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MASTERPIECE LONDON

ithin an increasingly crowded

fair calendar, Masterpiece

London has found its feet in

just four years. The message
at the heart of this event is a simple one: here
you can find top-quality works of art and
design, dating from antiquity to the present
day. Three years before the launch of Frieze
Masters, Masterpiece welcomed everything
from antique pottery to medieval statuary,
Impressionist painting, modernist furniture
and motoring design.

Some 150 galleries are exhibiting at this
year’s fair (27 June-3 July), 20 of them for the
first time. Alberto Giacometti’s Annette Venise
(c. 1960; Fig. 3), shown by Dickinson, is an
undoubted highlight among the strong showing
of 20th-century art on display. The Swiss

1 Nature morte au compotier, 1943
Pablo Picasso (1881-1973)
Oil on canvas, 46X61cm
Courtesy Simon Shore

2 View in the Andes,
Mt Chimborazo, 1880
Frederic Edwin Church (1826-1900)
Oil on canvas, 38 X56cm
Collisart

3  Annette Venise, c. 1960
Alberto Giacometti (1901-66)
Bronze, 46.5%26.5X12.7cm
Simon C. Dickinson Ltd

4  Four Hearts, 1983
Andy Warhol (1928-87)
Silkscreened enamel and
diamond dust on canvas
35.6X35.6cm
Leila Heller Gallery

 §

sculptor met Annette Arm in Geneva in 1943
and married her six years later. In those early
years he painted and drew her frequently, but
only in a small work of 1946 did he capture
her in sculpture. This bust is later — one of 10
he made of Annette in the 1960s - and, like
Giacometti’s heads of his brother Diego, it is
notably larger and more intense than many of
his works, reflecting the intimacy Giacometti
brought to depicting those close to him.

The year that Giacometti and Annette
met, 1943, also saw the beginning of another
celebrated artistic partnership. Picasso met
the young French painter Frangoise Gilot in
Paris that spring, and in the 10 years that
followed, Gilot became one of his greatest
muses, frequently pictured as a classical
goddess or, in numerous paintings, as a
woman-flower. Though she is not depicted
in Nature morte au compotier (Fig. 1), offered
by Simon Shore, she is clearly evoked. The
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painting was done on 14 June 1943, as Picasso
tells us in the date above his signature, and
the Spaniard had met Gilot in May, when he
took a bowl of cherries to her table in Le
Catalan restaurant. In this otherwise mono-
chrome painting, cloaked in a gloom typical of
his wartime paintings, the vivid, bodily red of
the cherries sings out. The elliptical compotier
clearly resembles Picasso’s painterly code for
the vagina, particularly with the cherry stems’
evocation of pubic hair, and the glass alongside
the compotier, tilted so that its mouth becomes
a semicircle, is decidedly phallic. The painting
is plausibly a document of Picasso’s desire
for Gilot; as she detailed in her memoir Life
With Picasso (first published in 1964), in June
1943, the artist was in the midst of his attempts
to seduce her.

A busy Picasso ink drawing of three
heads made in 1967 is presented at Leila
Heller Gallery’s stand, alongside two works

from the relatively little-known He
by Andy Warhol, begun in the lat¢
Here, Warhol creates highly colou
grounds, often reminiscent of the
cinogenic hues of his Sunset print
silkscreens over them a single col:
marks out heart shapes. Four Hea
Fig. 4) comprises a pink surround
a background that morphs from bl
and yellow, its confectionery-hued
enhanced by the diamond dust Wz
copiously at the time.

Paris-based Galerie Boulakia
two very different abstract paintit
London. Just before his death in 1'
Dubuffet painted an intense series
entirely freed from the restraints ¢
sentation. Idéoplasme I (1984), w
loops and scribbles of black, orang
reflects the raw energy Dubuffet b
his last paintings. Similarly impres
more restrained is a wonderful Jo:
diptych of 1976, a typically lyrical
reflecting that balance of emotion ¢
of landscape in Mitchell’s work.

In establishing that link to the
world, rather than emphasising pu
concerns, Mitchell could be said tc
in common with British abstractio
the work of many of her American
linchpins of abstract painting in Bri
Heath and William Scott, have un
paintings at Osborne Samuel. Bot
connected to the St Ives scene whic
after the war in Cornwall, but each
different strands of abstraction. Sc
work could be abstract, but would
return to figuration; he could neve
idea of being a ‘non-objective’ arti
meanwhile, was resolutely abstrac
work, even if the landscape or the
informed it. Scott’s untitled painti
fair reflects a characteristic order ¢
with two rectangles in white and g
the canvas, and ovals in white anc
occupying them (Fig. 6). Heath’s
more improvised in nature, with ¢
red, white and blue amid sweepin
of black and a bare patch of canva:
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Alongside its 20th-century works, Galerie
Boulakia also brings a painting of Kew Gardens
by Camille Pissarro back to London. Pissarro
visited Kew in 1892 and made 10 paintings
there; this example captures the gardens’
Italianate campanile in the distance as black
swans and ducks on a pond fill the lower
half of the composition. Cypresses and Pines
(1913), a John Singer Sargent painting on
Trinity House’s stand, drew considerable
acclaim when it was exhibited at the Royal
Academy in 1914, and no wonder — Sargent
perfectly captures the gentle late afternoon
heat in the Italian countryside, as a cowherd
dozes in the foreground. A far grander
landscape vision features in Frederic Edwin
Church’s View in the Andes, Mt Chimborazo
of 1880 (Fig. 2), in which the Ecuadorian
mountain looms almost like an apparition
in the distance, in contrast to the verdant
river landscape described in the foreground.
Though the painting, on sale with Collisart, is
modestly scaled at 38cm wide, its composition
recalls one of Church’s most celebrated epics,
Heart of the Andes (1859) in the Metropolitan
Museum of Art.

Among Masterpiece London’s sculptural
highlights is a late 15th-century Virgin
Annunciate by Niccolo di Giovanni Fiorentino
(active 1467-1506) through Sam Fogg. Trained
in the workshop of the elderly Donatello,
Niccold was a central figure in bringing the
Renaissance to Dalmatia, then a Venetian
colony, and now Croatia. The dealer is also
showing a charming 14th-century Palmesel,
a sculpture of Christ on a donkey that would
have been wheeled along in the recreation of
Christ’s entry to Jerusalem that begins Holy
Week in Germany (Fig. 5).

A monumental marble bust of Alexander
the Great, attributed to Bartolomeo Cavaceppi
(c. 1716-99), is shown by Tomasso Brothers,
as part of an exhibition that pays homage to
the antique. Hewn from fine-grained marble,
the sculpture is modelled after an almost

“ identical bust in the Capitoline Museums
in Rome. Many 18th-century workshops,
including that of Cavaceppi, are known to
have owned copies of this bust, and as a

Palmesel, ¢. 1350-1400
Middle Germany, possibly
Franconia Wood with
polychromy, 96X34x82cm
Sam Fogg

Untitled, 1959

William Scott (1913-89)
Oil on canvas, 112X86.5cm
Osborne Samuel
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