


 ART TO ACRES
Art to Acres marks the joining of artists and collectors in an open-ended 
initiative to conserve land and to do good. After a decade of forethought, this 
collaboration between art and land conservation begins. This is a project that I 
care deeply for and have faith in. Both conservation and art are defined by 
principles of legacy and permanence. The artists and collectors donating 
recognize the importance of biodiversity and are doing something now and into 
the future to preserve it. In the Art to Acres process, artists and collectors will 
conserve thousands of acres of wilderness, forming a relatable connection 
between art and conservation.

The proceeds from this initiative are being magnified in many ways: The Sheth 
Sangreal Foundation is generously joining in providing matching funds. 
Partnering organizations are donating the supporting costs for the 
conservation efforts on the ground. The full amount raised, and the matching 
funds, will go to purchase forest acreage, at approximately $150 an acre. The 
artists are welcomed to the location that their artworks conserved, and they will 
receive a parcel map with the latitude and longitude coordinates.

Art and national parks are some of the few places that we let remain. Both are 
made with legacy in mind. We create them, in part, for when we are no longer 
here. We create them to be experienced and witnessed by future generations. 
While an artwork is a visual of a moment in time, a wild place is a visual of all 
time compounded. Artworks and national reserves are among the few things 
that we protect: we make a space for them to continue to be exactly what they 
are. This work focuses on the fact that an artwork, measured in square feet, can 
conserve land measured in hundreds or thousands of acres.

I would like to thank all of the artists and collectors for these artworks. 
It is you who are key. I would like to thank the exceptional team at Christie’s, 
Loic Gouzer, Vivian Brodie, and Lauren Ford, for their devotion to 
conservation. I would like to thank Brian Sheth, Joe Watson, the Sheth 
Sangreal Foundation and Global Wildlife Conservation for their advice and 
support. This new and unique collaboration between artists, Christie’s, and 
conservationists is engaging the power of art to conserve our last wild lands. 
Thank you for conserving these places.

Haley Mellin, Ph.D.
Artist and Conservationist



The Sheth Sangreal Foundation has joined in providing matching funds 
on the auction. Global Wildlife Conservation Board Chairman Brian 
Sheth and his wife Adria founded the Sheth Sangreal Foundation to 
provide significant support to environmental and educational 
initiatives. The foundation collaborates with like-minded partners for a 
unique approach to philanthropy keenly focused on empowering others 
to effectuate change – while consistently achieving outsized outcomes. 
The Foundation remains highly active in projects that leverage the 
collective strengths of disparate entities as within these distinct 
relationships lie extraordinary opportunities for exponential impact. 

"The proceeds and matching funds are going into our important 
work to conserve the crown jewels of rainforests around the 
world - the very lifeblood of our planet." 

Brian Sheth
Chair of the Board, Global Wildlife Conservation
Founder, Sheth Sangreal Foundation

"The interplay of wildlife and wilderness is a vital backdrop to our lives, 
enabling everything from the air that we breathe to the food that we eat 
to the water that we drink. It inspires creativity, expressed in beautiful 
and thought-provoking works of art. And it inspires each of us at Global 
Wildlife Conservation to relentlessly pursue our mission of conserving 
the diversity of life on Earth. We are committed to building on our ten 
years of protecting wildlife and wildlands by cultivating the conservation 
leaders of today and tomorrow, ensuring that future generations are able 
to enjoy the wellspring of resources and inspiration that we too often 
take for granted. We thank you for joining us in this innovative and 
exciting collaboration merging art and conservation."

Wes Sechrest, Ph.D.
CEO and Chief Scientist, Global Wildlife Conservation



 CLOUD CATCHERS
Cloud forests are one of our planet's most imperiled habitats. While we 
all benefit from the clean air, climate stabilization, and medicines that 
they provide, they are often out of sight and out of mind. This 2018 
benefit is bringing these wild places closer to home, using the power of 
art to connect and drive positive change for our planet’s ecosystems.

Cloud forests grow across much of the tropics where mountains rise 
above 1,000 meters. Here, warm air rises from the lowlands and 

condenses into fog that shrouds the highlands. This mist is absorbed 
by the hanging lichens and mosses. Once saturated, these mosses 
slowly release the water whereupon it trickles to the ground, eventually 
coalescing into small creeks that steadily feed streams and rivers at 
lower elevations. This is a marvelous process because the water 
capture from the air happens consistently throughout the year, 
regardless of rainfall. Whereas rains are highly seasonal, these ‘cloud 
catchers’ feed the waterways of the tropics every day of the year. 

Indeed, humans depend on tropical forests as well. Without these 
forests, communities are at the mercy of seasonal rains where 
inconsistency from year to year can have devastating impacts on food 
cultivation and other human endeavors. In addition to ensuring a 
supply of water throughout the year, cloud forests reinforce the 
mountainsides, preventing mudslides during torrential storms. The 
benefits of cloud forests have been held in high regard for millennia. On 
the island of Luzon in the Philippines, for example, forests on hilltops 
were considered sacred to the indigenous people, and no one would 
dare cut them down.

Perhaps the greatest gifts from these mysterious forests have yet to be 
discovered. Scientists have just begun to research the potential that 
their plants and animals have for medical and other benefits. When we 
consider that almost all medicines today were initially derived from a 
natural product, it begs the question why would we consider losing 
these wellsprings to us all. These forests provide a home to countless 
plants, animals, and traditional and indigenous communities, while 
sustaining a vibrant planet for all of humanity.

Don Church, Ph.D.
President, Global Wildlife Conservation
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"The abi l i ty  to  t ransform physical  ar tworks into measurable 
good for  the planet  is  g iv ing r ise to a  new corps of  
act iv ists:  ar t ists ."
-Lauren Ford

"Nature has begotten art  for  centur ies.  How beaut i fu l  that  
through this  col laborat ion,  ar t  wi l l  beget  nature."
-Sheena Paul

September 25, 2018

Home of Adria and Brian Sheth

Dinner and Auction

Celebrating GWC and Christie’s auction and partnership 

Tropical Forest talk by Dr. Don Church 

Spoken Word Performance by Xiuhtezcatl Martinez

About This Evening's Performance

Earth Guardians Youth Director  Xiuhtezcat l  Mart inez 
recent ly  turned 18.  He's  an indigenous cl imate act iv ist ,  
h ip-hop art ist ,  and powerful  voice on the f ront  l ines of  a  
global  youth- led environmental  movement .  At  the ear ly  
age of  s ix ,  Xiuhtezcat l  began speaking around the world,  
f rom the Rio+20 United Nat ions Summit  in  Rio de Janeiro,  
to  addressing the General  Assembly at  the United Nat ions 
in  New York Ci ty .  He has worked local ly  to  get  pest ic ides 
out  of  parks,  coal  ash contained,  and morator iums on 
fracking in  his  state  and is  current ly  a  lead pla int i f f  in  a  
youth- led lawsuit  against  the federal  government  for  their  
fa i lure to protect  the atmosphere for  future generat ions.  
This  fa l l  he performs at  the United Nat ions and launches 
in  over  20,000 schools with the Earth Guardian 
curr iculum.
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ZARIA FORMAN (B. 1982)

Jakobshavn Glacier, Greenland, 69° 47' 
31.092"N 49° 47' 31.7076"W, April 29th, 
2017
signed Jakobshavn Glacier, Greenland, 69° 47' 31.092"N 49° 
47' 31.7076"W, April 29th, 2017 68" x 102" 2017 Zaria 
Forman (on reverse)
soft pastel on paper
108 3/8 x 68 in. (150.8 x 242.6 cm.)
Executed in 2018.

$80,000 - 120,000

PROVENANCE:
Donated by the artist and Winston Wächter Fine Art, New York

"THE REMOTE REGIONS I DRAW ARE THE KEYSTONES OF CLIMATE CHANGE BUT ARE INACCESIBLE TO 
MOST PEOPLE. I DRAW AS MUCH PRECISE DETAIL AS I CAN IN ORDER TO TRANSPORT THE VIEWER TO A 
PLACE THAT IS OTHERWISE DISTANT AND ABSTRACT. I CONVEY THE BEAUTY OF THESE VULNERABLE 
LANDSCAPES, AS OPPOSED TO THEIR DEVASTATION, TO INSPIRE VIEWERS TO HELP PROTECT AND 
PRESERVE THEM." 

-ZARIA FORMAN
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"ARTISTS PLAY A CRITICAL ROLE IN COMMUNICATING CLIMATE CHANGE, WHICH IS ARGUABLY THE 
MOST IMPORTANT CHALLENGE WE FACE AS A GLOBAL COMMUNITY. I HAVE DEDICATED MY CAREER 
TO TRANSLATING AND ILLUMINATING SCIENTISTS' WARNINGS AND STATISTICS THROUGH AN 
ACCESSIBLE MEDIUM -- ONE THAT MOVES US IN A WAY STATISTICS MAY NOT."

-ZARIA FORMAN

Zaria Forman documents climate change with pastel drawings. Her 
latest work is an aerial exploration of some of the most rapidly 
changing places on our planet. Over the past two years Zaria has 
traveled with NASA’s science missions to track shifting ice, 
producing a collection that faithfully captures the range of ephemeral 
landscapes she observed while flying just hundreds of feet over 
Antarctica and the Arctic. While her previous drawings are often 
recognizable as icebergs and glaciers, Zaria’s current proximity to 
NASA scientists inspired work that is highly precise in its technical 
execution and yet visually more abstract. “My drawings aim to 
illuminate scientific data through a medium that can move us in a 
way that statistics cannot. The remote regions I draw are the 
keystones of climate change but are inaccessible to most people. I 
draw as much precise detail as I can in order to transport the viewer 
to a place that is otherwise distant. I convey the beauty of these 
vulnerable landscapes, as opposed to their devastation, to inspire 
viewers to help protect and preserve them.” She continues, 
“Psychology proves that humans take action and make decisions 
based on emotion above all else. Studies show that art impacts our 
emotions more effectively than a scary news report. My drawings 
explore moments of transition, turbulence, and tranquility in the 
landscape, allowing viewers to emotionally connect with a place 
they may never have the chance to visit.” 

With an eye toward communicating the alarming rate that our polar 
regions are melting, Zaria portrays the vulnerability of thinning ice 
and heat-absorbing inkiness of the seas with profound detail and 
inherent drama. Each piece is rich in nuance, imbuing her drawings 
with great variation and thematic cohesion. In the sharpness of her 
latest birds-eye views drawn in her characteristic large-scale format, 
Zaria has created deeply intimate portraits of the environments we 
stand to lose. Like orbiting astronauts who are overcome by Earth’s 
fragility and moved to protect it, viewers are invited to witness a 
perspective on our planet that is connected to both the exacting 
beauty of science and the terrifying urgency of climate change. 
Zaria's drawings, rendered in soft pastel on paper, depict locations 
she has experienced and photographed. In a studio lightly dusted in 
blue pastel, she works from her memory and photographs to re-
create what she saw.

Jakobshavn Glacier in Greenland (pictured here) is deservedly one 
of the most famous glaciers in the world. It is one of the fastest-
flowing major glaciers, with speeds approaching 150 feet per day. 
This is roughly four times the speed of the thickness over a very 
broad area, dumping ice into the ocean and raising sea level 
correspondingly. It dispenses so many icebergs into the Arctic 
Ocean, that they amount to 10% of all of the icebergs in the entire 
Arctic. The iceberg that sunk the Titanic likely came from 
Jakobshavn. Because the changes are so dramatic, Jakobshavn is 
one of only a few glaciers in the world wherein the NASA team that 
Zaria flew with can see the changes from year to year with their 
naked eyes. This glacier is also of special significance to Zaria: 
“Icebergs calve off Jakobshavn Glacier into Disco Bay, where I saw 
icebergs for the first time in my life on a trip in 2007 with my family. 
Five years later I spread my mother’s ashes in Disco Bay. Another 
five years after that, I flew over Jakobshavn with NASA’s Operation 
IceBridge to see the glacier from above and visit my mom in the 
bay by boat.”

Forman exhibits internationally and she travels to remote regions of 
the world to collect images and inspiration for her work. She has 
flown with NASA on several Operation IceBridge missions over 
Antarctica, Greenland, and Arctic Canada and has been featured 
on CBS Sunday Morning, CNN, and PBS. Her public lectures 
include a TED Talk, and she has spoken at Amazon, Google, and 
NASA’s Goddard Space Flight Center. She has exhibited in 
Banksy’s Dismaland, and was an artist-in-residence aboard the 
National Geographic Explorer in Antarctica. Her works have 
appeared in publications such as The New York Times, National 
Geographic, the Wall Street Journal, and the Smithsonian 
Magazine. She has an ongoing collaboration with Unison Colour 
Soft Pastels wherein they develop new colors to match glacier ice. 
Forman currently works and resides in Brooklyn, NY, and is 
represented by Winston Wächter Fine Art in New York, NY and 
Seattle, WA. Zaria was born in South Natick, Massachusetts in 
1982, and grew up in Piermont, New York. The inspiration for her 
drawings began in her early childhood with her mother, Rena Bass 
Forman, who spent much of her life photographing the most remote 
and often desolate locations in the world.
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"I ALWAYS FELT THE GALLERY WAS A STAGE.”
-DAVID ADAMO

DAVID ADAMO (B. 1979)

Untitled (western red cedar)
western red cedar
90 3/16 x 19 11/16 x 11 13/16 in. (229.1 x 50 x 30 cm.) 
Executed in 2014.

$20,000 - 30,0000

PROVENANCE:
Donated by the artist and Peter Freeman Gallery, New York
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ROSEMARY LAING (B. 1959)

"LANDSCAPE IS ALSO A SITUATION, A COMPLEX 
INTERPLAY OF HISTORICAL AND 
ENVIRONMENTAL CONDITIONS."  

-VICTORIA LYNN

to invent new modes of artistic communication, which then result in 
a photographic or video outcome. As Claire Doherty has  
discussed, there is a first and second audience for such works, 
from the participants who experience the original situation, often 
located outside  the gallery or museum, to the visitors who see the 
photographic or video outcome.

Solo exhibitions of Laing’s work have been held at numerous 
museums, including the Domus Artium 2002, Spain; Frist Center for 
the Visual Arts, Tennessee; Kunsthallen Brandts Klædefabrik, 
Denmark; Museum of Contemporary Art Australia; National 
Museum of Art Osaka, Japan; and TarraWarra Museum of Art, 
Australia. Her work can also be found in many public collections 
worldwide, including the Art Gallery of New South Wales, Australia; 
21st Century Museum of Contemporary Art, Japan; Art Gallery of 
New South Wales, Australia; National Museum of Women in the 
Arts, Washington, DC; and Wadsworth Athenaeum, Connecticut. 
Born in 1959 in Brisbane, Australia, Laing currently lives and works 
in Sydney, Australia.

Eadith
signed Rosemary Laing (on the reverse)
archival inkjet pigment print
27 ½ x 60 in. (70 x 152 cm.)
Executed in 2010-12. 
This work is number two of an edition of ten plus two artist proofs.

$8,000 - $12,000

PROVENANCE:
Donated by the artist and Galerie Lelong & Co., New York

Rosemary Laing is an Australian artist known for her photo-based 
work. Her photographs are cinematic in scope and created with 
real-time performances and physical installations, as opposed to 
digital manipulation. Laing meticulously stages interventions in 
culturally and historically resonant locations across Australia. Her 
work is informed by post-colonial perspectives on the occupation 
and ownership of land and it speculates upon how the past 
intersects with a present situation. Laing frequently works in series, 
creating thematic bodies of work that are large in scale and scope 
and accumulate to form an ongoing narrative of events about 
impacts on cultural consciousness.

Laing has participated in several international biennials including the 
Biennale of Sydney, Australia  in 2008, the Venice Biennale, Italy in 
2007, the Busan Biennale, South Korea  in 2004, and the Istanbul 
Biennial, Turkey in 1995. Laing choreographs situations in the 
landscape, invoking a unique set of circumstances that reflect upon 
historic, social, environmental, economic and material conditions. 
She choreographs actions and people in diverse contexts in order 
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AHMET CIVELEK (B.1988)

Untitled (2 Pieces of White, 120 Grit)
signed and dated 'Ahmet Civelek, 2018, New 
York, Ahmet Civelek signature' (on reverse) 
sandpaper on wood panel
60 x 48 in. (152.4 x 121.9 cm.)
Executed in 2018.

$5,000 – 7,000 

PROVENANCE:
Donated by the artist

"THE ENVIRONMENT IS WHERE WE ALL MEET; WHERE WE ALL HAVE A MUTUAL INTEREST; IT IS THE ONE 
THING ALL OF US SHARE."
-LADY BIRD JOHNSON
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Ahmet Civelek’s work focuses on the use of construction materials to 
create our world. Sandpaper, an industrial product which is often 
fabricated in Turkey, frequents his wall-based work. Raised in Istanbul, 
Civelek started to use sandpaper as a medium after meeting the heirs 
of the largest sandpaper companies in Turkey and visiting a number of 
the large sandpaper factories in the country. Sandpaper and 
glasspaper are names used for coated abrasive that consists of sheets 
of paper or cloth with abrasive material glued to one face. Despite the 
names, neither sand nor glass are now used in the manufacture of 
these products as they have been replaced by other abrasives such as 
aluminium oxide or silicon carbide. Sandpaper is an age-old 
construction medium. It produced in a range of grit sizes and is used to 
remove material from surfaces, either to make them smoother (for 
example, in painting and wood finishing), to remove a layer of material 
(such as old paint), or sometimes to make the surface rougher (for 
example, as a preparation for gluing). It is common to use the name of 
the abrasive when describing the paper, such as 
"aluminium oxide paper" or "silicon carbide paper." The grit size of 
sandpaper is usually stated as a number that is inversely related to the 
particle size. A small number such as 20 or 40 indicates a coarse grit, 
while a large number such as 1500 indicates a fine grit. 

Civelek was first attracted to working with sandpaper as a common 
material that destroys through erosion. While sandpaper has a 
destructive or deletion-based aim, Civelek destroys the sandpaper 
itself by hand, in turn destroying the destructor. In places, Civelek’s 
surfaces erodes to the point of complete erasure – and holes or 
openings appear. The harder the backing material, the faster the 
sanding, the faster the wear of the paper and the rougher the sanded 
surface. The weight of the backing is usually designated by a letter. 
For paper backings, the weight ratings range from "A" to "F", with A 
designating the lightest and F the heaviest. Letter nomenclature 
follows a different system for cloth backings, with the weight of the 
backing rated J, X, Y, T, and M, from lightest to heaviest.

A flexible backing allows sandpaper to follow irregular contours of a 
workpiece; relatively inflexible backing is optimal for regular rounded 
or flat surfaces. Stronger paper or backing increases the ease of sanding. 
Civelek primarily has been focusing on the roll form, which are known as 
“shag rolls" by many contractors. The types of abrasive materials 

adhered to the paper include glass and flint, which are no longer 
commonly used, garnet, emery, and aluminium oxide. Aluminum 
oxide, used by Civelek, is the most common in modern use, with the 
widest variety of grits, lowest unit cost and it can be used on metal, 
stone or wood.

Sandpaper has a long history of involvement with the use of natural 
materials to shape and form objects as directed by the human mind. 
The first recorded instance of sandpaper was in 1st-century China 
wherein crushed shells, seeds, and sand were bonded to parchment 
using natural gum. Shark skin, or placoid scales, has also been 
used as an abrasive and the rough scales of the living fossil, 
Coelacanth are used for the same purpose by the natives of 
Comoros. Boiled and dried, the rough horsetail plant is used in 
Japan as a traditional polishing material, finer than sandpaper. 
Glass paper was manufactured in London in 1833 by John Oakey, 
whose company had developed new adhesive techniques and 
processes, enabling mass production.  In 1921, 3M invented a 
sandpaper with silicon carbide grit and a waterproof adhesive and 
backing, known as Wet and dry. This allowed use with water, which 
would serve as a lubricant to carry away particles that would 
otherwise clog the grit. Its first application was in automotive paint 
refinishing. 

Ahmet Civelek was born in New York and raised in Istanbul, Turkey. 
He moved to New York to study at the Pratt Institute, which was 
followed by studies in London at Central St. Martin’s. In 2010, after 
completion of his studies, Civelek returned to New York and set up a 
company, The Destruction Company, which continues to relate to 
themes in his work and process. He lives and works in New York 
and continues to visit London and Istanbul intermittently. Recent 
exhibitions include Past Meets Present, curated by Huma Kabakci 
and Mine Kucuk and Anna Laudel Contemporary in Istanbul, Turkey 
and Shed Curated by Darryl Westly at Christies Fine Arts Storage in 
New York. Shows also to be noted are Works: Reflection on Failure, 
curated by Osman Can Yerebakan at Radiator Gallery in New York, 
Meet Me By The Tree at Oktem & Aykut in Istanbul, Turkey, and 
Scent, curated by Julio Felix at Dickinson Roundell in New York. 
Upcoming shows include Pi Artworks in Istanbul in November 2018.

"I HAVE BEEN WORKING WITH SANDPAPER AS A MATERIAL FOR SOME TIME NOW. EVEN THE FINEST GRIT 
SANDPAPER CAN SUBTLY ERODE A SURFACE, JUST AS EVERY SMALL IMPACT WE MAKE ON OUR PLANET 
CAN CHANGE AND DAMAGE THE FORESTS."            

- AHMET CIVELEK
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"AFTER THIRTY YEARS OF STARING AT ONE TRUE 
PHRASE, HE DISCOVERED THAT ITS OPPOSITE WAS 
TRUE ALSO. FOR WEEKS HE LAUGHED IN THE GRIP 
OF A FIERCE SELF-DERISION. HAVING LOST THE 
FALSEHOOD TO WHICH HE FIXED HIS HAWSER, HE 
ROLLED DRUNKENLY ABOUT THE FIELD OF HIS 
ENVIRONMENT BEFORE THE NEW DIRECTION 
BEGAN TO DAWN UPON HIS CRACKED MIND. WHAT 
A FOOL EVER TO BE TRICKED INTO SERIOUSNESS."

-WILLIAM CARLOS WILLIAMS

NATHLIE PROVOSTY (B.1981)

Triptych (iv)
signed 'Nathlie Provosty' (on reverse)
oil on linen
19 x 30 in. (48.26 x 76.2 cm.)
Executed in 2018.

$12,000 - 18,000

PROVENANCE:
Donated by the artist and Nathalie Karg Gallery, New York

Triptych (iv) is painted on a single panel with a reflective form that 
appears doubled and folded across three shifting planes. 
Generated from a previous series called Dream Sequence, with a 
contained image, the bends in this piece curve inward and 
outward in turns. The reflective portion of the surface 
incorporates the exhibiting room (and viewer) into the painting—
literally—while the object’s beveled edges allow the walls to enter 
covertly, at the level of appearances. Similarly, these bends 
disappear and reappear as the viewer walks around the work, 
marking one distinct characteristic of the painting, that of “hiding 
in plain sight,” and conceptually connecting the work to time-
based media, such as film. 

The artist’s interest in dark colors connects to their position at the 
outer edge of the human visible spectrum, the peripheral and 
marginalized, the politically undermined and ignored. 

Accompanying the color is its inseparable twin: texture, its material 
quality, which is why these paintings at their most basic level are deep 
engagements with their own physical presence and the history of 
painting. The Triptych series continues the artist’s exploration into the 
fundamental human condition of paradox. For this reason, these highly 
subtle works are extremely difficult to reproduce, and must be felt to be 
understood. 

Provosty has recently exhibited at Nathalie Karg Gallery in New York 
2016 and in 2018 and at A Palazzo Gallery in Brescia, Italy in 2017. 
Group exhibitions include Colby Museum of Art, Maine curated by Alex 
Katz, and Washington University Museum, DC, both in 2017. 
Forthcoming is a group exhibition at the Kunsthall Stavanger, Norway 
in 2018. Provosty's works are included in the collections of the 
Albright-Knox Art Gallery, the Baltimore Museum of Art, the San 
Francisco Museum of Modern Art, and the Museum of Modern Art, NY.
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ALAIN RICHARD (B.1968)

"FOR ME, THE BIG INFINITY IS KIND OF THE SAME AS THE SMALLEST PARTICLE ON THE PLANET. I 
LIKE TO CREATE A SITUATION WHERE THE VIEWER REALIZES THE IMMENSITY OF OUR UNIVERSE..."

-ALAIN RICHARD

The Far Side 
signed, titled and dated ‘Alain Richard, The Far Side, 
2018' lightbox, LED technology and duratrans on 
plexiglass 67.5 x 67.5 x 4 in. (171 x 171 x 8 cm.) 
Executed in 2014. 

$30,000 – 40,000 

PROVENANCE:
Donated by the artist
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SHIRAZEH HOUSHIARY (B. 1955)

Trail
signed 'Shirazeh Houshiary' (on the reverse)
pigment and pencil on white Aquacryl on canvas on aluminium 
47 1/8 x 47 1/8 in. (120 x 120 cm.)
Executed in 2018.

$140,000 - 180,000

PROVENANCE:
Donated by the artist and Lisson Gallery, New York and London 

"TYPICALLY MY WORKS ARE MULTI-LAYERED RELATING TO HUMAN PERCEPTION AND ALL 
ITS PROCESSES." 

-SHIRAZEH HOUSHIARY
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"THESE ARE HUMAN."  -SHIRAZEH HOUSHIARY

Housh ia r y ’ s  l a rge -sca le  pa in t i ngs ,  mos t  o f  t hem 
measu r i ng  mo re  t han  a  me te r  i n  he i gh t  and  i n  w id th ,  
t ake  two  mon ths  o f  da i l y  wo rk  t o  comp le te .  “Nobody  
rea l i zes  how  phys i ca l  t hes e  a re , ”  she  s i ghs .  She  wo rks  
w i t h  t he  canvases  p l aced  on  t he  f l oo r ,  f i r s t  pou r i ng  a  
wash  o f  p i gmen t  ove r  t hem,  and  t hen  bu i l d i ng  up  
i n t r i ca te  f ea the r  o r  s ca le - l i k e  t ex tu res  t h rough  penc i l  
o r  pa i n t .  The  penc i l  shav ings  t i d i l y  co l l ec ted  i n  bow l s
on  he r  desk  speak  t o  t he  exhaus t i ve  wo rk  t ha t  goes
in to  each  p i ece .  Po in t i ng  ou t  a  pa in t i ng ,  Soa r  ( 2015 ) ,  a
two -by - two -me te r  wash  o f  c l oud - l i ke  b l ue  c l us te r s ,
Housh ia r y  exp la i ns  t ha t  p i ece ’ s  t ex tu re  comes  f r om
repea ted l y  w r i t i ng  two  A rab i c  ph rases—“ I  am”  and  “ I
am  no t ”—un t i l  t hey  van i sh  i n t o  t he  canvas .  M i c ros cop i c
and  abs t r ac ted ,  t he  f o rm  c rea ted  by  t he  wo rds
resemb les  cha in -ma i l  a rmo r  r a the r  t han  t ex t .  “These
words  a re  no t  abou t  mean ing ,  because  ac tua l l y  t hey
d i sso l ve ,  you  can ’ t  r ea l l y  r ead  t hem.  Bu t  t hey ’ r e  mo re
abou t . . .  t he  con t rad i c t i on  o f  say i ng  ‘ I  ex i s t , ’  ‘ I  don ’ t
ex i s t , ’  l i ke  b rea th i ng , ”  she  exp la i ns .  “ I  m im i c ,  i n  a  way ,
t he  i nha la t i on  and  exha la t i on  o f  b rea th .  Tha t ’ s  why
they  a re  pu l sa t i ng  l i ke  a  gene ra t i ve  f o r ce . ”

Cons ide r i ng  t he  e the rea l ,  o r gan i c  f ee l i ng  t ha t  
Housh ia r y ’ s  pa i n t i ngs  evok e ,  as  we l l  as  t he  sp i r a l i ng ,  
ascend ing  shape  o f  he r  g l ass  and  me ta l  s cu l p tu res ,  
t he re  i s  a  t endency  f o r  w r i t e r s  t o  r each  f o r  wo rds  l i ke  
“ sp i r i t ua l ”  and  “ t r anscenden ta l ”  when  desc r i b i ng  he r  
wo rk .  Such  desc r i p t i ons  have  “become  ve ry  bana l  
now , ”  she  l amen ts .  “My  wo rk  i s  ac tua l l y  ve r y  phys i ca l , ”  
she  says .  “ I ’m  ve r y  i n t e res ted  i n  ou r  senses ,  ou r  s i gh t ,  
ou r  hea r i ng .  We  a re  [ each ]  i n  a  body…Out  o f  my  body ,
I  don ’ t  ex i s t . ”  Wh i l e  t he re  i s  unden iab l y  an  i n t ang ib l e
qua l i t y  t o  Housh ia r y ’ s  wo r k  t ha t  r eaches  beyond  da i l y
expe r i ence ,  he r  r ange  o f  i n sp i r a t i ons  i s  f a r  w ide r  t han
reduc t i ve  i deas  abou t  sp i r i t ua l i t y .  The  aus te re  wh i t e
wa l l s  o f  t he  s t ud io ’ s  t op  f l oo r  a re  coun te red  by  a  p i l e
o f  books  casua l l y  s t r ewn  i n  a  co rne r ,  r ang ing  f r om  a
co l l ec t i on  o f  anc i en t  Ch ines e  poe t r y  t o  a  vo l ume  o f
pa in t i ngs  by  Span i sh  Ba roque  a r t i s t  F ranc i sco  de
Zu rba rán .  “ I  spend  my  l i f e  l ook i ng  i n t o  t h i ngs  and
t r y i ng  t o  unde rs tand , ”  Hous h ia r y  e l abo ra tes .  “ I ’m  no t
j us t  f asc i na ted  by  mak ing  a r t ,  bu t  I ’m  a l so  f asc i na ted
by  na tu re ,  by  sc i ence . ”

Sea rch ing  f o r  a  pos t ca rd  o f  Rena i ssance  a r t i s t  P i e ro  
de l l a  F rancesca ’ s  Madonna  De l  Pa r t o  ( c .  1450–75 ) ,  
she  recoun t s  how  moved  she  was  see ing  t he  pa in t i ng  

i n  I t a l y .  “ I t  s t i l l  v i b ra tes . . . t he re ’ s  so  much
tende rness . ”  Eu ropean  pa in t i ngs  o f  r e l i g i ous  sub jec t s  
may  appea r  t o  be  an  un l i ke l y  r e f e rence  po in t  f o r  
Housh ia r y ’ s  non - f i gu ra t i ve  wo r k ,  ye t  as  she  exp la i ns  
i t ,  she ’ s  t r y i ng  t o  move  beyond  t he  “ na r ra t i ve ”  o f  
t r ad i t i ona l  a r t  wh i l e  r e t a i n i ng  t he  “ t he  co l o r s ,  t he  
s t r uc tu re , ”  and  t he  human  t ouches  t ha t  g ran t  i t  
emo t i ona l  r esonance .

I n  a  s im i l a r  manne r ,  Housh ia r y ’ s  scu lp tu res  d raw  on  
equa l l y  d i spa ra te  i n f l uenc es ,  f r om  the  genes i s  o f  t he i r  
i n sp i r a t i on  t o  t he  ve r y  ma te r i a l s  used .  The  tw i s t i ng  
he l i x - l i ke  shape  o f  F l ux  ( 2013 ) ,  wh i ch  r eaches  t he  
obse rve r ’ s  eye -  l eve l ,  was  i nsp i r ed  by  t he  ou t l i ne  o f  a
random ly  d ropped  e l as t i c  band .  The  scu lp tu re  i s
composed  o f  anod i zed  g l as s  b r i c ks  made  i n  I t a l y ,
t hough  Housh ia r y  has  p rev i ous l y  used  a l um inum
b locks  f o r  s im i l a r  p i eces .  She  has  been  expe r imen t i ng
w i t h  t he  sub t l e ,  va r y i ng  t ones  poss i b l e  w i t h  b l ue -  and
pu rp l e - t i n t ed  g l ass ,  ye t  t he  r oo t  s ymbo l i sm  o f  t he
b r i c k  has  r ema ined  cons tan t .  “These  a re  human , ”  she
says ,  ho l d i ng  up  a  g l ossy  b l ue  b r i c k  measu r i ng
rough l y  t en  by  f ou r  cen t ime te r s .  “We  have  c rea ted
she l t e r  by  t h i s  bu i l d i ng  b l oc k ,  j u s t  as  we  have  c rea ted
sense  ou t  o f  wo rds . ”

Bo rn  i n  1955  i n  Sh i r az ,  a  ma jo r  c i t y  i n  sou thwes t  I r an  
t r ad i t i ona l l y  known  f o r  i t s  a r t  and  l i t e ra tu re ,  
Housh ia r y  has  been  i n  London  s i nce  1974 ,  based  i n  
va r y i ng  ne ighbo rhoods  be fo re  se t t l i ng  i n t o  he r  cu r ren t  
s t ud i o  i n  2008 .  The  Tu rne r  P r i ze  nom inee  i s  
some t imes  p resen ted  as  an  I r an i an  a r t i s t ,  bu t  doesn ’ t  
see  he r  wo rk  as  i nna te l y  bound  t o  a  s i ng l e  
na t i ona l i t y .  Even  a  wande r e r  needs  a  home  base ,  and  
Housh ia r y ’ s  can  be  f ound  down  a  qu ie t  r es i den t i a l  
l ane  i n  t he  modes t - l ook i ng  b r i c k  bu i l d i ng  t ha t  he r  
s t ud i o  sha res  w i t h  he r  hus band  P ip  Ho rne ’ s  
a r ch i t ec tu re  p rac t i ce .  He r  wo rkspace  sp reads  ove r  
t h ree  expans i ve  f l oo r s  o rgan i z ed  by  med ia .  V i deos  
and  i ns ta l l a t i ons  a re  c rea ted  i n  a  sma l l  basemen t ;  
she  makes  scu lp tu res  w i t h  t he  he lp  o f  an  ass i s t an t  on  
t he  s l i gh t l y  mo re  wo rkshop - l i k e  g round  f l oo r ;  and  she  
c rea tes  he r  de ta i l ed  pa in t i ngs  on  t he  a i r y ,  h i gh -
ce i l i nged  t op  f l oo r .   The  s t r uc tu re  was  d i scove red  by  
Ho rne  and  re fu rb i shed  by  t he  c oup le  t o  l e t  t he  
su r round ings  i n  t h rough  s ky l i gh t s  and  a  l a rge  w indow  
i n  t he  back  o f  Housh ia r y ’ s  pa i n t i ng  space ,  
ove r l ook i ng  a  t r anqu i l  wooded  a rea . *
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DARREN BADER (B. 1978)

No Title
The signed certificate of authenticity reads:
"dimensions variable
A/P 1/1, edition of 2
The work is a bicycle. The bicycle can be any bicycle. The work can be used however the owner wants." 
First exhibited in 2012. The purchaser is provided with the certificate. This is the work's AP. 

$8,000 - 12,000

PROVENANCE:
Donated by the artist and Andrew Kreps Gallery

"ON THE AUGUST EVE OF RENUNCIATION, RENOUNCE RENUNCIATION ITSELF."
-FERNANDO PESSOA
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ALEX HUBBARD (B. 1975)

Untitled
signed and dated 'A Hubbard 2018' (on the reverse)
acrylic, urethane, charcoal and resin on canvas
60 x 48 in. (152.4 x 121.9 cm.)
Executed in 2018.

$40,000–60,000 

PROVENANCE:
Donated by the artist, Galerie Eva Presenhuber, Zurich and Regen Projects, Los Angeles

"WITH THESE RESIN PAINTINGS I POUR THE RESIN ONTO THE FIBERGLASS AND HAVE 20-30 MINUTES 
BEFORE THEY DRY. THE MECHANICS OF ME PUSHING RESIN INTO THE FIBERGLASS BEFORE IT 
DRIES BECOMES THE GESTURE, ONE THAT LOOKS PAINTERLY BUT IS BORROWED FROM THE LABOR 
OF MAKING THE THING."

-ALEX HUBBARD
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Wolf with Chewed Ears
signed 'Joe Andoe' (on the reverse) 
oil on linen
61 x 51 in. (154.9 x 129.5 cm) 
Executed in 2018.

$7,000 - 10,000

PROVENANCE: 
Donated by the artist, Almine Rech Gallery, New York, and Galerie Sébastien Bertrand, Geneva

10

JOE ANDOE (B. 1955)

"I'M FERAL, AND WONDER IN THE MEANTIME." 
-JOE ANDOE

34
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ISABELLA KIRKLAND (B. 1954)

Palisades
signed impression on lower right back  (on the 
reverse) 
oil on linen
48 x 36 in. (121.9 x 91.4 cm.)
Executed in 2012.

$70,000 - 100,000

PROVENANCE:
Donated by the artist and Hosfelt Gallery, San Francisco

"SINCE 2000, 683 SPECIES OF PLANTS AND ANIMALS THAT ARE 
ENDANGERED, THREATENED, MISPLACED, EXTINCT, OR NEWLY 
FOUND BY WESTERN SCIENCE HAVE BEEN INCLUDED IN MY 
LARGE SCALE PAINTINGS."

-ISABELLA KIRKLAND

36



"YOU CAN'T PROTECT SOMETHING IF YOU DON'T VALUE IT OR KNOW WHAT IT'S FOR."
-ISABELLA KIRKLAND

Her attention to botanical detail in "Palisades" 2012, recalls the precision 
of Dutch still-lives, and late medieval art. Beginning with traditional media, 
Isabella Kirkland presents the garden in full spring mode. Small ink and 
watercolor studies of various plants and flowers accompany a large oil 
painting depicting the garden as a utopia on the Hudson where the 
endangered fauna of New York State live safely among the flora. Kirkland 
has a scientific background and ambivalence about human intervention is 
implicit in her idealized image. Noting the palisades in the background, 
one thinks of the Hudson River School, and the Transcendental 
movement in the 19th century when the natural world was being blindly 
consumed for profit even as it was elevated to the divine. The late 20th 
century brought a growing awareness that the environment was under 
stress, and by the 21st century the concern that we may have done too 
much damage already has become firmly established among scientists. 
Kirkland's work poses the question, "If we left nature alone, could it still 
restore itself?”

Isabella Kirkland is an artist whose oil paintings examine man's 
relationship to the natural world. Her life-size depictions of plants and 
animals are precisely rendered and anatomically accurate; the result of 
extensive research at natural history museums. Kirkland attended Guilford 
College in Greensboro, North Carolina, and Virginia Commonwealth 
University in Richmond, before moving to San Francisco to study at the 
San Francisco Art Institute. She has had solo exhibitions at the Toledo Art 
Museum, Ohio, the National Academy of Sciences, Washington, DC, and 
the Sun Valley Center for the Arts, Idaho, and her work been included in 
group shows at the Field Museum, Chicago, the Tucson Museum of Art, 
de Pury & Luxembourg, Zurich, the Yerba Buena Center for the Arts, San 
Francisco, and the Harvard Museum of Natural History, among other 
venues. Since 2006, Kirkland has been a research associate in the 
Department of Aquatic Biology at the California Academy of Sciences, 
San Francisco. She currently lives in Sausalito, California, and is 
represented by Hosfelt Gallery, San Francisco.

Kirkland is thorough and exacting in her research, her painting and her 
thought. She states, “There is an antique quality of the work I do. I think of 
this realistic style as a warp thread I chose to pick up and work with after 
our centuries’ long hiatus from realistic painting. Accurate descriptive 
depiction of plants and animals has served the biological sciences 
practically since the invention of the printing press. The lion’s share of this 
service has been for the purposes of diagnostic differentiation. Post 
Linnaeus, scientific illustration has functioned as a tool of speciation: often 
highlighting those traits or markers that signify a particular species."

would otherwise clog the grit. Its first application was in automotive 
paint refinishing. 

Since 2000, Isabella Kirkland has painted 683 species of plants and 
animals that are either endangered, threatened, misplaced, extinct, or 
newly found by western science have been included in a series of large 
scale paintings. All of these species have been precisely rendered in oils, 
at life size, as anatomically accurate as her research and ability allows, 
using the most permanent methods recommended by current conservation 
technology. Kirkland explores the poetics of science. She has been stalking 
the halls of the California Academy of Sciences for years, befriending its 
sequestered scientists with a combination of great charm and fierce 
determination, and finding with them common ground between the visual 
arts and science. “Dutch still lifes provide a record of plants and animals 
that were considered rare and exotic in the 1600’s. While contemporary 
technology affords us instant globe-spanning information exchange, it has 
an inherent flaw: neither the systems nor the documents last very long. Oil 
paintings can endure, as a time-capsule, or hedge against a future that 
may lack some of the plants and animals depicted.” What they share is 
psychological distance from the workaday world and love of the solitary 
pursuit of discovery. Both Kirkland and her scientific allies can gasp in 
wonder at a reproduction of an obscure microscopic specimen. For the 
scientist, the glory is the efficient, even clever, perfection of animal or plant 
adaptation, while for the artist it is the aesthetic perfection and eccentricity 
of the final design and appearance – perhaps two sides of the same coin. 

"You can’t protect something if you don’t value it or know what it’s for," says 
Kirkland, who puts her old dog medium, oil painting, up to the new tricks of 
political agitation and historical record keeping. She enlists her exquisite 
skills at the service of a complex and deceitful floral beauty. The deceit 
comes from the fact that the plants and animals depicted are not what they 
seem, but are variously carpetbaggers, dying milquetoasts, pampered pets 
or tools of commerce. The works, which modestly restore to painting the 
task that the last two centuries have conferred on photography, are meant 
to act as witnesses, with an eye to posterity, to the state of things 
ecological, circa the earliest moments of our new century. She emphasizes 
how, “romanticized “nature art” and scientific illustration remain outside of 
the scope of the modern art world. My intent has been to use this 
disparaged subject of nature as a conceptual base for paintings that are 
deceptively complex. They can be viewed and enjoyed superficially by a 
diverse audience, but closer inspection and reading of accompanying text 
can lead the viewer to the broader field of the socio-political forces at work 
affecting the biodiversity of our planet. Many of the Dutch still lifes had an 
allegoric meaning beneath the sumptuous image. This second reading of 
my work refers directly to the processes and dynamics of evolution and our 
place within it.”
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TIFFANY BOZIC (B. 1979)

Joy
signed and dated 'Tiffany Bozic, 2018' ( on the 
reverse) acrylic on maple panel
49 x 32 in. (124.4 x 81.2 cm.)
Executed in 2017. 

$20,000 - 30,000

PROVENANCE:
Donated by the artist

"IF PEOPLE DISCOVER ALL THE AMAZINGLY WONDERFUL THINGS I SEE AND FALL IN LOVE  WITH 
NATURE, THEY MAY RESPECT NATURE ENOUGH TO FIGHT TO PROTECT WHAT REMAINS OF THE 
NATURAL ECOSYSTEMS AND THE DIVERSITY WITHIN." 

-TIFFANY BOZIC
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on  ou r  f a rm .  We  had  hund reds  o f  goa t s ,  bu t  a l so  ho rses ,
cows ,  p i gs ,  ch i ckens ,  e t c .  I  w i t nessed  t he  cyc l e  o f  l i f e  &  
dea th  up  c l ose  i n  b i r t h  and  s l augh te rhouses  and  i t  had  a  
l as t i ng  impac t  on  me .

You r  wo rk  exp lo res  t he  w ide  gamu t  o f  human  emo t i on  
v i a  t he  un i ve r sa l  s ymbo l i s m  and  me tapho rs  t ha t  can  be  
c rea ted  t h rough  us i ng  an im a l s  and  t he  na tu ra l  wo r l d  as  
t he  s t o r y t e l l e r s .  How  do  you  app roach  t h i s  aspec t  o f  
you r  wo rk?

I  haven ’ t  necessa r i l y  come  up  w i t h  a  un i f o rm  app roach .  I  
t r y  t o  spend  t ime  ou tdoo rs  wheneve r  I  can  and  t ake  
pho tos  f o r  my  l i b ra r y  t o  l a t e r  r e f e rence .  Some t imes  I  
bu i l d  se t s  o r  d i o ramas  i n  m y  s tud io .  The  v i s i ons  come  t o  
me  i n  a  my r i ad  o f  ways  and  each  p resen t  a  new  
cha l l enge  t ha t  I  have  t o  f i gu re  ou t  how  t o  so l ve .

As  you ’ ve  s t a ted ,  t he  pho tog raphs  you  use  as  i nsp i r a t i on  
and  re fe rence  f o r  you r  wo rk  a re  ma in l y  images  you  have  
cap tu red  you rse l f  wh i l e  on  va r i ous  f i e l d  t r i p s .  Ta l k  t o  us  
a  l i t t l e  abou t  wha t  s t a r t ed  you  down  t h i s  pa th .  We  wou ld  
a l so  r ea l l y  app rec i a te  i f  you  wou ld  be  w i l l i ng  t o  
r em in i sce  abou t  a  t a l e  f r om  one  o f  you r  t r i p s  wh i ch  
i nsp i r ed  a  pa r t i cu l a r  pa i n t i ng .

Mos t  o f  t he  t ime  I  wo rk  f r om  my  own  pho tog raphs  t ha t  
I ’ ve  t aken  on  my  t r i p s .  Some t imes  t h i s  i s  j u s t  imposs ib l e  
t hough .  Fo r  examp le ,  I  j u s t  f i n i shed  a  pa in t i ng  t oday  
ca l l ed  ‘G row th ’  f ea tu r i ng  deep -sea  o rgan i sms .  Fo r  a  
l a rge  pa r t  o f  t he  pa in t i ng  I  r e f e renced  an  e l abo ra te  
bouque t  o f  f l owe rs  I  commiss i oned  my  f l o r i s t  f r i end  
Na tasha  t o  bu i l d  f o r  me .  So  once  I  had  t he  s t r uc tu re  and  
compos i t i on  wo rked  ou t  I  had  t o  bu i l d  t he  r es t  o f  t he  
c rea tu res  ove r  and  a round  i t .  Un fo r t una te l y  s i nce  I  do  
no t  cu r ren t l y  own  a  deep - sea  submers i b l e  ( sad l y ) ,  I  had  
t o  r eso r t  t o  r e f e renc ing  r oya l t y  f r ee  pho tog raphs .  I  can  
comb ine  seve ra l  pho tos  i n t o  one  t o  make  each  an ima l  
‘my  own ’ ,  bu t  i t ’ s  a  ve r y  s l ow  &  t ed i ous  p rocess  so  I  
de f i n i t e l y  p re fe r  t o  r e fe rence  my  own  pho tos  wheneve r  
poss i b l e .

ma les  exh ib i t i ng  an  o range - red  head ,  b r i l l i an t  
ye l l owbody ,  and  coa l - b l ac  k  w ings ,  back  and  t a i l .  
Wes te rn  Tanage rs  s t ay  c l ose  t o  t he i r  ma tes  du r i ng  
nes t - bu i l d i ng  and  egg - l ay i ng ,  and  t he  ma les  f eed  t he  
f ema les  a t  o r  nea r  t he  nes t .  The  Pa le  Swa l l ow ta i l  
bu t t e r f l y  (Pap i l i o  eu r ymedon )  i s  r e l a t i ve l y  common  
t h roughou t  much  o f  t he  wes te rn  No r t h  Amer i ca .  I t  can  
be  seen  i n  l a rge  numbe rs  mud -  pudd l i ng  whe re  up  t o  a  
dozen  o r  mo re  ma les  may  ga the r  .  They  w i l l  j o i n  o the r  
spec ies  t o  s i p  wa te r  f r om  damp  so i l  t o  ob ta i n  nu t r i en t s  
f o r  ma t i ng .  The  bu t t e r f l i e s  ac t i ve l y  pa t r o l  t he  a r  ea  f o r  
r ecep t i ve  f ema les  t o  engage  i n  a  m id -  a i r  nup t i a l  dance .

Be ing  an  a r t i s t  who  wo rks  w i t h i n  t he  v i sua l  r ea lm  ,  s  he  
f i nds  i nsp i r a t i on  i n  t he  non -v i sua l .  "The  i nv i s i b l e  t h i ng  
t ha t  shapes  eve ry th i ng  I  p roduce  i s  emo t i on .  Mos t  
a r t i s t s  w i l l  ag ree  upon  t he  impo r t ance  o f  con t i nua l l y  
se t t i ng  you rse l f  new  c rea t iv  e  goa l s  and  cha l l enges .  I n  
wha t  ways  have  you  seen  you r  wo rk  evo l ve  s i nce  you  
s ta r t ed  down  t he  pa th  o f  be i ng  a  p ro fess i ona l  a r t i s t  
and  wha t  new  ways  do  you  env i sage  push ing  you rse l f  i n  
t he  nea r  f u t u re? "  Boz i c  says  i n  i n t e r v i ew . " I  am  ve ry  
awa re  t ha t  as  an  a r t i s t  I  am  an  abso rben t  c rea tu re .  My  
goa l  has  a lways  been  t he  s  ame :  t o  g row .  I  s t i l l  f ee l  
l i ke  I  have  so  much  t o  l ea rn .  I  wan t  t o  d i s cove r  as  
much  as  I  can  abou t  t he  wo r l d  and  m  y  p l ace  i n  i t ,  t o  
push  myse l f  i n t o  t he  unknown .  One  o f  t he  bene f i t s  t ha t  
comes  w i t h  expe r i ence  i s  l ea r  n ing  t o  t r us t  myse l f  on  a  
deepe r  l e ve l ,  t o  t ake  r i s ks  and  accep t  t ha t  some t im es  
t he  g rea tes t  g row th  can  come  f r om m is takes . "

T i f f any  Boz i c ’ s  pa i n t i ngs  have  been  exh ib i t ed  
ex tens i ve l y  t h roughou t  t he  Un i t ed  S ta tes  and  she  has  
wo rk  r es i d i ng  i n  p res t i g i ous  co l l ec t i ons  such  as  t ha t  o f  
pe rmanen t  co l l ec t i on  o f  t he  Un i t ed  S ta tes  Embassy .  
She  has  had  many  so l o  exh ib i t i ons ,  and  spoken  a t  
i n t e rna t i ona l  even t s .  She  was  a l so  an  ‘A r t i s t  i n  
Res idence ’  whe re  she  co l l abo ra ted  w i t h  t he  Ca l i f o rn i a  
Academy  o f  Sc i ences ,  t o  c rea te  t he  “F rom the  Dep ths ”  
exh ib i t  on  t he  pub l i c  f l oo r  o f  t he  museum i n  Novem  be r  
2007 .  She  cu r ren t l y  hos t s  an  A r t  and  Sc ience  wo rkshop  
ca l l ed  Un locked  A r t  Lab  a t  t he  Ca l i f o rn i a  Academy  o f  
Sc i ences .  T i f f any  Boz i c  was  bo rn  i n  1979  i n  
Russe l l v i l l e ,  AR .  She  i s  cu r ren t l y  l i v i ng  w i t h  he r  
husband  and  s i x - yea r  o l d  daugh te r  i n  he r  co t t age  
unde r  r edwood  t r ees  i n  M a r i n ,  CA  .

anyone  who  t akes  t he  t ime  t o  v i ew  my  wo rk  and  i f  
t hey  app roach  me  I  am  open .  I f  t hey  sha re  t he i r  
f ee l i ngs  w i t h  me  I  see  i t  as  an  oppo r t un i t y  t o  ga i n  
access  i n t o  ano the r  pe r sons  po in t  o f  v i ew .  Eve ryone  
has  t he i r  own  un ique  v i s i on  o r  t r ans l a t i on  t ha t  i s  a  
r e f l ec t i on  o f  t hemse l ves  and  t he i r  own  expe r i ences .

Wha t  a re  you r  op i n i ons  abou t  beau t y  i n  r e f e rence  t o  
man -made  a r t i f a c t s?  I s  beau t y  some th i ng  t ha t  you  
sea rch  f o r  i n  a r t  and  i s  i t  some th i ng  you  cons ide r  
when  p roduc ing  you r  own  wo rk?

Tha t  i s  a  good  ques t i on  and  I  have  been  t h i nk i ng  
abou t  i t  a  l o t  l a t e l y .  I  w i l l  say  t ha t  a l t hough  I  do  no t  
de l i be ra te l y  se t  ou t  t o  c rea te  t h i ngs  t ha t  a re  
‘ beau t i f u l ’  I  do  l i ke  t o  su r round  myse l f  w i t h  t h i ngs  
t ha t  have  l ove l y  s imp le  des i gn .  I  am  awa re  t hough  
t ha t  wha t  I  f i nd  beau t i f u l  m igh t  be  d i f f e ren t  t han  
mos t .  Fo r  examp le  I  r ecen t l y  made  a  pa in t i ng  ca l l ed  
Dea th ,  wh i ch  f ea tu res  ove r  100  a rachn ids  f o rm ing  a  
ne t l i ke  t apes t r y  ove r  a  b l ac k  f i e l d .  Some  peop le  have  
t o l d  me  t ha t  t h i s  pa i n t i ng  makes  t hem uncomfo r t ab l e  
bu t  I  ado re  t he  t ex tu res ,  co l o r s  and  des ign  o f  t he i r  
ana tomy .  The  way  t he  l i gh t  g l immers  o f f  t he i r  she l l s  
aga ins t  t he  da rkness  f ee l s  soo th i ng  t o  me .

Wha t ’ s  nex t  f o r  T i f f any  Boz i c?

T i f f any  Boz i c ’ s  pa i n t i ngs  open  a  w indow  i n t o  t he  hea r t  
o f  t he  human  cond i t i on .  She  comb ines  a  deep  l ove  o f
na tu re  and  t he  d i ve r s i t y  o f  l i f e  w i t h  a  se l f - t augh t
t echn i ca l  p rowess  t ha t  makes  he r  wo rk  t r u l y  i n im i t ab l e .
Wh i l e  s  he  pa in t s  a lmos t   exc l us i ve l y  on  map le  wood
p l ywood  pane l s  ,  bu i l d i ng  up  t h i n  was  hes  o f  ac r y l i c
pa in t  l a ye r  by  l aye r  ,  he r  wo rk  a lmos t  appea rs
sub t rac t i ve  as  i f  she  was  remov ing  t he  ve i l s  t ha t
concea l  t he  i nne r  wo rk i ngs  ,  expos ing  t he  r aw  and  t he
i n t ima te .  Ass i duous  resea r ch  i s  a l so  key ,  and  she  o f t en
accompan ies  he r  o rn i t ho l og i s t  husband  on  exped i t i ons
to  r emo te  l oca t i ons ,  a l l ow ing  he r  t o  f o rm  pe rsona l
connec t i ons  w i t h  he r  sub jec t  m a t t e r  and  p rov i d i ng  he r
w i t h  t he  know ledge  and  i ns i gh t  t ha t  we  see  exud ing
f rom he r  wo rk .  Boz i c  exp lo res  t hemes  such  as
rep roduc t i on  and  un i ve r sa l  s t r ugg les  f o r  su r v i va l
a l ongs ide  he r  sea r  ch  f o r  commona l i t i e s  be tween
human  be ings  and  o the r  l i v i ng  o rgan i sms .  A long  t he
way ,  en t i r e l y  new  spec ies  emerge  f r om  the  t i p  o f  he r
b rush  t o  i nhab i t  a  wo r l d  w i t h  o the rs  no  l ess  s t r ange  f o r
t he i r  evo lu t i ona ry  pa th  t o  ex i s t ence .

I n  ‘ Joy , ’  Boz i c  j ux taposes  sea  and  t e r r es t r i a l  an ima l s  
w i t h  unusua l  ma t i ng  s t r a teg ies ,  and  beau t i f u l l y  weaves  
t hem toge the r  i n  a  s i ng l e  synch r  on i zed  pa in t i ng .  I n  
t h i s  pa i n t i ng ,  she  f ea tu res  t he  Sou th  Pac i f i c  
B l uespo t t ed  R ibbon ta i l  Ray  (  Taen iu ra  l ymma )  whose  
f ema les  g i ve  l i ve  b i r t h  t o  l i t t e r s  o f  up  t o  seven  young .  
L i ke  o the r  s t i ng rays ,  t he  embryos  a re  i n i t i a l l y  
sus ta i ned  by  yo l k ,  wh i ch  l a t e r  i n  deve lopmen t  i s  
supp lemen ted  by  "u te r i ne  m  i l k "  p roduced  by  t he  
mo the r .  The  pa in t i ng  a l so  f ea tu res  seve ra l  Peach  Fa i r  y  
Bass le t s  (Pseudan th i as  d i s pa r )  because  o f  t he i r  
f asc i na t i ng  ma t i ng  s t r a tegy .  These  f i sh  a re  
p ro togynous  he rmaph rod i t es  ,  mean ing  t hey  a re  a l l  
bo rn  f ema le ;  bu t  i f  a  dom inan t  ma le  pe r i shes ,  t he  
l a rges t  f ema le  o f  t he  g roup  can  change  i n t o  a
ma le  t o  t ake  i t s  p l ace .  W i t h i n  t he  swa rm o f  f ema les ,
t e r r i t o r i a l  ma les  pe r f o rm  ac roba t i c  sw im  d i sp l ays  and
v igo rous l y  de fend  an  a rea  o f  t he  r ee f  and  i t s
assoc ia ted  ha rem.

Boz i c  a l so  comb ines  t e r r es  t r i a l  c rea tu res  i n  t he  
pa in t i ng  such  as  t he  Wes te rn  Tanage r  (P i ranga
l udov i c i ana ) .  Th i s  med ium- s i ze  songb i r d  moves  l i ke  a 
f l ame  ac ross  open  wood lands  a l l  o ve r  t he  Wes t ,  w i t h  

"MY GOAL HAS ALWAYS BEEN THE SAME: TO GROW." 
-T IFFANY BOZIC
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Conditions of Sale

1. All bids are binding and cannot be withdrawn. We reserve the right to reject any bid.

2. The highest bidder as determined by the auctioneer at the close of the Auction Lot will be the purchaser of the Auction Lot.

3. Every effort has been made to describe Auction Lots accurately, however, all Auction Lots are sold "as is" and "where is" without 
warranty or representation of any kind as to the accuracy of description, authenticity, value, or fitness for any purpose. By participating in 
the auction, each bidder recognizes and agrees that we are not liable for any occurrence stemming from the use of the auctioned items or 
services. All sales are final, and refunds and exchanges are not allowed.

4. We reserve the right to withdraw or otherwise not offer for auction any of the Auction Lots listed in the catalogue.

5. If the auctioneer determines that any opening bid is below the reserve price of the Auction Lot offered, s/he may reject the same and 
withdraw the Auction Lot from the auction.

6. Subject to fulfilment of all the conditions set forth herein, upon the fall of the auctioneer's hammer, the contract between the donor and 
the purchaser is concluded, and the purchaser is responsible for paying the full purchase price to Global Wildlife Conservation. GWC will 
transmit an invoice to the purchaser immediately following the event, and the purchaser is expected to make payment by 5:00 p.m. Central 
Time Tuesday, October 2, 2018. Payment by check or wire transfer required. All payments must be made in U.S. Dollars.

7. Auction Lot titles will not transfer to the purchaser until GWC has received the full purchase price in cleared funds. The purchaser's 
obligation to pay the full purchase price is absolute and unconditional.

8. Successful bidders will be responsible for all shipping and/or delivery costs, even if arranged by GWC.  

9. Successful bidders will be responsible for all applicable taxes, including potentially New York and other state and local sales taxes, and if 
applicable, any federal luxury or other tax, on the total purchase price, which includes the hammer price, buyer's premium, and any other 
applicable charges.

10. By participating in the auction, you acknowledge that you are bound by these Terms and Conditions. 

CHARITABLE DEDUCTION
Global Wildlife Conservation (Tax ID #26-2887967), or “GWC”, is a corporation classified as a public charity under section 501(c)(3) of the 
Internal Revenue Code. Buyers who purchase a lot at the auction may be able to claim from GWC a charitable contribution deduction for 
the amount paid for the lot that will be paid to GWC, but such deduction will be limited to the excess of the purchase price paid for a lot over 
its fair market value.  In accordance with applicable Treasury regulations, GWC has provided a good faith estimate of the fair market value 
of each lot, which is the mean of the pre-sale estimates relating to that lot. Bidders should consult with their own tax advisors to determine 
the application of the tax law to their own particular circumstances and whether a charitable contribution deduction is available.  Any 
acknowledgement for a tax deduction will come from GWC.

IRS Circular 230 disclosure:  Any tax advice contained in this communication (including any attachments or enclosures) was not intended or 
written to be used, and cannot be used, for the purpose of (i) avoiding penalties under the Internal Revenue Code or (ii) promoting, 
marketing or recommending to another party any transaction or matter addressed in this communication.  (The foregoing disclaimer has 
been affixed pursuant to U.S. Treasury regulations governing tax practioners.)
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