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%% Huang Yuxing 2016 (5°F)
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Fig.1 Bruce Nauman, Life, Death, Love, Hate, Pleasure, Pain, 1983

© 2018 Bruce Nauman / Artists Rights Society (ARS), New York

HUANG YUXING

(CHINA, B. 1975)

Treasure

signed and dated ‘Huang Yuxing 2016 (lower right)
acrylic on canvas

100 x 150 cm. (39 % x 59 in.)

Painted in 2016

PROVENANCE
Private Collection, Asia

From the early period of his creative work, with his
appropriation of realistic images, to his gradual development
of a more radiant and emotional abstraction, Huang Yuxing's
creative outlook has always been rooted in his thinking about
the relationship between people and their world. Huang
hopes, in the raging torrents of our world's often bizarre
and absurd history, to capture just a few moments of its
flow, to show the difficult-to-grasp state of human affairs.
In Treasure, the artist constructs from the rich colors on his
canvas a view of gorgeous, glowing crystals: the multiplicity
of ovals, crystals, nets, and whirlpools continue to replicate,
overlap, collide, and fuse together, releasing a dazzling,
multi-colored light. We seem to be viewing something like
the moment when cells divide and reproduce, yet they exude
at the same time the special optical effects, and the eternal
aura, of gems underneath a bright light.

For Huang Yuxing, the geometric lines in Treasure, both
rational and random, are actually deeply reserved and
informed with their own logic; they represent his thinking
about human wisdom and energy, especially in today's
information society, with its ceaseless whirl of technology,
information, media and instantaneous change. Through
these abstracted spots of light, screens, and networks, the
artist insinuates certain meanings about that information
society, communicating his realizations about the life,
places, alienation, and destruction that meet all the things
in this universe. In Bruce Nauman's flashing neon work Life,
Death, Love, Hate, Pleasure, Pain,(Fig. 1) pairs of opposing
terms revolve and flash, capturing the eternal instability
and unknowability of life; here, Huang Yuxing employs
flamboyant neon colors and fragmented images, set within
a deep background, to reproduce the kaleidoscopic life
experiences of the contemporary man and woman.
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130 x 194 cm. (51 %6 x 76 3 in.)
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5. 2016 Youjin (BT ) ; XKFHRKAIEE

YOU JIN

(CHINA, B. 1976)

Daydreaming About the Future

dated and signed ‘2016 Youjin’ (lower right);
inscribed and signed in Chinese, titled, measured,
inscribed and signed ‘Daydreaming about the Future
130 x 194 cm oil on canvas 2016 Youjin’ (on the

Daydreaming about the Future 130 x 194 cm 7G[E reverse)

HE oil on canvas 2016 Youjin/HE (BHE )

RMB 300,000 - 600,000
US$ 45,000 - 89,000
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oil on canvas
130 x 194 cm. (51 8 x 76 3% in.)
Painted in 2016

PROVENANCE
Private Collection, Asia

LITERATURE
Park View Green Art, You Jin, Taipei, Taiwan, 2016 (illustrated,
pp.38-39).

20165 (Hz ) SEMER it &5 (Ehk, $38-391)

E— £2-B1A (BRERNIE) 19775
Fig.1 Wayne Thiebaud, Candy Ball Machine, 1977.

© 2018 Wayne Thiebaud / Licensed by VAGA at Artists
Rights Society (ARS), NY
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“Rapid social development and progress bring a multitude of
changes, like scenes from dreams. The impact of multiculturalism
too produces fragmented structures. These give me complex
results when it comes to forming self-judgments and summarizing
experience; when | take these realizations and organize and output
them again, they become my imaginary, daydream reconstructions
of time and spaces for living.”

- You Jin
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Fig.2 Wassily Kandinsky, Moscow. Red Square, 1916.

If one day you were to lie down at your leisure on a piece of
empty ground, wouldn't your view of the sky and the shadows
cast by the trees seem completely different? A Daydream About
the Future presents the strange fantasy world of You Jin as seen
from this special point of view. Lush, green branches reach from
the borders of the canvas toward the center, partially blocking
our view of the light blue sky——and it may be that the scorching
sun is making us see things, but a horde of multicolored specks
and halos of light seem to be raining down, filling the canvas
like floating bubbles and spreading across it in a pleasing array.
Accompanying these is a red ribbon, floating in the center, while
a spiral staircase stretches upward dizzyingly to point that the
eyes cannot reach.

You Jin has always been adept at the use of brilliant, highly
saturated color. Here, whether in the lines and blocks of color
that make up the tree branches, the imaginative spiral staircase,
or the countless haloes of color floating across the canvas,
each element is treated with strong, complex hues. In the work
of American artist Wayne Thiebaud one also finds similarly
vivid and resplendent color (Fig. 1), and both artists offer rich
treatment of light and shadow. Variegated color and subtle
shifts of hue express light, shadow, and texture. By contrast with
Thiebaud, who was concerned with finding richness and beauty
in the ordinary, everyday things around him, You Jin's passion
lies in re-creating the unique spaces of his own mind. He cleverly
reconstructs in his works scenes that could never exist in reality,
presenting us with a gorgeous, dazzling world of dreams and
illusions.

This sensational composition, at first glance, is dazzling and
bewildering. But a closer look at this fictional scene shows how
viewing it as three separate spaces, one at a time, benefits our
understanding. The red ribbon at the center occupies what is
typically the straight-on horizontal view, and thus indicates
ordinary, realistic space. The sky, partially blocked by tree
branches, is depicted as it would be viewed in an upward gaze.
The stair that hovers and aims to climb endlessly above extends
into space beyond the sky, making it difficult for the eye to
follow and to guess at its end point, which apparently lies in
an unknown world somewhere beyond. Wassily Kandinsky's
exploration of space is similarly intriguing, seeming to almost
reverse correct perspective and complicating the space of the
work (Fig. 2). You Jin, by contrast, reconstructs on his canvas
a complex, multi-spatial scene, breaking down the assumption
that we are limited to viewing only one type of perspective and
from one angle only. His rearrangement, juxtaposing different
perspective relationships, suggests a wealth of deep meanings
and implications.

"A stairway expresses the heights or the depths of human life."
You Jin has never ceased expressing his own sense of the world
through his art. Living in a cities that are always undergoing
intensive development, the constant, sudden changes in the
surrounding environment cannot leave us know how to adjust,
and the question of how to find a firm footing in the midst of
our complex societal relationships has become an unavoidable
issue in the lives of modern people. The red ribbon floating above
this complex, convoluted space reflects our position in society,
as we face uncertainty and anxiety about the endless choices
confronting us. But You Jin also never ceases to respond with a
positive and optimistic outlook: "In my art, and in my thoughts,
I'm a joyful person." These lively, lucid colors display the artist's
enthusiastic attitude toward the world in which he lives, while the
outlandish idea of a staircase, spiraling endlessly upwards toward
an unknown space, reveals much about his beautiful daydreams
and hopes for the future.

Lot 302 /F&E Detail »
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ZENG FANZHI

(CHINA, B. 1964)

Three Variations of Yangguan

signed in Chinese, signed and dated ‘Zeng Fanzhi
2009’ (on the bottom)

oil on canvas

diameter: 60 cm. (23 % in.)

Painted in 2009

PROVENANCE
Private Collection, Asia
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“And who sits together? The bright moon, the soft breeze, and I.”

E— ZE%.0x (SEfE) MESAR-BREPEHE, =1T5A40, 2018558, &

M. 348,500%%

Fig.1 Edouard Manet, Chaussons de danse, The Collection of Peggy and David
Rockefeller: Fine Art, Day Sale, Christie's New York, May 2018, sold for USD

348,500
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Zeng Fanzhi's studio in Beijing is a place of seclusion,
where the artist can retreat to focus on himself and his
artistic process. His painting studio connects directly
to a small, Suzhou-style courtyard, where porous Taihu
scholar's stones placed alongside classical Chinese
furniture provide an air of antiquity. There, far away from
worldly distractions, the artist can work in peace and
allow his innermost self to be quietly reflected in his
work (Fig. 3).

Dating from 2009, Zeng's Three Variations of Yangguan
portrays just such a space for quiet contemplation. The
work's name derives from the title of a Chinese zither
tune, which itself was taken from a line by Tang Dynasty
poet Wang Wei: "Let us drink one last cup of wine; once
beyond the Yangguan, you'll find no old friends." Through
the almost abstract quality of his brushwork and his
simple, clear composition, Zeng projects great feeling
into this desolate scene with its special, personal quality.
The profoundly deep and peaceful blue, the lonely,
upright Taihu lake stone, and the casually understated
shrubbery all echo the feeling of distance and affection
in the Wang Wei poem. In the same year Variations
was completed, Zeng held a solo exhibition, Narcissus
Looks for Echo, at the Suzhou Museum. The Chinese
name for the exhibition is taken from the Yu Shei Tong
Zuo Pavilion in the famous Humble Administrator's
Garden, based on a line from a Su Shi poem, '... Who
sits together? The bright moon, the soft breeze, and I
("Yu shei tong zuo? Ming yue qing feng wo.') It reflected
a feeling of not merely resignation to loneliness, a lack
of close companionship, but also a sense of traveling
far abroad at one's ease and leisure. With the vivid
brushwork that is his trademark, Zeng expresses the
independence and easy confidence in "knowing things
from the inside, and seeing them from afar," thus showing
how much he is like the ancient scholar-painters, and
how despite his fame he remains himself, unaffected by
outside opinion. The beauty expressed through this work
transcends mere visual appeal; it depends even more on
embodying the memories and state of mind of a literati.

The source of the classic character that this painting

<« Lot 303 /& Detail



exudes, that of the literati or scholar-painter, can easily
be traced to traditional Chinese art. Every aspect of
Zeng's selection of scene and composition in this work
reveals his understanding of traditional art. The concept
of "managing scenic placement," as set out by Xie He in
his “Six Principles of Painting”, is embodied skillfully here
by Zeng; eschewing the single-point perspective typical
of Western oil painting, he combines a straight-on level
view of the stone with a more bird's-eye perspective on
the surface of the lake, combining different points of
view in exactly the manner of ancient Chinese calligraphy
and painting. Further, the delicate pink that Zeng almost
carelessly brushes across the openings in the stone echo
the "clumped thickets and folded stones" often seen in
Song landscape paintings, enlivening the lifeless rock
and adding a vibrant energy to the painting as a whole.
The railing between the land and water also recalls lines
from Song poetry, such as 'l stand over the rail, and see
the rain is ending, " and "The carved balustrade and
jade steps remain, only the young faces have changed"
(Fig. 2). In Variations, Zeng Fanzhi extends longstanding
traditions rooted in the Song and Yuan dynasties.

Three Variations of Yangguan not only makes ingenious
use of traditional spatial concepts, but further grasps the
nature of the Eastern aesthetic experience — specifically,
the sense of broad historical vision found in ancient
poems: "At the close of the year, yin and yang press the
short days on." Variations distinctively employs a round
canvas, like the charmingly wrought, round "moon gates"
in the gardens of Suzhou, within which Zeng frames his
own scene of charm and beauty. The glimpses of natural
vistas seen through those moon gates, changing with
the seasons — "withering and then thriving year by year"
— taught the ancients to ponder the vicissitudes of the
larger cosmos. In Zeng Fanzhi's lightly traced wisps of
foliage by the rocks, and the reflections on the water,
viewers also sense the transience of things in time's
passage. Round canvases were not unknown in the West,
and were once employed by the Impressionist master
Edouard Manet, whose gentle brushwork juxtaposes
soft flower petals with graceful ballet shoes, letting
us glimpse through this narrow window traces of our
youthful humour (Fig. 1). The art of such paintings no
longer deals only with space, since in them the dimension
of time itself takes on depth and texture.

Three Variations of Yangguan is deeply rooted in, the
spirit of the East, though the different artistic vocabulary
devised by Zeng Fanzhi puts a new face on that tradition.
Zeng continues his use of oil as his favored medium,
creating with their richness a kind of deep nighttime
atmosphere like that of Edvard Munch (Fig. 4). Zeng
applies a thin wash of blue, along with a more saturated
deep blue and a lightly dancing pink, which sweep away
the Munchian gloom and replace it with a more detached
and carefree sentiment: “The day is short and the bitter
night so long—why not go roaming with candle in hand?"
The moonlight that gleams on Zeng's lake sets off the
porous rock shape, which reflects the traditional Chinese
aesthetic of "tall and slender, open, and filled with holes
or channels." Surrounded by deepening washes of color,
all this suggests the very Chinese conception of "a
winding path leading to a secluded spot." Zeng himself
confessed that, as he got older, he became more and
more aware "that Chinese aesthetics are deep in my
blood," and that "I've always been seeking those kind of
traditional roots. For example, in my fondness for the
Song and Yuan cultures, learning about how Song people
looked at paintings, what their aesthetic outlook was. Of
course you cannot paint like the people of the Song did;
that would have no meaning. But from them I've absorbed
a certain understanding of beauty." The millenia-old folk
ballad of Three Variations on Yangguan, on Zeng Fanzhi's
canvas, receives a new interpretation by a contemporary
Chinese scholar-painter.

B R 4B (EAZXE) SltEZHEEYRESR
Fig.2 Anon, Children Playing Around Rocks and Banana Trees, Song
Dynasty (960-1279), The Collection of National Palace Museum, Taipei

B= 8RELE=-XHa #B5: 58
Fig.3 Zeng Fanzhi's Studio, Photo: Tang Hui

BN BEte-Ree (ZmANZENT ) 18904(F £ KE#BAT RiEF
& AR
Fig.4 Edvard Munch, The Seine at St. Cloud, 1890, Frances
Lehman Loeb Art Center at Vassar College
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Fig.3 Xia Gui, Mountain Market, Clearing Mist, Southern Song dynasty, early

13th century. Collection of the Metropolitan Museum of Art, New York City.
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signed in Chinese, signed ‘ZAO’ (lower right);
signed, titled and measured ‘ZAO WOU-KI 13.2.92.
200 x 162 cm.’ (on the reverse)

oil on canvas
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Painted in 1992
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"How to represent the wind? How to paint emptiness? And
the light, its brightness, its purity? | did not want to repro-
duce but to juxtapose forms, to assemble them in order to
find in them the whispering wind over still water.”

- Zao Wou-Ki
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Zao Wu-Ki in his studio in Paris / Zao Wou-Ki dans son atelier parisien

Photo: © Collection Raphaél Gaillarde, dist. RMN-Grand Palais©Raphaél Gaillarde
© RMN-Grand Palais - Gestion droits d'auteur
Artwork : © 2018 Artists Rights Society (ARS), New York / ProLitteris, Zurich

Luminous and dream-like, Zao Wou-Ki's 13.02.92 conjures
up images of water and wind, deep pools and shifting clouds.
Distant mountains seem to rise up out of the mist, while a
glowing central form recalls the pearlescent hues of a full
moon rising at dusk. A mature piece by the artist, 13.02.92
perfectly showcases the complex hues and translucent layers
that characterize Zao's best work from the period. Instead
of filling the canvas, Zao has skilfully applied washes of
pigment that settle softly around a central space, framing
the composition in a way that showcases the radiance of
the work's natural energy. 13.02.92 showcases the results
of Zao's lifetime of dedication to the pursuit of artistic
transcendence, and his deep understanding of both his
native and adopted artistic traditions.

In 1991, Zao spent almost half a year working on a large
triptych entitled "Homage to Claude Monet". Featuring
layers of pink and blue pigment counterbalanced by shadowy
forms of deepest indigo, the work paid tribute to Monet's
paintings of the lakes and water lilies at Giverny, and
demonstrated Zao's masterful control of colour that drew
direct inspiration from the Impressionists. The current lot,
13.02.92, was painted barely a year later, and is imbued
with the same romantic rhythm as its predecessor. Gauzy
layers of lavender, lime, pale yellow and cerulean express a
Pointillist-inspired approach to colour, as these tones offset
and emphasize the rich blues that dominate the composition.
Influenced by Impressionism, colour is permitted to take
precedence over line and contour, and flecks of discrete,
unblended colour is combined by the eye to create a more
luminous whole.

The Impressionists were fascinated by the idea of transience,
and sought to capture a sense of nature’'s most fleeting of
moments in their work - sunlight glinting off of water, a
plume of rising smoke, or the hazy shape of a monument
glimpsed at sunset. Many of Zao's best works from the 90s
grasp at the same concept, seeking to convey the essential
elements of nature in an abstract form. Viewed up close,
the painted details of 13.02.92 take on the form of mountain
peaks, breaking waves, and mist rising up out of valleys.
Microcosmic worlds open up, showcasing the varied surface
treatments where Zao has alternately splattered, poured
and dragged paint across the canvas to create areas of thin
pigment contrasted with patches of thick glossy impasto.

The shifting sense of scale that can be found in Zao's works
- where details are often as compositionally complete as
the whole - is drawn directly from the tradition of Chinese
classical painting. Comparing 13.02.92 to Song Dynasty
painter Xia Gui's Mountain Market, Clear with Rising Mist,
both works blur the boundaries between abstraction and
figuration, skilfully making use of negative space to separate
and define discrete compositional elements. Yet while the
Song Dynasty painters anchored their works with minuscule
houses, bridges and travellers in order to provide scale
and imbue the work with realism, Zao sets viewers frees to
wander within his works, and discover fractal-like details
that are as beautiful close-up as they are at a distance.

Yet it is the glowing centre of the work that truly draws
the viewer in. As described by Dominique de Villepin,
“[Zao] Wou-Ki does not hesitate to welcome emptiness
in the heart of his paintings to make the infigurative, the
unrepresentable loom-up.” In fact, by constructing his works
around negative space, Zao increases the sense of openness
and depth in his canvases, just as Matisse's paintings of
doorways and windows offer the viewer a tantalizing sense

of spaces beyond. By concentrating the weight and mass on
the bottom and edges of the canvas, then allowing them to
rise upwards like mountain ranges, Zao places the moon-like
void at the centre of his work, framing, in the words of scholar
Jonathan Hay, "a luminosity extending from infinite softness
to enveloping darkness." This sense of envelopment, and the
creation of light framed by darkness has its roots in Zao's
early oracle-bone paintings, but the expression only reaches
full maturity in his late works from this period.

The Tang Dynasty poet Li Bai wrote, "The water of Peach
Blossom pond reaches a thousand feet in depth, / But still
it's not as deep as Wang Lun's feelings seeing me off.”
Indeed, 13.02.92 reflects the depth of Zao’s commitment to
art, and showcases the lessons learned over the course of a
lifetime spent in pursuit of artistic transcendence. Echoes of
the glowing spaces depicted in Zao's oracle bones paintings
are combined with the expressive techniques of works from
the 60s, tempered by an appreciation for ink-like washes
developed during the 70s and 80s. In 1967, Claude Roy noted
that "[Zao Wou-Ki's] roots are everywhere, beautifully long and
slender, deeply embedded in some faraway place, nourished
by at least two different continents." Nowhere is that more
apparent than in Zao's late paintings, the culmination of a long
and diverse artistic career.

ER =5-%H (FERNEF ) 19125F Zif E5SERIER
Fig.5 Henri Matisse, Window at Tangier, 1912. Collection of the Pushkin
Museum of Fine Arts, Moscow

© 2018 Succession H. Matisse / Artists Rights Society (ARS), New York
Photo: Bridgeman Images
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Fig.4 C\audre Monet, The Seine at Giverny (L'lle aux Orties, Giverny), 1897.
Collection of the Columbia Museum of Art, Columbia
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Fig.2 Zao Wou-Ki, Hommage a Claude Monet, février-juin 91 - Triptyque, 1991 Private collection.
© 2018 Artists Rights Society (ARS), New York / ProLitteris, Zurich
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Flottantes Chu Teh-Chun 1990 (B )

RMB 2,800,000 - 3,800,000
US$ 410,000 - 560,000
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Fig.1 Wassily Kandinsky, Composition VI, 1913, Hermitage Museum, Saint
Petersburg, Russia

CHU TEH-CHUN

(FRANCE/CHINA, 1920-2014)

Ombres Flottantes

signed and dated ‘Chu Teh-Chun 90’ (lower right);
titled, signed and dated ‘Ombres Flottantes Chu
Teh-Chun 1990’ (on the reverse)

oil on canvas

97 x 130 cm. (38 4 x 51 s in.)

Painted in 1990

PROVENANCE
Galerie Patrice Trigano, Paris, France
Acquired from the above by the present owner in the 1990s

The authenticity of the artwork has been confirmed by
Fondation Chu Teh-Chun, Geneva.
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— KEH

“With Western colour relationships and the abstract
lines of calligraphy, | hope to mould a new style of
abstract painting: one that can express the ineffable
qualities of classical Chinese poetry, and abstract
conceptions that can only be sensed or felt. Given what
the Western critics have been saying about my work,
they seem to have understood that | am searching for
something different from those of Western abstract
artists.”

- Chu Teh-Chun



20TH CENTURY & CONTEMPORARY ART 23



24

B skkT CGREBSLE) 1975F(F E£LB8EB 2017F58
Az : 10,140,000 BT

Fig.2 Zhang Dagian, Red Lotus, 1975, Christie's Hong Kong,
30 May 2017, Lot 1382, sold for HKD 10,140,000
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Chu Teh-chun was almost 80 years old when he painted
Ombres Flottantes in 1997; he was still at his creative peak,
and his exploration of the world of abstraction had matured.
Apart from stronger echoes of the unique dynamics of the
Chinese calligraphic brushstrokes, Ombres Flottantes also
differs in the use of light, shadow and colours than his previous
works that emphasise the contrast between brightness and
darkness, dramatic tension and highly emotional composition.
The painting features vibrant specks of light and lines to create
an intersecting, pulsating rhythm, while illuminating a poetic
realm that evokes “the strumming of strings resounds, like
large and small beads falling on a jade plate” in The Pipa Tune.

Chu Teh-chun once quoted the words of Paul Klee: "Art does
not reproduce the visible but makes visible.” In this context,
what is “not visible” denotes a kind of spiritual concept. In
the 1990s, the purely abstract structure could no longer
encapsulate the stirrings in Chu's emotional response towards
the universe. The artist set out to explore new modes of
expression; he switched from red to aguamarine in his choice
of color palette, as he believed blue was the grandest colour in
nature. The connection, the rise and fall, and the intersection
between characters in Chinese calligraphy are more strongly
manifested in his works from this period, where they are
interwoven with the colours in the composition to reveal the
artist’s inner feelings.

Unlike the artist’s early works featuring dramatic lighting that
recalls the works of Rembrandt or Caravaggio, in Ombres
Flottantes, colourful specks of light dance between warm and
cold colours, bearing closer resemblance to the shifting light in
Impressionist paintings. It brings to mind the sparkling sunlight
beneath the trees and the intriguing colours in Renoir's Le Bal
au Moulin de la Galette. Another distinctive feature of Ombres
Flottantes is the rich musical rhythm it embodies. Among
Western artists, such effects are only seen in Kandinsky's
synesthesia in art (Fig. 1). When the viewer gazes at the
painting, they feel as though they were listening to a beautiful
melody and watching the dance of colours.

Chu Teh-chun developed a solid foundation in calligraphy and
painting at a young age. His brushstrokes in Ombres Flottantes
showcase impeccable artistry, where the seemingly free flowing

A Lot 305 /5B Detail

brushstrokes are precisely arranged. Chu also used a unique,
semi-transparent paint to perfectly imitate the texture of the
ink smudge, creating a visual effect of featherlike lightness
that accentuates the sense of depth. The effect is akin to the
sea of mist and clouds in traditional landscape painting. It
guides the viewer to engage in a pure visual experience, and to
broaden their feelings and imagination of an unknown space.
Different colours are “written” in the painting in swift lines
that resemble the calligraphic styles of flying white, scattered
brush and semi-cursive script. The energy of the brushstrokes
is increasingly condensed towards the centre, in sharp contrast
to the ethereal touches on the periphery, as if the energy was
spreading towards the margins. This contrast between the
illusory and the real is created by the alternation between
condensing and expanding, and that between converging and
dispersing. It embodies the beauty of landscape painting that
emphasises the illusory and the real arising from one another,
a tradition established since Early Spring by Guo Xi from the
Northern Song dynasty.

The poetry of Ombres Flottantes stems from the rise and fall in
the language of colours, where a sense of lyricism and profound
spiritual substance are instilled into abstract lights and colours.
A great deal of details is rendered in the main colours of aqua
and turquoise, as if depicting a sacred and serene state. Indigo
intersects with the warm rays of light in red, yellow and orange
in distinct contrast, weaving an interior world of overlapping
contradictions. This approach to the contrast between cold and
warm echoes that in Red Lotus by Zhang Dagian (Fig.2).

Chu Teh-Chun created an “interior landscape” in Ombres
Flottantes, where colours and lines take the place of
physical scenery. The realm beyond the painting spells the
boundlessness of time and space, while the brushstrokes and
colours illuminate the richness of spiritual and emotional
experience. Chu drew on the aesthetic tradition of the unison
of Chinese poetry and painting, and merged the “poetic realm”
with painting. Further, he instilled classical Oriental aesthetics
into the world of Western abstraction. Wu Guangzhong said
that Chu's paintings are “Chinese paintings when looked at
from a close distance”. They mark the zenith of the merging of
classical and contemporary, and that of Chinese and Western
sensibilities by Chinese artists.
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Collection, Paris, France
Private Collection, Asia

;E’E- . The authenticity of the artwork has been confirmed by
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“I draw the light within my heart, which is also the light within my soul.”
- Chu Teh-Chun
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Mastery over lighting is central to Chu Teh-Chun's works.
Examining his abstract works, the viewer enters a strange
world of cascading light. Lumieres de I'ame, in particular,
represents the zenith of Chu's passion for light. Expansive
swaths and of colour underpin vibrant dots of light, leading
the eye in a dance amongst the hues, and revealing Chu's
distillation of the essence and visual interest of traditional
Chinese watercolours.

Lumiéres de I'ame is rich and vibrant. Compared with Chu’'s
works in the 70s this piece features lighting that is more
multifaceted and abundant: no trace of black or cool tones can
be found on the canvas, instead the artist uses gradients of
orange and red to create a shimmering sky that seems almost
on fire; combined with the green of the grass and delicately
placed strokes of violet from the roses, a breathtaking break
of the dawn is created, showering the world with beams of
light. In the centre, incandesent light seems to pierce though
the sky, and guide viewers to a sweeping expanse of scorching
heat, imbuing the work with a lifeforce.

Chu said frankly that Rembrandt was his inspiration for light.
In 1969, Chu visited Rembrandt’'s 300th Anniversary exhibition
in Amsterdam, and the Dutch master left a deep impression on
Chu. He reflected that he “has never been so moved by an art
exhibition.” Just as Rembrandt was an expert at introducing
dramatic lighting to his works, not just to create a structural
connection among the subjects but also to give the picture an
air of mystique and nobility (fig.2), Chu's creations from the
70s describing light show a clear influence from the old master
- featuring sombre and heavy hues around the canvas, and a
shining beacon of light exploding in the centre. In Lumiéres
de I'dme, one gets a glimpse of that dramatic lighting, but
here the bright light is magnified and expanded exponentially,
turning the influence into Chu's own fully developed style.

Chu's mastery of Western Classical aesthetics can also be
seen in his carefully judged composition. His careful planning,
for example, can be seen in many trigonal and quadrilateral
shapes that form a geometric connection with each other,
suggesting a geometric logic behind his designs. Of this,
he noted that, “on my canvas, colours and lines are never
accidental. They cooperate harmoniously towards the same

RERFET(EER
Chu Teh-Chun in his studio
Photo: © 2018 Artists Rights Society (ARS), New York / ADAGP, Paris

goal: to activate light, create impressions, and order.” In Chu's
works, the intersection of points, lines, planes, and colour
result in a synergistic relationship that leads to a deep and
undulating psychological response, much like Turner's The
Slave Ship (fig.1): The cascading waves and the peaceful skies
create a juxtaposition between clarity and obscurity, creating in
the viewer's minds a rhythm varying between suppression and
emancipation.

Although deeply influenced by the traditions of Western
painting, Chu never abandoned the principle of harmony in
Chinese calligraphy and paintings. The white space in the
centre of the frame, for instance, is indicative of his study of
composition and centred blank spaces in Chinese ink wash
paintings, which can also be seen in Northern Song master
Yen Wengui's Strange Peaks and Myraid Trees, craftily casting
the white space in the middle as the mist and clouds amidst
the landscape, contributing to the artist’'s impression of the
scenery's sense of grandeur and majesty. In Lumiéres de I'ame,
the soothing greenery of the land contrasts and harmonises with
the translucent and emerald skies, with the centre white space
and orange triangles to the sides creating volume as well as
visual depth. The artist ingeniously uses Chinese watercolour’s
close, medium, and distant composition framework to achieve
rich layers and depth, and to communicate the perfect balance
between yin and yang, arid and humid, noisy and quiet, while
the rhythm of the light guides the eye to journey between the
ground and the heavens.

The light in Chu's heart was given form not solely through
compositional calculations derived from Western philosophy,
but also through his pursuit of his innate power as an Eastern
artist. Be it its colour, composition, spirit, or meaning, Chu's
light originates from his heart and extends from the centre
to fill the canvas. Fan Kuan's idea of “'tis better to learn from
things than to learn from men, and ‘its better to learn from the
heart than to learn from things”, and Zhang Zao's emphasis on
“learning from nature, and finding inspiration from the heart”,
are both about the tight-knit relationship between the spirit
and nature. Through his abstract artistic language, Chu creates
a fusion of his heart's passion with the stimulation he finds
in nature. In his abstract works, the viewer experiences the
majesty of nature as well as the artist’'s earnest attitude towards
life. The lights of nature are thus elevated under Chu's brush,
and become light of the soul.

"

EZ € 1642517

CEIEA (FRA)
Fig.2 Rembrandt van Rijn, The Night Watch, 1642
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FRANCOISE GILOT

(FRANCE, B. 1921)
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Paula in a Tunisian dress

¥ B
92 x 73.5cm. (36 %% x 28 7sin.)
196051F

E%&: F.Gilot. (AT ) ; frl. BEEREIR: Paula
in a Tunisian dress 1960 Paris ( &M )

RMB 280,000 - 420,000
US$ 40,000 - 60,000

signed ‘F. Gilot.” (lower right); titled, dated and
inscribed ‘Paula in a Tunisian dress 1960 Paris’ (on
the reverse)

oil on canvas

92 x 73.5cm. (36 V4 x 28 78 in.)

Painted in 1960

PROVENANCE
Nancy Ann Chandler, Texas, and thence to the present

owner.
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Fig.2 Francoise Gilot, Living Forest,
1977. Christie's, Shanghai, April 2014,
sold for CNY 1,710,000.

© Francoise Gilot

BE— ZBREH-58 1949F B K8

Fig.1 Francoise Gilot, 1949. Photograph by Gjon
Mili.

Photo: Gjon Mili/The LIFE Picture Collection/
Getty Images.

BZ ZHREH- 518

Francoise Gilot has confirmed the authenticity of this work. It
is recorded in her archives under the number 481.

Francoise Gilot knew that she wanted to be an
artist from the age of five. Born to a Parisian
businessman and a watercolourist, Gilot studied
law while secretly continuing her art. At the young
age of 21, Gilot was already an accomplished artist
in her own right during World War Il. After meeting
Gilot in a café in the spring of 1943, Pablo Picasso,
already a world-famous artist, fell madly in love
with her. This meeting marked the beginning of
a decade-long romance, during which she was
surrounded by the titans of Modernism including
Marc Chagall, Georges Braque and Henri Matisse.
Currently based in New York, Gilot was recently
appointed an Officer of the Légion d'Honneur, one
of France's highest distinctions.

Paula, seated centre left, was a good friend of
the artist and the subject of several paintings
of this period. Her Tunisian dress, refers back
to the month-long soujourn that the artist took
in May 1956, which would inspire a number of
works throughout the rest of that year. This
reminiscence is coupled with the introduction of
lush vegetation that frames Paula’s head, a motif
which would appear as an important subject
for the artist in 1961. Paula in a Tunisian Dress
therefore brings elements of both series’ together,
employing figurative elements to abstract effect.
Colour blocks are composed on the canvas in
a harmonious and dynamic fashion that, even
without any reference to external objects, would
operate superbly as an abstract investigation into
colour and form. A dominant presence throughout
the artist’'s painterly ceuvre, the overall bright red
here appears luminous, warm and vibrant, recalling
the saturated interiors of Matisse, and is activated
relation to the hints of blue, orange and pink
carefully orchestrated within.
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1953 Pour Vava / Marc Chag ( W1E )

RMB 4,200,000 - 5,500,000
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MARC CHAGALL

(RUSSIA/FRANCE, 1887-1985)

Etude pour la Nuit de Vence

signed ‘Marc Chagall’ (lower left); signed, dated
and inscribed ‘1953 Pour Vava / Marc Chag’ (on the
stretcher)

oil on canvas

31.7 x 445 cm (12 V2 x 17 2 in.)

Painted in 1953

PROVENANCE

The artist's estate.

Ida Chagall, Paris; her sale, Galerie Kornfeld, Bern, 20 June
2014, lot 4.

Acquired at the above sale by the present owner.

The Comité Marc Chagall has confirmed the authenticity of
this work.
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Fig.1 Marc Chagall, Le village bleu, 1967, Christie's New York, May 2018,
sold for USD 7,062,500.

© 2018 Artists Rights Society (ARS), New York / ADAGP, Paris.

Filled with a heady sense of romance, magic and poignant
personal history, Marc Chagall's Etude pour la Nuit de Vence
presents the quintessential themes and motifs of the artist's
long and prolific career. A nocturnal scene depicting the
picturesque town of Vence, Chagall’'s home in the south of
France, it is filled with an array of floating figures and animals.
An airborne rooster presides over the night sky, hovering above
the deep blue moon-lit roofs of the French town. The rooster
is accompanied by a violinist, whose melodious music drifts
throughout this fantastical vision, as well as by a goat, all of
which serve as resonant symbols of the Chagall’'s early life in
Vitebsk, the small rural village in Russia where he was born.
On the lower right of the landscape, a couple are locked in
an embrace, illuminated by the iridescent moon that casts a
vivid red light throughout the sky. These figures serve most
frequently in Chagall's work as stand ins for himself and his
beloved first wife Bella Rosenfeld, who had died in 1944. Just
above this couple, a vase filled with a bouquet of flowers - a
joyously life-affirming motif that was prolific in the artist's
work at this time - blossoms upwards, its blooms rendered
with impastoed strokes of deep purple. Dedicated to the artist's
second wife, Valentina Brodsky, this radiant, deeply poetic and
love-filled painting remained in Chagall’s collection for the rest
of his life before passing to his daughter, Ida.

Etude pour la Nuit de Vence was painted in 1953, three years
after Chagall moved to the picturesque Provencal town of
Vence. Having spent the Second World War in exile in America,
it was not until Chagall moved to the south of France that he
once again began to feel settled and at ease. The artist bought
a house called ‘Les Collines’, which would remain his home for
sixteen years, longer than he had lived anywhere else throughout
his life, and he was joined there two years later by Valentina
Brodsky. Chagall’'s daughter, Ida had arranged for Vava, as she
was known, to look after the artist, running his house and his
affairs. The two quickly fell in love and were married in 1952.
Amidst the idyllic natural setting of Vence, Chagall experienced
a period of great happiness and contentment, describing his
life in Vence as, ‘a bouquet of roses’ (Chagall, quoted in, S.
Alexander, Marc Chagall: A Biography, New York, 1978, p. 492).

D5e-ENN/R 19565 [igfE -HEER
Portrait of Marc Chagall, 1956. Photograph by Arnold Newman.

B D5-EIR (RBMTEMNKF) 19545FF EE NEXERE
Fig.2 Marc Chagall, Bridges over the Seine, 1954. Kunsthalle Hamburg, Germany.
© 2018 Artists Rights Society (ARS), New York / ADAGP, Paris.

Under the brilliant light of the Cote d'Azur and once more
blissfully in love, Chagall’'s painting became increasingly
imbued with radiant and intense colour. In Etude pour la Nuit de
Vence, the composition is suffused with rich hues of azure blue,
emerald green and flaming scarlet. This use of bold, fantastical
colour became one of the central aspects of Chagall’'s work
in these years in Vence; as Franz Meyer, Chagall’'s biographer
and son-in-law has written, ‘Chagall’s new sojourn in the south
exerted a decisive influence on his art. The light, the vegetation,
the rhythm of life, all contributed to the rise of a more
relaxed, airy, sensuous style in which the magic of the colour
dominates..." (F. Meyer, Marc Chagall, Life and Work, London,
1964, p. 519).

Though immersed in his new life in France, Chagall’'s Russian
heritage remained a constant feature of his art. While at this
time, he frequently painted vistas of Paris, many of which
formed the 'Paris series’, as well as Vence, these were always
infused with the nostalgic symbols and images of his past.
The rooster and the violinist that appear in Etude pour la
Nuit de Vence are among the artist’'s most recurrent motifs,
references to Chagall’'s rural upbringing in the Russian town
of Vitebsk, as well as to his Jewish heritage. Though the artist
would spend much of his life in Europe, Vitebsk remained a
central component of the artist’s identity, inspiring a personal
iconography that was comprised of the scenes, characters and
signs that evoked his hometown and childhood. From nostalgia
and love, to music and colour, it is in this way that every aspect
of Chagall’s art is infused with a deeply poignant and personal
meaning; as he once stated: ‘It is my whole life that is identified
with my work’ (Chagall, quoted in J. Wullschlager, Chagall Love
and Exile, London, 2008, p. 333).

A number of Chagall's works from this prolific period are
now housed in museums across the world, including the
Kunsthalle Hamburg. With his distinctive style, fantastical use
of colour and poignant, deeply personal subject matter, Chagall
remains an inimitable figure of 20th Century Modernism; his
whimsical, dreamlike works setting him apart from his artistic
contemporaries, including the likes of Picasso and Matisse.

Photo: Arnold Newman/Getty Images. Art: © 2018 Artists Rights Society (ARS), New York / ADAGP, Paris.
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ANDY WARHOL

(AMERICA, 1928-1987)

Flowers

signed ‘Andy Warhol’ (on the overlap);

stamped with the Andy Warhol Art
Authentication stamp and numbered

‘A 217.984’ (on the overlap)

synthetic polymer and silkscreen inks on canvas
55.9 x 55.9 cm. (22 x 22 in.)

Painted in 1978

PROVENANCE
Susan Sheehan Gallery, New York.
Private collection, Asia.
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"With Flowers, Andy was just trying a different subject matter. In a funny way, he was kind of repeating the history
of art. It was like, now we're doing my Flower period! Like Monet's Water Lilies, Van Gogh's Flowers, the genre."

E— XH5Re (mB%) 18884 EREARE €%
Fig.1 Vincent van Gogh, Sunflowers, 1888. National Gallery, London.

Photo: National Gallery, London, UK / Bridgeman Images.
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Andy Warhol in his New York studio, 1964
Photo Ugo Mulas © Ugo Mulas Heirs. All rights reserved. Artwork: © 2018 The Andy Warhol Foundation for the Visual Arts, Inc. / Licensed by Artists Rights Society (ARS).
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Flowers (1978) is a stunning depiction of one of Andy Warhol's
most iconic subjects, taken from the seminal series of the
same name. Sprouting from a sizeable, square canvas, four
blooms are rendered in an alluring, Day-Glo yellow, accentuated
against a monochrome background of spiky grass. The vivid,
fluorescent appearance of the quartet recalls Warhol's signature
immortalisations of contemporary film stars such as Marilyn
Monroe and Elizabeth Taylor, the silkscreen process lending
the flowers a sparkling and luscious luminosity. Warhol's thick
application of the polymer paint, which is brightly oversaturated,
manifests his subject as brashly, unashamedly artificial. With this
gestural sense of painterly application, combined with an aerial
viewpoint and a two-dimensional flatness, Flowers advances
towards a quasi-abstract nature, the appropriated source material
refashioned beyond almost all recognition.

Warhol premiered his flower paintings at a sold-out exhibition for
Leo Castelli's New York gallery in 1964. Henry Geldzahler, then the
curator of modern art at the Metropolitan Museum, planted the
seeds for his new subject, later reminiscing that 'l looked around
[Warhol's] studio and it was all Marilyn and disasters and death.
| said, “Andy, maybe it's enough death now”. He said, "What do
you mean?” | said, “Well, how about this?" | opened a magazine to
four flowers’ (H. Geldzahler, quoted in an unpublished interview
with J. Stein, 1973, Geldzahler Papers, Beinecke Library). That
magazine was the June edition of Modern Photography, which
featured photographs of hibiscus blossoms, taken by Patricia
Caulfield for an instructive article on Kodak colour processing.
Warhol, possibly inspired by Caulfield’s four variant images with
slight differentiations in colouring, produced a series of paintings
with a spectrum of chromatic modulations. One of Warhol's
assistants, George Malanga, later commented that ‘'with Flowers,

22il5% 757 19734 Andy Warhol, 1973. Photo: Evening Standard/Getty Images. Artwork: © 2018 The
Andy Warhol Foundation for the Visual Arts, Inc. / Licensed by Artists Rights Society (ARS).
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Andy was just trying a different subject matter. In a funny way,
he was kind of repeating the history of art. It was like, now we're
doing my Flower period! Like Monet's Water Lilies, Van Gogh's
Flowers, the genre' (G. Malanga, quoted in D. Dalton, A Year in
the Life of Andy Warhol, London, 2003, p. 74).

However, in opposition to this apparent celebration of a well-
established, revered art-historical genre, a subversive melancholy
underlies the foundation of the series, with Warhol both critiquing
the fluidity with which modern culture can be appropriated
and reproduced, and simultaneously destabilising the hippie
movement of the decade’s later years. "We all knew the dark side
of those Flowers’, explained Ronnie Cutrone, another of Warhol’s
assistants and a fellow pop artist, ‘don’t forget, at that time, there
was flower power and flower children. We were the roots, the
dark roots of that whole movement. None of us were hippies or
flower children. Instead, we used to goof on it. We were into black
leather and vinyl and whips and S&M and shooting up and speed.
There was nothing flower power about that. So when Warhol
and that whole scene made Flowers, it reflected the urban, dark,
death side of that whole movement’ (R. Cutrone, quoted in J.
O'Connor and B. Liu, Unseen Warhol, New York, 1996, p. 61).
There is a tantalising tension in Flowers, a pull between the
immediacy of the seductive style that spawned it and the deadpan
subversiveness of Warhol's creative voice. By commodifying the
blossoms with garish glitz and stripping them of their bucolic
romanticism, Warhol perpetuates the dark undercurrent that
floods through the contemporaneous Death and Destruction
series. A playful cynicism is at work here, the lifelessly flat petals
modelled as ravishing, irresistible signifiers of transience and
mortality; a vanitas symbol for the pop generation.
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SEAN SCULLY

(IRELAND/AMERICA, B. 1945)
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signed and dated 'Sean Scully 4.18.04' (lower right)
pastel on paper

103 x 152 cm. (40 2 x 59 7 in.)

Executed in 2004

PROVENANCE

Galerie Lelong, Paris, France.

Collection Bankhaus Oppenheim, Cologne, Germany.
Acquired from the above by the present owner in 2004.

EXHIBITED
Paris, Galerie Lelong, Sean Scully. Winter Robe, 2004.
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"Scully tried to convert geometry into a living pulse, a secular spirituality,

something deep, a kind of idealism or romanticism that was deeply
reflective."

- M. L. Borras

B— EFREER (4. B. &5, &. KBE) 1921F BFHEERIE 8F
Fig.1 Piet Mondrian, Composition with red, black, yellow, blue and grey, 1921. Haags Ge-

meentemuseum, The Hague.

© 2018 Mondrian / Holtzman Trust. Photo: Cameraphoto Arte, Venice / Art Resource, NY.
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Fig.2 Josef Albers, Homage to the Square: Single Answer, 1960.
© 2018 The Josef and Anni Albers Foundation / Artists Rights Society (ARS), New York.
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In Sean Scully's 04.18.04, panels of warm cream, deep blue and earthy maroon
coalesce with charcoal greys and dusky blacks, forming interwoven layers of
colour that radiate light and energy. Relating to the artist’'s seminal "Wall of
Light’ series, the work epitomizes Scully’'s use of abstraction and materiality
to explore the emotive effects of architectural structure. Donald Kuspit writes
that 'If there is such a thing as an “advance” in transcendental abstraction,
which began, in different forms, with Kandinsky's gesturalism and Malevich’s
geometry, and has been said to climax in Newman and Rothko, then Scully's
paintings, simultaneously gestural and geometrical, are the advance’ (D. Kuspit,
‘Sacred Sadness’, in Sean Scully: A Retrospective, New York 2007, p. 18)

The ongoing ‘Wall of Light' series was inspired by a trip in Mexico during
the early 1980s, when Scully, enchanted by the local architecture and Mayan
ruins of the Yucatan, saw an opportunity to explore the representation of solid
and void, light and dark. Spanning decades, locales, and media, this series
crystallises the full spectrum of Scully’s formal and chromatic language. In
04.18.04, the 'bricks’ - as Scully describes his painterly rectangles - do not
quite touch one another, allowing for glimpses of the pigment underneath to
show through and resemble juxtaposed building blocks. This architectural
approach to form captivated many of Scully’s predecessors: from Josef Albers
- also inspired by the ruins of Mexico, to Ad Reinhardt to Donald Judd. His
multiple layers of colour thus form part of an ongoing art-historical narrative
that continues to explore sensibilities of space, hue, and their relation to the
human experience.

Further contributing to the work's interplay of material and space is Scully’'s
choice of pastel as a medium. Scully transforms the paper's surface by
gradually building up layers of pastel, producing a remarkable tension between
the perceived density of the colour and the frailty of the material. Discussing
pastel works, Scully acknowledges the very physical act they require. ‘Pastel
is like putting make up on’, he explains. ‘There is a dust on the paper, which
| rub in. | push it right into the paper with a piece of cloth or paper. Once it's
embedded into the surface, | fix it. And then | work it up, adding a layer, fixing
it, adding another layer, fixing it again, and so on until the pastel starts to
stand up a little from the paper. At a certain point, if you keep pushing, you
start taking it off. So you have to give in' (S. Scully, quoted in M. Poirier, Sean
Scully, New York 1990, p. 143). Scully’s shapes take on an ethereal yet tactile
quality. Animated both on the surface and in the work's multi-coloured depth,
their delicacy and fragility threatens to dissolve the solid, rectangular ‘bricks’.
Despite his flat apparatus, Scully capitalises upon colour, medium, and shape
to create an artwork that comes to life both kinaesthetically and emotionally.
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#EF 1960548 Richard Lin, 1960s
Photo: Photographer unknown Artwork: Richard Lin
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As an early master of postwar 20th-century Chinese abstract
art, Richard Lin's work draws inspiration from the schools of
geometric abstraction and minimalism while also attending to
tactile expression and spatial feeling in painting. By painting
in relief, he combines sculptural concepts with the language
of painting, opening up multiple dimensions and tactile spaces
in his canvases. As an artist working in Europe, his work
was in dialogue with contemporary movements while also
incorporating Eastern aesthetic theory.

Lin's artistic career began in London. In 1954, the 21-year-
old Lin was studying architecture at London's Regent Street
Polytechnic by day and learning to paint at night. After
graduation, he focused entirely on building a career as a painter
and artist, and his work draws upon elements of architectural
design and modern art while also incorporating aspects
of Eastern philosophy. In Five and Five, the composition
consists of five white stripes, with a thin yellow line adjacent
to the lowest stroke. At first glance, the work seems entirely
Minimalist in style, comparable to pieces by Frank Stella
and Donald Judd. But while Lin was a contemporary of
this important American school, Lin's work more deeply
interrogates Eastern philosophy, drawing upon Taoist and
Buddhist concepts. The title Five and Five suggests that the
number five refers not only to the five lighter stripes, but also
to the negative spaces that are formed by their arrangement.
Lin's work thus expresses a concept from Eastern philosophy in
which form and emptiness each generate the other, like yin and
yang. The touch of yellow brings the otherwise entirely white
composition to life, injecting extra vitality to the piece and
adding a further layer of pictorial space.

In 1969, Lin resigned as a lecturer and moved to Wales to
focus on making art, living a detached and self-sufficient life
in the style of a Taoist recluse. Ynyslas, which dates from this
period, is one of the few Richard Lin paintings to be named
after a place. The village of Ynyslas is located on the west
coast of Wales (Fig. 1), and is famous for its sand dunes that
join the land to the sea, shifting with the winds to produce
ever-changing landscapes. In Lin's Ynyslas, the composition
is dominated by warm hues, a background tinged with
sandy apricot overlaid with white stripes of varying density
and thickness. The work evokes sensations of balance and
restfulness, like the aura conjured by the sound of ocean waves
breaking on white sand and stones.

Lin’s precision when executing his work allows him to express
spatial effects that evoke the perspectival tools of landscape

EESBHHE; EREsNHE, tERBANAE; RRFHIAE, B
RERGOAE.” kK, ‘BEeFSRBIFZLE, HR. k. B &.
B FER - EESAZEMA TSRS, SE5ZEHNZKER
w." Lint, MERELBURIGE, ANIRBES HNMEESH®

MBS HEER, AEFHRNBR T XEMPNeFEUFBERERZ
OFEmL. BERERL 20 HEZARE EREFTARSLTREZTEN,,
TESENEZBETTHRNEREEEN . XALKETHREELIER
NEREE( BT ), MAESFNERESTHEET “‘E006 " L, 77
FHESEEZER, ERFSIAERN “‘BoRE ",

BHUARLEEBNEEZARZEE ESTHTFEUN—HitHERZH
BRZHEE(B= ), SRESNBER: ‘SRS MARNET, mHEA
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R—NHBH RS " ( Music is an abstract medium, and | thought
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things—not about stories or symbolism.) IR IRFSHERBEZEW
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WEFE, BETE " WUSRALECE, MUEBEREE—XK, E
ZEENEBRERBIEENEMTRENHRATE, RENAE/LTHR, HUF
EARTENBRERIER, BETEERR . —L2FANEEEEEABET
PrEEENFELY .

painting. But unlike landscapes painted from life, Lin
transforms his observations into abstract forms while imbuing
them with tactile qualities. Each white stripe has been painted
over many times; after applying each layer, Lin patiently waited
for the pigments to dry before applying another. After countless
repetitions, the result is a work with pigment layers of different
thicknesses, like a sculpture in shallow relief.

In addition to linear perspective, colors play an important role
in conveying depth. In Ynyslas and Five and Five, the color
yellow has the highest color saturation and appears closest
to the viewer, while the blocks of white with the highest
brightness and purity seem only slightly more distant, causing
other tones of white to recede into the background. Thus
Lin opens up distances and layers, and due to the different
thicknesses of the white pigments on the canvas, his spatial
layering is no longer entirely an artificially constructed illusion,
but something real and physically felt, reminding viewers of the
objective fact of the existence of the canvas.

Richard Lin once said: 'White is the most mundane of colors,
and the greatest of all colors; it is the most colorless and the
most colorful; it is the most noble color and the most common
color; it is the most tranquil color, and the saddest color
too.' He believes that 'white in and of itself is many colors; it
can be thicker, thinner, heavier, lighter, transparent, semi-
transparent....which means that with white and white, you
can construct many strange and wonderful relationships of
shapes and shapes, or spaces and spaces.' The human eye
can distinguish hundreds of times more hues than the colors
for which we have names; Richard Lin captures these subtle
shifts in color incisively and accurately presents them on his
canvases.

American artist Robert Ryman, similarly known for his white
paintings, spent decades in a persistent exploration of diverse
kinds of white (Fig. 3). While Ryman's work distils colour to
an absolute minimum, removing all narrative elements, then
Richard Lin's work exemplifies the concepts of the Book of
Change: 'All things under heaven sprang from the existence
of the Tao; the Tao sprang from nothingness.' Lin highlights
colour by eliminating it, and adds complexity by simplifying
forms. The white geometric abstractions condensed on Lin's
canvases seem to compress all inner emotions to their limit;
the pure, calm, and unstained whites of his canvases already
embrace all the hues there are and all the things of the
universe.
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RICHARD LIN

(UK, 1933-2011)

Ynyslas

oil on canvas
63.5 x 63.5cm (25 x 25in.)
Executed in 1971

PROVENANCE

Marlborough Gallery, London, UK

Acquired from the above by the previous owner
Private Collection, Europe
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"What is in front of us, painting cannot illustrate words, and words cannot illustrate meaning; what's there is all

that there is, all of it without difference, and one is all."

E— YnyslasiBit, &E, @H/RLE, HRES

B #0Z il |3 ES 13tHLF ZHE S IEYIER

Fig.1 Ynyslas Beach, Ceredigion, Wales, UK Photo: Getty Images

Fig.2 Mu Xi, Returning Sails, painted in 13th century, Kyoto National Museum

- Richard Lin
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R B oil on canvas
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"HEERTINAE , BREFRVAE; ERLHAR , BERENAE,; ERESHAE,
LESRBANAE,; ERTFHIAS, UEREHIOERE .’
— HNEF

"White is the most mundane of colors, and the greatest of all colors; it is the most colorless and the most color-
ful; it is the most noble color and the most common color; it is the most tranquil color, and the saddest color
too."

- Richard Lin

E= ZAF-E2 (NFE) 1993FF AXFAEH
Fig.3 Robert Ryman, Hansa, 1993. Private Collection, New York.

Artwork: © 2018 Robert Ryman / Artists Rights Society (ARS), New York
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Rouge bleu jaune
2 B signed ‘'SERGE POLIAKOFF’ (lower left)
97 x 130 cm. (38 4 x 51 % in.) oil on canvas
195445 1E 97 x 130 cm. (38 ' x 51 4 in.)
%% SERGE POLIAKOFF (£T) Painted In 1954
PROVENANCE
RMB 2,000,000 - 2,400,000 Collection Dr Franz Meyer, Zirich.
US$ 300.000 - 360.000 Thence by descent to the present owner.
EXHIBITED
SkiE Hamburg, Germany, Kunstverein, Serge Poliakoff, 1958, no. 31
NTE— . (illustrated).
It 5% Dr Franz MeyerlfiE
e F. Brutsch, Serge Poliakoff 1900-1969, Neuchatel, Switzerland,
o 1993, p. 186 (titled Composition; illustrated in colour, pp. 78-79).
19584 [ Serge Poliakoff | 48=31 (Bl#k) Kunstvereit&i#) A. Poliakoff, Serge Poliakoff, Catalogue Raisonné Volume | 1922-
1B XE&E EE 1954, Paris, France, 2004, no. 54-46 (illustrated in colour, p. 499).
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F. Britschz { Serge Poliakoff 1900-1969 ) , #WibZ=/R,
Ist, 19934, 5186 (R Composition; ¥ EIHE,
#£78-7911)

A. PoliakoffZZ ( Serge Poliakoff) , [%—1922-1954] &
Ex, B2, XE, 200445, S 54-46 (L EEE, 5
499 )

‘BYRMSERRNTRSEE, ENSH—HNRAPHZARRERE—HF. BX58%. &
FUBRNDZEZEW, FESER—HXEE—TETMHECHER, RBEAFNEHNARNY
— = fR

"Colour is his native element and language, just
as it was the native element and language of his
fellow Russian, Kandinsky. Colour and music.
Colour handled musically and, like music, capable
of creating a world of its own, fraught with the same
gorgeous and fascinating effect."

- J. Cassou

B— BAR REHE (Eef) 19255 JLEE-BIFACERRIEIE HERESX
Fig.1 Wassily Kandinksy, In Blue, 1925. Kunstsammlung Nordrhein-Westfalen, Dusseldorf.

Photo: Kunstsammlung Nordrhein-Westfalen, Dusseldorf, Germany / Bridgeman Images.
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EZ S ZHE (No. 10) 1950F MAZARIEMIE AL
Fig.1 Mark Rothko, No. 10, 1950. Museum of Modern Art, New York.

© 1998 Kate Rothko Prizel & Christopher Rothko / Artists Rights Society
(ARS), New York. Photo: © The Museum of Modern Art / Licensed by
SCALA / Art Resource, New York.
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"A form should be listened to when it is seen.”
- S. Poliakoff

Rouge bleu jaune (1954) is an arresting, large-scale example
of Serge Poliakoff's unique abstract language. An ensemble
of irregular shapes, energised by an assortment of pastel
hues, interlock like pieces of a collage or mosaic. A seductive
lipstick-red form supplants its curvilinear mass over a
monolithic block of black in the top-left corner, whilst darker
colours are picked out against lighter shades of sandy
beige and glowing yellow. Whilst each shape has its own
unique delineation, there is a harmonic balancing in the
overall organisation of these forms, with a rough symmetry
grounding the composition across both diagonal axes.

Executed at the height of his career during a period of
international recognition, Rouge bleu jaune is a masterful
example of Poliakoff's mature style. Like the Byzantine
icons that the artist marvelled at as a child in his native
Moscow, Poliakoff's abstractions favour a two-dimensional
dependence on tonal modulation over geometric modelling,
a mode of abstraction foreshadowed by Cézanne at the end
of the previous century. With irresistible fluidity, Poliakoff
allows colour to dictate the contours of his shapes, so that
whilst some components are boldly accentuated, others seem
to dissolve into the background. As demonstrated by Rouge
bleu jaune, non-illusionistic pictorial space is conjured by
colour alone.

Whilst Poliakoff's formal investigations into geometry and
colour are at the heart of his practice, he encourages the
viewer's subjectivity to intercede; his paintings should be
felt rather than simply looked at empirically. ‘A form should
be listened to when it is seen’, Poliakoff suggested, inviting
the viewer to meditate on his work and draw out a personal
response. (S. Poliakoff, quoted in Polikakoff, exh. cat., Galerie
Melki, Paris, 1975, p. 13). Many critics of Poliakoff's work
have likened the tonal range prevalent in his painting to that
found in music, which was an integral part of the artist's life
- his aunt was a prolific singer, and he himself was a keen
guitar player. Like major and minor musical keys, Poliakoff’s
remarkable ability to hone tonal modulations in paint has the
ability to evoke sensations of happiness or melancholy in the
beholder. Jean Cassou, explaining this analogy between music
and Poliakoff’'s work, noted that ‘colour is his native element
and language, just as it was the native element and language
of his fellow Russian, Kandinsky. Colour and music. Colour
handled musically and, like music, capable of creating a world
of its own, fraught with the same gorgeous and fascinating
effect’ (J. Cassou, Serge Poliakoff, Amriswil, 1963, p. 17). In
Rouge bleu jaune, the lighter zones of the canvas perhaps
represent a silence or solitude made all the more powerful by
the inviting cacophony of interlocking colour; it is this dulcet
musicality that give Poliakoff's works a voice of their own.

BRE RFIIERI KR T(E= E22 19585

Serge Poliakoff in his studio, Paris, 1958.

Photo: Philippe Le Tellier/Paris Match via Getty Images. Artwork:
© 2018 Artists Rights Society (ARS), New York / ADAGP, Paris.
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Fontana mixing paints
Photo Ugo Mul
Artwork: © 2018 Artis
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A sleek, gleaming surface is pierced by four ragged perforations
in Lucio Fontana's Concetto spaziale (1960-65). Fontana’s buchi
(or holes) violently puncture the smooth, glistening skin of an
ovoid with sharp corners, defiantly inflated like an American
football. These welts are confined inside a shallow curvilinear
perimeter, which snakes around the top of the object, recalling
the tagli (or cuts) of Fontana's canvas work. Concetto spaziale
channels many of Fontana’s Spatialist investigations, particularly
pertaining to man’s place in the universe and the dichotomy
between materiality and spatial nothingness, between presence
and void. Fashioned in an alluring, seductive black, Concetto
spaziale appears almost as a cosmic body, Fontana's buchi
erupting like vortexes into another dimension.

Fontana trained as a sculptor before the Second World War,
producing semi-figurative terracotta works that channelled his
initial aspiration to spatialise visual art. Inspired by the grandiose,
sculptural conceits of the Baroque, the interpenetration of
substance and space in these works created a dynamic sense
of movement. Fontana returned to sculpture in the summer of
1959, ‘in the way that perhaps responded most profoundly to
his secret expressive needs’, suggested Guido Ballo (G. Ballo,
Lucio Fontana, New York, 1971, p. 172). With this new range
of work, Fontana went beyond the flatness of a penetrated or
slashed canvas, redefining solidity and nullity on a truly three-
dimensional plane, manifesting in plastic form his longing for an
‘art based on the unity of time and space’ (L. Fontana, ‘Manifesto
Blanco’, reproduced in E. Crispolti, Lucio Fontana, Milan, 1998, p.
116).

However, whilst resonating with many of the Spatialist concerns
inherent in Fontana's earlier sculpture and painting, Concetto
spaziale is steeped in a Space Age tension relating to man’s place
in an ever-expanding cosmos. As the present work demonstrates,
in the 1960s Fontana’s buchi became increasingly wider; gaping
wounds forcibly stretched by the artist's hands. This injury was
informed by Fontana's grave concern for astronauts working in
harsh, insecure and unpredictable conditions. Discussing his oil

BIE
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Lucio Fontana creating {buchi}, 1964

Photo Ugo Mulas © Ugo Mulas Heirs. All rights reserved

Artwork: © 2018 Artists Rights Society (ARS), New York / SIAE, Rome.

El— AFR-EEg (ZEls, EHRE) 1963F
Fig.1 Lucio Fontana, Concetto spaziale, La fine di Dio, 1963.

© 2018 Artists Rights Society (ARS), New York / SIAE,
Rome.

paintings of the same period, Fontana explained that his broad
buchi ‘represent the pain of man in space. The pain of the
astronaut, squashed, compressed, with instruments sticking
out of his skin, is different from ours... he who flies in space
is a new type of man, with new sensations, not least painful
ones’ (L. Fontana, quoted in Lucio Fontana, exh. cat., Hayward
Gallery, London, 2000, p. 44). The ecstatic, optimistic purity of
Fontana's earlier work and writing, signified by the Manifesto
Blanco (1946), becomes somewhat convoluted by the reality
of claustrophobic interstellar exploration, but his Spatialism
is exhilaratingly revitalised as a result of it. Smothered in a
deep blackness, a vessel for the interplay of light and shadow
in dynamic space, Concetto spaziale is a strikingly thrilling
response to man's voyage into the uncharted territory of the
stars.

Lot 314 A3ER-H1E4 Z a1
Lot 314 Lucio Fontana, Concetto Spaziale
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(CHINA, B.1963)
Flickering Moonlight
HRRE AR signed ‘Li Chen’ in Pinyin; signed in Chinese; dated
48 x 23 x 52cm. (18 78 x 9 x 20 2in.) '2009'; numbered '3/8’ (on the back)
hR%g: 3/8 bronze sculpture
48 x 23 x 52 cm. (18 76 x 9 x 20 2 in.)
iOO9£E1’E _ . Executed in 2009
%% Z=H Li Chen 3/8 (Fm&@E ) edition 3/8
PROVENANCE

Private Collection, Asia

EXHIBITED

Taipei, Taiwan, Freedom Square and Chiang Kai-shek
Memorial Hall, Greatness of Spirit: Li Chen Premiere
Sculpture Exhibition in Taiwan, 2012 (different sized version
exhibited).

Paris, Place Vendome, Li Chen’s Major Sculpture Solo
Exhibition, 2013 (different sized version exhibited).

LITERATURE

Asia Art Center, Greatness of Spirit: Li Chen Premiere
Sculpture Exhibition in Taiwan, Taipei, Taiwan, 2012
(different sized version cover and illustrated, pp. 102-105).
Place Vendome, Monumental Levity of Li Chen Premiere
Sculpture Exhibition Place Vendome Paris, Paris, 2014
(different sized version illustrated, pp. 68, 98-99 & 113-114).

"The water in thousands of rivers reflects the same
moon, while ten thousand miles of cloudless skies
gives you a clear view."

- Leian Zhengshou

E— REBT -HEAER (EZHRMBE) 1913F%F ALNELTS 2017F58 BN
57,367,500 £t

Fig.1 Constantin Brancusi, La muse endormie, cast by 1913, Christie’s New York, May
2017, sold for USD 57,367,500

© 2018 Artists Rights Society (ARS), New York / ADAGP, Paris

Photo: © Christie's Image Limited
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FEAET{F=HR
Li Chen in his studio
Photo © Li Chen

Li Chen's sculptural works present materials and spirit as
a strongly unified whole. As a student, Li learned about
Western ideas, but early in life also focused on producing
traditional Buddhist statuary. After studying sculpture
for a number of years, Li was able to grasp the Western
language for sculpture, while also reflecting a deep
feeling for Eastern philosophy in his work. Flickering
Moonlight is an important work from his series, Spiritual
Journey Through the Great Ether. In that series, Li crafts
exquisite works that emphasize a sense of space and
strong contrasts, along with techniques to incorporate
gold and silver leaf on their surfaces. His light, buoyant,
and beautifully finished works also display a fine sense
of humor that engages viewers with added meanings and
implications.

Li Chen's works often collide with audience's view
through seeming violation of basic rules. The exquisite
finish of Flickering Moonlight can be seen in the fine,
subtle changes of its textures, while Li proportions the
figure of his subject like an infant, with a thick, rounded
body and large head. Despite being made of bronze, the
marble-like smoothness of the pure black figure and
the sparkling gold and silver in the surface of the lake
present strong contrasts in both materials and color. Li
Chen says, "Usually when we see something in black,
we assume it's very heavy. But when you meditate or
close your eyes, black in fact is very light." The heaviness
of black, combined with the light, floating posture of
the child, produce a contrast between movement and
stillness, lightness and weight. Together with the added
warmth of the gold and silver, empty abstraction takes
on substantial meaning. Flickering Moonlight achieves
the Western ideal of life-like sculpture — that is, a pose
known as contrapposto, in which opposites are balanced,
with the weight of the body supported on one leg,
shoulders and arms swing away from the central axis. At
the same time, it satisfies the Eastern aesthetic demand
for liveliness with its energy and grace.

Li Chen has carved out a sculptural language that
breathes the essence of Taiji, embracing the argeness
of the heavens and the earth, but remaining close to the
feelings of the world. “The water flows in a thousand
rivers, reflecting a thousand moons; in the thousand
miles of blue where no clouds are, we see the majestic
sky.” the Flickering Moonlight sculpture was born from
the poem.The image of a child lightly stepping into the
water, the water rippling outward with golden light,
reflects the beautiful mood of something felt but not
quite spoken. “In concentrating your breath, can you once
again become supple as a babe?” asked Laotze. Li Chen's
Flickering Moonlight, like Constantin Brancusi's Sleeping
Muse (Fig.1), uses soft, simplified lines to depict a state
of defenceless innocence. Between the tangible and the
intangible, between the substantial and the imaginary, Li
Chen's flickering moonlight spreads across the mundane
world,and reaching it, arrives at simplicity.
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SALVADOR DAL

(SPAIN, 1904-1989)

Piano Surreéaliste

stamped with the signature and foundry mark and
numbered 'Dali 2/8 CERA PERSA PERSEO SA
MENDRISIO’

bronze with black and gold patina

249 x 183 x 114 cm. (98 x 72 x 44 7 in. )
Conceived in 1954 and cast after 1984 in an edition
of 8 plus 4 épreuves d’artiste and 2 épreuves de
fonderie.

PROVENANCE
IAR Art Resources, Balerna.
Acquired from the above by the present owner in 2007.

LITERATURE

R. & N. Descharnes, Dali, The Hard and the Soft, Spells for
the Magic of Form, Sculptures and Objects, Azay-le-Rideau,
2004, no. 643, p. 250 (another cast illustrated).

Exh. cat., The Dali Universe, Milan, 2006, p. 52-53 (another
cast illustrated).

Exh. cat, Dali in the Third Dimension, The Stratton
Foundation Collection, Turin, 2010, pp. 140-141 & 332
(another cast illustrated, the monumental version illustrated
pp. 202-203).

Nicholas and the late Robert Descharnes have confirmed the
authenticity of this work.
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One of the most eccentric and talented figures of
the international avant-garde movement known as
Surrealism, Salvador Dali filled his works of art with
striking, unforgettable dream-like images that earned
him a reputation as one of the most revolutionary voices
in twentieth-century art. An egocentric genius with an
obsessive imagination, Dali developed a personal mythical
world in his paintings and sculptures, animated by recurrent
symbols, complex associations and phantasmagorical scenes
that, still today, impress viewers from around the world.
Describing his three-dimensional work as ‘transformations’
rather than sculptures, Dali sought to produce objects in
which the idea was the most important aspect of the work
rather than its aesthetic form, often casting familiar motifs
or everyday items in strange situations which cause the
viewer to question their understanding of the object in the
process.

bild/ullstein bild via Getty Images

Cast in bronze in 1984, Surrealist Piano is a prime example
of the strange juxtapositions of the familiar with the
impossible that characterise Dali's sculptural work. By
replacing the traditional wooden legs of the grand-piano
with the shapely legs of a female dancer, Dali transforms the
instrument into a strange hybrid creature that can not only
play music, but also dance to it. The conflation of the human
body with a piece of furniture was a motif that had occupied
the artist for years, most famously in his designs for the
Mae West Lips Sofa (1938), and the numerous drawings and
sculptures of torsos and heads punctuated by drawers which
culminated in his iconic sculpture, Venus de Milo aux tiroirs
(1964). The image of the female body conjoined to a musical
instrument was a central feature of Dali's infamous pavilion,
The Dream of Venus, at the Universal Exhibition in New York
in 1939 - one vignette featured a female performer, known
as a 'siren’, draped across a piano, her whole body painted to
resemble the iconic black and white keys of the instrument.




AF) (S
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dor Dali, Fundacié Gala-S

Although subsequent paintings explored this concept of the
conjoined human-instrument further, such as in the human
‘cello’ featured in Music -The Red Orchestra - The Seven
Arts (1957), it was the piano which recurred again and again
in Dali's art as a sight of mysterious transformation.

Part-human, part-furniture, the instrument in Surrealist
Piano appears simultaneously inanimate and alive, as if it
may kick up its heels at any moment and lose itself in the
music. This impression is enhanced by the frilly petticoats
that frame the connection between the legs and the body
of the piano, an undergarment traditionally revealed in the
raucous, fast-paced whirl of the Can-Can or a burlesque
performance. These details lend the sculpture a light-
hearted atmosphere, suggesting that if we were to hear
the tune being played on the piano, we would find it to be
a fast-paced, jaunty number familiar from popular music
halls. Although Dali's youth had been dominated by classical

music, his time in Madrid as a student led him to develop
a new passion for the frivolous tunes and fashionable
dances in vogue during the early 1920s. The lively, modern
rhythms of the tango, the foxtrot, the Can-Can and the
Charleston captivated him, their energy and frenetic
movements standing in complete opposition to the Romantic
compositions of Schumann or Beethoven he had grown up
with. However, the graceful figure atop the instrument may
be a subtle reference to a more traditional form of music, her
lyrical, almost balletic, pose suggesting she is performing
to a piano concerto or a symphonic composition, rather than
one of the frenzied dance crazes that often flitted in and out
of fashion so swiftly.
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GIORGIO DE CHIRICO

(ITALY, 1888-1978)

Sgombero su piazza d’ltalia

signed and dated ‘G. de Chirico 1958’ (lower left)
oil on canvas

60 x 90 cm. (23 % x 35 3% in.)

Painted in 1968

PROVENANCE
Anonymous sale, Farsettiarte, Prato, 26 May 2007, lot 721.
Acquired by the present owner in 2008.

EXHIBITED

Reggio Calabria, National Museum, Omaggio a de Chirico,
December 1972 - January 1973, no. 13 (illustrated).
Kamakura, Museum of Modern Art, De Chirico presenta de
Chirico, November - December 1973, no. 32; this exhibition
later travelled to Tokyo, Central Art Museum, January 1974;
Kyoto, National Museum of Modern Art, February - March
1974; and Nagoya, Aichi Prefectural Museum of Art, March -
April 1974,

Séo Paulo, Museu Brasileiro da Escultura Marilisa Rathsam,
Giorgio de Chirico, Pinturas e esculturas, March - April 1998,
no. 75, p. 132.

LITERATURE

Fondazione Giogio e Isa de Chirico, Giorgio de Chirico,
Catalogo generale, vol. 3, Opere dal 1913 al 1976, Rome, 2016,
no. 1324, p. 367 & 469 (illustrated p. 367).

The Fondazione de Chirico has confirmed the authenticity
of this work. It is recorded in the archives under the number
0065/07/01.
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Fig.1 Giorgio de Chirico, The Enigma of a Day, 1914.
The Museum of Modern Art, New York.

© 2018 Artists Rights Society (ARS), New York / SIAE, Rome.

Giorgio de Chirico was an Italian artist who still occupies
a prominent and unsurpassable position in the history of
western modern art. In creating the movement, Scuola
Metafisica, De Chirico had a profound influence on the
Surrealist movement, embodied by artists such as Salvador
Dali, Max Ernst and René Magritte, and is regarded by many
as the artist who prefigured Surrealism. De Chirico remained
fascinated by traditional painting techniques throughout his
career and worked in the style of old masters such as Titian,
Peter Paul Rubens and Eugéne Delacroix, while at the same
time creating an utterly unique visual language that became
one of the most recognisable expressions of Modernism.

The present work, Sgombero su piazza d’ltalia belongs to
the artist’'s most iconic series of metaphysical works—Piazza
d’Italia, a series which originated in the 1910s and re-emerged
time and again throughout his extensive career. The most
frequently depicted theme of de Chirico’s ceuvre, the piazza
d'ltalia series embodies the artist’'s complex aesthetic and
lifelong pursuit of philosophical discovery, with examples held
in a number of prominent museums such as The Museum of
Modern Art, New York and the Musée d'art moderne, Paris.

In Sgombero su piazza d’ltalia, de Chirico depicts
a monumental yet mysterious scene. In the present
composition, the figure is instead depicted with his back
to the viewer, as if conducting the scene or observing it as
a participant, lending an enigmatic air to his identity and
expression. His pose is both active in movement, animated by
props in both hands, yet literally set in stone and immobile
which provides an uncanniness to his presence. The carriage
on the right, with its door ajar, reveals a peculiarly shaped
sack. The same carriage appears in MoMA's The Enigma
of Day with the doors closed. This repetition of motifs in
differing configurations adds an interesting dimension when
viewing de Chirico’s work throughout his career as he returns
back to each scene, as if they represent new moments from
a recurring dream, new information in an investigation or
different stills from the same film, emanating suspense
through their dramatic staging.

An inky green sky overhangs the square and transitions into

B~ 2@ XE (BAR H5WEMERN ) 19826 F ILARL B XTZERE
Fig.2 Andy Warhol, Italian Square with Ariadne, 1982.
The Andy Warhol Museum, Pittsburgh.

© 2018 The Andy Warhol Foundation for the Visual Arts, Inc. / Licensed by Artists
Rights Society (ARS), New York.

a swathe of ochre, suggesting dawn and dusk, day and night
at the same time. This is enhanced by the elongated shadows
which delineate an orderly and structured composition,
suggesting the monumental architecture of a thriving
civilisation but which remain curiously quiet and uninhabited.
The sole hint of movement is the train in the background,
however, the ball of smoke above the train’s chimney appears
to be static, hovering in the air. The entire scene is suspended
in time and space, where movement and habitation are
suggested yet not fulfilled. These strange juxtapositions of
the objects, confusing perspectives and light effects establish
a world that exists only in dream and poetry, beyond physical
reality.

In the series of piazza d’ltalia paintings, the artist also
suspends or subverts time by deliberately dating certain
works incorrectly, as inscribed by the artist himself. The
present painting, for example, appears to have been
antedated by a decade. This practice can be interpreted as a
radical critique of time and the artist’s return to the past and
is recurrent in De Chirico's ceuvre (M. R. Taylor, Giorgio de
Chirico and the Myth of Ariadne, London, 2002, pp. 134-135).

De Chirico's self-expression through repetition and variation
is not unlike that of contemporary artists such as Andy
Warhol, as observed by Michael R. Taylor (ibid., pp. 164-
169). Warhol was fascinated by de Chirico’s practices
and appropriated them into his own works. [talian Square
with Ariadne, for example, is a multi-image recast of de
Chirico’'s imagery of piazza d'ltalia that belongs to a series
of works in homage to de Chirico. These works later had an
enormous impact on postmodern ideas of appropriation and
simulacra. Fascinatingly, upon very close inspection of the
present composition, one may see pentimenti, the hint of
another work underneath. It appears that the central statue
in the finished work, featuring a man upright facing into the
composition, was once the Ariadne figure lying down and was
subsequently painted over. This revision process is common
in De Chirico’s work, showing his propensity to elaborate and
edit whilst painting, providing another subtle dimension when
one looks closer, that reveals his dynamic thought processes.

Fa-E-EERNEESONTIER

Giorgio de Chirico in his studio in Rome.

Photo: © Farrell Grehan/CORBIS/Corbis via Getty Images. Art: © 2018 Artists Rights
Society (ARS), New York / SIAE, Rome.
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XU LEI

(CHINA, B. 1963)

Night Seeker

signed in Chinese (lower left)
ink and colour on paper

60 x 80 cm. (23 % x 31 2 in.)
Painted in 2011
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Private Collection, Asia
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“My works are not the kind that aspire to realism; instead,
they represent a kind of freedom, and in freedom, quiet
contemplation...and it turns out that this quiet contemplation
is the underlying foundation of our traditional aesthetics.”

- Xu Lei
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< Lot 318 [F&p Detail

Rather than a story without an end, a Xu Lei's painting
is more like a story without a beginning, giving total
freedom to the imagination as it roams in search of an
interpretation. Employing finely detailed, realist ink-wash
techniques, the artist joins animals and still life scenes
by means of collage, cropping, and grafting to create a
surreal dream. The deep folds of a curtain conceal the
scene behind it, while the head of a white horse emerges
to gaze back at the viewer; in the lower left, a large 'lake
stone' stands at an indeterminate distance, making it
difficult to define the spatial relationship between the
three. Images of real things are somehow combined to
produce an illusory scene that sends our imaginations
spinning. Facing The Night Seeker, we become engrossed
in the carefully conceived story crafted by Xu Lei, drifting
between these real objects and the illusory space they
inhabit, and we continue to indulge in new thoughts,
speculation, or perhaps even some misgivings about it all.

The Night Seeker immediately pulls the viewer into the
depths of its secluded world. Everything seems shrouded
in the deep blue of this still, clear nighttime, a blue that
augments its dreamy atmosphere. Xu began adding large
amounts of blue to his works in 2000. For him, it represents
qualities of both "suppression” and "silence," and he
says, "Like a scene from a dream, it stands for a kind of
escape and seclusion." Xu's outstanding control of the ink
medium allows him to dye everything in the painting with
tones of a light, graceful blue that instantly enhance its
pleasing emptiness and ethereal quality. René Magritte,
who also combined real-life objects in a surreal way, was
another artist fascinated by the deep blue of nighttime.
In Architecture au Clair de Lune (Fig. 1), the staggered
city walls, like the folds of a curtain, engage the viewer's
voyeuristic desire to see what lies beyond, while the silver
sphere outside, juxtaposed with the moon in the sky, draws
the viewer into a mysterious and complex psychological
maze.

The engaging suspensefulness of Xu Lei's work also
derives from references to Freud's "The Interpretation
of Dreams"—for the artist, a horse's head at least partly
represents the notion of male power within the human
subconscious. The horse image here escapes from its
usual role as a literary or historical motif; it is no longer
the almost transcendent symbol, in Chinese historical
works, of war, heroism, or loyalty, but instead points
toward physical flesh, desire, and memory, returning to a
primitive psychological or spiritual representation. This
kind of psychological projection can also be seen in the
work of Yves Klein (Fig. 2), who paints abstract landscapes
based on the female body. Like a Rorschach ink-blot test,
their abstract colours and shapes let viewers imagine and
interpret on their own, and in so doing provide glimpses
into the private sphere of the individual heart. The spaces
constructed by Xu Lei are not just visual games, both
visible and invisible, but also spiritual projections, the
whisperings of our own psychology.

While inspired by Western psychology and surrealism,
Xu's paintings also provide a window into the courtly and

reserved aesthetics fundamental to Chinese classical
culture. Xu once said, "Although | work on processed
xuan paper, | don't paint the Chinese paintings that
people are accustomed to. Paper, for me, is a special
material for expressive purposes, but it isn't strictly
related to the customary forms of Chinese painting."
Xu's intriguing, thought-provoking contemporary
compositions create a kind of cultural tension due to
the unique material medium he uses. Professionally
trained in traditional Chinese painting, Xu uses the
most traditional of tools, the xuan paper, brush, and
ink. He however extends the complex production
techniques and detailed expressive methods behind
Song painting, giving new artistic meaning and
expressiveness to the traditional painting techniques
of "outlining and adding color" and "three coats of
alum and nine of dye." His hazy colors and the very
Chinese sense of "holding back when you desire
to speak"” create a uniquely Eastern derivation of
surrealism. Viewers can cross the boundaries between
reality and illusion, East and West, and traditional and
contemporary, and steep themselves in the world of
the individual spirit.

B fAX-5EE (FHEIER COS 31) 1960F(F
Fig.2 Yves Klein, Cosmogonie COS 31, 1960
© Yves Klein / Artists Rights Society (ARS), New York / ADAGP, Paris, 2018
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oil on canvas
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Bl— BAZ-EMER ( 45H ) 1905F/F LA MERE
Fig.1 Pablo Picasso, Les Bateleurs (La famille de saltimbanques), 1905.
National Gallery of Art, Washington, D.C.

© 2018 Estate of Pablo Picasso / Artists Rights Society (ARS), New York.

“At the circus one finds colors, movements, poetry,
expressions of the human spirit that one finds nowhere
else,” Fernando Botero has waxed eloquently of his recent
favored theme. (quoted in C. Bill Pepper, Circus: Paintings
and Works on Paper by Fernando Botero, New York,
Glitterati, 2013, n.p.) "There is no other human activity that
presents the visual artist with the human body in poses
like the circus. Just think of the contortionist, the tightrope
walker.” (quoted in Beatriz Manz, "Circus! Fernando Botero,”
Berkeley Review of Latin American Studies (Spring 2009):
28.)

Botero's delight in depicting the motley performers of the
circus is palpable in his series of more than 300 whimsical
paintings and drawings that showcase the possibilities
of the human body and spirit. The passion and spectacle
of the circus arena as a colourful, animated and dramatic
performance space relates to other themes seen in the
artist’s work including his much revered musicians
and dancers and even shares in common the elaborate
clothing and a sense of the formality seen in the artist’s
reinterpretations of historic themes, such as Leonardo da
Vinci's Mona Lisa and Diego Veldzquez Las Meninas.

Inspired by a chance encounter with a modest traveling
circus in Mexico in 2006, the series also hints at the
autobiographical, harkening back to Botero's childhood in
Medellin, Colombia. Botero has often recalled that some
of his greatest pleasures as a child were trips to see the
Atayde Hermanos, a humble traveling circus from Mexico.
Happening upon a similar troupe decades later in Mexico,
Botero has explained, proved especially intriguing “"because
it was a poor circus, like those that came to Medellin when
| was a child—a group of poor people who did everything,
from selling tickets and ice cream to confronting a toothless
lion, walking the tight rope, swinging on the trapeze,
juggling, etc.”(ibid.) There is thus a poignancy in Botero's
later playful circus paintings as they are imbued with an
elder artist’'s nostalgia for days long gone.

Not only deeply personal, the circus series also engages

EZ ZREE-RESE (EEHOIEsE) 1980F/F ANKELEAREMIE
Fig.2 Fernando Botero, Dancing in Colombia, 1980,
Metropolitan Museum of Art, New York.

© Fernando Botero, reproduced by permission.

with European art historical precedents. As Botero has
pointed out, “the circus had been a very attractive theme
for many well-known and lesser-known artists, a subject
dignified in the work of Renoir, Seurat, Lautrec, Picasso,
Chagall, Léger, Calder and many others.” (ibid.) Well-versed
in the canon of European art history, Botero no doubt sought
to simultaneously associate himself with and depart from
these earlier masters. There is a certain joie de vivre found
in Botero's circus works that is not present in those earlier
European examples. While Toulouse-Lautrec’'s or Picasso’s
circus performers often appear as laborers, arduously
undertaking their tasks, Botero's equilibrists, lion tamers
and jugglers are exuberant in their execution of peculiar and
perilous stunts.

In Tightrope Walker, an unmistakably Boterian woman,
audaciously rotund, seems to defy gravity as she balances
effortlessly on a wire while dangling gold hoops from her
limbs. Below her another circus performer looks on, his tiny
stature provides a sense of scale, suggesting just how high
up this young woman is. Stepping ever so lightly across
her wire, she seems impervious to the dangers that could
befall her. As in the best of Botero's works, here the viewer
embraces a suspension of disbelief that is not unlike that of
the circus-goer. Under the Big Top, men and women walk
on wires and shoot out of canons while elephants dance and
tigers leap through rings of fire. The circus audience eagerly
accepts this bizarre spectacle and is willingly transported
into flights of fancy. Similarly, in Botero's work the viewer
is asked to eschew logic and to embrace an imaginative
world in which improbably corpulent figures occupy spaces
with impossibly skewed perspectives. Botero's eccentric
characters, always rendered in disproportionate sizes and
ostentatious colors, thus seem right at home in the zany
arena of the circus.

An ideal subject that allowed Botero to delve deep into
the fantastic while simultaneously looking to his own past
as well as art history’s, the circus stands out as a singular
series in the artist's long and prolific career, offering up an
inimitable wellspring of creativity.

b ANGEDTEEES

Portrait of Fernando Botero.
Property of “Botero in China”
www.boteroinchina.cn
Photographer: Wu Ming
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"I like the word ‘void-quietness’ (xujing), the mixture of
emptiness and tranquillity. When | paint, | consciously try
to express a form which is colourless, odourless, soundless
and stirless, and when a painting reaches that state, | have
accomplished xujing."

- Mao Yan
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In this portrait of Xiao Lin, Mao Yan uses his iconic
greyish-green hues to delicately capture his friend
Xiao Lin's quiet and quotidian visage. The hazy and
murky brushstrokes make the picture seem inscrutable
and ever-changing, seizing the viewer in the illusory
atmosphere. Mao often casts everyday characters around
himself as his subjects, and his good friend Xiao Lin
have modelled for him on multiple occasions. Despite
the blurred silhouette revealing only the subject’'s dark
outfit, unremarkable hairstyle, and impenetrable facial
expression rendering his identity and real emotions hard
to read, his eyes guide one to look towards the right, at
the sliver of crystalline emerald that seems to hint at
another world beyond the grey, and the subject’s yearning
for the ribbon of green is also self-evident.

Mao Yan claimed that he was obsessed with daylight, and
even after moving to a new studio he made sure to retain
the original’s skylight design to let him place his easel
under the rows of windows up top, so he could make
use of natural light to minutely capture the fine nuances
and changes of the greyscale. In Xiao Lin, for example,
we see a beam of still light scattering onto the subject
from the upper-left corner. Compared with Rembrandt's
portraits which are known for his use of dramatic lighting
to make subjects appear as though they are taking centre
stage and addressing an audience (Fig. 1), the light under
Mao Yan's brushstrokes are soft, diffuse, and filled with
mystery. Under by the diffuse and scattered light, the
subject’'s attention turns towards an introverted and
internal monologue.

Canvassed by the gloom, Xiao Lin has a tactile sensitivity
that immerses viewers fully in the work's overcast and
dissociated atmosphere. Mao has an extraordinary grasp
of oil painting, and in this work he manages to find rich
and multifaceted layers of cold and warm, opaque and
translucent within the greyish base tone, so much so that
viewers seem to be within Clarice Beckett's foggy and
humid mists (fig. 2). The splash of light on the eyes, nose,
and lips however accentuates Xiao Lin's living flesh, and
serves to highlight life’s concrete sense of being.

Unlike the still-life approach towards portraiture,
Mao Yan tends to use a camera to capture countless
snapshots, after which he sculpts and re-forms the
subject from his subjective sentiments, “Whoever | draw,
| put in the same care. Actually, the best way is to not use
too many emotions. One’s heart has to be distanced, even
needing a degree of cold apathy.” As the subject’s body
fades into the background, it is hard to find the narrative
that usually features in portrait works: socioeconomic
status, age, stance, styles, and other features normally
used to characterise the subject were all removed,
erasing the subject's personal, social, and temporal
identities, as well as any other extrinsic symbolism
that might colour the viewer's impressions, letting the
subject's spirit as his own individual and singular entity
shine through the grey and subdued brushstrokes.
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Fig.2 Beckett Clarice, Passing Trams, 1931
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Fig.1 Bernard Buffet, Portrait de 'artiste, 1954. Tate Modern, London.

© Tate, London / Art Resource, NY. Art: © 2018 Artists Rights Society (ARS),
New York / ADAGP, Paris.

Characterised by angular black outlines and expressive
vibrant colours, Clown is instantly recognisable as a
work by the iconic French artist Bernard Buffet. Growing
up in Nazi occupied France during World War Il, Buffet
experienced years of deprivation, finding his unique artistic
voice between the 1940s and the 1950s. Championed by
the French art critic Pierre Descargues, Buffet's artistic
career had flourished by the early 1950s, and in 1955,
Buffet was given First Prize and voted one of the greatest
post-war artists in France by the art review Connaissance
des Arts. It was during that same year, that he first turned
to the subject matter of clowns which became his most
frequently depicted theme. By the age of 30, Buffet held
his first retrospective at Galerie Charpentier and his
international fame rivalled that of his contemporary, Pablo
Picasso which led to a competitive tension between the
pair.

Clown is portrayed as a tragicomic figure that is both
imposing and vulnerable. Buffet depicts his subject as
a figure representative of humankind, with an innate
vulnerability at odds with the boldness of his costume,
clothed and with makeup that betrays his inner emotional
state. The clown maintains a direct gaze with the viewer,
portrayed alone with a wistful expression amidst the
vibrant and warm yellow background which is inviting by
contrast with his disengaged expression. The shape of the
mouth is ambiguous, with the lines at the corners hinting

URAFHIEAEABIEF 1955909 (/NR) B, BT 1958F1 BEERAEBEBE/I M ALIHELAE
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Fig.2 Bernard Buffet, Clown au chapeau noir fond roug, 1961.
Christie's, New York, 16 May 2017, sold for USD 727,500.

© 2018 Artists Rights Society (ARS), New York / ADAGP, Paris.
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at both a smile and a frown. This contrast engenders a
multitude of possible emotions underlying the clown’s
concealed expression; desire, desperation, despair and
hope.

Circus performers such as clowns had been a focal
subject in the work of avant-garde artists and remain a
legacy within the pictorial language of the 20th Century.
From Pablo Picasso, Georges Rouault and Marc Chagall,
many artists portrayed these entertainers, often in the
guise of the Harlequin or Pierrot, as clowns, dancers or
trapeze artists, as marginalised story tellers who often
represent the artists themselves. Fernando Botero has
also investigated this theme in more recent times, drawing
upon his childhood memories of this fantastical world,
behind which is found a different reality of life, at once
nomadic and familial, drawing together the mundane
and the magical in his representations of this fascinating
community.

Bernard Buffet painted this work in 1966, a time when
Abstract Expressionism dominated the international art
scene. Buffet persisted with his conviction of figurative
paintings and was a member of the anti-abstract art
group L’'homme Témoin. His distinctive graphic style
with expressive colours created a legacy in modern art
history which continues to influence new generations of
contemporary artists embracing figurative elements to
convey complex concepts and ideas.

Bernard Buffet in front of Clown, 1955, at the retrospective of his work at Galerie Charpentier in Paris, January 1958.
© AGIP / Bridgeman Images. Art: © 2018 Artists Rights Society (ARS), New York / ADAGP, Paris

20TH CENTURY & CONTEMPORARY A



86

NN W 4«

&= A ——
5 /X« FLIE
(7%E, 1877-1953)

7B 148, #$EFHER

H¥ B

46 x 38 cm. (18 %6 x 151in.)
195044

%% Raoul Dufy (ATF)

RMB 2,200,000 - 3,500,000
US$ 300,000 - 500,000

iR
EERHTFAREMIE (ZRKREF)
EEER S E-ARE (19635 )

EZIHsE, 1989F11818H, ERMEHEEASE, AR
w5112

ERiAxE, 2013F12830, BRELS, HmkwS17
Wigiz= 1 E LiRAsE
%

1954538 E58 [ B#5/R413E | B /Uit B Bl 5
145, ®S7 ({FmBiR (HRZEXE) , 19065F(F)
19545F7RE8R [ M /RALIE | BIE HIE/RERKMD
= HRYRHS13 (FRBMN (IREREXE) )
1963F7RE9R [ M#G/RALIE | RIS S2GH5 B et 5
1010, #®S6 (1FRETR (HEEXE) , 19065(F)

ik
M.ALEER N FEFRE-RDEERE, (S/RMIELEEREE,
MR ) , BR, 19854, $157), wS52028 (iEE)

RAOUL DUFY

(FRANCE, 1877-1953)

14 Juillet au Havre

signed ‘Raoul Dufy’ (lower right)
oil on canvas

46 x 38 cm. (18 %6 x 15 in.)
Painted in 1950

PROVENANCE

Emilienne Dufy, Nice (wife of the artist).

Alphonse Bellier, Paris (by 1963).

Anon. sale, Hotel Drouot, Paris, 18 November 1989, lot 112.
Anon. sale, Christie’s, Paris, 3 December 2013, lot 17.
Acquired at the above sale by the present owner.

EXHIBITED

Nice, Galerie des Ponchettes, Hommage a Raoul Dufy,
March-May 1954, p. 14, no. 7 (titled 'Rue pavoisée’; dated
1906).

Honfleur, Société des artistes honfleurais, Hommage a Raoul
Duty, July-August 1954, no. 13 (titled 'La rue pavoisée').

Nice, Galerie des Ponchettes, Hommage a Raoul Dufy, July-
September 1963, p. 10, no. 6 (titled 'La rue pavoisée’; dated
1906).

LITERATURE

M. Laffaille and F. Guillon-Laffaille, Raoul Dufy, Catalogue
raisonné de l'ceuvre peint, Paris, 1985, Supplément, p. 157, no.
2028 (illustrated).

THIENEER—EZH, BAEMATESHIERIGREEGR . SCRMEBKRPOXE -5

EERNEEAREMNEANSE, ER% . BR . XEHORAHEE

MEOEMZARABRAMNTERE .

RNE . XELERD LA

— M.BESE, (R HE: BESKTE ), £F, 1958F, 67

"What Dufy painted no other artist could have rendered, because no other possessed his gift for receiving and
reflecting sensations of pleasure, light, and joy... His fine talent as a painter, his masterly use of smooth, brilliant,
shining paint, so light and transparent, shows how perfectly his technique suited his artistic feeling."

- M- Brion, Raoul Dufy: Paintings and Watercolours, London, 1958, p. 6
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Fig.1 Claude Monet, La rue Montorgueil a Paris.
Paris. Féte du 30 juin 1878 , 1878, Musée

D'Orsay, Paris. Paris.
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Raoul Dufy in his studio, 1937. Photograph by Laure Albin Guillot.

Photo: Albin Guillot/Roger Viollet/Getty Images. Art: © 2018 Artists Rights
Society (ARS), New York / ADAGP, Paris.
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Fig.2 Raoul Dufy, La rue pavoisée, 1906, Centre Pompidou,

© 2018 Artists Rights Society (ARS), New York / ADAGP,
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Fig.3 Raoul Dufy, 14 juillet, 1906. Christie's, London, February
2017, sold for GBP 1,025,000.

© 2018 Artists Rights Society (ARS), New York / ADAGP, Paris.

Raoul Dufy spent much of his childhood and youth in the bustling port-city of Le
Havre in Northern France, and the town came to play an instrumental role in the
development of his early Fauve paintings. These pictures marked the artist’s first
daring explorations in colour inspired by the art of Henri Matisse and André Derain
who had begun the Fauve movement, named as such by the critic Louis Vauxcelles
who saw their work in the Salon d’Automne exhibition in Paris in 1905. Featuring
strong, bold, primary colours, these brightly coloured paintings explore the full
vibrancy of colour and gesture. Dufy’s patriotic Bastille Day subject lends itself
perfectly to this purpose and represents one of the most important Fauve motifs
for the artist, shown in museums worldwide who each hold examples, including the
Museum of Modern Art, New York, the Centre Georges Pompidou, Paris and the
National Gallery of Art, Washington D.C.

In the summer of 1906, Dufy had been joined in Le Havre by his friend and fellow
artist, Albert Marquet. The pair celebrated the French national holiday, Bastille
Day, on the 14" of July which inspired Dufy to commence an important series of
paintings in which he attempted to capture a sense of the joyous atmosphere
and overwhelming excitement that filled the boulevards of Le Havre during the
festivities. This series of paintings defines the very essence of Fauve painting and
were painted at the very height of the artist's affiliation with this radical movement.
Dora Perez-Tibi has written, "[Dufy] kept creating new variations on the subject like
a composer constantly repeating his melodic phrase. This procedure reveals his full
control of his means: he gives free rein to his lyricism in order to transpose reality
to the advantage of his poetic and visual imagination." (Dufy, New York, 1989, pp.
29-30).

In 14 juillet au Havre, Dufy focused on the view from the window of his hotel
room, to the street below, the Rue Pavoisée which appears festooned in flags, the
distinctive colour combination of the French tricolour hanging from every available
pole on the thoroughfare. These, along with the celebratory banners, enliven the
street scenes into a festive spectacle, as Dufy imbues each flag with its own
distinct character. In the foreground of the composition, two of the revellers are
glimpsed through the semi-transparent fabric of the foremost flag, which bathes
them in its bright, vibrant colours and roots them in the joyous sense of celebration
that Dufy experienced on the streets of Le Havre that day.

Towards the end of his life, the artist returned to some of the major themes
and images that had occupied him in these important early canvases, revisiting
compositions such as 14 juillet au Havre with a renewed sense of fervour and
energy. Dufy may have chosen to revisit the scene for the present canvas following
a brief trip to Le Havre in April 1950. He had returned to the port town to attend
a memorial service for his fellow artist, the late Emile Othon Friesz, and the
experience may have rekindled his memories of the ground-breaking summer
which had dramatically shaped his art. Like a memory that becomes more vivid
than the experience of the original event, the artist's new version of 14 juillet au
Havre boasts a bright, light-filled aspect that surpasses the original and represents
a patriotic and personal hommage to this important theme within the artist’s
significant career.
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YU HONG

(CHINA, B.1966)

Lost in the Night

signed and dated ‘Yu Hong 2013’ (lower right)
acrylic on canvas, triptych (3 panels)

overall 190 x 330 cm. (74 3% x 129 7 in.)
Painted in 2013

PROVENANCE
Private Collection, Asia

EXHIBITED
Beijing, China, Long March Space, Wondering Clouds - Yu
Hong Solo Exhibition, 2013-2014.

LITERATURE
Long March Space, Yu Hong | Wondering Clouds, Beijing,
China, 2013 (illustrated, p.93).
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Fig.1 Rogier van der Weyden, Miraflores Altarpiece, Staatliche Museen zu Berlin
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"My painting represents my life, not just the life of my own, but also human nature. It's about how people live and grow."
-Yu Hong
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To Yu Hong, “individual” is a never-ending topic in her creative
process. The question relates not just to her own life but to how
individuals survive and grow within the larger environment of the
society as a whole. Painting portraits, for Yu Hong, would be too
simple; she is far more fascinated by portraying her subjects' inner
worlds. For this reason, even as she remains steadfast in exploring the
possibilities of realist painting, she continues to experiment, injecting
deep expressions of the zeitgeist and personal psychology into her
works. Never satisfied with merely portraying her impressions of a
certain personality, she instead seeks a deeper, more conversational
kind of experience with her subjects.

Yu Hong aspires to a better understanding of others’ happiness and
anguish. Symbol and metaphor aid her in painting various individuals'
stories, and her unique visual vocabulary develops from the realities
of their lives. The subject of Lost in the Night, from her Wandering
Clouds series, is a Shanghai jazz singer. In it, three windows,
presented on the three canvases of a triptych, let us glimpse aspects
of both his private and his performing life. Triptychs for narrative
presentation purposes were once a common feature of religious
altarpiece. In Rogier van der Weyden's Miraflores Altarpiece (Fig.
1), the artist creates three arches, segmenting the work to present
crucial moments between Jesus and Virgin Mary. However, in Yu
Hong's painting, anxiety, expectations, desire, and worries derived
from the larger environment of societal change were all presented
in fragmented forms. She is more into creating the mood, implying
the rich emotional complexes of her subjects, even if they only give
viewers a vague impression.

Yu Hong excels at capturing the way in which moods derive from
and evolve out of personal experience, while creating a virtual reality
for the very real subjects in her paintings. Such virtual realities,
transcending reality itself, convey metaphorical meanings. Dream
and reality entangle and interweave, just as in Henri Rousseau's The
Dream (Fig. 2), where the wild jungle scenery, objectified, represents
the protagonist's mental state. During an interview between painter
and the painted figure, when talking about the mood while growing
up, the figure says, "it is like a tree; it will grow, blossom and drop its
seeds to the ground to germinate a new tree.” In the composition of
Lost in the Night, leaves and branches, brilliant as fireworks, meet
floating jellyfish, a hidden python, and even a polka-dotted bedspread,
all contributing to Yu Hong's surreal depiction. On the left side of the
canvas, the young man lays back on his bed with his eyes half-closed,
gazing into the distance in the murky night, or else perhaps immersed
in his own inner world. Above him, a strange and captivating light
illumines leaves and branches until they appear like fireworks. On
the right, he stands beneath lights, holding a microphone while
leaning against a table, holding a pose with downcast eyes before
he begins performing. The wooden window frames painted on Yu's
canvas seem to invite the viewers to glimpse through these windows
and to observe the singer’s private life as well as his performance
style, and the dazzling scenes leave viewers with momentarily
uncertainty about whether he is indoors or outdoors. In both states
in which viewers see him, jellyfish float around him and emit a kind
of otherworldly light, perhaps as an externalized manifestation of the
singer's apprehensive mental state. Yu Hong says, “He mentioned one
thing he likes is jellyfish. For this singer, jellyfish are both gorgeously
colored and unpredictably changing.” Given that the things we like
are objectifications of our feelings, Yu Hong highlights them in her
paintings. Since the singer also mentioned he likes pythons, Yu
Hong paints a python lurking among the branches, injecting a hint of
danger and wildness into the singer's private moments, his dreams
and his reality.

“You only need to change your perspective to discover that this world
is very unfamiliar.” With her brush and paints, Yu Hong expresses
her concern for society as she analyzes her subjects. For her, human
beings are the most complex amalgamation possible: their feelings,
their good and evil, their lives and deaths, all wrapped up into one.
That complexity, she feels, also makes them the most fitting subject
for art.
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ANDRE BRASILIER

(FRANCE, B. 1929)

Les premiéres neiges

signed ‘André Brasilier’ (lower right); signed with
initials, dated and inscribed ‘les premiéres neiges
A.B. 2012’ (on the stretcher)

oil on canvas

130.2 x 97.2 cm. (51 4 x 38 V4 in.)

Painted in 2012

PROVENANCE
Acquired directly from the artist by the present owner.

This work will be included in the forthcoming André Brasilier
catalogue raisonné being prepared by Alexis Brasilier.
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"I consider Brasilier's ceuvre very much in the forefront of painting over the last half century.”
- L. Harambourg & R. Bouillot, André Brasilier, Monograph, Lausanne, 2002, p. 295.
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Fig.1 André Brasilier, Cavalcade en forét bleu, 2012.
Christie's Shanghai, October 2014, sold for CNY 1,650,000.

© 2018 Artists Rights Society (ARS), New York / ADAGP, Paris.
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Les premieres neiges depicts a dreamlike landscape of chevaliers riding
across a luxuriant forest on an early winter day. The trees are scattered
with amber and emerald leaves like shimmering stars. The horses charging
through the forest elegantly like spiritual creatures, their shadowy colour is
adorned by the red clothing of one chevalier and set-off against the silver
white virgin snow. The monumental scale of the painting brings the viewer
into the scene. One can almost hear the galloping horses and the shuffling
leaves in the winter breeze. This magical arena conveys the utter serenity
and inner freedom that it can only exist in the most peaceful mind.

Brasilier showed his artistic talent at a young age and attended the Ecole
des Beaux-Arts in Paris at the age of twenty. His father Jacque Brasilier, a
painter himself, believed that the purpose of art was to convey spirituality,
which is shown in André Brasilier's work. Describing Brasilier's artistic
endeavour, Roger Bouillot remarks: ‘His [Brasilier's life] has been the
textbook life of a painter, a life devoted heart and soul to painting, and
enduringly underpinned by the intensity of a message of love sent forth
by an ceuvre that radiates beauty.” (L. Harambourg & R. Bouillot, André
Brasilier, Monograph, Lausanne, 2002, p. 288.)
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ZHOU CHUNYA

(CHINA, B. 1963)

Rose

dated 1996’, signed in Chinese (lower right)
oil on canvas

100 x 80 cm. (39 3% x 31 4 in.)

Painted in 1996

PROVENANCE
China Guardian, 14 May 2005, lot 0166
Private Collection, Asia

EXHIBITED

Shanghai, China, Shanghai Museum of Art, 1971 - 2010 Forty
Years Retrospective Review of Zhou Chunya, June 13-23,
2010.

LITERATURE
Time Zone 8, Zhou Chunya, Beijing, China, 2010 (illustrated,
p.215).

"RMESEOEEMER, BHETYROLER,
LR LELFEEBMERRE T —MERNRLENE
R, RERFEHRERHE."

— BEF

“This kind of compression, this cropping of forms, transcends
the sense of reality in the subject, and in fact it has already
caused the images in the pictorial space to take on a kind
of mysterious, symbolic flavor—and that is the essence of
Eastern painting.”

- Zhou Chunya

Fig.1 Georg Baselitz, Trinker, Christie's New York, May 2018, sold at USD 3,372,500

© Georg Baselitz 2018.









In 1989, Zhou Chunya returned from study abroad in Germany, his
brief period of estrangement from Chinese culture having served to
bring him a fresh perspective on his own cultural traditions. Roses,
dating from 1996, is a representative work, embodying a blend of
aesthetic concepts that typifies this early period. The strong, radical
brushwork and rich textures exemplify Zhou's grasp of Expressionist
ideas and techniques, but the organic rhythms, as he balances form
and empty space, hardness and softness, and dense and diffuse
regions, were features that he had sifted from traditional Chinese
aesthetics.

Zhou Chunya's early explorations in the '90s would be crucial in
forming the later styles of his career. While at the University of
Kassel, he was deeply affected by the tide of German Expressionism,
and was stimulated by the work German Expressionists such as
Georg Baselitz (1938- ), even as more traditional artistic vocabularies
left an imprint on him. Just as Baselitz daubed disturbing images of
human figures onto his canvases with broad, bold strokes (Fig. 1),
the brushwork in Zhou's Roses seems nearly deranged, leaving the
pitch black tones of his brushstrokes stuck like brambles in a rust-
colored background. Each brushstroke might be a single stem, yet
each contains even finer wisps that branch into other dimensions,
transporting the viewer into the rich and strange inner world of this
artist.

But Zhou Chunya never became a total convert to the Western
system of aesthetics. Any viewer, looking at Roses, will respond to
the "written feeling" of its surging, audacious lines, as his jet black
pigments freely collide and sweep across the canvas, leaving streaky,
open brushstrokes that create rich texture and visual impact. For
Zhou Chunya, that "written feeling” derived from the millennia-old
Chinese traditions of calligraphy and impressionistic painting. It
provides the central melody that guides the viewer's experience from
beginning to end, while the colours and forms that revolve around
this boldly expressed "writing” produce the vividness of Rose. It
is this "writing” that enables Expressionism, along with the lyrical
impressionism of Chinese tradition, to meet and dialogue in Zhou's
work.

The sense of visual experience being refined and elevated, which
Zhou Chunya found in classical painters such as Kun Can, helped
develop in his own work the undulating movement of landscape
paintings and their sense of vigorous energy. The large number of
mountain rock paintings from his early period also owed a debt to the
ink-wash and calligraphy styles of Shi Tao and Bada Shanren. But
of all the classical Chinese masters, it was the textures of Kun Can's
landscapes that Zhou most admired for their combination of natural,
robust strength and lively, agile layering (Fig. 2). Though Roses
belongs to the still life genre, Zhou has absorbed from such ink-wash
landscapes the sense of overall control of the pictorial space. The
stems of his roses have the feel of strangely shaped rocks on steep,
craggy mountainsides, though here they are adorned with roses in
full bloom scattered among them. The visual focus of Roses is spread
out for the viewer, though the separate parts of the painting echo
each other strongly; its great appeal lies in the way the viewer's gaze
wanders through the work, sometimes stopping and lingering, and at
other times flowing with the movement of the painting.

Zhou Chunya's Rose is a fusion, and a liberation, of the energies
inherent in both ancient and modern and Eastern and Western
aesthetics. At the same time, it reveals the artist's unique
understanding of contemporary artistic meaning, challenging and
overturning our sense of what the ancient literati painters were
about. He has retained the abstract, impressionistic brushwork and
the harmony of their work, but largely reinterprets their mildness
and their reserved, inner-directed nature. Zhou's mountain stone and
floral-themed works often transcend the scope of their own images or
motifs, becoming instead expressions of self-awareness, just as here,
his Rose breaks down the symbolism of gentle romanticism or ideal
love associated with the rose. Instead, within this thicket of dried
branches and stones, there is something almost angry or threatening,
and with this intense psychological clash, a savage and wild kind of
vital energy bursts from the painting. A bunch of roses, as painted by
Zhou Chunya, reveals the grand essential energy of heaven and earth.

<« Lot 325 [F&[ Detail

1989 5, BEFREBZAkK, STENNELHNRBREEGIERE T H
MEOA, X—MBNAESTEEASIN, FHSENNZARESZELETXR
R, AR WA T SRS HEIFETRE . SFTF1996 F
(3R ) ERUIERMAEEZMSNNRZF . BRREEHNERNFE
ENMNBAIE MR E R SHEOEROSELE, MBHE. £, Bl 2.
B BERRENERBNSETEX P EEREFRIE .

ABREFNEAREES, 90 FRRHNREIERKNERIRTFEELERED
BEX . BERERERZRHENE, BEFRZRERNENRARE, RKT
BRI - BIEFIT (1938 — ) SEERMENKIT “RY " MNGFE “EHRIR
B HNERES . ENEEFNRATIEFMEBS LIRRESATTNANER
(E—=), (B3R ABEURENEE, BRBNAMILESTENERL, M
B-RRFEN—2, INQREEZHN\MSENEM, BUEFTANZARE
EBTHROER.

T, BEFRERIBREASHEZER . AX(KR ), NETLBERZ
I-REBEREN BER’, RRNAYEES LEEE, BTALTH
EREENNEMNTRE . WEAEFME, BER RKBETFERETEN
SEMBEER, RRLEHWENROERE, MESHEE. B¥HNA,
HoBERXERR “BER " RIHRBRE . RUNENETENERET B
57 B ELITIE

BEFRANEREHHRERNNERNRBESTHE, EEERERRET LXE
—RIEERFEAODEREEZZS . BEFHNEZETEERE ‘TR ™. ‘BN
R7OUMET IESEHABENEN . HEREXEULAFEREIRI
B, TREAE. \RKUAFERKEBEE L . ETFELZABBARDF, &
REERIKZER, REEAREMNEERDER(EZ ). AE(HE )R
B EAFMER, DRRTESWKNEEABNEE, BBERTULER
ARBEEEE , HRBHNBIERGHE, SHTHENEXER, INEEE
BN T ZBRFRL, FUFSISTLERH LiFE , TS, Nk,
B .

BEZA( B ) ZRaH, AR, AEELSPANEFENE , MSILE,
(308 Y NEMTERRD AN BRMERVRENER , SIEFROSA BRI T AT
BE . YABTHS, SENZEMIMNBHRERE , AMEEN, ARAERDR
KBWESR . BEFETHWLA . ZANEER TBGNHFSEE, MERE
RERNFRL —RRAR T IEMSFER . REIZFEBHORIL, BXER
R ERAEAPKTEN, SFNEOELBANAER, NTTRLHRES
HNEGANE . —AKR, EREFHNEM LNFLETXEEZS

B E% (LUsKKE) altErHEEIRRS (BB
Fig.2 Kuncan, High Mountains and Flowing Rivers, The Collection of National
Palace Museum, Taipei ( Detail)
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(£E, 1921-2012) GEORGES MATHIEU

(FRANCE, 1921-2012)

MTSERFAETK
Déformation de fonction variable convexe
HE Bifh titled 'Déformation de fonction variable convexe' (on the
971 x 162.2cm. (38 % x 63 7% in.) stretcher)
1957F1E oil on canvas
FH - Déformation de fonction variable convexe 97'_1 * 16.2'2 cm. (38 % x 63 % in.)
(BIBIEL ) Painted in 1957
PROVENANCE
RMB 900,000 - 1,200,000 Collection Betty Barman, Brussels.
_ Galerie Michel Couturier, Paris.
US$ 140,000 - 180,000 Dolf Selbach, Diisseldorf.
His sale, Grisebach GmbH, Berlin, 27 May 2011, lot 108.
B Acquired at above sale by the present owner.
15
l\:lﬁﬂﬁﬂt 23R Betty Barmjnﬂﬁﬁ EXHIBITED
7AE B2 Michel CouturierE[Ep Brussels, Palais des Beaux-Arts, 50 CEuvres particuliérement
#E F2/RZ5Dolf Selbachifsz choisies parmi les collections belges, 1963, no. 6a.
201158 27H tH#Grisebach GmbHIAZETT /=108
WiiE e _FiAiRsE
[V
1A

19634 (50 CEuvres particulierement choisies parmi les
collections belges ) fp56a HEE/REZT HEZER

CNERBUE ST EEMOIES S, BRTMXTER STOXK, RETEE. B, BENENE
T ERRECELEY, 2LARFBLESHRNSE, ARFDUENESL . BRNL, 2
RRQEDRETHEONE, MESTHD? BEMAN, RNELEARIETRLYBTIDHOR
%, KEAREANEBNSREN - BRBETR. AR CENFSBE.

— Fia-BEE

‘It is this liberty with respect to references which introduces both improvisation, and thereby speed. Speed therefore
signifies the definitive abandonment of the artisanal methods in painting in favor of methods of pure creation. Now,
is that not the mission of the artist: to create, not to recopy. Speed and improvisation are the reasons we are able to
associate the creative forms of this painting with those of liberated and direct musical forms like Jazz or with Oriental
calligraphy.’

- G. Mathieu

E— &XFEl (EXB;) 19574 REREARZER
Fig.1 Zao Wou-Ki, Untitled, 1957. Detroit Institute of Arts.
© 2018 Artists Rights Society (ARS), New York / ProlLitteris, Zurich. Photo: Detroit Institute of Arts, USA / Bridgeman Images
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Fa-DELF1957 FHEAN( OTERHNTN ), U—FKTEXR. BA
MERESIRAKMNER  BEFRFAENTE, IRE-TERINIEAER,
RMAEMARSRE TG ; BNU—FIEATERENRHBHIREER
B YERE . BRENE . MBLLGEREGNRHEF . R
HALRVOER, RIREFMANBSELFEREY . WENEHEE
BABNREMENSANERAZ WS HE, MM URERTHEALE,
KETHEN ‘BHEEN MR X—ERDE/EE1940 FHHERHEIERN,
REBERFNAREFLRTEBS LIFERTZE . MIEEEEHEMT
ERMEEm, E—MEEBNBNNEER . DRKEE, REHMRENR
BT REFRRNEARR , MAASERXMEIEKY , ERFEBFPH—
B8R,

(OZERYNEN ), EXBEFEZARTEGOZETRIRENBMEN;
ESSEREXFRESHMENPRITERREZREHIS . WIEEM
=, SRE. BT, MRESHEF, MERFERTHBRME, FHF
MR RMMRERMET MRS AMEIREIANFR, FILZARME
BNEREZRBMBRTERRE . IFCU-—MINOEEFE , NF—1
MRZRINE, MEETM BN —RRRABIE. tER, ‘XERE, 2R
FAOfEEBAHEEE, MIFSHIG? EEMEX, ILRNBLUBELER

In Georges Mathieu's Déformation de fonction variable convexe
(1957), an expansive, monumental plane of deepest blue
supports a frenetic patchwork of blood-red and cream motifs,
overlapping, intertwining and writhing together with irresistible
improvisatory rhythm. Faint traceries of lines, splatters and
curvilinear geometries are juxtaposed by an impastoed riot
of abstract form. The eye is drawn towards this dense and
energised explosion of paint on the right-hand side of the
piece, a tantalising indication of “tubism”, a term that Mathieu
coined in the mid-1940s to denote the application of paint onto
canvas directly from the tube. The overall impact of Mathieu's
process is one of urgent kineticism, a magnificent example of
the performative painting that became a hallmark of postwar
expressive abstraction on both sides of the Atlantic.

Déformation de fonction variable convexe, produced by Mathieu
during a period of unprecedented international acclaim,
resonates with the artist’'s aesthetic development of European
Lyrical Abstraction. For Mathieu, working with speed, risk and
rebellion emancipated the very act of painting, manifesting a
highly personalised and original response to abstraction, and
in-turn freeing both artist and subject from traditional aesthetic
sensibilities. Mathieu worked with a ferocious rapidity, often
completing his vast canvases in little over an hour. ‘Speed
therefore signifies the definitive abandonment of the artisanal
methods in painting in favor of methods of pure creation’,
Mathieu explained. ‘Now, is that not the mission of the artist: to
create, not to recopy. Speed and improvisation are the reasons
we are able to associate the creative forms of this painting with
those of liberated and direct musical forms like Jazz or with
Oriental calligraphy’ (G. Mathieu, in ‘De l'abstrait au possible
- Jalons pour une exégése de l'art (From the Abstract to the
Possible - Milestones for an exegesis of Western Art)’, Ed. of
the Contemporary Art Circle in Zurich, 1959, translated and
reproduced by Edouard Lombard, https://georges-mathieu.fr/
en/publications/what-we-owe-georges-mathieu/ [accessed 30
July 2018]). It is surely no coincidence that the gestural patterns
and geometries delineated in Déformation de fonction variable

<« Lot 326 5#B Detail

BLOBEOER , KEREEHNEENSREAN GEB TR I2
ZMRABL.7(FAE- DK, 51AB( De l'abstrait au possible — Jalons
pour une exégése de | art) (NASETJaE—AHERTBENERE), FR
HHRZIER, 1959 F, AEEL - HEEMINEED, https://georges-
mathieu.fr/en/publications/what-we-owe-georges-mathieu/, 2018 &
7B 30 BER)

(OZERHOTM ) FELOBERILEATNK, ILABRHANSEE, M
RMEIRLIEISG . 1957 F, R ARMEFEEE, DREEBRBEA 1.
BORIRE AR FHHOCIENER , EMITHRENNERRAE D REEHT .

BRibzoh, ERMNEDEFCRHERENERE, SERLKBELRFR=
HOBEEERREFE, AIZEX L AZ BB MFRPIARNRELR.
£1950 £, BHFELUMIELARKZERIAEMIMES , MXBRT e -+
EPHYERMARZBRZANFS [SLY] . BEC+LHEB—FHARS
SFEMNERE, XMETEREZAMA—MZ2MONNEEBZRETA
FIAD . EEIRE DN - RIBERTE1950 EEFHELBIR T AR - KI8T
EHAAFILE; MBWKER, BHFCIUBENRET LEFER IR,
FER—PSARE . RBEWEHROEL . MXPEENEDE, 1L(O%
SRYNEN )HREMTES

convexe are evocative of shodd; in 1957, the year of the work’s
execution, Mathieu made a productive and creatively fruitful trip
to Japan, invigorating his response to abstraction.

Additionally, in comparing his spontaneous, painterly act of
creation to the jam sessions explored by contemporary bebop
musicians, Mathieu has also emphasised the performative
nature of his work. In the 1950s, Mathieu became renowned for
painting in public, an antecedent to the happenings organised
by Allan Kaprow several years later. Mathieu encouraged the
onlooker to engage with the spectacle of painting, subverting
traditional notions of artistry as a private act blanketed by
care and time. Like Pollock, whose performative process was
so evocatively captured by Hans Namuth in 1950, Mathieu
transformed - with brilliant showmanship - the very act of
painting into a captivating, theatrical display. It is with this
sense of immediacy that Déformation de fonction variable
convexe is given its ecstatic vitality.

o - BIgR, Xk, BN BRI ERE,
#) UK/REE B2 19534

Jacques Germain, Zao Wou-Ki, Maria Elena Vieira da Silva, Pierre Loeb, Georges Mathieu and
Jean-Paul Riopelle, Galerie Pierre, Paris, 1953.

RIER#E, e DREEIL- RS BREE
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HR 30
ZEER 1R ZARKREEIELR
hR#4: 2/3
HHE: 219 x 185 ¢cm. (86 % x 72 7 in.)
200744E

EEZ . BB, RS EHEER: sub 30 Il Thomas Ruff

2/3 2007 (¥m)

RMB 260,000 - 300,000
US$ 38,000 - 44,000

FKig
SR
WigiZ B E LA B

EDH-2XEBF2007FEM(ERKR 30 1), EXBEEEZM
{ Substratum ) RIF—MRBHKIRER, SABNEE; (FRTEEXRLDE
FRRERENE, AEERRT ZAREETEFZHUERNET LSRR,
NTREXNRS, EXENE LBLEE, NBAREBEMNESHIMEVUE
L, BRAEROUR T EIDANGEZ TR RN, BEAEF R ARIER
HELE . REEUR—KZSALBWITYIBICOMESR, KM, BEMN
*EEL%T@%MEWE%WP WAKIL, MEFREER - HAKHEE: ‘£
BHNEABEEERPEINEMZAREE. 2 HENRUIRZER,
ﬁE'JM%{LEF%BHRFﬁTF INEL: XR—RBEFER, MEBBEXLAY

. BBk, {Eﬁﬁzmﬁétﬂxﬁ’lﬂﬁﬁﬂh%ﬁiffﬁ)—f EREENNA. 7
Yﬂ]a)&ﬁm, }E%):' TL‘TAET%%R%E’JEEE (EER - wmAR, (1E3E-2
X EXEKD ), ZEEVERFHNERILIA) , https://www.tate.org.
uk/art/artlsts/thomas ruff-2602/surface- tension (2018 £7 B30 H
EHFE)

B, ‘EBE—RIEREXRED FHNEM, W?E%%fé#ﬁﬁﬁi}‘ﬁi}\ﬂ’ﬂg
ABE, MX—RIMNEL, BRERRRAL . URORMASZBHOE

EE ., EXEPBLEBHANRRER, BETEINEENNERN, %xﬁ(
ENIFBEIE, SRR AN— N ERAESERGLNRE, B—
%Eﬁ%ﬁm BRABIERPOLBF L, FFRE “ (ERPEHDAR
MR, NEEAMPEREY , IEARER— M RN B .7 (18
REBR, (EBH-8X—
UNFIE), BTFHERMK
EBT, 2003&E8 81 BT
%, https://brooklynrail.
org/2003/08/artseen/
thomas-ruff-new-work

(2018 7 B 30 H&R] )
XA “RERE " ZmAIHEA

BRBIA . BF . mHNR
RENE; MEXOERYT

HEROMID . MREAEUE, 5
FEERA— I hEMmAERR S
AL g

E— KAWS =i 20125
Fig.1 KAWS, Half Full, 2012.

© KAWS

THOMAS RUFF

(GERMANY, B. 1958)

Substrat 30 111

signed, titled, numbered and dated 'sub 30 Ill Thomas Ruff
2/3 2007 (on the reverse)

chromogenic print in artist’s frame

edition: 2/3

framed: 219 x 185 cm. (86 4 x 72 7z in.)

Executed in 2007

PROVENANCE
Gagosian Gallery.
Acquired from the above by the present owner.

A kaleidoscopic aurora of psychedelic colour and pulsating
abstract matter, Thomas Ruff's Substrat 30 Il (2007) is an
impressive example of the German photographer’'s Substratum
series, and is a crucial demonstration of Ruff's experiments
with photography in a digital age. For the series, Ruff surfed
the internet to extract images from Japanese manga and
anime, transforming the source material into unrecognisable
technicolour fields, printed on photographic paper using
conventional development methods. Although seemingly a
purely computerised creation, the essence of photography
remains instilled at the heart of the work, with Viviane Rehberg
noting that ‘'no matter how much one might want to see
painting or digital virtuosity here, there seems to be no getting
around the matter of the photograph. After all, a substratum
is what facilitates the adhesion of the light-sensitive emulsion
in the making of one. It is, in a sense, the very foundation of
the photographic image’ (V. Rehberg, 'Thomas Ruff: Surface
Tension’, Tate Essay, https://www.tate.org.uk/art/artists/
thomas-ruff-2602/surface-tension [accessed 30 July 2018]).

Concurrently, the term ‘substratum’ connotes something
beneath the surface, an underlying layer that cannot be
clearly deciphered or acknowledged. With this series, there
is a potent friction between what can be seen and what is
comprehended. The Japanese source material is stripped of its
narrative meaning, intoxicatingly plummeted into an apparently
cybernated realm so that, as critic Megan Heuer commented,
‘there is no trace of the subject matter, only the brilliant hues
that suggest a digitally enhanced world’ (M. Heuer, 'Thomas
Ruff - New Work’, in The Brooklyn Rail, 1 August 2003,
https://brooklynrail.org/2003/08/artseen/thomas-ruff-new-
work [accessed 30 July 2018]). In an era of ‘fake news’, where
information is appropriated, manipulated and deceptively
falsified, Ruff's work is perhaps a pertinent and powerful visual
metaphor for the cloaking, dissolving and dissemination of an
authentic truth.
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169 x 257.5cm. (66 2 x 1013 in.)

200954E

2. BIRKEHH: Spring in the Appennines Marc
Quinn 2009 (&M@ )

RMB 650,000 - 950,000
US$ 95,000 - 140,000

kiR
#=Z70 Byblos Art GalleryEIJER
W& E IR B

%:,

20094 (Il Mito - BTz Z=E ) FI5R(EEIEE, $£96E97
|, EREEFEMTEE) Atz LRSS HS N

ZARE - ZRMEN( TEFUKNER )Rrak , BEgE, BEW
DB RERNES NEHBERME . RIEFMESELCRZARIE~, L
EBEBHNFETHY  FREBHE—FIEHERIRNERATIIKR, WETE
BE—RIL, BEQRFITRIANE  ZAREERARE, gA—R22
Jolg, FLNERRA . WA, BTEIBRTEFEENDIMRE, TiHk
wRIE, BSSTNBMBELESERIMNER, SMIRENREEEZE
E%, S—HRERNERNMEEARER . —SESs, BETRERE
ZIFERRE, MEMERERET , WLOHERRNFEZN . 2
EEMNES, BES—FH, ERFTEEBMUIMOFELR. BYZA
THEREERHLEA, MAMERRRTXEEN—12R. A, BF
RBLRMH—FED , FRBBBEN . ASRRERER; SERERR
HRUREEE . R RZ EBAEHEIE . R, XETEREBREF
KA T B RENREES . RREARN—IRE, REEE—INKE
ERRSZ), BRERENEm .

£EM 2005 512012 EFIET —KIIHEE R ( ERES YWOES, T(T
FRUROER ) SRENN—2, BHEENEESN (B2 ) (758
5 BEOEAECIRIE | FRONERRF, BER2DESFDRIE
B, BROE, XNEIBASHEANAD , ANERRE T BINE
LR, ALRFB T EXDA , GiF, TRRFON . BRRRADN
(76288 ), SAFET 2000 EM( 7R ): EARHLLT 07 LAOER RS
B, ME—ATUAAESHE , LNAESBER ERZRRRESET
FERBES LSERAEINENDEF
AE, DRERSES, —AX HEER
ERMBAZMENLS . TROHEER(E
S, FRE L SENNSTHGEMIES
SEX, NTOIER—1 QaEsITRI A
RBAD PRI RO R, A~
REFEARZANEARE , (TEFL
ROEE ) 5( 7R ). BZ2( HAES )
RE(ER—FE, HEFEERT A KDTE
PURIEANE , S ILA T — BERIRA R ETAL
FERAN R NERAS N, XA
EABERE NN SR .

EXE, AREFEEENERZT, £R
IR FRAER N T RIMAE < AR
2 NEMRMIEESD, BUSTELMBIRTE
FHINOHERRS , SEHHMRS, FHE
BOBEMEFINEHRBRRIEAELETE

E— BEe-B5 KRR ar 5H%EE 918825F REFWIE BR
Fig.1 Edouard Manet, Pinks and Clematis in a Crystal Vase, circa
1882. Musée d'Orsay, Paris.

Photo: Musee d'Orsay, Paris, France / Bridgeman Images

MARC QUINN

(ENGLAND, B. 1964)

Spring in the Appennines

signed, titled, and dated 'Spring in the Appennines Marc
Quinn 2009’ (on the reverse)

oil on canvas

169 x 257.5 cm. (66 2 x 101 3% in.)

Painted in 2009

PROVENANCE
Byblos Art Gallery, Verona.
Acquired from the above by the present owner.

EXHIBITED

Verona, Palazzo Forti, Casa di Giulietta, Il Mito - Marc Quinn,
2009, p. 95 (illustrated in colour, pp. 96-97; detail illustrated in
colour on the front and back covers).

Marc Quinn’s Spring in the Apennines (2009) effervesces with
colour, exploding from the canvas with kaleidoscopic vivacity. A
brilliantly lurid still life executed with photorealistic precision,
the work depicts a collection of brightly coloured flowers and
fruits framed at very close quarters, both accentuating their
radiance and de-familiarizing their forms into a glowing mass of
colours. Indeed, with the picture plane saturated with tropical
pinks and greens, uncanny in their vibrancy and crispness, the
space between each object seems compressed, with each petal
and glowing skin starkly and evenly lit up, banishing nearly
all shadow from the painting while rendering each detail with
luminous meticulousness. The snowy ground on which the plants
rest only furthers the odd sense of unreality. The work places
itself in the long history of flower painting in still life art, yet it
uses its flowers neither as ciphers incorporated into complex
symbolic schemas, nor as living proof of the passing of time and
the transience of the world. Rather, the flowers are realized only
as exceptionally colourful surfaces: a version of the natural world
eerily and beautifully frozen in a moment that seems never to
have existed.

Spring in the Apennines is part of a larger series of works by
Quinn entitled ‘Flower Paintings’, carried out between 2005
and 2012, that seemed to spring from his celebrated ‘Flower
Sculptures’: blooming flowers, plucked at their healthiest and
most beautiful, immersed in a frozen silicone oil that kills them
and at the same time preserves them in a perfected state of
unchanging beauty. Perhaps Quinn’'s most ambitious, and best
known, ‘Flower Sculpture’ is his Garden, executed in 2000, in
which thousands of flowers and plants were frozen and placed
in a large-scale refrigeration unit, allowing the viewer to walk
through the installation both immersed in a cornucopia of
abundant growth and colour, and held at a distance, peering
into this hyper-real idyll from behind glass. Quinn’s collection
of preserved plants are placed together irrespective of their
seasonality or geographical location, producing a floral tableau
that could only be engineered by science and the human
imagination, a vision of nature that derives from somewhere
beyond the natural world. And like Garden, and indeed the other
works in the 'Flower Paintings’ series, Spring in the Apennines
offers a fantastical treatment of the flowers that are its subject,
putting together a selection of plants that would never appear
in the wild together - and especially not resting in glistening,
crystalline snow. Beneath the painting’s lustrous surface, the
arranging hand of the artist reflects something more disturbing:
mankind’s desire, and ability, to intervene in the processes of the
world in which they live, twisting and manipulating them in order
to suit their beautiful and destructive whims.
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FROM THE FORMER COLLECTION OF RODOLPHE STADLER
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(FAEEZ, 1930-1998)
XENREEE R
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162 x 130 cm. (63 % x 51 %in.)
199041F

FEKHE: SAURA9O (HFL)

RMB 650,000 - 950,000
US$ 95,000 - 140,000

iR
B2 [EZ={B B
TSR 44 7 B IR IR

32k

G. de CortanzeZ (Antonio Saura) , B2,
377 (R BiEE], 585292I).

19944, 58

HAERZIEF Antonio SauraE & oRyz=
FExEEEEFESRS PERT@90 ROD -002

E— ez

EEMNR (= ER94L) 19425 HERBIEE K=
Fig.1 Pablo Picasso, Bull's Head on a Table, 1942. Pinacoteca
di Brera, Milan.

© 2018 Estate of Pablo Picasso / Artists Rights Society
(ARS), New York. Photo: Scala / Art Resource, NY.

ANTONIO SAURA

(SPAIN, 1930-1998)

Portrait imaginaire de Goya

signed and dated ‘SAURA 90’ (upper right)
oil on canvas

162 x 130 cm. (63 3% x 51 '8 in.)

Painted in 1990

PROVENANCE
Galerie Stadler, Paris.
Thence by descent to the present owner.

LITERATURE
G. de Cortanze (ed.), Antonio Saura, Paris 1994, p. 377 (illustrated
in colour, p. 292).

This work is registered upon the Antonio Saura Foundation
Archives and is the number PERT@90 ROD -002 of the artist’s
catalogue raisonné.

TERNTEMMNEFEHE, XNIFREREEE
CHAMREALTZHERENRE . —BEF—T
EIEEN, WTER%R, XHENXEETZLR
TEMRMEREANEMEEXNIEADREXRS
ZZ o

— R. B 512 %

"I am very sensitive to matter, to texture. This is probably why
we see in me an unconditional defender of abstraction. Still,
a canvas must be supported by a structure. This concern, in a
painter, is infinitely more important to me than the somewhat
vain and schematic classification between abstraction and
figuration.”

- R. Stadler
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&ﬁﬁAﬁéEmh% HEESBNBEFNNHRENZBE , AN, BHUES
HULEd, TMEET—EBES, NMEI1959 F5E: “ WAL T HE,
ﬁEWﬁM%%%%W%D@—H,ﬂ%iﬁm%miﬂ,%%%E%EEI%
E=E (A B, ( ZERY ), (2 ), ZAL, 1992F, 52 1) W%k, 2B
ﬁ%t?«ﬁ»—ﬁ%mﬂ,uﬁﬁtﬁﬁﬁ EASBENESENXIEICHE
WEGATE, BXTHEERETERNFTC, BEEEHFRZN . FREEHE
FERTFANNEESEHNSNENNES D, XABAMASH—EREK
2. FUXHE—, BUOIRENSSEFS, BYERELAIFALNE
B, ANTERZHET %EME%%E,%ﬁruﬁ%%tmzﬂMmm—n
PR, BENZARRERTEERENIAEZY . BAISE: “BHZIEN,
HEAXRIBOFRFRS] . AT, H— Eﬁ;ﬁ¢ﬂm%mm$,ﬁﬂ
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A whirl of vigorous brushstrokes suspended between two
expanses of monochrome canvas, Antonio Saura's Portrait
imaginaire de Goya (1990) bristles with energy and tension.
The work is a late example of the artist’'s series of ‘imaginary
portraits’, of which Francisco Goya, the great Spanish painter and
Saura's hero, most often featured. Here, Saura transforms Goya's
head into a teeming mass of lines, mangling his features into a
kind of quasi-abstraction that reflects the influence of both North
American Abstract Expressionism and European Arte Informel.
The effect is complex, both monstrously mutating the painter's
identity, and at the same time supplying an expressionistic vision
of visceral emotional interiority, the whirring brushstrokes and
denatured forms of its head evoking a powerful sense of intense
mental activity. With the sprawling regions of pale off-white
and black that bifurcate the canvas meeting at Goya's head, the
painting seems to dramatize a highly fraught moment of almost
Manichean significance, the world of the canvas realized in wide,
imposing fields of light and dark, above and below. The work
was in the former collection of Rodolphe Stadler, the gallerist
who held the artist's first solo exhibition in 1957, with whom he
continued to work with throughout his career.

Though Saura took inspiration in all sorts of ways from Goya (a
fellow native of Aragon), his ‘imaginary portraits’ were perhaps
most highly influenced by The Dog, Goya's portrait of a dog,
mostly concealed behind an unidentified brown mass, gazing
up uncertainly into a vast emptiness above. The painting was a
fascination - perhaps even an obsession - of Saura’s that lasted a
lifetime. Saura produced a long-running series of works explicitly
based on the painting, beginning towards the end of the 1950s,

E— A aR-E- X (J3) 1820-18234F LH ZEYWIE DEE (BH)
Fig.1 Francisco de Goya, The Dog, 1820-1823. Prado, Madrid. (Detail)

© Prado, Madrid, Spain / Bridgeman Images.



and continuing until his death in 1998, as well as publishing a
book entitled El Perro de Goya (Goya’s Dog) in 1992. One of the
fourteen so-called Black Paintings that an elderly Goya painted
on the wall of his house, beset by mental and physical anguish
and in despair at the violence engulfing Spain at the time, the
simplicity and openness of the painting conveyed both a searing
emotional honesty and almost cosmic mystery that resonated
with Saura. Moreover, Saura saw in Goya's painting a harrowing
self-portrait; as he wrote in 1959, “the dog’'s head peering
out, as our portrait of solitude, is no less that Goya himself,
contemplating something taking place” (A. Saura, 'El perro de
Goya’, Note Book (memoria del tiempo), Murcia, 1992, p. 52), and
indeed Saura uses the structure of The Dog, with its powerfully
simple, bipartite background, to frame his portrait of Goya here,
reimagining the painting with the artist unequivocally centre
stage. The sense is of the painter as both as carefuly observer
and helpless bystander - something that Saura himself must
have felt keenly. Like Goya, Saura was also grappling with the
reality of civic strife in his home country, working to process the
horrific violence of the Spanish Civil War, and at the same time
having to withstand the repressive dictatorship of General Franco
- but in its dramatisation of the act of watching, the painting also
seems to have held a more profound personal significance for the
artist. “Since | was a child, | have been fascinated by this image
of extremity,” Saura wrote, “which, for some strange reason, |
have always associated with the memory of the ugly duckling
of the children’s story, and its astonishment on emerging from
the pen and contemplating the vastness of the world” (A. Saura,
“Lectura de Antonio Saura”, in A. Cirici Pellicer, Antonio Saura,
Barcelona, 1980, p. 105). It is this sense of vastness, and the
primeval bewilderment one feels before it, that resound here in
Saura’s own electric treatment of the picture.
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YU YOUHAN

(CHINA, B. 1943)

Ah! We Series No. 13 - Bixie

dated ‘98, signed in Chinese (lower centre);
inscribed ‘227 x 150" (on the overlap)
acrylic on canvas
) 227 x 150 cm. (89 3% x 59 in.)
Painted in 1998

PROVENANCE
ShanghART Gallery, Singapore
Acquired from the above by the present owner

LITERATURE

Shanghai People's Fine Arts Publishing House, Paintings of
Yu Youhan (Il), Shanghai, China, 2016 (illustrated, p. 113).
Power Station of Art, PSA Collection Series: Yu Youhan,
Shanghai, China, 2017 (illustrated, p. 66).

20165 (RAEEE (F) ) DBAREALME L HE

(EfR, 5113))

20175 (PEHFRZARUE RS REH
YIE £i8 FE (Eik, 5661 )

S LEPEAENY

E— Eist@EmE ANOMBIR KR
Fig.1 Tianlu (Supernatural Beast) at the entrance
of Shanghai Museum
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Yu Youhan's We, like the symbols and the visual puzzles
from the time it was produced, juxtaposes figurative images
in an abstract way, forming a collage scene that borders
on the surreal. The ancient notion of "at a distance, grasp
the appearance, nearby, grasp the substance" can serve
as a general summary of Yu's style here. In We, Yu's social
consciousness and his aesthetic awareness constantly
overlap. He views contemporary society head-on, even while
using portraits with a historical feel as background; with free
brushwork he assembles a collection of individual figures on
top of floral images imbued with strong emotional resonance.

Who is "We"? "We" includes each and every living individual,
as well as all who are edited and generalized to represent
the mass of ordinary witnesses to societal change in this
new era. In this series, Yu eschews the use of popular idols
known to all in favor of ordinary people, especially women,
with whom the average person can feel greater identification
and empathy. Some of these portraits are drawn from the
artist's own family or circle of friends; others are taken
from newspapers or magazine images of unknown origins.
Yu deliberately maintains an emotional distance between
himself and these portraits, obscuring their actual identities,
and producing their images by painting from photographs
or clipped images. As viewers gaze at Ah! We Series No. 13
- Bixie, the personal styles and identities of the figures in
the composition have been hidden, making them seem both
strange and yet familiar. As background, behind the portraits
in Bixie, Yu adds an image of the Han-style auspicious
animals that grace the entrance of the Shanghai Museum
(Fig. 1). These stone statues represent a common memory
of their city shared by an entire generation of Shanghainese
people, and in traditional Chinese sacrifices they were beasts
of good fortune, hence their role in this painting on the theme
of "warding off evil. "

Regarding "We," Yu Youhan once wrote: "With my eyes,
whether open or closed, what | see is people, we Chinese.
| am also Chinese; | am one of them. They—no, | should
say we—all crowd themselves into my heart, my mind, and
my eyes. Aside from all of us, what else is there that | can
think about and remember?" In this montage-style painting,
Yu Youhan scatters portrait images of modern females on
top of traditional auspicious beasts, letting elements from
classic, modern, and even popular culture freely combine,
bringing a sense of the deep weight of history together with
the artist's roving creative imagination on the same plane.
Leaving viewers partly in the dark in this way is extremely
avant-garde in Chinese art, working as it does to undermine
the idea of a narrative moving in a single direction during the
work's creation, while also challenging their ability to judge
a painting according to traditional aesthetic systems. In
Giorgio de Chirico's Ariadne, strong shadows are cast by the
mysterious but serene Greek-style Ariadne sculpture and the
arches extending into the distance, and these, along with the
distorted perspective, cast a shadow of unease over the entire
composition (Fig. 2). In his We series, Yu Youhan makes use
of his "found" portraits to ingeniously move the viewer away
from old narrative styles. Instead, he moves toward a new
and more open context which gives everyone the freedom to
interpret his work from their own perspective.

FREETLFEFEE
Yu Youhan working in his studio
Photo: © Jiang Wenyi

"HHRE, TERBALEA L, HEULK
MEA, HMNFEA. HBE2FEA, K=
B P =1 T, HEP T MR
BRERSRE .

— FERE
"My eyes, whether open or closed, see nothing but
people, us Chinese. | am also Chinese, | am one of

them. | have concentrated all of my understandings
and feelings on them."

-Yu Youhan

EZ FFAm-2-5210 ([RMEEE ) KEIEmiEEE
Fig.2 Giorgio de Chirico, Ariadne, Collection of the Metropolitan Museum of Art.
© 2018 Artists Rights Society (ARS), New York / SIAE, Rome
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SHANG YANG

(CHINA, B. 1942)

H Land

signed in Chinese, signed and dated ‘Shang Yang
2002’ (on the reverse)

oil and acrylic on canvas

29 x 35cm. (11% x 13 % in.)

Painted in 2002

PROVENANCE
Private Collection, Asia
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“Beginning with ‘the Great Landscapes', using reconstructed lands to cross sections like from a textbook, | use my own
way to examine the cacophony of contemporary culture, and shed light on the state of Man's lives and the path of civili-

il

sations.

EBEHNET , RNEEREEIMCHLENEARS | XMEAFEAAR
FIAER , MEREZENHENE . FXELIEF 2002 FMER(HLE )
T, BALKEEARTRROTK, BN AEN=ATnEE LRLE,
BUADERNAGEEERL .. MHNFTIHUEERER, BROMRK. 1
HREMMBTHNEY, 2NHT —BRBTIHREEIRS . ‘Hit” EXE2
KRS, EILEFREHERIBNELISI, BILIREIRALS
HIEAR BHERINS .

EHAEEETHRNLKET, ELKEHTHEE, FaATHROTE
HTESE . RMLUEESHEE, AEEERT —HELSEE, BETEXIEE
MNEEEHERELZE . MEH LRETHY RS RNBRRGREIERT
—HMESONEIES , HRRENIELTRE TSN, FAEEARKAEAT
MR . XEBANME, BESRARBEER, RN THERAMESE. T
EEMS, BAGRESHER, SAKHSEARRELEE . NEATHE
H—PR=TDR, BECH . BA. XUARS2IAEL AIRA

B— B2x (ZWEZE) (BE) R WEmFalti=Eyk
Fig.1 Xia Gui, Pure and Remote views of Mountains and Streams, Song Dynasty,
collection of the National Palace Museum, Taipei

- SHANG YANG

Under Yang's brushstrokes, one often sees his rendition of
natural landscapes: this is not scenery that people might see
with their naked eyes, but a deconstructed and abstract take
on the natural world. In this H Land, completed in 2000, the
natural landscape has been distilled into abstract shapes,
with two stone-coloured triangles that evoke the hills atop
the Gobi plateaus, standing tall on the light brown backdrop
which brings to mind an endless desert. Yang eschews the
pursuit of realism, and instead uses minimalist shapes, loose
brushstrokes, and restrained colours to realise a landscape
that is filled with uncertainty. H Land is thus but a placeholder
- it can be an expansive yellow plateau that inspired Yang, as
well as a scene of crumbling fragments in the midst of modern
society.

Yang's drawing harkens back to ancient Chinese watercolours,
in that he breaks down the landscape and reconstructs
with abstract elements. This approach of sketching modern
subjects with traditional methods gives his works an Oriental
aura, and makes the boundless landscape seem even more
desolate yet majestic. The broken texture on the canvas,
created by the fusion of oil and acrylic, further creates a
unique visual language; the speckled and peeling surface
almost creates its own narrative, telling tales of nature’s
attrition and erosion, becoming testaments to the passage of
time. To Yang, nature is a vessel for life, one that changes and
develops with human society. From the vastness of creation,
he selects a unique vignette in this landscape, and uses it to
reveal to the world the state of himself, mother nature, and
human culture.
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TARPEXKZBZANERET . EXNSANFHEE, BT EHHO
HEREBLKRIMEBONED . AEEHSE=R . IUHRIER .

B2000 £FH/IpNELRE, NERWRRRTEEEANKEZE, iz
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MK%, ERERBRIEERARK, RAENERH A RBRRLK, MEE
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NIERFE) /L5873 2001518
Liu Kuo-sung at Jiuzhaigou, Sichuan, January 2001
© The Liu Kuo-sung Archive

LIU KUO-SUNG

(CHINA, B. 1932)

Spring Colour in Movement:
Jiuzhaigou Series No. 5

signed and dated in Chinese (centre right)
one seal of the artist

ink and colour on paper

90 x 107.5 cm. (35 % x 42 % in.)

Painted in 2001

PROVENANCE
Anon. sale, Christie’'s Hong Kong, 26 November 2006, lot
298

LITERATURE
Chung Hua University Arts Center, 21st Century Liu Kuo-
sung'’s Artwork, Taoyuan, Taiwan, 2006 (illustrated, p. 83)

A pioneer of the contemporary ink movement, Liu Kuo-
sung first co-founded the Fifth Moon Group with fellow
artists in 1956, the aim of which was to promote progressive
contemporary art in Taiwan. His dissatisfaction with the
conservatism prevalent in the field of traditional painting
at the time, coupled with a fascination with post-war
European and American abstract art, led Liu Kuo-sung to
artistic experiments that propelled contemporary ink art into
entirely new trajectories. Throughout his long and prolific
artistic career, Liu constantly introduces new techniques and
materials to his work. With methods such as collage, paper
tearing, ink rubbing and ink steeping, Liu experiments with
the unpredictability of ink. The resultant imageries, from
his early calligraphic, abstract landscape, to articulations of
Jiuzhaigou and Tibet, explore the very processes of artistic
production.

Since revisiting Jiuzhaigou Valley in 2000, Liu Kuo-sung
was deeply moved by the unrivalled beauty of the crystal-
clear lakes. In the Steeped Ink series. Liu first applies ink
and watercolour to moist tracing paper, non-absorbent
by nature, before placing another sheet of tracing paper
on top. He then sweeps the composition with a broad
brush, leaving unpredictable horizontal patterns as the two
sheets are separated from one another. Through variations
of colour, paper thickness, and pressure of application,
Liu's Spring Colour in Movement: Jiuzhaigou Series No. 5
portrays the soothing grace of a lake in early spring, with
subtle reflection of the foliage visible across the water. By
conveying the diverse energy of water and the environment
reflected upon it, Liu shifts this often-neglected element to
the centrepiece of Chinese landscape painting, altering the
relationship between mountain and water in this traditional
genre, triggering an aesthetic revolution that continues to
inspire.
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"Every tool and medium has its own idiosyncrasies. The artist should play to their
strengths, and use them to the highest possible potential.”

- Liu Kuo-sung
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RMB 240,000 - 350,000
US$ 36,000 - 52,000
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A keen innovator in the calligraphy and painting tradition,
Wang Tiande creates conceptual, experimental works in
a daring mixed-media style, blending different materials
and techniques. Once, as the ash of Wang's lit cigarette
was accidentally flicked onto xuanpaper, the artist was
mesmerised as it hollowed the paper creating shape by
chance. Inspired, Wang began transforming his landscape
paintings - often accompanied by calligraphy - by directly
burning onto paper with a cigarette or incense, against
a background of classical Chinese paintings copied by
Wang. Crucial to his art is the spontaneous deconstruction

0
1

o

WANG TIANDE

(CHINA, B. 1960)

Houshan - Snow

ink and mixed media on paper
203 x 71.5 cm. (79 7 x 28 s in.)
Excuted in 2015

of classical paintings, both in terms of the visual and the
conceptual, in order to engage in direct dialogue with the
tradition through the lens of a new visual vocabulary.

Born in 1960, Wang Tiande graduated from the Zhejiang
Academy of Fine Arts where he specialised in Chinese
painting and calligraphy yet did not limit his creativity to the
confines of age-old traditions. According to the artist, his
works are ‘paintings composed of two overlapping layers: the
bottom, landscape and calligraphy depicted with traditional
ink and brush, while the top, bast paper burnt with incense.
Generated solely by the overlapping of the layers through
the conceptual act, the added dimension of landscape and
calligraphy can create a boundless space of imagination for
the viewer." Thus, language, text, image and medium become
intertwined in Wang’'s work: the layers of paper woven
through with burn marks and ink obstruct the viewer's ability
to derive meaning from the painting, creating delicate and
complex palimpsests for the modern age.

An intricately painted, visually arresting and mesmerising
work, Houshan - Snow belongs to one of the snow-covered
scenes that Wang has become fascinated with. Although
often thought to be one of the greatest subject matters in
the history of Chinese paintings, the landscape covered
in snow depicted by Wang Tiande was not solely inspired
by the desolation and Zen-like loneliness frequently seen
in classical paintings. Instead, the artist was moved by
the sense of vastness of snow falling in Canada: ‘the
additional layer of snow on the overlapping surfaces creates
a new richness in my work. The cool sensation the snow
brings counteracts the burnt marks resulting from the
incense - thus deepening the visual language through the
juxtaposition.” What the artist saw in the snowy landscape
announces both a conceptual and visual breakthrough in his
art, endowing his works with a new sense of serene lyricism
and quiet confidence.
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| Hear the Winding Water, See No Floating
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Wine Cups

37 x 198.5cm. (14 % x 78 s in.) ) . . . .
0. BRI TS, S5E . . 5 inscribed, dated and signed in Chinese (on the left

side); titled, inscribed and signed in Chinese (on the

2BIUHKT G . THE, ZRHE. HE: 7 right side); two seals of the artist
ink and colour on paper
RMB 480,000 - 880,000 37 x198.5cm. (14 % x 78 s in.)

US$ 71,000 - 130,000 PROVENANCE

Poly Auction Beijing, 3 June 2013, Lot 2490
Acquired at the above sale by the present owner
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W& e _FIAIAsE Suzhou Museum, Letters from a Distance - Peng Wei,
Suzhou, China, 2017 (illustrated, pp. 9-11).
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"My paintings are not copies of ancient paintings, nor are they meant as a re-telling of those ancient things. Instead,
they represent my reaction as | come into contact with them once again."

- Peng Wei
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At first glance, Peng Wei's | Hear the Winding Water, See No
Floating Wine Cups displays the fine, expressive brushwork and
the sincere feeling of traditional ink-wash techniques. Viewers
cannot help but associate it with classical Chinese landscape
painting. However, on closer examination, the novel techniques

through which Peng presents detail, and the contemporary
concepts embodied in this work, makes it both surprising and
strange.

Peng Wei has consistently explored the private relationship
between herself and tradition; her work exudes a subtle sense of
reminiscence for life in ancient times. 'Winding water and floating
wine cups'is a reference to the grand occasion at Orchid Pavilion,
memorialized by Huang Chen in his Illustrated Scroll of Winding
Water and Floating Cups. On that occasion, during the Eastern
Jin Dynasty, the famous calligrapher Wang Xizhi and a host of
other scholars and dignitaries undertook a workship ceremony
at Orchid Pavilion (in the Guiji area of Zhejiang). Afterwards,
they sat by a clear stream in which they floated cups of wine.
The cups flowed with the water, and if one stopped in front of a
seated person, he was expected to compose an impromptu poem
and drink the wine. Inspired by the moment, Wang Xizhi wrote
his famous Preface to the Orchid Pavilion Poems. Peng Wei, in
| Hear the Winding Water, See No Floating Wine Cups, depicts
the remote scenery in the black and white tones of her ink-wash,
including the pavilion, stream, rocks, and forest. The rich and
lively patterns of pink brocade at either side form a vivid contrast,
highlighting even further the early spring chill of the scene. Her
work echoes the words of another poem, by Li Bai, in Ascending
the Phoenix Tower: 'The phoenix is gone, the tower is empty, the
river flows its own way.'

"My paintings look very traditional, but at their core they
represent a contemporary mood and outlook." Peng Wei
stresses very much the "illustrative" concept in her work,
consistently exploring the presentation of ancient ink-wash art in
contemporary forms. Through the brush of this artist, the textures
and patterns of woven fabrics are overlaid with depictions in
traditional Chinese painting forms, making traditional ink-
wash landscapes an indelible part of their structure. Peng Wei
emphasizes the existential qualities of materials in her work;
she transforms albums of painting and calligraphy into historical
memories, pointing directly toward the possibility that they will
obtain new cultural meanings and possibilities.
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HIGH VALUE LOT PRE-REGISTRATION

IF YOU ARE INTERESTED IN ANY HIGH VALUE

LOT (l.E., ALOT THE LOW ESTIMATE OF WHICH IS

RMB 6,000,000 OR ABOVE), YOU ARE INVITED TO

COMPLETE THE HIGH VALUE LOT PRE-REGISTRATION.

PLEASE NOTE THE POINTS BELOW IN ORDER TO

ASSIST YOU WITH THE PRE-REGISTRATION AND

PAYMENT PROCESS.

- After you have successfully registered as a bidder with
Christie's, you should complete the High Value Lot pre-
registration before the date of sale through the Bid
Department or on the date of sale in the High Value Lot pre-
registration area.

« Unless otherwise agreed by us, you will be permitted to bid
for High Value Lots only if Christie’s has confirmed your
payment of deposit and your completion of the High Value
Lot pre-registration before the sale.

+ Upon the pre-registration, you should pay a deposit equivalent
to the higher of RMB 1,500,000, and 20% of the aggregate of
the low estimate of all lots you intend to bid for. You will need
to pay such deposit by way of wire transfer or credit card(s)
acceptable to Christie's for the prospective purchase(s).
Please note that we can only accept payment of deposits in
RMB or USD. To calculate the USD equivalent of the RMB
deposit we will use the rate of exchange between RMB and
USD given to us by our bank, which rate will be final and
binding. Please note that Christie’s does not accept payment
from third parties. This also applies to agents.

- If you are not successful in any bid and do not owe Christie’s
or Christie’s group of companies any debt, the deposit will be
refunded to you by way of wire transfer or such other methods
as determined by Christie’s. Deposits will be refunded in
the currency in which they were paid. If paid in currencies
other than RMB, we shall charge you for any currency costs
incurred and shall not be liable for any exchange rate loss.
The exchange rate as provided to us by the bank on the date
of exchange is final and binding on you. Please make sure
that you provide your bank details in the pre-registration
form. While we will arrange to refund the deposit to you, we
cannot guarantee when you will receive the payment as the
timefor banks to process a fund transfer or refund varies and
for refunds from the PRC, foreign exchange procedures may
apply.

- Christie’s has the right to change the High Value Lot
pre-registration procedures and requirements from time to
time without notice.

ENQUIRIES
For further details, please contact our Bid Department at
+ 86 (0) 21 6355 1766 or visit www.christies.com/highvaluelots.
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CONDITIONS OF SALE - BUYING AT CHRISTIE'S

CONDITIONS OF SALE

These Conditions of Sale and the Important Notices and
Explanation of Cataloguing Practice set out the terms on which
Christie's Auction (Shanghai) Co., Ltd. Suite 519A, 5/F, No 1376
Nanjing Road West, Shanghai, the People's Republic of China
("PRC") (“Christie's” or “we") offer the lots listed in this catalogue
for sale. By registering to bid and/or by bidding at auction you
agree to these terms, so you should read them carefully before
doing so. You will find a glossary at the end explaining the
meaning of the words and expressions coloured in bold.

Unless we own a lot (A symbol), Christie’s acts as agent for the
seller.

A BEFORE THE SALE

1 DESCRIPTION OF LOTS

(a) Certain words used in the catalogue description have
special meanings. You can find details of these on the page
headed “Important Notices and Explanation of Cataloguing
Practice” which forms part of these terms. You can find a key
to the Symbols found next to certain catalogue entries under
the section of the catalogue called “Symbols Used in this
Catalogue”.

(b) Our description of any lot in the catalogue, any condition
report and any other statement made by us (whether orally
or in writing) about any let, including about its nature or
condition, artist, period, materials, approximate dimensions
or provenance are our opinion and not to be relied upon as
a statement of fact. We do not carry out in-depth research of
the sort carried out by professional historians and scholars. All
dimensions and weights are approximate only.

2 OUR RESPONSIBILITY FOR OUR DESCRIPTION OF
LOTS

We do not provide any guarantee in relation to the nature
of a lot apart from our authenticity warranty contained in
paragraph E2 and to the extent provided in paragraph | below.

3 CONDITION

(a) The condition of lots sold in our auctions can vary widely
due to factors such as age, previous damage, restoration, repair
and wear and tear. Their nature means that they will rarely be
in perfect condition. Lots are sold “as is” in the condition they
are in at the time of the sale, without any representation or
warranty or assumption of liability of any kind as to condition
by Christie's or by the seller.

(b) Any reference to condition in a catalogue entry or in
a condition report will not amount to a full description of
condition, and images may not show a lot clearly. Colours and
shades may look different in print or on screen to how they look
on physical inspection. Condition reports may be available to
help you evaluate the condition of a lot. Condition reports
are provided free of charge as a convenience to our buyers
and are for guidance only. They offer our opinion but they may
not refer to all faults, inherent defects, restoration, alteration
or adaptation because our staff are not professional restorers
or conservators. For that reason they are not an alternative
to examining a lot in person or taking your own professional
advice. It is your responsibility to ensure that you have
requested, received and considered any condition report.

4 VIEWING LOTS PRE-AUCTION

(a) If you are planning to bid on a lot, you should inspect it
personally or through a knowledgeable representative before
you make a bid to make sure that you accept the description
and its condition. We recommend you get your own advice
from a restorer or other professional adviser.

(b) Pre-auction viewings are open to the public free of charge.
Our specialists may be available to answer questions at pre-
auction viewings or by appointment.

5 ESTIMATES

Estimates are based on the condition, rarity, quality and
provenance of the lots and on prices recently paid at auction
for similar property. Estimates can change. Neither you, nor
anyone else, may rely on any estimates as a prediction or
guarantee of the actual selling price of a lot or its value for any
other purpose. Estimates do not include the buyer’s premium
or any applicable taxes. Estimates may be shown in different
currencies from that of the saleroom for guidance only. The rate
of exchange used in our printed catalogues is fixed at the latest
practical date prior to the printing of the catalogue and may
have changed by the time of our sale.

6 WITHDRAWAL

Christie's may, at its option, withdraw any lot at any time prior
to or during the sale of the lot. Christie’s has no liability to you
for any decision to withdraw.

7 JEWELLERY

(a) Coloured gemstones (such as rubies, sapphires and
emeralds) may have been treated to improve their look, through
methods such as heating and oiling. These methods are
accepted by the international jewellery trade but may make the
gemstone less strong and/or require special care over time.

(b) All types of gemstones may have been improved by some
method. You may request a gemmological report for any item
which does not have a report if the request is made to us at
least three weeks before the date of the auction and you pay the
fee for the report.

(c) We do not obtain a gemmological report for every
gemstone sold in our auctions. Where we do get gemmological
reports from internationally accepted gemmological
laboratories, such reports will be described in the catalogue.
Reports from American gemmological laboratories will describe
any improvement or treatment to the gemstone. Reports

from European gemmological laboratories will describe any
improvement or treatment only if we request that they do so,
but will confirm when no improvement or treatment has been
made. Because of differences in approach and technology,
laboratories may not agree whether a particular gemstone has
been treated, the amount of treatment or whether treatment is
permanent. The gemmological laboratories will only report on
the improvements or treatments known to the laboratories at
the date of the report.

(d) For jewellery sales, estimates are based on the information
in any gemmological report or, if no report is available, assume
that the gemstones may have been treated or enhanced.

8 WATCHES & CLOCKS

(a) Almost all clocks and watches are repaired in their lifetime
and may include parts which are not original. We do not give a
warranty that any individual component part of any watch or
clock is authentic. Watchbands described as “associated” are
not part of the original watch and may not be authentic. Clocks
may be sold without pendulums, weights or keys.

(b) As collectors’ watches and clocks often have very fine and
complex mechanisms, a general service, change of battery
or further repair work may be necessary, for which you are
responsible. We do not give a warranty that any watch or clock
is in good working order. Certificates are not available unless
described in the catalogue.

(c) Most watches have been opened to find out the type and
quality of movement. For that reason, watches with water
resistant cases may not be waterproof and we recommend you
have them checked by a competent watchmaker before use.
Important information about the sale, transport and shipping of
watches and watchbands can be found in paragraph H2(g).

B REGISTERING TO BID
1 NEW BIDDERS

(a) If this is your first time bidding at Christie’s or you are a
returning bidder who has not bought anything from any of our
salerooms within the last two years you must register at least
48 hours before an auction to give us enough time to process
and approve your registration. We may, at our option, decline
to permit you to register as a bidder. You will be asked for the
following:

(i) for individuals: Photo identification (driving licence, national
identity card or passport) and, if not shown on the ID document,
proof of your current address (for example, a current utility bill
or bank statement);

(i) for corporate clients: Your Certificate of Incorporation,
Business Licence or equivalent document(s) showing your
name and registered address together with documentary
proof of directors and beneficial owners (for PRC companies:
Articles of Association or Capital Verification Report including
list of directors and shareholders); and copy of photo ID for
the authorised bidder together with a signed authorisation by
the company stamp for the authorised bidder to act on the
company's behalf

(iii) for trusts, partnerships, offshore companies and other
business structures, please contact us in advance to discuss our
requirements.

(b) We may also ask you to give us a financial reference and/or
a deposit as a condition of allowing you to bid. For help, please
contact our Client Services Department on +86 (0) 21 6355
1766.

2 RETURNING BIDDERS

We may at our option ask you for current identification as
described in paragraph Bi(a) above, a financial reference or a
deposit as a condition of allowing you to bid. If you have not
bought anything from any of our salerooms in the last two years
or if you want to spend more than on previous occasions, please
contact our Bids Department on +86 (0) 21 6355 1766 or email
to bidsasia@christies.com.

3 IFYOU FAIL TO PROVIDE THE RIGHT DOCUMENTS

If in our opinion you do not satisfy our bidder identification
and registration procedures including, but not limited to
completing any anti-money laundering and/or anti-terrorism
financing checks we may require to our satisfaction, we may
refuse to register you to bid, and if you make a successful
bid, we may cancel the contract for sale between you and
the seller. Christie’s may, at its option, specify the type of
photo identification it will accept, for the purposes of bidder
identification and registration procedures.

4 BIDDING ON BEHALF OF ANOTHER PERSON

(a) As authorised bidder: If you are bidding on behalf
of another person, that person will need to complete the
registration requirements above before you can bid, and supply
a signed letter authorising you to bid for him/her.

(b) As agent for an undisclosed principal: If you are bidding
as an agent for an undisclosed principal (the ultimate buyer(s)),
you accept personal liability to pay the purchase price and all
other sums due. Further, you warrant that:

(i) you have conducted appropriate customer due diligence on
the ultimate buyer(s) of the lot(s) in accordance with any and all
applicable anti-money laundering and sanctions laws, consent
to us relying on this due diligence, and you will retain for a
period of not less than 5 years the documentation and records
evidencing the due diligence;

(ii) you will make such documentation and records evidencing
your due diligence promptly available for immediate inspection
by an independent third-party auditor upon our written request
to do so. We will not disclose such documentation and records
to any third-parties unless (1) it is already in the public domain,
(2) it is required to be disclosed by law, or (3) it is in accordance
with anti-money laundering laws;

(iii) the arrangements between you and the ultimate buyer(s)
are not designed to facilitate tax crimes;

(iv) you do not know, and have no reason to suspect, that the
funds used for settlement are connected with, the proceeds
of any criminal activity or that the ultimate buyer(s) are under
investigation, charged with or convicted of money laundering,
terrorist activities or other money laundering predicate crimes.
A bidder accepts personal liability to pay the purchase price
and all other sums due unless it has been agreed in writing
with Christie's before commencement of the auction that
the bidder is acting as an agent on behalf of a named third
party acceptable to Christie’s and that Christie's will only seek
payment from the named third party.

5 BIDDING IN PERSON

If you wish to bid in the saleroom you must register for
a numbered bidding paddle at least 30 minutes before
the auction. For help, please contact the Client Services
Department on +86 (0) 21 6355 1766.

6 BIDDING SERVICES

The bidding services described below are a free service offered
as a convenience to our clients and Christie’s is not responsible
for any error (human or otherwise), omission or breakdown in
providing these services.

(A) PHONE BIDS

Your request for this service must be made no later than 24
hours prior to the auction. If a prospective buyer makes advance
arrangements with us prior to the commencement of the sale,
our team of specially trained individuals who are not employees
or staff of Christie's Auction (Shanghai) Co. Ltd, (“Telephone
Bidding Team”) will use reasonable efforts to contact that
prospective buyer to enable them to participate in the bidding
by telephone but we do not accept liability for failure to do so
or for failures in telecommunications links or for errors and/
or omissions arising in connection with telephone bidding.
Telephone bids cannot be accepted for lots estimated below
RMB 30,000. We may record telephone bids. By bidding on the
telephone, you are agreeing to us recording your conversations.
You also agree that your telephone bids are governed by these
Conditions of Sale.

(B) INTERNET BIDS ON CHRISTIE'S LIVE™

For certain auctions we will accept bids over the Internet. For
more information, please visit https://www.christies.com/
buying-services/buying-guide/register-and-bid/ as well as
these Conditions of Sale, internet bids are governed by the
Christie's LIVE™ Terms of use which are available on is https://
www.christies.com/LiveBidding/OnlineTermsOfUse.

(C) WRITTEN BIDS

You can find a Written Bid Form at the back of our catalogues,
at any Christie's office or by choosing the sale and viewing
the lots online at www.christies.com. We must receive your
completed Written Bid Form at least 24 hours before the
auction. Bids must be placed in the currency of the saleroom.
The auctioneer will take reasonable steps to carry out written
bids at the lowest possible price, taking into account the
reserve. |f you make a written bid on a lot which does not have
a reserve and there is no higher bid than yours, we will bid
on your behalf at around 50% of the low estimate or, if lower,
the amount of your bid. If we receive written bids on a lot for
identical amounts, and at the auction these are the highest
bids on the lot, we will sell the lot to the bidder whose written
bid we received first. Execution of written bids is a free service
undertaken subject to other commitments at the time of the
sale and we do not accept liability for failing to execute a written
bid or for errors and omissions in connection with it.

C AT THE SALE

1 WHO CAN ENTER THE AUCTION

We may, at our option, refuse admission to our premises or
decline to permit participation in any auction or to reject any bid.

2 RESERVES

Unless otherwise indicated, all lots are subject to a reserve. We
identify lots that are offered without reserve with the symbol
- next to the lot number. The reserve cannot be more than the
lot’s low estimate.

3 AUCTIONEER'S DISCRETION

The auctioneer can at his sole option:

(a) refuse any bid;

(b) move the bidding backwards or forwards in any way he or
she may decide, or change the order of the lots;

(c) withdraw any lot;

(d) divide any lot or combine any two or more lots;

(e) reopen or continue the bidding even after the hammer has
fallen; and

(f) in the case of error or dispute and whether during or after
the auction, to continue the bidding, determine the successful
bidder, cancel the sale of the lot, or reoffer and resell any lot. If
any dispute relating to bidding arises during or after the auction,
the auctioneer’s decision in exercise of this option is final.

4 BIDDING

The auctioneer accepts bids from:

(a) bidders in the saleroom;

(b) telephone bidders, and internet bidders through ‘Christie’s
LIVE™ (as shown above in Section B6); and

(c) written bids (also known as absentee bids or commission
bids) left with us by a bidder before the auction.

5 NO RESERVE LOTS

If lots are offered without reserve, the auctioneer will generally
decide to open the bidding at 50% of the low estimate for the
lot. If no bid is made at that level, the auctioneer may decide to
go backwards at his or her sole option until a bid is made, and
then continue up from that amount. In the event that there are
no bids on a lot, the auctioneer may deem such lot unsold.



6 BID INCREMENTS

Bidding generally starts below the low estimate and increases
in steps (bid increments). The auctioneer will decide at his
or her sole option where the bidding should start and the bid
increments. The usual bid increments are shown for guidance
only on the Written Bid Form at the back of this catalogue.

7 CURRENCY CONVERTER

The saleroom video screens, Christies LIVE™ and Christie’s
website may show bids in some other major currencies from
that of the saleroom. Any conversion is for guidance only and
we cannot be bound by any rate of exchange used by Christie’s.
Christie’s is not responsible for any error (human or otherwise),
omission or breakdown in providing these services.

8 SUCCESSFUL BIDS

Unless the auctioneer decides to use his or her discretion as
set out in paragraph C3 above, when the auctioneer's hammer
strikes, we have accepted the last bid. This means a contract
for sale has been formed between the seller and the successful
bidder. We will issue an invoice only to the registered bidder
who made the successful bid. Immediately following the sale,
the buyer must sign a confirmation letter providing us with his
or her name and permanent address, collection and shipping
preferences and, if so requested, details of the bank from which
payment will be made. If you have bid by written bid, you should
contact us by telephone or in person as soon as possible after the
auction to get details of the outcome of your bid to avoid having
to pay unnecessary storage charges.

9 LOCAL BIDDING LAWS

You agree that when bidding in any of our sales that you will
strictly comply with all local laws and regulations in force at the
time of the sale for the relevant sale site.

D THE BUYER’'S PREMIUM, TAXES

1 THE BUYER'S PREMIUM

In addition to the hammer price, the successful bidder agrees
to pay us a buyer’s premium on the hammer price of each lot
sold. The buyer’s premium is 20% of the hammer price of each
lot.

2 TAXES

The successful bidder is responsible for any applicable tax
including any VAT, sales or compensating use tax or equivalent
tax wherever such taxes may arise on the hammer price and the
buyer’s premium. [t is the buyer's responsibility to ascertain and
pay all taxes due. In all circumstances PRC law takes precedence.
PRC law imposes a 6% VAT on the buyer's premium. Christie's
recommends you obtain your own independent tax advice.
Christie's reminds all buyers that pursuant to the current local tax
regulations and directives, Christie's can only issue value-added
tax invoice based on the buyer's premium. Christie's and the
seller will not issue any other tax invoice. Under the current policy
and regulation, no value-added tax refund is available to any
overseas buyer.

For lots Christie’s ships to the United States, a state sales or
use tax may be due on the hammer price, buyer’s premium
and shipping costs on the lot, regardless of the nationality or
citizenship of the purchaser. Christie’s is currently required
to collect sales tax for lots it ships to the following states:
New York. The applicable sales tax rate will be determined
based upon the state, county, or locale to which the lot will
be shipped. Successful bidders claiming an exemption from
sales tax must provide appropriate documentation to Christie’s
prior to the release of the lot. For shipments to those states for
which Christie’s is not required to collect sales tax, a successful
bidder may be required to remit use tax to that state’s taxing
authorities. Christie's recommends you obtain your own
independent tax advice with further questions.

E WARRANTIES

1 SELLER'S WARRANTIES

For each lot, the seller gives a warranty that the seller:

(a) is the owner of the lot or a joint owner of the lot acting
with the permission of the other co-owners or, if the seller is not
the owner or a joint owner of the lot, has the permission of the
owner to sell the lot, or the right to do so in law; and

(b) has the right to transfer ownership of the lot to the buyer
without any restrictions or claims by anyone else.

If either of the above warranties are incorrect, the seller shall
not have to pay more than the purchase price (as defined
in paragraph F1(a) below) paid by you to us. The seller will
not be responsible to you for any reason for loss of profits or
business, expected savings, loss of opportunity or interest,
costs, damages, other damages or expenses. The seller gives
no warranty in relation to any lot other than as set out above
and, as far as the seller is allowed by law, all warranties from
the seller to you, and all other obligations upon the seller which
may be added to this agreement by law, are excluded.

2 OUR AUTHENTICITY WARRANTY

We warrant, subject to the terms below, that the lots in our
sales are authentic (our “authenticity warranty”). If, within 5
years of the date of the auction, you give notice to us that your
lot is not authentic, subject to the terms below, we will refund
the purchase price paid by you. The meaning of authentic can
be found in the glossary at the end of these Conditions of Sale.
The terms of the authenticity warranty are as follows:

(a) It will be honoured for claims notified within a period of 5
years from the date of the auction. After such time, we will not
be obligated to honour the authenticity warranty.

(b) Itis given only for information shown in UPPERCASE type
in the first line of the catalogue description (the “Heading").
It does not apply to any information other than in the Heading
even if shown in UPPERCASE type.

(c) The authenticity warranty does not apply to any Heading
or part of a Heading which is qualified. Qualified means
limited by a clarification in a lot's catalogue description or by
the use in a Heading of one of the terms listed in the section
titled Qualified Headings on the page of the catalogue headed
“Important Notices and Explanation of Cataloguing Practice”.
For example, use of the term "ATTRIBUTED TO..." in a Heading
means that the lot is in Christie’s opinion probably a work by

the named artist but no warranty is provided that the lot is the
work of the named artist. Please read the full list of Qualified
Headings and a lot’s full catalogue description before
bidding.

(d) The authenticity warranty applies to the Heading as
amended by any Saleroom Notice.

(e) The authenticity warranty does not apply where
scholarship has developed since the auction leading to a
change in generally accepted opinion. Further, it does not apply
if the Heading either matched the generally accepted opinion
of experts at the date of the sale or drew attention to any
conflict of opinion.

(f) The authenticity warranty does not apply if the lot can
only be shown not to be authentic by a scientific process which,
on the date we published the catalogue, was not available
or generally accepted for use, or which was unreasonably
expensive or impractical, or which was likely to have damaged
the lot.

(9) The benefit of the authenticity warranty is only available
to the original buyer shown on the invoice for the lot issued
at the time of the sale and only if the original buyer is the full
owner of the lot and the lot is free from any claim, interest
or restriction by anyone else. The benefit of the authenticity
warranty may not be transferred to anyone else.

(h) In order to claim under the authenticity warranty you
must:

(i) give us written notice of your claim within 5 years of the
date of the auction. We may require full details and supporting
evidence of any such claim;

(i) at Christie's option, we may require you to provide the
written opinions of two recognised experts in the field of the lot
mutually agreed by you and us in advance confirming that the
lot is not authentic. If we have any doubts, we reserve the right
to obtain additional opinions at our expense; and

(iii) return the lot at your expense to the saleroom from which
you bought it in the condition it was in at the time of sale.

(i) Your only right under this authenticity warranty is to
cancel the sale and receive a refund of the purchase price paid
by you to us. We will not, in any circumstances, be required to
pay you more than the purchase price nor will we be liable
for any loss of profits or business, loss of opportunity or value,
expected savings or interest, costs, damages, other damages
or expenses.

() Books. Where the lot is a book, we give an additional
warranty for 14 days from the date of the sale that if on
collation any lot is defective in text or illustration, we will refund
your purchase price, subject to the following terms:

(a) This additional warranty does not apply to:

(i) the absence of blanks, half titles, tissue guards or
advertisements, damage in respect of bindings, stains, spotting,
marginal tears or other defects not affecting completeness of
the text or illustration;

(i) drawings, autographs, letters or manuscripts, signed
photographs, music, atlases, maps or periodicals;

(iii) books not identified by title;

(iv) lots sold without a printed estimate;

(v) books which are described in the catalogue as sold not
subject to return; or

(vi) defects stated in any condition report or announced at the
time of sale.

(b) To make a claim under this paragraph you must give
written details of the defect and return the lot to the sale room
at which you bought it in the same condition as at the time of
sale, within 14 days of the date of the sale.

(k) South East Asian Modern and Contemporary Art and
Chinese Calligraphy and Painting.

In these categories, the authenticity warranty does not apply
because current scholarship does not permit the making of
definitive statements. Christie’'s does, however, agree to cancel
a sale in either of these two categories of art where it has been
proven the lot is a forgery. Christie’s will refund to the original
buyer the purchase price in accordance with the terms of
Christie’s authenticity warranty, provided that the original
buyer notifies us with full supporting evidence documenting
the forgery claim within twelve (12) months of the date of the
auction. Such evidence must be satisfactory to us that the lot is
a forgery in accordance with paragraph E2(h)(ii) above and the
lot must be returned to us in accordance with E2h(iii) above.
Paragraphs E2(b), (c), (d), (e), (f) and (g) and (i) also apply to a
claim under these categories.

F PAYMENT

1 HOW TO PAY

(@) Immediately following the auction, you must pay the
purchase price being:

(i) the hammer price; and

(i) the buyer’s premium; and

(iii) any duties, goods, sales, use, compensating or service tax.
Payment is due no later than 4:30pm on the 7th calendar day
following the date of the auction (the “due date”).

(b) We will only accept payment from the registered bidder.
Once issued, we cannot change the buyer's name on an invoice
or re-issue the invoice in a different name. You must pay
immediately even if you want to export the lot and you need an
export licence.

(c) You must pay for lots bought at Christie’s in PRC in the
currency stated on the invoice in one of the following ways
(however, if you do not have a RMB bank account in PRC, you can
only pay in HKD, USD, EURO or GBP due to SAFE regulations. In
those circumstances, paragraph Fi(f) below applies):

(i) Wire transfer

You must make payments to:

Bank name: BANK OF CHINA

RITEFR: PERIT

Bank’s sub-branch name (3247 ):

BANK OF CHINA

SHANGHAI BRANCH CHANG PING ROAD SUB-BRANCH
FRITER: FERT LBHEFEXT

Account No.: 440364283808

Account Name: Christie’s Auction (Shanghai ) Co., Ltd

P& ELERE (EE) BRAE

SWIFT: BKCHCNBJ300

(i) Credit Card.

We accept most major credit cards subject to certain
conditions. We accept payments in person by credit card up
to RMB 2,000,000 per auction sale although conditions and
restrictions apply. China Union Pay is accepted with no limits on
amounts. Details of the conditions and restrictions applicable to
credit card payments are available from our Post-Sale Services
Department, whose details are set out in paragraph (d) below.
(iii) Cash

We accept cash subject to a maximum of RMB 60,000 per buyer
per year at our Post-Sale Services Department only (subject to
conditions).

(iv) Cheque, Banker's draft and Traveller's check are not accepted.
(d) You must quote the sale number, your invoice number and
client number when making a payment.

(e) For more information please contact our Post-Sale Services
Department by phone on +86 (0) 21 6355 1766.

(f) If the payment made to Christie's is in a currency other than
RMB, we shall charge the buyer for any currency costs incurred.
This will include bank charges and commissions for converting
the currency. The exchange rate for payment to Christie's in
a currency other than RMB will be the rate for RMB quoted
to Christie's by The Bank of China on the date of payment.
Christie's certificate as to such rate will be conclusive. Please
note that Christie's will not accept payments for purchased Lots
from any party other than the registered, successful bidder who
bought the Lot.

2 TRANSFERRING OWNERSHIP TO YOU

You will not own the lot and ownership of the lot will not pass
to you until we have received full and clear payment of the
purchase price, even in circumstances where we have released
the lot to the buyer.

3 TRANSFERRING RISK TO YOU

The risk in and responsibility for the lot will transfer to you from
whichever is the earlier of the following:

(a) When you collect the lot; or

(b) At the end of the 30th day following the date of the
auction or, if earlier, the date the lot is taken into care by a third
party warehouse as set out on the page headed “Storage and
Collection” unless we have agreed otherwise with you in writing.

4 WHAT HAPPENS IF YOU DO NOT PAY

(a) If you fail to pay us the purchase price in full by the due
date, we will be entitled to do one or more of the following (as
well as enforce our rights under paragraph F5 and any other
rights or remedies we have by law):

(i) to charge interest from the due date at a rate of 7% a year
above the 3-month HIBOR rate from time to time on the unpaid
amount due;

(i) we can cancel the sale of the lot. If we do this, we may
sell the lot again, publically or privately on such terms we shall
think necessary or appropriate, in which case you must pay us
any shortfall between the purchase price and the proceeds
from the resale. You must also pay all costs, expenses, losses,
damages and legal fees we have to pay or may suffer and any
shortfall in the seller's commission on the resale;

(iii) we can pay the seller an amount up to the net proceeds
payable in respect of the amount bid by your default in which
case you acknowledge and understand that Christie's will have
all of the rights of the seller to pursue you for such amounts;

(iv) we can hold you legally responsible for the purchase
price and may begin legal proceedings to recover it together
with other losses, interest, legal fees and costs as far as we are
allowed by law;

(v) we can take what you owe us from any amounts which we
or any company in the Christie’s Group may owe you (including
any deposit or other part-payment which you have paid to us);
(vi) we can, at our option, reveal your identity and contact
details to the seller;

(vii) we can reject at any future auction any bids made by you or
on your behalf or to obtain a deposit from you before accepting
any bids;

(viii) to exercise all the rights and remedies of a person holding
security over any property in our possession owned by you
(including without limitation any lots you purchased at Christie’s
which has been fully or partially paid by you), whether by way
of pledge, security interest or in any other way as permitted by
the law of the place where such property is located. You will be
deemed to have granted such security to us and we may retain
such property as collateral security for your obligations to us; and
(ix) we can take any other action we see necessary or
appropriate.

(b) If you owe money to us or to another Christie’s Group
company, we can use any amount you do pay, including any
deposit or other part-payment you have made to us, or which
we owe you, to pay off any amount you owe to us or another
Christie’s Group company for any transaction.

(c) If you make payment in full after the due date, and we
choose to accept such payment we may charge you storage and
transport costs from the date that is 31 calendar days following
the auction in accordance with paragraphs Gd(i) and (ii). In such
circumstances paragraph Gd(iv) shall apply.

5 KEEPING YOUR PROPERTY

If you owe money to us or to another Christie’s Group
company, as well as the rights set out in F4 above, we can use
or deal with any of your property we hold or which is held by
another Christie’s Group company in any way we are allowed
to by law. We will only release your property to you after you pay
us or the relevant Christie’s Group company in full for what
you owe. However, if we choose, we can also sell your property
in any way we think appropriate. We will use the proceeds of
the sale against any amounts you owe us and we will pay any
amount left from that sale to you. If there is a shortfall, you must
pay us any difference between the amount we have received
from the sale and the amount you owe us.

G COLLECTION AND STORAGE

(a) We ask that you collect purchased lots promptly following
the auction (but note that you may not collect any lot until you
have made full and clear payment of all amounts due to us).
(b) Information on collecting lots is set out on the storage and
collection page



(c) If you do not collect any lot promptly following the auction
we can, at our option, remove the lot to another Christie's
location or an affiliate or third party warehouse.

(d) If you do not collect a lot by the end of the 30th day
following the date of the auction, unless otherwise agreed in
writing:

(i) we will charge you storage costs from that date.

(i) we can, at our option, move the lot to or within an affiliate
or third party warehouse and charge you transport costs and
handling fees for doing so.

(iii) we may sell the lot in any commercially reasonable way we
think appropriate.

(iv) the storage terms which can be found at www.christies.
com/storage shall apply.

(v) Nothing in this paragraph is intended to limit our rights
under paragraph F4.

H TRANSPORT AND SHIPPING

1 TRANSPORT AND SHIPPING

We will enclose a transport and shipping form with each
invoice sent to you. You must make all transport and shipping
arrangements. However, we can arrange to pack, transport and
ship your property locally if you ask us to and pay the costs
of doing so. We recommend that you ask us for an estimate,
especially for any large items or items of high value that need
professional packing before you bid. We may also suggest other
handlers, packers, transporters or experts if you ask us to do
so. After payment has been made in full, Christie's can arrange
customs clearance for overseas sourced lots identified by the ¥
symbol next to the lot number which a buyer wishes to import
into the PRC.For more information, please contact Christie’s
Post-Sale Services Department on+86 (0) 21 6355 1766 or
email to postsaleasia@christies.com. We will take reasonable
care when we are handling, packing, transporting and shipping
a lot. However, if we recommend another company for any of
these purposes, we are not responsible for their acts, failure to
act or neglect.

2 EXPORT AND IMPORT

Any lot sold at auction may be affected by laws on exports from
the country in which it is sold and the import restrictions of
other countries. Many countries require a declaration of export
for property leaving the country and/or an import declaration
on entry of property into the country. Local laws may prevent
you from importing a lot or may prevent you selling a lot in the
country you import it into.

We will not be obliged to cancel your purchase and refund the
purchase price if your lot may not be exported, imported or it
is seized for any reason by a government authority. It is your
responsibility to determine and satisfy the requirements of any
applicable laws or regulations relating to the export or import of
any lot you purchase.

(a) You alone are responsible for getting advice about and
meeting the requirements of any laws or regulations which
apply to exporting or importing any loet prior to bidding. If you
are refused a licence or there is a delay in getting one, you
must still pay us in full for the lot. We may be able to help you
apply for the appropriate licences if you ask us to and pay our
fee for doing so. However, we cannot guarantee that you will
get one. For more information, please contact Christie's Post-
Sale Services Department on +86 (0) 21 6355 1766 or email to
postsaleasia@christies.com.

(b) Lots made of protected species

Lots made of or including (regardless of the percentage)
endangered and other protected species of wildlife are
marked with the symbol ~ in the catalogue. This material
includes, among other things, ivory, tortoiseshell, crocodile
skin, rhinoceros horn, whalebone certain species of coral and
certain species of plants such as Dalbergia wood (also known
as rosewood) and Pterocarpus wood (also known as Zitan). You
should check the relevant customs laws and regulations before
bidding on any lot containing wildlife material if you plan to
import the lot into another country. Several countries refuse
to allow you to import property containing these materials,
and some other countries require a licence from the relevant
regulatory agencies in the countries of exportation as well
as importation. In some cases, the lot can only be shipped
with an independent scientific confirmation of species and/
or age and you will need to obtain these at your own cost. If a
lot contains elephant ivory, or any other wildlife material that
could be confused with elephant ivory, (for example, mammoth
ivory, walrus ivory, helmeted hornbill ivory) please see further
important information in paragraph (c) if you are proposing to
import the lot into the USA. We will not be obliged to cancel
your purchase and refund the purchase price if your lot may
not be exported, imported or it is seized for any reason by a
government authority. It is your responsibility to determine and
satisfy the requirements of any applicable laws or regulations
relating to the export or import of property containing such
protected or regulated material.

(c) US import ban on African elephant ivory

The USA prohibits the import of ivory from the African elephant.
Any lot containing elephant ivory or other wildlife material
that could be easily confused with elephant ivory (for example,
mammoth ivory, walrus ivory, helmeted hornbill ivory) can only
be imported into the US with results of a rigorous scientific test
acceptable to Fish & Wildlife, which confirms that the material
is not African elephant ivory. Where we have conducted such
rigorous scientific testing on a lot prior to sale, we will make this
clear in the lot description. In all other cases, we cannot confirm
whether a lot contains African elephant ivory, and you will buy
that lot at your own risk and be responsible for any scientific
test or other reports required for import into the USA at your
own cost. If such scientific test is inconclusive or confirms the
material is from the African elephant, we will not be obliged to
cancel your purchase and refund the purchase price.

(d) Lots of Iranian origin

Some countries prohibit or restrict the purchase and/or import
of Iranian-origin “works of conventional craftsmanship” (works
that are not by a recognized artist and/or that have a function,
for example: carpets, bowls, ewers, tiles, ornamental boxes).
For example, the USA prohibits the import of this type of
property and its purchase by US persons (wherever located).
Other countries, such as Canada, only permit the import of this
property in certain circumstances. As a convenience to buyers,

Christie’s indicates under the title of a lot if the lot originates
from Iran (Persia). It is your responsibility to ensure you do not
bid on or import a lot in contravention of the sanctions or trade
embargoes that apply to you.

(e) Gold

Gold of less than 18ct does not qualify in all countries as ‘gold’
and may be refused import into those countries as ‘gold’.

(f) Watches

Many of the watches offered for sale in this catalogue are
pictured with straps made of endangered or protected animal
materials such as alligator or crocodile. These lots are marked
with the symbol W in the catalogue. These endangered species
straps are shown for display purposes only and are not for sale.
Christie’s will remove and retain the strap prior to shipment
from the sale site. At some sale sites, Christie's may, at its
discretion, make the displayed endangered species strap
available to the buyer of the lot free of charge if collected in
person from the sale site within 1 year of the date of the sale.
Please check with the department for details on a particular lot.

For all symbols and other markings referred to in paragraph H2,
please note that lots are marked as a convenience to you, but
we do not accept liability for errors or for failing to mark lots.

I OURLIABILITY TO YOU

(a) We give no warranty in relation to any statement made, or
information given, by us or our representatives or employees,
about any lot other than as set out in the authenticity
warranty and, as far as we are allowed by law, all warranties
and other terms which may be added to this agreement by law
are excluded. The seller's warranties contained in paragraph E1
are their own and we do not have any liability to you in relation
to those warranties.

(b) (i) We are not responsible to you for any reason (whether
for breaking this agreement or any other matter relating to your
purchase of, or bid for, any lot) other than in the event of fraud
or fraudulent misrepresentation by us or other than as expressly
set out in these conditions of sale; and

(i) We do not give any representation, warranty or guarantee
or assume any liability of any kind in respect of any lot with
regard to merchantability, fitness for a particular purpose,
description, size, quality, condition, attribution, authenticity,
rarity, importance, medium, provenance, exhibition history,
literature, or historical relevance. Except as required by local
law, any warranty of any kind is excluded by this paragraph.

(c) In particular, please be aware that our written and telephone
bidding services, Christie’s LIVE™, condition reports, currency
converter and saleroom video screens are free services and we
are not responsible to you for any error (human or otherwise),
omission, breakdown, or delay, unavailability, suspension or
termination of any of these services.

(d) We have no responsibility to any person other than a buyer
in connection with the purchase of any lot.

(e) If, in spite of the terms in paragraphs (a) to (d) or E2(i)
above, we are found to be liable to you for any reason, we shall
not have to pay more than the purchase price paid by you to
us. We will not be responsible to you for any reason for loss
of profits or business, loss of opportunity or value, expected
savings or interest, costs, damages, or expenses.

J OTHER TERMS

1 OURABILITY TO CANCEL

In addition to the other rights of cancellation contained in
this agreement, we can cancel a sale of a lot if we reasonably
believe that completing the transaction is, or may be, unlawful
or that the sale places us or the seller under any liability to
anyone else or may damage our reputation.

2 RECORDINGS

We may videotape and record proceedings at any auction. We
will keep any personal information confidential, except to the
extent disclosure is required by law. However, we may, through
this process, use or share these recordings with another
Christie’s Group company and marketing partners to analyse
our customers and to help us to tailor our services for buyers. If
you do not want to be videotaped, you may make arrangements
to make a telephone or written bid or bid on Christie’s LIVE™
instead. Unless we agree otherwise in writing, you may not
videotape or record proceedings at any auction.

3 COPYRIGHT

We own the copyright in all images, illustrations and written
material produced by or for us relating to a lot (including the
contents of our catalogues unless otherwise noted in the
catalogue). You cannot use them without our prior written
permission. We do not offer any guarantee that you will gain
any copyright or other reproduction rights to the lot.

4 ENFORCING THIS AGREEMENT

If a court finds that any part of this agreement is not valid or is
illegal or impossible to enforce, that part of the agreement will
be treated as being deleted and the rest of this agreement will
not be affected.

5 TRANSFERRING YOUR RIGHTS AND
RESPONSIBILITIES

You may not grant a security over or transfer your rights or
responsibilities under these terms on the contract of sale with
the buyer unless we have given our written permission. This
agreement will be binding on your successors or estate and
anyone who takes over your rights and responsibilities.

6 PERSONAL INFORMATION

We will hold and process your personal information and
may pass it to another Christie’s Group company for use
as described in, and in line with, our privacy policy at www.
christies.com.

7 WAIVER

No failure or delay to exercise any right or remedy provided
under these Conditions of Sale shall constitute a waiver of that
or any other right or remedy, nor shall it prevent or restrict the
further exercise of that or any other right or remedy. No single or
partial exercise of such right or remedy shall prevent or restrict
the further exercise of that or any other right or remedy.

8 LAW AND DISPUTES

The rights and obligations of the parties with respect to these
Conditions of Sale, the conduct of the auction and any matters
connected with any of the foregoing shall be governed and
interpreted by the laws of the People’s Republic of China. By
bidding at auction, whether present in person or by agent,
by written bid, telephone or other means, the buyer shall be
deemed to have accepted these Conditions. The parties to these
Conditions of Sale agree that any disputes, controversies or
claims relating to these Conditions of Sale and the "Important
Notices and Explanation of Cataloguing Practice" and "Buying
at Christie's"sections of this catalogue, will be submitted
to the China International Economic and Trade Arbitration
Commission (CIETAC) for arbitration which shall be conducted
in accordance with CIETAC's arbitration rules in effect on the
date of the referral notice subject to paragraphs (i) to (v) below.

(i) The arbitral tribunal will be composed of three arbitrators.
Each of us will nominate one arbitrator. If either of us fails to
nominate an arbitrator within the time period provided in the
CIETAC arbitration rules, the Chairman of CIETAC will appoint
that arbitrator. The third arbitrator, who will act as the presiding
arbitrator, will be nominated jointly by the two arbitrators which
have already been appointed following the procedure described
above. The parties are free to appoint any arbitrator outside
of the CIETAC panel of arbitrators including for the joint
nomination of the presiding arbitrator.

(i) The place of arbitration will be Beijing and the place of oral
hearing will be Shanghai.

(iii) The language of arbitration will be Chinese (unless you and
we agree otherwise).

(iv) The arbitral award will be final and binding upon both you
and us.

(v) The losing party will bear all the arbitration fees and
expenses, and will also reimburse the winning party for its
reasonable costs and expenses incurred for the arbitration
(including but not limited to the legal fees and travel expenses).

9 REPORTING ON WWW.CHRISTIES.COM

Details of all lots sold by us, including catalogue descriptions
and prices, may be reported on www.christies.com. Sales totals
are hammer price plus buyer’s premium and do not reflect
costs, financing fees, or application of buyer’s or seller’s credits.
We regret that we cannot agree to requests to remove these
details from www.christies.com.

10 NOTICES

Bidders, buyers and sellers will notify Christie's of their
contact details and must give Christie's written notification
of anychanges in their contact details. Any notice or other
written communication, including without limitation any notice
of arbitration will be deemed to be received by the receiving
party if it is delivered, (i) in the case of Christie's, to the address
specified at the beginning of these Conditions; and (ii) in the
case of all other parties, to the addresses notified to Christie's in
writing or other known addresses of those parties.

11 LANGUAGE

These Conditions of Sale are written in Chinese and the English
version is for reference only. The original Chinese version will be
the one we use in deciding any issues which arise.

K GLOSSARY

authentic : a genuine example, rather than a copy or forgery of:
(i) the work of a particular artist, author or manufacturer, if the
lot is described in the Heading as the work of that artist, author
or manufacturer;

(i) a work created within a particular period or culture, if the
lot is described in the Heading as a work created during that
period or culture;

(iii) a work for a particular origin source if the lot is described in
the Heading as being of that origin or source; or

(iv) in the case of gems, a work which is made of a particular
material, if the lot is described in the Heading as being made of
that material.

authenticity warranty : the guarantee we give in this
agreement that a lot is authentic as set out in section E2 of
this agreement.

buyer’s premium : the charge the buyer pays us along with the
hammer price.

catalogue description : the description of a lot in the catalogue
for the auction, as amended by any saleroom notice.

Christie’s Group : Christie’s International Plc, its subsidiaries
and other companies within its corporate group.

condition : the physical condition of a lot.

due date : has the meaning given to it paragraph Fi(a).
estimate : the price range included in the catalogue or any
saleroom notice within which we believe a lot may sell. Low
estimate means the lower figure in the range and high
estimate means the higher figure. The mid estimate is the
midpoint between the two.

hammer price : the amount of the highest bid the auctioneer
accepts for the sale of a lot.

Heading : has the meaning given to it in paragraph E2.

lot: an item to be offered at auction (or two or more items to be
offered at auction as a group).

other damages : any special, consequential, incidental or
indirect damages of any kind or any damages which fall within
the meaning of ‘special’, ‘incidental’ or ‘consequential’ under
local law.

purchase price : has the meaning given to it in paragraph Fi(a).
provenance : the ownership history of a lot.

qualified : has the meaning given to it in paragraph E2 and
Qualified Headings means the section headed Qualified
Headings on the page of the catalogue headed ‘Important
Notices and Explanation of Cataloguing Practice’.

reserve : the confidential amount below which we will not sell a
lot.

saleroom notice : a written notice posted next to the lot in
the saleroom and on www.christies.com, which is also read
to prospective telephone bidders and notified to clients who
have left commission bids, or an announcement made by
the auctioneer either at the beginning of the sale, or before a
particular lot is auctioned.

UPPER CASE type : means having all capital letters.
warranty : a statement or representation in which the person
making it guarantees that the facts set out in it are correct.
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SYMBOLS USED IN
THIS CATALOGUE

The meaning of words coloured in bold in this section can
be found at the end of the section of the catalogue headed
‘Conditions of Sale « Buying at Christie's’

A

Owned by a Christie’s Group company (other than Christie's
Auction (Shanghai) Co. Ltd.) in whole or part. See Important
Notices and Explanation of Cataloguing Practice.

Lot offered without reserve which will be sold to the highest
bidder regardless of the pre-sale estimate in the catalogue.

v
Property which has been sourced from overseas and is
temporarily impoved into China under “bond”.

Lot incorporates material from endangered species which could
result in export restrictions. See Section H2(b) of the Conditions
of Sale - Buying at Christie’s.

y
Lot incorporates material from endangered species that is not for
sale and is shown for display purposes only.

Please note that lots are marked as a convenience to you and
we shall not be liable for any errors in, or failure to, mark a lot.
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IMPORTANT NOTICES AND EXPLANATION OF
CATALOGUING PRACTICE

IMPORTANT NOTICES

CHRISTIE’S INTEREST IN PROPERTY
CONSIGNED FOR AUCTION

A: Property Owned in part or in full by Christie’s

From time to time, Christie’'s may offer a lot which is owned
in whole or in part by a Christie’'s Group company (excluding
Christie's Auction (Shanghai) Co. Ltd.). Such property is
iden‘l(jified in the catalogue with the symbol A next to its lot
number.

Property which has been sourced from overseas is identified
in the catalogue with the symbol ¥ next to the lot number.
When auctioned, such property will remain under “bond” with
the applicable import customs duty and taxes being deferred
unless and until the property is brought into free circulation in
the PRC. Prospective buyers are reminded that after paying for
such lots in full and cleared funds, if they wish to import the
lots into the PRC, they will be responsible for and will have to
pay the applicable import customs duties and taxes. The rates
of import customs duty and tax are based on the value of the
goods and the relevant customs regulations and classifications
in force at the time of import. As a convenience and guidance to
our bidders we set out in the Collection and Delivery page at the
back of the catalogue, the possible ranges of import customs
duties and taxes for import into the PRC. The final amounts
will be determined by PRC Customs and other competent
authorities at the time of import. Neither Christie's nor the seller
warrants or guarantees the accuracy of this information and
we are not responsible in any way for any errors or omissions.
Potential buyers are responsible for satisfying themselves as
to the amount of import customs duty and tax payable for
lots which they buy and intend to import into the PRC and for
paying all such import customs duties and taxes when they
become due. Christie's (and our appointed storage providers)
are unable to release bought lots unless and until all applicable
import customs duties and taxes have been paid in full and
cleared funds.

CATALOGUE EXCHANGE RATE:

RMB [6.68] = US$1

We may convert and display in our catalogues the RMB prices
in US$ using this exchange rate. Please note this is for the
convenience of our clients only and is not binding in any way.
The rate of exchange was established at the latest practical
date prior to the printing of the catalogue and may therefore
have changed by the time of the sale. Bidders should bear in
mind that estimates are prepared well in advance of the sale
and are not definitive. They are subject to revision.

FOR PICTURES, DRAWINGS, PRINTS AND
MINIATURES, SCULPTURES, INSTALLATION,
VIDEO, CALLIGRAPHY AND PAINTED CERAMIC
Terms used in this catalogue have the meanings ascribed to
them below. Please note that all statements in this catalogue
as to authorship are made subject to the provisions of the
Conditions of Sale and authenticity warranty. Buyers are
advised to inspect the property themselves. Written condition
reports are usually available on request.

NAME(S) OR RECOGNISED DESIGNATION OF AN
ARTIST WITHOUT ANY QUALIFICATION

In Christie’s opinion a work by the artist.

*Attributed to ..."

In Christie’s qualified opinion probably a work by the artist in
whole or in part.

*Studio of ..."/ “Workshop of .."

In Christie’s qualified opinion a work executed in the studio or
workshop of the artist, possibly under his supervision.

*Circle of .."

In Christie's qualified opinion a work of the period of the artist
and showing his influence.

*Follower of ..."

In Christie's qualified opinion a work executed in the artist's
style but not necessarily by a pupil.

*Manner of ..."

In Christie's qualified opinion a work executed in the artist’s
style but of a later date.

*After ...

In Christie’s qualified opinion a copy (of any date) of a work of
the artist.

*Signed ..."/"Dated ..."/“Inscribed ..."

In Christie’s qualified opinion the work has been signed/dated/
inscribed by the artist.

**With signature ..."/“With date ..."/“With inscription ..."

In Christie’s qualified opinion the signature/date/inscription
appears to be by a hand other than that of the artist.

The date given for Old Master, Modern and Contemporary Prints is
the date (or approximate date when prefixed with ‘circa’) on which
the matrix was worked and not necessarily the date when the
impression was printed or published.

*This term and its definition in this Explanation of Cataloguing
Practice are a qualified statement as to authorship. While the
use of this term is based upon careful study and represents the
opinion of specialists, Christie's and the consignor assume no
risk, liability and responsibility for the authenticity of authorship
of any lot in this catalogue described by this term, and the
Authenticity Warranty shall not be available with respect to
lots described using this term.
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STORAGE AND COLLECTION

COLLECTION LOCATION AND TERMS

Purchased lots will be held for collection at our storage facilities in Shanghai. Our removal
and storage of the lot is subject to the terms and conditions of storage which can be found at
Christies.com/storage and our fees for storage are set out in the table below.

Lots WITHOUT the symbol ¥ dentified next to the lot number, will be available for collection from
September 26, 2018. Lots are available for collection on any working day 9:30am to 6:00pm by
pre-booked appointment only. Please call Christie's Post-Sale Services team one business day in
advance to book a collection time.

Tel: +86 (0) 21 6355 1766
Email: postsaleasia@christies.com

PAYMENT OF ANY CHARGES DUE

ALL lots whether sold or unsold may be subject to storage and administration fees. Please see the
details in the table below. Storage Charges may be paid in advance or at the time of collection.
Lots may only be released on production of the 'Collection Form' from Christie's. Lots will not be
released until all outstanding charges are settled.

SHIPPING AND DELIVERY

Christie's Post-Sale Services team can organise local deliveries. For all other types of deliveries,
you are responsible for your own shipping arrangement. If you have any questions, please
contact Christie's Post-Sale Service Department. For lots identified in the catalogue with the
symbol ¥ next to the lot number, our team can assist with the customs clearance for the import
or re-export of such lots into or out of PRC. To ensure that arrangements for the transport of your
lot can be finalised before the expiry of any free storage period, please contact Christie's Post-
Sale Service Team at +86 (0) 21 6355 1766 or postsaleasia@christies.com for a quote as soon as
possible after the sale.
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PHYSICAL LOSS & DAMAGE LIABILITY

Christie's will accept liability for physical loss and damage to sold lots whilst in storage. Christie's
liability will be limited to the invoice purchase price including buyers' premium. Christie's liability
will continue until the lots are collected by you or an agent acting for you following payment in
full. Christie's liability is subject to Christie's Terms and Conditions of Liability posted on www.
christies.com.

IMPORTATION OF PROPERTY SOURCED FROM OVERSEAS

Property which has been sourced from overseas is identified in the catalogue with the
symbol ¥ next to the lot number. When auctioned, such property will remain under "bond" with
the applicable import customs duties and taxes being deferred unless and until the property
is brought into free circulation in the PRC. Prospective buyers are reminded that after paying
for such lots in full and cleared funds, if they wish to import the lots into the PRC, they will be
responsible for and will have to pay the applicable import customs duties and taxes. The rates
of import customs duty and tax are based on the value of the goods and the relevant customs
regulations and classifications in force at the time of import. As a convenience to our bidders
we set out below, for guidance only, the possible ranges of import customs duties and taxes for
import into the PRC. The final amounts will be determined by PRC Customs and other competent
authorities at the time of import.

Neither Christie's nor the seller warrants or guarantees the accuracy of this information and we
are not responsible in any way for any errors or omissions. Potential buyers are responsible for
satisfying themselves as to the amount of import customs duty and tax payable for lots which
they buy and intend to import into the PRC and for paying all such import customs duties and
taxes when they become due. Christie's (and our appointed storage providers) are unable to
release bought lots unless and until all applicable import customs duties and taxes have been
paid in full and cleared funds. If you have any questions relating to collection or delivery, please
call our Post-Sale Services Team at +86(0)21 6355 1766 or email to postsaleasia@christies.com.

1%, f#fnaxX%A
ADMINISTRATION FEE, STORAGE & RELATED CHARGES

B K  GINRE , KEEfEFREE MR BINHBE , EER , WENEEE
Charges Per Lot Large Objects, e.g. furniture, large paintings & sculpture Small Objects, e.g. Books, Luxury, Ceramics, Small Paintings
HEE1-30 XA it it
1-30 days after the auction Free of charge Free of charge
B 31 ki : EBE AR 600 55 AR 350 5T
31 day onwards: Administration Fee RMB 600 RMB 350
BSXeRER ARB 70 7 AR 357
Storage per day RMB 70 RMB 35
REFIRIFEE 1RSSR RAYREISHNEY 0.5% KL AR C MM (LIREE D)
Loss and Damage Liability Will be charged on purchased lots at 0.5% of the h price or capped at the total ge charge, which is the lower amount.

FRrEEMBAS(HEER. All charges are subject to VAT.

WRANRELERESEERE. Size to be determined at Christie’s discretion.

BHE , MEEHEE 30 XARIRAUAESR , XAL(IEM. Please note that there will be no charge to clients who collect their lots within 30 days of this sale.

KUESHIESHEFIEBEAERIEM, Long-term storage solutions are also

le per client r

PEHOXRRRR (BURTEKNEREER - fsF)
PRC IMPORT CUSTOMS DUTIES & TAXES (POSSIBLE APPLICABLE RATES FOR GUIDANCE ONLY)

BRES RERIREE HOXHBE (REE) IRERRE
PRODUCT CODE CLASSIFICATION AND NOTES CUSTOMS DUTY RATE (STANDARD) IMPORT VAT RATE
HittF 2 , ERRER R o "
1 9701101900 Other Original hand-painted Oil paintings, Pastels, Drawings and Prints 1% 16%
Hitt S Fhir R SIRR R R R
2 9703000090 Other Original Sculpture made by non-endangered materials 1% 16%

P EARRIUh, HORFTEESBERZ AR AN Z AR RN mA aEF S (AN O R R L IR,

In addition to the above, artworks and products that have either originated from the US or were created by the US artists might be subject to additional customs duty and taxes.



POST-WAR AND CONTEMPORARY ART
EVENING AUCTION

London, 4 October 2018

VIEWING

28 September - 4 October 2018
8 King Street

London SW1Y 6QT

CONTACT

Katharine Arnold
karnold@christies.com
+44 (0)20 7389 2024

Gerhard Richter (b. 1932)
Schédel (Skull)
oil on canvas
31% x 25 35 in. (80.4 x 65cm.)
Painted in 1983
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IMPRESSIONIST AND MODERN ART
EVENING SALE

New York, November 2018

VIEWING

November 2018

20 Rockefeller Plaza
New York, NY 10020

CONTACT
Jessica Fertig, Max Carter
+1212 636 2050

Property of a Distinguished American Collector

PABLO PICASSO (1881-1973)

Femme assise (Frangoise)
dated '19.3.53." (upper right)

oil on canvas

8% x63%in.(22.2x16.4cm.)

Painted on 19 March 1953

$800,000-1,200,000
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R HHE (KAEE) KBEA F5
SU SHI (1037-1101)
Wood and Rock, handscroll, ink on paper
E[1< Painting size: 26.3 x50 cm. (10 3/8 x19 3/4 in.)
NIRE. K. siH . SFEMIL with four colophons including one by Mi Fu (1051-1107)
{51138 Estimate on Request

2018 & B ==

HONG KONG AUTUMN AUCTIONS
11B23%28H | 23-28 NOVEMBER 2018
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infoasia@christies.com
+852 2760 1766

Asian 20th Century and Contemporary Art
Chinese Ceramics and Works of Art

Chinese Classical, Modern and Contemporary Ink Paintings

Jewellery and Jadeite
Watches

Wine

Handbags and Accessories

VENUE
Hong Kong Convention and Exhibition Centre

CONTACT
infoasia@christies.com
+852 2760 1766
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CHRISTIE'S ART SYMPOSIUM

AR ZAREE: EMIMEENX

Fundamentals of Western Art: Modernism in Europe

201859819H | LF10BFZETH5RT | LiBINERES
19 September 2018 | 10am - 5pm | No. 1 Waitanyuan, Shanghai

ETEEREAMISE T LEBESEET, UARZARATH, 81F—FK7!
ZARBHE. HEMEERER, UNKKFEARIIFIUEEREEANITIC

Christie's is excited to present its first art symposium in Shanghai. This full day symposium
on Western art includes art historical survey lectures, specialist-led gallery tours, as well as
discussions on the development of the market and current collecting trends.

BHE - Bk (1881-1973) (FIRRRAIILA (“O” iRA) ) 19555(F

'*-—"'_'_;._, AT

=) SR e

Enquiries & Registration
ceevents@christies.com
+86 (0) 21 6355 1766

THREZ

Learn More

Pablo Picasso, Les Femmes d’Alger (Version “0"), 1955 ( : I I RIS' I ‘I I :7S 1:[; I : = |
© 2018 Estate of Pablo Picasso / Artists Rights Society (ARS), New York R 1{[:
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20th Century & Contemporary Art
(Evening Sale)

FRIDAY 21 SEPTEMBER 2018 AT 6:00 PM

CODE NAME: SHANGHAI
SALE NUMBER: 16306
LOT NUMBER: 301-334

SALE ADDRESS:

The Peninsula Hotel

No.32 Zhongshan Dong Yi Road, Shanghai, 200002, China
Tel: +86 (0) 21 6355 1766

Please note that Christie's does not accept payment from
third parties, including agents, and that invoice details
cannot be changed after the sale.

BIDDING INCREMENTS
Bidding generally opens below the low estimate advances in
increments of up to 10%, subject to the auctioneer's discretion.
Written bids that do not conform to the increments set our
below may be lowered to the next bidding increment.

RMB5,000 to RMB10,000
RMB10,000 to RMB20,000

RMB20,000 to RMB30,000
RMB30,000 to RMB50,000

by RMB500s

by RMB1,000s

by RMB2,000s

by RMB2,000s, 5,000, 8,000

(ie: RMB32,000, RMB35,000, RMB38,000)
by RMB5,000s

by RMB10,000s

by RMB20,000s

by RMB20,000s, 50,000, 80,000

(ie: RMB320,000, RMB350,000, RMB380,000)
by RMB50,000s

at auctioneer's discretion.

RMB50,000 to RMB100,000

RMB100,000 to RMB200,000
RMB200,000 to RMB300,000
RMB300,000 to RMB500,000

RMB500,000 to RMB1,000,000
Above RMB1,000,000

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

| request Christie's, without legal obligations of any kind on its part, to bid the
following Lots up to the price given on this form. | understand that if my bid is
successful the "purchase price" payable will be the sum of the "final bid" and a
"premium" at the following rates (See Conditions of Sale D1, D2, F1, F2 and F3).

All categories: 20% of the Hammer Price of each lot. Buyers are required to pay
a VAT which is equal to 6% of the buyer's premium. All bids shall be treated as
offers made on the Conditions of Sale printed in the catalogue.

| also understand that Christie's provides the service of executing bids on
behalf of clients for the convenience of clients and that Christie’s will not be
held responsible for failing to execute bids.

If identical written bids are received for the same Lot, the written bid received first
by Christie's will take precedence.

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

The auctioneer will usually only accept bids for High Value Lots if a deposit has
been arranged prior to the day of sale and the High Value. Lot pre-registration
application has been completed. The High Value Lot Registration Form should
be sent to the Bids Department at the address shown in this form or by email to
bidsasia@christies.com

| understand that if | have not completed the High Value Lot pre-registration
before sale | will not be permitted to bid for High Value Lots.

If you are not successful in any bid and do not owe any Christie's group company
any money, the deposit will be refunded to you by way of wire transfer or such
other method as determined by Christie's.

Please make sure that you provide your bank details in the High Value Lot
Registration Form.

IMPORTATION OF PROPERTY SOURCED FROM OVERSEAS

Property which has been sourced from overseas is identified in the catalogue
with the symbol ¥ next to the lot number. When auctioned, such property will
remain under "bond" with the applicable import customs duty and taxes being
deferred unless and until the property is brought into free circulation in the PRC.
Prospective buyers are reminded that after paying for such lots in full and cleared
funds, if they wish to import the lots into the PRC, they will be responsible for
and will have to pay the applicable import customs duties and taxes. The rates
of import customs duty and tax are based on the value of the goods and the
relevant customs regulations and classifications in force at the time of import.
As a convenience and guidance to our bidders we set out in the Collection and
Delivery page at the back of the catalogue, the possible ranges of import customs
duties and taxes for import into the PRC. The final amounts will be determined
by PRC Customs and other competent authorities at the time of import. Neither
Christie's nor the seller warrants or guarantees the accuracy of this information
and we are not responsible in any way for any errors or omissions. Potential buyers
are responsible for satisfying themselves as to the amount of import customs
duty and tax payable for lots which they buy and intend to import into the PRC
and for paying all such import customs duties and taxes when they become due.
Christie's (and our appointed storage providers) are unable to release bought lots
unless and until all applicable import customs duties and taxes have been paid in
fulland cleared funds.

CHRISTIE’S #4145

Written Bids Form

To allow time for processing, written bids should be received at least 24 hours before the
sale begins. Christie's will confirm all bids received by return email. If you have not received
our confirmation within one business day, please resubmit your bid(s) or contact the Bids
Department. Tel: +86 (0) 21 6355 1766. Email: bidsasia@christies.com

Paddle No.

Client Number (if applicable)

Client Name (please print)

Address

Contact Number (Mobile)

Please verify email address for post-sale communication:

[ Shipping Quote Required
Shipping address ( [ Same as the above address):

[ Please tick if you prefer not to receive information about our upcoming sales by e-mail
| HAVE READ AND UNDERSTOOD THIS WRITTEN BID FORM AND THE CONDITIONS OF SALE « BUYING AT CHRISTIE'S

Signature Date

If you have not previously bid or consigned with Christie’s, please attach copies of the following documents.
Individuals: government-issued photo identification (such as a photo driving licence, national identity card, or
passport) and, if not shown on the ID document, proof of current address, for example a utility bill or bank statement.
Corporate clients: Certificate of Incorporation or Business Certificate, proof of company address, copy of photo ID for
the authorised bidder together with a signed authorisation by the company legal representative and, where applicable,
chopped by the company stamp for the authorised bidder to act on the company's behalf and official document listing
directors and shareholders (for PRC companies, Articles of Association or Capital Verification Report including list
of directors and shareholders.) Other business structures such as trusts, offshore companies or partnerships:
please contact the Credit Department at +86 (0) 21 6355 1766 for advice on the information you should supply. If you
are registering to bid on behalf of someone who has not previously bid or consigned with Christie’s, please attach
identification documents for yourself as well as the party on whose behalf you are bidding, together with a signed
letter of authorisation from that party.

New clients, clients who have not made a purchase from any Christie's office within the last 12 months, and those
wishing to spend more than on previous occasions will be asked to supply a bank reference and/or a recent bank
statement and we may also require a deposit as we deem appropriate as a condition of allowing you to bid. Your bidder
registration will not be considered complete until we receive payment of the deposit in full and cleared funds.

PLEASE PRINT CLEARLY

Lot Number Maximum Bid (RMB)
(in numerical order) | (excluding buyer's premium)

Lot Number Maximum Bid (RMB)
(in numerical order) | (excluding buyer's premium)
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BIDDER REGISTRATION FORM
Paddle No.

| We encourage new clients to register at least 48 hours in advance of a sale to allow sufficient time to process the registration.

Please complete and sign this form and send it to us by email registrationasia@christies.com.

m Bidder's Detail

The name and address given above will appear on the invoice for lots purchased with your assigned paddle for this registration. Please check that the details are
correct as the invoice cannot be changed after the sale.

Account No.

Account Name ,

Address

City/District . . Post/Zip Code .
County/State . . Country .
Phone No.

Please verify email address for post-sale communication .

[J Shipping Quote Required.
Shipping Address ( [J Same as the above address):

E Identity Documents and Financial References

If you are a new client, please provide copies of the following documents. Individuals: government-issued photo identification (such as a national identity card or passport) and, if not shown on the ID document,
proof of current address, for example a utility bill or bank statement. Corporate clients: a certificate of incorporation or Business License, proof of company address, |ghoto ID copy of the authorized bidder, letter o
authorization duly signed by legal r?ﬁresentatlve and, where applicable, chopped with company stamp and official document listing directors and shareholders (for PRC companies, Article of Association or Capital
Verification Report including list of directors and shareholdersf. Other business structures such as trusts, offshore companies or partnerships: please contact the Credit Department at +86 (0) 21 6355 1766 for
advice on the information you should supply.

If you are r_e%iste_ring to bid on behalf of someone who has not previously bid or consigned with Christie’s, please attach identification documents for yourself as well as the person on whose behalf you are bidding,
together with a signed letter of authorisation from the person.

New clients, clients who have not made a purchase from any Christie’s office within the last 12 months, and those wishing to spend more than on previous occasions will be asked to sq[oply a bank reference and/
gr a rege_ntfbﬁnkjtaltemednft ar}jd we may also require a deposit as we deem appropriate as a condition of allowing you to bid. Your bidder registration will not be considered complete until we receive payment of the
epositin tull and cleared Tunds.

To apply for a high value lot (‘HVL") registration, you will need to pay a HVL deposit, which we will calculate for you. Generally it will be the higher of: (i) RMB$ 1,500,000 or (i) 20 % of the aggregate low estimates
of the HVLs you intend to bid on; or (iii) such other amount as we may determine from time to time. The HVL registration procedure applies even if you have already registered to bid in our sales on other lots. We
reserve the right to change our HVL registration procedure and requirements from time to time without notice.

You can pay any deposit using any of the following methods: credit card(s) acceptable to Christie's; wire transfer; cashier order or cheque. We cannot accept payment from third parties and agents.

Sale Registration

Please register me for the following sessions:
[0 16305 FIRST OPEN | Shanghai [J 16306 20th Century & Contemporary Art (Evening Sale)

00 17348 TREASURES OF CHISHUI RIVER-KWEICHOW MOUTAI

*1f you intend to bid on: (i) any lot in the 20th Century & Contemporary Art (Evening Sale); or (ii) a lot the low estimate of which is RMB 6 million or above, i.e. a high
value lot (“HVL"), please tick the box below.

[J I wish to apply for a HVL registration
Please indicate the bidding level you require:

[0 RMB 0 -500,000 0 RMB 500,001 - 2,000,000 0 RMB 2,000,001 - 4,000,000
[J RMB 4,000,001 - 8,000,000 J RMB 8,000,001 - 20,000,000 0 RMB 20,000,000 +

E Declarations

+ | have read the “Conditions of Sale - Buying at Christie’s” and “Important Notices and Explanation of Cataloguing Practice” printed in the sale catalogue, as well as the “No Third Party Payment Notice”
and agree to be bound by them.

+ | have read the data collection section of the conditions of sale printed in the sale catalogue and agree to be bound by its terms.

+ lunderstand that if | have not completed the high value lot pre-registration before the auction, Christie’s may refuse my bid for high value lots.

If you are not successful in any bid and do not owe any Christie’s group company any money, the deposit will be refunded to you by way of wire transfer or such other method as determined by

Christie’s. please make sure that you provide your bank details to us.

[0 Please tick if you are a new client and would like to receive information about sales, events and other services offered by the Christie’s group and its affiliates

by e-mail. You can opt-out of receiving this information at any time.

NAME ...ttt e st e s e s sae e e e s saeesneene SIGNALUIE ...cueiieeiiieeieerteerteeee et et e eeeesre et essneenas Date ...ccceeeeeeeeeieeieeeeee e
Christie’s Auction (Shanghai) Co.,Ltd. Christie’s Auction (Shanghai) Co.,Ltd. Huangpu Branch
504-09S, Shanghai Center, 1376 Nanjing Road West, Shanghai 200040, China 1st Floor, Ampire Building, N0.97 Yuanmingyuan Road, Shanghai 200002, China
Tel: +86(0) 21 6355 1766 Email: registrationasia@christies.com Tel: +86(0) 21 6355 1766 Email: registrationasia@christies.com

www.christies.com www.christies.com
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