,300,000

PROVENANCE

- Artist’s estate / Elisabeth Erdmann-Macke (until 1928).

- Collection Dr. Erich Raemisch, Krefeld / Berlin / Freiburg i. B. (acquired from the
above in 1928 through the agency of Ferdinand Méller -1958).

- Collection Ellen Raemisch, Freiburg i. B. (inherited from the above in 1958).

- Ever since family-owned.

EXHIBITION

- Das junge Rheinland, KdInischer Kunstverein, Cologne 1918.

- August Macke - Heinrich Nauen. Gemalde, Graphik, Kestner-Gesellschaft,
Hanover, April 10 - May 12,1918, cat. no. 31 (titled "Kind mit blauen Vogeln“ and
the note "unverkauflich“[not for sale]).

- August Macke, Gesellschaft fir Literatur und Kunst (Dramatischer Verein),
Stadtisches Museum Villa Obernier, Bonn 1918.

- Neue Rheinische Maler, Kunstmuseum Bonn, December 1920.

- August Macke, Kaiser-Wilhelm-Museum, Krefeld, July to August 1924,
Westfalischer Kunstverein, Minster 1924/1925, Magdeburg 1924/1925,
Gesellschaft der Freunde junger Kunst, Brunswick 1925.

- August Macke - Commemorative Exhibition (Works from the artist’s estate).
Gemalde, Aquarelle, Graphik, Kunstverein Jena, October 18 - November 25, 1925.

- Spring exhibition 1928, Galerie Ferdinand Moeller, Berlin 1928, cat. no. 33 (with
the title "Kind mit blauen Végeln®).

- Deutsche Kunst unserer Zeit, Stadtisches Museum, Uberlingen, October 20 -
November 11,1945.

- August Macke. Commemorative Exhibition, Museen der Stadt KoIn in der Alten
Universitat, Cologne, June to July 1947, cat. no. 53.

- August Macke, Gemeentemuseum, The Hague, December 4, 1953 - February 1,
1954, cat. no. 76.

- Zeugnisse europdischer Gemeinsamkeit. Meisterwerke der Malerei und Plastik
aus europaischen Museen und Privatsammlungen, Stadtische Kunsthalle
Recklinghausen, Ruhrfestspiele, June 18 - July 30, 1954, cat. no. 138.

- August Macke 1887-1914, Kunsthaus Zirich, April 24 - May 30, 1954, cat. no. 69.

- Hundred Years of German Painting 1850-1950, Tate Gallery, London, April 25 -
June 10,1956, cat. no. 132.

- August Macke. Gedenkausstellung zum 70. Geburtstag, Westfalischer
Kunstverein, Westfalische Wilhelms-Universitat, Westfalisches Landesmuse-
um fiir Kunst und Kulturgeschichte, Miinster, January 27 - March 24,1957, cat.
no.109.

- August Macke, Stadtische Galerie im Lenbachhaus, Munich, July 6 - September
16,1962, cat. no.164.

- August Macke und die friihe Moderne in Europa, Westfélisches Landesmuse-
um fiir Kunst und Kulturgeschichte, Miinster, November 18, 2001 - February 17,
2002, Kunstmuseum Bonn, March 14 - June 2, 2002, cat. no. 173, p. 95 (with illu,,
no. 5, p. 96 and with color illu., pp. 99 and 329).

 Subsequent to the journey to Tunisia in April 1914, the artist
made some of his most important works (3 of 4 of the to
date highest prices were realized for paintings from this
specific year)

Today similar works can be found at the Kunstmuseum
Bonn, the Museum Ludwig in Cologne, the Museum of
Modern Art in New York and at the Saint Louis Art Museum

The painting "Madchen mit blauen Végeln“ was referred to
as a highlight in the artist’s oeuvre by his contemporaries

« It was one of the last five paintings the artist made in July
1914, shortly before mobilization

« Only two months later August Macke died in battle in the
Champagne on September 16, 1914

Discovery: The wanly varnished reverse side shows ”Drei
Frauen am Tisch” from 1912

» Family-owned for nearly 100 years

« Over the past twenty years only one comparable work was
offered on the international auction market

"I have been looking for a way to
express the yearning for the lost
paradise for some time now. |
think I managed quite well.”

August Macke to Elisabeth Gerhardt, his later wife, as early as in June 1905.
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August Macke‘s “Kind mit blauen Végeln® —

a profound masterpiece

Back in Bonn after his return from the joyful journey to Tunisia with
Paul Klee and Louis Moilliet at the end of April 1914, and after a few
days in Hilterfingen on Lake Tun and in Kandern in the Black Forest,
August Macke painted a series of paintings with a magic appeal in
the last few days before the mobilization on August 1st. He made
pictures with a color composition that shows a significantly different
lighting than it is the case with the artist’s previous works, in which
Macke realized this obvious and mysterious transcendence with a
perhaps even reduced palette. There are, for example, the pictures
"Madchen unter Baumen“ (Girls under Trees), "Rotes Haus mit son-
nendurchflutetem Park“ (Red House with sun-flooded Park), "Lesen-
der Mann im Park“ (Man reading in the park) and this very painting
"Kind mit blauen Vogeln“ (Child with blue birds). This child, who
wanders about in a dreamy, paradisiacal "enchanted forest” where
she encounters phantasmagorical blue-plumaged birds, seems to
have been lifted into another world in dreamy slow motion.

August Macke, Rotes Haus im Park, 1914, oil on canvas, Kunstmuseum Bonn.

August Macke, Lesender Mann im Park, 1914, oil on canvas,
Museum Ludwig, Cologne.

Elisabeth Gerhardt with August Macke, Bonn 1908. Foto: LWL

Magic harmonies

Macke had been occupied with the color contrast that can be ob-
served here for quite some time. On February 12,1914, he wrote from
Hilterfingen to the painter Hans Thuar, a childhood friend: “I have
discovered the following new aspect in painting. There are color
combinations, lets say a certain red and green, that move and flicker
when you look at them. If you, for instance, see a tree in front of a
landscape, you can either look at the tree or at the landscape; you
can't do both at the same time, because of the stereoscopic effect.
If you paint something spatial, the flickering color is a spatial color
effect, and if you paint a landscape and the green foliage flickers a
little in front of the translucent blue sky, that's because the green is
on a different level, also in nature, than the sky. Finding the color’s
space-forming energies, instead of just settling with a dead chia-
roscuro, is our most beautiful goal” (quoted from: August Macke,
Briefe an Elisabeth und die Freunde, Munich 1987, p. 319).

And that's exactly how Macke uses the strong yellow in our painting,
he lets itilluminate the grass-covered ground like bright light shining
from overhead spotlights, reflecting back onto the green foliage.
Magical, like on a theater stage, the artist immerses the tree trunks
in violet light. Incidentally, as Ursula Heiderich has asserted, these
clearly outlined trees testify to Macke’s intensive occupation with
Leonardo da Vinci, whose form inventions the young painter approa-
ched in his sketchbooks (Ursula Heiderich, August Macke. Zeichnun-
gen aus den Skizzenblchern, Stuttgart 1986, p. 41f. ).
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The acknowledged art historian Erich Franz aptly describes the mys-
terious, harmonious interplay of forms and colors in ”Kind mit blau-
en Vogeln“ contrasting it with Macke's painting "Modegeschaft”
(Fashion Store) from 1913: ”In the picture 'Modegeschaft” all colors
are clearly separated from one another and the surfaces are divided.
The painting ‘Madchen mit blauen Vogeln [...], on contrary, shows a
largely different 'style’. The colors smoothly blend into one another,
the forms are mostly rounded. The colors seem rather restrained; a
bright red is missing. Macke would say the picture was created from
a differentsensitivity’. Again, it's all about grouping and attributing
in this work, too. But there's nothing that has a subdividing function,
instead the brown-violet trees with their far-reaching branches, the
softly glowing yellow and its soft transitions to green, the harmo-
nious distribution of light and dark, the encounter of girl and birds
- all of this comes together in a slowly unfolding affection and
conflation. Even the exotic and cool blue of the birds partly reappears
in the green which emerges from the bright yellow in a cloudy fusi-
on. Despite all the tender intangibility, there is a slight hint of spati-
al depth, above all through the overlapping of the trees on the left
and the birds on the right. From this color space, the luminous yellow,
the solidifying tree forms, the glassy blue of the birds and the bright-
ness of the girl emerge as a gentle shimmer” (Erich Franz, in: ex, cat.
August Macke und die friithe Moderne in Europa, Ostfildern 2001, p.
).
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August Macke, Madchen mit blauen Vogeln (Kind mit blauen Végeln),
1914, oil on canvas.

August Macke, Modegeschaft, 1913,
oil on canvas, LWL Museum for
Art and Culture, Minster.

The quest for the lost paradise

Even in purely stylistic terms - in harmony, roundness, accord - the
core idea of "Kind mit blauen Vogeln“ is revealed: Paradise. In this
Garden of Eden unity prevails, not conflict, a gentle, almost primeval
interplay of man and nature becomes perceptible. And Macke also
borrowed the world of motifs from the iconography of paradise: as
early as in the late 15th century, northern Alpine painting often relo-
cated the biblical Garden of Eden to densely forested areas and inha-
bited it with an abundant fauna. Birds, in particular, which are asso-
ciated with a strong symbolic value in Christian art, traditionally play
animportantrole in these "paradise forests”. August Macke was most
certainly familiar with iconic representations of this motif, such as
Jan Brueghel the Younger's ‘Paradise Picture’, a version of which can
also be found in the State Museums in Berlin.

The idea of paradise is the key leitmotif in August Macke's work, es-
pecially in the last years of his life (cf. the exhibition catalog for "Das
(verlorene) Paradies. Expressionistische Visionen zwischen Tradition
und Moderne” at the August Macke Haus in Bonn in 2014/15, and the
book accompanying the exhibition "August Macke. Paradies! Para-
dies?” at Museum Wiesbaden 2020/21).

From an early point on, initially still close to Christian tradition, Macke
was occupied with the depiction of paradise. .

"I 'have been looking for a way to express the year-
ning for the lost paradise for some time now. |
think I managed quite well”, wrote August Macke
to Elisabeth Gerhardt, his later wife in June 1905,

(August Macke, Briefe an Elisabeth und die Freunde, Munich 1987, p. 52).

The young painter illustrated the handwritten letter with a sketch
showing his intimately united grandparents leaving paradise.
The idea of paradise can be traced from this early point on all the

August Macke, Adam and Eve leaving paradise, 1905, ink on
paper in a letter to Elisabeth, LWL Museum for Art and Culture, Miinster.

Jan Brueghel d.J., Paradies, around
1620, oil on canvas, private collection.

August Macke, Adam und Eva, 1910,
oil on canvas, private collection.

way to his last paintings. In concrete terms, the idea became mani-
fest in his examination of the subject of Adam and Eve with a Re-
naissance-like clarity in 1910, or, in a particular striking manner, in
the four-meter tall picture "Das Paradies”, which Macke painted
together with his dear friend Franz Marc on a wall of his studio in
1912. These works show how intensively Macke dealt with the pic
torial traditions and the world of ideas revolving around paradise.

August Macke and Franz Marc,
Paradies, 1912, joint mural in
Macke's studio in Bonn. The
work was taken off the wall in
1980 and brought to the LWL
Museum for Art and Culture.
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August Macke, Mddchen unter Biumen, 1914, oil on canvas, Bayerische
Staatsgemaldesammlungen, Miinchen

Dreamt daily paradise

In many cases, however, August Macke lets his very personal Garden
of Eden—and this is characteristic of his work—merge which (apparent)
everyday scenes. It is often the strollers in sunny parks or zoological
gardens, wandering about a world of leisure, beauty and relaxed
contemplation, with which he expresses his version of paradise. This
is made clear by the exclusion of everything burdening, the daily grind
—work, toil, and sorrow, of dramatic events and social realities, short-
ly before the outbreak of the First World War. It is a quiet, defined
world in which Macke paints his family in the well-groomed garden
in Bonn, far away from the daily hustle and bustly of the busy road
‘Bornheimer StraRe’ right behind the wall. It is an idealized world, like
in the 1911 ‘Blauer Reiter’ painting “Indianer auf Pferden” (Indians on
Horses), which shows his deep sense of immersion in nature’s rhythms.
Accordingly, the zoological garden, which Macke transforms into a
modern urban paradise, replaces the Garden of Eden on Earth.
Macke dreams the dream of a perfect, paradisiacal world in many his
pictures, and the power of the dream becomes the key to his work.
Macke's letters and drawings repeatedly provide account of his dreams.
The ever-recurring dream of paradisiacal unity with nature, the unifi-
cation of the outside world with the individual's inner nature. That is
why the atmosphere in Macke's pictures is often characterized by
something dreamy, motionlessness prevails in many works, and the
figures appear to be lost in reverie. They are observers, too, often with
their heads lowered and their eyes closed, conveying the impression
of a meditative state. In 1905, the young theater lover Macke read
“The World as Will and Representation” by Arthur Schopenhauer. "He
speaks about dreams in a very interesting way,“ Macke reported to
Elisabeth Gerhardt from Kandern on September 9, 1905 (August Ma-
cke, Briefe an Elisabeth und die Freunde, Munich 1987, p. 70).

August Macke, GroRer Zoologischer Garten, triptych, 1913, oil on canvas,
Museum Ostwall, Dortmund.

An Arcadian allegory

The dreamy also plays a prominent role in “Kind mit blauen Vogeln”.
In terms of motif, however, it is quite different from Macke's earlier
visions of paradise. In this work the artist paints neither a "Christian“
paradise scene nor the "everyday paradise” of a park or zoo with fa-
shionably dressed strollers. In a juxtaposition of “Kind mit blauen
Vogeln” with the compositionally similar triptych for the zoological
garden, we immediately notice the completely different, newly con-
ceived idea of paradise. In "Kind mit blauen Vogeln®, August Macke
pursues a new path to his personal vision of paradise.

A mysterious, even magical impression is what Macke's "Kind mit
blauen Vogeln“ leaves behind. What kind of scene is this anyway? The
girl appears to have come out of a small white house, which we see
in the exact middle of the picture’s upper margin. Interestingly, the
house does not disturb nature at all. It has stepped out of the building
into a true fairytale forest. Magical light shimmers through the trees’
dense foliage, the violet trunks sort of structure the picture in an almost
abstract way. Two exotic blue birds live in this this forest, and the girl
enters into a gentle interaction with one of the animals: she holds her
cupped hand out to the bird, looks down at its content, and the bird
does as the child. Through a deliberate overlapping of the scene from
the picture’s lower margin, Macke leaves the question as to whether
the child actually feeds the bird, or whether there is some kind of
magic bond between human and animal, unanswered. In any case,
this silent dialog between child and animal is touching, a mute, dre-
amlike understanding.

It is the connection between two actually conflicting worlds that
August Macke - taking up a common philosophical train of thought
- makes the subject of this painting: culture and nature. The child and
the house, both in the same shades of orange, white and pink, are
representatives of culture. However, the child - and only the child - can
succeed in establishing a paradisiacal connection with nature, with
its innocent nativeness, and become a part of it. With the protective
heart-shaped, arched branch that the big tree stretches over the child
and the birds, flora also seals this intimate connection.

What is reflected in "Kind mit blauen Vogeln“ is the idea of childhood
as a paradisiacal primal state in which man is still pure, primitive and
unspoiled. A"childhood paradise” - that's what the artist's widow calls
this picture.

Against this background, the historical title of the painting, "Kind mit
blauen Végeln” (Child with blue birds) has to be preferred to the title
"Madchen mit blauen Vogeln“ (Girl with Blue Birds) as used in the
catalog raisonné (which can only be attested to a few cases before

1945).

156 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com

“After his return [from the trip to Tunisia] he had thrown
himself into a work frenzy. At the same time, some of the
most important pictures of his oeuvre were in the studio.
Seventeen oil paintings were created in Hilterfingen (apart
from watercolors and drawings). He finished two of them
in Bonn. Over just a few weeks he made thirty-six pictures,
many of them very different from one another; it is almost
inconceivable how such a large number of pictures of the
best quality could be made. It was as if he was working

Left: Adrian Ludwig Richter, Schneewittchen, watercolor, 1869, Kupferstichkabinett ina frenzy, a fever, in order to achieve as much as pOSSi-

de‘rStaa‘tlichen N\uNseen zu Berlir?. Right: August Macke, Mddchen mit blauen Vogeln ble of what he had defined as his goal. To name jUSt 3

(Kind mit blauen Vogeln), 1914, oil on canvas.

few: there were the two still lifes with a bouquet of gla-
dioli,'Begonia with Apple and Pear’, two versions of ‘Child-
ren at the Harbour’, 'Duisburg Harbor’, the big red "House
in the Park’, ‘'Three Strollers’, "Women at the Zoo', 'Lands-
cape with Cows and Camel’, 'Child with Blue Birds’, '"Man

Reading in the Parkand the large ‘Girls under Trees’, which

was the last on the easel,” remembers Elisabeth Erdmann-

Macke in “Erinnerung an August Macke”

(Frankfurt a. M. 1987,p. 318).

These last paintings, which August Macke - the cheerful Sunday’s child
—created foreboding his own end, have an unexpected depth, melan-
choly and emotional strength. This is expressed in “Kind mit blauen
Végeln” as it is his account of a heartfelt wish for a long life in paradi-
siacal, innocent peace. With the last paintings, the artist also seems to
have liberated himself from influences he had grown fond of, such as

Katsushika Hokusai, Cranes, 2 sheets from the "Manga“ published 1814-1878. the ideas of Robert Delaunay, whom he highly valued and with whom
he was in close contact, and, of course, from Franz Marg, his alter ego
and close friend since 1910. In the last pictures mentioned here, August
Macke shows his colorist skills, his natural talent to invent mysterious
pictorial spaces. August Macke died in Perthes-les-Hurlus in Champa-
gne on September 26, 1914.

A historic painting

“Der lesende Mann im Park (Man reading in the park)
[..], Die Spazierganger (The Strollers), Das Madchen
mit blauen Vogeln (Girl with blue birds) are not only
highlights of Macke’s creation of this year, but of
German art of 1914 in general.”

Art historian, collector and curator Walter Cohen, 1924.

Whenever we look at the picture “Kind mit blauen Vogeln” we are
taken back to the year it was painted, 1914, on the eve of the First
World War. When August Macke painted this picture at the age of 27,

he suspected that he might not return from this war, that he will not
be able to continue his artistic work. He threw himself into a work

frenzy, pouring his whole soul into his last pictures, which he proba- August Macke, Landschaft mit Kiihen und Kamel, 1914, oil on canvas,
bly also felt to become his legacy. Kunsthaus Zurich.
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"All of the visitors recall the special magic of the Macke
picture ‘Madchen mit blauen Vogeln™.

Eva Moser, in: Hans-Dieter Mick (editor), Rtickkehr der Moderne. Die erste Nachkriegs-Ausstellung verfemter deutscher Kunst

1945-1995, Uberlingen 1995, p. 46.
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Loan list from Elisabeth Erdmann-Macke to the Ferdinand Méller Gallery, 1928,
Ferdinand Moller estate, Berlinische Galerie, BG-GFM-C, IlI, 1,166, I. 3.

KESTHNER-GESELLSCHAFT EY

AUGUST MACKE 1 |

HEINRICH NAUEN
CIRALALDH
CRAFIIK
e
Gallery Ferdinand Moller. —
directory of spring exhibition, ; 7
May 12 to June 12,1928, AV SOMDERALISSTHLLUNG

cover.

August Macke-Heinrich Nauen. Gemalde,

VERZEICHNMIS Graphik, Kestner Society, Hanover,

April 10 - May 12,1918, cover.

1914 to 1928

“Kind mit blauen Vogeln” remained in Macke's estate, which his widow
Elisabeth took over, until 1928. She writes her memoirs, takes care of
the estate and regularly furnishes exhibitions with works from the
estate. Elisabeth does a lot to make sure August Macke’s work will be
remembered long after his death. "Kind mit blauen Vogeln“ is repea-
tedly mentioned with praise in reviews of its historical exhibitions.
“Then there are a few more pictures from 1914, when he was at the
peak of his creativity. Among them, the ‘Dame mit griiner Jacke (Lady
with a green Jacket) and the 'Madchen mit blauen Végeln are parti-
cularly noteworthy,” wrote the renowned "Cicerone” on occasion of
the 1924/25 memorial exhibition in Brunswick (Der Cicerone 171925,
p- 381).

However, the first exhibition of “Kind mit blauen Vgeln” took place
a few years earlier: in Cologne in early 1918, when World War | wasn't
really over yet. Elisabeth notes in her journal: "This afternoon [..] sent
the 36 pictures to Cologne” — having unpacked the pictures together
with her artist friend Louise Koppel, she continues: "We looked at the
“Kind mit den blauen Végeln“ (January 22,1918, quoted from: Elisabeth
Erdmann-Macke, Tagebuicher Mai 1905—-Marz 948, Bielefeld 2021, p.
151). She does not mention any of the other 35 pictures by name, only
one: "Kind mit blauen Vogeln®.

It is not surprising that the work is noted ‘not for sale’ in the catalog
of the following exhibition at the Kestnergesellschaft in Hanover in
the spring of 1918.

In1920 an exhibition in Bonn followed, which remained unmentioned
in the catalog raisonné and which was organized by the “Gesellschaft
flr Literatur und Kunst*“ (Society for Literature and Art). In "Kunstchro-
nik“ Walter Cohen wrote a review - and once again highlights "Kind
mit blauen Vogeln™

"[..] August Macke's 'Lesender Mann’, as well as
the 'Kind mit blauen Vogeln® and the truly en-
chanting '‘Blumenteppich’ (Carpet of Flowers) are
among those pictures by the artist, who recently
received long-deserved posthumous success at
the Frankfurt memorial exhibition, which one
would most like to see in German museums.”

(Kunstchronik und Kunstmarkt, issue 11, December 11,1920, p. 210).

« »

But Macke's "Kind mit blauen Vogeln“ found its way into a private
collection. It is 1928, and an exhibition at the Ferdinand Méller gallery
in Berlin had been planned. Elisabeth Macke, who married Macke's
longtime friend Lothar Erdmann in 1916, still did not want to part with
“Kind mit blauen Vogeln®, and also had it labeled ‘not for sale in the
exhibition at Ferdinand Méller Gallery. But the change of ownership
still happened, and the work went into the best possible hands: the
picture became part of the Raemisch Collection.
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Erich Raemisch in the 19305, photography

The Collection Erich Raemisch

In the same year in which the prominent Krefeld lawyer, business-
man, political functionary and, last but not least, art collector Erich
Raemisch acquired "Kind mit blauen Vogeln®, the "Cicerone” wrote
about an Alfred Flechtheim exhibition richly equipped with loans
from private collections: “It is amazing and gratifying to see the
enthusiasm, love and artistic understanding with which modern
artis collected in the Rhineland. Diisseldorf, Cologne, Elberfeld and
Krefeld are the main centers. The collectors general director Noth-
mann, Josef Gottschalk and Alfred Wolff in Disseldorf, general
director Alfred Tietz in Cologne, the barons von der Heydt and Claus
Gebhard in Elberfeld, Rudolf Ibach in Barmen and the Krefeldians
Hermann Lange and Dr. Erich Raemisch, who are the greatest coll-
ectors of French Cubism in Germany, especially of Legers, made a
number of their most interesting works available” (Der Cicerone,
20.1928, p. 674).

Erich Raemisch was just 32 years old at tat time, but he had already
amassed a very impressive collection of progressive art. Raemisch
was born the son of a master stonemason in Prenzlau, Brandenburg,
on October 22, 1896. In 1922 he married the young widow Helene
baroness Teuffel von Birkensee, known as Ellen, who brought three
children into the marriage. He came into contact with the art scene
primarily through Ellen, née Arnthal: her brother was the painter
Eduard Arnthal, who also exhibited at Alfred Flechtheim’s gallery;
family ties to the famous collector and patron Eduard Arnhold also
existed.
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Raemisch, a lawyer and entrepreneur who was extremely success-
fulin the silk industry, to which he gave many progressive impulses
far beyond his branch, built up his important collection of modern
artas ofthe1920s. As a regular at, among others, Alfred Flechtheim,
it was not difficult for him to select exceptional works of Modernism.
The Raemisch Collection reflects the open and modern personality
of its owner, a man deeply connected with the present: Artists such
as Karl Hofer, Fernand Léger, Max Beckmann, Wilhelm Lehmbruck,
Georges Braque, August Macke and Paul Klee testify to both the
progressive character of his collection, as well as to Raemisch’s
excellent network in the art scene - in Krefeld, Disseldorf and the
Rhineland, as well as in Berlin, where he lived and worked as direc-
tor of the "Internationale Kunstseideverkaufsbiiro GmbH" from 1931
on.

In Berlin Raemisch was in close exchange with the artists of the
"Bauhaus” and the "Werkbund®, such as Ludwig Mies van der Rohe
and Lilly Reich. In 1927 the two realized the installation "Café Samt
und Seide” for Raemisch at the fair "Die Mode der Dame“ (Fashion
for Ladies) in Berlin and in 1929 the "Deutsche Seide” at the epoch-
making world exhibition in Barcelona. In the same year 1929, Rae-
misch became chairman of the "Vereinigung fuir Junge Kunst“ (As-
sociation for Young Art) in Disseldorf, for which he was active
together with the art historian and Macke expert Walter Cohen and
also with Walter Kaesbach, the director of the Diisseldorf Art Aca-
demy. He was also involved in the “Werkbund” and in the fall of
1931 he was even appointed second chairman alongside Ludwig Mies
van der Rohe. Raemisch was also a close friend of Hermann Lange,
a silk manufacturer, too, and, alongside Raemisch, Krefeld‘s second
big collector of progressive art.

And Erich Raemisch was also personally acquainted with Elisabeth
Erdmann-Macke, as the Raemisch couple was friends with Elisabeth’s
sister-in-law Kdthe Brie, the sister of her second husband Lothar
Erdmann. On August 28,1945, Elisabeth retrospectively noted in her
diary: "At that time we also stayed a night at the Raemisch's (Kaete's
friends) in Uhldingen and felt very comfortable” (Elisabeth Erdmann-
Macke, Tageblicher Mai 1905 — Marz 1948, Bielefeld 2021, p. 530).

Wilhelm Lehmbruck, Gebeugter
weiblicherTorso, 1912/13, plaster,
formerly Collection Erich Roman.
Sold by Ketterer Kunst
December 11, 2020,

proceeds: EUR 225,000

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

During the war, when times were hard, the Raemischs retreated to
Unteruhldingen on Lake Constance. Ellen‘s brother Eduard had to
flee from the National Socialists, and Erich Raemisch, who was "one
quarter Jew“according to the National Socialist’s racial theory, and
his wife Ellen, who was of Jewish origin, too, escaped the concen-
tration camp only through Arno Breker's intervention (National
Archives and Records Administration, Ardelia Hall Collection, Breker,
Arno (Sculptor) - Investigation And Denazification, p. 8s). Over
these dark years, Erich Raemisch was only able to preserve parts
of his art collection: “Unfortunately, we were only able to save a
part of our possessions, but at least a number of beautiful things.
The rest remained in our house in Zehlendorf and may have peri-
shed in the meantime,” he wrote to Ferdinand Méller on July 23,
1947 (Ferdinand Moller estate, Berlinische Galerie, BG-GFM-C, I
2,668).

Despite the serious changes, Raemisch was able to build on past
successes after the war. He now lived in Bad Soden and in Freiburg
im Breisgau, where he had attended university, unfolding political
impact as assistant interior secretary — and still had his finger on
the pulse of the times, he advocated design questions and reform
furniture. Raemisch was one of the founding members of the
"German Design Council“. The University of Freiburg promoted him
to the rank of honorary senator in 1957. Erich Raemisch died on
New Year's Eve 1958, just 62 years old. (On Erich Raemisch cf. Chris-
tiane Lange (editor), Bauhaus und Textilindustrie. Architektur, De-
sign, Lehre, Munich et al. 2019, pp. 47f.,, 367f.).

Erich Heckel, title page of the exhibition catalog
Deutsche Kunst unserer Zeit, Uberlingen, 1945,
woodcut, Collection Hermann Gerlinger, Wiirzburg.

FRER] INGEN S

“The Raemischs want to give August’s lovely ‘Kind mit blauen Végeln*
on loan“ — the unparalleled exhibition in Uberlingen in 1945

After the war, “Kind mit blauen Vogeln“ had its first big appearance
in the show "Deutsche Kunst unserer Zeit“ (German Art of Our Time)
in 1945. The aforementioned Walter Kaesbach, the great promoter
of Expressionism, who faced an occupational ban during Nazi dic-
tatorship that led him to a withdrawal into his inner self, planned
nothing less than the return of Modernism to German cultural life
in 1945 through a large exhibition under the self-confident title
"Deutsche Kunst unserer Zeit” In the autumn of 1945, the exhibiti-
on took place in the Urban Museum in Uberlingen, and Kaesbach's
friend Erich Heckel contributed a woodcut that hopefully symbolized
a new beginning, for the catalog's title. More than 150 top-class
works of modern art, ostracized until 1945, had been compiled for
the show. Even if the nationwide impact of the show was limited
due to travel restrictions between the occupation zones that were
still in effect in 1945, the importance of the exhibition "Deutsche
Kunst unserer Zeit" for art history can't be emphasized enough (cf.
Hans-Dieter Miick (ed.), Riickkehr der Moderne. Die erste Nachkriegs-
Ausstellung verfemter deutscher Kunst 1945-1995, Uberlingen 1995).
Erich Raemisch opened his collection for the great Walter Kaesbach,
whom he knew since the 1920s. In addition to his Beckmann painting,
he also gave “Kind mit blauen Végeln” into the exhibition. Elisabeth
Erdmann-Macke, who was living in Meersburg between 1945 and
1948, also came to the opening. She noted in her journal:

“Yesterday, on Sunday, trip to Uberlingen, where an
extra boat took us to the opening of the exhibi-
tion [..] Lots of interesting things in the exhibition,
daddy’s 'Kind mit blauen Vogeln® all alone on the
wall, a resting point emanating strong glow and
shine. What a dream world, like a childhood para-
dise, for which we feel a much stronger longing
after these years of darkness, the wild chaos and
the eternal threat and danger”

(unpublished diary by Elisabeth Erdmann-Macke, October 2,1945, archive of the August
Macke Haus, Bonn, quoted from: Christoph Bauer (ed.), Walter Kaesbach — Mentor der
Moderne, Lengwil am Bodensee 2008, p. 51).

These personal, even intimate words once again illustrate how much
the picture “Kind mit blauen Vogeln” meant to the artist’s widow.
May it will be just as meaningful to the new owner.
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August Macke, Frauen am Tisch, 1912

"It was as if he was in a frenzy, a
fever, in order to create as much of
it as possible,”,

recalled Elisabeth Macke once again in her memoirs of her husband.
In this "frenzy“ the artist also seemed to paint on the reverse side
of canvases that had already been painted, as it is the case here,
by making the motif unrecognizable with a primer in a few strong
strokes of the brush and clearly marking the reverse side as "dis-
carded” by placing the signature for the front side across it. Never-
theless, the scene in a room, that August Macke probably painted

Cf: August Macke, Drei Frauen
am Tisch bei der Lampe, 1912, oil
on canvas, private collection.
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at his house and studio on Bornheimer Straf3e in 1912, still is slight-
ly visible: Three female figures seated around a table, comparable
to the "Drei Frauen am Tisch bei der Lampe“ (Three women at the
table with a lamp) from 1912. Elisabeth Macke remembers these
sessions: “We, that’s my grandmother, mother and | [Katharina
Koehler, Sofie Gerhardt, née Koehler], were very busy with embro-
idery back then, according to August's drafts, which he sketched
right onto the fabric, so that there are some that do not have any
sketches [on paper] at all. In summer | was working on a large ta-
pestry with the two bathing girls and the oriental youths (today it
belongs to my son Wolfgang). We were all enthusiastic about the
work, in particular my grandmother, who stayed up late every
evening, wondering the next morning why her back hurt, she was
nearing 80! She embroidered so accurately and neatly, just like my
mother, who would still transfer patterns onto fabric years later.”
(Frankfurt am Main 1987, p. 256) [MVvL/AT]

Find more information on www.kettererkunst.com

Find more art-historical background information, images, videos and updates on www.kettererkunst.com




64
KATHARINA GROSSE

1961 Freiburg i. Br.—lives and works in Berlin

Ohne Titel. 2016.

Acrylic on canvas.
Signed, dated, inscribed with the work number "2016/1037“ as well as with a
direction arrow and the dimensions on the reverse. 300 x 200 cm (118.1 x 78.7 in).

Called up: June 10, 2022 — ca. 19.06 h + 20 min.

€180.000—-240.000 R/ F
$198,000—264,000

PROVENANCE
- Gagosian Gallery, New York (with the gallery label on the reverse).
- Private collection France (acquired from the above).

“As a child, | always played a game with myself: in the morning befo-
re | got up, | had to ‘paint® away all the shadows on the wall, on the
window sill or the lamp with an invisible brush. | became obsessed
with it. Looking at the world has always been connected to doing
something in it, with it or on it at the same time. Painting enables the
simultaneity of imagining and acting in an unusual way, because
there is no transmitter between me and my tools.” The artist shares
this memory in a conversation between with Hans Ulrich Obrist
(quoted from: Kunstforum, vol. 268, p. 60).

Katharina Grosse is primarily associated with her spatial works that
cover walls and furnishings, interior and exterior surfaces or three-
dimensional bodies. The exhibition "Katharina Grosse. It Wasn‘t Us,
in which the artist transformed the historic hall and the outside area
of the Hamburger Bahnhof - Museum fiir Gegenwart - Berlin into an
expansive picture, is just one late example. In any case, with these
spatial works, Katharina Grosse left the conventional pictorial space
by including the environment in the color design. This enables a com-
pletely new perception of space. Coating surfaces with colors takes
the world into another sphere and frees it from reality. The "brush
she uses is the paint spray gun. It is also remarkable that Katharina
Grosse creates transient works as the painting only exists for the
duration of the respective exhibition. The resulting space of imagina-
tion is therefore only a short dream in the large time window of art
history. Katharina Grosse's contribution to the Rockaway Beach revi-
talization project at MoMA PS1 shows that in every transience there
is also a new beginning. In 2012, Hurricane Sandy destroyed a former
military building, and the changing water levels on Atlantic coast of
Queens did the rest. With her spray gun, Grosse transforms this ruin
into a landmark that shines from afar. Her basic idea is that, despite
its devastation, this ruin shows what we need, a basic structure that
offers us protection.

The extent of Katharina Grosse's painting to space is repeatedly addres-
ses. What Katharina Grosse places demands from the screen is no less
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« This large-sized work in the characteristic refined spray
technique represents Katharina Grosse‘s monumental
spatial installations that helped her to great international
success

* The year our work was made, Grosse showed numerous
works in a comprehensive solo show at the Museum Frieder
Burda in Baden-Baden and also transformed a building in
New York into an artwork in context of the exhibition series
"Rockaway!“ organized by MoMA PS1in 2016

+ The following year she had year final breakthrough with her
first exhibition at Gagosian Gallery in New York

Katharina Grosse, Rockaway,
2016, acrylic on canvas, Fort
Tilden and Rockaway Beach,
New York. © VG Bild-Kunst
Bonn, 2022

interesting. The artist worked with brushes and broad brushes until
around 1998. The superimposition of colors was also at the core of her
early works. The technique she uses on the relatively small canvas is
the same as in the large spaces: she sprays, her "brush® is the paint
spray gun. Stencils are also used in the two-dimensional picture, with
which forms are limited, i. e. exactly the opposite of the overarching
spatial painting. Color areas superimposed on one another emerge in
a fine mist, which sometimes unite to form small islands of color or
color trickles, or unite to form new colors. The result is an imaginative
space that opens up a wide range of possibilities. The indifferent
nature of the surfaces in particular contributes to this. The aim of the
paintings is not to expand the given pictorial space, i. e. the format
given by the canvas. Rather, the act of painting is in the foreground
for Katharina Grosse. She sees painting as a processual practice, per-
meated by flow and resistance, both mentally and physically. Color
landscapes are created on the canvas, which are developed in a process-
oriented manner, conjuring diverse associations. This association is
even freer in the panel painting than in the monumental works that
always stand in the context of a certain location.

Even though the artist may not have intended that, an angel‘s torso
may be as possible association in our picture. In contrast to many other
paintings by Katharina Grosse, it is airy and free from aggression. Here
she has - to tie in with Katharina Grosse’s childhood memories - pain-
ted a magnificent and light picture over all the shadows. [EH]

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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ERNST WILHELM NAY

1902 Berlin—1968 Cologne

Maurische Madchen. 1948.

Oil on canvas.

Scheibler 412. Lower left signed and dated. Signed, dated and titled on the
reverse. 9o x 60,5 cm (35.4 x 23.8 in).

Up until August 7. 2022 the Kunsthalle Hamburg honors the work of E. W. Nay in
a grand retrospective exhibition that will also be on display at the Museum
Wiesbaden and the MKM Museum Kiippersmiihle fiir Moderne Kunst in
Duisburg.

Called up: June 10, 2022 — ca. 19.08 h + 20 min.

€ 90.000—-120.000 R/, F
$99,000—132,000

PROVENANCE

- Galerie Gunther Franke, Munich (1959).

- Collection Prinz Franz von Bayern, Munich.

- Galerie Thomas, Munich.

- Private collection Rhineland (acquired from the above in 1979.
- Ever since family-owned.

EXHIBITION

- Ernst Wilhelm Nay, Galerie Glnther Franke, Munich, October 1to November
10,1948, cat. no. 10 (with illu.).

- E. W. Nay, Kunstverein in Hamburg, Hamburg, April 3 - May 2, 1955.

- E. W. Nay. Peintures, Aquarelles, Gravures aux sucre 1938-1958, Galerie Les
Contemporains, Brussels, April 25 - May 15, 1958, cat. no. 5 (with a hand-num-
bered label on the reverse).

- German Art of the 20th Century. Painting and Sculpture 1905-1985, Royal
Academy of Arts, London, October 11 - Decemebr 22, 198s, cat. no. 210 (with
the exhibiton label on the reverse).

- Deutsche Kunstim 20.Jahrhundert, Staatsgalerie Stuttgart, February 8 - April
27,1986, cat. no. 208 (with color illu).

- Ernst Wilhelm Nay. Die Hofheimer Jahre 1945-1951, Stadtische Galerie im
Stadel, Frankfurt am Main, February 24 - May 23,1994, Museum der bildenden
Kinste, Leipzig, June 9 - August 21,1994, cat. no. 37 (with illu., p. 98, with a
respective shipping label on the reverse).

LITERATURE

- Werner Haftmann, E. W. Nay, Cologne 1960, p. 127 and p. 134 (with illu. 36).

- Aurel Scheibler, Ernst Wilhelm Nay. Catalog raisonné of oil paintigs, vol. |,
Colgne 1990, p. 272, cat. mo. 412 (with illu.).

- Werner Haftmann, E. W. Nay, Cologne 1991, pp. 138f. and p. 148 (with illu., no.
48,p.143).

- Yule F. Heibel, Reconstructing the Subject. Modernist Painting in Western
Germany, 1945-1950, Princeton 1995, p. 3 (with illu. no.1).

- Friedrich Weltzien, E. W. Nay - Figur und Kérperbild. Kunst und Kunsttheorie
der vierziger Jahre, Berlin 2003, pp. 200 and 240.

E. W.Nay in the studio in front of his pictures "Tochter der Hekate I“ and "Thais
und Anna“, 1945. © Elisabeth Nay-Scheibler, Cologne / VG-Bild-Kunst, Bonn 2022

« Splendid work from the peak of the "Hekate“ Pictures
(1945-1948), which marked Nay’s transition from figuration
to abstract painting

« The painting "Maurische Madechen“ is filled with the fierce,
fiery colors of an imagery entirely borne by the color

 Nay shows a particularly comprehensive repertoire of forms,
that already comprises circles and spindles, which would
become characteristic of the later Disc and Eye Pictures

» A work with an impressive international exhibition history,
among them the grand exhibition "German Art of the 20th
Century“ at the Royal Academy in London

 Nay showed the similar "Hekate“ picture "Gelbe Sitzende“
from the same year at the 24th Venice Biennial

» Comparable "Hekate“ paintings are at, among others, the
Pinakothek der Moderne, Munich, the Nationalgalerie
Berlin, the Sprengel Museum, Hanover, and the Museum
Ludwig, Cologne

166 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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After the end of the war, which Ernst Wilhelm Nay spent as carto-
grapher in France, he did not return to Berlin but to the idyllic town
of Hofheim am Taunus. Through the mediation of the artist and
gallery owner Hanna Bekker vom Rath, he moved into the abandoned
studio of Ottilie Roederstein, a German-Swiss painter who died in
Hofheim in 1937. Nay’s paintings, which he created during the six
years he stayed there, are filled with intense, burning colors. A pic
torial language based entirely on color, which initially remained
committed to figuration, culminated in 1945-1948 in the so-called
Hekate pictures. In 1948, Ernst Gosebruch, the director of the Muse-
um Folkwang in Essen, who was dismissed in 1937, spontaneously
named this work phase after the painting "Tochter der Hekate 1.

"Colorfuly dynamics“

The starting point of the Hekate phase are images dominated by
a figure or a pair of figures, whereby Nay was definitely inspired
by Picasso’s cubist-influenced human type of the 1930s and early
1940s. In a letter to his friend and collector Erich Meyer from De-
cember 28, 1945, he describes the aim of his artistic work as acti-
vating the pictorial space through color: "My pictures are strongly
colored and multicolored and painted in a very free manner. I am
just about to take a leap forward again. Colorful dynamics, surface
rhythm, ornament and relief, these have been my means up to now

to design the space of painting. So far | have been extremely cau-
tious about refraining from them - as is also the spirit of my art,
which magical, enchanting now more emphasized than before, - to

E. W. Nay, Tochter der Hekate |, 1945, oil on canvas, private collection.
© Elisabeth Nay-Scheibler, K6In / VG-Bild-Kunst, Bonn 2022

Exhibited at the 24th Venice Biennale: E. W. Nay, Gelbe Sitzende, 19438, E. W. Nay, Hirte I, 1948, oil on canvas, private collection.

Oil on canvas, private collection. © Elisabeth Nay-Scheiler, Cologne / © Elisabeth Nay-Scheibler, KIn / VG-Bild-Kunst, Bonn 2022
represent spatial depths with these means. That must happen VG-Bild-Kunst, Bonn 2022

now.” (quoted from: E. W. Nay 1902-1968. Pictures and Documents,
Munich 1980, p. 90)

Itis done with a sophisticated expansion of the palette. Color mixtu- ~ "The gttem pt to ana |yze the Hekate

res that have never been used before appear. The surface and depth

of the coloring open up a rich, highly differentiated spectrum for the piCtU res (1 945‘48) th rough their titles
pictures. The application of paint, here and there slightly impasto, WOUld proba bly be an intervention in

reinforces a peculiarly valuable relief effect, as if it were a question of

"His powerful, colorful pictures are considered a bridge between art before and extremely strange structures.”If we review the main works of this  his work that the artist would hardly
; ; ; year 1948, it is not difficult to identify preliminary stages, parallels, . . .
after the Se‘co‘nd World War, between expressmmsm abstrz‘ac’uon and frge ihich are grouped atound the tableas manfests and cven aurpseWanNT, since Nay himself veiled the
gestural painting after 1945, between German and international modernism.” tinterms of painting The Moorish gis in brllance of brown,g0ld  meganing and content of his Hekate

ocher and yellow and the costliness of their decor still maintain the

connection to the radiant series of pictures of the late Hekate period. piCtU res with a stran ge title”
But the pictorial mechanism has become clearer, the spatial figure is
more planar and precise, the form is larger and calmer. The sharpness
of the 'shepherd’ quietly begins in the formal , to announce®, says
Werner Haftmann about his friend’s work (quoted from: E. W. Nay,
Cologne 1960, p. 134).

The painting "Moorish Girls“ is a picture painted entirely out of the
color. A fan-shaped hand, open eyes pointing to a face, and two roun-
ded shapes in the mid center, which evoke the back view of a figure,
are revealed to the viewer who is familiar with Nay’s formal vocabu-
lary. Avocabulary that already includes the circular and spindle forms

Press release from the Hamburger Kunsthalle on the occasion of its current retrospective, quoted from: www.hamburger-kunsthalle.de/ausstellungen/ernst-wilhelm-nay.

Elisabeth Nay-Scheibler, in: E.W. Nay. Die Hofheim Jahre 1945 bis 1951,
Frankfurta. M. 1994, p. 69.

that are so characteristic of Nay's later disc and eye images. [MvL]
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CINDY SHERMAN

1954 Glenridge/New Jersey —lives and works in New York

Untitled #282.1993.

Color photograph. C-Print.
Signed, dated and numbered on the reverse of the frame. One of just 6 copies.
229 X 153 ¢cm (90.1 x 60.2 in), nearly the full sheet. [CH]

Called up: June 10, 2022 —ca. 19.10 h + 20 min.

€ 450.000—550.000 R/D.F
$495,000—605,000

PROVENANCE
- Metro Pictures, New York (with the gallery label on the reverse).
- Collection Lothar Schirmer, Munich (acquired from the above in 1993).

EXHIBITION

- Cindy Sherman. Photoarbeiten 1975-1995, Deichtorhallen, Hamburg, May 25
- July 30,1995; Malmé Konsthall, August 26 - October 22, 1995; Kunstmuseum
Lucerne, December 8, 1995 - February 11,1996, cat. no. 64 (with full-page illu.,
with two respectively inscribed labels on the reverse).

- Collection Lothar Schirmer. Von Beuys bis Cindy Sherman, Kunsthalle Bremen,
May 16 - July 25,1999; Stadtische Galerie im Lenbachhaus, Munich, August 7
- September 26,1999, p. 356, cat. no. 300 (with illu. on p. 275).

- Cindy Sherman, Jeu de Paume, Paris, May 16 - September 3, 2006; Kunsthaus
Bregenz, November 25, 2006 - January 14, 2007; Louisiana Museum of Modern
Art, Humlebaek, February 9 - May 13, 2007; Martin-Gropius-Bau, Berlin, June 15
- September 10, 2007, p. 319 (with full-page illu., different copy).

- Cindy Sherman. Untitled Horrors, Astrup Fearnley Museet, Oslo, May 4 - Sep-
tember 22, 2013; Moderna Museet, Stockholm, October 19, 2013 - January 19,

2014; Kunsthaus Zirich, June 6 - September 14, 2014, p. 227 (with fiull-page illu.

on p.182).

LITERATURE

- Harper’s Bazaar, May 1993, p. 146 (with full-page illu.)

- Gisela Neven Du Mont, Wilfried Dickhoff (editors), Kunst heute, Sherman no.
14, Cologne 1995, p. 48 (with full-page illu., presumably different copy).

- Paul Moorhouse, Cindy Sherman, New York 2014, p. 56 (with full-pageillu.,
presumably different copy).

Caravaggio, Medusa, 1597, oil on canvas on panel, Uffizien, Florence.

+ Cindy Sherman is one of the most important artists and
influencers of our time

In the photographs we see women in changing roles, a whole
encyclopedia of female poses, gestures and body images

« From Sherman’s second "Fashion Series* (1993) for Harper’s
Bazaar

Part of the Lothar Schirmer Collection since the year of its
creation

One of only six copies, two of which are in the collection
of the Museum of Fine Arts in Boston and the Carnegie
Museum of Art in Pittsburgh

In the last ten years alone, the Museum of Modern Art and
the Whitney Museum of American Art in New York, the
Fondation Louis Vuitton in Paris, the San Francisco Museum
of Art, the National Portrait Gallery in London and the
National Museum of Modern Art in Kyoto, among others,
have presented large-scale solo exhibitions of the artist’s work

 Sherman participates in the 55th Venice Biennale in 2013

« Since 2021 the artist has been represented by the renowned
gallery Hauser & Wirth

170 KETTERER KUNST Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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Cindy Sherman, 2019, photo: Inez and Vinoodh.

She works as a director, actress, stage- and costume designer, she is
responsible for make-up and lighting, and in the background she
acts as a perception psychologist in order to draw the viewer’s at-
tention to the details of her production. Her medium is the camera,
the New York studio her stage. On the art marketplaces, she fetches
the highest prices in the field of photography. Circling the essence
of her portrait art, her Munich collector and publisher Lothar Schir-
mer once spoke of "single-person and single-image films®. This is so
apt because it shifts her style into the open, into the sphere of works
between art and cinema, between painting and photography, bet-
ween performance and self-design. And because he is referring to
the dazzling paradox in the artist’s work: we see women in changing
roles, there are now hundreds of them, a whole encyclopedia of
female poses, gestures and body images. And yet, on closer inspec-
tion, it is always only one, namely the artist herself, whose persona
is reflected in the multitude of these women. The American artist
Cindy Sherman (*1954) glides through the centuries, studying fema-
le attitudes, airs and graces and archetypes, comparing them with
female figures from the history of modern art, film and everyday
life. She studies the how the legs are crossed, the shape of the breasts,
the gaze, the fall of light and shadow, the folds of the fabric. She
appropriates her performance gestures, mixes and recycles them
into captivating monodramas in front of her camera. She is just as
interested in the mythical as in the trivial, in female perpetrators
and victims, in big screen icons and in nameless pin-up girls.

Cindy Sherman, Untitled #413, 2003,
chromogenic color print.
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Cindy Sherman, Untitled Film Still #54, 1980, gelatine silver print.

Photography and performance

Sherman’s early series "Untitled Film Stills“ (1978/79) and "Center-
folds” (1981) are among the incunabulas of post-modernism today.
None of the photographs show an authentic film image, the scenes
are all fictitious. Nevertheless, they awaken a feeling of familiarity
in us, of a déja vu with the celebrity ladies and divas from the his-
tory of film. In fact, Sherman compresses traces of our visual me-
mory into something thoroughly artificial. The represented body
does not exist; and the performing body, pressing the self-timer,
confronts us with an aggressively averted or blank, frozen gaze. The
message of these looks seems strange, almost uncomfortable: Here,
in this woman’s body, no one is at home any longer. The subject is
gone, undressed, it has disappeared behind all the fame, glamor and
self-optimization. In her later series of sad clowns, Sherman exag-
gerateed the blank stare into a grotesque.

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

"The photos in Harper's Bazaar are more about a little odd story that has

nothing to do with beauty or the like. | wanted to stage the characters so

that they are neither about beauty nor about ugliness.”

Cindy Sherman in a talk with Wilfried Dickhoff, in: Sherman. Kunst heute, no. 14, Cologne 1995, p. 46.

Body images from history

It is always interesting to zoom in on the individual scenographic
elements of her art of self-portrayal to find out what exactly looks
familiar to us here, where we think we know it from and how the
artist stages it. What is shown, what is hidden? Which sources,
which visual worlds are used here artistically?

"Untitled #282°, from 1993, is part of a serial work. The photograph
is part of Sherman’s second fashion series, in which she restages
body images from the historical fundus in the setting of a fashion
shoot. Awhole ensemble of femininity projections is used here like
a game of deception. First, there is the translucent dress, which
nestles like a net around the pale, stretched-out abdomen. It is a
design by French couturier Jean-Paul Gautier. His trademark is the
mixing of genders, social classes, cultures and materials. Through
the reinterpretation of corsages and tulle fabrics, he gave the fe-
male body an altered provocative visibility and a new idea of \
u8203\u8203 beauty. To this day, many celibrities prefer the eccen-
tric outfits from his Maison. Madonna, Kylie Minogue or the fema-
le figures of Pedro Aldomovar wear his costumes. Jean-Paul Gaul-
tieris the designer of pop culture and show business. And he’s from
the same generation as Cindy Sherman. Perhaps the models on
some fashion spreads don’t look entirely coincidental like Sherman’s
early female characters. Of cool elegance, very sexy and occasionally
lost in front of high architectural backdrops or interiors of a beau-
tiful appearance.

The stereotypical posture of an odalisque is easier to identify,
masterfully staged in similarly lush divan and cushion compositions,
surrounded by patterned screens or draperies by artist predecessors

Jean-Paul Gaultier, Glen Martins, spring line 2022, Look 31.
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Jean Auguste Dominique Ingres, Grande Odalisque, 1814, oil on canvas, Louvre, Paris.

such as Jean-Auguste-Dominique Ingres, Henri Matisse, Auguste
Renoir or Ernst Ludwig Kirchner. Sherman self-confidently hijacks
the male muse motif and transforms it into a self-portrait of an
artist. What else is easy to decipher is Caravaggio’s "Head of Me-
dusa“ with the snake hair, wide, glowing eyes, mouth open in a
scream of horror. Just a reminder, after all, it is impossible to re-
member every thought-terminating cliché from the world of the
gods: surprised by Athena while flirting with Poseidon, the goddess
transformed the erotically over-talented Medusa into an ugly mons-
ter as punishment. The sight of her should turn anyone to stone.
There was only one trick to evade this aggressive ability, and that
was via a view-redirecting mirror, which Athena eventually gave to
Zeus' son Perseus in order to be able to decapitate Medusa unsca-
thed — which Perseus successfully did. In "Untitled #282 the ca-
mera becomes a mirror that allows or even forces us to look at
Medusa'’s face. Cindy Sherman has secularized this gaze — one of
the most famous and powerful ones in our cultural history and art
history —made it lifeless and dull. Its "deadly emptiness” (Elisabeth
Bronfen) is the focus of the picture, it catches the voyeuristic vie-
wer at eye level.
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Virtuoso theator of melancholy

And if one wanted to, we could make out a complicit call to her artist
colleague Joan Jonas. In her live performance "Organic Honey" from
the early 1970s, the grande dame of feminist video and performance
art brings a whole range of her later signature attributes, including
mask, mirror and fan into play. In a mirror ritual, Joan Jonas simul-
taneously stages herself and her masked double in front of the ca-
mera. Masquerade and self-reflection overlap in transparent hippie
chic, feathered Medusa wigs and oriental jewelry. "Organic Honey"
could be the artificial name of a drag queen today, back then it
served as an alias for Jonas’ double. Cindy Sherman'’s Freeze version
is like a salute to the experimental performance scene of the sixties
and seventies, in which women began to use their bodies as a me-
dium. Twenty years later, Jonas’ dancing game freezes into a film
still with a fan, in which one of the most important contemporary
artists and influencers winks at her big New York neighbor. Quote
or coincidence? We can’t read minds, but we can almost physically
feel how in Cindy Sherman’s virtuoso theater of melancholy all tra-
ces of the image find their space, respect and deeper meaning.
Marietta Piekenbrock

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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EGON SCHIELE

1890 Tulln—1918 Vienna

Selbstportrat. 1913.

Pencil drawing.
Kallir supplement D 1425a. Lower right signed and dated. With the estate stamp
on the reverse. On creme wove paper. 45,7 x 28,7 cm (17.9 x 11.2 in), size of sheet.

Called up: June 10, 2022 —ca. 19.12 h + 20 min.

€ 80.000-120.000 R
$ 88,000—132,000

PROVENANCE

- From the artist's estate (with the estate stamp on the reverse).
- Serge Sabarsky, New York.

- Private collection Southern Germany (since the 1970s).

- Ever since family-owned.

LITERATURE
- Jane Kallir, Egon Schiele. The Complete Works, New York 1998, supplement, p.
672, cat. no.1425a (with illu.).

The young Egon Schiele found his very own, unmistakable style, a
clearly Austrian form of Expressionism, as early as in 1910. In 1909,
after just two years of studies, he left the Vienna Academy of Fine
Arts and founded the the "Neukunstgruppe” (New Art Group) with
former fellow students in protest against the conservative views
taught at the academy. Schiele’s works, his provocative, often gro-
tesque nudes and idiosyncratic self-portraits are both symptomatic
and groundbreaking for his time. With his work, Schiele finds "visu-
al analogies on the level of fine arts for those in philosophy, psycho-
logy, literature and theater in Vienna around 1900 that were the
subject of so many different crises of the individual“ (www.leopold-
museum.org/de/sammlung/egon-schiele). Schiele’s works, and in
particular his self-portraits with twisted limbs, wide open eyes and
mouths, attitudes and proportions stretched to extremes and strai-
ned, are an expression of the loss of control felt at the time and the
existential crisis of the individual. This can also be seen in the drawing
offered here, both in the facial expression, the open mouth and the
posture of the larger self-portrait turned sharply to the left, as well
as in the almost angry look of the strangely crooked smaller self-
portrait. From 1910 until his far too early death in 1918 at the age of
only 28, Schiele not only dealt with the extreme, sometimes com-
pletely deformed postures and poses in his self-portraits in an almost
manic and obsessive manner, but also in particular with his own
psyche. In this reflection of one’s own existence and its contradic

» Masterly drawing with a poised and precise line

 Double self-portrait: Schiele depicts himself in two different
poses

« One of only five self-portraits on paper offered on the
auction market over the past ten years (source: artprice)

e From the artist’s esate

« Part of the same private collection for more than 40 years

"When | see myself entirely, | will have to know
myself and also know what | want, not only
what is going on inside of me, but to what
extent | am able to see what means are mine,
what mysterious substances | am made of, how
much more of what | recognize, what | have
recognized in myself up until now.”

Egon Schiele in a letter to Oskar Reichel, September 1911, quoted from: Egon Schiele
Jahrbuch, vol. |, Vienna 201, p. 121.

tions, as well as in the exploration of human and one’s own sexua-
lity as artistic inspiration, depictions with exaggerated, sometimes
ugly, sometimes even disturbing facial expressions, grimaces and
gestures emerged in these years. His oeuvre, which focuses on the
figure, the nude and the self-portrait, thus functions as a depiction
of the emotional mood radicalized and dramatized by Schiele, which
ultimately made him one of the most influential, dazzling and pro-
bably most interesting figures of Viennese modernism. [CH]

Anton Josef Trcka (attr.), Egon Schiele, Selbstportrat mit

Egon Schiele, 1914, photograph, hochgezogener Schulter, 1912,
private collection. oil on panel, Leopold Museum, Vienna.
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by



63
EDVARD MUNCH

1863 Loyten —1944 Ekely near Oslo

Madchen auf der Briicke. 1918. « Copies from this final state of ‘"Madchen auf der Briicke‘ in

this brilliant color variant have only been offered three

Woodcut with zincography from several plates. . . .
times in the past 35 years (artprice.com)

Woll 628 11l (of 11). Schiefler 488. Signed. On wove paper.

49,6 x 42,9 cm (19.5 x16.8 in). Sheet: 62,3 x 52 cm (24.5 x 20.5 in). + In 2016 the painting "Madchen auf der Briicke“ (Girls On A
Printed by Nielsen. [AM]

Bridge, 1902) was sold for 54 million Dollar, it was the
Called up: June 10, 2022 = ¢a. 19.14 h + 20 min. artist‘'s most expensive work ever on the international

€160.000 —200.000 R/ auction market

$176,000-220,000  Our woodcut marks the peak of this famous motif series
PROVENANCE « Other copies of this woodcut are part of the collections of
- Private collection Hesse. the Museum of Modern Art, New York, the Munch-Museet,

Oslo, and the Museum of Fine Arts, Boston

Edvard Munch, Der Schrei der Natur, 1893, tempera and
pastel on board, Norwegian National Gallery, Oslo.
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Edvard Munch, Madchen auf dem Pier, um 1901, Ol auf Leinwand,
Nasjonalgalleriet, Oslo.

The importance of the medium of prints in the artistic oeuvre of
Edvard Munch can hardly be overestimated. This plays a central role
in the content and formal examination of his pictorial motifs. He
skillfully uses the properties of the printmaking process to experi-
ment with different parameters of expression in the most differen-
tiated way. In this regard, he not only plays out the facets of printing
techniques, but also opens up completely new design paths.

Once a motif has been found, Munch picks it up again and again. In
his search for the perfect pictorial solution, he changes forms, style
and coloring through to the technology used, in order to increase
the expressiveness of his depictions. The variation in color design in
his sheets is an outstanding feature of some special works. In this
context, the painter Paul Herrmann reports in an impressive anec
dote of a meeting with Munch in a printing shop: "Munch comes,
stands in front of the line, closes his eyes tightly and blindly directs
his finger through the air: &gt;Print. gray, green, blue, brown.' [&hel-
lip;] The printer printed like this until Munch came back and blindly
ordered again: 'Yellow, pink, red&hellip;" And he did so a couple of
times.“ (Quoted after Erich Blttner, Der leibhaftige Munch, in: Jens
Thiis, Edvard Munch, Berlin 1934, p. 92.).

In the case of the woodcut offered here, the creative process could
have taken place in a similar way. Several color variants of the print
are known, which Munch printed in black or blue from the wood
printing plate, as well as in various combinations of shades of yellow,
orange, green and dark blue from one to four lithographic zinc plates.
The combination of several printmaking processes, which underlines
Munch‘s experimental handling of these forms of expression, is very
rare in his oeuvre.

Edvard Munch, Madchen auf dem Pier, 1905,
Holzschnitt, Munch-museet, Oslo.

Edvard Munch, Madchen auf der Briicke, 1918, Holzschnitt
mit Zinkographie, Exemplar des 2. Zustands.

"Go ahead and print [..] gray, green, blue, brown.”

(Edvard Munch quoted from: Erich Buttner, Der leibhaftige Munch, in: Jens Thiis, Edvard Munch, Berlin 1934, p. 92.)

In the various color versions, the artist presents us a motif that he
has continuously developed over more than thirty years in paintings
and graphic works. In 1901 he created the first of a series of twelve
paintings, ten of which are in the collections of international muse-
ums. Itis a view of the town of Asgardstrand near Oslo, where Munch
spent several summers. From 1899 on he rented a house there, which
he later bought. He positions the three female figures in our wood-
cut on the railing of the bridge that leads to the place’s jetty for
steamboats. All three face the water, they fulfill the traditional
function of figures from the back and draw our attention to the
houses, trees and bushes in the background, which Munch effectively
reflects on the surface of the water.

Through the virtuoso processing of the wooden stick with the gouge,
Munch succeeds in achieving a captivating pull- and depth effect.
In particular, the expressive and yet sensitively set lines in the area
of the bridge are reminiscent of Munch'’s probably best-known pain-
ting "The Scream®. In the structures created with masterly concise-
ness, he incorporates the characteristics of the wooden block and
thus develops an atmospherically effective and powerful pictorial
statement that sets this woodcut apart from the other depictions
of the famous series of motifs.

The third and final state of the depiction, to which our sheet can be
assigned, has a special feature in this regard: in this final reworking
of the wooden block, Munch left out the areas that were printed in
the dress of the figure in the middle and brought the effect with the
resulting color accents of his composition to perfection. Not only in
the context of this fascinating series, but also in Munch’s prints as
a whole, the depiction can be considered one of the expressive
highlights for its unique execution. [AM]

Postcard from Munch to Gustav Schiefler, Munch Museet Archiv, Oslo.
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GABRIELE MUNTER

1877 Berlin—1962 Murnau

AuRere Wienerstrale (Altminchen). 1934.

Oil on cardboard.

Verso signed, dated and inscribed "31/34". Verso with a stamped label "986". 33
X 45 cm (12.9 X 17.7 in).

The picture is mentioned in the artisst‘s work list from 1934 under the number
31.

Accompanied by a written confirmation from the Gabriele Miinter- and
Johannes Eichner-Foundation from April 29, 2022. The painting will be included
into the catalog raisonné of paintings by Gabriele Miinter.

Called up: June 10, 2022 —ca. 19.16 h + 20 min.

€100.000—150.000 />, F
$110,000—165,000

PROVENANCE
- Dalzell Hatfield Galleries (1961) (with a label on the reverse)
- Private collection USA (ever since family-owned).

In the second half of the 19th century, Munich’s population had shot
up by a four-fold. On the high bank of the Isar, the families who had
come from rural regions lived in cramped ‘Herbergshauser. When
Gabriele Miinter painted these houses in 1934, many of them were
already a thing of the past. The small, differently aligned houses were
built of wood and stone, and were often only separated from each
other by narrow streets. From the turn of the century, more and more
stately apartment residences were built instead, they still characte-
rize the districts of Haidhausen and Bogenhausen today. But Miinter
was interested in the simple people and their surroundings, here on
the outskirts of the big city that the Nazi regime had declared the
‘capital of the movement’. She was looking for the remains of the
incorporated village settlements in the city.

Ever since her first visits to Murnau, Gabriele Miinter hds included
village life in her canon. In addition to the depictions of landscapes,
she found one of the most important themes in her oeuvre in her
town- and cityscapes. After depicting houses and street scenes in
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* This is one of the very rare Munich views by Gabriele
Miinter characterized by clear objectivity

« A bright and expressive palette that ties in with that
of her days in Murnau

 Wistful view of the apparently rural "Altmiinchen“

« The few still existing houses of the type that Miinter
depicted here were declared a historic monument

Gabriele Minter, Miinchner
Vorstadthauser, 1934, oil on
board, private collection

© VG Bild-Kunst, Bonn 2022

the 1920s in a somewhat more distanced and broader way, Miinter
returned to the colorful, condensed expressiveness of the early Mur-
nau years in the early 1930s. Some of her most famous paintings were
created at that time, among them ”"Das Russenhaus® (The Russian
House) from 1931 ( Stadtische Galerie im Lenbachhaus, Munich). Ano-
ther view of the "Muinchner Vorstadthauser” (Munich suburban hou-
ses), similar to our painting in terms of motif, from 1934 is also known
and has featured in several exhibitions. “Aussere Wienerstral3e” shows
these small cramped craftsmen’s houses with great immediacy. The
modern city with its streets, sewers and green spaces is still a thing
of the future for the depicted location. Turquoise shades of green
determine the color palette alongside reddish brown and light brown,
and even the small section of the sky is only illuminated by subdued
sunlight. A gray cloud is just passing in the sky. Gabriele Miinter
consciously formulates completely contrary to her depictions of rural
clarity. This expressive work shows the importance of Gabriele Miin-
ter as a clear and thoroughly critical observer. [EH]

Find more art-historical background information, images, videos and updates on www.kettererkunst.com
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OTTO MUELLER

1874 Liebau/Riesengebirge —1930 Obernigk bei Breslau

7Zwei Madchenakte (Z\Nei stehende Madchenakte « This chalk drawing in soft watercolors has an eventful
unter Baumen / Zwei Madchen neben Baum- provenance
stammen stehend). Um 1923. « The artist sketches the well-balanced and well-proporti-

Watercolor and color chalks. oned bodies in simple, swift and poised lines

Von Littichau/Pirsig-Marshal P 1923/25. Signed and dated "Otto Mueller 23 « Impressive large-sized drawing

(barely legible) in lower right. On wove paper. 68,4 x 52 cm (26.9 x 20.4 in), the . .
full sheet.  Otto Mueller‘s multi-figure nudes are his most sought-

) after works on the international auction market
Called up: June 10, 2022 —ca. 19.18 h + 20 min.
€ 80.000-120.000 R/P
$ 88,000—132,000

PROVENANCE

- This work is free from restitution claims.

LITERATURE

- Wenzel Nachbaur, Otto Mueller Werklisten, Archive Roman Norbert Ketterer,
Kirchner Museum, Davos 1950s, illu.

- Stuttgarter Kunstkabinett, Roman Norbert Ketterer, auction 31, lot 741 with
plate 41.

- Annegret Janda, Jorn Grabowski, Kunst in Deutschland 1905-1937. Die
verlorene Sammlung der Nationalgalerie im ehemaligen Kronprinzen-Palais.
Kunst in Deutschland 1905-1937 in der Alten Nationalgalerie, Berlin 1992, cat.
no.342.

- Mario-Andreas von Littichau, Tanja Pirsig (editor), Otto Mueller. Catalog
Raisonné of Paintings and Drawings (CD-ROM), Munich 2003, extended
edition Essen 2007/08, p. 329.

- www.geschkult.fu-berlin.de/e/db_entart_kunst/datenbank/ (Degenerate Art
no.: 12152).
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Bathers in ponds and lakes or girls sunbathing in nature, always youthful
nudes, are the artist’s style-defining motifs: countless variations on a
seemingly inexhaustible theme, which Otto Mueller describes in 1919 in
the foreword to his first solo exhibition at Cassirer as the goal of his ende-
avors, "to express the feeling of landscape and people with the greatest
possible simplicity*“.

Enclosed by nature

With the greatest possible simplicity and search for originality, Mueller
made a watercolors of two girls standing next to and in front of a tree with
several trunks on a sandy ground covered with reeds. The artist sketches
their balanced and well-proportioned bodies with simple, quickly and
confidently drawn lines, and uses soft colors to lift the girlish figures out
of the surrounding nature. The heads are mostly bent slightly forward, their
faces framed or covered by chin-length hair. The harmony between the
girls and the details of the landscape is obvious, like "a fugue of the most
beautiful leisure, which determines each individual composition as an
elementary figure®, according to art critic Willi Wolfradt in 1929, characte-
rizing Otto Mueller's world of images. With poetic prose, Willi Wolfradt
describes these girls in comparable compositions: “Young nakedness, slim
and brittle in stature and demeanor, crouches casually in the grassy banks
of ponds surrounded by forests, entered into the holy inactivity of nature”
(quoted from: Das Kunstblatt, issue 6, Berlin 1922, pp. 142ff.).

Especially the often clearly desired, as well as deliberative distribution and
interlacing of things in Mueller’s art, the equally tuned, euphonious as well
as subtly composed variations are reminiscent of the structure of Paul
Cézanne's texture. However, Otto Mueller - whose intense and direct ex-
amination of Cézanne is assumed here - seems to have reduced the plastic
body formation in nature even more, and also simplified the various body
gestures of the sitting, squatting, standing figures towards one another.
Berlin was the place where the art of the French Impressionists was parti-
cularly cultivated and where, in addition to the gallery owner Paul Cassirer,
the painter and long-time chairman of the Berlin Secession Max Liebermann,
the then director of the Berlin National Gallery Hugo von Tschudi, as well
as the art critic and writer Julius Meier-Graefe advocated for the modern
art of the western neighbors.

Encounter with the Briicke artists in 1910

The encounter with Ernst Ludwig Kirchner and Erich Heckel in Berlin in the
spring of 1910 on the occasion of a joint exhibition at the gallery ‘Macht’
not only was the beginning of a close friendship between the two very
different "Briicke” artists. This encounter also had an extraordinarily im-
portant, if not overtly visible, influence on Otto Mueller’s style. Kirchner
and Heckel’s experiences during excursions with their models into nature,
the way in which and at what distances from the artists the models moved
in the lake landscape near Moritzburg, immediately aroused Mueller's in-
terest, as he had previously, as early as in 1901, for the first time approached
similar subjects during summer stays on Hiddensee or on Fehmarn around
1908. Even in the years in which the artists went vacationing together, for
example to the island of Fehmarn or to the Kiel Fjord, it inevitably showed
that they had something in common.
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Otto Mueller, Zwei Madchenakte (Zwei sitzende Akte), around 1916,
private collection.

Otto Mueller, Zwei Madchenakte (Zwei sitzende Akte), around 1916,
private collection.

Eventful provenance history

This delicate watercolor chalk drawing has an eventful provenance
history.In 1924, Ludwig Justi, director of the Berlin National Gallery,
exchanged the sheet with the artist for an earlier work. In the course
of the "Degenerate Art“ campaign, initiated by the Reich Ministry
for Public Enlightenment and Propaganda in Berlin, the watercolor
was confiscated on August 16, 1937 and given to the German Reich
without compensation under the "Law on Confiscation of Products
of Degenerate Art“ of May 31, 1938. On February 13, 1939, Ernst
Barlach's secretary, the sculptor and art dealer Bernhard A. B6hmer
from Gistrow, one of the four art dealers officially authorized to
exploit "degenerate art®, purchased the work "Zwei Madchenakte”
for 1 US dollar in exchange for foreign currency. Bbhmer, who was
very close to the National Gallery in Berlin and a friend of the chief
curator of the collection, Paul Ortwin Rave, not only bought this
watercolored chalk drawing by Otto Mueller from the confiscated
bundle of drawings with the National Gallery provenance, but also
as many others as possible, as he hoped to return them to the Na-
tional Gallery after the end the Nazi era. In early May 1945, shortly
before the Russian army reached Gustrow, Bbhmer committed sui-
cide with his wife and left a minor son in the care of his sister-in-law
Wilma Zelck. Wilma Zelck managed to transport a large part of the
bundle of "Degenerate Art“ from Glstrow to Rostock, West Berlin
and West Germany and sold the art piece by piece to collectors and
museums over the coming years. The part that remained in Glistrow
was secured by Kurt Reutti, art historian and head of the Department
of National Education of the East Berlin magistrate, in 1947, including
a large number of the drawings from the National Gallery, which
thus returned to their original location in East Berlin, however, the
lot did not include Otto Mueller's water-colored chalk drawing “Zwei
Madchenakte® In 1958 it surfaced at Roman Norbert Ketterer's auc-
tion house in Stuttgart, which he had founded in 1946 and to which
Wilma Zelck had regularly made consignments since 1949. [MvL]

"A fugue of the finest leisure that
determines the elementary make
of every single composition.”

Art critic Willi Wolfradt, 1922
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MAX BECKMANN

1884 Leipzig—1950 New York

Hollandischer Radfahrweg. 1940/1942.

Oil on canvas.

Gopel 615. https://www.beckmann-gemaelde.org/615-hollaendischer-radfahr-
weg [last visited on January 25, 2022] Bottom center signed, dated "43“ and
inscribed "A“ for Amsterdam. 71,5 x 48,5 cm (28.1 x 19 in).

In his sketchbook 43 Max Beckmann listed his paintings made as of 1934.
"Holldndischer Radfahrweg" is also mentioned there. In an undated letter to
the collector May, Quappi Beckmann notes that the painting was completed on
November 10,1942 and that it was dated to 1943. [EH]

Called up: June 10, 2022 —ca. 19.20 h + 20 min.

€300.000—-400.000 R
$330,000—440,000

PROVENANCE

- Karl Buchholz, Berlin (the earliest Nov 1942, presumably acquisition).

- Karl-Heinz Brandt (presumably as of autumn 1944 to January 1945; safe-
keeping due to war).

- Rosgartenmuseum, Konstanz (1945, safekeeping).

- Marie Louise Buchholz, Uberlingen (1945 - April 1948, safekeeping).

- Karl Buchholz, Madrid (Apr1948-1949, from the above).

- Buchholz Gallery Curt Valentin, New York (presumably 1949-1955, acquired
from the above) (with a label on th reverse).

- Morton D. May, St. Louis (acquired from the above in 1955, owned until 1983).

- Margie Wolcott May, St. Louis (inherited from the above, until 1986).

- Private collection Blohm, Hamburg (acquired from the above in 1986,
Christie’s London, June 23,1986).

LITERATURE

- Benno Reifenberg and Wilhelm Hausenstein: Max Beckmann. Munich 1949, p.
77, no. 460

- MoMa Curt Valentin Papers - VI.C.1 - Statements A-L: 5.12.1955: Sold to Morton
D. May for 500 $ (Inventory 11058).

- Impressionist, Expressinist and Modern Paitings and Sculpture. Christie’s
London June 23,1986, lot 52

- Beatrice von Bormann. Landschaften des Exils - Max Beckmanns niederlandi-
sche Jahre 1937-1947. in: ex. cat Max Beckmann. Die Landschaften. Kunstmuse-
um Basel 2011/12, pp. 45ff. with color illu. 26.
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* Made during the fateful days in exile in Amsterdam

» Max Beckmann chose to render this landscape painting in
an unusual bird‘s eye view, which is rare in his oeuvre

« Distanced look at a bicycle trip of the kind that Max and
Quappi Beckmann also did from time to time during this
difficult era

* The painting was part of one of the most exquisite Beck-
mann collections for almost 30 years: Collection Morten D.
May, St. Louis, USA

 Next to the "Hollandischer Fahrradweg®, the important
time from 1940 to 1942 also yielded main works like "Ab-
fahrt“ (MoMA, since 1942)

EXHIBITION

- Max Beckmann. Chicago Art Center March / April 1955, cat. no. 4

- Max Beckmann. Retrospective Exhibition, St.Louis City Art Museum 1956,
Paintings from the Collection of Mr. and Mrs. Morton D. May (no catalog)

- SAINT LOUIS Pius XIl Memorial Library February 14 - July 04, 1960, cat. no. 68
with illu. (here titled: Holland Landscape with Road)

- German Expressionist Paintings from the Collection of Mr. & Mrs. Morton D.
May, Denver Art Museum, Denver / University of California, Los Angeles /
Fine Arts Gallery, San Diego / M.H.de Young Memorial Museum, San
Francisco / Art Institute, Chicago / Butler Institute of American Art,
Younstown / Art Institut, Akron / Carnegie Institute, Pittsburgh et al, 1960-62

- The Morton D. May Collection of 20th Century German Masters, Marlbo-
rough Gerson Gallery, New York 1970 / City Art Museum, St. Louis, 1970, cat.
no. 34 with illu.

- Five Students of Max Beckmann, Washington University, St.Louis 1984

- Max Beckmann. Landschaft als Fremde, Kunsthalle Hamburg / Kunsthalle
Bielefeld / Kunstforum Vienna, 1998/99, cat. no. 66 with color illu. on p. 83

- Im Zentrum: Ernst Ludwig Kirchner. Eine Hamburger Privatsammlung,
Kunsthalle Hamburg / Kirchner Museum, Davos / Briickemuseum Berlin,
2001/03, p. 124, cat. no. 5 with color illu. on p. 144 (with a label on the
reverset)

- Zeit im Blick. Felix Nussbaum und die Moderne, Felix-Nussbaum-Haus,
Osnabriick December 5, 2004 - March 28, 2005, cat. no. 44 with color illu. on
p. 84.

Find more art-historical background information, images, videos and updates on www.kettererkunst.com




Max Beckmann on a
cycling tour, summer 1941.
© VG Bild-Kunst, Bonn 2022

Beckmann’s life in exile

When Max Beckmann described the painting as "finished” in his
diary on October 3, 1940, he had been living with his wife Mathilde,
known as Quappi, for a good three years in in self-imposed exile in
peaceful Amsterdam. The serious consideration of moving to Paris
again after 1930 was abandoned when France and Great Britain
declared war on Germany on September 3, 1939. On May 10, 1940,
the western campaign of the German Wehrmacht began with the
main objective of conquering France. At the same time, Germany
also attacked the Netherlands, the war soon came to Amsterdam,
the threat of planes flying over at night became a regular nuisance,
the restrictions in everyday life became more noticeable for the
artist, and traveling abroad was no longer possible. The artist was
confronted with the German Wehrmacht in self-imposed exile, which
he had sought in order to escape from the political developments
in Germany, which now seem to have followed him. Friends helped
Beckmann to afford a living and tontinue working in those years.
Glnther Franke, his main gallerist in Munich, supported the artist
and acquired pictures from the Amsterdam studio, which his son
Peter, a doctor in the Luftwaffe, then smuggled to Munich using the
means of transport available to him.

Max Beckmann, Wasserturm in Holland (Overveen), 1942, oil on canvas,
Collection Wiirth, Kiinzelsau. © VG Bild-Kunst, Bonn 2022
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Max Beckmann, Eyckenstein-Zypressen, 1943, oil on canvas,
Wilhelm-Hack-Museum, Ludwigshafen. © VG Bild-Kunst, Bonn 2022

Beckmann also met regularly with intellectuals in Amsterdam, above
all with the poet Wolfgang Frommel, the painters Friedrich Vordem-
berge-Gildewart and Otto Herbert Fiedler, or with his biographer and
work chronicler Erhard Gopel. They all appear in Beckmann's magni-
ficent world of images. "And yet he suffered greatly from isolation
and poor nutrition,” said his American friend and collector Stephan
Lackner, who lived in Paris until autumn 1939, and who supported
Beckmann with monthly acquisitions. "Even the Zandvoort beach,
where he and Quappi often rode theit bikes, was barricaded from
June 1942 onwards. It is amazing how the painter drew on intense
memories in his imagination. Landscapes from Cap Martin, Monte
Carlo and Bandol appear again and again in the oeuvre from 1940 to
1944. (Stephan Lackner, Exil in Amsterdam and Paris, in exhibition
cat.: Max Beckmann. Retrospective, Munich 1984, p. 155) At that time
postcards and photographs served the artist to sharpen his memories
of the French beach resorts or Dutch coastal landscapes he visited

Find more art-historical background information, images, videos and updates on www.kettererkunst.com

Max Beckmann , Parkweg, 1943, oil on canvas, Collection Wiirth, Kiinzelsau. ©
VG Bild-Kunst, Bonn 2022

at the time. Lackner also mentions that with 280 paintings, a dispro-
portionately large part of his works were created during the Ams-
terdam years, in addition to the mythologically and symbolically
charged figure compositions also landscapes, which, with an air of
vacation and relaxation, differ from the "world theater of the pain-
ter Beckmann®, as Staphan Lackner aptly described it in 1938.

And so the "Hollandische Fahrradweg” (Dutch Cycling Path), also
known as "Hilversumer Waldlandschaft (Hilversum Forest Lands-
cape), seems like a relaxing contemplation, a homage to the cheris-
hed landscape of his adopted home, the Netherlands, “which were
only roped into the war in May 1940, when the Germans invaded
and we were trapped,” says Mathilde 'Quappi‘ Beckmann in her
memoirs of her life with Max Beckmann (Munich 1985, p. 27). "Des-

pite the frequent depressions that afflicted Max because he took
the misery of war so seriously, he loved Amsterdam more and more.
He often wandered along the canals, went to the Rembrandt House
to talk about Rembrandt, whom he appreciated and adored above
everything. He also liked the area around Amsterdam. In the first
years of the war we often went to the sea. From 1942 onwards, trips
to the coast were no longer allowed. We then took the train to Hil-
versum and rented bicycles and rode through the forest or through
the blooming heath for hours. "Wonderful bike tour Hilversum, Ey-
kenstein. Brought a bouquet of foxgloves home with me,“ Max
wrote in his diary on July 7, 1942. When it was still allowed, we
drove to Haarlem and Overveen and cycled through the dunes on
the country road behind the beach. But these excursions could not
be continued for long, because the Allied air raids became more
frequent and more severe,” continues Mathilde ‘Quappi‘ Beckmann.
(ibid.) In addition to the "mythologically and symbolically charged
figure compositions”, Max Beckmann also painted a larger group of
landscape paintings in Holland, among them of Overveen with a
water tower, the cypresses of Eyckenstein or some landscapes around
Laren.

Hilversum: A harmonious day

Hilversum, located about 30 km south of Amsterdam on the way to
Utrecht, is still known for its hiking and cycling routes. According to
the catalog raisonné, the scene inspired the artist after a bicycle trip
he took with his wife on May 4, 1940. On July 7, 1942, the couple
went on another bicycle tour in Hilversum, after which the painting
apparently underwent a revision. (See also the entry in the list of
paintings from 1942.) It is assumed that Beckmann initially empha-
sized the memory of a "forest landscape” more clearly, which was
then pushed more into the background in favor of the cycling path.
(Entry in the catalog raisonné, 2021, https://beckmann-gemaelde.
org/615-hollaendischer-radfahrweg) The bordered flower beds that
dominate the left part of the painting therefore only seem to have
received more attention from the artist in 1942, as did the lower
right corner of the composition with a trellis of bars and presuma-
bly the Kracht, which initially runs parallel to the cycle path and then
suddenly changes direction at a right angle. The mighty trees in the
background are reflected in the water of one of the many lakes or
canals that enrich the characteristic Dutch flat landscape. What is
striking about this is the choice of perspective that the artist choo-
ses: a noticeably emphasized top view, with which he captures the
scene with the cyclists as if from a bird's eye view, a representational
device that Beckmann often used in his landscape paintings. Last
but not least, as here, to depict the narrative density and at the same
time vastness of this landscape with the view from above.

On July 7, 1942, the couple went on another bike ride in Hilversum,
after which the painting apparently underwent an overhaul. (See
also the entry in the list of paintings from 1942.) It was probably
initially conceived more clearly as a "forest landscape®, which, how-
ever, then moved more into the background in favor of the cycle
path.” (Max Beckmann, catalog raisonné, 2021, no. 615 ). [MvL]
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KATHARINA GROSSE

1961 Freiburg i. Br.—lives and works in Berlin

Ohne Titel. 1994.

Acrylic on canvas.

Signed, dated and inscribed with a direction arrow on the reverse. 163 x 244 cm
(64.1x 96 in). [CH]

We are grateful to the Studio Katharina Grosse, Berlin, for the kind support in
cataloging this lot.

Called up: June 10, 2022 —ca. 19.22 h + 20 min.

€ 90.000—-120.000 R/ F
$99,000—132,000

PROVENANCE
- Private collection.

- Private collection Southern Germany (acquired from the above in 2009).

LITERATURE

- Helmut Friedel fiir die Stiftung Frieder Burda (editor), ex. cat. Katharina
Grosse, Museum Frieder Burda, Baden-Baden, Cologne 2016, p. 175
(illu. on p. 38).

As a master student of Gotthard Graubner at the Disseldorf Art
Academy, Katharina Grosse found her way to non-representational
painting with a focus on the interaction of colors as early as in the
1980s. In 1992 she received the Villa Romana Prize and stayed in
Florence for several months. In the years that followed, yellow, blue,
green and red tones prevailed in her palette, with a single color
usually dominating the picture’s surface. In the large-format painting
offered here, the artist works with a particularly striking cold-warm
contrast. Using varying levels of opacity, Grosse lays multiple layers
of rich orange over a bold blue-green. The traces of the broad brush
are partly clearly visible, visualizing the artistic creative process and,
in connection with the size of the canvas, the impressive intensity
and sometimes translucent, sometimes much stronger opacity of
the colors, give the work an actual spatial presence, a sublime sen-
suality and a clearly noticeable attraction.

Similar to Kasimir Malevich's black overpainting, Grosse's painting is
a repetitive process of overpainting. In her artistic work, the artist
also follows Malevich‘s innovative concept of painting, the comple-
tely erased, traditional understanding of picture and image. Her
painting no longer serves to create a certain illusion, no longer depicts
something that corresponds to actual reality or an imaginary world
of ideas. Instead, the artist strives to dissolve the boundaries between
image and reality and, in a performative act, creates an entirely new
reality: "What appears in the image field is not subordinate to exis-
ting reality, it constitutes that reality. | don‘t interpret reality; | un-

 The decade of her breakthrough: Grosse began to show her
art in solo shows at renowned museums in the 1990s

The artist participated in the 56th Venice Biennial

Similar works from the 1990s are in, among others, the
collection of the Deutsche Bank AG and the 'Sammlung
zeitgenossischer Kunst der Bundesrepublik Deutschland
(The Federal Collection of Contemporary Art)

In recent times large-scale solo shows of the artist were on
display at the Hamburger Bahnhof Museum fiir Gegen-
wartskunst in Berlin, the Museum of Fine Arts in Boston, the
HAM Helsinki Art Museum, the Museum Kunstpalast in
Diisseldorf and the Museum Frieder Burda in Baden-Baden

Since 2017 Grosse has been part of the artist squad of
Gagosian Gallery and is also represented by the renowned
Koénig Galerie

derstand reality as a performative activity that generates itself
newly and differently, again and again.” (Katharina Grosse in a
conversation with the artist Ati Maier, in: Bomb Magazine (online),
April 1, 201m1).

From the canvas works of the 1990s, to which the work offered
here belongs, the spatial paintings evolved over the following years,
in which Grosse applied the paint as monumental, sprawling sur-
faces to interior and exterior walls. Today, Grosse not only applies
her paintings to paper, canvas and other traditional image carriers,
but also to meter-long fabric constructions, furniture, floors, heaps
of earth, walls and facades. In this way, she now occupies entire
rooms and locations, which are transformed into oversized instal-
lations through her artistic intervention. For this border-crossing
art, Katharina Grosse is regarded as one of the most important and
renowned painters of her generation and of contemporary abstract
art in general. Her most acclaimed solo exhibitions in recent years
include the shows at the Hamburger Bahnhof, Museum flr Gegen-
wart, Berlin and the Baltimore Museum of Art (2020), the chi K11
art museum in Shanghai (2018), at MoMA PS1 on Long Island and
the Museum Frieder Burda in Baden-Baden (2016), at the Museum
Kunstpalast in Disseldorf (2014), the Kunstmuseum Bonn (201), at
MASS MoCA, Massachusetts (2010), and at the Palais de Tokyo,
Paris (2005). Katharina Grosse also showed works at the Helsinki
Biennial in the Helsinki Art Museum and was represented at the
Venice Biennial with her work "Untitled Trumpet“ in 2015. [CH]
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EMILIO VEDOVA

1919 Venedig—2006 Venedig

Ciclo1962 BB4.1962.

Oil, tempera and newsprint on canvas.
Signed, dated and titled on verso of the canvas. 146 x 201 cm (57.4 x 79.1in).

Called up: June 10, 2022 — ca. 19.24 h + 20 min.

€120.000—150.000 R/D,F
$132,000—-165,000

PROVENANCE

- Galerie Biedermann, Munich.

- Private collection (directly acquired from the above in 1984).

- Private collection Southern Germany (inherited from the above in 2015).

EXHIBITION

- Vedova, Kunstverein Braunschweig, December 6,1981 - February 2, 1982 (with
colorillu. on p. 93).

- Emilio Vedova, Galerie Neuendorf, Frankfurt am Main, April 13 - May 10, 1989.

Emilio Vedova became a main representative of Italian expressive-
abstract painting in the 1950s and early 1960s. After a phase charac
terized by the use of geometric forms, Vedova overcame this liking in
favor of a gestural, informal painting between 1950 and 1953. Black
and white characterize the artist‘s work and correspond to a content-
related desire for clarity of expression, while strong color accents in
red, yellow and sometimes green increase the intensity in works from
around 1960, and define the formal orientation of the dynamic struc
tures. Vedova's attitude and artistic approach show close parallels to
American Abstract Expressionism and the more radical Action Painting,
an utmost most direct and dynamic painting style. The vital, free use
of color and the permeability of the room light, which eats away at
the contours, correspond to old Venetian tradition. (Tintoretto’s fa-
mous decoration of the Scuola di San Rocco, for example, is one of the
artist's great models.) Sometimes the artist mixes the color matter
or, as here, paints over scraps of a collaged daily newspaper with vi-
gorous strokes of the brush and makes them almost unrecognizable,
in order to use them to emphasize the spatial character. Through direct
or indirect collage elements in superimposed layers, Vedova wrests a
non-binding nature from a spontaneous, immediately sensual painting
that appears to be composed of parts of different pictorial elements.
With different brush sizes, the artist applies the colors in a dramatic
gesture, leaving behind a picture full of power, full of aggression, thus
depicting the painterly staged chaos on the canvas. The black values
\u8203\u8203 increase the intensity of the overall effect, defining the
formal orientation, which could otherwise easily be obscured by chro-
matic values. Vedova's performance art, in which time and space in-
terpenetrate, does not permit closed, definite formulations. With
spontaneity and immediacy, it gets us involved in the rebellion of
emotions, in their restlessness, inner turmoil and dialectical contra-
dictions. Vedova’‘s work is always the result of an existential concern,
which is communicated in his work and his person and which may
not least be one of the main reasons why Vedova was able to become

 From the sought-after creative period of the 1960s

« Emilio Vedova is a main representative of Italian expressi-
ve-abstract painting

* In 1964 and 1982 the artist participated in the documenta

» Vedova'‘s works are in renowned international collections
like the Solomon Guggenheim, New York, the MoMA, New
York and Tate, London

Emilio Vedova, Tensione, 1958, tempera on canvas,
Museum Folkwang, Essen.

an important integrative figure for a younger generation of neo-ex-
pressive painters. And although Vedova has been recognized as a
classic of non-representational painting within the international art
scene since the late 1950s at the latest, it seems that he never accep-
ted the both convenient and arbitrary schema of informal abstraction.
For Vedova, his painting shows no formal system, no perfect technique,
itis notarbitrarily variable, novirtuoso finger exercise, for him painting
arises from existential necessity, it is the only viable possibility for him
to come to terms with his situation in a deeply endangered world
through productivity.

By invitation of the Senate for Science and Art as part of the "Artists
in Residence” program, Vedova continued to experiment with the
so-called "Plurimi*, wooden panels painted on both sides, in the divi-
ded city of Berlin from November 1963 to May 1965. With these panels
he literally tears the painting off the wall and mounts it in the midd-
le of the room, an idea he had pursued for a year. But the "Plurimi*
became widely known with the "Absurdes Berliner Tagebuch 64“
(Absurd Berlin Journal 64), a cycle of seven multiple works, which were
on display in a large hall in the Museum Fridericianum at documenta
3 that same year. This entire 'room’ is now in the Berlinische Galerie.
At that time, Arno Breker's large former studio in Grunewald (today's
Kunsthaus Dahlem) was available to him as a workspace. The writer
Alfred Andersch, the artist Hannah Hoch, the architects Hans Scharoun
and Werner Dlttmann repeatedly visited his studio. The latter was in
charge of the plans for the Briicke Museum, as suggested by Karl
Schmidt-Rottluff. [MvL]
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SEAN SCULLY

1945 Dublin—lives and works in Kénigsdorf und Berlin, Barcelona und New York

Line Deep Red. 2005.

Oil on canvas.

Signed, dated, titled and inscribed with a direction arrow on the reverse. Also
inscribed with a direction arrow on the ’inset’ on the reverse. 48,3 x 38,1cm
(19 x 15 in).

Called up: June 10, 2022 —ca. 19.26 h + 20 min.

€100.000-150.000 R/D.F
$110,000—165,000

PROVENANCE
- Galerie Lelong, Paris.

- Private collection Northern Germany.

The worls is rectangular:

Scully’s special sense for structure and arrangement

In Sean Scully’s fascinating oeuvre, which by now covers more than
50 years, multicolored, vertical and horizontal stripe compositions
of different widths and lengths dominate, as well as rectangular
areas of color, with which the artist fills his pictorial areas, which
arein turn divided into rectangles. Although his painting is subject
to constant development and change, his conception of art has
not fundamentally changed over the years. His everyday environ-
ment has always provided him with ever new stimuli and inspiring
visual impressions: the striped patterns of traditional fabrics on a
trip to Morocco, the orthogonal streets of Manhattan, geometric
cladding of facades, stacked straw bales tied into cubes or the
millennia-old stone walls on the Aran Islands in Scully‘s homeland.
"|'ve always been very overly attracted to a sense of structure,”
explains the artist (Interview with Kevin Power, quoted in: Inner.
Gesammelte Schriften, p.102). In this almost obsessive occupation
with geometric structures and arrangements of rectangular shapes,

« Scully’s proof of a great effect in a small format

'Insets’, small canvas windows insert on the large canvas,
are the most characteristic stylistic devices in the artist’s
oeuvre, which he began to employ in the 1970s

Similar works with separate, inset canvasses are at, among
others, the Museum of Modern Art, New York, Tate Gallery,
London, and the Modern Art Museum of Fort Worth, Texas

The same year this work was made, the Philips Collection in
Washington, D. C., the Metropolitan Museum of Art in New
York, the Modern Art Museum in Fort Worth (TX) and the
Cincinnati Art Museum (OH) showed the grand solo show
”Sean Scully. Wall of Light*

Recently the Magyar Nemzeti Galéria in Budapest showed
the comprehensive retrospective 'Sean Scully. Passenger*

Sean Scully on abeach in Morocco, May 1996. © Sean Scully

not only paintings, watercolors, prints and photographs came into
existence, but also sculptures, installations and even stained glass
windows.
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Idols and development

While the artist’s early works resemble geometric networks of in-
tersecting color lines, his oeuvre from after hisimmigration consists
exclusively of works in which the color fields and stripes no longer
intersect. On his way to his independent, characteristic imagery, he
was influenced by, among others, the accurate linearity of Piet Mond-
rian, but also the vibrant color fields of Mark Rothko - artists who,
like Scully, are obsessed with rhythm and a certain geometry. But
Scully developed his very own, very emotional abstract painting in
which light, the materiality of the colors and the feel of the surface
texture play a major role. In addition to the multi-part works or works
composed of individual picture carriers, the so-called ‘insets’ were
created from the 1980s onward: window-like, smaller, painted can-
vases set into the actual canvas, with which the artist creates an
attractive interruption, a confusion. As in our painting, Scully cuts
out a part of the canvas and fills the resulting ‘'window’ with a can-
vas that diverges in terms of color and structure, a so-called 'inset’,
which not only includes a literal, but also entails a visual break with
the given horizontal stripe formation.

An’inset’ painting with the hole for the canvas in the studio of Sean Scully, 2021.
© Sean Scully

Sean Scully, note on his "Insets",
August 18,1989. © Sean Scully
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Fire and sky, landscape and sea

Although Scully has dedicated himself to completely abstract pain-
ting without figurative overtones, the works contain a wealth of
possible associations, due to their color tones and the horizontally
or vertically running, expressive stripe formations, which are partly
reinforced by often descriptive picture titles. "Fire” (1984) shines in
strong orange, "Land Sea Sky“ (2000) shows the most beautiful
nuances of strong blue tones. The works are reminiscent of the
elements, of horizontal lines and coastal landscapes, thus pointing
to a spark inherent in the pictures of a reality experienced by the
artist, from which they grew. When looking at the work offered here
"Passenger Line Deep Red” with its dark, black lines, the light gray
and the contrasting, particularly warm-toned yellow and red, one
could possibly think of foggy rainy days fought against with a cozy
open fire and dark, overcast November skies.

Sean Scully, Bigland, 1988, oil on canvas (with ‘Inset’),
National Gallery of Australia, Canberra. © Sean Scully

"People tend to think of abstraction as abstract. But nothing is
abstract. It still is a self-portrait. A portrait of the own state.”

Sean Scully, March 5, 2006, quoted from: Kelly Grovier, Kirsten Voigt (ed.), Inner. Gesammelte Schriften von Sean Scully, Berlin 2018, p.192.

Sean Scully, Window Figure, 1999, oil on canvas (with "Inset),
Dresden State Art Collections. © Sean Scully

An unmistakable, timeless art

With his painterly application of the colors, the strong visual, literally
perceptible cold-warm and clear light-dark contrasts and with the
simultaneity of strictly delimited and then again so softly contoured,
vibrant color fields, the artist gives his work the very typical sensual
expressiveness and spatial presence that have made him one of the
most important abstract painters of his generation. His unmistaka-
ble, timeless art has been shown in numerous solo exhibitions world-
wide since the 1980s and especially in recent years. In 2014/15 he
was honored, as the first western artist ever, with a comprehensive
retrospective show in China, in 2019 alone eight solo exhibitions of
his work were held worldwide, e.g. at the National Gallery, London
and the Albertina in Vienna. Last year, the Hungarian National Gal-
lery showed a highly acclaimed retrospective of works from the past
decades, and this year Scully‘s work is shown in grand solo exhibitions
at both the Langen Foundation in Neuss and the Philadelphia Mu-
seum of Art. [CH]
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GUNTHER FORG

1952 Flissen —2013 Freiburg

Metro 5. 2001.

Acrylic on canvas.
Signed, dated and titled on the reverse. 200,5 x 200,5 cm (78.9 x 78.9 in).

We are grateful to Mr Michael Neff of the Estate Glinther Forg for his kind
confirmation of this work‘s authenticity. The work is registered in the archive
with the number WVF.01.B.0618.

Called up: June 10, 2022 —ca. 19.28 h + 20 min.

€180.000-240.000 R/ F
$198,000—264,000

PROVENANCE
- Private collection Germany (acquired directly from the artist).
- Private collection Belgium.

The career of Glnther Forg is closely linked to the city of Munich.
Born in Fissen in 1952, he studied with Karl Fred Dahmen at the
Academy of Fine Arts in Munich in the 1970s and reacted in his series
of works to exhibitions such as those by Cy Twombly in the Lenbach-
haus or by Blinky Palermo at the Heiner Friedrich Gallery. After his
first solo exhibitions with Ridiger Schattle, his works were regular-
ly on display in Munich and he left his mark as a professor for pain-
ting at the Academy until his death. Ginther Forg's work impresses
with its diversity. He moves with playful ease between the artistic
media: painting, sculpture, mural painting, photography, drawing
and graphics. Especially in painting he shows his diversity. Forg not
only limited himself to the canvas, but also experimented with fab-
rics and paper, lead and wood as carrier materials. In addition to oil
and acrylic, he also used plaster, gold leaf and chalk. He is not only
interested in the diverse visual and haptic effects that can be achie-
ved through brushwork and application of paint, but also in the re-
silience of the materials and their random properties, to which he
had to react artistically. There is no narrative element in his works,
they aim solely for visual conciseness. In doing so, he relies on a
transparent application of paint so that the background can always
contribute. Forg does not work in layers but achieves the desired

« Large-size homage to Barnett Newman in strong colors

« Forg's paintings unite apparent contrasts: the pictorial
composition‘s geometric strictness and the gestural sponta-
neity of the vibrant color application

- Large-size color fields by Giinther Forg are in possession of
many renowned international collections, among them the
Museum of Modern Art, New York, the Stadel, Frankfurt a.
M., the Stedelijk Museum, Amsterdam, and the San Francis-
co Museum of Art

surface effectin one application of paint, striving fora monochrome
color tone. He doesn‘t look for depth in his paintings and that is
exactly what gives his pictures their unique lightness. He gives his
surfaces transparency and permeability with the obvious traces of
brushwork. The movements of the brush are reminiscent of the
approach and the formal repertoire of the Abstract Expressionists
and the Informalists, but are not so intensely expressive that they
could be understood as depictions of emotional excitement. Instead,
the association with objects, such as rows of windows, is retained.
The proximity to architecture characterizes his entire work. Since
1982 he has been taking large-format photographs of important
cultural and historical buildings, which are characterized by their
strict structure, simple lines, two-dimensional compositions and
constructive symmetry. They stand for Forg's preference for strict
aesthetics and calm, motionless compositions. The architecture is
raised to an almost abstract level. This principle is also carried over
into his painting. The window is a recurring theme in his photographic
work. The window cross is schematized, becomes a form, so that it
serves to divide the areas in the pictorial composition. The attention
is focused solely on the essence of line and color surface and takes
up the entire room with its energetic red glowing color. [SM]
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"I love vermilion [..] That's because of the typography of the Russian Constructivists.

There's somethig emblematic or lively about it.”

Ginther Férg,1997.
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GUNTHER FORG

1952 Flissen —2013 Freiburg

Metro 4. 2001.

Acrylic on canvas.
Signed, dated and titled on the reverse. 200,5 x 200,5 cm (78.9 x 78.9 in).

We are grateful to Mr Michael Neff of the Estate Glinther Forg for his kind
confirmation of this work‘s authenticity. The work is registered in the archive
with the number WVF.01.B.0617.

Called up: June 10, 2022 —ca. 19.30 h + 20 min.

€140.000-180.000 R/D;F
$154,000—198,000

PROVENANCE
- Private collection Germany (acquired directly from the artist).

- Private collection Belgium.

Throughout his career, Forg has been fascinated by modernism and
its legacy, developing an imagery that subverts its core principles
while drawing attention to them. The points of reference in Glinther
Forg's work range from Russian Constructivism to Italian Rationalis-
mo to Abstract Expressionism and Minimalism. In his work, Forg
adopts the standpoint of a postmodern retrospective, so to speak,
which has lost the social utopia of the avant-garde. Nevertheless,
Forg gives their aesthetic designs a refreshing update, the richness
and burden of memory meet the carefree lightness of the here and
now. Born in Germany in 1952, Forg experienced the Cologne art
sceneatits peak in the 1980s, when artists such as Sigmar Polke and
Martin Kippenberger irreverently challenged the tradition of painting.
Forg's early forays into disciplines such as painting, photography,
graphic design and sculpture laid the basis for the ambitious con-
ceptual and philosophical reflections that would define his career
across a range of media and diverse bodies of work. In his early
monochrome murals and lead works, Forg questions modernist and
minimalist concerns from a contemporary perspective. The recurring
division of the surface in Forg's oeuvre is rooted in the wall painting.
An ensemble of monochrome images on aluminum in the format
100 X 120 centimeters was created as the final assignment at the
academy. This was the first step towards space. From 1978 he began
painting murals in the tradition of Blinky Palermo. In his own apart-
ment or at a friend‘s house, he chose a wall and covered half of it

« Large-size homage to Barnett Newman rich in contrast

« Forg's paintings unite apparent contrasts: the pictorial
composition‘s geometric strictness and the gestural sponta-
neity of the vibrant color application

« Large-size color fields by Giinther Forg are in possession of
many renowned international collections, among them the

Museum of Modern Art, New York, the Stadel, Frankfurt a. M.,

the Stedelijk Museum, Amsterdam, and the San Francisco
Museum of Art

with paint. This creates a vertical division in the middle, between
the color and the blank wall. After the academy, Forg initially worked
as a house painter, the Swiss call it "Flach-Maler”, and gained valu-
able insights for his art. Depending on the condition of the wall, the
surface first had to be primed or sanded, then the choice of paint
material, either as a finished product or pigments, mixed with the
appropriate binder, and finally the decision for the right paintbrush
or brush. Later this knowledge helped Forg with the choice of colors
and the division of the surfaces in his compositions. He combines
contrasting aspects of modern art in an extreme way - geometric
rigor meets expressive spontaneity. This polarity is clearly evident
in Forg's way of working. On the one hand, he subjects the painting
process to a calculated system of formal variations. On the other
hand, he leaves central decision-making processes to his mood. His
pictures are always created in one go, without being corrected or
painted over: "If you have to think for a long time while painting, it
becomes difficult. Sometimes | paint a picture and | have problems
with it. Then you step back and look at it and just take some blue
and paint it blue. | don‘t think about whether | should paint in blue
or not. But | instinctively reach for blue. And that's the nature of
things. If you think too long, it gets tiring ,, (Glinther Forg, 1997). The
effect of this large-scale work is profoundly compelling, while at the
same time emphasizing the artist’s unique vision, his ongoing dia-
logue with the art-historical tradition. [SM]

204 KETTERER KUNST Find more art-historical background information, images