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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION
oM EEEERA A TER

CHRIS HUEN SIN KAN 7% & 0
(B.1991)

Haze, Doodood and Mui Mui in Shek O

signed and dated ‘C. Huen 2014’ (on the lower right side)
oil on canvas

120 x 160 cm. (474 x 63 in.)

Painted in 2014

HK$150,000-250,000
US$20,000-32,000

PROVENANCE
Gallery Exit, Hong Kong

Acquired from the above by the present owner

EXHIBITED
Hong Kong, Gallery Exit, Out of The Ordinary, July - September
2015.

Haze ' Doodood #1 Mui Mui E /&
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION

BEFAAME

JONATHAN CHAPLINE

SAZ-BERK
(B.1987)

The Room

signed 'CHAPLINE' (on the reverse)
acrylic and vinyl paint on panel
119.4 x 152.6 cm. (47 x 60 Y8 in.)
Painted in 2019

HK$120,000-200,000
US$16,000-26,000

PROVENANCE
Artual Gallery, Beirut, Lebanon

Acquired from the above by the present owner

EXHIBITED
Beirut, Lebanon, Artual Gallery, The Thousand and One
Nights, March - May 2019.

= E

B ZHER B
20194

X : CHAPLINE (&%)
iR

RO BB Artual B
R e kB

RE

2019 &£ 38 - 58 Bz - BEM T—T2—%, REB=
Artual 5 BE5 Z2EMH

“I'm interested in the connection between
the physical and digital and where it can
merge. | think of them as two separate
processes that | can jump between.

- Jonathan Chapline
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION
BEFAANE

JAVIER CALLEJATG#® - <20

(B. 1971)
WHAT? WHAT?
signed, titled and dated ‘WHAT? 2018 Javier Calleja’ B £
(on the reverse) 20181
acrylic on canvas e - WHAT? 2018 Javier Calleja (E8)
195 x 162 cm. (76 % x 63 % in.)
Painted in 2018 R
O HE%F Artual EEE
HK$300,000-500,000 PSS R

US$39,000-65,000

PROVENANCE
Artual Gallery, Beirut, Lebanon

Acquired from the above by the present owner

“Every character is a little bit of a self-portrait. So it's me in each one a little bit. My
mom asked me, "Javi, you can paint girls. Why you don't paint girls?" | say, "Because
I'm not a girl. Every one of these is me."”

- Javier Calleja

'BEAGHEREEESR  UB—(EEEHMEREC - REHRSHMK : TIRE  RUUELET?
BEEARELHEE? ) BRR : TERARARLE  EENE—EH2HK - .
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION

BEFAANE

JOYCE PENSATO &R Hr- &6
(1941-2019)

Mickey The Doudz

signed, dated and titled, Joyce Pensato 2017 MICKEY
THE DOUDZ' (on the reverse)

enamel and metallic paint on linen

182.9 x 162.6 cm. (72 x 64 in.)

Executed in 2017

HK$700,000-1,200,000
US$91,000-160,000

PROVENANCE
Lisson Gallery, London, United Kingdom

Acquired from the above by the present owner

EXHIBITED
Paris, Amastan Paris, No-Drama Mama, October 2017.

Mickey The Doudz

Bx 2EZE ftfh
201751

FREH ¢ Joyce Pensato 2017 MICKEY THE DOUDZ
(EB)

RiR

R w3 BARERR
REEBE LlEe
3]

20172108 "No-Drama Mama, Amastan Paris E2%8
A

“Joan Mitchell was a mentor of mine too. But she could be kind of brutal. She would
say, “Do you want to be one of those German Expressionists, all dark? Or do you want
to be one of the French painters, like Matisse or Cézanne, with light and color?” |
wanted to please her, of course, so I'd say, “| want to be French!” But | realized | was

one of those expressionist painters.”

- Joyce Pensato

" - KYBHERRASH  ERMAIEERIEBH - BER FENSBLEERZNRERRE

ZEXRB? ERMERABEENMYUENERNEZHER -

BEBSMEX ? » REXBEURM » FFLL
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BRI EEZFA A ML

LIU YE 21 8F
(B.1964)

Composition in Red, Yellow, and Blue

signed in Chinese, signed and dated '95 LIU YE'
(upper left)

acrylic and oil on canvas

45 x 35 cm. (17%x 13% in.)

Painted in 1995

HK$4,000,000-6,000,000
US$520,000-780,000

PROVENANCE

Galerie Taube, Berlin, Germany

Private Collection, Germany

Anon. Sale, Christie's Hong Kong, 25 November 2012, Lot 424
Acquired at the above sale by the present owner

EXHIBITED
Berlin, Germany, Galerie Taube, Liu Ye Bilder 1993-1995,
April-June 1995.
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“I didn’t want to become an artist who
portrays real life. | wanted to return to the
early Renaissance, but not realism.”

- Liu Ye, in conversation with Philip Tinari
rBUAERA—ERSERENER
HIVE2EE  MARKREEXEIE -

- 2% > EMASEF (Philip Tinari) RU%EE

Y&EEEE

Giorgio de Chirico, The Evil Genius of a King, 1914-15. Museum of Modern Art, New York, USA
BAE - 12 - B ( EEMIBEXRE ) 1914-15 5 3£ 0 R BMEYER
Artwork: © 2020 Artists Rights Society (ARS), New York / SIAE, Rome









Liu Ye's Composition in Red, Yellow, and Blue is one of the earliest
paintings in the artist’s oeuvre to feature a combination of elements
that would later become trademarks of his mature style. The
composition is dominated by a single vibrant primary colour, in this
case, a bright canary yellow. A painting by Mondrian - one of Liu Ye's
favourite artists and the inspiration for the painting’s title - leans
against a wall, half-tucked behind a curtain. A mysterious shadow runs
along the length of the painting’s right side. And most surreal of all, a
man hovers in mid-air, suspended by the string hanging from a large
blue balloon.

In 1995, the year that this work was completed, Liu Ye had recently
returned to Beijing after spending time studying overseas in Berlin.
Filled with new experiences and a deeper understanding of art
history, Liu Ye began to create paintings that allowed for the clearer
crystallization of themes that had been present in his work for a
long time. The artist's love of Mondrian is well known, and explicit
reproductions of Mondrian's paintings begin appearing in Liu Ye's
work as early as 1992. Yet it is only in this work that a Mondrian
appears in a shallow space dominated by a single colour tone, an
iconic composition that would be developed and echoed in Mondrian
in London, painted in 2001.

Liu Ye is open about the influence that various artists have had

on his work, citing de Chirico, Balthus, and Van Eyck as sources

of inspiration. “For all of the nineties, | was greatly influenced by
Surrealism and metaphysical art movements.” says Liu Ye. “If | draw a
sitting figure, it is realistic, and if | add wings, it is a bit postmodern. Of
course, back then, my thinking was quite naive. Regardless, | wanted
to convey a certain state or feeling that was between Realism and
Surrealism.”

The theme of the self-portrait is also significant in Liu Ye's early work,
and Composition in Red, Yellow, and Blue includes not one but two
figures that might be interpreted as the artist depicting himself. The
central figure hovers improbably in the centre of the canvas, wearing
a Magritte-like bowler hat and robes that resemble the vestments a
priest might wear. His hands are clasped - in prayer or around the
string of the balloon is unclear - and wings sprout from his shoulders,
heralding his angelic status. Meanwhile, a figure wearing the same
dark glasses crouches behind a chair, peeking playfully through the

2T (410 & ENEE ) REHRFERTPREMNEFZ— HEHAE
BEEARATER—E  MELTRDAAEREMARBNEREE - 58
BELUE—  BREENECRIR—BREUEHENES - F—REEE

% (Mondrian) f98 » HERFRMSHMEEELEHE  SERL - FEBERE
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E—EECRKMETHN—&EFL -

1995 & HEREMERTRNIB—F  SIFRHLEENESZ—RIF[ER
EE TR - LBRHTR T HOERUREEMSEETMRELNTE )
RMERAIE  BUENERTPRALRAEFENTEEMAEEM - 2K
HREERNABRRMBEMN  MABHREELEENBERER  REE
1992 FHHBREREERF © g}iﬁﬁzxﬁ?_imaaﬂguutp  REBELZHRETE—E
LE—8fAaEINRLZR - ER—EEEEFIENEE » T 2001 F56K
B(RBERERH) J‘E%EZ?“ CEEHE

AHHAREMRHBEFRNFZERSEEANEE  RPE B (de
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<Detail of the present lot 3A5EER

Rene Magritte, The Son of Man, 1964. Private Collection
ER - BISEYS (AT ) 1964 G FAN KR
Artwork: © 2020 C. Herscovici / Artists Rights Society (ARS), New York.

slats. Perhaps the two figures represent two sides of the artist's
personality, suggesting Liu's ambivalence as he pays artistic tribute to
his heroes even while seeking to escape from them.

Composition in Red, Yellow, and Blue introduces aesthetic,
philosophical and visual dualities that are present in many of Liu's
works: the play between that which is hidden and that which is
revealed, between revelation and obscurity, between truth and mystery,
between outer form and inner expression. In a vivid yet dream-like
space, Liu Ye pays homage to his predecessors while crafting a visual
style all his own.
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TETSUYA ISHIDA AH
(1973-2005)

Rooftop Refugee

acrylic on board
145.8 x 103.3 cm. (5738 x 40%& in.)
Painted in 1996

US$260,000-390,000

PROVENANCE
Private Collection, Asia

EXHIBITED
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Tokya, Japan, Nerima Art Museum, Tetsuya Ishida - Our Self
Portraits, November - December 2008.

Yokohama, Japan, Yokohama Museum of Art, Yokohama
Triennale 2011: OUR MAGIC HOUR: How Much of the World
Can We Know?, 6 August - 6 November 2011.

Tochigi, Japan, Ashikaga Museum of Art, Tetsuya Ishida Note,
7 September - 27 October 2013. This exhibition later travelled
to Kanagawa, Japan, Hiratsuka Museum of Art, 12 April - 15
June 2014; Toyama, Japan, Tonami Art Museum, 6 September
- 5 October 2014; Shizuoka, Japan, Shizuoka Prefectural Art
Museum, 24 January - 25 March 2015.
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(illustrated, plate 31, p. 58).
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"I cannot make you understand. | cannot make anyone understand what is happening

inside me. | cannot even explain it to myself."

- Franz Kafka, The Metamorphosis
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Tetsuya Ishida, A Man Can't Fly Anymore, 1996, Christie's Hong Kong, 25 May 2008, sold for 4,919,500 HKD
Artwork: Courtesy to artist estate

Al (FERAET ) 1996 F 115

&8 2008 £ 5 A 25 B #wsf 413 BEIE : 4,919,500 BT

Academics, career, making a living — if life is a staircase and the
objective is to climb it, what does it look like when one finally
reaches the top? In Rooftop Refugee, Tetsuya Ishida examines this
phenomenon with a critical yet sympathetic eye in order to reveal
the fragility of humanity behind the facade of societal expectations.
Completed early in the artist's career in 1996, every brushstroke in
this painting speaks to Ishida’s experience when he first joined the
workforce. This large-scale single portrait was one of the headlining
works at the Yokohama Triennale in 2011. To this date, the impact of
this work still deeply resonates with the viewers.

Surrealist artist René Magritte depicted the deepest and darkest
desires and fears within the human psyche with his dream-like
imageries. In the same vein, Ishida’s works are also rooted in the
anxiety, loneliness, and dreams that every individual experiences in
their subconscious minds. Curled up inside the staircase, the main
character in the painting who bears a striking resemblance to the
artist, stares absentmindedly into space. His body merged with the
staircase, it looks as though the staircase has swallowed him. The
character’'s hand reaches awkwardly from behind to press the red
button. This action immediately piques the viewer's curiosity — why is
he hitting the button? Will it save him from the current predicament?
Is he trying to escape from the jail that is the staircase? Or does

he still wish to climb it? The figure's body floats in mid-air on top

of the railing on the roof. The grey skies and dark clouds above his
head seem to forecast his fate. Ishida depicted this scene with great
sensitivity and nuances — from the prevailing grey tones on the entire
painting, the rusted and moss-covered staircase, to the advertising
billboard that symbolises the capitalistic world, they are rendered
with astonishing realism to convey the anguish experienced by the
character to the viewer.

1996, the year Ishida completed Rooftop Refugee, can be considered
as the beginning of his artistic career. During this period after

he graduated from university, he painted works that featured
amalgamations of humans and machines. In these works, white-
collar salarymen in suits are partially transformed into staircases,
aeroplanes, ships, washbasins and other objects. The vacant look

in their eyes expresses a sense of helplessness of someone who

is trapped in a dilemma. It is evident from these expressions that

Rene Magritte, The Therapist, 1927, Private Collection

Artwork: © 2020 C. Herscovici / Artists Rights Society (ARS),
New York.

Ele - RS (TR%RED ) 1927 5 FAANE

Ishida's perceptiveness had made him painfully aware of the societal
expectations that were imposed on him. The artist utilised the
staircase as a metaphor for a multitude of things — it can be the
motivation to move up the food chain in life, the endless labour that
one must endure, or the boundless desire that consumes everyone.
Yet, the weathered staircase seems to suggest that there is only one
fate awaits those who blindly rush to the top. Only on the rooftop can
one seek respite from the rat race.

The 1990s are often referred to as the Lost Decade in Japan.

During those ten years, technological industries experienced an
unprecedented boom, while workers from traditional industries
suffered from unemployment. Vast majority of young people had to
begrudgingly take up menial positions earning minimum wages. Just
making enough to make ends meet, they had to leave their dreams
and aspirations behind. Although born into an affluent family, when
Ishida was painting Rooftop Refugee, he refused support and took up
menial jobs as well. It was during this period that he witnessed the
hardship and hopelessness experienced by those at the grassroots
level. Subsequently, he aspired to change the world with his artworks.
Much like Banksy who painted the West Bank barrier wall in the war-
torn region to let people see other possibilities, Ishida’s works also
attempt to evoke a sense of empathy in the viewers. The imageries in
these works compel everyone who is imprisoned by the staircase of
life to reflect on their existential conditions in order to find hope and
solace.

The hallmark of a great work is its ability to express the complex
conditions of its time and convey it through the language of

art to posterity across space and time. In Kafka's parable The
Metamorphosis, the writer expounded on the alienating effect of
societal structure with the most vivid metaphor, and its insight and
impact have a lasting influence of on its readers. Ishida achieved
the same end visually with Rooftop Refugee. The painting speaks
about the confusion he experienced in the past; it prepares us for
the uncertainty in the future; and it soothes the tired souls who have
journeyed for too long. Most importantly, it provides viewers with an
opportunity to re-evaluate their lives and find real meaning in their
new chapters.



THELZRRER REIZFCOAEBRERNAOCEETHE KEEFEQE

CREEE o |

S8 I EF URRELBNENRSZE EERAERMERE - BB
BRENER  XRMEA—FR%E?E (ERERHEE ) P aAMELURH
MAEMRRY  BEE—RBRAFRINRRRE  BFTHEEREERS
MEBMAL - XMERETAHEEMEERIRAN 1996 £ —F—8EREE
AHAHEBARHE SN BRE - ERRIBEANEAGERE 2011 FHEE
ZERTERERERER  EESHKAMEALD -

EA - BRAKETERENSEHEEBEANORENRELTE  MaH
MAETFEEREATESEAANESHTNER G 28 - EPREMH
PEHRAANSF  BEMAMERRY  BEEEERZA HHSEE
BEHEZR— NFUSHEEENE - MR ENFHRmiEE 53868
BHES—MAOEBHIRE ? NESRENERE ? RRERREEE
B ERBEEER L ? NBEET  BFNEENEZEH  HIERE
MXZMNEE  BEMILE  UFERTRHE - fHOEEREAN
REERERNEH FNZEERENEFZR NERSHEEIERNE
=h o ERLBERENEER SEHEEHAYNRRRESE

5oRt ( BTERIEEE ) 91996 FrlE aABMEENLEER Bt A2EENE
BAHEtRIRAF—RIANESBEMBEESHIER - BRFRP BEAE
MLEMRICERAME  RE - BHE  BEKZENH  BIBERF - & B
REEME R TAAHERESMENTEREAOGUERRI - 2R

g )

BEREET SETENHERE—— A AESENERLQ L EILBERS
T REMBEENLER  MEPRKELENANE  UFNEHAM—KE
BEENTE  MHRIRIBEEXRE  THETHZRNEEERFE—KK

Bo

HAR 1990 EREBWER KA+ E, (lost decade) » HIETFH
HARZEXRERDE > MARERITENBSAMEARERE - KYFE
ARBAREREHFHOERELF  WERISEEER » BESETMARE
5o ElE (BESHEE ) NER REEUNAABATHSBEMAIE
ERREEY REREZI BRTHEEELENREHER - FE
FBEENEE—H— Bl X &R - [E Banksy BEEBNERZEAE
AEENS—ETRE  AABRRUMEREERINEEL  BEEsERALE
PEABPTEERIAR  REBBCHERRRE  {MSHE —LREERE -

BROEREABBEEE  $—EARARHUSROERERUENNES
BEGMEA - RET(ERRE) LRESNNREZS @ SHERBHA
f T2 UEBENNFEREENOE - MAalmn ( ETee#E ) 8L
BGHOLN  FREBEAORE  EERARKNER  BREEAENOE
EE—(UBRENAEAENFRBELEETEENES

Still from Vertigo (1958) by Alfred Hitchcock
Photo: Courtesy Hitchcock estate
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CHEN KE B =]
(B.1978)

1955 - NEW YORK - 29 YEARS OLD

signed in Chinese, dated ‘2016 (lower right); signed,
titled and inscribed in Chinese, signed, dated, titled and
inscribed 1955 - New York - 29 Years old oil on canvas
200x130cm chen ke 2016’ (on the reverse)

oil on canvas

200 x130 cm. (37% x 76 %4 in.)

Painted in 2016

HK$1,500,000-2,500,000
US$200,000-320,000

PROVENANCE
Galerie Perrotin, Hong Kong

Acquired from the above by the present owner

EXHIBITED
Hong Kong, Galerie Perrotin, DREAM - DEW, May - June, 2016.

Marilyn Monroe in New York, 1955
Photo by Ed Feingersh/Michael Ochs Archives
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| used to think as | looked out on the
Hollywood night — there must be
thousands of girls sitting alone like me,
dreaming of becoming a movie star.
But I'm not going to worry about them.
I'm dreaming the hardest.

- Marilyn Monroee,
inscribed by Chen Ke on top of the painting
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Chen Ke was born in 1978 and graduated from the Sichuan Fine Arts
Institute in 2005 with a master's degree in oil painting. In 2016, she
held a solo exhibition at the Galerie Perrotin, Hong Kong, entitled
Meng Lu (Dream Dew'). She said, 'The "dream" part means being

a dreamer. Marilyn Monroe was a girl who loved to dream, and
Hollywood was a dream factory. "Dew" refers to dewdrops. Life is
short, but it is a moment of unforgettable radiance. So the two words
"Meng Lu" (‘(Monroe' in Chinese) are a metaphor that sums up her life.
Life is like a dream, like dew, because it is so short and so precious.’
A large, important work, Chen Ke's 1955 - New York - 29 Years Old
featured the most distinct theme and the most vivid subject in her
exhibition.

As a female artist, Chen Ke has a special concern for the experience
of life and human nature, and the changes they undergo. Digging

into what seem like the ordinary passing moments of life, she seems
to be telling us to cherish the feelings and expressions to be found

in each. Recalling how she created 1955 - New York - 29 Years Old,
Chen says that 'The entire process was simultaneously painful and
joyful. | was both director and actor; | was Marilyn and myself as well.
| was in Beijing, in Los Angeles, and in New York too; and it was both
today and yesterday.' Through the painting, Chen found a connection
between herself and Marilyn Monroe, and an emotional connection
through which the work reaches each of its viewers as well. As a
female artist, she depicts female subjects from a different point of
view than might be adopted by a male artist; she downplays the
sexual characteristics of her subjects to avoid making them consumer
objects for the male viewer. She portrays them in an objective style
with a level or slightly uplifted gaze, and at the same time, she seeks
to analyzing her subjects and mine each of them for their feelings and
inner states.

In 71955 - New York - 29 Years Old, we see Monroe standing on a
balcony of New York's Ambassador Hotel, pulling deeply on her
cigarette and gazing into the distance. Shaping both Marilyn and her
background in her own unique style, Chen Ke attends to every detail
of her figure, her hair, face, and arms, to present a moment of Marilyn
Monroe's life in 1955 through her own artistic vocabulary. 'In a portrait,

I think there should be some different kinds of emotional aspects,’
Chen says. The large scale of the painting draws us in as Marilyn
stands amid a backdrop of tall buildings, and traffic streams by on the
boulevard below; this is the New York, the world's stage, that holds
such fascination for so many. But as the artist portrays Monroe, this
young figure in the great city, her career beginning to take off and full
of confidence about the future, she projects into her interpretation a
hint of her own reality. Thus in the painting we see both Monroe and
the artist herself; both face a future full of unknown possibilities, but
with a great sense of hope. While Liu Ye's work Daydream reveals the
artist's expectations and passion for his art career using the image

of the napping child, Chen Ke also expresses her own longing and
determination by depicting Monroe as an innocent figure. With the
emotional resonance she finds so easily, the artist tells a story through
the painting, conjuring feelings in her depiction that are not easily
dispelled.

“l used to think as | looked out on the Hollywood night — there
must be thousands of girls sitting alone like me, dreaming of
becoming a movie star. But I'm not going to worry about them. I'm
dreaming the hardest.”

- Marilyn Monroe

Chen Ke writes this passage, like a diary entry, at the top of her
painting, as if to remind herself and each viewer just how precious
our dreams are, and the kind of energy and spirit we once had. In her
previous work, Chen enjoyed experimenting with various materials to
achieve a more complex visual experience, but here she makes a return
to painting itself, employing unpretentious materials and speaking
purely from the heart. Chen Ke's fascination for Marilyn Monroe lies
in her spirit and zest, and in the dreams she harbored things which
seem echoed in the artist's own thoughts, and by means of the scene
she presents here, Chen raises them to the status of universal values.
The most lasting beauty can be found in the emotional revelations

of a personality that is determined, open, energetic, full of hope, and
holding firm to her aspirations.

Liu Ye, Daydream, 1997, Christie's Hong Kong, 26 May 2019, Lot 0453,
sold for HKD 7,325,000

2187 ( AHZ ) 1997 FE £L15& 2019 £ 5 B 26 B §7E% 0453
AR © 7,325,000 7T

Amedeo Modigliani, Nu couché, 1917-1918, Christie's New York, 9 November 2015, Lot 0008A,
sold for USD 170,405,000
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Marilyn Monroe in New York, 1955
Photo by Ed Feingersh/Michael Ochs Archives
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PROPERTY FROM AN IMPORTANT BRITISH PRIVATE COLLECTION
REEE R AE

CHEONG SOO PIENG # il &
(1917-1983)

Seated Lady PELF
signed and dated ‘SO0 PIENG 52’ (upper right) H¥ E2h
oil on canvas 19521
80.5x 61cm. (31% x 24 in.) s SO0 PIENG 52 (5.1)
Painted in 1952

iR
HK$600,000-800,000 -

US$78,000-100,000

PROVENANCE
Private Collection, United Kingdom

"I went (to) Bali on a sketching trip, and
there | was fascinated by the scenery and
by the Balinese women."

- Cheong Soo Pieng

"RETEEERESE ENESMZASHEER ©
- @A

Paul Gauguin, Self Portrait with the Yellow Christ, 1890, Musée d'Orsay, Paris, France.
R - BF ( BERUEBEEEE ) &5 1890 F /£H B3R RERYER
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Cheong Soo Pieng’s works of the early 1950s are considered
extremely rare and most important, with the artist only producing
about a handful of oil paintings each year during this period, making
them highly sought after by collectors around the world. Painted in
1952, the seminal year of the four Nanyang artist’'s landmark journey
to Bali, Seated Lady depicts a Balinese woman in a quiet moment
of contemplation, her head resting softly on one knee. Surrounding
her are various elements relating to everyday life: a bokor filled with
offerings, an intricately carved architectural panel and sculpture of
the guardian spirit Bhoma, all articulated in fine detail, expressing
his interest in the rich material culture of the Balinese people. We
know from his private collection of souvenirs from his encounters
with the various ethnic communities of the region during Cheong's
travels, that these objects were a deep and meaningful source of
inspiration. Indeed, looking at some of the works towards the end of
his career, such as Sarawak Ladies, we see a heightened resurgence
in his interest towards local cultural artefacts and practices as
evidenced by the attention to detail paid to the sarong pattern and
traditional accessories such as ear weights and tapung eno (traditional
headdress), signalling that this was not merely a romanticisation of
other cultures, but a deep respect and understanding of them.

Cheong's representations of Southeast Asia were often populated
with the forms of women, whose comfort and ease in their natural
form and beauty provided an exotic and refreshing base of artistic
inspiration. Traditionally, women formed the core of domestic life

and provided Cheong with a greater comprehension of practices

of the cultures he so keenly observed. Looking at Seated Lady, the
lone figure takes up the greatest part of the picture, reinforcing

her centrality. Figures at rest are an iconic visual trope frequently
revisited by the artist, due partially to his desire to achieve a subject in
a relaxed a state, but also as a signifier of the hard work and labour of
the people that Cheong sought to capture in his work.
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In Seated Lady, the Balinese architectural element carved with

a floral motif acts as a repoussoir, which Cheong combines with
diagonal outline of the raised platform that the bokor is placed on

to link our space with the figure's, drawing us into her world. The
female subject strikes an enthralling form with contours delineated
in fluid and elegant strokes, while the textural elements around her
contrast with the expansive smoothness of her skin, accentuated
through strong vivid tones. The work also exhibits Cheong's expert
knowledge of colour, with a harmonious energy achieved through his
bold use of brightly-hued tones of vermillion in the background and
in the intricate motif of the bokor to complement the cooler tones of
the figure's mauve sarong. The heavy use of black is a hallmark of
Cheong's style during this period, signalling the influence of Western
Modern movements such as Fauvism, Surrealism and Cubism. The
mask-like features of the figure in Seated Lady achieved through
strong outlines and harsh contrasts parallels that of Henri Matisse’s
nudes, while the broad areas of relatively flat colours that display
subtle variations seem to draw inspiration from the painting technique
of Paul Gauguin. The spatial order of intermingling panes of colour
hints at the Cubist movement developed by artists like Pablo Picasso
and Georges Braque. However, this did not mean Cheong tried to
mimic the work of Western artists, but rather only appropriated
aspects that suited his own purposes in order to achieve a unique
personal style.

Seated Lady demonstrates Cheong's ability to masterfully combine
colour, form and expression, establishes the artist's distinct
contribution to the Nanyang Style, and affirms his sensitivity and
respect towards the traditions and people of the Southeast Asian
region. Fresh to market, this work marks the beginning of Cheong's
lifetime of continuous innovation and experimentation, which would
pave the way for future developments and artistic breakthroughs
throughout his career, earning him his place as one of the foremost
artists of his generation.

Chen Wen Hsi, Liu Kang, Cheong Soo Pieng, Luo Ming, Chen Chong Swee, Zhou Bichu at Rudolf Bonnet's house, Bali, July 1952.

Photo: Chen Chong Swee
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Cheong Soo Pieng, Sarawak Ladles, 1980. Christie's Hong Kong, 20
May 2016, Lot 3014, sold for HKD 3,400,000
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Georges Braque, Head of a Woman, 1909, Musée d'Art Moderne de la Ville de Paris, Paris,
France
Artwork: © 2020 Artists Rights Society (ARS), New York / ADAGP, Paris

BiA - fotise (ZAEE) 1909 &E iAE B2 B EEYEE

F(BELTF ) G PLLTEAEEMBELETA - TS EBENEREER
AR MENE TR aRZIEMeENEAREENEHRNEHT
B AR —ERENE  REIRMAEERHER - BiR LIRS B EHN
F5 BUEBNSEEEENHZZ . wNERHEBRNOYm B8R
iR SR E TR BB RRNNERRELL - (feEKthRETEN
EHEASBBHRI  MESS LR  UR NS, B8 LEPEE » Kig
ERTHAMNRIE  REELEAXEBYERNEH - SRBNENS
BMFRBLUAEBNESRHER  ARTELRAESEMOZE | WHFEIK
BRELHRMIEIRE - BRRIAZINREBEMBROEL 6 (LEL
F)EBNREFREARBERNGE  EERESNRFEREESF - 5
FENRZFREREL - MEFNERELR @ HE19—NESHER - A8
g - LUFRERE - SENFSRIRNERN - AR RIRNZBEERE
HIBH ) BREURIRETENERRNBA - HHAERE o A ELF
BIRENMFRERMEARMANEMRIER ) R » ENSMIEREEED
LEEHEIEBENNENESD @ LARtBEERIEARLE -

e r i RS AIER SR EMbEL M RRE T RRAR L ARTERE
B - WIRFmBEREDSRE TR T ENE R R ERE0aSRE
FmEE T EEZEMEERENRNEENER  ERMFRESEREZMNR
ZHEZRNEIMAT o



109 LE PHO 235
(1907-2001)

Femme au perroquet (Lady with a Parrot)

signed in Chinese and signed again ‘Le pho’ (upper right)
ink and gouache on silk

38.5x28.5cm. (15 x 11 ¥ in.)

Painted circa. 1938

one seal of the artist

HK$1,600,000-2,600,000
US$210,000-340,000

PROVENANCE
Private Collection, Asia

Hans Holbein the Younger, Portrait of a Lady with a Squirrel and a Starling,
probably Anne Lovell, c. 1526-28, National Gallery, London.
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Four elements form the basis of this magnificent painting: the female
figure, the place, the parrot, and the bowl, with each of them having
special significance in the current painting.

The woman as the main protagonist is dressed in her traditional ao
dai, her Tonkinese headdress, a long scarf undulating around her
body. She is well poised with distinction, her general posture and the
grace in her gestures reinforced by her dark blue clothing. Her face,
anonymous, of extreme beauty, endowed with dignified strength, is
beguilingly half-amusing and half-provocative, the very embodiment
of a Vietnamese woman. Fearless and bold in expression, she
grasps the branch with her right hand, seemingly not showing any
apprehension.

The place and setting expresses a certain austerity confirmed by

the dark tones of the gouache and the energetic use of ink for the
woman's hair. The space, in an assumed verticality, is divided by the
two-colored curtain (blue-grey on one side, yellow on the reverse).
The inside with the faded branches of the tree on which the bird is
perched; the outside where the greenness of the leaves are refreshing.
A branch of the tree, seems to emerge from behind the bird's body
like a claw towards the woman. This dead tree, is used as a perch -
while nature is otherwise vibrant behind the half-open curtains - what
does it mean? Le Pho does not want the observer to go astray with no
landscape in the background - an aspect he likes to paint then at the
time and the painter enjoins us to concentrate on the only scene that
is worthwhile: the meeting between the woman and the bird.

The bird is an exotic species in Europe, but has been present at least

since the Middle Ages in captivity as a property reserved for the elite.

Itis a red-crested cockatoo with a blackish iris (thus a male) typical of
a species from the Moluccas. It feels the close hand of the female as

a danger as evidenced by its erect crest and flapping wings.

Le Pho standing in front of his early works.

B SRuLTE( R HARYE R AD -

The bowl held by the woman forms the link between the woman

and the bird: lacquered green on the outside, silvery on the inside, an
allusion to Vietnam, the object serves a secondary purpose within the
composition. The artist is not very precise about its contents: perhaps
it holds a kind of wheat bran to feed the bird, or something else to
sustain the woman?

As always, in Le Pho everything is an allusion. Softness is the
message.

And here, Le Pho represents the east through the woman. The bird
is the west. The first one is already westernized by her quest. The
second is already exotic. The two worlds do not have to face each
other since there is no discord between them, just acceptance. There
is no attraction without fear and both seemingly feed off each other's
food.

Le Pho, who settled permanently in France in 1937, has always
proclaimed his extreme fascination for the European Primitives
which he discovered in France, Belgium, Germany and Italy in 1931-
32. However it would be too simple a reference to Le Pho to confine
him into one and only influence. As much as he renounced the
Chinese influence in 1934, he liked to draw inspiration from the best
Europeans, both ancient and modern. He is influenced by European
painters: elders such as Mantegna, Tiepolo, Holbein the Young, Titian
and two, Bonnard and Matisse, whom he met in France and for whom
he had a great admiration very early on.

Thus in The Woman with the Parrot Le Pho completes Titian with
Matisse, Hans Holbein the Younger with Bonnard.

With Titian, for the first time in the history of painting, color prevails
over drawing and light over line. Matisse imposes ‘fawn’ colors, a
conquering light but reintroduces the color line essentially as in

his masterpiece Portrait of Greta Moll, 1908 (The National Gallery,
London). Le Pho does the same with a clear light that enhances the
naturally matte tones of the gouache, which intensify each other.
Hans Holbein the Younger Lady with Squirrel and Starling was so
good at blending Italian subtlety with Dutch candor. Le Pho excelled
at giving an Asian body to what is an European soul. Bonnard used
to repeat, "Art is not nature”, as this silk and all his work shows, Le
Pho is reluctant to naturalism.

Let us add to reveal further the allusive aspect in Le Pho’s painting
that the parrot, since the European Middle Ages, is the symbol of the
resurrection of the Immaculate Conception and thus of Christ. And
here it appears premonitory:

In ten years of my regular talks with Le Pho in his bright apartment
on Rue de Vaugirard, not once had the subject of religion been
mentioned. Yet Le Pho died in the religion of Christ. It was Paulette
Le Pho herself that shared this with me after the funeral of her
husband in 2001 celebrated in the Church of Saint Francois-Xavier.
Converted to Catholicism, Le Pho had taken the baptismal name
"Victor", in homage to his revered master Victor Tardieu.

The Woman with the Parrot is a fundamental work of Le Pho which
marks the mental shift of the painter towards the West. The journey,
with no return, takes place there, in front of us.

And it is here that we witness the pleasant triumph of a painter over
himself.

Jean-Francois Hubert
Senior Expert, Vietnamese Art



Le Pho, La Jeune Fille Aux Pommes-Cannelle, 1938, Christie's Hong Kong,
11 Nov 2016, Lot 1, sold for HKD 4,380,000

Artwork: © 2020 Artists Rights Society (ARS), New York / ADAGP, Paris
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Le Pho, Nostalgie (Nostalgia), 1938, Christie's Hong Kong, 24 Nov 2018, Lot 44,

sold for HKD 5,620,000

Artwork: © 2020 Artists Rights Society (ARS), New York / ADAGP, Paris
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PROPERTY FROM AN IMPORTANT EUROPEAN PRIVATE COLLECTION
BRI EEZFA A ML

110 LEONARD TSUGUHARU FOUJITA B H & ia
(1886-1968)

Nu de dos (Nude from the Back) RBRuzzE

signed in Japanese, signed and dated ‘Foujita 1924’ H¥ E2h

(lower left); signed in Japanese and signed ‘Foujita’ 19245F4E

(on the stretcher) FREE - R Foujita 1924 (A£F) 5 @34
oil on canvas Foujita (EBSHELR)

64.7 x 54 cm. (252 x 21% in.)

Painted in 1924 FIE

EERBS FAAMTTER

HK$4,000,000-6,000,000 ECF B FAAMIREL (199 0FF(LREHED)

US$520,000-780,000 e
PROVENANCE IAERMIFRE - HRBRERZIERFES

Private Collection, Belgium
Private Collection, Belgium (acquired in the 1990s)
Thence by descent to the present owners

The work is accompanied by a certificate of authenticity
issued by Sylvie Buisson

"To paint nudes [...] with the clear objective
of depicting the quality of the most
beautiful material that can be: that of
human skin."

- Foujita, “17 years in France”,
in Album of Tsuguharu Foujita, Tokyo,
Asahi Shimbun Sha, 1929.
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Alexandros of Antioch, Venus de Milo, 130-100 BC,
Musée du Louvre, Paris, France
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Lucie Badoul, known as Youki, posing for Foujita in his studio
570 - BE - BT AEANTEERMGREERIER -

In the soft light of dawn, a milky-skinned Venus emerges from bed,
looks out the window to the tranquil ocean and delicately slips her
fingers into her dishevelled hair to fashion a braid. It is the year

1924 : Leonard Tsuguharu Foujita met Lucie Badoul a few months
ago with whom he has fallen passionately in love at first sight. It is
said that when he met her, he disappeared from the Montparnasse
district in Paris for three days, imaginably tucked away in this

very room depicted in Nude from the Back. As an extravagant and
outstanding figure of the Parisian cultural scene, his absence did not
go unnoticed. His friends feared that he was wallowing in sorrow
following his separation with his second wife and painter Fernande
Barrey. He was in fact basking in joy with his fair-skinned beloved that
he would tenderly nickname “Youki” (meaning “snow” in Japanese).
The romantic meeting opened a new era in his artistic and personal
journey as she became his wife and muse. For the next decade or so,
he would elect Youki as his preferred model, painting her in his studio
from all angles, always seeking to capture her light.

The present painting stands out as one of the rare depictions of
Youki before she cut her hair short, as it was the fashion in France

in the 1920s, the "Années Folles” (“the Crazy Years” in French). Her
rich auburn mane cascades into long streaks on her plain snowy
back creating a strong visual contrast. But probably the most striking
feature of this unique painting is the subject of the window opening
to the ocean. One year prior, Foujita painted an almost identical work
titled Nu a /a tresse, depicting Youki in the same position standing

in front of a window, with curtains drawn, but no landscape in the
background. Foujita was known to trace his works over and over again
from paper to canvas until he found the perfect outcome. This final
work was made to his utmost satisfaction to the point that he never
painted another nude in front of the ocean.

Referencing Henri Matisse's iconic paintings of windows, Foujita
exploits the window's intrinsic duality as both an opening and a barrier
to generate a tension between illusionistic depth and modernist

flatness. The distant ocean is rendered in an almost naive style with
oversimplified waves, compressing the infinite landscape into the
window's plane. Joining the outer world and the inner sphere of

the human presence, Foujita affirms his virtuosic grasp of Western
Modernity.

Framing the painting, the soft lines of the open curtains echo the
contrapposto stance of the figure, where the weight is shifted to one
side, bringing the shoulders and hips to opposing tilts. This posture
which emerged in ancient Greece suggests a relaxed attitude with
subtle movement that denotes life. Influenced by Classical Western
art, Foujita eschews the traditional precision of classicism and
presents instead a looser, more fluid and expressive technique of
painting the female figure. Indeed, the depiction of the body is not
anatomically perfect, with a left shoulder too short and the arms too
long, but accurate skeletal detail is replaced with a greater desire to
express sensuousness and a cohesive composition.

The sensuality and sense of display in this work is reminiscent of the
French 19th century painter Jean Auguste Ingres, who also drew the
voluptuous female bodies by distorting their anatomy. Nudes depicted
from the back are extremely rare in Foujita’s repertoire and it is quite
possible that he drew his inspiration from Ingres’ masterpiece hanging
at the Louvre, La Grande Baigneuse. Painting Youki looking into

the distance as she would be looking to the future, Foujita paints an
enamoured subject hopeful of a radiant future. As she later wrote in
her memoirs, “In 1924, life was easy, business flourishing and Foujita
started to be known. We were in love with each other, we were good,
and kind and happy of everything”.

The present painting is evidence of Foujita's ability to depict a
resolutely modern female figure. Unique for its subject of a nude from
the back facing a window opening to the infinite ocean, this work is

a charming testament to his burgeoning passion for his muse Youki,
filled with hope and promise.
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Jean Auguste Dominique Ingres, La Grande Baigneuse, 1808, Musée du Louvre,
Paris, France
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Léonard-Tsuguharu Foujita, Nu a /a tresse, 1923, private collection
Artwork: © Foujita Foundation / Artists Rights Society (ARS), New York 2020
PRMRDA ( SRIEH ) 1923 FF FAAWER
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PROPERTY FROM AN IMPORTANT AMERICAN PRIVATE COLLECTION
EJEEETIWNE -

KEHINDE WILEY 524t - Bl

(B.1977)
Sainte Lucie BOEEPY
acrylic on canvas, in artist's frame B £ BMREE
183 x 152.5 cm. (72 x 60 in.) 20054 /E
Painted in 2005
KR
HK$500,000-650,000 £ 8 Conner S fLE(iBEE
US$65,000-84,000 HEEEE DREE
PROVENANCE
Conner Contemporary, Washington, DC, USA
Acquired from the above by the present owner
T L “The great heroic, often white, male hero
';@y/ . - dominates the picture plane and becomes
L’ E \ \‘ﬁ: larger than life, historic and significant.
/ & N : . :
‘(& } That great historic storytelling of myth-
‘L g making or propaganda is something we

% y < i inherit as artists.”

- Kehinde Wiley quoted in The Guardian (N. Sayej,
"Kehinde Wiley: 'When | first started painting black women,
it was a return home',” The Guardian, Jan 9 2019).

"TRERLRREN BESBASENERMRE
g BERRES ERR EEMERELME - E
; BEELNAANSE @ FeMEas  TRERES
RRMAEREiRATEATRA -

SANECIA e - EA 0 5IRB#ER (N. Sayej PriEE
(EHPnEErsELt  AEREBOEE ) HR

20195 1H9H)

Francisco Zurbaran, Sainte-Lucie, circa 1635-1640, Musée des Beaux-Arts,
Paris

EPIPEERR) - THER ( E25EFE ) 1635-1640 FH{E (AR B3 BB AR
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Born and raised in South Central Los Angeles, Kehinde Wiley grew
up exposed to classical art from an early age. Weekend visits to the
Huntington Art Gallery, and a summer spent studying art in Russia
meant that he was very familiar with the genre of Western portraiture
and figure painting. After earning his BFA from the San Francisco
Art Institute (1999) and MFA from Yale University (2001), Wiley
became an Artist-in-Residence at The Studio Museum in Harlem. It
was during this period, in the early 2000s, that Wiley began to create
portraits of the young black men that he would meet on the streets

of Harlem, portraying them in the style of old master paintings by
Renaissance artists. In 2018, Wiley was chosen to paint the official
portrait of President Barack Obama, which now hangs in the National
Portrait Gallery in Washington DC.

Sainte Lucie depicts a young black man wearing a brightly colored
football jersey and an orange bandanna. Yet he holds a green branch
in one hand, and grasps a plate containing eyes in another. These
objects are the traditional attributes of Saint Lucy - Sainte Lucie in
French - a catholic saint and the patron saint of virgins and the city of
Syracuse. She also came to be thought of as the patron of sight, and
from medieval times onward would often depicted be carrying a dish
containing her eyes. The green branch symbolized her martyrdom,
and is a symbol of victory over evil.

Kehinde Wiley, President Barack Obama, 2018. National Portrait Gallery, Washington DC
Artwork: © 2018 Kehinde Wiley
e - JA ( REEIEYE ) 2018 S S5 FERMBE EN HIREE

By replacing the traditional European female figure of Saint Lucy

with a young black man from Harlem, Wiley engages in dialogues of
class, race, and masculinity, challenging art historical tropes and the
images that we are familiar with seeing in art. He paints his subjects
wearing contemporary streetwear, yet situates them against patterned
backgrounds drawn from classical decorative arts.

“Status and class and social anxiety and perhaps social code are all
released when you look at paintings of powerful individuals from

the past,” notes Wiley. “However, there's something to be mined and
gained by looking at them in a new way. What happens when you
see black bodies that have not previously been celebrated on the
walls of the most important institutions in the world? What happens
when you see them dance across the screen of a canvas? They start
to read differently. It becomes a question of “How do we code the
body?” Not only in current time, but how does that current time
reflect everything that we know historically, art historically and socio-
historically?” (Kehinde Wiley, in an interview with Richard Holland,
Duncan MacKenzie, and Dr. Amy Mooney, Bad at Sports, Episode
263, podcast, January 15 2013).

—— " s oF ki 'q‘.{jﬁ: AT

BTy i
P e AR e R e

Francesco del Cossa, Saint Lucy, circa 1473-1474, National Gallery of Art, Washington DC
FRRATEERRL - BE - RlpE (E25E7G ) 40 1473-1474 FAF ) ZEA%1E El5 B EREETR
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Lot 111 Detail BB

¥R - BRAEECETPREEHAE « AR ERIRSPMEE S RE - B
AEMLAZEEERRE  WAT —BESXEREHREE Z - BEE
B BEFEALEGENANBESEZDMAR - 1999 F - ttESINE
M B REVS 242 L2 - 2001 FAEIE KEERBMAFELE & HF
P ABAIIR M E TIF= EYENEERNER - 21 124 > FRFHRERNE
ERISHEMARMOER  RUERHEEMBINFEFEBHERER -
£2018 & HABEREHNEREHR - RESBRESR  AFREAER
RERBEFREBEZREGRER

(ZERAE ) PHFEIFEEMSSREHENERER Y  HEHE—(Fs
BEMEN - —FEEFEEK  3—FRRRERE—HRKRNER - EL
MmEREEEATNERSE - EREADEREXFHN—ZEL  BEEH
MmAISTEM o R ARARRBAVRER ) BRERERLE BRGNS
15 BB FEREERNER - tE P —FASIORREER » TEZRE
MRS HERENAELE -

FEIEED AU —2REEHRENFRIEESBM - BT BRIt
g BRERIERER T —HRRER RS DS » hEiiRE
i RhHRMNEUABNEREFNTR - tARAHERGRHETNES
3 ANSHERECAEMZMANERE RS EEHLHE -

FRMBEEELADEFRE - B0 B L2EE  UREHER 13
ESERER 1 BAFR > TR ERMUSERRFELEF KA
DJUZRIERHER - SRESHARERONEBEL > FRZEZ
PENEBALSE  SREMGE? EBEREZELHRASHTTEYN &
EHERE ? AMMERBUTENENER  BESE " RONTREER
7, EAMEREET  MEE TNARERMAAENERN—? ) (5
=0 - B HIEE - R B - Buih 0 URICK  BRETHEX -
2013 F 1 B 15 BR9IER » 55 263 & » (BEBPIINE))
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N2 PETER SAUL 15 -F&

(B.1934)

Two Napoleons Crossing the Alps

signed and dated 'SAUL '15' (lower left)
acrylic on canvas

203.2 x177.8 cm. (80 x 70 in.)

Painted in 2015

HK$900,000-1,200,000
US$120,000-160,000

PROVENANCE
Mary Boone Gallery, New York, USA

Private Collection
Anon. sale; Phillip’s, New York, 16 May 2018, lot 323
Acquired at the above sale by the present owner

EXHIBITED

New York, Mary Boone Gallery, Peter Saul: Six Classics,
November-December 2015.

Jacques-Louis David, Napoleon Crossing the Alps, 1801, collection of Chateau
de Malmaison, Rueil-Malmaison, France

52 85 AE ( EWmEIRERETIL )
1801 S{F iZEl B1k - IBERENR IHEERIER

i B == 1% = &4 it B i 22 i L
B £

201581E
k- SAUL 15 ()

RiR

== 749 Mary Boone=JEg

FAN R

E 247 #1# 2018558161 #wsi 323
RE=iEE FinE

RE
2015811-128 TPete Saul: Six Classics
Mary BooneZ &R $H#Y ===






PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION
EEFAA R

13 KAWS

(B.1974)
MISSING i
signed and dated ‘KAWS.. 17’ (on the reverse) B £
acrylic on canvas 201751
213.4 cm. (84 in.) diam. FEE C KAWS.. 17 (E28)
Executed in 2017

KRR
HK$3,800,000-5,800,000 e
US$500,000-750,000 IR E LR e

PROVENANCE
Galerie Perrotin, Paris, France

Acquired from the above by the present owner

Frank Stella, Harran I/,1967, Solomon R. Guggenheim Museum, New York, USA
Artwork: © 2020 Frank Stella / Artists Rights Society (ARS), New York
B5e - Bt (D&M |1) 1967 S-{E 56 449 FT7EPT - RSt
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Philip Guston, Painter's Forms I1,1978, collection of Modern Art Museum of Fort Worth, Texas, USA
Artwork: © The Estate of Philip Guston, courtesy Hauser & Wirth
FEFIES - INERIE ( EREER 1) 1964 S 26 @ KEFRIRAEMNEE

One of the most iconic artists of his time, KAWS has created a

rich, multi-media universe that seamlessly traverses the boundary
between art and popular culture. Spanning sculpture, painting and
screen prints, as well as numerous collaborations with toy, fashion and
furniture designers, his creations are recognised across the world for
their wit, bold visual language and technical prowess. KAWS came

to prominence at the turn of the millennium, having started life as

a graffiti artist in New York during the 1990s. He brought with him

an army of characters defined by their X-d out eyes and skull-and-
crossbones heads, whose mixture of pathos, humour and defiance
would come to be synonymous with his practice. Extending the legacy
of artists such as Andy Warhol, Claes Oldenburg, Keith Haring, Jeff
Koons and Takashi Murakami, KAWS poses important questions
about the nature and purpose of art, asking where - and for whom

- it truly exists. His creations, in turn, have defined a generation: as
the critic Michael Auping has written, 'KAWS is not just referring to
pop culture, he is making it’ (M. Auping, ‘America’s Cartoon Mind’, in
KAWS: Where the End Starts, exh. cat.,, Modern Art Museum of Fort
Worth, Texas, 2017, p. 63).

Born Brian Donnelly in New Jersey in 1974, KAWS developed his
distinctive moniker as a teenager, tagging the name on a roof outside
his high school where it was visible to fellow students. ‘'When your
whole art is based on the lettering you choose, you kinda figure out
what ones work together’, he would later explain. ‘I just liked the
shapes of the k, a, w, s' (B. Donnelly, quoted at http://www.artnet.
com/artists/kaws/ [accessed 6 May 2020]). He subsequently
attended the School of Visual Arts in New York, graduating in 1996,
before working briefly as a background painter on animated cartoons
including 101 Dalmatians, Doug and Daria. During this period, his
graffiti practice took off in earnest: unlike many of his peers, he would
remove posters from city walls, subways and bus shelters and draw

over them at home, before returning them the next day. Some of
his earliest characters came to life through this practice, known as
'interventions’. Gradually, it brought him to the attention of the art
world, the public and major brands, taking him to cities including
Paris, London, Berlin and Tokyo.

In 1999, KAWS shot to fame with the limited edition vinyl toy
COMPANION, produced in collaboration with the Japanese clothing
brand Bounty Hunter. It was the first time one of his images had come
to life in three dimensions, and was an instant sell-out success. With
his gloved hands and forlorn, deeply human posture, COMPANION
went on to become one of his most recognisable creations, touring
the world as a monumental sculpture, gracing the 2012 Macy's
Thanksgiving Day Parade as a 40-foot-long balloon and occupying
Victoria Harbour in Hong Kong as a gigantic floating inflatable in
2019. Standing over two metres tall, SMALL LIE (2013) relates to

a gigantic version of COMPANION that appeared at the Yorkshire
Sculpture Park in 2016: KAWS' first exhibition at a UK institution.
Made of Afromosia wood, he is characterised by a slumped stance,
bent knees and Pinocchio-like nose, his face downcast in sorrow.
Over the years, KAWS would forge other beings in this manner, often
appropriating well-known cartoons and endowing them with his
trademark features. CHUM (Pink) (2009) exemplifies another of his
well-known creations, his body reminiscent of familiar cartoon icons.
By marking these cheerful characters with skulls and crosses, KAWS
rescues them from the world of fictional happy endings, re-casting
them as flawed, emotionally-complex beings.

Alongside his sculptural practice, KAWS is also celebrated as a
painter. MISSING (2017) is a large-scale example of his kaleidoscopic
‘tondo’ paintings, offering a closely-cropped view of an unidentifiable
cartoon face. Updating the traditional associations of the format,



Photo: KAWS portrait by Nils Mueller for Wertical

which came to prominence during the Renaissance, these circular
canvases confront the viewer like blown-up collectible lapel buttons,
their subjects reduced to a series of abstract geometries. NO
GUARANTEES (2012) depicts a neon pink figure jetting off from

the ground with arms and legs thrust backward. He is captured the
moment after lift-off, suspended amidst floating geometric shapes.
Through the careful placement of shapes and colours, KAWS is able
to freeze his subject, trapping its kinetic energy and imbuing the work
with a sense of frenetic mobility.

Scanning, cropping and reworking pre-existing imagery, KAWS
produces a line drawing which he annotates with colour selections and
projects onto canvas. Using a sponge, he lays down multiple layers

of paint - often up to nine or ten - to achieve a glossy, impenetrable
surface. "His paintings do not privilege the artist's hand’, writes Monica
Ramirez-Montagut; "... We do not see his brush stroke. However,

his meticulous craftsmanship stands up extremely well to thorough
and close inspection; the canvases navigate between their uncanny
meaning and their own material significance’ (M. Ramirez-Montagut,
'KAWS: Seeing You Seeing Yourself’, in M. Ramirez-Montagut et

al, KAWS, New York 2010, p. 130). The results bear witness to his
fascination with the obfuscating abstract visions of Gerhard Richter,
asking the viewer to search for recognisable signs of life within a
maelstrom of colour and form.

Throughout his practice, KAWS has repeatedly challenged the
distinction between 'high” and ‘low’ culture, championing traditional,
labour-intensive methods in the same breath as viral collaborations.
After launching his own fashion label OriginalFake in the early 2000s,
he went on to work with brands including Supreme and Uniglo,

as well as developing his own pair of Nike Air Jordans. In 2019, he
collaborated with Dior designer Kim Jones to create a 33-foot high
sculpture of his character ‘BFF’, which featured in the brand’'s men’s
summer show and subsequent advertising campaign. He has designed
guitar picks with John Mayer and album covers for musicians such

as Kanye West, as well as creating the bottle artwork for the scent
‘Girl' by Comme des Garcons and Pharrell Williams. Elsewhere, his
characters have sprung to life as furniture in collaborations with the
Campana brothers. At the same time, his work remains plugged into
the currents of the fine art world, with the Museum of Modern Art in
New York releasing a further limited edition run of his COMPANION
toy in 2017, and a major survey of his work planned at the Brooklyn
Museum for 2021. In his endless navigation between the two realms,
KAWS continues to push the boundaries of art-making in the twenty-
first century, redefining its parameters for a new era.
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PROPERTY FROM AN IMPORTANT AMERICAN PRIVATE COLLECTION

ESEEE VNG -

KAWS
(B. 1974)

NO GUARANTEES

signed and dated ‘KAWS..12' (on the reverse)
acrylic on canvas

173 x 218.5 cm. (68 x 86 in.)

Painted in 2012

US$810,000-1,100,000

PROVENANCE
Galerie Perrotin, Paris, France

Private Collection, France
Acquired from the above by the present owner

EXHIBITED

Paris, Galerie Perrotin, IMAGINARY FRIENDS, November-
December 2012.

Al Held, Mantegna's Edge, 1983, Boca Raton Museum of Art, Florida, USA
FaIRg - #FERE ( Mantegna's Edge ) X (BfREE @RIIABTIEMEE

B|iERE

E3val=—Li
20125F1E
;0 KAWS.12 (BE)

KR

EE BER BinE 2
TRE FANIBTER
IR & B B e

RE

2012811-128 TIMAGINARY FRIENDS Ei&E

£ B2 EE]
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION
oM EEEERA A LR

EDDIE MARTINEZ 5@ - BT A Hf
(B.1977)

Florida #2 (Mailbox Margie)

signed and dated 'E - MARTINEZ - 18' (lower right)
silkscreen ink, oil, spray paint, enamel and paper towel
on canvas

190.5 x 243.8 cm. (75 x 96 in.)

Painted in 2018.

HK$2,400,000-3,800,000
US$320,000-490,000

PROVENANCE
Timothy Taylor, London, UK

Acquired from the above by the present owner

EXHIBITED
London, UK, Timothy Taylor Gallery, Eddie Martinez,
October 2018.

BEBEE #2 (EHERBR)

SABEDRIHEE SH% 185 B M =%
201841E
=2 0 E - MARTINEZ - 18 (BF)

RKiR

ZE @3 Timothy Taylor =&
b sy = W abu==J I

BB

20188108 TEddie Martinez, Timothy Taylor=SJEs fR2X
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

TR NEERA A LEL

HUANG YUXING =5 &
(B.1975)

Enlightening

signed and dated 'HUANG YUXING 16-18’
(lower middle)

acrylic on canvas

230 x 320 cm. (90%2 x 126 in.)

Painted in 2016 - 2018

HK$1,000,000-2,000,000
US$130,000-260,000

PROVENANCE
Private Collection, Asia (acquired directly from the
artist’s studio)

Acquired from the above by the present owner

BRiE

B £
2016-201844E
= - HUANG YUXING 16-18 ()

RIE
M FAANGE (ERBEEMRITIEE)
R B E L
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“The river is my favourite subject matter. To me, it is the physical
manifestation that represents the definition of time”.

In a sea of psychedelic neon colours, undulating lights sparkle with
ghostly allure. At the centre of the painting where the sky meets the
water, an oval in rose colour radiates like the sun while the ripples
carry its rays into the distant. A small and three-dimensional painting
is embedded in the middle of this large-scale work. The face on the
small painting grimaces as if his soul is trying to break free from the
canvas in order to reach broader horizons. Agitated yet calm, Huang
Yuxing's large-scale work Enlightening encompasses many of his
iconic visual treatments. With his layered nuances and optically
dazzling brushwork, the artist creates a scorching fantasy that is
spacious and full of hope.

Huang Yuxing's sensitive use of colours and rendering fills the picture
with dynamism and richly-detailed layers. Light and shadow, three-
dimensionality, gestures and actions, warmth and other sensations

of synesthesia are achieved through his semi-abstract expressions,
and these strangely familiar forms deeply resonate with the viewers.
The imageries of Enlightening are reminiscent of the majesty of the
universe, the milky way galaxy, and the ocean. In microscopic scale, it
also alludes to networks of blood vessels, musculoskeletal systems,
and cells. Such broad associations enable the viewer to feel life-
forces and experiences that are beyond visual stimulations. Using the
middle line of the painting as an axis, bubbles in rosy hue blossom into
a tapestry of sinuous lines. Such sophisticated composition infuses
the picture with a strong sense of energy that allows the viewer to
experience the perpetual vitality of the universe.

- Huang Yuxing

The luminous streaks of Enlightening unfold like a contemporary epic
poem that is full of pathos and unknown. At the centre this painting,
Huang Yuxing embedded a small painting-object. This ingenious
feature highlights the existential spirituality of an individual within the
immensity of the universe.

Huang Yuxing once said, “The river is my favourite subject matter. To
me, it is the physical manifestation that represents the definition of
time”. Works from the River series feature currents flowing horizontally
across the picture plane. This work differs from the River series in the
way that water seems to flow towards the source of light at the centre
of the painting and recede into the distant. The aura around the face
on the small painting wrestles with the source of light in the water.
Subsequently, another image of the face is cast on the big painting. As
the two faces intertwine, they are guided by a torrent of light into the
new world.

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. With
the masterful use of a kaleidoscopic palette and the meticulous
conception of mixed-media elements that confounds the mind, Huang
Yuxing was able to crystallise his monumental contemplations of the
universe, time, the self, and the future in the work Enlightening.

Georgia O'Keeffe, Lake George Reflection, circa 1921-22. Christie's New York, 19 May 2016, lot 14, sold at USD 12,933,000
Artwork: © 2020 Georgia O'Keeffe Museum / Artists Rights Society (ARS), New York
BiATE - BUES (BiAMBEIR ) #91921-1922 FF £1154R1%0 2016 £ 5 B 19 B #RS% 14 pL3c(H : 12,933,000 =5t
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PROPERTY FROM AN IMPORTANT AMERICAN PRIVATE COLLECTION

ESEEE VNG -

KAWS
(B. 1974)

CHUM (PINK)

incised with the artist's monogram, dated and
editioned 'KAWS..08 2/3’

painted bronze sculpture

52 (H) x33x15.2cm. (20%2x 13 x 6 in.)
Executed in 2009.

edition 2/3 + 1 AP

HK$1,600,000-2,400,000
US$210,000-310,000

PROVENANCE
Honor Fraser, Los Angeles, USA

Acquired from the above by the present owner

EXHIBITED

Los Angeles, USA, Honor Fraser, THE LONG WAY
HOME, February-April 2009.

KAWS" 'intervention’ in New York, Times Square, 2002
Photo: Courtesy Perrotin
KAWS R FEREMEES ) 4K RUELS 2002 &

CHUM (&)

FA8 SR BEEE

2009 1k

A& - 2/3 + 124z Gl hR
- KAWS.08 2/3

I;JE
BIZEL AW - SEEEE
}Es—z%ﬁﬁat %r‘

BE
2009%2-48 TTHE LONG WAY HOME |
ERE - BEREN ELH X0

"KAWS' CHUM is a character formed from
the chubby, amiable logo for the Michelin
Tires, originally developed in the nineteenth
century. “I was interested in him,” the artist
has said, “because he was the first cartoon
logo that was a made-up cartoon-like
personality.”

- M. Auping, ‘America’s Cartoon Mind’,
Where The End Stars KAWS, Texas 2017, p. 69

"KAWS 89 ( CHUM ) &gl » RIRBARKEMR
R — (B B R S ~ 53 A Z 8RB N RESMER » ME(EIE
e 19 WS RNERY o T REH bR R -
EfxR 'EREEF—EAERE  BEEREAYMK
R RBIREE © 5 |
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BptfEREl %698
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KAWS E5F2hsER A RERRENEN RS Z—  hAENSREX -
BEBENLE  HAFNSEENRRITXLBREEE - KAWS HERE
E TR « BE  MGEEIR ; BRI « B FRE RS FAERE
fEGR - KAWS EIEZMER « MEBEBESKIEFE  HIHASEE  FUtH
BEBS EERRTISNASEERR - KAWS £ 1990 FRGEMR KRR
BIMERER » 1A 20 R EATEERBHIIEANEY - EBNHERINAIE—
RIBERE  ELLUAPNERIU XMz  TEEGEIKAIE » B3R
AR REUMKBMHREER  BACHMBEIEERIOREE - KAWS K
BT L8 - R TRHIER - BREMAAE © ELER - 1AMK - ik - BERANA LIEA0RS
Mo HERZABNMBERERELER  FUEMNEEZRE  AHFENS
7 o IERAOL  REMmBRE T BR—R AN - (NBFFRET - BEFH:
TKAWS WIEBHIES AT : ECHERIERTL -0 (M - BE >
(ZEMEBOE) @ FTXER ( KAWS : &R150E > BEER) @ @I%
BRI ZEME 2017 F MR 5563 8H)

KAWS KEZHHEE - ERF 1974 EHENBERN AL ERPEHT
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HES—ER - "ERNEEEHSERRARENFEE  SAeTMmE
EEHEAERN ) KAWS BRBENGEE  'BMEIEEHk a w-
s WEFBHHE—RINET 1 (B B#HF > 511E http://www.artnet.
com/artists/kaws/ » R 2020 F5 B 6 H ) b2 EEAMBNMNRE
EMBRHME R 1996 EBE  EHEIISASEDERILSEMN 4R
BrRERN(101EE )  BEAREE (WERR ) M (Daria) o fh
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RE2NER  EMBEAIR  EHAERNEZEER « M HRNER -
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Z2— £ 2012 B MR B EEFT 0 COMPANION (LB AA 40 IRE
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82 2016 &£ KAWS EREEBENNEREET  EYRNERNTERME
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ey SEEEEY REEMH B -RENEEENET  BETREE
KAWS LUERUEBIER M AY » WEERE (/GE ) B RBUEHMAZ
HEEARE  MESECEINAEREEFELAE - (CHUM (1541) )
Bt 2009 &> BEEMHBEHEEERSHN CHUM BIR KAWS AREI{ER
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EFERTENIE  WEHR  BHEEABHE  BEREENAY -
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ZH TR, B LIRS RERN - BREAE S IMEEHEEA
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BoRM T EA - ELERFmF LR ARK R R B |55 WEBEREM
B HEBRBHA—-RINOBRKRLAEMR - (BERE) (2012) @7
—(EZIHIERAY - BEEME ERRNEE - BETRESSROEE
- EEBRIMEATENOER - BFERZNLOEMNRE - EBREREAR
MERBRB LM - KAWS gE59iS A EREREE it R R REll fE(Fm
R B o

KAWS #§ 2RIt F RN SR FHE - 5090 « ERE > AEE—RREE B
LphEBRNETASHRE  REZEEH L - thlSRILRZSERN  EEBS

< Lot 118 Alternative View

Jeff Koons, Rabbit, 1986. Christie's New York, 15 May 2019, lot 15B,
sold for USD 91,075,000

Artwork: © Jeff Koons

R - BEF (7 ) 1986 F{F £145 449 2019 & 5 B 15 A #R5% 158

FRESE © 91,075,000 £
L —ZERELBITI0EZS IR —EEXEN  BEFENREY
R "TKAWS NEWRBHMEREBRNFETFEDER  , B~
Kingk - REAEIETRTRE Y T RMNEFRMENEZED - AW i
MIZEETE  ZEEREFHERRKRIRE  SLFREEMNESNESR
MASHNEERR[RAE 1 (BT - BRI - 55 (KAWS: B
BIRERIRBC ) @ WK M. REALURMBAEE 1 (KAWS) » 2010 &
HRREHRRY 0 55130 B) KAWS HRBEHRARR - TREFEHNNHRE
SERTE M (£ ) 2EREY - RBE KAWS ERMHE  BEHRERE
AR AR SR IEE T S B R R £ iR -

£ KAWS MEEEMERA RS - IHERESUEE T, 7 TE) NESR
HER  SNBENAELZEEEHBYENERGIEMAR—E @ B
ESSERIEREE - 7£ 2000 FRMEIZ T BB R OriginalFake
24 KAWS 328 Supreme B REMH B SE 5 BERFABEBHNMT Air
Jordans & o 75 2019 & » KAWS B E (S S N ElH B YRR STRTER - 18
HiEF > AMREEAY TBFF, AIEE—{E 33 RESHIRHE » ZERTEHE
NEMEZRHE  UIREBENESSEHAZIHE - hEHEEERFOY -
BE—ERASHER AETNFEF AFESELRESIEHENT;
TEMILE > KAWS 2ABRERRERE Comme des Garcons & EEINE 5 &4E
NJEHG - EBRIBHRFTEA FIELM T2, BARKEIRE - KAWS NAIERE
HERSMER  thEEFRBRREEIE L —RIRE - BIER 0 tBAIE
REERREAPPREELRE  MORREMBMET 2017 FERBE TR
£HRE COMPANION T2 > MA B MG EI7E 2021 FEPHEBMIE
BHAREES - ERENEMRELZEEHEEMESMML KAWS » RE
PhEg 21 HICEMGRE ) B EREEAENRR o
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

SR NEERA AR

18 KAWS
(B. 1974)
SMALL LIE INeR S
afromosia wood, natural colourway FENAIER BEARE
243 (H) x 113 x 104 cm. (96 x 44Y x 41 in.) D013/

Executed in 2013
edition 1 of 3 + 2 AP

AREQ 1 1/3 + 2845 AhR

KR
HK$7,000,000-9,000,000 LRI 1485 The Gallery Mourmans
US$910,000-1,200,000 YN

IR S B bR
PROVENANCE
The Gallery Mourmans, Lanaken, Belgium =34

Private Collection
Acquired from the above by the present owner

EXHIBITED
West Yorkshire, United Kingdom, Yorkshire Sculpture Park,

201652868 TKAWS; #IsaERmiB AR Fakiss
EE (REAFRRYRAREHRA )

2016510 8-2017578 THARMEEL | SREREIRR
EMiEE EraiElf 6 ItEBIRBL T ith2hER
2017938 -78 REw==MiE g vE (EBEA

KAWS, February - June 2016 (different size version and edition TERTBEREERA )
exhibited).
Texas, USA, Modern Art Museum of Fort Worth, KAWS: H B

WHERE THE END STARTS, October 2016 - January
2017. This exhibition later traveled to Shanghai, China,
Yuz Museum, March - July 2017 (different size version and
edition exhibited).

LITERATURE

Yorkshire Sculpture Park, KAWS, exh. cat., West Yorkshire,
United Kingdom, 2016 (different size version and edition
illustrated, pp. 47, 51, 67, 101 and 122).

Modern Art Museum of Fort Worth, Where the End Starts, exh.
cat. Texas, USA, 2017 (different edition illustrated, pp. 48 and
124).

“SMALL LIE adopts the position of a child
caught out telling a fib, knowing it has done
wrong, with head down in embarrassment
and knees knocked in a protective, humbled,
position. The material of its making and

long nose deliberately evoke the fairytale of
Pinocchio, told to a children as a thinly veiled
warning about the consequences of lying.”

20165 ( KAWS ) EEESFFITARENE FEL
7 EHH ( ERATRR I RRERRA » 5547 » 51
67 » 101% 1228 )

20174 (4AICHREL ) REER AHTEIRMEMEE
s (BERABTERERA @ 5548K124
8)

TGRS ) R—EBFHET /NG MEMN
EHCHIEET « BMIEEE  MERER
SUE—E ER—EREZEEC  2MNED -
ENREMHIRRNE S MEBREXK
#HINABRELERZNCE  LURARZHR
B EEBRFPIFREENER - 4

JEtk ( BTECHIEZR ) @ BB (B ) -
2016 FERANR ' F 15 8

- B -

- Helen Pheby, ‘Making His Mark’, KAWS Yorkshire Sculpture
Park, Wakefield 2016, p. 15







PROPERTY FROM AN AMERICAN COLLECTION
SE [ FA N ITiEL

119 YOSHITOMO NARAZ=R=#

(B.1959)
Mathematical Cliché Mathematical Cliché
signed in Japanese; titled and dated ‘Mathematical [BE5e ] 187 BRnSsa b IR IE
cliché 01 27.Jun ‘01’ (on the reverse) 200181E
acrylic on cotton mounted on FRP == - Mathematical cliché Zfiizx%s3
180 (H) X 284 x 26 cm. (70 Ze x 111 7 x 10 Va4 in.) 01 27Jun 'Ot (%:’gb)
Executed in 2001
HK$15,500,000-20,500,000 e
g z U L HA B3R INNUEERER
US$2,000,000-2,600,000 BEEEE DR
PROVENANCE =34
Tomio Koyama Gallery, Tokyo, Japan 2001F88-108 TE=R=EE AN EIR= 7 H .
Acquired from the above by the present owner ﬁé%ﬁjﬁﬁﬁé BA SEGEEL TR RE
HAR EEMmIM=MiEYEE 20015F18- 38 5 ES
EXHIBITED HA EEmIRMNEMEE 20025F48- 68 5 18]Il BR
Yokohama, Japan, Yokohama Museum of Art, Yoshitomo 1biEEsIB) | |=E478E 200246 8- 8 5 5ARI HA
Nara: | Don’'t Mind, If You Forget Me, August- October, 2001. EHEEEEERE 2002E88-98
This exhibition later travelled to Ashiya, Japan, Ashiya City
Museum of Art & History, January- March, 2002; Hiroshima, R
Japan, Hiroshima City Museum of Contemporary, April - June, = B ) (2 s s Siiehe it
2002; Asahikawa, Japan, Hokkaido Asahikawa Museum of Art, Yoshit Y GingkotEHRit %Elﬁqt £ (B -
June- August, 2002; Hirosaki, Japan, Yoshii Brick Brewhouse, osh omoE INgko g AR ES =
August - September, 2002. $63R88H)
201 ( RS« (FmEE 16 - 8= e
LITERATURE HREE 7 I\EAEm ) RRESE ettt
Gingko Press, Birth and Present: A Studio Portrait of B HA (B 0 & P-2001-017[8 » &1775)

Yoshitomo, Berkeley, USA, 2003 (illustrated, p. 63 and 88).

Yoshitomo Nara, Bijutsu Shuppan Sha, Yoshitomo Nara: The
Complete Works Volume 1 - Paintings, Sculptures, Editions,
Photographs, Tokyo, Japan, 2011 (illustrated, plate P-2001-017,
p. 177).

Raphael, The Alba Madonna, c. 1510. The National Gallery of Art, Washington DC, USA
HI2EF ( FIRBEEERE ) 49 1510 £ £H] FERIBIFE FRER
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Kazimir Malevich, Supremacist Composition, 1916. Christie's New York, 15 May 2018,
lot 12A, Sold for USD 85,812,496

KEKF - BY#EE ( Supremacist Composition ) 1916 & £1+15 ##%9 2018 £ 5 515 B
#RSR 12A pR3E © 85,812,496 £t

It is a rare moment when an artist's defining characteristics all
culminate into one exceptional and unique work. Mathematical
Cliché, the only double-dish painting ever produced by Yoshitomo
Nara, introduces a crucial period in the artist's career, when he starts
using large round canvases to focus the attention toward the center
and accentuate his unique minor figures' physical and emotional
loneliness. With strong references to Japanese pop-culture, Yoshitomo
Nara is one of Japan's most internationally influential contemporary
artists.

Mathematical Cliché launches the start of a new adventure for the
artist. Although Nara had started creating a patchwork as supporting
material to his paintings in the 1990s, it is the first time that one can
witness the patchwork taking a predominant role as a compositional
element, with white rectangles scattered throughout the surface as
though to leave abstract open windows to let the viewer's creative
imagination flood in at any viewpoint in the work. It is also the first
time he experiences with circular painting as a direct reference to
Renaissance Tondo paintings, which were used to help the painter
disregard any background to focus only on the figures as main subject
of the painting, thus creating an exceptionally balanced composition
through simple laws of geometry. Nara would only have needed this
one painting, Mathematical Cliché, to operate a smooth transition
from a traditional rectangular composition to a circular one, by
creating a hybrid elongated yet circular surface. It is the first time this
work appears on the market, thus providing a unique and exceptional
opportunity to reveal a key transition in the artist's career.

Mathematical Cliché embodies both contrast and unity at the same
time. White cotton hard-lined patchwork rectangles conflict with the
rounded curves of the auburn figure as well as the widening arched
edges of the canvas. The typical flatness of the composition void of
any contextual background is balanced out by the curved effect of the
dish-shaped canvas. However, all of these contrasting elements seem
to unify under the work’s title Mathematical Cliché to illustrate Nara's
poetic vision of the world.

Unlike Nara’s subsequent dish paintings, here, the figure is not the
center of the composition, yet the eye is instinctively drawn to it,
thanks to its dark yet warm auburn colour, but also because of its
dream-like appearance and facial expression. One has to wonder
what sort of creature is depicted here, and what its thoughts are.
Nara has a long-standing tradition of depicting young children, dogs
and cats with very simplified and stylised features to highlight one
particular emotion or state of mind to trigger the viewer's imagination.
Sometimes, the artist combines both to depict a child with an animal
costume, made obvious by hair sticking out from the costume. Here
however, the figure is a creature of its own, with pointy ears, a loose
tail, and a coat of hair covering its whole body. Its facial features,
although disproportionate, seem to convey a very distinct emotion
reminiscent of nostalgia.

The importance of Nara’'s Mathematical Cliché is emphasized by the
fact that it sits right at the border between figuration and abstraction.
The creature decidedly anchors it within the figurative realm, however,
other key elements in the composition provide a looser interpretation.
Midori Matsui states that Nara's adopted ‘strange figuration’ “reclaims
the importance of personal emotion and pictorial influences outside
the modern rationalist representation. This trait is likely to appear in
the brief formative period of an artist when he is learning abstract
composition.” Nara inherited his spiritual and pictorial language from
‘strange figurative' artists of the early 20th Century, such as Balthus
and Yasuo Kuniyoshi, who resisted falling into abstraction by creating
heterogeneous images and hybrid styles, thus forming imaginary
universes. Here, all contextual elements disappear in this composition,
leaving only the figure facing a large never-ending blank rectangle,
which could be interpreted as the geometrical depiction of a box,
which Nara often uses with a child or animal sitting either in or on it
evoking stability and safety.

Since 2000, Nara's works suggest a return to the notion of art for
public good. His portraits transition from a fairy-tale depiction of

the world to more realistic portrayal of human expressions, deeply
reflecting his understanding of human psychology, which come

as a direct result the artist's relations with others as well as his
collaboration with the popular media. With Mathematical Cliché,

one witnesses the evolution of an artist focused on depicting an
extraordinary visual definition of loneliness as a direct consequence of
his childhood, when he was left to fend on his own during the day to
that of an artist transcending age, race, gender, space, and even time.
With one single glance or movement of the figure, his work strikes

its viewers' hearts. Yoshitomo Nara's painting is packed with an array
of historical, geometrical and pop-culture references, arousing a
sense of inexplicable familiarity and resonance with the emotions and
experiences shared among all of humanity.



E-UEHRMEEZHHEMN —REHERTE  ZERERRM—ER
BHEMEIEEIE - (Mathematical Cliché ) RERELEETAIENM
——REERXEE  CRMBLERERE  ERSHNENEEEANS
HNEE - B ERZE  URRERARBELEREHEENIENER
ZEEPR WEEHBMUBBEEELONRER S  BREEMXBHOBRE
SREEAINUARAROUTSRER  EREESHARERRTE
HEfRZ— -

{ Mathematical Cliché ) —(FAZRHEET2FHNERERZIK - BE
RN T ERFERBEH B TRRMAZS  (EASENHERES AW
AEAREAMEIRIEEHAEARRONERTLE ' ABEFHHRE
EEm FREFESHLENTLBEER EHRNESHBRERNEER
MEA—ERZ L - ELRMEERAEERIEE  BE2ETNEEHKE
WEZEEE (Tondo paintings) » EEMRMEEREFEEESMEEXERE
FEADPEEE  RTASRAEEN @ BHEBIRENLAERERT
EBREFENEBE - RRELEEHEZ ( Mathematical Cliché ) — g%

BESHABRERES T EEREZENEREEE - MHMEREERE LA
B #MARRRERT THEENUSR—BEREZEMEENERERE -

{ Mathematical Cliché ) —{EEEERHLU M SKF— - ABRBEFRRE
BMMARER » BESRFBEEASHEEHGRZHINENSEBREIER
BR O EMEERD - BERUARREENEEEZERBELEFRF M
R ETNEMMRANIYE 2 FE - A B ELERBNTREE
# ( Mathematical Cliché ) E—FBETEAEH  MRBREREE RIS

B -

HRRZ BRI ERAR - WENEAZLIHEEN PO ERESRIMX
RENRHEORRESOROINENELRE  BRESEUREEES L -
BETEAEOTRANS  EERENARREURME e XERLH
- RREE -HLURBERUGENEE N CHOERTEENZEE - #iE
B NE) Y ARE—ERENBER O BEREERNERER - BENREL

HMEFBNERESE—ILE  E—EFZFYKRRANG » MNBRIEED
RHEHKRZI - A RRWER  BRNEE §EEEE 725 BEN
TAY, BEERRREZBCHANE - BRIEMBREEML AR BUFHE
BEL—EBIERRIRERE -

ZRM ( Mathematical Cliché ) B5—B# VR > BIZIENRIMRER
SHMERBZE - EPNANESEFRIEENRESNEE  AMEES
NWEMERETRABr—EEAERERNEE - FUREARHAHE (Midori
Matsui) i » REEENEN 'FHFRENE SR, HER TERAEY
FENORBZHEHROEABBRREEZENEEN - ME—HHREEIR
FHREENREEMFBENIMERE MY 2RI -, T+
—LEHRBAEBEL rFaRENFER) » AIEFEFE (Balthus)
S B (Yasuo Kuniyoshi) & MERESIER2EMMAIBEER T EER™
HERI[ES  BHAEESHEREGES RS KEMRFRRISERH & &M
MR T NEEFE - TEEBET  IESSERMEANELENR  &(F
FASHSBEEH—EEESERNTAELTH  EBFRATUNERARE
DEMARE—EET  ZERELESFADNETBMLES T L Xk
FETE 0 RSKIBEWEEEFE -

B 2000 FLK  ZREENERTHZTHEEI A RXRMAEEMNE
Do NERLIENREERNEZHTBEINHABREFEENSR Bl
RETHEEHAFOENEREEE > MELEEREMAUREENSERZ
B EMBABIERIN o £ ( Mathematical Cliché ) —fEdh » R BEE—(UE

MROANEEE > R—UREFNERINBEECEMIERERE 2R/
BROER  F—UAEBWER 45 2/ - EERBRREMAERAMC

ENER -BE—8 —%—OE  ETHADETHETREENAO -
SREBNEFE-RITENES  BTERTENROIBRE » IREHK
MACRE—EHUSKINEZRE  EEREMA AN B HBRBRME

A
ton o
WRR

Yasuo Kuniyoshi, Child, 1923. Whitney Museum of American Art,
New York, USA

Bl RRAE ( $2E ) 1923 5 XE 10 BISEEME

Balthus, Thérése sur une banquette, 1939. Christie's New York, 13 May 2019, lot 8A, Sold for USD 19,002,500
Artwork: © 2020 Artists Rights Society (ARS), New York / ADAGP, Paris

EFEEHT { Thérése sur une banquette ) 1939 FAF {£115 #47 2019 £ 5 B 13 B #R8% 8A A& : 19,002,500
ESS
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

oM EEERA A TER

LIU YE 2 5
(B.1964)

Mondrian in London

signed in Chinese, signed and dated ‘Liu ye 2001’
(lower right)

oil on canvas

150 x 150 cm. (59 x 59 in.)

Painted in 2001

HK$12,000,000-22,000,000
US$1,600,000-2,800,000

PROVENANCE
Chinese Contemporary, London, UK

Private Collection, China
Anon. Sale, Poly Beijing, 2 June 2010, lot 1905
Acquired at the above sale by the present owner

EXHIBITED

London, UK, Chinese Contemporary Gallery, Fellini, A
Guardsman, Mondrian, The Pope and My Girlfriend, 2001.

Beijing, China, China National Convention Center, Arario, Today
Art Museum, Reshaping History: Chinart from 2000 to 2009,
April - June 2010.

LITERATURE

Chinese Contemporary, Liu Ye: Fellini, A Guardsman, Mondrian,
The Pope and My Girlfriend. exh. cat., London, UK, 2001
(illustrated, p. 23).

Schoeni Art Gallery, Liu Ye: Red, Yellow, Blue, exh. cat.,, Hong
Kong, 2003 (illustrated, p. 7).
China National Convention Center, Arario, Today Art Museum,

The Revival of Tradition: Chinese Contemporary Art Exhibition.
exh. cat. Beijing, China, 2012 (illustrated, p. 68 & p. 95).

Christoph Noe (ed.), Hatje Cantz, Liu Ye: Catalogue Raisonné:
1991-2015, Ostfildern, Germany, 2015 (illustrated, plate 01-11, p.
300).

REEREMH

HE =%

2001EE4E

G - Liu ye ¥ 2001 (BF)
RiR

X mE RIS SR

FREE FAAKCTER

b= RA) 201086 821 #RsE 1905
HEEiER Fiins

20015 TRI%r : Efe/ i/ BRER/HEMHKA
Lk, FREENER M 2

20105F483-68 TBUSRESE : 2000-2009FAIFH
My - FRAETE L BRSETO T ERER
% B8R bR e

H AR

20014 (BI%y : BB/ fik/ BEER/HEMEN
7k ) BEER FRERERE M 6 (Ehk 0 5
238)

2003F (L = & ) REER LBIER &5(E

R > 8878)

2012 ([EFEEEF—TFEEREME ) EEE
tx EREZEHO MR ERER S HEME b= P
(Blhw - 568K 958)

20154 ( BI%¥ - E#RZ2E 1991-2015 ) Christoph
Noe #R#E Hatje Cantz Hikit BREMSTERE EE
(Blix » 5801-11E » 55300H)

Vilhelm Hammershgi, Stue. |da sidder og leeser (Living Room. Ida in an interior), 1893,
Gothenburg Museum of Art, Gothenburg, Sweden.

BIER - IRERIEHK ( e - ERRISHE ) 1893 F SHFEEMIE SHFE IRl






In Mondrian in London, Liu Ye revisits one of the well-documented
icons of his visual lexicon, which is the work of Piet Mondrian;
Composition Il with Red Blue and Yellow hangs on an otherwise bare
wall. For the artist, "[t]he appearance of Mondrian's paintings within
my own paintings is spiritual. His paintings are so simply conceived
with the most basic colours and vertical and horizontal lines. | also
wish to address the question of simplicity". Indeed, we see Mondrian’s
own emphasis on balance and geometry particularly manifested in
Liu Ye's post-2000 paintings. Mondrian in London is a remarkable
example of this influence, with the vertical shadow the left of the
painting and the horizontal line of the foreground, together with the
soft pink cast on the wall, corresponding with Composition Il with Red
Blue and Yellow. This vigorous adherence to line and form, not only
constitutes the foundation of Liu Ye's more recent paintings, but in
this case, also gives his work an uncanny effect.

The world of Mondrian in London, cast in an atmospheric pink glow
across its sparse interior, likewise evokes the poetic domestic spaces
of Johannes Vermeer. The pared-down environment of Mondrian in
London only seeks to heighten the importance that light plays in this
work and is clearly a focal point of Liu Ye's. The strong light source
from the left of the painting brings to mind Vermeer's The Art of
Painting), which is an imaginary staging of the artist painting in his
studio. This idea of self-reflexivity is echoed in Mondrian in London,
in the moment whereby the viewer becomes aware of looking at

a painting of a painting, giving the work its surreal effect. Liu Ye's
consciously constructed spaces are evidently more about the symbolic
representation of the inner being than that of a space that exists in
the real world, much like the quiet interiors of Danish painter, Vilhelm
Hammershgi; Liu Ye himself freely admits that “I live in an artificial
world, in my own art world, which is very rich and multi-layered.”

Piet Mondrian, Composition Il in Red, Blue, and Yellow, 1930, Kunsthaus
Zurich, Zurich, Switzerland.
245 - SRIBEBEL (41 - B - EAVEAL 1) 1930 £ #RERIH SEMl7eE B2 It

Liu Ye's constant integration of defining motifs from various sources
into his paintings results in an intertextuality that simultaneously
opposes the past, yet recognises its value. He demonstrates this

in Mondrian in London by combining his own understanding and
reimagination of Western visual theories, with personal references to
his childhood and culture to effect an innovative and highly distinct
style that has become the hallmark of his oeuvre. The dominant use of
reds and pinks in this work are for the artist, not one filled with political
meaning, but a way to inject his own childhood memory of growing

up in post-Cultural Revolution China: “I grew up in a world of red: the
red sun, red flags, red scarves... As a child, | did not know the symbolic
meaning of all these things. | just took them for granted and accepted
them passively...” Similarly, the soldier in this painting is evidently
based on the Queen’s Guards that stand outside Buckingham Palace
in London, but also conjure up the toy soldiers who inhabit the fairy
tales of Hans Christian Andersen that Liu Ye's father, who was an
author of children’s literature, exposed him to. “These fantastic stories
with their beautiful illustrations opened up a new and wondrous world”
to the artist, but also undoubtedly opened him up to their darker
undercurrents; the face of the soldier, obfuscated from the viewer,
lends a sense of mystery that is tempered by a playfully extruded
tongue, while the stark vertical line formed by his bayonet that shoots
up beside him, connotes a sense of danger and violence.

Like many of his paintings, Mondrian in London displays an
irresolvable tension between an imagined and fantastical narrative,
and the representation of concrete objects consciously chosen by
the artist, arranged in a compositional rigour that comprises of Liu
Ye's transparent layers of soft colours in his later works, with an
arrangement of objects and figures outside of reality and a structure
of lines. The resultant effect is one of stillness - a moment to pause
and absorb the profound enigma of the human condition, outside the
realm of abstraction.

Johannes Vermeer The Geographer, 1669, Stadelsches Kunstinstitut, Frankfurt, Germany.

KRR - HEEE (HHIREAR ) 1669 & LIHEEME iAMree 25



ErER(RERZERY ) b ABEFHERTHREEETEE
ZENZEGEGZ— ) EMEET - REEZR (Piet Mondrian)
HEEZBE RN (M & Z08M 1) - HREHRKR TR
EELYNESERECHNETEERE  E—ERE LNER - AY(E
RIBERRNLEE > UsEANEE LX&EE%WJ(?%?EE% B
LR HOBEERENERE) - O BMERTEEFE 2000
FENEEF R IET%@E&ZEEEHDJ“Eﬁix&ﬁﬁﬂim%@uﬂ ’
M(FEBEREMRY ) ERERREEFENEERELEE - SEL
BIEENREE UEEMCF%? L RE EZMOMAEHE  Eira
(41~ 8 « EROKERL 1| ) REIEME - SEEGEERNE IR -

TMERETIFEMEENER  EARTEERERERTIREM
Q/B}]xﬂ% °

(FREBERAEMRH) WEFER  BHRKNIABLTEEER
MESNENEN - ERSE BREARECNHRE - #1858
(Johannes Vermeer ) EEFENZEB - (REELERI) B
BEEE  ANRERBYETEEFRTNEEN  MEBERD
REAFNEEEL - #REFELAEARBZLEREEBE AR
BEIEEREN (HWEER ) - MERERT » HEIEHEE T — (i
BERTASHE FAEEER  BET FZUMEE — Stz -
EAEAKPHEENTEHER - WIRFRE (HEER ) WRE
BUZE  TRERAZFASHEBHTENER  BEFNE
AT AIRS - AHEERBNTH  BARFRERAEAR
BNSHER MARREHRTEENTE - ERFEEREE
IREIEMK (Vilhelm Hammershei ) B ZERNBEEERME T
2W o BIBRAANZSRESHER © THIEE - BCHEMERF

MEEEREFEELEMERSERN © |

HFFER S BAERFRBEEIEIEMAERRE R EMELY
—EEXY BEBERTF  BANIHEHEEE E-HE(R
RERAEMY ) PRERE - EfER+S ESTECHERR
BERNEENERER LUEAAZFERELERFRZR
FEL—EAN SEHBRER  MERERMMBIERNESE
B FmPESEENIENBile  BrRERHRASHEE
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MEEERE : THRRRR—ERIISRBERIER » ATKE 418
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o BEERE—ECREENE-

MRS ER—E (RRERERR ) ARGEFONNE
UREMREBEENESREZRE  RBRL—EERE(CRBIERSD -
MEZENEE  RIIFEBFERTEMNZ RNRNeRERRE
R SRESMOMEBINAMLURRIEEEEATA - HILEENN
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

SR NEERA A LB

SANYU & £
(CHANG YU, 1895-1966)

Chrysanthémes blanches dans un pot
bleu et blanc (White Chrysanthemum in a

Blue and White Jardiniere)

signed in Chinese and signed ‘SANYU’ (lower right)
oil on masonite

110 x 60 cm. (43% x 23%s in.)

Painted in 1940s-1950s

HK$60,000,000-80,000,000
US$7,800,000-10,000,000

PROVENANCE
Raymond Toupenet, Paris, France

Axel de Heeckeren, Paris, France
Eric Edwards, Paris, France
YAGEO Collection, Taiwan

The Inception of A New Era - The YAGEO Foundation Collection,
Christie’s Hong Kong, 29 May 2005, lot 210

Acquired at the above sale by the present owner

LITERATURE
Antoine Chen (Chen Yen-fon), Overseas Chinese Fine Arts Series -
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Please note the size of this painting should be 110 x
60 cm., not 152 x 78 cm. as stated in the Catalogue
Raisonné.
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Pablo Picasso, /ntérieur au pot de fleurs, 1953. Christie's New York,
5 February 2020, lot 11, sold for GBP 7,243,250

Artwork: © 2020 Estate of Pablo Picasso / Artists Rights Society (ARS),
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Sanyu, Potted Chrysanthemums and Butterflies, The Lot 21
National Museum of History, Taipei, Taiwan.
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The Art of Sanyu, National Museum of History, Taipei,

1995, pl. 49, p.62

Ode to the Chrysanthemum - Bai Juyi

Sanyu, Fruiting and Flowering Potted Plant, The National
Museum of History, Taipei, Taiwan.
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The Art of Sanyu, National Museum of History, Taipei, 1995,
pl. 47, p.60

The night's light frost still clings to the tiles; Plantain leaves have broken and lotuses droop.
But, by the eastern fence, chrysanthemums brave the cold, stamens open to make the morning

beautiful.

BEYOND PARALLEL: A MUSEUM-QUALITY
MASTERPIECE

By the 1940s and 50s, Sanyu, the exceptionally talented artist from
Sichuan, had been living in France for several decades. Society was
rebuilding after the war, and abstraction was poised to become

the next great artistic wave; among Chinese artists, Sanyu stood
virtually alone in his insistence on painting in figurative styles. His
artistic pedigree would be bolstered by a new series of works based
on Chinese aesthetic motifs, which are now seen as embodying

the representative themes of his later years. Christie's Hong

Kong is honoured to present an outstanding late-period Sanyu
chrysanthemum painting, White Chrysanthemum in a Blue and
White Jardiniere. This work is usually classified as belonging to a
series of floral-themed ‘jardinieres against red ground, a series that
appeared only in the 40s and 50s, and made all the more valuable due
to their extreme scarcity. Sanyu customarily produced two or more
oil paintings of similar proportions on the same theme. According

to Volumes | and |l of the Sanyu: Catalogue Raisonné: Oil Paintings,
there are only four known paintings of chrysanthemums against a red
background measuring more than one meter in height. Two paintings
currently reside in the permanent collection of the National Museum
of History in Taipei, and the present work is one of only two pieces
currently still held in a private hands.

THE GENTLEMAN'S FLOWER: SANYU'S
LIFELONG LOVE OF CHRYSANTHEMUMS

Wu Guanzhong's essay, Speaking of Sanyu, described the artist this
way: “Sanyu himself is a bonsai, an Oriental bonsai in the flower
garden of Paris.”

The Western still-life genre, which flourished during the Renaissance,
focused on a truthful presentation of nature with a rational, scientific
point of view. A greater emphasis on feeling arrived at roughly the
time of the Impressionists, with the experimental use of colour and



modelling seen in the works of Monet and Van Gogh. But the Chinese
have always had a tradition of romantic expression, stretching back to
the fu bi xing concept from the pre-Qin era, which refers to the literal,
emotional, and metaphorical approaches to expression. Freehand,
impressionistic brushwork was always prized in their floral still-

life paintings, and their literati painters employed self-referential
metaphors in paintings of birds, rocks, and flowers. During his
decades in Paris, witnessed cultural clashes greater than any of the
others had seen. He inherited both the Eastern and Western traditions
of injecting personal feeling into floral paintings, and through his own
personal artistic vocabulary, spoke of his feelings for the country he
had left so long ago.

Volumes | and Il of the Sanyu: Catalogue Raisonné: Oil Paintings
indicate a total of 133 currently known floral subjects painted in oil by
Sanyu during his lifetime. Of those, 55 are of chrysanthemums, while
among the rest, no more than 13 paintings feature any other single
variety of flower. Chrysanthemums have historically been a popular
subject of paintings and poems in China, and Sanyu, as the well-
educated son of a wealthy family, certainly understood the symbolic
meaning held by the flower in Chinese cultural tradition. He produced
oils with chrysanthemum subjects over the course of several decades
from the 1930s to the 1950s, and the flower clearly held unusual
significance for him, as the chrysanthemum is the only subject to
appear continuously in his work for an uninterrupted span of thirty
years.

The chrysanthemum is an embodiment of beauty, pure and strong,
standing haughty against the cold; along with the plum, orchid, and
bamboo, it is one of the Four Gentlemen that symbolize the ideal

of striving for greater goodness. The chrysanthemum's symbolic
connotations surely bring to mind Sanyu's stubborn adherence to

his artistic ideals. His pioneering artistic vocabulary was elevated

and refined, and few appreciated him during his lifetime, yet he
persisted in his forward-looking aesthetic pursuits and never looked
back. Among the various subjects of his floral works, only the
chrysanthemum remained a fresh source of inspiration for him; it even
became a means of interfacing with life there, of sorting out the great
cultural disparities between the East and the West.

“Offering paintings” originating in the Qin and Han dynasties and
especially popular in the Ming and Qing, may have also provided
aesthetic elements for use by Sanyu in this unprecedented series

of paintings. During the New Year holidays, paintings of “noble
offerings” held deep and auspicious meanings. These offering
paintings, along with paintings of the Four Gentlemen and the Three
Winter Companions (pine, bamboo, and plum) became important
models in the history of Chinese art. A number of motifs common

to offering paintings, such as blue and white porcelain, marigolds,
Chinese vermilion, and imperial yellow, can be found in Sanyu's
White Chrysanthemum. In that painting, paring down the oil painting
vocabulary he had developed over decades, he invited an international
audience to share in his nostalgic longing for home with a kind of
cross-cultural warmth and salutation.

RECONCILING EASTERN AND WESTERN
AESTHETIC PHILOSOPHIES: SPACE, LINE,
AND COLOUR

Western painting usually regards space and physical objects as
‘entities' that have a definite existence. Chinese painting, on the other
hand, often defines objects and spaces with lines, the objects and
spaces both being a kind of 'supposition, and existing only in relation
to each other. White Chrysanthemum in a Blue and White Jardiniéere

pushes to the extreme the kinds of conflicts that can arise between
various elements of painting. But, with skilful, canny brushwork, Sanyu
moderates the viewer's experience of these visual conflicts, in a way
that highlights his avant-garde character and modernity.

Spatial conflict is explored in this painting, through the juxtaposition
of different visual perspectives. Sanyu depicts two different points

of view on the canvas simultaneously, as if the scene were refracted
through a prism; standing close and separating those two views might
result in an unbalanced, inharmonious feeling. Looking only at the
white leaves and branches suggests that Sanyu adopted a somewhat
flat, planar treatment, similar to Chinese ink painting. Portraying the
relative depth of objects relies on the overlapping of his white lines,
based on the same abstract principle that produces three-dimensional
effects in monochromatic Chinese ink paintings. But lower down,

the shapes of the blue and white porcelain bowl and its base present
a more traditional Western handling of visual perspective. Our
perspective is directed downward; we gaze from above toward the
porcelain jardiniére and see both inside and outside, so that here,
perception of space depends on the relative shapes and sizes of
objects. Viewing both parts together, we discover that Sanyu has
wisely left the soil in the jardiniére white too. He thus creates a kind

of buffer zone that mediates between the differing perspectives, and
frees the painting from the restrictions imposed by either the Eastern
or the Western expression of space on its own.

Conflicts are also created by the weightiness of Sanyu's colours Sanyu.
Each painting in the series of blue jardinieres with red bases features
a large background of red ochre, but this White Chrysanthemums

is unusual in also featuring a dazzling band of golden yellow at the
bottom. The red background dominates the bright yellow surface of
the writing desk by a more than ten-to-one ratio, making the upper
part of the canvas almost visually overwhelming. The rich profusion

of white stems and leaves also occupies a disproportionate volume

of space, so that the painting could become unbalanced due to the
extra weight of its upper portion. The minimal means by which Sanyu
dissipates this overweight feeling adds to the fascination of the work.
The red pigments above are heavy, and the pure yellow tones below
are light, but the white lines in the chrysanthemums above are light,
while the lines in the jardiniére and base below are heavy. Viewing

the work as a whole, we see that Sanyu deliberately painted only the
bold outlines of the porcelain base to establish the weight of the lower
part of the painting against the light eiderdown yellow. With just a few
simple brushstrokes, he eliminates any imbalance that might have
been produced by the colours, which aids the viewer's eye in adapting
to the extremes of his abstract methods of expression.

Then there is the dynamic conflict created by the lines of the painting.
In White Chrysanthemum in a Blue and White Jardiniére, the thicket
of leaves growing upward forms a central line, drawing the viewer
into this beautiful, natural depiction. An interwoven cluster of

flower pistils, stems, and leaves winds around, the artist's leisurely
brushstrokes tracing the winding stems as they move ever upward.
Sanyu implies flower petals with a multitude of red brushstrokes that
dot the flowers, while variations in their depth and solidity suggest the
flowers' complexity. The ingenuity of Sanyu's brilliant red background
lies in the way it separates the chrysanthemums from the real world;
their lofty, rising forms seem to grow eternally in some exclusive
realm of the artist's own. But with a slight shift, Sanyu outlines the
heavy form of the jardiniere below in calm, confident strokes, pulling
the chrysanthemums back into the real world, and reminding us that
White Chrysanthemums is a still life scene, frozen in time. In Sanyu's
series of white chrysanthemums in a blue and white jardiniere with

a red base, only this one separates the background areas of red and
yellow with a bold white line, and this is the only time we see him
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Vincent van Gogh, Roses, 1890. The Metropolitan Museum of Art,
New York, USA.
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employ this experimental treatment with a chrysanthemum subject.
The full, thick horizontal white line directly divides the painting's spaces
by line and colour in a completely abstract manner; the vivid, distinct,
and dynamic beauty of the upper portion transitions back to a basic
floral theme in the lower part with its jardiniere, where the fundamental
static nature of a still life in oil is emphasized.

Sanyu's White Chrysanthemum in a Blue and White Jardiniére exudes
a kind of flowing, tranquil beauty, the lean, slight figures of the flowers
embodying a rich, gentle grace. A work of enduring appeal and interest,
this White Chrysanthemum imbues the traditional aesthetics of the
floral painting with Sanyu's own unique brand of modernity.

A DISTINGUISHED PROVENANCE:
WITNESS TO GLOBAL COLLECTING

White Chrysanthemum in a Blue and White Jardiniere was first
collected by Raymond Toupenet, a well-known Parisian art dealer,
decorative arts merchant, and collector, and was then transferred to the
collection of another Parisian dealer and collector, Axel de Heeckeren.
The final European owner was Eric Edwards, an important Parisian
private collector and good friend of Sanyu's agent, Henri-Pierre Roché.
The European history of ownership of this particular painting provides
a profile of how Sanyu works circulated among collectors other than
Roché. The work then passed to Asia, to the collection of Taiwan's
Yageo Foundation. White Chrysanthemum testifies to the connections
forged between European and Asian collectors because of Sanyu,
creating for it a collection history spanning East and West. The current
owner acquired this work at the 2005 Christie's sale, The Inception
of a New Era - the Yageo Foundation Collection, and has held it
continuously for the last 15 years. Oils on floral themes from Sanyu's
mature period have always been rare, and White Chrysanthemum in a
Blue and White Jardiniéere is the equal of similar works now held in the
collection of Taiwan National Museum of History. Its appearance on
the international art market at this time is a rare and special event.

Ch'en Shu, Beautiful Scene for the New
Year, Qing Dynasty (1644-1911), The
National Palace Museum, Taipei, Taiwan.
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Ambrosius Bosschaert, Bouquet of Flowers on a Ledge, 1619.
Los Angeles County Museum of Art, Los Angeles, California, USA.
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PROPERTY FROM THE ERWITT COLLECTION
BT SR

SANYU B E
(CHANG YU, 1895-1966)

Rooster and Serpent

signed in Chinese and signed ‘SANYU’ (lower right)
oil on masonite
49 x 63.5cm. (19% x 25 in.)

US$2,900,000-4,100,000

PROVENANCE
Gifted to Mr Elliott Erwitt by the artist in the 1950s

Thence by descent to the present owner

Elliott Erwitt (B. 1928), the father of the work’s present owner,
is an important 20th century photographer. Erwitt's work has
been the subject of solo exhibitions at the Smithsonian Institute
in Washington DC, the Museum of Modern Art in New York,
and the Art Institute of Chicago, and he was awarded the
Outstanding Contribution to Photography Award by the World
Photography Organisation in 2015, as a recognition of the most
globally influential photographer in the media. In addition to

his achievements in art, he is a well-known commercial and
documentary photographer who took on some of the most
significant photography assignments in history, including the
Kitchen Debate between US Vice President Richard Nixon

and Soviet First Secretary Nikita Khrushchev in 1959, and the
funeral of John F. Kennedy in 1963. Elliott Erwitt lives and works
in New York.

Sanyu, Horse, 1930s/1940s. National Museum of China, Beijing, China.
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RARELY INCLUDED MOTIF: THE ONLY
ROOSTER AND SERPENT OIL PAINTING
BY SANYU KNOWN TO DATE

According to Volume 1 and 2 of Sanyu’s catalogue raisonne of oil
paintings, Sanyu only created a handful of oil paintings that feature
animals in landscapes. A significant number of them are in the
permanent collection of the National Museum of History, Taipei.
Sanyu’s portraits of animals are rarely available in the art market and
are thus extremely difficult to acquire.

Christie’'s Hong Kong is honored to present this Rooster and Serpent
painting in our July evening sale, which marks the work’s debut

at auction. This is the only known oil painting that features these
particular animal subjects. A comparable painting featuring battling
animals is An Eagle and a Snake, which is in the collection of the
National Museum of History, Taipei and is widely recognized as a
masterpiece from the artist’s late period. The rarity of the motif and
the breathtaking tension between the animal protagonists create a
direct parallel between these two paintings. It is likely that Sanyu
finished these two paintings one after another, and Rooster and
Serpent can be considered a jewel in Sanyu’s oeuvre.

EXCEPTIONAL PROVENANCE: A
TESTAMENT TO THE FRIENDSHIP
BETWEEN TWO ARTISTS

Rooster and Serpent is currently owned by the son of the world-
renowned photographer Elliott Erwitt. Erwitt's whimsical and
idiosyncratic visual language is complemented by a triumphant
career in commercial photography. Early on in his career, Erwitt
became close to Robert Frank, another seminal figure in the world of
photography. Frank introduced his old acquaintance Sanyu to Erwitt,
and thus began their long-lasting friendship. Not only did the trio
share a studio in Paris where they each produced their own work,

but their close relationship and mutual enthusiasm for art continued
upon Sanyu's travels to New York. Spending lots of time together,
they cherished each other not only for the mutual inspirations they
brought to each other's” art, but as close friends and companions. One
of Erwitt's fondest memories of Sanyu is that he was an extraordinary
cook and could take any simple ingredient and transform it into a
culinary feast.

Erwitt and Sanyu have always supported and admired each other’s
creative work. Just as Erwitt gifted his photographs to Sanyu, Sanyu
gifted Rooster and Serpent to Erwitt as a present, another vivid
example of their friendship. The present owner, Erwitt's son, was born
in the Year of the Rooster and received this painting from his father
on his eighth birthday. This intimate and meaningful piece has been a
treasured part of his collection ever since.

BEGUILED BY COMPETITION: THE
INNOCENT AND CANDID GAZE OF SANYU

Competition - the Chinese title of An Eagle and a Snake - is an
instinct shared by both animals and human beings, just as racing
between children is one of the simplest, most intuitive games. Physical
competitions between animals such as cricket fighting, bullfighting,
and horse racing have been regarded as entertainment across
numerous cultures, as spectatorship can be just as thrilling as actual
participation. Cockfighting is an ancient folk entertainment in Chinese
culture. Legend has it that the young emperor Gao Heng of Northern
Qi was so obsessed with cockfighting that he bestowed lordships

and dukedoms to roosters. Its conduciveness to gambling made it an
extremely popular pastime for people from all walks of life. Born to

an affluent family, Sanyu was by nature eccentric and romantic, and
was drawn to games and sports when he was young. The sense of
beguilement from competition fills Rooster and Serpent, providing a
new perspective for the audience to view Sanyu’s depiction of animals,
through which one can sense the genuine and inhibited nature of
Sanyu.

The rendering of animals in Rooster and Serpent does not resemble
the naturalistic en plein air depiction in Western painting, nor does

it follow the perspective that is traditionally employed in Chinese
painting. Sanyu departed from mirroring the animals’ presence to a
form through his own lens. The serpent does not show any of its usual
fierceness. On the contrary, the gentle delineation in pink brings out
the tenderness from the animal. The head of the serpent is raised
with its mouth slightly opened. Although it is positioned to strike, the
gesture of the serpent is more playful than threatening. The body of
the rooster is also not chubby nor clumsy like it is typically depicted.
Even though the rooster seems to be in a physical competition with
the serpent, its expression is not menacing either. Sanyu gently
painted feathers using translucent lines. The flowing brushstrokes

Sanyu, An Eagle and a Snake, National Museum of History, Taipei, Taiwan.
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The Art of Sanyu, National Museum of History, Taipei, 1995, plate 70, p. 84

Sanyu, Herdboy and Water Buffalo, 1940s. Private Collection,
Taiwan.
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Elliot Erwiltt, Southwestern, USA, 1949,1949, gelatin silver print,
Private Collection

Photo: © Elliott Erwitt/MAGNUM PHOTOS
URRYE - BRiESE ( Southwestern, USA, 1949 ) 1949 S-4F $REEFRLR
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travel along the motion of the rooster’s body as it lunges forward
to attack. Yet, the rooster's composed expression and relaxed tail
counterbalance its predatory posture. One cannot help but follow
Sanyu's gaze feeling the playful tension between two animals.

A CONCISE AESTHETIC: A UNIQUE
APPROACH TO SPACE CONSTRUCTED BY
MINIMAL ELEMENTS

As the Qing dynasty calligrapher and painter Cheng Zhengkui
expounded in his book Clear Brook Manuscripts, “Complex
compositions are not difficult. Being concise is much more
challenging. It is not about the simplicity of visual elements but the
simplicity of brushwork”. Sanyu’s artistic philosophy in his late period
coincides with this approach — it is the further reduction of the
concise. Rooster and Serpent is an animal and landscape work from
Sanyu’s mid-career. It had departed from his early works in which he
featured monotones and domestic spaces. Yet, it has yet to resemble
the fauvist pattern where spatial elements are divided by colour
planes seen in Sanyu’s later works. In this period, Sanyu applied
minimal brushworks to strike a balance between the abstract and the
natural, and from which he later on established his signature style in
oil painting.

Mastering the use of contrasting lines, Sanyu manifested a unique
sense of space which combines quiet stillness and dynamic tension.
Rooster and Serpent showcases Sanyu’s prolific visual vocabulary
—nuanced, poetic, and abstract, these combine to create Sanyu's
idiosyncratic sense of spatial expression. The artist employed three
colours to delineate the forms of the rooster and the serpent. The
meticulous brushstrokes on the animals sharply contrast with the
vast emptiness in the background. The flat background allows the
audience to appreciate the entire painting in a depth between two-
dimensional and three-dimensional. In the foreground, expressive

France. Paris. 1952. From left: Mary Frank, Pablo Frank, Chinese-French painter Sanyu, Swiss photographer
Robert Frank and Elliott Erwitt

Photo: © Elliott Erwitt/MAGNUM PHOTOS
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applications in blue and black sweep across the canvas. The dense
swath suggests either a small mound, a lake, or a boulder, inviting the
viewer to further enter the picture plane. The swift dry-brushes in the
background on the other hand resemble mountains afar, the horizon,
or prairies. Abstract and concise, these brushworks encourage deeper
meditation and imagination.

Besides his linear treatment with brushwork, Sanyu constructs the
sense of space with a minimalistic use of colours and geometric
elements. Tradition Chinese painters spend hours visualizing the
background of their paintings: leaving it too empty, the picture would
lack depth; filling it up too much with landscape or inscription, the
composition would be off-balance. Chinese ink wash painting is
known for utilizing only two colours of black and white. The artists
thus need to pay extra attention not to let the protagonist of the
painting overshadowed by the background. Animal paintings in

the Western tradition, on the other hand, often use layered scenes
and landscapes as background. In this painting, Sanyu consciously
eliminated all the representational characteristics in his landscapes,
using only light blue and grey lines on top and a dark triangle in blue
and black on the bottom. He masterfully manipulated the abstract
elements such as colours and geometric forms. Western masters in
art history have also explored the aesthetics of concise background:
Miré used lines to relate objects to one another; Picasso constructed
depth with geometric shapes; and Braque distorted reality in order
to deconstruct space. Sanyu’s experiment as seen in Rooster and
Serpent serves the same goal. Combining the western endeavor with
liu bai (leaving blank) skill from traditional Chinese art, Sanyu brought-
forth a spatial aesthetic that emanates a zen-like quietude.
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Ming dynasty, Chenghua reign, Urn-shaped Cup with Chicken Design in Contrasting
Colors, The Palace Museum, Beijing, China.
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PROPERTY FROM A DISTINGUISHED ASIAN PRIVATE COLLECTION
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ADRIEN-JEAN LE MAYEUR DE MERPRES

# i8 Hp
(1880-1958)

Temple de Bancal

numbered and titled ‘Nr. 20 Temple de Bancal’
(on the reverse)

oil on canvas in original hand-carved Balinese
frame by the artist

75.5x 90 cm. (29 % x 35%s in.)

HK$3,500,000-4,500,000
US$460,000-580,000

PROVENANCE
Acquired directly from the artist
Anon. Sale, Sotheby’'s Hong Kong, 8 April 2008, Lot 609

Acquired at the above sale by the present owner

LITERATURE

Jop Ubbens and Cathinka Huizing, Adrien Jean

Le Mayeur de Merprés: Painter-Traveller, Pictures
Publishers, 1995, Wijk en Aalburg, 1995, (illustrated,
p.140, colourplate 211).

EXHIBITED
Museum Nusantara, Delft, The Netherlands, March -
August 2006.
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Temple de Bancal is a masterpiece by the Belgian proverbial painter-

traveller of the early 20th Century, Adrien-Jean Le Mayeur de Merpres,
and demonstrates the superb Impressionist style that is a hallmark of

his paintings created before World War I1.

Le Mayeur spent much of his artistic career seeking out beauty from
the far corners of the world, first travelling across Europe, then Tabhiti
and French Polynesia, much in the way of French impressionist, Paul
Gauguin, who was a great influence on Le Mayeur. Eventually, in 1932,
the artist’s travels took him to the exotic Indonesian island of Bali,
which served as his inspiration for the next twenty-six years. Although
Le Mayeur is well-known for his paintings of elegant Balinese women
in lush gardens and beachscapes, paintings from his Bali period
before the 1940s, such as Temple de Bancal, focused more on the
Balinese way of life and their rich cultural traditions.

The mise-en-scéne LLe Mayeur depicts in the present lot, shows a
bustling scene outside of a temple, with various groups of figures
participating in the different rituals practiced during religious festivals.
On the right, we see a group of women kneeling with their hands
pressed in prayer overhead, receiving scented holy water blessed

by a priest in act of spiritual cleansing. The central female figure
delivers a towering gebogan, a Balinese offering of fruit, flowers and
sweet cakes, atop her head, her pose rendered in poetic lines that

will be further developed in Le Mayeurs later works. Behind her is a
procession of women carrying various offerings to the temple to be
blessed, bamboo poles with offerings, known as penjor hanging above
them. Interestingly, the artist has included a group of men crouched

in the far-left corner, engaged in a cockfight, which is a deep cultural

practice and an integral part of Balinese religious festivals that
continues to be practiced even to this day. It is uncommon that Le
Mayeur depicts scenes of Balinese men in his paintings, adding to the
rare quality of this work.

Temple de Bancal demonstrates Le Mayeur's true sophistication as an
artist, its composition an exceptional example of the style he adapted
in the years in Bali, when he started composing paintings of multiple
figures. Impressions of figures in various attitudes with elongated
limbs and exaggerated hands and feet highlight his unorthodox
interpretation of anatomy, which points to a more liberated mood as
compared to his later style. In this pre-war Balinese period, the artist
painted in a highly impressionist style: with thick short strokes, he
created a colourful idyll. With just a few carefully chosen colours and
colours set on various planes in each picture, he manages to create a
highly personal impression of a subject. His technique, though simple,
is highly effective, capturing the sparkling tropical sunlight with a few
strokes of paint on skin. One of the other characteristics that identify
this work as iconic of this period is its colour palette of pastel shades
of green, pinks and beige, accented by cadmium red and orange,
which points to Le Mayeur as being an exponent of late European
Neo-Impressionism.

This present lot is a fine example of the artistic feeling and free style
with which the artist painted, deploying a combination of delicate and
vivid colours in combination with dazzling light effects to achieve what
has become Le Mayeur's main force as a master of light. Temple de
Bancal delivers a rare impression into the rich cultural fabric of Bali,
encapsulating the spiritual beauty of its people.

Camille Pissarro, La Récolte des Foins, Eragny, 1887, Van Gogh Museum,
Amsterdam, Netherlands.
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Adrien-Jean Le Mayeur de Merpres, Dancers in Bali. Christie's Hong Kong, 28 November 2015,
Lot 44, Sold for HKD 7,480,000.
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Balinese women bringing offerings to temple, Bali, 1953. Photo: Ch Sj Dt Tumenggung
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(1919-2010)

Flowers

signed and dated in Chinese (lower middle)
oil on canvas

53 x 65 cm. (207 x 25%s in.)

Painted in 1992

US$520,000-780,000

PROVENANCE
Anon. Sale, Poly Beijing, 4 June 2006, Lot 152

Acquired at the above sale by the present owner
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Zee Stone Gallery, Recent Works by Wu Guanzhong - 92/,
Hong Kong, China, 1992 (illustrated, plate 22).

Hunan Fine Art Publishing House, The Complete Works of
Wu Guanzhong Vol. IV, Changsha, China, 2007 (illustrated,
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p. 47).

Wu Guanzhong, Flowing Time, 1989. Christie's Hong Kong, 28 November 2017,
lot 1424, sold for HKD 10,900,000
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Wu Guanzhong, Flowers in the Mountain, 1972. Christie's Hong Kong, 27 May
2007, lot 208, sold for HKD 4,200,000
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Gustav Klimt, Farm Garden with Sunflowers, 1907. Osterreichische Galerie Belvedere, Vienna, Austria
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“The artist, pursuing beauty, paints images of things he sees. In the process of painting,
he eliminates the nonessentials to discover how beauty itself is constituted.”

Wu Guanzhong made beauty of form his first creative principle.

He believed that beauty of form was the very essence of modern

art, and that an artist could find it by simplifying scenic objects

and modeling their shapes for greater aesthetic beauty. On that
basis, he investigated ways of further refining the elements of his
modeling, which led to works in a semi-abstract style. In that process
he was nourished and inspired by traditional Chinese aesthetics,

and ultimately, his work revealed both a deep understanding of the
Chinese tradition and a mastery of Western painting techniques.

Wu once said that the essentials of beauty include contrast, harmony,
rhythm, undulation, and a unified presentation of diverse elements. In
the refined images and carefully managed composition of Flowers, Wu
ingeniously finds both contrast and balance among all its points, lines,
and planes; the result is a colorful and strongly rhythmic painting,
complex but unified. A nice finishing touch can be seen in the slender,
graceful lines, with brushwork derived from Chinese ink painting,
with which Wu links areas of different color for a sense of implied
movement. And despite not specifically employing depth perspective,
depth does appear as Wu employs the visual contrasts of colors to
produce expanding and contracting effects, echoing the color theories
of American abstract expressionist painter Hans Hoffman.

The Impressionists once attempted to refine the coloristic elements of
flower paintings in an entirely new way, and Klimt further simplified
them into a very nearly flat and semi-abstract form of expression. A

—Wu Guanzhong

similar vein of development can be seen in the progression from Wu
Guanzhong's early 1970s Flowers in the Mountain to this Flowers
from the 1990s. Compared to his ink-wash works of that same
period, which are even more abstract, this Flowers has a more direct
connection with the natural world. Wu's hope was that the viewer,
through the more realistic detail of certain parts of the painting,
could more easily appreciate its beauty, in line with his concept of
maintaining a connection between abstraction and the real world -
that "the kite string should never break."

Wu Guanzhong once gave high praise to Li Song's Flower Basket,
saying, “l have always admired that finely detailed Song Dynasty
flower basket painting in the Palace Museum collection. Not for its
meticulousness, but because of the richness and fullness created by
its shapes and colors. It really conforms to our rigorous modern ideas
about modeling.... Van Gogh studied Millet, and Picasso imitated the
ancient Greeks. But that was not so much an imitation of style as a
direct exploration of their predecessors' creative intents and the pains
they took with their work.” Clearly, traditional aesthetics were not a
burden that limited Wu Guanzhong: Instead, they were the driving
force behind his work, a great motivating factor, and a foundation that
shaped his creativity. James Cabhill once summed up Wu Guanzhong's
work this way: “He represents all the painstaking labor of exploration
behind modern Chinese painting, and his works are a crystallization of
his arduous exploration.”



Li Somg Flower ba@k@f Song Dynasty (960-1279). National Palace Museum, Taipei, Taiwan
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Hans Hofmann, Eine kleine Nachtmusik (A Nightly Love Song), 1964. Christie's
New York, 13 November 2019, lot 23B, sold for USD 4,215,000

Artwork: © 2020 The Renate, Hans & Maria Hofmann Trust / Artists Rights
Society (ARS), New York
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125 LALAN B =
(XIE JINGLAN, 1921-1995)

Red and Blue BERTIE
oil on canvas H¥ E2h
146 x 113.7 cm. (57 V2 x 44 % in.) #9196 0 CME
Painted circa. 1960s
RiIR
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PROVENANCE
Private Collection, Europe

Anon. sale, Sotheby’'s Hong Kong, 6 April 2013, Lot 509
Acquired at the above sale by the present owner

"My early paintings are full of
lyricism and extremely forceful
colours; they are a kind of gestural
abstraction, close to writing."

- Lalan
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Mark Rothko, No.74,1960, collection of San Francisco Museum of Modern Art !
Artwork: © 1998 Kate Rothko Prizel & Christopher Rothko / Artists Rights
Society (ARS), New York
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Zhang Xu, Four Poems (detail), Tang Dynasty (618-907), Liaoning Provincial Museum, Liaoning
& (618-907 ) 5RMB ( HF5IUE ) (/550 ) s EESIEYE

In 1957, Xie Jinglan, or Lalan, separated from her long-time partner
Zao Wou-Ki. No longer overshadowed by her former identity as an
artist's muse, during the 1960s she began to follow her own inner
creative impulses and mounted her first solo exhibition at the Galerie
Crueze in Paris. Her painting from the 1960s Red and Blue represents
this important period in her artistic career, in which she began to
integrate painting, calligraphy, dance, and music into a synthesized
body of works. During this transformative period, she was, on one
hand, in frequent, close contact with figures in the vanguard of
Parisian abstract art such as Georges Mathieu and Pierre Soulages.
On the other, she developed an artistic vocabulary of her own, based
on traditional Eastern disciplines she had studied since her youth,
including epigraphy, calligraphy, and ink painting. She also became
acquainted with Zhang Dagian when he exhibited works in Paris in
1960. In 1961, she officially joined the French Society of Librettists,
Composers, and Publishers as a composer, and set out to advocate
her idea of 'integrated art' (L art synthése).

In Red and Blue, a seemingly quiet mass of colour rolls and surges in
a storm of motion. It first appears as if a hazy cloud of limpid blue, set
off against the red abyss, is rising and hanging in the air. At a closer
look, each strand of blue smoke twirls and turns gracefully, or as if
winding, curling tongues of flames are dancing upward. When Lalan
first arrived in Paris, she was fascinated by the expressive movements
of Martha Graham, the mother of modern dance. In China, the arts of
dancing and painting had converged early on in the traditional style
of 'wild' cursive calligraphy. The style was invented by Tang Dynasty
calligrapher Zhang Xu, who took up the brush after a bout of drinking
and found that his writing style expressed “an endless variety, as if
the gods had lent a hand.” By incorporating this sense of dance-like
motion, the sense of bursting energy, of contraction and release as in
Martha Graham's dancing, Lalan forges a union between dance and
her paintbrush in Red and Blue.

Helen Frankenthaler, Canal, 1963, collection of Guggenheim
Museum

Artwork: © 2020 Helen Frankenthaler Foundation, Inc. / Artists
Rights Society (ARS), New York
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Lalan's early oil works often feature deep, sombre colours; Red and
Blue stands out among those works for its more saturated palette and
intense colour contrast. Mixing cinnabar, azure blue, and malachite
green into her reddish hues, Red and Blue draws on a mysterious
Eastern tonal palette to pull the viewer into a distant realm of
meditation. Whereas Mark Rothko made use of misty blocks of colour
to create a sacred space, Lalan's gestural brushwork, reflective of the
ink-wash medium, lifts the viewer's spirit upward. Jasper blue tones
mix with sunset reds mix, dotted with bits of pure ultramarine blue
that ignite like cool, flashing sparks. The deep, quiet dark tones on the
right adds an extra dimension to the painting. Motion and stillness,
soft and hard, water and fire, confront and balance each other in this
work, crystalizing Lalan’s eternal dance of life.

Martha Graham performing Letter to the World (also called The Kick), 1940.
1575 - BREEL ( BIEIHERAE ) 1940 &
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION
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ZAO WOU-KI # £ t&
(ZHAO WUJI, 1920-2013)

23.03.68

signed in Chinese and signed 'ZAO' (lower right); signed,
titled and dated 'ZAO WOU-KI 23.3.68' (on the reverse)
oil on canvas

89 x 130 cm. (35 x 51%& in.)

Painted in 1968

HK$24,000,000-36,000,000
US$3,200,000-4,700,000

PROVENANCE
Galerie At Home, Toulouse, France

Private Collection, France

Private Collection, France

Private Collection, Asia

Private Collection, Asia

Anon. Sale, Zhong Cheng Auctions, 9 December 2007, Lot 56
Private Collection, Asia

Anon. Sale, Poly Beijing, 2 June 2012, Lot 2117

Private Collection, Asia

This work is accompanied by a certificate of authenticity issued
by Fondation Zao Wou-Ki, dated 4 December 2017.

This work is referenced in the archive of the Fondation Zao
Wou-Ki and will be included in the artist's forthcoming
catalogue raisonne prepared by Francoise Marquet and Yann
Hendgen (Information provided by Fondation Zao Wou-Ki).

EXHIBITED

Los Angeles, USA, Frank Perls, 1968
San Francisco, USA, SFMOMA, 1968

LITERATURE

Jean Leymarie, Hier et Demain Editions, Ediciones Poligrafa,
Zao Wou-ki, Barcelona, Spain, 1978 (illustrated in black and
white, plate 372, p. 294).

Jean Leymarie, Rizzoli International Publications, Zao Wou-
ki, New York, USA, 1979 (illustrated in black and white, plate
372, p. 294).

Jean Leymarie, Editions Cercle d'Art, Ediciones Poligrafa,
Zao Wou-ki, Barcelona, Spain, 1986 (illustrated in black and
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The 1960s is universally recognised as a new phase of achievement
in Zao Wou-Ki’s artistic career, which 23.03.68 very successfully
represents. By 1968, Zao Wou-Ki had completely transitioned to
abstraction and had found his signature mode of expression. The
1960s marks a very prolific period, and out of all paintings from 1968,
17 have appeared on the auction market, this one being amongst

the largest and by far representing the most iconic composition, in
particular because of the high quality of the brush stroke, the intricate
nuances of colour, and the balanced composition.

23.03.68 depicts a very balanced composition where areas of large
washes of colour contrast with areas of dense brushstroke activity

at the centre. Cloudy strokes of white frame the work, which break
down into fractional elements in the centre of the work, thus unveiling
a dark backdrop gradually taking over to fully burst in the lower right
corner. Bright turquoise spots strategically make an appearance

in the composition, which brilliantly balances out the composition,
drawing the eye while providing a dynamic character to the painting.
The appearance of a heavy dark corner with a contrasted relatively
light central brush strokes in the composition however identifies this
painting as the beginning of a transition for the artist. From then on, he
gradually liberated his compositions from a centre of gravity. 23.03.68
anticipates such a shift, which will come to define his work from the
1970s onward.

Zao Wou-Ki came back from a trip to the United States in 1957 full of
his encounters with the American Abstract Expressionist movement.
The movement's liberating quest to challenge the conventional rules
of art making led Zao Wou-Ki to infuse his own artistic expression
with more freedom of movement, freedom of expression, freedom of
medium, freedom of subject, resulting in deep and personal abstract
compositions, which he fully embodied, regardless of size. This is a
relatively intimate format for this period of his career, and like many
works from this decade, it adopts a discrete central core, used as
source of light diffusing across the composition, reminiscent of 19th

Franz Kline, Untitled, 1957. Christie's New York, 14 November 2012, Lot 17,
Sold for USD 40,402,500

Artwork: © 2020 The Franz Kline Estate / Artists Rights Society (ARS), New York

FREATK - oAk B (fERE ) 1957 FAF ELSM40 2012 &£ 11 B 14 H {8 17
BRAZME : 40,402,500 Z5T
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century painters such as Turner, where the centre of his seascapes
would be the source of the overall flow of the painting.

Both spatial composition and painting technique refer to the artist's
knowledge of classical Chinese ink painting. Bearing direct reference
to calligraphy and the tradition of blue-green landscape painting, his
colour palette and brush pattern provide a delicate visual rhythm.

His central brushstrokes modulate into several shades with various
saturations, each inclination of the brush produces shifts in technique
and colouration, all of which encourage the composition to smoothen,
expand and condense, turn dense and light, to dry and saturate.

This intense continuous motion is further enhanced by large sweeping
strokes of white and brown framing the composition. These successive
thick layers of paint explore the materiality of the paint, where nuances
of colour are revealed by a subtle play on pressure of the brush, and
dilution of the oil, directly referring to the practice of ink. These vast
areas of pure thick oil application also suggest a variety of dimensions
and depths of field, as a direct reference to the organisation of
Chinese landscape paintings, where unpainted bare areas were used
to reveal and complement painted elements of the landscape. As full
components of the artist's mind, they precisely suggested the essence
of the painting.




“I| spent ten years at full speed, like driving a fast
car.”

-Zao Wou-Ki

Zao Wou-Ki, 77.01.66, 1966. Christie's Hong Kong, 25 May 2019, Lot 36, Sold for HKD 98,550,000

Artwork: © 2020 Artists Rights Society (ARS), New York / ProLitteris, Zurich

AR (17.01.66 ) 1966 FF (££15EB 2019 £ 5 3 25 H
#5736 FR3XME : 98,550,000 7T

The study and transposition of calligraphy onto oil canvases was
however not strictly reserved to Chinese painters exposed to

Western painting techniques. Throughout the 20th century, as

artists in the West were adopting abstraction as an artistic language
in itself, their use of paint went beyond its functionality as means

of representation. Progressively, as they moved away from pure
landscape representations, artists explored the materiality of paint
combined with the highly expressionist power of colour and light as a
way to suggest their subjective view of the world. Artists like Nicolas
de Staél freed himself of form to only suggest his inner vision through
carefully assembled patches of colour. At the same time in the United
States, Franz Kline was changing our notion of the eye's perception
of images by highlighting the artist's motion and energy in binary
colour compositions. This quest was further developed in the later half
the 20th century by Gerhard Richter, who overwrote photorealistic
paintings of landscapes and objects with haptic swirls of pigment.

With all of the above specificities brought to light when looking at
23.03.68, the painting naturally comes to the viewer as an obvious
landscape, yet one that has been altered by Zao Wou-Ki's freedom
of the brush, transforming the painting into an abstract composition.
Such liberty is the result of the artist's inner spirit allowing him to

associate a return to his traditional training of Chinese landscape
painting with a personal outlook creating a new perspective and mode
of expression anchored in his own time.

The 1960s crystallized a very turbulent time with at once highly
euphoric joys and phases of difficulty, a series of contrary emotions

as indispensable components to nurture his painterly practice, along
with a new artistic technical maturity and recent material ease. As
Zao would describe the decade: “| spent ten years at full speed, like
driving a fast car.” 23.03.68 illustrates the artist's aura and identity as
he feeds himself from his Chinese roots while brilliantly catching and
adapting references from the environment provided by his life in Paris.

Left to right HAZEA :

Zao Wou-Ki, 71.03.60, 1960. Christie's Hong Kong, 25 May 2019, Lot 32, Sold for HKD
15,725,000

Artwork: © 2020 Artists Rights Society (ARS), New York / ProLitteris, Zurich
HEAERR (11.03.60 ) 1960 FAF EL/SEE 2019 £ 5 B 25 H #Rw8R% 32 MIE : 15,725,000 &7t

Joseph Mallord William Turner, Waves Breaking against the Wind, ca. 1840. Tate, London,
United Kingdom
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Zao Wou-Ki, 27.03.70, 1970. Christie's Hong Kong, 23 November 2019, Lot 16,
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Artwork: © 2020 Artists Rights Society (ARS), New York / ProLitteris, Zurich
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ZAO WOU-KI # £ t&
(ZHAO WUJI, 1920-2013)

18.11.66

signed in Chinese, signed and dated ‘ZAO 66’ (lower
right); signed, dated and titled 'ZAO WOU-KI 18.11.66'
(on the reverse)

oil on canvas

97 x 195 cm. (373% x 76 % in.)

Painted in 1966

HK$ 68,000,000 - 88,000,000
US$ 8,900,000 - 11,000,000

PROVENANCE

Private Collection, Europe (acquired directly from the artist)
Private Collection, Europe

This work is accompanied by a certificate of authenticity issued
by the Fondation Zao Wou-Ki, dated 17 May 2017.

This work is referenced in the archive of the Fondation Zao Wou-
Ki and will be included in the artist's forthcoming catalogue
raisonne prepared by Francoise Marquet and Yann Hendgen
(Information provided by Fondation Zao Wou-Ki).
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18.11.66 characterises with passion and vigour a decade in the artist's
career which is best defined as an intense period on both artistic

and personal levels. Dominated by numerous shades of blue, from
deep dark cerulean to warm turquoise, the painting offers a dramatic
battle of large dark brushstrokes structuring the composition
combined with overlaying and delicate splashes of brilliant white.
Large ink-like washes of oil around the edges give place to a

detailed intricate network of small lines expressing the turmoil of the
universe. The dynamic composition is a projection of the artist's inner
emotional agitation, the act of painting occurring as a salutary relief
of the enclosed energy, as the artist testifies in his autobiography
Self-Portrait. Zao draws the viewer into an imaginative and highly
spiritual realm above our earthly reality, only accessible through the
vector of abstraction and the mastery of inner forces.

The late 1950s are marked by a revelatory trip to New York with
Pierre and Colette Soulages, where the artist encountered a Post-
War abstract expressionist art scene, free of standard technique and
compositional rules giving way to liberated movement across large
surfaces. After reaching out into Western modern art in the early
1950s, with his Paul Klee-inspired figurative paintings, and a return
to his Chinese heritage in the closing years of the decade, exploring
the realm of abstraction with the Oracle-Bone series, Zao Wou-Ki
found the right distance between China and France. He sought to
purify his paintings of any narrative element, so as to better capture
the feeling of wind, scent of a season, or memory of a far mountain,
and lay only its impression onto the canvas. He starts exploring
nature and the universe in an ambitious painting apprehending its
unigue essence. While materializing a new form of abstraction and
pushing to its extreme the emotional interpretation of reality, Zao
positions himself in a revolutionary style as the heir of a long Chinese
tradition of literati painting stemming its inspiration from nature and
of the European Impressionists who had triggered the movement of
subjective painting in the West.

The late 1960s represented tumultuous times in the artist’'s personal
life, as his second wife, May, struggled with illness. Zao's artistic
production was deeply affected by these personal struggles, and his
painting would sometimes help as a refuge. 718.71.66 is one of the
most powerful works resulting from this period, with unique colours
depicted in such a format.

<Detail of the present lot $H5REER



Zao Wou-Ki, 29.09.64, 1964. Christie's Hong Kong, 27 May 2017, Lot 4, Sold for HKD 152,860,000
Artwork: © 2020 Artists Rights Society (ARS), New York / ProLitteris, Zurich
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The horizontal format of 78.71.66 is quite rare for this particular period
of production. While its composition references European mid-19th
Century paintings with a central focal point from which emerges
swirling brushstrokes suggesting dynamic movement, its elongated
format profoundly resonates with the Chinese tradition of horizontal
handscrolls. Such scrolls reveal detailed painted scenes, as the hands
of the viewer slowly unfold the painting, in an intimate setting. In this
context, the painting portrays a continuous narrative, which can be
picked up from any moment within the work. The viewer's imagination
is set free to roam beyond the limits of the rolled paper. In 18.71.66, it
is easy to imagine the artist's sweeping movements beyond the frame
imposed by the canvas. The focal point of white light is used here to
release the artist's inner energy, which can no longer be stopped in
action. With this format, 96 x 195 cm, Zao Wou-Ki projects onto a larger
scale the intimacy and imagination enclosed in traditional handscroll
painting.

The painting’'s composition also refers to Chinese traditional painting
in its representation of space. With a focus on lighting and precise
brushstroke in the center of the composition, Zao Wou-Ki reveals a
landscape of the mind through a subtle representation of positive and
negative space. While traditional Chinese landscape painting suggests
space, dimensionality, and subjective perspective through unpainted
areas, a parallel can be established with Zao's sweeping brushstrokes
framing the composition. With a play on colour, some spaces painted
white in the lower part of the canvas, gradually getting darker as our
eye moves upward in the composition, the artist suggests a depth of
space beyond the boundaries of the canvas, and brings the attention to
the “positive” space that is the core of the painting, a source of light in
combustion, ready to explode and release calligraphic strokes.

It is in fact impossible to ignore the calligraphic quality of 78.71.66.
His Oracle-Bone period in the mid-1950s allowed him to accept and
reconnect with his Chinese heritage. This painting thus undeniably
reveals the artist's mastery of the brushstroke as a fluid movement on
the surface of the canvas. The delicacy and precision of each stroke
suggest full control of the body and mind, as well as motive to convey
meaning through measured pace of movement.

The artist’s life in Paris is also characterised by intense artistic
exchange and influence. Paris in the mid-20th century was
considered the centre of the artistic world, and Zao would spend
his time exchanging passionately with other prominent artists
such as Pierre Soulages, Alfred Manessier, Jean-Paul Riopelle,
Helena Vieira da Silva. Innovative painting methods were being
explored, new modes of expression were emerging, a different
artistic language was being created. While Pierre Soulages
sought to reveal colour by scraping through thick layers of black
paint, Georges Mathieu was exploring oil painting as material
that could be worked with various types of instruments, and
Joan Mitchell would use her entire body to apply paint on canvas
and create chaotic yet controlled compositions. Zao Wou-Ki
would feed from this creative emulation to depict his own artistic
purpose: while his brushstroke certainly refers to his formal
calligraphic training, the three-dimensionality of the painted
surface, the nuances of blue, green, and purple revealed through
a complex juxtaposition of layers result from such artistic
conversation taking place in Paris at the time.

18.11.66 perfectly captures Zao Wou-Ki's essence where Eastern
and Western tradition merge in the artist's pioneering style. The
21st century continues to celebrate Zao Wou-Ki as a major artist,
with multiple museum exhibitions and retrospectives across

the United States, Europe, and Asia. This work quintessentially
symbolises the artist’s highly expressive and powerful style, and
it is no wonder it has been recognised as such in international
exhibitions in Paris, Tokyo, and Switzerland.

Hans Hartung, 77965-R7, 1965. Christie's London, 7 March 2019, Lot 242,
Sold for GBP 237,500
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Mugi Fachang, Evening Glow over a River Village, ca. 1250. Nezu Museum, Japan.
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

oM EE B RA A TER

ZAO WOU-KI # £ t&
(ZHAO WUJI, 1920-2013)

Petite Ville Hollandaise (Dutch Town)

signed in Chinese; signed 'ZAQ' (lower right); titled
and dated 'Petite ville hollandaise juillet 1952' (on the
reverse)

oil on canvas

65 x92.5cm. (25%2 x 363 in.)

Painted in 1952

US$2,600,000-3,900,000

PROVENANCE

Galerie Loeb, Paris, France

Acquired from the above thence by descent to the previous
owner

Private Collection, France

Anon. Sale, Christie’s Hong Kong, 24 May 2014, lot 5
Acquired at the above sale by the present owner

This work is referenced in the archive of the Fondation Zao

Wou-Ki. A certificate of authenticity can be requested for the
successful buyer.

EXHIBITED
London, United Kingdom, Hanover Gallery, Zao Wou-Ki, 1952.

LITERATURE

F. Marquet-Zao & Y. Hendgen (ed.), Flammarion, Catalogue
raisonné des peintures Zao Wou-Ki Volume 11935-1958,
Paris, France, 2019 (illustrated, plate P-0285, p. 149 & p. 297).

Human faced fish decoration pottery bowl, Yangshao Culture, Neolithic Age
(4800-4300 B.C.), collection of the National Museum of China
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“l do not need to look for other themes or
stick to particular colours. What illuminates
my emotions is not any particular colour,
but the relationship between colours—how
they mingle with, stand against, love or
reject one another.”

- Zao Wou-Ki









Johannes Vermeer, View of Delft, 1660-1661, collection of the Mauritshuis
AR - HEKEE (EREXISES ) 1660-1661 FF & /87 EinZii 2R EMEER

The Grand Tour, a European custom popularized in the 17th - 18th
century served as an educational rite of passage for upper-class
elites, in search of art, history, culture and a better understanding of
Western civilization. Two years after Zao Wou-Ki's arrival in Paris

in 1950, he embarked on his own European tour, travelling across
France, Switzerland, Italy, the Netherlands and more. The exposure
to European art and architecture made a lasting impression on Zao,
which inspired him to document a visual diary and encouraged

his artistic exploration with lines and perspective. Painted in 1952,
Petite Ville Hollandaise (Dutch Town) is an exemplary work inspired
by his grand travels. Zao presents the viewer with a composition
filled with intricate visual conflicts, which when pieced together,
fabricates a story that allows one to immerse completely inside of
Zao's mindscape, and admire the artist’s interpretation of Eastern and
Western philosophy and his technical virtuosity.

Across this expansive canvas, Zao assembles an array of
interconnected lines, introducing some of his most potent motifs

- silhouettes and outlines of buildings, people, and boats. Boat, in
particular, were a recurring motif for Zao. Blended into the glistening
blue waters, he carefully juxtaposes them at the bottom part of the
painting; not only clear distinguishing between land and water, but
also recalling his first journey to France. It was in 1948 when Zao and
his then wife Xie Jinglan boarded the Andre Lebon to Marseille, hence
boats served as a symbol of hope for a new life in a foreign land that
awaits them. Carefully composed, Zao once described his works from
the early 1950s - “I painted a lot of scenery, buildings and aspects

of nature with human and animal depicted in them. But they are not
the subject of my work; they are particles that built up the whole
universe, these particles and the universe are all in one.” The present
work depicts a universe inspired by Zao's chance encounter with Paul
Klee in 1951 during an exhibition in Switzerland. Inspired by Klee's
work, Zao revolutionized his adaption of space, his understanding

of semiotics and the use of bold colours. He eventually gravitated
towards forging an artistic vocabulary between the East and West.
This subsequently allowed him to move away from his early 1940s
style and paved way for what is known as the Paul Klee period (1951-
1954). This is evident in the artist's application of sinuous, fragmented

Claude Monet, Impression, Sunrise (Impression soleil levant), 1872, collection of Musée
Marmottan Monet

SessiE - ER (ENR - B ) 1872 FAF AR B3R TBEEFISEMTAERT

lines and his calligraphic motifs which articulates a language that
he had developed, also seen as an attempt to try to break free from
traditional art to finding his own aesthetics of Modern Abstraction.
Zao's artistic vocabulary was inscribed on the canvas by removing
paint with the brush’s wooden handle to form lines, layering and
scraping coats of paint to showcase the beauty of the textured
medium. With a closer look, his lines convey the impression of flowing
water, with its elegant soft lines reflecting the curviness of the moon
and the hull of the boats. Line and plane, form and void collide with
colours to elevate the work to an extra depth and richness onto the
two-dimensional surface. Zao aims to construct a web of non-closed
lines that pierces the veils of space and time, henceforth creating his
own universe.

In Petite Ville Hollandaise (Dutch Town), one might associate the
luminous blue tones with Dutch paintings from the Golden Age in

the 17th century. During this period, artists notably favoured the use
of ultramarine blue, an expensive paint pigment derived from lapis
lazuli. It was considered so precious that painters usually applied it
economically as a glaze over an opaque underpainting. Vermeer would
incorporate natural ultramarine into his paintings to enhance the
importance of a sitter or object, thence creating a level of depth and
complexity seen similarly in the present lot. Here, Zao chose to blend
an earthy tone with the dominating ultramarine hue as his principal
palette, depicting a stark contrast between sky, land and the sea. Blue
tones were highly regarded by Zao as written in his aesthetic theories.
His admiration for the colour not only derived from his student days in
Hangzhou, when he would spend time around West Lake observing its
reflection, but he also believed in the potential of the colour in terms
of its flexibility for expression. Though the subject of water is seen in
many of his works from the same period, the two-tone structure of
blue and earthy gold in the present work is rarely seen among his early
oeuvre.

Petite Ville Hollandaise (Dutch Town) is a beautiful masterpiece
emblematic of Zao Wou-Ki's travel series and an iconic work from his
Klee period. Under Zao's brushstrokes, the dynamic and lively Dutch
town comes to life.
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Paul Klee, Altelnschrift , 1919, Musee de I'Hospice Saint-Roch, Issoudun,
France (Inv. 2015-8-33) Donation by Francoise Marquet-Zao, 2015
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Joan Miro, Malerei, 1927, collection of Foundation Beyeler
Artwork: © Successio Mird / Artists Rights Society (ARS), New York / ADAGP, Paris 2020
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Detail of the present lot fHF/SE8 »






129

PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

HEPE T2 YN e

LEE UFAN =& &
(B.1936)

Correspondance

signed and dated ‘L. UFan ‘01" (lower right edge); titled,

dated and signed ‘Correspondance 2001 Lee Ufan’ (on
the reverse)

oil, glue and mineral pigment on canvas

228 x 182 cm. (89% x 71%& in.)

Executed in 2001

US$260,000-380,000

PROVENANCE
Gallery Hyundai, Seoul, Korea

Private Collection, Asia
Anon. Sale, Sotheby’s Hong Kong, 6 October 2013, lot 931
Acquired at the above sale by the present owner

J

Richard Lin, 5 February, 1966. Christie's Hong Kong
26 May 2018, lot 55, sold for HKD 4,900,000
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“The mutual limitation that takes place
between inside and outside purifies the
act of making and pushes it to a higher
dimension. It might be said that this
desire to polish the self by limiting one’s
interactions leads to endless repetition.
The expansiveness of a dialogue of
correspondences suggests the breath and
sublimity of eternity.”

-Lee Ufan

Agnes Martin, Orange Grove, 1965 Christie's New York, 10 May 2016, lot 25B, sold for USD 10,693,000

Artwork: © 2020 Estate of Agnes Martin / Artists Rights Society (ARS), New York

XigRHk - BT (#5E ) 1965 £ E115 4159 2016 &£ 5 B 10 B #w9% 25B m32fE : 10,693,000 %7

As Correspondance featured in this evening sale exemplifies, this
series is about creating empty yet filled with meditative space. The
play of the two regions of painted space versus unpainted space
holds an important fascination for a globally sought-after artist, Lee
Ufan and this painting displays the culmination of his artistic practice
both in spiritual and technical respects. In his early series, From Point
and Line (1972-84), Lee sought a harmony between the painted and
unpainted spaces. While his next Wind Series (1982-91) apparently
presents a more forceful painting style which focused on the dynamic
energy of his paint strokes, the intervals between the paint remained
crucial. After Wind series, Lee introduced a matured meditative
space, emphasizing the play of the two regions as apparent in his
Correspondance (1991-2006) and moved to Dialogue since 2006.

The two concepts of 'encounter' and 'body" are also crucial to fully
understand Lee Ufan's work. His central concept of ‘encounter,’

is thoroughly articulated in his famous 1970 essay, “In Search of
Encounter.” He stressed the importance of the ‘body’ as well, the
interconnection between the body, the mind and the world. Through
his oeuvre, Lee visualized his core concept of encounter, in other
words, relationship with others, and the body as a significant medium
for the encounter, a direct experience between matter and existence.
This lot is a great example how he realizes his concepts of ‘encounter’
and ‘body".

As this painting articulates, Lee would layer his strokes three or four
times over a period of days with a wide-tipped brush and a refined
gradation of thick pigment, applying a new layer of paint onto a half-
wet surface. This highly labour-intensive process often takes the
artist one month of repetitive action to complete one work. This
choreographed and deliberate movement of the brush echoes the
practice of Asian ink painting—great masters were said to have
controlled and concentrated on every movement of the body, including
their breathing, to compose their works. His works are imbued with a
certain depth and vitality whose roots trace back to Lee's early literati
training in classical Asian art.

Indeed, Lee was educated as a child in traditional East Asian
philosophy with emphasis on calligraphy, poetry, and literati painting.

He developed a serious interest in the arts at Seoul National University
and realized that a solid philosophical training was essential for him to
become an international artist. During the mid-1960s he established
himself as a key theorist and artist of the Monoha movement, material-
based art movement of Japan in the 1960s and an influential figure of
the Dansaekhwa movement during the 1970s and 80s, which reached
culmination by his Dialogue series both in spiritual and technical
respects.

As this lot exemplifies well, his compositions in Correspondance
communicate a hope for simplicity, peace, and understanding that
stems from the artist's philosophical beliefs. It is in this simplicity of
form, material, and action that Lee Ufan’'s works expand the artistic
dialogue of contemporary art, his process much resembling that

of Richard Lin. With a new fusion of identity and experiences, Lee
Ufan's painting demonstrates a possibility for a solely distinct Asian
contemporary artistic language that declares itself independent
from and entirely equal to the Western model. A minimalist painter
and key player in Korea's Dansaekhwa movement, a leading art
theorist of Japan’'s Mono-ha group, a philosopher who is equally
versed in Western philosophy and Eastern ideology—it seems that
Lee's illustrious and peripatetic career defies any single category or
label, just as Lee himself transcends any one nationality, practice, or
movement.

Lee's work is a form of calligraphy, an entirely new abstract
representation of spirit and material unified into one. In this way, he
successfully opens a new possibility of painting by distinguishing

his work from Western geometric abstract paintings that primarily
focus on form. Lee’s art is the medium or passage which connects
the poles between the artificial and nature, myself and others, making
and unmaking, and made and unmade. His Correspondance series
offers an approach to space characteristic of Buddhist philosophy:
"Buddhism teaches that being is possible only because there is also
nothingness, and appearance coexists with disappearance.” Here, the
painted and unpainted both hold an equally important place in our
interpretation of the painting as well as our interpretation of our body
in relation to the painted and unpainted space.
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EHIRFETIE=PAIE

129



130 FERNANDO ZOBELE®RE - i/

(1924-1984)

Miraflores

signed ‘Zobel’ (lower right); signed again, titled and
dated ‘Zobel 446 MIRAFLORES Oct/61" (on the reverse)
oil on canvas

51x71cm. (20% x 28 in.)

Painted in 1961

HK$1,500,000-2,500,000
US$200,000-320,000

PROVENANCE
Private Collection, Spain

Acquired from the above by the present owner

Mark Rothko, Untitled (Black and Gray), 1969

Artwork: © 1998 Kate Rothko Prizel & Christopher Rothko / Artists Rights
Society (ARS), New York
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Christie’s is proud to present Miraflores this season, a magnificent
work by master abstractionist Fernando Zobel. A visual echo to its
Spanish roots, the space of the canvas is filled with sparks of black
and white lines intertwining; bursting with energy, it blossomed
into this iconic pictorial landscape. The present lot is part of Zobel's
highly acclaimed series, also known as Serie Negra (Black Series),
a celebration of the artist’s shift from his experimental Saeta series
(1957-1959) into his more matured abstract period. Spontaneous
and dynamic, Serie Negra was defined by Zobel's focus on
monochrome, where gradients of black and white played vital roles
in the composition. It is also a reflection of the artist’s journey as

he takes inspirations from natural landscape, the movement of the
seasons, as well as flora and fauna. Zobel's innovative and timeless
breath of works earned him international recognition over time.
Even till the present day, Zobel's artistry remained highly celebrated
- with a retrospective titled Contrapuntos featured in the 2017
Venice Biennale, further cementing his position as a pioneering
abstractionist artist of his time.

Zobel's unique upbringing and education background played a
significant part in his artistic development. Born in 1924 in Manila,
Philippines, he began as a medical student before leaving to pursue
history and literature at Harvard University. Surrounded and
influenced by artists from the Boston School, it was then when he
started painting despite not having any formal training beforehand.
Given Zobel's affinity and intellectual curiosity for art, he gradually
developed an appetite for a variety of interests that made regular
appearances within his oeuvre. One of which was his fascination and
appreciation for Oriental art. To further cultivate his passion, Zobel
not only participated in a series of Chinese archaeological excavations
on the Calatagan Peninsula in the Philippines; he also took up
lessons in Oriental calligraphy in hopes of mastering the approach
of Chinese calligraphy and Japanese sumi drawings. Inspired by

the disciplined and balanced structure of calligraphy art form, he
studied and adopted its aesthetics, transforming it to form the base

Franz Kline, Chief, 1950, Museum of Modern Art, New York

Artwork: © 2020 The Franz Kline Estate / Artists Rights Society (ARS), New York
FBRA%K - 5eAkE  Chief ) 1950 & £ MAVIR BBy eaRT
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structure of his own visual vernacular. Zobel would fill a hypodermic
syringe with oil paint to execute his long calligraphic lines, it was an
innovative tool that allowed him to gain a level of graphic detail and
precision. By integrating simplistic yet powerful calligraphic lines

in a negative space, it created a sense of direction and movement.
Along with the artist’s juxtaposition of black and white being equally
prominent in the composition, the fluidity of the brushstrokes evokes
a conversation between the sinuous bare lines depicted in this
painterly work.

Abstract art can be defined as one of the purest and direct forms

of expression. It was through abstraction that Zobel found solace

in sharing his emotions and memories, especially those during his
time abroad. During this time he witnessed the bourgeoning of
various art movements across Europe and the USA in particular.
Being able to explore the exciting presence of American abstract art,
he was captivated by works from Jackson Pollock and Franz Kline,
where both artists championed the concept of chaos and control
coexisting in perfect harmony, while being impulsive and expressive
on canvas. Notably, Zobel's visit to a Rothko exhibition at the Rhode
Island School of Design left a profound impact on him. Moved by
Rothko's application of atmospheric colours, it gave him confidence
and encouragement to further pursue the potential of abstract art.

In the present lot, Zobel's composition can also be comparable to

the concept of Fibonacci theory. By positioning the ‘Rule of Thirds'

in Miraflores, the focal point of the painting is shifted to the side as
opposed to being at the centre, this creates a flow within the painting,
hence allowing it to flourish into an organic and natural configuration
that has proven to be more aesthetically pleasing to the viewer's eye.

Miraflores is a demonstration of Zobel's elegant and harmonious
orchestration of lines and pattern, as well as a powerful expression of
conveying memories and emotions that served as his key inspirations.
Deeply respected for his contribution in the Asian art scene, Fernando
Zobel's legacy still stands in the Philippines and in Cuenca, Spain,
where the artist settled in his later years.

Huai Su, Autobiography (detail, Northern Song Dynasty replica), 777 AD, National
Palace Museum
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PROPERTY FROM AN IMPORTANT FRENCH PRIVATE COLLECTION
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CHU TEH-CHUN sk & 8
(ZHU DEQUN, 1920-2014)

LE 8.12.1976

signed in Chinese, signed ‘CHU TEH-CHUN’ (lower
right); signed in Chinese, signed ‘CHU TEH-CHUN’,
titled and dated ‘le 8.12.1976." (on the reverse)

oil on canvas

161.7 x 126.8 cm. (63% x 497z in.)

Painted in 1976

HK$4,800,000-6,800,000
US$630,000-880,000

PROVENANCE
Acquired directly from the artist
The authenticity of the artwork has been confirmed

by Fondation Chu Teh-Chun, Geneva. A certificate of
authenticity can be requested by the successful buyer.

LITERATURE

H. Juin, Le Musée de Poche, Chu Teh-Chun, Paris, 1979
(illustrated, p. 52) (Please note that the execution year was
mistakenly listed as 1977; the correct year should be 1976).

Chu Teh-Chun in Vincennes Woods, 1995.
Photo: ©Jeff Hargrove
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“Neither line nor colour can embody a
landscape; they merely reveal its intrinsic
strength. The painter frees them from the
abounding imagination of the cosmos and,
in so doing, marries the body with the mind.”

- Pierre Cabanne in Chu Teh-Chun
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Chu Teh-Chun was a master of using his profound skills in calligraphy
and his magnificent poeticism, which he inherited from the aesthetics
of Zhuangzi's poetry, to reconstruct landscape imagery in his abstract
oil paintings. Le 8.12.1976 perfectly captures the artist’s ability to
equally embody western techniques of painting through the use

of dramatic lighting and textured surface on the one hand, while
exposing his soul and inner depth through calligraphic movement,
typical of traditional Chinese painting on the other hand.

InLe 8.12.1976, the quick decisive brushwork seems to have been
completed in a single motion: as Chu's brushstrokes float down,

flow, and turn around a visual frenetic rhythm is generated through
the interweaving of colours. Arrays of greens and blues sweep the
compositions in two opposite movements, vertical and horizontal.

The composition’s structure implies a grand sense of depth: the
horizontal dark blue lines in the foreground lead the viewer to a
vertical background reminiscent of steep mountains, all lines meeting
in a centre where the energy of the brushstrokes concentrate. Two
bright yellow focal points in the lower left and upper right parts
illuminate the composition like two sources of light. In the 1970s the
artist acquires a better ease with the oil medium and starts diluting
his colours into fluid washes applied on the canvas with large Chinese
brushes in the manner of the ink painting. The light inside the painting
seems alive with the brushwork's vibration, expanding and evolving
into new and fantastic visual impressions along with the rise and fall
of the colours in their wavelike motion through the canvas.

Le 8.12.1976 references Baroque chiaroscuro techniques, newly
acquired by the artist. In the 1950s, Lucio Fontana had reinforced
the need for a return to Baroque techniques through his ‘Baroque’
series. He played with material, texture and colour to highlight heavy
contrast, movement and dynamism reminiscent of the notion of the
baroque. Similarly, in most the 1970s compositions, Chu favoured
warm colours to express depth as a direct reference to Rembrandt.
However, a number of his paintings throughout his career employ
green and blue hues to translate a more literal vision of nature. Such
works from the 1970s rarely appear on the market, and Le 8.12.1976
offers an incredibly crisp and confident composition in blue, green and
yellow reminiscent of ocean depths struck by light.

By the 1970 Chu Teh-Chun had been living in France for 15 years,
mastering abstraction with a unique, intuitive approach which
encompasses all at once the thorough studies of Cézanne, the
spirited impetus of Nicolas de Staél, and the philosophy of Song
Dynasty landscape painting. A visit at the 300-year retrospective
exhibition of Rembrandt at the Rijksmuseum in Amsterdam in 1969
struck the Chinese artist with a new source of inspiration on his
quest into the abstract language. Through the Dutch painter, Chu
discovered the masterful use of light that the Renaissance artists
invented as chiaroscuro, one of the pillars of European art history
since the sixteenth century. After observing Rembrandt masterpieces
for hours, Chu decided to incorporate the technique of dramatic
contrasts between light and dark into his own compositions, utilizing
this Western artistic milestone to enrich his ancestral Eastern
heritage. Chinese classical painting relies solely on the ink line to
translate the inner essence of one self and rejects the use of colour
and representation of light and shadows as a distraction to the
purpose of capturing one’s energy. On the contrary light is highly
conceptualized in European religious painting as the expression of the
divine spirit. For Chu, a native Chinese artist, there was no difference
between Western landscape and abstract paintings; through intuitive
perception, he was able to combine them.

In this work, abstract painting and the aesthetics of calligraphy reach
a pinnacle of amalgamation that not only transcends the barriers

of the East and the West, but also surpass time. His style had gone
through several phases, from early landscapes influenced by Cézanne,
to the abstract transformation inspired by Nicolas de Staél, then to the
vivid application of calligraphy brushstrokes on canvas. Chu gradually
overcame the challenges of form and style while striving for spiritual
expression, upon which a brand new dimension of Chinese painting
began to unfold. On 17th December 1997, Chu Teh-Chun was elected
as a member of the Académie des Beaux-Arts, becoming the first
Chinese member of this prominent French art institution. In 2001, he
was awarded the Chevalier de I'Ordre des Palmes Académiques by
the French Minister of Education. A travelling retrospective exhibition
of the artist’'s work is in preparation by the Fondation Chu Teh-Chun,
due in 2020-2021.

Wang Ximeng, A Thousand Li of Rivers and
Mountains, Song dynasty, The Palace Museum,
Beijing, China
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Max Ernst, La derniére forét, 1960-1970, Musée d’ Art Moderne de Saint-
Etienne, Saint-Etienne, France
Artwork: ©2020 Artists Rights Society (ARS), New York / ADAGP, Paris

Bl - BHmE ( REMIFRA ) 1960-1970 &4F A6 BBH R BB FHREME

Lucio Fontana, Concetto Spaziale, 1957. Christie's
London, 16 October 2014, Lot 132, Sold for GBP
1,314,500

Artwork: © 2020 Artists Rights Society (ARS),
New York / SIAE, Rome

BRERER - $HEMR ((‘Ef‘aﬁfrﬂ%@?)) 1957 FF4F 2014 10
B 16 B /5@ 2014 £ 10 B 16 H A3(E :
1,314,600 ZagE
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PROPERTY FROM AN IMPORTANT AMERICAN PRIVATE COLLECTION
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ANDY WARHOL & i# - X f&
(1928-1987)

Dollar Sign

signed, inscribed and dated 'lolas Andy Warhol 81'

(on the reverse)

acrylic and silkscreen ink on canvas
25 x 20 cm. (10 x 8 in.)

Painted in 1981

HK$2,200,000-3,200,000
US$290,000-410,000

PROVENANCE
Alexander lolas, New York

Private Collection, New York
Private Collection, New York, by descent from the above
Acquired from the above by the present owner, 2013
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Andy Warhol, Two Dollar Bills (Fronts) [40 Two Dollar Bills in red], 1962. Christie's
London, 29 June 2016, lot 10, sold for GBP 4,450,500

i - K7 ( METTHE (IEHE ) [40 RAIEMIETHEE ] ) 1962 G4 118 /31 2016 &
6 B 29 B #"8% 10 pl3fE : 4,450,500 %

Artwork: © 2020 The Andy Warhol Foundation for the Visual Arts, Inc. / Licensed by
Artists Rights Society (ARS), New York.

"We are all preoccupied with money, and, in
its way, [Warhol's] ... dollar sign is as much an
emblem of America as the flag."

-A.C. Danto, ‘Andy Warhol Enterprises', Andy Warhol,
New Haven 2009, p. 129

Crackling with iconic energy, Dollar Sign (1981) is a jewel-like work
from one of Andy Warhol's most celebrated late series. Against a
deep purple background, four superimposed silkscreens - in orange,
yellow, glittering gold and pale blue - come together to depict a vivid
dollar sign. Warhol prepared his screens by filling their stencil outlines
with gestural, pencilled scrawls, which vibrate in the present work's
dynamic, off-kilter printing; sparks of colour fly as if the sign is ablaze.
Painted in 1981, the Dollar Signs evoke the heady promise of the so-
called '‘Reaganomics’ espoused by Ronald Reagan at the dawn of

the 1980s, which ushered in a prolonged era of economic growth.
Warhol had even attended the swearing-in of the new president on
20th January, 1981, in Washington, D.C. The Dollar Signs were first
exhibited at the Castelli Gallery on Greene Street in January the
following year, and became particularly evocative of the booming art
world of 1980s New York, which made overnight stars of Jean-Michel
Basquiat and Julian Schnabel, among others. "When they were shown
at the Castelli Gallery’, wrote David Bourdon, "... they appeared as
prophetic emblems of the huge amounts of money that would pour
into the art world during the following years. Warhol's Dollar Signs
are brazen, perhaps insolent reminders that pictures by brand-name
artists are metaphors for money, a situation that never troubled him’ (D.
Bourdon, Warhol, New York, 1989, p. 384).

Indeed, this idea had fascinated Warhol ever since he first ‘printed
money' with his 1962 Dollar Bills, which were among his very earliest
silkscreened works. The dollar sign is a perfect Warholian emblem,
succinctly picturing the relationship between art, commerce and the
American Dream. If the Dollar Sign works heralded an optimistic new
age in the American economy, they also marked a turning point for
Warhol, who entered his final decade with a burst of creativity, vitality
and experimental spirit. Dollar Sign's use of gold paint displays his
particular brilliance as a colourist in this period. The use of gold has a
twofold effect; it recalls the literal gold bars of the U.S. treasury that
accredit paper currency, and also hints wryly at devotional symbolism,
much as in works like Gold Marilyn Monroe (1962, Museum of Modern
Art, New York). Gold has been used in Catholic iconography for
centuries to denote spiritual illumination and the divine light of the
heavens. As a child, Warhol worshipped with his family at the Saint
John Chrysostom Byzantine Church in Pittsburgh, which housed
dozens of shimmering gold icons. In Dollar Sign, he depicts a secular
symbol in regal hues that recall the power of these holy images: its
small scale hints at the possibility for private, intimate worship of the
almighty dollar.



Interior of Saint John Chrysostom Byzantine Catholic Church, Pittsburgh, USA
=M LKE L SHFEXEHRER

Andy Warhol, Gold Marilyn Monroe, 1962, collection of the Museum of Modern Art,
New York, USA

i - XS ( EBNEE ) 1962 FF £ A0 RREMIEYE

Artwork: © 2020 The Andy Warhol Foundation for the Visual Arts, Inc. / Licensed by
Artists Rights Society (ARS), New York.
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PROPERTY FROM AN IMPORTANT LONDON PRIVATE COLLECTION
GEET-TYN

TAKASHI MURAKAMI #F £ 2

(B.1962)
Posi Mushroom Posi Mushroom
signed and dated ‘TAKASHI 02" with five studio B Ef &I ARIR
stamps (on the reverse) 20024F1E
acrylic on canvas laid on board et - TAKASHI 02 Bk TIEESENRK
178.4 x 139.7 cm (70 ¥4 X 55 in.) (2225)
Executed in 2002 -

iR
HK$4,800,000-6,800,000 S5 44 Marianne Boesky 8
US$630,000-880,000 £ R4 FANE

=M #8%9 Dominique Levy =85
'l:/'l‘o‘_’ENA";E w0 Gallery New York BRIMFAN MR

arlanne boesky Gallery, New Yor % {ﬁ?ﬁl *A)\Llyﬁ

Private Collection, New York
Dominique Lévy Gallery, New York
Private Collection, Europe

Private Collection, London

“I'd been thinking about the reality of Japanese drawing and painting and how it
is different from Western art. What is important in Japanese art is the feeling of
flatness. Our culture doesn’t have 3-D”

- Takashi Murakami

[to Jakuch G, Compendium of Vegetables and Insects (detail), c.1790
REEEh (3L ) (BEB) 1790 &






144

High and low, ancient and modern, oriental and occidental,
contemporary Japanese artist Takashi Murakami moves freely within
the ever-expanding field of art, commerce, and pop culture. Employing
a distinctive “Superflat” style and ethos, which merges traditional
Japanese painting techniques with the spirit of American Pop, anime,
and otaku culture, Murakami goes “back into his catalogue of motifs
and references, chew(s) them up, and spit(s) them back out in a newly
reimagined form.” (M. Darling, Takashi Murakami: The Octopus Eats
its Own Leg, Chicago, 2017, p.22). Both Posi Mushrooms and Homage
to Francis Bacon (Study for Head of George Dyer (on light ground))
reveal this lineage of artistic influences melding into Murakami’s
three-decade long exploration of painting.

Executed in 2002, Posi Mushrooms is an exquisite example of
Murakami's early engagement with the spore-laden fungus. Depicting
a panoply of variegated fungi characters arranged neatly against a

silver background, Murakami paints them with animated personalities.

Sometimes sweet, sometimes menacing, these mushrooms are given
big round eyes and cartoon eyelashes. Unlike 1t6 Jakuchi's late-
eighteenth century handscroll, which features a more naturalistic
rendering of vegetables and insects, Murakami not only references
the historical significance of mushrooms in Japanese visual culture,
but also bodies forth a unique aesthetic of his own. As observed by
Peter Daszak and Sara E. Howard, mushrooms “repeatedly (appear)
in traditional Japanese art” and thus became a subject, or symbol, in
which the contemporary and the historical collide (P. Daszak and S.E.
Howard, ‘Fungal Foray’, Eco Health 9, 2012, p.103).

Often compared to Andy Warhol's fixation of the “surface”, art critics
understand Murakami's “Superflat” to be a further elaboration

into a particularly Japanese reality. It is an aesthetic predicated on
the dissolution of Western distinctions such as high/low and art/
craft, which do not exist within “the horizontally organised nature

of Japanese culture” (D. Hebdige, “Flat Boy vs. Skinny: Takashi
Murakami and the Battle of Japan™, ©Murakami, Los Angeles, 2008,
p.22). For Murakami, Posi Mushrooms is therefore a reimagination
and expansion of traditional Japanese motifs within a contemporary
commercial landscape, which ultimately probes further into the
construction of culture.

Since 2004, Murakami began working on a series of works that paid
homage to Irish-born British artist Francis Bacon. Inspired by the
late-artist's distorted portraits, Murakami began questioning "how
Bacon might have transformed a face...the methodology and the form
of it" since he himself had also “been trying to do the same kind of
transformation” with his anime-inspired characters.

Executed in 2018, Homage to Francis Bacon (Study for Head of
George Dyer (On Light Ground)) is a flawless and phantasmagorical
array of colours delivered in a digital-like perfection. Referencing
Bacon's 1964 studies of his lover and muse George Dyer, Murakami
layers swirls of bright psychedelic colours enclosed within razor-fine
contours in order to embody the visceral quality of the late-artist's
brushstrokes. Dyer is almost unrecognisable in this new Murakami-
fied homage. His face, now proliferated with protruding anime eyes
and sharp tentacles, looks towards a small Mr. DOB, who Murakami
often refers to as his own alter ego. Thus, linking the artists together
in a delirious and lustrous encapsulation of the Superflat aesthetic.

Murakami has always pushes the boundaries of creating large-

scale works with his love for finely crafted detail. Much like Warhol's
infamous workshop “The Silver Factory”, Murakami developed a
studio system where he could “generate permutations of his stock
characters using computer files, stencils, and later silk screens” (M.
Darling, Takashi Murakami: The Octopus Eats its Own Leg, Chicago,
2017, p. 27). No longer constrained by limited manpower, Murakami
is able to let his imagination run free and orchestrate paintings with
great intricacy and grandeur. In this present work, more than fifty
studio assistant names are handwritten by the artist himself on the
reverse of the painting, thus revealing the intensive strategic planning
and technical labour of each paint layer.

Ultimately, the crystallisation and metamorphosis of images buried in
the dense mount of visual symbols reflects the psychedelic vibrancy
of both Posi Mushrooms and Homage to Francis Bacon (Study for
Head of George Dyer (On Light Ground)). Combining long-established
traditions with contemporary mass-produced entertainment,
Murakami continuously blurs the line between high and low art.

Andy Warhol, Campbell's
Soup Cans, 1962. Museum
of Modern Art, New York,
USA.

© 2020 The Andy Warhol
Foundation for the Visual
Arts, Inc. / Licensed by
ARS, NY
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Andy Warhol handling banana prints and Gerard Malanga holding silk screen at the Silver Factory, New York, 1966.
Photograph by Billy Name / Courtesy of Dagon James.
Artwork: © 2020 The Andy Warhol Foundation for the Visual Arts, Inc. / Artists Rights Society (ARS), New York
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION
EE:YNLE -

134 TAKASHI MURAKAMI #F Lk [

(B.1962)

Homage to Francis Bacon EFEEATEHR - IR

(Study for Head of George Dyer Sa EHEEGHNBE(REER))
(On Light Ground)) Eyal=Lisl

2018%:1E

signed ‘'TAKASHI" and dated ‘2018’ (on the overlap) N
G - TAKASHI 2018 (EHEm)

acrylic on canvas
100 x 100 cm. (39% x 39%s in.)

Executed in 2018 iR

=H 71 BiEEERR
HK$3,200,000-5,500,000 HEEBE CkER
US$420,000-710,000 .

2018F48-68 T+ LF# - Heads < Heads, EiSEEE
PROVENANCE S|

Perrotin Gallery, New York, USA
Acquired from the above by the present owner

EXHIBITED

New York, USA, Perrotin Gallery, Takashi Murakami -
Heads «— Heads, April - June 2018.

“| feel that [Francis Bacon] was probably unbalanced, and | can sympathize with
that. I'm really drawn to his work, in which bodies and faces are distorted. His
surrealistic way of thinking resonated with me, so | decided to study him more and
try to follow the way his brain might work.”

- Takashi Murakami

"RBS (T - BR) ABEATFEN  HIFERESR - REMHNIERIFEZE  tiFRT S
BHEABEETR - tERENEEL ST ROLIS  FFLUIREE—SHAEM » WEHIRRE
R KBS RIBERTEE AT © |

-1 LB

Francis Bacon, Three Studies for Portrait of George Dyer (On Light Ground), 1964. Private Collection.
Artwork: © The Estate of Francis Bacon. All rights reserved / DACS, London / ARS, New York 2020

EMTEET - R (Bl - MEEGEEE (ReER)

=B ) 1964 & FAAMKRER
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135 ADRIAN GHENIE X ZE % - 1§

(B.1977)
On the Road to Tarascon 2 BEFEERERALNE L 2
signed and dated ‘Ghenie 2013’ (on the reverse) H¥ E2h
oil on canvas 201351
210 x 160 cm. (82% x 63 in.) & - Ghenie 2013 (E28)
Painted in 2013

iR
HK$27,000,000-37,000,000 1T ZASEETim Van Laere =
US$3,500,000-4,800,000 e = Wabus
PROVENANCE BER
Tim Van Laere Gallery, Antwerp 2014£3-58 TADRIAN GHENIE ; Tim Van

oEr gt s
Acquired at the above by the present owner LaerefEJE ZA5&HH M

EXHIBITED

Antwerp, Tim Van Laere Gallery, ADRIAN GHENIE,
March-May 2014.

“I'm interested in history that's linked to the human figure. A certain
type of deconstruction interests me, the same way it interested Picasso
and Bacon."

- Adrian Ghenie

"RERAMTERRNELRREDE REREE LNREEREL  IBEEERER
MERE R °

-NRER -8R
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Portrait of Adrian Ghenie, Berliﬁ 2014.
Photo: © Oliver Mark.



Painted in 2013, Adrian Ghenie's On the Road to Tarascon 2 is a
powerful tribute to his admiration for Vincent van Gogh: an artist who
haunts his practice. Stretching over two metres in height, it takes its
place within Ghenie's series of the same name, which is based on the
Dutch master’s lost self-portrait The Painter on the Road to Tarascon
(1888). Following in the footsteps of Francis Bacon, who paid homage
to work in his own series of the mid-1950s, the artist filters the original
through his unique painterly language, transforming the surface into a
shifting, illusory veil of colour, pattern and texture. The figure, defined
only by his shock of red hair, is pushed to the brink of abstraction,

his body blurred as if photographed in motion. Fascinated by what

he describes as ‘the texture of history’, Ghenie seeks to visualise the
way in which we process the past. Rescuing key moments and figures
from the flat, glossy world of internet archives, cinema screens and
printed reproductions, he re-materialises them through the vivid,
visceral substance of paint. In the present work, Ghenie dramatizes
the way in which time transforms our perception of art history, adding
layers of obfuscation and artifice to objects buried deep in collective
consciousness.

Ghenie's fascination with van Gogh may be traced to his childhood,
when - aged six - he encountered a print of the artist's Sunflowers
(1888) on the cover of a Romanian art magazine. He was so entranced
by the image that he kept it under his pillow. Later, he stood

before van Gogh'’s 1889 self-portrait in the Musée d'Orsay in Paris,
overwhelmed by its hypnotic presence. The artist’s inward, self-
critical gaze, saturated with inner turmoil, spoke deeply to Ghenie,
who would go on to paint himself multiple times in the guise of his
hero. The Painter on the Road to Tarascon, however, held a different
kind of significance for the artist. The original painting’s whereabouts
remain unknown: it was destroyed - or possibly looted - during the
1945 Allied bombings of Magdeburg, where it was held in the Kaiser-
Friedrich Museum. The work is therefore only known in reproduction.
This fragmented existence was particularly intriguing to an artist
concerned with the transmission of images, prompting the question
of what constitutes an ‘artwork’ in the first place. Is it the physical
canvas - here absent - or the picture contained within it? Elsewhere
in the series, Ghenie grappled with this dilemma by collaborating with
the Dutch-Iranian artist Navid Nuur, inviting him to embellish his own
renderings of van Gogh's image with further layers of abstraction.

Left to right BAZESA :

Vincent van Gogh, Self Portrait on the Road
to Tarascon (The Painter on His Way to
Work), 1888, lost in 1945 when housed in
the Magdeburg Museum of Cultural History
(previously Kaiser-Friedrich Museum) in
Magdeburg, Germany

SRS - B (S ERERFLAEE EREE
& (BEREZLENEL) )

1888 FFEAF 1945 M FEEIBIS@EENHIE
BEEL YR (SR - BHSZUEYeE )

ESFERS

Francis Bacon, Study for "Portrait of Van
Gogh 1V",1957, collection of Tate Modern,
London, UK

Artwork: © The Estate of Francis Bacon. All
rights reserved / DACS, London / ARS, New
York 2020

FEHIPaLR - $51R «’Fﬁﬁ%f% IV H9ZB1E ) 1957
FE KE R FFRAEMER

The painting’s intersection with the narratives of the Second World
War also captivated Ghenie. Raised in Romania under Nicolae
Ceausescu's Communist regime, the artist frequently addressed
themes of European dictatorship in his work, focusing particularly on
the atrocities of Nazi Germany. ‘I am particularly interested,” he has
said, 'in the state of exceptionality that characterises everyday life in
totalitarian regimes, not just Communism. In such circumstances
everything is being distorted’ (A. Ghenie, quoted in M. Radu, ‘Adrian
Ghenie: Rise & Fall,' Flash Art, December 2009, p. 50). In the 1930s,
many of van Gogh'’s paintings were seized as ‘degenerate art’ under
Fascism’s campaign to purge modern art from Germany. Indeed,
Ghenie would evoke these events in his large-scale 2014 painting
The Sunflowers in 1937, which reimagines the work burnt, warped
and ruined by the ideological violence of the 1937 exhibition Entartete
Kunst (Degenerate Art). Though painted half a century before the
onset of conflict, The Painter on the Road to Tarascon similarly found
itself wrenched into this devastating chapter of history: a fact alluded
to, perhaps, by the billowing black clouds that envelop the figure.

Uniting Ghenie's interest in van Gogh and the Second World War

is a fascination with figures and events who - for better or worse -
changed the course of history. Van Gogh transformed the practice

of painting; modern dictatorships, albeit somewhat differently,

had a pivotal impact upon the European socio-political landscape.
Ghenie's other subjects played similar roles: from Charles Darwin in
the field of science, to Elvis Presley in music. By selecting instantly
recognisable muses, he asks viewers to question the way they see
them: are they distant symbols, clouded by years of recycled imagery,
or living, breathing realities? Through his painterly deformations,
Ghenie attempts to restore them to the physical world, stripping
away the dusty layers of time and bringing them violently into the
present. In pursuit of this goal, the artist fuses together a wide range
of devices borrowed from the history of representation: from the
moody atmospheres conjured in the films of Alfred Hitchcock and
David Lynch, to the impenetrable textures of Gerhard Richter and the
Abstract Expressionists. In the present work, the lineage of van Gogh
and Bacon is evident not only in its subject matter, but also in its
technique, evoking the raw, gestural language nurtured by both artists.
It is this cyclical complexity - the thrilling collision of surface, narrative
and historical resonance - that defines Ghenie's best paintings.
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Gerhard Richter, St John, 1988, collection of Tate Modern, London, UK
Artwork: © Gerhard Richter 2020 (0086)
EATE - =745 (B8 ) 1988 F1F HEl M TR EMER
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

SR INEERAAIKLEL

LIU WEI 21 f&
(B. 1965)

We Love Nature

signed in Chinese, signed and dated ‘Liu Wei 1999.6’
(lower middle); titled in Chinese and titled ‘We Love
Nature’ (middle left); signed in Chinese, signed and
dated ‘Liu Wei 1999.6.1" (on the reverse)

oil on canvas

149.5 x 149.5 cm (587 x 587s in.)

Painted in 1999

HK$14,000,000-22,000,000
US$1,900,000-2,900,000

PROVENANCE

Private collection, Europe (acquired directly from the artist)
Anon. sale; Sotheby's Hong Kong, 5 October 2014, lot 1045
Acquired at the above sale by the present owner

EXHIBITED

Oostende, Belgium, Museum voor Moderne Kunst, Between
Earth and Heaven -New Classical Movements in the Art of
Today, 23 February - 2 September, 2001.

Brussels, Belgium, BOZAR Centre for Fine Arts, Brussels; The
State of Things: Contemporary Art from China and Belgium, 18
October, 2009 - 10 January, 2010. This exhibition later travelled
to Beijing, China, National Art Museum of China, 1 May - 30
May, 2010.

Joseph Mallord William Turner, The Lake of Zug, 1843, The Metropolitan Museum of Art,

New York
KX - IBEE - BB - 1B (2184 ) 1843 FF EE 415 KEPSBMIEER

PSR
¥ =
199951F

k- B Liu Wei 1999.6 (FTF) 5 M=
KB We Love Nature (Z£51) ; 2§ Liu
Wei 1999.6.1 (E8)
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"Painting flows with my way of life. It is not
restricted by any format nor restrained by
any external influences — my hand paints my
heart".

- Liu Wei, Red Bridge Gallery, 2009

In 1993, art critic Li Xianting coined the concepts Cynical Realism
and Political Pop. Liu Wei was championed as one of the most

iconic artists of the Cynical Realism movement, and continues to be
recognized for his contributions to Chinese art history. Between 1993
and 1995, Liu Wei consecutively participated in many of the most
important art biennials in the world: in June 1993, he participated

in the 45th Venice Biennale through the introduction of a friend;

in October 1994, his work Hibiscuses Emerging from Water was
shown at the Sao Paulo Art Biennial; in 1995, a work from his You
Like Pork? series was shown at the 46th Venice Biennale. Liu Wei
was able to satirise the political culture and convey cathartic releases
of the human psyche by using an innovative artistic language. Such
expressions of unprecedented intensity demonstrated the freedom,
dynamism, and passion of Chinese contemporary art to the world.

Liu Wei in his studio.
Photo: © Liu Wei
BB TIE=

Liu Wei's career reached new heights in 1998 and 1999. Completed

in 1999, We Love Nature represents a union between two of his most
successful series from this period — Landscape and Smoking. Similar
works from this period are exceptionally rare. In We Love Nature, the
artist utilised the meat-mountain treatment seen in the Landscape
series where majestic mountains are rendered in a bright shade of
pink. Such unique treatment was applied to the rocks by the side of the
road as well as the landscape in the background. Under the azure sky,
the artist employed a wide perspective to emphasise the relationship
between the figures and the environment, i.e. the landscape. Liu Wei
said that he considers humans, animals, and landscape the same. To
him, they are all entities with souls, and that is why he depicts them as
a single amalgamation in his paintings. In earlier works, Liu Wei used
symbols to convey meaning. In comparison, works from this period
express Liu Wei's love for painterly aesthetics. As demonstrated in
this work, his fondness for Chinese traditional painting as well as his
mastery in Western landscape painting have been reinterpreted into a
new painting expression that is spontaneous and improvisational.

Liu Wei graduated from the print-making department of the Central
Academy of Fine Arts in 1989. This professional and systematic
training enabled him to resolve any technical challenges in painting
with ease. In turn, this set of skills freed him to structure subject
matters from an intellectual standpoint with the respect that they
deserve. The changing times and transformations in society also
influenced his subject matter — he tirelessly invents new modes of
expressions and avoids repeating himself.

From 1993 onwards, Liu Wei frequently participated in important
international exhibitions. The disparity between developing countries
and developed countries were vividly experienced by the artist. He
was able to freely dissociate from these two systems and explore their
differences such as one kind of freedom that is orderly and another
reckless; one kind of urbanisation that is in harmony with nature

and another destructive. From J. M. W. Turner to Claude Monet, the
relationship between humans and nature was constantly changing

as a result of the progression of time and the increase of productivity.
Despite its mutable nature, this relationship is a universal curriculum
that is worthy of our periodic re-examination. In We Love Nature, rosy
pink hues are liberally used in the landscape, the faces of the figures,
and the elements on the road. As a result, the entire picture is filled
with a sense of fantastical merriment. Situated between the clear
blue sky and abundant greenery, the family in the painting conveys

an overpowering sense of contentment. The artist’s use of brilliant
colours and swift brushwork also complements the happy imagery.
Yet, the more bewitching the fantasy, the more cruel the reality. The
floating skull and crossbones in the sky remind us of this fact. Despite
being in this dream-like landscape, the thought bubble above the
heads of the figures emanates the messages “No Smoking”, "I like
Sun”, "We Love Nature”, and “I Love Flower” — in reality, the artist
strongly urges us to pay attention to these imminent issues. By using
these slogans, Liu Wei directly questions the corrupted habits in our
society. Such presentation is reminiscent of slogans that appeared in
propaganda paintings produced during the Cultural Revolution. The
artist appropriates the positive aspect of this visual vocabulary and
authoritatively commands us to examine ourselves.

The landscape shown in We Love Nature is not a literal narrative of
the figures' travels. The rich composition is a checklist of elements —
landscapes, pastures, trees, figures, the skull, the sky, and the pathway
are all presented in the same plane without marked hierarchy. This
placement resonates with the artist's hope for harmony between
humans and nature in a sustainable relationship.



Liu Wei, Landscape, 1998, Christie's Hong Kong, 24 May 2014, Lot 3307. Realized HKD 21,400,000.

Artwork: © Liu Wei
2k (mS ) 1998 FAE (£L15EHE 2014 £ 5 B 24 H #wsF 3307 p3fE : 21,400,000 7t
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(B.1979)

Untitled

signed and dated ‘JAL 2014." (lower right)
oil on canvas

154 x 149 cm. (60% x 5855 in.)

Painted in 2014

HK$1,400,000-2,200,000
US$190,000-290,000

PROVENANCE
Art Seasons Gallery, Singapore

Acquired from the above by the present owner

Salvador Dali, Shades of Night Descending, 1931, Gift of A. Reynolds
& Eleanor Morse, The Dali Museum, Florida, United States

Artwork: © 2020 Salvador Dali, Fundacio Gala-Salvador Dali /
Artists Rights Society (ARS), New York
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The 712 uranium mine, once a secret military unit, belonged to a large enterprise directly under the Second Machinery
Department. It ceased production in 1985 and is now abandoned.

712§ - BRREETLEN MR HAERALIEE 1985 FE  REEE -

Jia Aili was born in Dandong, Liaoning Province, China in 1979. The
northeastern city is separated from North Korea by only the Yalu River,
a rather problematic distance as the people on his side have been
waiting since the 1980s for opening and reform in North Korea to help
develop the heavy industry in Liaoning. However as of present day,
people in Dandong are still waiting for prosperity to arrive on the far
side, for the border to open, and for the revitalization of import and
export shipping through Dandong. This endless interminable wait for
an unknown outcome seems to have informed the world-view of Jai
Aili's work - The world seems always on the verge of great change,
the main actors only just waiting for their opportunity to take partin a
transformation that will set the world on its head.

Untitled at first glance seems very much in the familiar Jia Aili style,
with a lone individual walking through a preposterous world. A closer
look, however, reveals an unusual narrative. A shaft of bright color, so
rarely used in the artist's early work, now slants down from the upper
right, while the broad strokes of Jia's oils mix and churn to produce a
multidimensional space. Untitled continues Jia's use of the straight,
level lines seen in his Wasteland series, while adding perspective
effects and new surreal themes and viewpoints.

In the foreground, we no longer see the familiar crumbling walls

and broken tiles. As our gaze penetrates to the giant skeletal arms
that reach from underneath the horizon, and the chaos behind, we
cannot help but feel echoes of the kind of time and space found in a
Dali painting. The skeleton grasps a red fireball figure from behind,
but both are hidden behind the floating city and the person in the
hazmat suit. In a composition full of prophetic signs and symbols,
the figure in the protective suit, who carefully holds a white package,
seems uncertain whether he should continue toward the floating city
and its Russo-Soviet architecture. Jia Aili, along with some artists
from former communist-bloc countries, such as Adrian Ghenie from
Romania or Neo Rauch from the former East Germany, uses a system
of visual schema familiar from the past. While it appears in different
contexts in their work, each of them nevertheless possess a unique
viewpoint, and presents new generations with a different perspective
for understanding their world and their history.

The artist admits that “in quite a number of my works, there is this
figure with a burning head, and next to him, a skeleton that seeks to
embrace him. In [his] imagination, this is the only way to constitute
a relatively whole entity, because wherever there is life and youth, it
coexists with the mirror image of death.” The image of a burning red
figure began to form in Jia's mind in 2006, and took definite shape
in 2011. In Untitled, this figure, as a fiery red sphere, again comes in
collision with the death's-head skull that also often appears. Here
however, the giant skull and the red sphere create powerful visual
impact by appearing on an abnormally large scale, looming large
beside the nearby buildings. The brushwork in the right arm of

the skeleton continues the signature lightning-stroke style of Jia's
Wasteland series, the firm, vigorous strokes reflecting the artist's
strong personal style. Intriguingly, the brushstrokes suggest those
skeletal arms reach out underneath the city, but whether the intent is
to support that floating city, or to drag it beneath the water remains
unknown.

The Colossus by Francisco de Goya evokes a similar reference here,
in the exaggerated proportions of the skeleton that reaches toward
the city; in each work, a giant figure stands in contrast to the lowly
human denizens of the painting, who display their tenacity as they
struggle and hope to survive in the midst of these extraordinary
scenes. Jia Aili has explained the illusions he produces in his works:
"A lot of painters will produce an illusion, but then they let the viewer
easily settle into their illusion. Sometimes | don't want that illusion

to be quite so comfortable: | want it to trigger some thinking on the
part of the viewer. If they can't quite adapt, it will produce some
doubt in their minds. And if, as a result, they make an attempt to
understand the more subtle perceptions and intentions behind the
genuine creativity of an artist, then when they confront other stylistic
trends or other forms of art, they will do so with a new perspective and
understanding.”

Jia Aili's Untitled achieves an epic degree of tension through the
juxtaposition of its many contradictory images. The central figure, in
his hazmat suit, continues to pace forward, seemingly prepared and
waiting to take action, yet at the same time, the painting expresses a
kind of 'changelessness in the midst of change.' Through Untitled, Jia
Aili guides viewers into the enigmatic world of his new generation and
the way they imagine our future.
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

oM EEERA A TER

AFFANDI B}, i&
(1907-1990)

Self-Portrait With A Statue BEGERE
signed with artist's monogram and dated ‘1978’ H¥ E2h
(lower right) 1978 &{E

oil on canvas
126 x 99 cm. (49% x 39 in.)
Painted in 1978

et - Bfiz e 1978 ()

KRR

ENfE FANMLHER
HK$2,500,000-3,500,000 -
US$330,000-450,000 NIRE S FREED

EHBELTE 20155115298 #73%50
PROVENANCE REEEE LtRE
Private Collection, Indonesia
Private Collection, Singapore H R

Acquired from the above by the previous owner
Anon. Sale, Christie's Hong Kong, 29 November 2015, Lot 50
Acquired at the above sale by the present owner

LITERATURE
Sardjana Sumichan, Affandi - Vol |, Bina Lestari Budaya

Foundation, Jakarta; Singapore Art Museum, Singapore, 2007,
(illustrated, Fig 52, p. 128).

20074 ( B fLi#-55—% ) Bina Lestari Budaya
BE&g MIGE BNfe & $TINSEMEE Fnik (EhR -
55528 51288)

“It is quite amazing to see a painter so

tirelessly paint himself again and again.
In every portrait there is a feeling that the
painter is searching for something, some
meaning, as if he was unfamiliar with the
person he was painting.”

- Umar Kayam

Affandi
Ry R
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One of the most significant artists within the canon of 20th century
Indonesian art is the expressionist painter Affandi. Affandi’s long
embrace of self-portraiture is relatively unparalleled in art history.
Despite being interested in a breadth of subjects in his paintings,
Affandi would return to the self-portrait in times where he needed to
turn his gaze inwards to refocus his intentions. The artist's constant
visitation of the theme of the self-portrait is not -- as some may
commonly mistake -- a preoccupation with the self, but more a visual
meditation of the physical world that he inhabits, and which he has

seen change along with changes in his physical and psychological self.

Each return to the theme yielded new spiritual revelations of the self
and reached new psychological depths, as Affandi used his creative
instincts and canvases to track his inner-journey.

Painted in 1978 with impressive articulation, Self- Portrait with

Statue vividly captures the physical likeness of the elderly Affandi

and is superimposed with the landscape of his inner-self through his
signature use of flowing paint strokes. The wild lines of his wispy hair
and beard soften his gaze that hauntingly fixes upon the viewer while
asserting the vitality of his presence. The creases of his face come to
life in thick, spirited lines of yellow, red and green, lighting his face
upon a shadowy background of brown and beige hues. The addition of
a statue to the image makes it a rarity among Affandi’s series of self-
portraits, and the dark figure echoes the silhouette of a Wayang figure.

Affandi at an exhibition in Paris.

b FLieB RS B AR — (BB ES -

Wayang played a significant role towards Affandi's unique practice
as an artist. He was highly inspired by the spontaneous and vivacious
lines, which became his signature style instilling emotional quality to
his paintings, and at the same time Affandi had a deep connection

to one of its character named Sukrasana. Affandi often compared

his appearance with Sukrasana, who, though being a rather ugly
protagonist in the world of wayang, has a kind heart and supernatural
abilities which enable him to bring a heavenly garden to earth. In this
painting, the visage of the artist becomes one with the statue, thereby
reflecting his belief that life permeated all objects, both animate and
inanimate.

Through its primary colours, anatomical semblance to the artist,
gestural and vigorous strokes, the present lot connects the audience
with the artist’s inner-life. Affandi prioritized his emotions above all
and let them lead both his practice and his personal life. A dynamic,
mesmerizing piece Self-Portrait with Statue forces the viewer to
engage with the piece as poetically and emotively as Affandi created
it. Aside from being a tool of self-reflection, Affandi’s self-portraits
clearly delineate his artistic trajectory, tracing the development of his
style and practice years throughout his artistic journey. In the artist’s
impressive oeuvre, the self-portrait is considered one of his most
important themes in which his canvas becomes a storytelling medium.
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Affandi, Self Portrait, 1975, Christie's Hong Kong, 23 November 2014, Lot 120,
sold for HK$4,480,000
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Affandi, Affandi and Grandchildren, 1959, Christie's Hong Kong, 30 May 2015, Lot 3,
sold for HK$7,000,000
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PROPERTY FROM A DISTINGUISHED ASIAN PRIVATE COLLECTION

EER = VNG

LEE MAN FONG = £
(1913-1988)

Family in Harmony

signed, dated and inscribed in Chinese (middle left)
oil on masonite board

90.2 x121.8 cm. (35%2x 48 in.)

Painted in 1959

two seals of the artist

HK$2,000,000-2,800,000
US$260,000-360,000

PROVENANCE
Acquired directly from the artist by the previous owner

Anon. Sale, Sotheby’s Hong Kong, 4 April 2011, Lot 348
Acquired from the above sale by the present owner

Xu Bei Hong, Scenes Inspired by Yu Xin's Poetic Sentiment, Christie's Hong Kong,

31 May 2016, Lot 1381. Realised at HKD 32,600,000
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“As an Oriental artist, he has renewed and transformed Western oil painting
by imbuing it with the essence of Chinese ink painting, achieving a mutual
identity between subject and object, at the same time vastly opening the
restrictions on traditional Chinese painting."

Family in Harmony was painted in 1959 by Lee Man Fong - one of

the most important pioneering figures of Indonesian Modern Art
movement. This work was created after Lee Man Fong's return to
Indonesia from The Hague, where he was awarded a scholarship and
even held some successful solo exhibitions. This stunning painting

is a testament to Lee Man Fong's artistic techniques gaining a new
level of maturity. With the academic skill gained from studying abroad
as well as being classically trained in Chinese ink tradition, Lee Man
Fong's works incorporate the best of both Eastern and Western
worlds into his highly distinctive canvases.

Painted around the same time as Family of Horses (Christie’s Hong
Kong, 26 May 2016, Lot 53), the choice of the subject for Family in
Harmony demonstrates the artist's penchant for the animal. It also
coincides with the favourite subject of the great Chinese painter Xu
Bei Hong, who was much admired by Lee Man Fong. In contrast to its
predecessor, in Family in Harmony Lee Man Fong was experimenting
with the creation of pictorial space, placing the horses in a distant
landscape setting. The scene depicts a tender moment of a horse
family instead of their vivacious energy. The stallion is seen standing
regally while the mare and foal lovingly embrace under a tree. It is
interesting to see that Lee juxtaposed two characteristic qualities of
the horses in the present lot, the strong and the gentle, humanizing
them within a composition.

-Michelle Loh

With the calmness and serenity of the scene, a sense of movement

is smoothly introduced through Lee's gestural brushstrokes. These
strokes forming the mane and the tail of the horses; as well as the
foliage; dew and the ground gently wraps Lee’s animal subjects. With
this little detail we can see that Lee Man Fong pushed the limit of the
oil medium to the execution of brush strokes even more, mimicking
the airiness and lyrical brush of Chinese ink. On the other hand, we
can see that Lee was influenced by the great Dutch Impressionism
movement through the choice of colours he used for this painting.
Lee's application of muted tones adorned his main subject in modesty
blending into the landscape, drawing the viewer's attention ever
towards the entire composition as a harmonious unison between
Mother Nature and the animal.

Family in Harmony showcases the importance and continuing
relevance of Chinese culture and cultural meaning in Lee Man Fong's
life and work throughout his artistic oeuvre. Lee's mastery at the
blending of East and West in his oil paintings is not under question.
His works remain highly sought-after and are found in both public and
private collections internationally. It is without a doubt that Lee Man
Fong is revered as one of Indonesia’s finest and most lauded artists of
all time.

Lee Man Fong, Peace Doves, Christie's 24 November 2018, Lot 11, sold for HKD 16,300,000
FBIE (867 ) ETEEE 2018 11 B 24 B #R8% 11 p43(E - 16,300,000 7T



Isaac Israels, Portrait of Raden Mas Jodjana, Christie's
25 May 2019, Lot 58, sold for HKD 4,325,000
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Lee Man Fong, Three Horses, 1959, Christie's Hong Kong, 26 November 2016, Lot 53, sold for HKD 1,740,000
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(1918-1983)

Minum Tuak (Drinking Palm Wine) £ ES &
signed, inscribed and dated ‘Hendra Bali ‘80’ (lower left) H¥ =
oil on canvas 1980 &F1E
130 x 190 cm. (51%s x 74 % in.) = - Hendra Bali 80 (&)
Painted in 1980
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HK$2,800,000-3,800,000 TE FAA LT

US$370,000-490,000

PROVENANCE
Private Collection, Asia

Paul Gauguin, Les Parau Parau, 1891, Hermitage Museum, Russia
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Minum Tuak is an enchanting representation of Hendra Gunawan's
artistry and passion for his nation and its people. Hendra's
masterpieces often captured daily life with the serene vistas of
Indonesia's untouched nature as its background. The simple gathering
of men and women enjoying tuak (palm wine) is monumentally
captured in the present lot. In Bali, tuak has been a part of the

daily life and culture. In previous times, tuak was readily available
anywhere through street vendors who would carry jugs around the
neighbourhood and make stops whenever people called them. For
farmers and workers akin, drinking tuak is a routine at the end of

the day as a way to wind down after a long hard day of labour. In the
present lot, Hendra painted the villagers in a leisurely approach to life
and generous time on their hands - gathering on the beach with a
kendi (jug) of tuak, engaging in intimate conversation.

In many of Hendra's canvases, women are the primary focus of the
composition. His approach is similar to that of Paul Gauguin, who
honoured female figures as irreplaceable members of a thriving
society. It is interesting to see that, while male figures are present

in the current painting, it is towards the female figure that Hendra
anchors his composition. She is wrapped in the traditional kebaya
paired with pastel coloured skin which sets her apart from other
figures portrayed in the painting. Concurrently, with the woman's gaze
and the man on the right, our attention moves towards the man who
is seated at the base of a big tree enjoying a sip on tuak while caring
for his child who is reaching out playfully to the tuak that the father is
sipping.

Gentle gestures makes Hendra's figures subtly connected to one
another. Highly influenced by Wayang puppetry, Hendra's figures are
painted sideways with exaggerated features, such as elongated limbs,
thick feet with widely spaced toes, long necks and large eyes. Hendra's
heavily stylized figures embodies the quality of the hard-working
people of Indonesia. Moreover, Hendra incorporates the Batik pattern
in their clothing and onto their skin with gestural brushstrokes, as part
of their Indonesian identity and culture which he always celebrates.

Besides the cultural reference, Hendra's paintings are recognizable
for the use of striking colours, exemplifying the medium's expressive
potential. Hendra imbued the three main figures in the present
painting with vibrant and lively colours. At the same time, the

other couple conversing at the back are painted in muted colours
that transition into the calm landscape of the beach. Hendra's
precision in colour play elevate the atmosphere of the scene and
introduced dynamism in his works, creating depth and balance to the
composition. Unconventional in his choice of colours, it is of Hendra's
bold expression in celebrating and redefining Indonesian culture
through his art. When all of these elements combined, Hendra's work
is an eclectic pictorial symphony to one's eye, especially the Bali
period.

Bali had become a paradise for many artists, both locals and
Europeans alike, including Affandi, Adrien-Jean Le Mayeur, Walter
Spies, and Rudolf Bonnet. Artists were inspired to capture the
liveliness of the island and its people through their art. It was also a
place that was chosen by Hendra Gunawan to spend the rest of his
life after his imprisonment. In Bali Hendra found peace and happiness
that inspired him to produce large-sized canvases, such as the present
lot. It is likely that Minum Tuak is one of Hendra's first paintings after
relocating to Bali in 1980. The rhythms of daily life in Bali, combined
with the lushness and beauty of the island and its beach, seem to
have provided Hendra with the images of freedom, openness, and
enjoyment that he so craved. It is during the Bali period that we can
see Hendra's mature artistry that reminds us of the expressionism
movement.

Visually stimulating, Minum Tuak expresses the intense emotions

of the artist, and his ideals regarding the beauty of the simple life.
This brilliant piece showcases Hendra Gunawan's ability to present
multiple contrasts layer of meaning through his paintings: it straddles
between dynamism and balance, intellect and emotions, as well as
tragedy and joy.

Affandi, Minum Tuak. Christie's Hong Kong, 23 November 2013, Lot 38,
sold for HKD 2,440,000

FIRLE  BRistiiE ) (18 &8 2013 &£ 11 B 23 B R85k 38 A& : 2,440,000 87T

Ernst Ludwig Kirchner, Street, Dresden, 1908, Museum of Modern Art, New York
BHRS - BREHES - EEMR (1) 1908 & XEE A1 RREMEYE



Tuak seller in Bali circa 1930s
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PROPERTY FROM AN IMPORTANT DANISH COLLECTION

FHEEERAE

LUONG XUAN NHI 2 &
(1914-2006)

Le Repos (Resting)

signed in Chinese and dated ‘1936’ (upper right);
signed ‘LUONG XUAN NHI’ (lower left)

ink and gouache on silk

66 x 89 cm. (26 x 35 in.)

Painted in 1936

one seal of the artist

HK$600,000-800,000
US$78,000-100,000

PROVENANCE
Private Collection, Denmark

Thence by descent to the present owner

LITERATURE

International Exhibition of Arts and Techniques, Les Ecoles

D’Art De L'Indochine, exh. Cat., Hanoi, Vietnam, 1937
(illustrated, unpaged)
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The current lot (bottom) presented in the booklet Front cover of Les Ecoles D'Art De L'Indochine, a booklet printed for the
EfMhTIEIIAS RS ER ( TIg) International Exhibition of Arts and Techniques of Paris in 1937
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LUONG XUAN NHI, THE AMBIGUOUS
MESSENGER

Luong Xuan Nhi certainly was one of the most honoured painters in
Vietnam, and entered the Hanoi School of Fine Arts in 1932 in the
cohort of the seventh class.

In the previous year in 1931, the Colonial Exhibition in Paris opened to
great acclaim, highlighting the works of his predecessors, graduates
or students. The exhibition welcomed 8 million visitors including 1
million foreigners, was universally lauded and praised in the press and
was appreciated (and bought) by several collectors. Le Pho, Nguyen
Phan Chanh, Mai Trung Thu, Vu Cao Dam, amongst others who
exhibited there, had already successfully gained a strong following.

From 1932 to 1937, Luong Xuan Nhi was in his class, the most
outstanding student and the awards dutifully followed: the SADEAI
(Society for the Encouragement of Annamite Art and Industry)
awarded him a silver medal in 1935, a gold medal in 1936 and a
‘Special Prize" in 1937.

That same year, 86 of his paintings on silk were selected for the
International Exhibition of Arts and Techniques of Paris. Prior to this,
no other Vietnamese painter had ever been promoted to this extent
by the French authorities. The 1937 exhibition, which Le Pho was
appointed as the director for the Indochinese section - was held in a
different context to the 1931 exhibition. Progress must exceed prestige
at a time when universal questioning was needed. The 1930s were
marked by a worldwide upheaval in political, economic, social and
cultural models, and colonial Vietnam was no exception to the rule.

In 1930, the nationalist mutiny in Yen Bay and the Nghé An riots
inaugurated a decade of profound change. In France, the election
of the Front Populaire in June 1936 modified France's vision and
ambition. For Vietnam, an amnesty decreed by the colonial power
on August 27, 1936 freed many revolutionary leaders who resumed
their struggle. Strikes broke out everywhere and much more, an
inquiring commission embodied by Justin Godard was designated
to go to Saigon. Its verdict was very critical: "the formidable work
accomplished by France in Indochina is a fiction".

To better understand the current lot presented here, this context must
be first mentioned. Luong Xuan Nhi synthesized all the questioning

Luong Xuan Nhi, Le Pécheur et Sa Famille (Fisherman and Family), 1940,
Christie's Hong Kong, 26 May 2019, Lot 110, sold for HKD 4,685,000

RER (BAXRFIRA ) 1940 FE ELEEE 2019 F 5 B 26 B &7 110
B3 : 4,685,000 BT

going on at the time. The booklet titled The Art Schools of Indochina,
was published in Hanoi in 1937 by the General Government of
Indochina during the Universal Exhibition in Paris. This helped him
promote his realistic subjects. This promotion not only confirmed

his talent but also instrumentalized it. France had to disengage and
Vietnamese independence became a possibility the French wanted to
accelerate.

To be precise, in the booklet, seven paintings were illustrated: two
Tran Van Can, one Le Yen, one falsely attributed to Le Yen and three
Luong Xuan Nhi paintings. In addition to Le Repos (Resting), the other
two works presented in the booklet are La Jonque (Junkboat) and the
Jeune Marchand de Thé (The Tea Seller). Popular subjects to depict

a simple and rural Vietnam. There was no illustration of the beautiful
elegant city girls in ao daithat he also favoured as painting subjects
at the time.

Le Repos (Resting) could be viewed as a manifesto of the time.
The four characters (one woman, three men); the rural landscape;
the horse and the cart, all describe a certain realism that the
phantasmagorical tree and the blue of the water relativize together.
The protagonists of the work are simple, peaceful people whose
faces oscillate between being at rest and a sense of fatalism. There
is no urban elegance depicted but a rural solemnity. None of them
have individual poses but instead form a group solidarity, and the
abundant black ink and the typical velvety gouache together create
a scene that bends towards the centre of the painting. One of the
recurring themes of the Tu Luc Van Doan (Autonomous Literary
Group), which was very influential at the time, is illustrated in the
painting: the rural landscape, the worker, the simple masses that
must be honoured and helped.

In those years the great journeys are being prepared both
geographically and ideologically. Some will leave for the West (France)
without really looking back, others, more numerous, will turn to
nationalism. All however, will advocate independence.

Later, Luong Xuan Nhi, the messenger for the French, became the
messenger of the Northern regime, one of the quasi-officials of the
regime. Ambiguity of the message or of the messenger?

Jean-Francois Hubert
Senior Expert, Vietnamese Art



Detail of the present lot H5BER

ERAEE——REM®

—NIZE LB EHSESHENTAEHERNREEERRNERTY
BREENERZ—

EItE  R—NW=—F2RNHEZRENERERBES I 2EHHOFE
BEREENFREEHENERT - WARBESTAE—BBMEAENK
HEIA\BB2EEZ  AEREEAZIRTELENEELREESENE  Hi
FEFRBEIKRERMAIS BRENKRE - H 2  FUEE « 838 K%
AETBERESET  BESHEE -

—N=TFE-N=CER  RERERMBEYR  BEKE 1 : REEN
BTXFERERE (SADEAI) R—N=EFEFHRERS  —=KEF
ByeERE , —NW=tF8T "Ha%, -

BE  N+ABERERNEFEEARZACREREES (TERBMHERY
) o IR RRABETHEERKEEE S ML RERER - ZiHEE L R
EREPRMESBEER BRI -—NA=—FNEREEENERARE
- mEARFEEERNRN  BEEUEERERNRKTRRETL -
THtE=1TER  HREERATIE CHEEN(ERNEETHRE
B o TE R ER AR R B4 -

—N=FF ZHEENZEBENRGEIREERHHM T +FRORYE
F o EE > —A=ZAEABAREBEREAE 8T ZEMBEREED o
il —NW=AFNAB T CHERBUFERENS » BT SUEHRRE
FIFREaEMN - BTESESR  DED2 - —ERILEE - EBRER
PEZSEWRKENE - RESGRIETHRER © NEEIEDEIMRAY
BEREIRERBN -

@ 37
fi==

RTYEFWERARZFNAM  BAEEBEREBNELSS - RERNKE
BHENREER——MABCHER - —NW=tFERURESTHR - £
EXBEREFAETALRT —AER ( ENEBRNEMSR ) A/MEF - 1t
RHPERREIZEVNFREEEKYNE - ETERHETENSE ' F
Bt EMiEARREENTR < EEAETRREERIEAES 5 Ml
R thEZ IR AIEIZR -

BmE > AEANMEFHEFENT LIEE « MERCERN Fm « —RLCH
fEfm s —RERARLCHIER REBREFNER - BRTER(HKE) &
BN BB MIREFEDBIR (BIRA ) 1 ( FEORR ) - 22EUHEH
FOIZEAT RBROBAPIRENS © WARWERE R AR RELAMFALIEEE
SERENHHOLBEERIEF

(K38 ) TFARMFERBROECES - EFNEAYD (—2=5) ;5 EENHBH
S PENFESE  ATRBERTLERE S PHEIRI LMK
HERESRE KRS RRENEENRE - S APEREE T
PINEBEEZEEREG R BERIE - EPRBEHIENK - AEEEH
BENTE - MEAMERETD TR AT —ERERER  REIE
RE S EBBNORIBAERZHRAKEY  EESEE—EREEEH OB O
MUELINISS - ZFPRNES RN - PHRE  TARYABIEER
KENHERR  OAKBREZENNENNEMREERNES -
ERRLE B 0 Al ERBE FMEERRMERNIKRE - BLASE
s (GXE) @ —EFE ) EttESNAS KRS RRRIES S MrEEL
REMERTBRBIZIEH
®BR - RER  SNEAEEEE  mATIHBENSGEER  BWFNE
EBZ—-

E - BPER - TES

BREEMERER

177



asian cultural council

On behalf of the Asian Cultural Council (ACC) and our global Boards
of Trustees, we are delighted to partner with Christie’s for this special
auction in support of ACC’s mission to advance international dialogue,
understanding, and respect through cultural exchange.

We believe strongly that cultural exchange can transform the world, and
that the arts—as a universal means to express the values, attitudes, and
concerns of cultures—are uniquely positioned to advance cross-cultural
understanding. Since 1963, ACC has supported 6,000 exchanges of
artists, scholars, and arts professionals across Asia and the United
States representing a diverse range of artistic disciplines. This expansive
network of alumni and colleagues are a testament to how an immersive
experience in another culture has significant impact on an individual's
worldview, as well as a ripple effect on communities worldwide.

We are incredibly moved by the outstanding generosity of ACC alumni,
Cai Guo-Qiang (ACC 1995) and Liu Wei (ACC 2011), and ACC supporter
Zhang Huan, who have donated works in support of the Asian Cultural
Council. These exceptional artists are pioneers in both the fields of art
and cultural exchange—transcending national borders and pushing
artistic boundaries through innovative materials, processes, concepts,
and collaborations. These beautiful works available for sale at Christie’s
Hong Kong Modern and Contemporary Art auctions highlight each
artist’s unique, trailblazing methods. Cai Guo-Qiang’s Peony and Dahlia
No. 2 showcases his characteristic gunpowder drawing; Zhang Huan's
Horse No. 2 layers soft, ephemeral strokes of incense ash; and Liu
Wei's East blends vibrant oil on canvas. That each of these individuals
represent such diverse processes mirrors the works of ACC itself—we
are interdisciplinary, global, process-oriented, and champion the power
of the individual to build meaningful connections and effect positive
change in our complex world.

Once again, we extend our gratitude to Cai Guo-Qiang, Liu Wei, Zhang
Huan, Christie’s, and ACC supporters around the globe. Proceeds from
this special auction will enable cultural exchange opportunities for

the next generation of artists and scholars towards ensuring a more
harmonious and peaceful world.
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The Asian Cultural Council (ACC) is a nonprofit foundation that provides
opportunities for international cultural exchange to artists, scholars, and
arts professionals in Asia and the United States. Through fellowships,
grants, achievement awards, public programs, alumni engagement, and
other cultural exchange initiatives, ACC invests in individuals whose
work advances international dialogue, understanding, and respect
across borders.

Founded in 1963 by John D. Rockefeller 3rd, ACC is headquartered

in New York City with regional offices and ACC Foundations in Hong
Kong, Manila, Taipei, and Tokyo. Over the past six decades, ACC has
made $100 million in grants enabling nearly 6,000 exchanges for
artists, scholars, and arts professionals that support travel, research,
and significant cultural immersion and engagement abroad, yielding
profound personal transformation and a dynamic network that brings
together 26 countries in Asia and the U.S. All of ACC's programs
facilitate the exchange of knowledge focused on process-driven cultural
connectivity designed to last long after the term of the grants. ACC's
grant-making and other programs leverage its wide network of alumni,
staff, and institutions across the United States and Asia to identify and
work with the next generation of leaders in the fields of arts and culture.

To provide for our programs, the Asian Cultural Council is also a grant-
seeking organization, raising support from individuals, corporations, and
foundations in the United States and Asia to provide more exchange
opportunities for artists and scholars. In recent years, ACC has also
expanded its public programs through convenings, conferences, and
gatherings of practitioners, funders, and scholars to enhance dialogue
on critical issues in the fields of arts, culture, and international exchange.
Its signature program is the East-West Dialogue lecture series,
conceived as a public platform for ACC to advance the values of cultural
exchange through dynamic discussion and probing inquiry.

For more information, visit asianculturalcouncil.org
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PROPERTY SOLD FOR THE BENEFIT OF THE ASIAN CULTURAL COUNCIL

BMRBFEMN X EIREEESHR

/HANG HUAN 3RiE
(B.1965)

Horse No. 2

signed and titled in Chinese; dated ‘2019’ (on the reverse)
incense ash on linen

150 x 100.5 cm. (59 x 39%s in.)

Executed in 2019

HK$150,000-200,000
US$20,000-26,000

PROVENANCE
Donated by the artist on behalf of the Asian Cultural Council

Zhang Huan is the only artist represented in this special section who is
not an alumnus of the ACC grant program, rendering his donation all
the more inspiring. Zhang Huan embraces and enacts ACC's belief in
the power of cultural exchange to inspire individuals, build bridges, and
bring nations together in shared understanding through the universal
language of art. An ardent supporter of ACC's mission of advancing
international dialogue, understanding, and respect, he generously
responded to ACC's request for participation in this auction by
offering Horse No. 2, an iconic work from his celebrated series of “ash”
paintings.

Many ACC grantees maintain that it is by leaving one's home country
that one gains a greater insight into one’s own cultural context.
Following a decade of creating conceptual artwork in New York, it was
upon Zhang Huan's return to China in the late 2000s that he found his
characteristic medium: ash painting. This unusual technique sprang
from an epiphany of sorts. For Zhang Huan, “incense ash is not incense
ash, not a kind of material, but collective souls, collective memories and
collective blessings.” In Zhang Huan: The Ash Works of Zhang Huan,
Nina Miall notes: “it was the transcendent beauty of ash, rediscovered
while burning incense at Shanghai’'s Longhua Temple, which provided
the sought-after ‘ingredient’ for his extensive body of new work...for

an artist embarking on experiments with new media, the allure of ash
was manifold. In addition to the cultural and historical importance,
incense ash held a crumbly aesthetic appeal, and more importantly,
was redolent of an intensely practiced spirituality, the material embers
of an immaterial act.”

This same catalogue describes the actual process Zhang Huan utilizes
to create these haunting, beautiful works. “With broad brushstrokes,
Zhang applies a foundation of powdered ash to canvasses with
carefully prepared adhesive grounds, before building up the surface
texture with larger flakes and joss stick remnants...Working up the
larger paintings demands such an energetic dispersal of ash on

the part of the artist that it assumes a performative quality, inviting
knowing parallels with the “action painting” of Jackson Pollock.”

ACC is honoured to count Zhang Huan in our community of friends,
alumni, and other individuals whose support makes our work possible.
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PROPERTY SOLD FOR THE BENEFIT OF THE ASIAN CULTURAL COUNCIL

BEMRAFEN I EIREESHR

CAI GUO-QIANG #H &
(B.1957)

Peony and Dahlia No. 2

titled 'Peony and Dahlia No. 2', titled and signed
in Chinese, signed, dated, and inscribed 'Cai Guo-
Qiang 2017. PRADO' (lower right)

gunpowder on canvas

183 x 152.5 cm. (72 x 60 in.)

Executed in 2017

HK$3,000,000-4,000,000
US$390,000-520,000

PROVENANCE

Donated by the artist on behalf of the Asian Cultural
Council

EXHIBITED

Madrid, Spain, Museo Nacional del Prado, The Spirit of
Painting. Cai Guo-Qiang at the Prado, October 2017 -
March 2018.

Cai Guo-Qiang arrived in New York in 1995 for his year-long ACC
Fellowship. Cai, who had been living and working in Japan for a
number of years, was selected to join the PS1 International Studio
Program. Known today for his stirring gunpowder drawings and
electrifying explosion events, Cai had already begun to experiment
with gunpowder early in his artistic career. Exploring an art form
whose explosive possibilities were restricted within the New York
metropolis, Cai sought the larger canvas of the American West. “|
wanted to go to the Nevada Nuclear Test Site,” Cai recalled “[ACC]
managed to get three permits, one from the FBI, one from the
Department of Energy, and one from the Department of Defence.”
Flanked by an assistant, videographer, and cameraman, armed
with gunpowder from dismantled Chinese firecrackers, Cai made
his first work in the U.S., a miniature mushroom cloud that would
pave the way for future gunpowder paintings and explosion events.

Peony and Dahlia No. 2, a gunpowder on canvas work, is a stunning
example of the evolution of Cai's artistic expression. It was created
on-site for his solo exhibition at the Prado in 2017. “This work,” he
explained, “is the first coloured gunpowder of mine to be auctioned.
Before, my gunpowder paintings were mostly black and white. |
started working more with colour gunpowder, which comes from
daytime fireworks in 2016. Somehow this use of colour gunpowder
goes well with one project I've been undergoing, which is my
personal journey through Western art history.”

Beyond talent and leadership in their field, ACC selects individuals
for its grants who show significant potential to engage with the
places where they undertake their fellowships. With a commitment
to fostering cross-cultural connections and a keen insight into

the international arts landscape, Cai has been a longstanding
philanthropic partner to ACC, generously donating to support the
next generation of artists and arts professionals from China.
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PROPERTY SOLD FOR THE BENEFIT OF THE ASIAN CULTURAL COUNCIL

EfRA TN RREAEH

LIU WE| 2 2%
(B.1972)

East

signed in Chinese; signed and dated ‘Liu Wei 2020’ (on
the reverse)

oil on canvas

120 x 120 cm. (47 Ya x 47 Va in.)

Painted in 2020

HK$1,000,000-1,200,000
US$130,000-160,000

PROVENANCE
Donated by the artist on behalf of the Asian Cultural Council

Liu Wei received an ACC Fellowship in 2011 to engage with New
York's vibrant contemporary art landscape. Living, as Cai Guo-
Qiang and his family did, in the historic Westbeth artist housing
complex in Greenwich Village, Liu, who was an established artist at
the time, had a rare opportunity for investigation and reflection. Liu
cherished having the time for visiting museums and art institutions
in New York and beyond; the chance to interview fellow artists on
their methodologies; and connection with the ACC community

of artists. He also had the time and opportunity to explore other
art forms—music, dance, and theatre. By chance, Liu was in his
temporary home in New York when the historic Hurricane Sandy
hit the city, leaving him without power and in a community that lost
major collections of artwork because of flooding. The experience
of living through this disaster with the support of ACC and his
fellow artists left a lasting impression on Liu and changed the way
he thought about New York City.

ACC prides itself in supporting artists across artistic disciplines.
Liu Wei, himself, embodies an interdisciplinary spirit with an
artistic practice that spans video, installation, drawing, sculpture,
painting, and a wide variety of styles. His work also engages with
themes across cultural contexts, in particular the urbanization and
architecture of China's cityscapes.

Liu Wei's oil on canvas painting, East, showcases his signature
use of colour, repetition, and minimalism. In the late 2000s, Liu
began creating paintings by generating patterns and pixels using
computer software. The resulting patterns would then be applied
to the canvas in a method he described in a 2014 ARTnews
interview with Barbara Pollack (ACC 2006, 2015) as a “pure logic
into colour.” Christie’s, too, has interviewed Liu Wei, noting his
deep understanding for “the complex connecting threads that
link artists of different periods.” In donating East, Liu Wei has
further strengthened the ties with his community in New York, and
significantly invested in supporting the next generation of ACC
grantees.
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

SR INEERAAIKLEL

SEAN SCULLY & - 8&
(B. 1945)

North Eagle

signed 'Sean Scully', titled and dated 'NORTH
EAGLE 1983-84', inscribed 'OIL" (on the reverse)
oil on linen

193.5x183.5cm. (76 % x 72V4 in.)

Painted in 1983-1984

US$520,000-780,000

PROVENANCE
David McKee Gallery, New York

Collection of Bo Alveryd, Switzerland (acquired from the
above in 1984)

Timothy Taylor, London

Anon. sale; Bukowskis Stockholm, 14 May 2014, lot 418
Acquired from the above by the present owner

EXHIBITED
New York, David McKee Gallery, Sean Scully,
September-October 1983.

LITERATURE

Marla Price (ed.), Modern Art Museum Fort Worth /
Hatje Cantz Verlag, Sean Scully: Catalogue Raisonné
of the Paintings,Volume Il, 1980-1989, Berlin, 2018
(illustrated, p. 90).
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“My paintings talk of relationships: How
bodies come together. How they touch. How
they separate. How they live together, in
harmony and disharmony ... My paintings
want to tell stories that are an abstracted
equivalent of how the world of human
relationships is made and unmade. How it is
possible to evolve as a human being in this.”

- Sean Scully

Mark Rothko, Saffron, 1957. Christie's New York, 15 Nov 2017, lot 6B, sold for USD 32,375,000
Artwork: © 1998 Kate Rothko Prizel & Christopher Rothko / Artists Rights Society (ARS), New York
5o - TR (RUALIE ) 1957 S (£115 4150 2017 £ 11 B 15 B #w8% 6B A/ : 32,375,000 &5t
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Street view in Fez, Morocco
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Featuring a rare combination of warm corals and cool blues, Sean
Scully’s North Eagle is one of the earliest mature examples of his
large-scale iconic striped paintings. As one of the most celebrated
contemporary abstract artists working today, Scully is known for his
use of simply organized stripes to evoke deep emotional responses in
his audiences; examples of his work can be found in the collections of
renowned public institutions such as the Museum of Modern Art in
New York, Tate Modern in London, and the Artizon Museum (formerly
known as the Bridgestone Museum of Art, Ishibashi Foundation)

in Tokyo as well many important private collections. Painted

between 1983-84, North Eagle was included in the artist’s critically
acclaimed solo exhibition in New York that signalled his arrival on the
international art scene.

After moving away from taped lines and well-balanced grids that were
the focus of his earlier work, at the beginning of the 1980s, Scully fully
embraced the painterly quality of stripes that exude an ever greater
sense of nuance and sensuality. Dominated by glowing bands of soft
coral and rich teal that hug one another, North Eagle emits an energy
that is serene and harmonious. A piece of small canvas painted with
horizontal stripes of ochre and black is inserted into the larger canvas
at the upper centre - a technique Scully introduced in his work since
1982. This presents contrasting elements of large and small surfaces
and warm and cool colours coming together in the same frame, while
adding a sculptural quality to the work.

The current work is one of two twinned paintings titled North Eagle
and South Eagle, which deals with the dichotomy of north and south.
Scully was born in Dublin, Ireland but raised in London, and North
Eagle was painted at a time when the historic political troubles that
consumed the island of Ireland were the subject of headlines around
the world. Thus, the sense of division and togetherness entailed

in these twinned works seems to echo the political struggle of the
period. This polarity of north and south has been a common theme
throughout the artist’'s oeuvre. Although North Eagle is a complete
painting in its own right, issues of duality have been central to Scully’s

Sean Scully, South Eagle, 1983, Private collection
Artwork: © Sean Scully

& - SBER (FEHZM ) 1983 S FAAKGE

work, particularly his interest in diptychs, "the pair, and the whole
idea of coupling, is fundamental to my work. I've been working with
diptychs for many years, which | believe represents an obsession
with relations | wanted to put back into painting (abstraction as

it's called) relationship, and the first relationship is ourselves in the
mirror or ourselves with another" (‘Kevin Power: Questions for Sean
Scully’, http://seanscullystudio.com/assets/writings/interviews/
kevinpower-pt-2.final.pdf [accessed 23 March 2020]).

Scully’s steadfast adherence to abstraction rose to international
acclaim at a time when important painting trends of the early 1980s
such as Neo-Expressionism prevailed in the United States and Europe.
Artists such as Jean-Michel Basquiat and David Salle were revered for
the subversive subjectivity and intense vitality of their works. In drastic
contrast, Scully’s work are characterised by his clearly delineated and
simply organised stripes, the fascination of which stemmed from a
trip to Morocco in 1969 where he encountered the variety of colours
and patterns found in the area. Nuanced by the stepped surface,
painterly brushwork and layered colours, Scully’s works displays a
non-referential yet meditative quality calling to mind the spaces seen
in Mark Rothko's epic abstractions. Scully’s mature style compliments
his choice of straightforward composition, bringing to the fore the
tactile properties of paint and the trace of the artist's own hand —

an indication of labour that makes the painting all the more humane
and profound. As the artist himself puts it, “In my paintings it's the
stripe. A very old and neutral image. It's been used so often it doesn't
have any meaning: | like that. The way | arrange them and the way |
paint them totally decides the emotion in the painting. One stripe is

a note; many stripes, all the same, is a chord played by hand. | try to
get a mature or resonant feeling into the surface through labour and
attention. The emotion should be pushed through by an image that
has the same rhythm as hammering and constant drumming, painting
by hand differently with every work” (S. Scully, quoted in M. Price,
Sean Scully: Catalogue Raisonné of the Paintings, Volume I/, 1980-
1989, Berlin 2018, unpaged.).
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Jean-Michel Basquiat, Sabado por la Noche (Saturday Night), 1984, Christie's
London, 25 June 2019, lot 6, sold for GBP 8,378,250

Artwork: © Estate of Jean-Michel Basquiat. Licensed by Artestar, New York.
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PROPERTY FROM AN AMERICAN COLLECTION
S B LR

JENNIFER GUIDI E g 3 - = &
(B.1972)

Untitled (Field SF #3) (Red and Lilac)

signed and dated ‘Jennifer Guidi 2015’ (on the reverse)
oil on linen

233.7x188 cm. (92 x 74 in.)

Painted in 2015

HK$900,000-1,500,000
US$120,000-190,000

PROVENANCE
Nathalie Karg Gallery, New York

Acquired from the above by the present owner

EXHIBITED
New York, Nathalie Karg Gallery, Jennifer Guidi
New Paintings, October-November 2015.
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Detail of the present lot HFRBEER
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201581
&k - Jennifer Guidi 2015 (£28)

iR
£ 4849 Nathalie Karg=EJER
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REE

2015F108-118 TJennifer Guidi New Paintings
Nathalie KargZE 8 #H#0 ==

"I'm interested in the symbolism of light and
dark, night and day, the moon and the sun.
I'm interested in cyclical movement and how
interconnected we all are.”

- Jennifer Guidi
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NEXT PAGE: (Detail) Frank Stella, Sharpeville, Painted in 1962 © 2020 Frank Stella / Artists Rights Society (ARS), New York
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PROPERTY FROM A SIGNIFICANT ASIAN PRIVATE COLLECTION
BV ET- TN

MARTIN WONG =55

(1946-1999)
Untitled (Statue of Liberty) 8 (BHRLHR)
signed and dated MARTIN WONG 1990’ (upper right) B/ &
acrylic on canvas 19_905{15
24 x 361n. (61 X 91.5 cm.) ik MARTIN WONG 1990 (/L)
Painted in 199o0.
iR
HK$1,500,000-2,500,000 BRI
US$200,000-320,000 FANNTE (RIiEE B EBMR)
O P.P.OW EJE
$BAQ FANBIEL
PROVENANCE R P.P.OW EER
Collection of the Artist REESE LR

Private Collection (acquired directly from the artist by the previous
owner)

P.P.OW Gallery, New York

Private Collection, New York

P.P.OW Gallery, New York

Acquired from the above by the present owner

Head of the Statue of Liberty, by Frédéric Auguste Bartholdy,
Paris, 1878. photograph by Albert Fernique.

B fZzMEER Frédéric Auguste Bartholdy {F E2232 1878 &£
Albert Fernique 1#82
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& | 7B10H

s
N
)

=S

e
4o

ReE
N

f

ONE | IRER 2 IKE



I vepunsgepages

0;
SE
Ry
=3
=
23
-

i
= E




Martin Wong’s Untitled (Statue of Liberty) is a haunting portrait of one

of the world’s most famous monuments. A symbol of liberty and freedom,
Wong depicts the Statue of Liberty in a radically new and shocking way.
With her head bowed and resting on her arm, she appears tired and dejected,
her face lined with exasperation. It is a far cry from the proud and majestic
pose of the real life statue that has welcoming generations of immigrants to
New York City for nearly 150 years. The heavily symbolism of the Statue
of Liberty seemingly resonated with Wong (born in Portland, Oregon to
Chinese immigrant parents), as he painted at least halfa dozen canvases
featuring “Lady Liberty,” and it would become one of the consistent themes
of his career. Born in 1948, Wong spent a significant part of his career living
and working in New York’s Lower East Side, where his paintings explored
the ethnic and social diversity of this unique neighborhood. Wong was

the subject of a major, critically acclaimed, exhibition organized by the
Bronx Museum in New York (which travelled to the Wexner Art Center,
Columbus, Ohio) in 2015, and his work is held in a number of important
public collections including the Museum of Modern Art and the Whitney

Museum of American Artin New York.

In Untitled (Statue of Liberty), Wong concentrates his attention on

Lady Liberty’s face. Traditionally an overlooked part of the statue (our
concentration is often focused on her torch, her crown, or the book she is
carrying), here Wong fills the canvas with her exasperated features. Instead of
reproducing the green tinge of the oxidized copper original, Wong paints his
Statue of Liberty constructed out of brick, a material which fascinated him
throughout his career, and would become one of the central motifs of many of
his paintings. For Wong, bricks acted as a metaphor for the urban landscape,

a symbol of containment and entrapment. This meaning has been traced back
to a period when the artist first arrived in New York and spent a time living
in a decrepit hotel, and began using the bare bricked walls of the surrounding

buildings as his subject matter.

EBRA (EE (BELWE )) 2—RSABTHEEGSE W BILRS
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BRERTEEESTEERNEEZRM - Z5RE 2015 FEHHAR
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Artist Martin Wong, photograph by Peter Sumner Walter Bellamy.
EES > Peter Sumner Walter Bellamy #8872 -

The Statue of Liberty, and her symbolic associations, have long provided a
rich seam of inspiration for artists ever since the statue was unveiled in 1886.
Marcel Duchamp once substituted Andre Breton’s face for Liberty’s on the
cover of a book authored by the French Surrealist, and in 1962 Andy Warhol’s
Statue of Liberty became one of the first paintings in his Death and Disaster
series which examined the darker side of American society. His interest
continue until the end of his career with his large-scale close up of the statue’s
head and crown, often obscured by multi-colored camouflage. In his series
We the People (2011-16), artist Dan Vo replicated large sections of the statue
as abstract sculpture which are now exhibited all over the world. “Let her
travel, let her be spread around,” Vo has said. “Let it just be this fluid mass that
travels and becomes something very different” (D. Vo, quoted by C. Dover,
“Dan Vo’s “We the People and Another Look at the Statue of Liberty,” via
https://www.guggenheim.org/blogs/checklist/danh-vos-we-the-people-
and-another-look-at-the-statue-of-liberty [accessed 6/10/2020]).

Martin Wong’s unique perspective and painterly talent has resulted in a body
of work that revels in his lived experience. Just like his contemporaries Jean-
Michel Basquiat, Keith Haring and Andy Warhol, Wong has a particular view
of the American experience and wasn’t afraid to explore that view through
their art. Wong’s paintings reflect his unique perspective of being a gay
Chinese-American artist during the 1970s and 1980s, and the architecture

of the urban landscape of the Lower East Side so impacted the artist that it is
permeated throughout many of his most significant works. Untitled (Statue of
Liberty) is a central part of this narrative, and represents a voice that is so often
missing from the art historical canon of the twentieth century.

B 1886 FIRRELR » BERIZHBERESEENEE > MERBABEMR
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PROPERTY FROM A SIGNIFICANT PRIVATE COLLECTION
EEMAMGE

NICOLAS PARTY fEd#uHR - 1A%

(B.1980)
Still Life L)
pastel on canvas M¥ Em
66 7% x 70 7% in. (170 x 180 cm.) 20155
Executed in 2015.
xR
H K$3,200,000-4,200,000 HHIEFEF The Modern Institute
US$420,000-540,000 BERE DAE R

PROVENANCE
The Modern Institute, Glasgow
Acquired from the above by the present owner

“I'm trying to work with subjects that are not original. Subjects that have
been, and still are, painted all the time. Like a portrait, or a cat. What
fascinates me about these topics is their capacity to regenerate themselves
at any period of history, and still be relevant to us. | also believe some
subjects are always painted because they are an infinite source of meaning
and inspiration”

- Nicolas Party

ONE | A GLOBAL SALE OF THE 20TH CENTURY | HONG KONG | 10 JULY 2020






Giorgio Morandi, Natura morta, 1939. Christie's London, 16 October 2015, lot 111, sold for GBP 2,546,500
Artwork: © 2020 Artists Rights Society (ARS), New York/SIAE, Rome
Ba - Bl (5 ) 1939 F EL1S M3 2015 510 B 16 BReE 111 AA3(&E © 2,546,500 5afE

“When you look at an artwork from the past, you feel that time becomes much
more elastic. Time and history become a ‘zone’ where you can travel”

Spanning almost two meters across, Still Life (2015) is a captivating large-
scale canvas by Nicolas Party, who uses the medium of pastel with precision
and wit to re-energize traditional artistic subjects. The well-worn formal
“characters” he invigorates include portraits, landscapes and still lifes:

the present work is from the latter category. Six stalked, organic forms—
including what look like slender, candle-shaped fruit, stylized apples and

a plumply curving gourd—pose on a pale grey surface against a backdrop

of dark chocolate brown. Shaded into appealing sculptural presence, they
glow in candied shades of pink, purple, yellow, orange, red and green.
Working without reference to real objects, photographs or specific images,
Party instead begins his compositions with impulses from memory, weaving
art-historical echoes—from the centuries-old vanitas tradition to Giorgio
Morandi’s monastic still lifes and the crisp, bright visions of Matisse—into a
playful idiom that is entirely his own. Rather than depicting the real world,
his works explore the elements of genre, and how any given artwork exists
in relation to the continuum of art history. “If you decide to paint an apple,”
he says, “you will have a dialogue with everybody who has painted an apple
before, which is a lot of people. Looking at one painting through the lens of
another is very natural. Everything we look at is compared to what we know.
I think that’s how we value objects and ideas: by comparison. Instead of the
(N. Party, quoted in R. Vitorelli,

29

word ‘acquaintance’ I would use ‘dialogue

“Interview Nicolas Party”, Spike, no. 44, Summer 2015).

- Nicolas Party

The qualities of pastel mean that Party must work with great care, condensing
his voyages through art history into crisp, immediate compositions. He
takes haptic pleasure in his medium, massaging the powdery pigment with
his fingers to model forms into three-dimensional relief. “I love pastels so
much”, he says. “I came to them because at one point I was doing oils, and my
main problem was that I couldn’t stop editing the painting. Oils allow you to
endlessly retouch. With pastels it’s kind of the exact opposite. You can layer
and layer, but you can’t start over. The nature of the medium is much more
direct. Nothing dries or is wet — it stays exactly how it is” (N. Party, quoted
in T. Loos, “Artist Nicolas Party Revives the Language of Pastel”, Cultured
Magazine, March 17, 2019). This material finality is particularly apt for a
still life: Party understands the genre as inherently paradoxical, arresting

on canvas that which cannot be still. “It’s like a life drawing class where the
model has to stay still, like a Greek statue ... Clay or glass or any kind of
material is also always moving and transforming, just at a difterent pace. If
you look at Morandi’s paintings, you can see that everything is moving and
that the pots are in the process of transforming into something else. I guess
the word ‘still life’ (or ‘nature morte’) is a good example of what art tries to
achieve: merging two opposite notions into one object” (N. Party, quoted

in R. Vitorelli, ibid.). Still Life captures precisely this sense of suspense and
contradiction. Wearing his learning lightly, Party distils a timeless, placeless
picture from the metaphysical idea of the “still life”. Its forms are at once
vividly defined and deeply mysterious; they feel recognizable and yet utterly

unreal.

ONE | A GLOBAL SALE OF THE 20TH CENTURY | HONG KONG | 10 JULY 2020



Nicolas Party in his studio
Photo: Courtesy of Christophe CoEnon
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PROPERTY FROM THE SHIN GALLERY COLLECTION
SHIN 2 BRI

MATTHEW WONG E{&{%#

(1984-2019)
Homecoming CEIES
signed and dated in Chinese, titled HOMECOMING’ ¥ =
(on the reverse) 201751F
oil on canvas & HOMECOMING £ —O—t (%)
39 % x 31 2 in. (100 x 80 cm.)
Painted in 2017. iR

% Karma E
HK$460,000-640,000 B2 Frank Elbaz 28
US$60,000-83,000 AT

FANITEL

IBEE15E L

PROVENANCE

Karma Gallery, New York

Galerie Frank Elbaz, Paris

Private Collection

Private Collection

Acquired from the above by the present owner

“l would like my paintings to have something

in them people across the spectrum can find
things they identify with. | do believe that there
is an inherent loneliness or melancholy to
much of contemporary life, and on a broader
level | feel my work speaks to this quality in
addition to being a reflection of my thoughts,
fascinations, and impulses.”

- Matthew Wong

(quoted in Interview with Maria Vogel,
"Matthew Wong reflects on the melancholy of life," Art of Choice,
November 15, 2018).

Edvard Munch, Despair, 1892. Thiel Gallery, Stockholm, Sweden.
B - 550 (B ) 1892 HHF Wil HNfESIFIEE 12RIHT R E B eamm
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In the spring of 2018, Karma Gallery in New York organized Matthew
Wong’s first solo exhibition, and his debut received overwhelmingly positive
recognition. Art critic Jerry Saltz praised the exhibition as “one of the most
impressive solo New York debuts I've seen in a while” (J. Saltz, “Losing
Myself in the Paintings of Facebook-Educated Matthew Wong”, Vulture,
April 19, 2018). New Yorker magazine celebrated Wong’s works as “little
rhapsodies of the everyday”(“Matthew Wong”, The New Yorker, April 17,
2018). Specializing in landscape paintings and still lifes, Wong’s canvases

are filled with romance, melancholy, and a sense of freedom that one often
dreams of. Encouraging viewers to yearn for a different reality, Wong creates

aworld beyond the absurdity of everyday life.

Born in Toronto in 1984, Wong lived in Hong Kong with his family between
the age of 7 to 15. In 2007, he graduated from the University of Michigan
with a Bachelor’s degree in anthropology before returning to Hong Kong.
Although he was professionally trained as a photographer, Wong’s passion was
really in poetry, and he taught himself how to paint in 2014. Through social
media, he was able to share his poetry and paintings with artists, critics, and
collectors. Conversely, his exchanges with friends in the professional art circle
also inspired him immensely. Being an avid reader, he was familiar with the
catalogues of both Eastern and Western artists such as Edvard Munch, Henri
Matisse, Shitao, Xu Wei, Vincent van Gogh, Alex Katz, and Lois Dodd. From
the works of these masters, he soon created new modes of representation and
expression that came together as a unique artistic language of his own.

As an artist who was simultaneously involved in the disciplines of
contemporary poetry and painting, Wong’s works are often infused with
poetic nostalgia, melancholy, and a sense of purity. He often used a vibrant
palette of contrasting colors and striking brushwork to bring out the
dynamism in the subject matter. Figures and landscapes are reduced to simple
color planes and lines that exude a sense of surrealism transcending the
quotidian life. In 2016, Wong established his studio in rural Edmonton to
concentrate on his artistic output. As he was closer to nature, his subsequent

works became more focused on his earthly surroundings.

Completed in 2017, Homecoming appears as a portrait of Wong’s life after
he settled into his hermetic existence in Edmonton, which is expressed in the
painting as a the quiet countryside with a winding path that leads to a little

house by the lake. A silhouette, standing in front of an open door, signals

an ambiguity in the painting. The viewer is invited to concede whether this
person is returning home or waiting for someone to return. Either way, there
is an air of the Romantic sublime or the lone literati eccentric. Wong contrasts
this with a lively small dog running down the winding path, thus coloring the
painting with a tinge of gaiety.

Reviewing Wong’s oeuvre, one can see that the long winding roads are one
of the artist’s favorite visual elements. Often starting at the bottom of the
paintings they make their way deep into nature. In Homecoming, the road
is undoubtedly the visual focus. Drawn with a few brushstrokes, it guides
the viewer into a dream-like landscape. Up close, many surrealist elements
can be found in the work. Located left of the path, the canopies of two trees
are depicted as giant succulent leaves, and they are enveloped by a network
of branches on the upper right corner. A great swath of green dominates

the upper half of the painting, and it connects the tree in the foreground as
well as the island behind the lake in the distant. This disjunction is skillfully
constructed by interrupting the natural sense of space with a little pathway in
the middle.

Paintings became the primary channel in which Wong communicated and
reconciled with the his daily experiences of living with autism and depression.
The artist frankly admitted that he relied only on his intuition when he
painted. In fact, he never sketched or drafted a composition. He explored

his inner conflicting world through the painting medium. Homecoming

is executed with thick impasto with multiple layers of pigments that do not
appear on the surface of the painting. Only when inspecting the painting’s
edges, can viewers see glimpses of pink and purple hues, thus alluding to
‘Wong’s artistic process of unleashing his emotions onto the canvas and

laboring over the scene until the artist was satisfied.

In early October of 2019, Matthew Wong passed away at the age of 35. At
such a young age, he gave the world visions of a nostalgia and purity in his
paintings. Amongst the small number of works that he left behind, many
were acquired into the permanent collections of Dallas Museum Of Art,
Estée Lauder Foundation, other public institutions, as well as numerous
international private collections. The invaluable artistic treasures that Wong
offered us can be best summed up with a poem by Rabindranath Tagore from
Stray Birds, “The world has kissed my soul with its pain, asking for its return

in songs”.

Vincent van Gogh, Landscape at Twilight 1890. Van Gogh Museum, Amsterdam, Netherlands
XF - BB (BeHhES ) 1890 4 i FUIBES RA =M ek
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SHIN in his private residence, New York, 2020. Photo: © Stavroula Coulianidis
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YAYOI KUSAMA EREE%E
(B.1929)

Pumpkin

signed, dated “Yayoi Kusama 1981 and titled in Japanese
(on the reverse)

collage, acrylic and cloth on canvas

23 7 x 19 % 1n. (60.6 X SO cm.)

Painted in 1981.

US$1,200,000-1,600,000

PROVENANCE

Fuji Television Gallery, Tokyo

Private collection

Anon. Sale, Seoul Auction, Hong Kong, 29 March 2018, lot 21
Acquired at the above sale by the present owner

This work is accompanied by a registration card issued by the artist’s
studio.

Michelangelo Merisi da Caravaggio, Still Life with Fruit on a Stone Ledge, c. 1601-1610
KBARAERE - 187 - i - RIUERS (5 ) 1601-1610 FAE

ra/l

B4 52 11 B
19815:(F
i - Yayoi Kusama 19815/ (EE)
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HR EBLTEIRAEE

YNE
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Painted in 1981, Pumpkin is a glimmering golden squash set against a
dazzling hypnotic backdrop and reveals an intimate portrayal of Yayoi
Kusama’s hallucinogenic world. Adorned with a bright red polka dot
trimming, this painting is a rare and early example of Kusama’s career-
defining pumpkins. Canvases depicting this now iconic subject matter and
executed in her subversive collage technique emerged in the artist’s oeuvre
during the early-1980s, and since that time have now become one of the

central motifs of her art.

Pumpkin evokes an illusion of depth through strong lines and contrasting
colors. The combination of black-yellow and red-white are both iconic color
choices that are strongly associated with Kusama’s prolific oeuvre. Blurring
the boundaries between representation and abstraction, Kusama’s iconic
polka dot pattern is mottled ever so carefully to evoke the ribbed texture of
pumpkin skin. Recalling seventeenth-century still life studies of everyday
fruit, vegetables and flowers, Kusama pushes the boundaries of this age-old
genre by embracing the ‘pop’ aesthetic of commercialized Japanese art. By
reconciling contrasting cultural contexts through a painstaking technique,

Kusama demonstrates her obsessive patience and ability to transcend genres.

From a young age, Kusama experienced hallucinations in the form of
animated conversations with pumpkins. By the early-1970s, upon returning
to Tokyo from New York, Kusama underwent an intense period of
depression, where only through drawing pumpkins did the artist find solace.
Mesmerized by the “unpretentious and simple beauty” of these organic

forms, Kusama re-emerged onto the art scene in the early-1980s with her

confidence and ambition restored. As a result, Pumpkin, a work executed

in 1981, signals this poignant moment. Alexandra Munroe describes this
healing process as a “privileged if disturbed access to unconscious and
possibly supernatural realms of being” (A. Munroe, Love Forever: Yayoi
Kusama 1958-1968, Los Angeles, 1998, p. 81). Kusama herself also stated that
“(a)rtists do not usually express their own psychological complexes directly,
but [ use my complexes and fears and subjects” (Y. Kusama, quoted in Yayor

Kusama, London, 2012, p. 10).

Collaging plays a unique role in Pumpkin. Aftixed onto two edges of the
canvas, the red fabric trimming pays homage to Kusama’s earlier years
working with textiles at a Japanese parachute factory and later her hand-sewn
phallus-covered sculptures in New York during early-1960s. As a technique,
collaging played a decisive role in twentieth-century image making, with
artists such as Hannah Hoch and Kurt Schwitters creating new types of’
pictures that were bold, direct and communicable in a glance. Similarly,
Kusama employs a polka dot pattern to create disjunctions between her
printed and painted dots, thus calling into question which is more reality
itself.

‘What began as a young child’s creative, yet uncertain grip on reality, became
a central motif to Kusama’s endless search for self-identity. Kusama wanted us
to see her hallucinogenic world: “I am now determined to create a ‘Kusama
world’ which no-one else has ever done and trodden into” (Y. Kusama,

quoted in Yayoi Kusama, London, 2012, p. 192).

Yayoi Kusama at a young age holding flowers
Photo: © YAYOI KUSAMA
R NIRRT

Eikoh Hosoe, YAYO! KUSAMA portrait, 1964
Photo: Eikoh Hosoe
TN (ERER ) 1964 &
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Infinity Mirror Room - Phalli's Field, 1965. Museum Boijmans Van Beuningen, Rotterdam, Netherlands
Photo: Eikoh Hosoe
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PROPERTY FROM A PROMINENT ASIAN PRIVATE COLLECTION

MR EFA AU

JONAS WOOD =ik - (&
(B.1977)

M.S.F. Fish Pot #7

signed with the artist's initials, titled and dated
JBRW 2016 M.S.F. FISH POT #7’ (on the reverse)
oil and acrylic on canvas

72 x 72 in. (182.8 x 182.8 cm.)

Painted in 2016.

HK$8,000,000-15,000,000
US$1,100,000-1,900,000

PROVENANCE
Gagosian Gallery, New York
Acquired from the above by the present owner.

EXHIBITED
New York, Gagosian Gallery, Jonas Wood, April-July, 2019.

Jiajing Period (1522-1566), Wucai 'Fish' Jar. Christie's Hong Kong,
27 November 2017, lot 8006, sold for HKD 213,850,000

BAzRIS IR/ AsAGEEE (=115 &8 2017 £ 11 B 27 B &5k 8006
A& : 213,850,000 /BT

M.S. F. B # 7

W% By &
201651E
ik : JBRW 2016 M.S.F. FISH POT #7 (%)

xR
S 4K S ETERD
REE e Lk E R

BB
20194E4-78 TJonas Wood & #TE=EF #49

“Matisse, Picasso, Braque, Calder, Monet... have
all been very real influences to me. When | was a
young child, my family would speak about these
artists as examples of greatness in painting. |
guess even then | took them seriously because
these are the artists | ended up fashioning my
studio practice after”

—Jonas Wood

(J. Wood, quoted in E. Tovey, “Jonas Wood,” Dossier Journal, April 3, 2012).







Vincent Van Gogh, The Sunflowers, 1889. Van Gogh Museum, Amsterdam.
NEE R B (@B ) 1889 5 Ak IBEST ReteiiE

Jonas Wood’s large-scale canvases depicting colorful ceramic pots have
become some of the most recognizable paintings in contemporary art. They
combine personal memories and meaning with art historical references

and push at the boundaries of traditional categorization. In M.S.F. Fish Pot
#7, Wood reprises his popular fish motif, using a form that has inspired
artists for centuries. In doing so, he joins figures as diverse as Pablo Picasso
and Alexander Calder who have appropriated the piscine form for its
highly symbolic associations with wealth and harmony. Reimagining his
surrounding world, Wood upends traditional conceptions of scale and
dimension. The pot depicted here is massive in size in comparison to its real
world counterpart. These discrepancies between real life and the artist’s
rendering of it makes his works feel familiar but foreign, intimate yet

removed.

Although created on a large scale, M.S.F. Fish Pot #7 stands nearly six-foot
tall, exploring the canvas remains a remarkably intimate experience. Many
of the pots that Wood recreates are based in works on his own collection,
works either in his studio or home that he lives with every day. His wife, Shio
Kusaka, is an accomplished ceramicist, and this led him to exploring these
three-dimensional forms in a two-dimensional painted format. In M.S.F
Fish Pot #7 a large, bulbous hollowware pot is adorned with various fish and
underwater motifs. Three fish dart across the surface, their bodies twisting
and turning as they dance through the colorful marine vegetation. This active
composition encourages the eye to move around the pot, but as the three-
dimensional object is rendering as a flat form, what might appear chaotic,
infact—under Wood’s direction—transforms into an organized system of
color and plane.
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4 _ &

Pablo Picasso, Poisson, 1955. Textile. Manufactured by Fuller Fabrics (New York, NY, USA).
Artwork: © 2020 Estate of Pablo Picasso / Artists Rights Society (ARS), New York.
EFE - |NFE (M) 1955 F HEY) HELEREIE XH B0 SERERHEWE
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Wood grew up surrounded by art. “My grandfather collected a lot of art in

a short period, for not even twenty years in the 1960s and “70s,” he explains,
“... Warhol, Bacon, Motherwell, Jim Dine, Larry Rivers, Calder ... my
grandparents’ and parents’ homes were very aesthetic places, packed with
images and objects. It all seeped into me” (J. Wood in conversation with A.
V. Sharp, Jonas Wood: Interiors, exh. cat., Anton Kern Gallery, New York,
2012, p. 56). He recalls that the Cubists, the Impressionists and the Fauves,
along with artists such as Alexander Calder, David Hockney and Stuart Davis,
were frequently extolled to him as “examples of greatness in painting” (J.
Wood, quoted in interview with E-L. Tovey, Dossier, 3 April 2012). Wood’s
interest in ceramic pots bears witness to the artistic exchange he shares with
his wife and through his study, he found a medium closely aligned with his
own artistic aims. “I became interested in the Greek pots,” he explained.
“Like basketball cards, they have a shape and a form, and they have images
that are very flat, graphic, and simple. Basically, there are cartoons on the
sides of the pots that tell stories” (J. Wood, quoted in J. Samet, “Beer with

a Painter, LA Edition: Jonas Wood,” Hyperallergic, 12 September 2015).
This marriage of image and anecdote is reflected in the artist’s practice more
broadly, where depictions of furniture, people, architecture and art-objects

are saturated with personal meaning.

Drawing parallels to the crisp forms and stylistic tendencies of some of the
twentieth century’s most important artists, Wood’s emphasis on flat planes
of color and even light create a tension as the depicted scenes flit between
two and three dimensions. M.S.F. Fish Pot #71s a stellar example of Wood’s
fragmentary rendering and definitively positions the artist within the art

historical canon.
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MARK GROTJAHN 5% - t5&%i%

(B.1968)

Untitled (Non-Indian #5 Face 45.60)

signed with the artist's initials, inscribed and dated
'MPG 15 V' (lower right); signed, titled, inscribed
and dated twice "UNTITLED (NON-INDIAN
#5 FACE 45.60) 2015 GROTJAHN 2015' (on the
overlap)

oil on cardboard mounted on linen

50 72X 40 %2 1n. (128.3 x 102.9 cm.)

Painted in 2015.

US$3,300,000-4,500,000

PROVENANCE

Blum & Poe, Los Angeles

Private collection, London

Acquired from the above by the present owner

EXHIBITED
Los Angeles, Blum & Poe, Mark Grotjahn: Fifteen Paintings,
May-June 2015.

Pablo Picasso, Head of a Sleeping Woman (Study for Nude with
Drapery), 1907. Museum of Modern Art, New York, USA

Artwork: © 2020 Estate of Pablo Picasso / Artists Rights Society
(ARS), New York.

B - %{? (LR FRISEMR (B TRZIVEE) ) 1907 & £H
B R BMEYE

SR MR SRR

20154(E

=& MPG 15V () UNTITLED (NON-
INDIAN #5 FACE 45.60) OIL ON CARDBOARD
MOUNTED ON LINEN 50 ¥ x 40 ¥ INCHES 2015
GROTJAHN 2015 (B755TH)

PR
7&FH% Blum & Poe 283
[GEEIYNIE

IREE E A _ LR

BB
20155FE58-6R THR - 1&EEE  tHREER.
Blum & Poe R 84254
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FBX ° |

- B BEES 0 518 (BEHE Muse Magazine )
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“When you first declare yourself an avant-garde artist,
you know, like in your teens or when you get to art school,
Picasso is sort of the first stop. You draw a face with
multiple eyes at a weird angle and that’s your avant-garde
statement. But to do that as an adult—knowing the cliché
that it can be—to take that language and try making good
work is something | find challenging and worth pursuing”

-Mark Grotjahn, quoted in Muse Magazine

Looking at Mark Grotjahn’s 2015 painting, Untitled (Non-Indian #s Face 45.60), one
has the peculiar sensation of being watched. The work is nominally abstract, but even

a glancing assessment reveals numerous stacked eyes, leering grins and flared nostrils,

all looming hungry and close behind a tangle of branches and splashes of leaves. The
painting returns the gaze with a starkly mischievous gaze of its own, one that can
border on predatory or veer more towards manic delight, depending on which set of
features one chooses to focus on. The work is a stellar example of the artist’s famous Face
paintings, where heavily-worked, brilliantly colored surfaces—oil paint generously
applied to cardboard with a palette knife—simultaneously obscure and reveal primal
visages, neither human nor animal. Working in the blur between non-objective and
objective painting, Grotjahn delights in challenging binary modes of representation. For
those who dare to listen closely, a sophisticated curiosity hums beneath this beguiling

explosion of form and color.

The present lot was first exhibited the year it was made as part of the artist’s seventh

solo exhibition, titled simply Fifteen Paintings, at Blum & Poe, Los Angeles. The
works, comprised of uniformly-scaled 50 x 40 inch Face paintings, are sorted in two
specific, if still somewhat cryptic, groups: Indian and Non-Indian. Reviewing the
fifteen paintings in the exhibition, the most (and perhaps only) obvious distinction
between the two groups is their respective palettes. The Indian Faces tend to be rich and
earthy, with browns like soil, bloody reds and mustard yellows. The Non-Indian Faces
are psychedelic, bursting with purple, teal and highlighter pink. Assuming Grotjahn

is invoking Indian with a Wild West nuance, Non-Indian conjures an ominous,
extraordinary otherworldliness. If the Indians are the natives, then the Non-Indians are

aliens, fantastically vibrant paintings crash-landed from outer space.

The dynamic of opposing forces is a reliable signature of Grotjahn’s work, and is echoed
in the way the artist fuses abstraction and objective imagery. Discussing the origin and
general aesthetic protocols at work in the Face paintings, Grotjahn muses, “When you
first declare yourself an avant-garde artist, you know, like in your teens or when you
get to art school, Picasso is sort of the first stop. You draw a face with multiple eyes at a
weird angle and that’s your avant-garde statement. But to do that as an adule—knowing
the cliché that it can be—to take that language and try making good work is something
I find challenging and worth pursuing” (the artist, quoted in Muse Magazine). The
almond-shaped eyes of Picasso’s early cubist period are peppered throughout Grotjahn’s
Face paintings, usually placed in a slightly asymmetrical composition around a central
vertical axis. In the case of the present lot, this axis is painted white and bristling like
the branches of a fir tree, a connotation reinforced by the bright green behind it. Other
darker foliage cut across the foreground of the image, giving a shallow depth to the
composition and imbuing the profusion of eyes with animal ferocity, as if they belong
to jungle cats peering through the leaves in a Henri Rousseau painting. But the echo

of Picasso endures. In a 2011 review of the artist’s exhibition at Anton Kern Gallery in
New York, the Pulitzer Prize-winning critic Jerry Saltz connected the Face paintings to
no less than the greatest masterpiece of Modern art: “What Grotjahn paints doesn’t stay
put on these variegated surfaces; instead, it shifts around the involuting centerless space.
You can discern the ways in which this work is made, yet no formal system appears. (I
surmise that the artist himself'is sometimes caught off guard by what he’s produced.) His
strangely shamanic art gives me a remnant of the pow I get from those ancient eternal

faces in Picasso’s Les Demoiselles d’Avignon” (J. Saltz, New York Magazine).

<« Detail of the present lot IH5EER



YIRS - IRTER S 2015 FELE ( HERE (FEENHBE #5 B 45.60) ) &l -
BESE TR RS RERSREEEHENA o (EREHRSR -
BEfF BRI RHERENE X  NIZENESTHRANET  ©
MIRFENHERESEE BB TR GEHIER R IR ENIBE
#BE - MPARSFH—EE—E T NIE B UL EEEEMER » &
ITFIRENREN - AELE—BTRSMRINE - MBRELLENRZ
BRI EHE A I RIS ML E - NHIFFSRAEB R - IHER
BREFHEZRY (BI@E ) (Face painting) MEEERE  EEER
EXSMEHAR  #HEENEY—BRET BRI ERERR EA9H
F—BRREEH « XNETEEE—EFEER  RIEEMIIEA « XIEY -
RESHTOERIEERESTEHEEERRANCTER » FER
EEME Z HAVEHIHb A& o B APLLEU SEEBRYESE « (FARES TS
BRBHIARR » EFEEEARANBREIRIEZT » BRI EISESEIBN
AT ABEZRNTFE L ©

IRETIBIESIZEE Blum & Poe EBEEHELX(ERE EXEBERES (+H
B ) MAHHRMEELRREFERES - 2EEREALLHI—N
50x40 30T ( EEMEE ) R - WikAm@biSthFis AmESEr04ER]
oRIE ( BNtz ) B2 ( FEENHhZ - CREEE T ARE(E  MEZHR
A— B EH—PENEHMECHSEERNEHRIE o( it
ZEAL ) HRIEFFEEEER - HEAMMAER T ENRE « I
PERVEEATANTTRARAY T2 o FEENHbZEFL ) AER BFABIERIT » iEA
MREE ERETENNE (B ES SIS EMS T E D
%z, ERERVRE > BREE TIEENMEZZ ) BIRBABMERIEIEN] - BB ERE
ROBBILIESR - AN TEDHEE , RREAMTE 5 BREE TIEENHEZ ) Fi2sh
ERE I KEEEMRANETRKEZY)

Lee Krasner, Seated Nude, 1940. Museum of Modern Art, New York, USA
Artwork: © 2020 Pollock-Krasner Foundation / Artists Rights Society (ARS), New York
2= - SohulliiR (#8142 ) 1940 & =6 50 B EAEEYE

BREEENHEEEEENE A ERISESHERPRESETE= ' I
FEMFRMEHREZSHESNBREFELERETE - 7Ex3 (EErHaeE )
RYIRVERGIESHEASE R REERS © ISEFIESRE | TEMAERE—XEMRE
CREELNFIHEMNRE  thil+%RTE _ EBMIRRAIRR » EINE
BEGEEREEPERENE—I - REFHARENAEST —REE
FERBEE  ERR T IREIEEMNNES - BRIEA—ERFEAMER
E—AERTNEEEA NS AIRIE LR —REEEMES
ERFRIER » ERBESTOBEHE - BEESEEBKR 4 (BNRAA
518 ( BErifE Muse Magazine ) ) 211X BRI RISEE HIRHIA
CIRIRIBEMISESIREE ( REpEE ) X7 BEREEEEmPOER
i DT EBIOEENRE - EAMRRY @ ZiMERRRe BEHEN
B —RFENE  HERHESENERRIHMNE - EtERENET
RBEENEIS > BENRERLESEARYT » EEERBEE A
BHXIERE  TUFERESA - B2 (Henri Rousseau) ERHEHIEE/REE
TRRVERMSE—1% - AT > BNERWEBKRERSIEA - EHESESER
201 FEAELRE - BB (Anton Kern Gallery) B2178IRER » SRS
BF - EIEREE - FERK (Jerry Saltz) 1% ( lgifigs ) BRAENRE
KHIEEEIRIEY SR | THRESEISIIMEEEREELRferERE ) K
i EESEPONZTHEE RETLSPHHEREAIERILIRERE
BRAE LK —EEEERENER - (BEENRAABRBEEERECE
MAVENERERMBF AR o ) BFHREG  AFEmEENEMGE—ELL
BIEEARZIEIS > (R RN ( iR HN L ) (Les Demoiselles
d'Avignon) HFERLE R E MK IERNEFL G FRAVEENERIE—Z o (RE -
TERA 0 MREURES )

Jasper Johns, O Through 9, 1961. Whitney Museum of American Art, New York, USA
Artwork: © 2020 Jasper Johns / Licensed by VAGA at Artists Rights Society (ARS), NY
B - 1HE (0 E 9 ) 1961 £F =26 1) BiSeEEBMiEME
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PROPERTY FROM AN IMPORTANT SWISS PRIVATE COLLECTION
I T EE R AW

TAKEO YAMAGUCHI LWARS

(1902-1983)
Yellow Quadrangle HEBIMER
signed, dated and titled in Japanese TR AR
(on a label on the reverse) 19595(F
oil on board e BEVES —NAENFEAB ILORS
72 x 72 in. (183 x 183 cm.) (EEER)
Painted i .

ainted in 1959 -
HK$2,000,000-3,000,000 BIRERO70F IR B
US$260,000-390,000 RURLEHE TER R

PROVYENANCE
Acquired in the 1970s by the previous owner from Japan
Gifted to the present owner

“It is important to look closely into the
structure of things in the natural world. Things
are solid, with substance. That’s why | try to
depict substantiality.”

- Takeo Yamaguchi

Label on the reverse
EE5EE
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Exhibition of Yamaguchi Takeo's works prior to the Venice Biennale
Photo Courtesy the Japan Foundation
IO RS E RIS F RS TERE

A remarkable work within Takeo Yamaguchi’s oeuvre, Yellow Quadrangle
marks his anticipated first appearance in a Christie’s Hong Kong Evening sale.
The largest of his works ever to come to auction, it testifies to the pioneering
abstract practice that distinguished the Korean-born Japanese artist within
the post-war avant-garde. The work dates from 1959: a triumphant moment
that saw Yamaguchi take his place on the global stage. That year, a closely-
related painting — Work — Yellow (Unstable Square) (1958) — was prominently
displayed in the grand inaugural exhibition of the Solomon R. Guggenheim
Museum, New York, who acquired it for their permanent collection. Created
at the height of Yamaguchi’s artistic career, Yellow Quadrangle is an iconic
demonstration of his pure, formalist language, marking the culmination of
his reflections on minimalist abstraction, structural composition and material

perception.

Born in Seoul in Japanese-occupied Korea in 1902, Yamaguchi enrolled

in the Western Painting Department at the Tokyo Art School where he
developed an interest in Cubism, Constructivism and the European avant-
garde. This progressive proclivity drew him to Paris after graduation, where
he began to experiment with abstraction. Upon his return to Japan in 1931,
Yamaguchi was an active participant in the Nika-Kai Group, one of the most
innovative movements in the history of modern Japanese painting. After
being drafted to the Pacific War, however, Yamaguchi returned to find that
he had lost most of his early works. Caught at an artistic crossroads, he seized

the opportunity for a creative clean slate.

By the mid-1950s, Yamaguchi had combined two major post-war Western
painterly trends — the thick impasto of Art Informel and the elemental purity

of Color Field Painting — to achieve his mature style. With their highly
simplistic abstract forms rendered in thick paint over plywood, these works
demonstrate an acute sensitivity to color, texture and materiality, focusing
on the interplay between flatness and depth as well as the balance of shapes.
Such innovations would play a defining role in the evolution of Japanese and
Korean avant-garde practices, paving the way for artists such as Lee Ufan and
Kim Whanki.

The present work’s palette is reduced to two colors, comprising Yamaguchi’s
signature raw yellow ochre against a strong black ink background. The

artist related this rich organic color to the soil of Southern China, while the
Venetian red he used elsewhere in his practice served as a reminder of the
Korean earth. Though minimal at first glance, the overall visual effect is

full of complexity. While the geometric shapes have been flattened onto the
wooden board, the artist has taken great care in layering several thick coats of
paint with a palette knife, creating heavy impasto with an almost sculptural

presence.

Although the geometric yellow form is tilted to one side, creating an apparent
imbalance, the small black window seemingly hovering away from the
pictorial center creates a fragile tension that imbues the composition with a
harmonious sense of poise. In addition, the textured surface — with its subtle
chromatic variations — generates the illusion of movement within an austere
delimited space. Suffused with life, Yellow Quadrangle captures the exquisite
formal poetry that brought Yamaguchi to international acclaim during this

period, and which would come to define his legacy.
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Takeo Yamaguchi, Work - Yellow (Unstable Square), 717/8 x 717/8 inches (182.6 x 182.6 cm), 1958,
Solomon R. Guggenheim Museum, New York, USA

IIARS (Fm - EE (MEZIESH ) ) 1958 4 £ 1) SRIEEMEER

Mark Rothko, No. 9 (Dark over Light Earth/Violet and Yellow in Rose), 1954, The
Museum of Contemporary Art, Los Angeles, USA

Artwork: © 1998 Kate Rothko Prizel & Christopher Rothko / Artists Rights Society
(ARS), New York (works on canvas)

B55e - FEERRL ( No. 9 (Dark over Light Earth/Violet and Yellow in Rose) ) 1954 £
XM B IS ER BN ENE

THEARMESMNEBBRRAN  ZRIFPEHERNBE - SYRRENYE » R -

K—EEAEELEEE N - |

IORSAIRZIF (EBIER ) SRELSEBRNEESE - (FR
B LLRERIVAEFR  (ZEMER ) RETSEMPEREENAR
By RAEERIE M IREM LA RN ER - ER(EmSTAMAt 1959
F - IOKMERRES EXNEFNSEEZ - B—F @ BItRERE
IR —IREIF((FR - EE (MRZIESE )) (1958) A miRiESE
MotER R A EREA WELK AW < IO RSB EZERIERIAF (=
BIEE ) IHFREIERER 7 M ERNBNES @ 5552
YGRS « HEEEREY SRR ERERIEIEES -

IIARSEA 1902 FHER BIaRHARERE - BEER R BRI FE
EES  PEHAR o (BREEIIESR © B ESS © MEUNBIERERRI IR E
EREEE < SEELSEHFEG  RELOERERRESR WEER
My ERSPHMRFIREZRANER TR - B 1931 FREAAE B2
e, NEEEE - “RERRAANEEL LRERNSHANEENET -
AT IWORKX B FEEBAMR 5 RIE » IR E S ASDNER
FREELAEREY - @B WESETFIRONOILO - REBREE
ZE[EENIEL  ASERBLEZ  SLUERE - RRZHANFRE -
KREIT 1960 o IIORE TRigEE TSy - WEETEERZE
BRI RER 24 FIE T FRAUFNegiEgs  WikE T B SRmARIEE o

-ERS

(BB B ERARL  BERETRSNT AU
BNEEER - SLBEHEY  NENMELER T ES0NRE B
EREENTERZERNOSL, LIRSS RINTE - \IDETEE
SO FMBENGERIRG - WARAERTSRISIRE ENHES
TESHRE -

AEFFERNETIEE  DamE @ LS RO aEE
R R EENEZEEE - BiIRDEEYSNGEREYEREEN
IS —E » TIfE R R R P LR AL B A S B SR EA
ATIBIIE - BAFEZ FEEET AR R BENRERENR
THB | TSR ATARTERANR LR » (5 B e m AR

NORBRMLGHS TSI EEER  UEEZRENIEER  EER
ARAVER o

BEFCHNAUTAERAF  BERTETE  EXRBEUFELE
FerhaRs e BhE L ESSHYRT] (EIBEEBIREAIT AR - BRILZSh -
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PROPERTY FROM A DISTINGUISHED ASIAN PRIVATE COLLECTION
EMEEFA AN

GERHARD RICHTER £I8% - =&

(B.1932)
Frost (1) Q)
signed, inscribed and dated '703-1 Richter 1989' (on the H¥ B
oil on canvas & - 7031 Richter 1989 (8£%)
$7x 39 % in. (144.8 x 100 cm.)
Painted in 1989. Hilk
#1%9 Sperone Westwatergs E§
H K$48,000,000-68,000,000 #B%9 Leonard Rosenberg==J&s
US$6 300.000-8.800.000 15 4149 200795816 H #R3% 46
o o RS BB s
BE

PROVENANCE

- FfotA fS . ZsZAE SRS
Sperone Westwater Gallery, New York 19895101273 TIate - =715 1988/80, MRS

e RIEMIEE BT 5

Leonard Rosenberg Fine Art Inc., New York
1990523 M4EnaE - =745 : #71F1 Sperone Westwater

Anon. Sale; Christie's, New York, 16 May 2007, lot 46

Acquired at the above sale by the present owner 28 #HAO 3EE

EXHIBITED kR

Rotterdam, Museum Boymans-van Beuningen, Gerhard Richter 19934 (HiI51E - =545 : BiR 25 1962-1993 =)

1988/89, October-December 1989 (illustrated in color). A Thill%2 BREFERS ZE (703155 ZEER)

New York, Sperone Westwater Gallery, Gerhard Richter: New 20155 (BIE1E - =545 ElIR 25 55U 1988-1994)

Paintings, February 1990. Dietmar ElgerZ BEETIERZ 26 (703-13% BB
5257H)

LITERATURE

A. Thill, et. al., Gerhard Richter: Catalogue Raisonné 1962—1993,
vol. III, Ostfildern-Ruit, 1993, no. 703-1 (illustrated in color).

D. Elger, Gerhard Richter: Catalogue Raisonné, vol. IV, 1988-1994,
Ostfildern, 2015, p. 257, no. 703-1 (illustrated in color).

e S

Claude Monet, Haystacks (Effect of Snow and Sun), 1891, collection of the
Metropolitan Museum of Art, New York, USA

TREE - BN ( SRSV TR0 ENME ) 1891 F{E 6] 41K KEPSBIE4EE
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“Richter has never been in less than total command of every inch of each canvas"

- Michael Kimmelman, New York Times, 1989

(M. Kimmelman, "Review/Art; Small-Scale Works on Paper by Gerhard Richter," The New York Times, 29 December 1989).

Dating from the finest period of Gerhard Richter’s ground-breaking abstract
work, Frost (1) is a dazzling example of the artist’s Abstraktes Bild paintings.
In these career-defining canvases, Richter examined the fundamental nature
of abstract painting, questioning the very essence of the postwar art historical
canon, and in the process creating some of the most celebrated works of the
last fifty years. The present work is one of a number of paintings the artist
completed in 1989 whose title evokes the theme of winter. First shown at a
major exhibition at the Museum Boymans-van Beuningen, Rotterdam, in
1989, the painting exemplifies Richter’s practice of continually laying down
and then subsequently scraping off layers of paint with a squeegee, resulting
in a fractured surface which evokes the alluring effect of light reflecting

off a heavily frosted or snowy surface. A suite of four similar canvases, each
titled Eis (Ice), and painted the same year as the present work, is now in the

permanent collection of the Art Institute of Chicago.

The surface of Frost (1) is full of the dynamic painterly activity that has
distinguished the latter part of Richter’s career. By laying down multiple
layers of pigment and—just as they begin to dry—dragging a large plastic
hard-edged squeegee across the surface, Richter disrupts the composition,
opening up the surface to reveal traces of previous layers. From light to
dark, and from high-keyed primary colors through to delicate variations of
more subtle combinations, the painting becomes a bejeweled combination
of both color and energy. Frost (1) is particularly notable in this regard as it
encompasses the entire color spectrum; from the depth of the dark recesses
to the brightness of the whites, and the bursts of fiery reds and sapphire
blues, the infinitely subtle shifts of color are remarkable for their richness and

complexity.

This particular canvas was painted in 1989, during a period when Richter’s
Abstraktes Bild became more complex, and therefore more beautiful. Prior
to this date the gestures in his abstract canvases were more rudimentary, and
the interventions on the painted surface more straightforward, but beginning
in 1987 the artist began to introduce more complex, delicate, and all-over
movements into his work. This resulted in canvas like Frost (1) in which the
broad swathes and large passages of color have been replaced by a myriad
bursts of pigment mimicking the dazzling effect of looking at light reflected
off a frosted surface.

This unique approach to painting is Richter’s direct response to the
fundamental question about the function of painting in the age of mechanical
reproduction. Looking back on the creation of his abstract pictures, Richter
stated, "I had the hope, carried by a fresh wind, to make something free, clear,
open, crystal, visible, transparent, a utopia" (G. Richter, quoted in R. Storr,
Gerhard Richter: Forty Years of Painting, exh. cat., New York., 2002, p. 305).
He embarked on a search for pictorial form that would go beyond what he
could already fathom, and therefore beyond any preconceived composition.
Using a kaleidoscopic array of pure colors was central to this enterprise, as
they conveyed a sense of artifice rather than any identifiable subject. “Abstract
paintings,” Richter argued, “visualize a reality, which we can neither see nor
describe but which we may nevertheless conclude exists. We attach negative

names to this reality; the unknown, the ungraspable, the infinite, and for

Richter working with squeegee in his studio, 1994.

Photo: Benjamin Katz/ © 2016 Artists Rights Society (ARS), New York / VG Bild-kunst, Bonn.

Artwork: © Gerhard Richter 2020.
1994 F » FFEIFEMARI TIEZATITINEE -

thousands of years we have depicted in terms of substitute images like heaven
and hell, gods and devils. With abstract painting we create a better means

of approaching what can neither be seen nor understood because abstract
painting illustrates with the greatest clarity, that is to say, with all the means
at the disposal of art, nothing'... [in abstract paintings| we allow ourselves to
see the un-seeable, that which has never before been seen and indeed is not
visible” (G. Richter quoted in J. Fineberg, Art Since 1940: Strategies of Being,
London, 2000, p. 374).

Frost (1) is a rich visual spectacle of vibrant pigments coalesced through
Richter’s own unique process. Painterly manifestation of the artist's belief

in art as mankind's "highest form of hope," his paintings adhere to no

known logic or ideology but are created through a careful cumulative and
constructive process during which Richter deliberately avoids all conventional
rules of aesthetics in order to arrive at work that belies pictorial ideology.
“And if now I think of Mondrian, in which picture can partly be interpreted
as models of society, I can also see my abstracts as metaphors in their own
right, pictures that are about a possibility of social coexistence. Looked at

in this way, all that I am trying to do in each picture is to bring together the

most disparate and mutually contradictory elements, alive and viable, in the

greatest possible freedom” (G. Richter and B. Buchloh, in ibid., p. 33).

Gerhard Richter, /ce (3), 1965, collection of the Art Institute of Chicago, Chicago, USA
Artwork: © Gerhard Richter 2020 (0087)
RIATE - 257545 (K (3) ) 1965 F-1E & Z NS ZINSF & iEMeE
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-ERm - IEWME 0 KR 1989
(M- 21688S 0 (¥R / 2 ReE - =HENNEEAER)
(4BKIEER ) 1989 FE 128 291)

(7B (1)) BUWEREE - =H4SEM LRXRENESER 22K T
548%E ) (Abstraktes Bild ) RIWERTEBEBMNLERIE - TE—RIIR
BEmT ) EEFRSHEE THREENAE B THEBMERE
YERANIR > WTELBREFANEL 7182 50 FRESHENEIRBIER - A4
MREFHEN 1989 FrmEHEEFRe—  EIFRE5I8ZENR
18 < 1989 F » AMEEBEEE RIS FHEFRSHT - #A%EEEMEE (Museum
Boymans-van Beuningen ) FS—XAELREFHYNATIE - ERE T =54
BE—EREE 0 AINETERR SRR AEAER)BBHERE  EHEE
RTEEHNIE » BB R IR RMREEENS B KERE HAIT
TERSRRSFAEN—E-ES (1K) (Eis) 91EmR  BEAE—IRE® > BFl
ERZ IS EATEYIEBMA K AEER ©
(B EREaEEEEINEEH T AR RN EEERIE S -
o EE LR BN 0 BEERIRIE NS 0 FEEERHIRITEER
iR HIITHRBEENEE  BERES I FAREAEENERME - &
REIRE > KESANEREIMEAMNESE  ERIERBELRABREM
BEENES  WRIEA— IR - (MEEAER (7B (1)) 189 5IAF
B RATHETZESHE  (KEENEBEMETACHN SRR @ INE
I EAVEEATIIINE AR REE » BFNERMY BV EEMEH » <
NRETIR » JIERER] -
MERBIVERS 1989 5 » BRFZEH151S Mm@, (Abstraktes Bild ) RIEIE
ESENMEESE  FthEES BEFFNESE - b2 a) 0 BRYhRE
EEAME  HEENRBHENREEE > B4 1987 FiMR  ENEM
KRB EEH « MR EEENE LS| AZMBIERF - EREERA LN
BEEFERELW (B (1)) EENER  BEETINEFH —FREFRE
DIIEFAREETEL » (AP T IRGITErE PR R AU R bR
EERBRARNEEFLRTFEEN TESTEMIERFCFHIINGE,
E—EARBENEEZERIE - CEMRRENENE =550 THEE 1T
RFFERSIET » HRAANELR—LEMm BT BR . 2% IBE &5
EZERITH—MRAEIE o (A2 - =545 5|BBE R. Storr > (a1E - =
45 @ENNHE ) BER 85 2002 F 0 55305 B ) - EEMER L
T—BIRSaERERRIRE  EREBR T rRRINEREES
BT T HUBEENEE - A TEaRETHWMERAS  UERE—BLR
AISIREIWIE - =FIFRR  THIRIEE, - TIIRERE(L - AL
EEWEIIRE - BERMPAEHBHBEFENER - BMETTE—R
B ZamZE - WIFRA - AR  EEEE BT ELIRTREBR
BB EIBERLEG (WNKEMME - MEER ) - mRes 0 A%
RS T — B HRIEEN S REEE RN EAERNSEY) 0 BamzEs
BRI BN S NER TEE, (fEmzEE+ ) ZfERCERE
TEEERN IR RIBA « FoIRIEY o (HIRE - =54 5l
FBES - EREE » ( B 1940 FLIRAIES - FZFERYA ) @2 2000 4
5374H)e
(7B (1)) R IRRETE  AENEE A= ERNEANEFIAFLEM -
MEREMRMANEES » ESZMHBEMEAALE TREFANEEL B
& NERRNE/RTITEIREL SRS MRk OLHE
TBEBREMAL  TEE—BIFBRET  =HRIFUERM—85IR » LUZ3
EHEEMNREIES - LEATE - ZHRFECRENRGR  TINRIBEREEIZE
B MNEEI LIS EEATEEI05EIR » IR BT LUEEAYMSR
AETRAER HHEGRERE AN —TET e - ttkER TEREF
KA MRSt RSB « RERFRTE ) EEH - BB BIARE
FMER o (=FEFIMEH - 5IBRLE » 8 338)

Detail of the present lot 1BEE »







PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

CEMIEE:2 TN E 4

ZAO WOU-KI iE#EiE
(ZHAO WUJI,1920-2013)

21.10.63

signed in Chinese, signed “ZAO’ (lower right); signed,
titled, inscribed and dated ‘ZAO WOU-KI 21.10.63
200 x 180.” (on the reverse)

oil on canvas

78 % x 70 7 in. (200 x 180 cm. )

Painted in 1963.

ESTIMATE ON REQUEST
&EF

PROVENANCE

Kootz Gallery, New York

Private Collection, Brooklyn, New York
Pascal de Sarthe Fine Art, Scottsdale, Arizona
Private Collection, Taiwan

de Sarthe Gallery, Hong Kong

Private Collection, Asia

This work is accompanied by a certificate of authenticity issued by
the Fondation Zao Wou-Ki, dated 28 July 2011.

This work is referenced in the archive of the Fondation Zao
‘Wou-Ki and will be included in the artist's forthcoming catalogue
raisonne prepared by Francoise Marquet and Yann Hendgen

(Information provided by Fondation Zao Wou-Ki).

EXHIBITED

Cambridge, Massachusetts, Hayden Gallery, Massachusetts
Institute of Technology, Zao Wou-Ki, 1964.

Montréal, Musée d’art contemporain Montréal, Zao Wou-Ki,
1969, no. 19, (illustrated). This exhibition later travelled to
Quebec, Musée du Québec, 1969.

Shanghai, Shanghai Museum, Zao Wou-Ki: 60 years of paintings
(1935-1998), 1998-1999, p.145, plate 47, (illustrated in color). This
exhibition later travelled to Beijing, the National Art Museum of
China, 1999; Guangzhou, Guangdong Museum of Art, 1999.
Paris, Galerie Nationale du Jeu de Paume, Zao Wou-Ki, October-
December 2003, p. 103 (illustrated in color).

Taipei, Tina Keng Gallery, Zao Wou-Ki’s Solo Exhibition,
December 2009 — January 2010, p. 41 (illustrated in color), p. 39
(detail illustrated in color).

Hong Kong, de Sarthe Fine Art, Zao Wou-Ki Paintings: 1950’s —
1960’s, March — April 2011, p. 39 (illustrated in color).

LITERATURE

B. Noél, Zao Wou-Ki, Grands formats - Au bord du visible,
Cercle d’Art Editions, Paris, 2000, unpaged, plate 16 (illustrated
in color).
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Zao Wou-Ki’s Hurricane period of the 1960s marked a creative peak in his
career: he achieved a fully mature personal style, bringing together the best
of East and West, with a bold, grand and passionate approach to brushwork,
color and space. Since ancient times, red has held special significance as a
symbol of eternal life, passion, fire and intense emotion. Zao Wou-Ki's
21.10.03 is the largest work in a series of red paintings from his Hurricane
period, featuring the most distinctive spatial composition of the group.
Unusually, he segments the canvas horizontally into three parts, producing a
still plane upon which time and space seem to converge. A great celestial burst
of bright red conjures a sense of depth: solid forms echo against empty spaces,
while powerful lines couched within washes of color create an unpredictable
dynamic. The artist seems to capture the incomparable beauty of the moment
when heaven and earth split apart, dispersing life across the universe. The
work’s large scale enabled Zao to display his integration of Western oil
techniques and Eastern concepts, including the relationship between the

real and the immaterial, and the dance of form and formlessness. The result,

without doubt, is a unique masterpiece in Zao Wou-Ki’s artistic career.

Left to right RAZER :

Zao Wou-Ki, 29.01.64,1964. Christie's
Hong Kong, 25 November 2017, lot 24,
sold for HKD 202,600,000

Artwork: © 2020 Artists Rights Society
(ARS), New York / ProLitteris, Zurich
AEAEIE (29.01.64 ) 1964 £115 &iF
2017 11 B 25 H #wsR% 24 pR3(E
202,600,000 &

Pierre Soulages, Peinture 186 x 143
cm, 23 décembre 1959, 1959. Christie's
New York, 15 November 2018, lot 22C,
sold for USD 10,600,000

Artwork: © 2020 Artists Rights Society
(ARS), New York / ADAGP, Paris

1512 - BRRIE ( Peinture 186 x 143 cm,
23 décembre 1959 ) 1959 {£=£15 4150
2018 £ 11 B 15 B #wa 22C

AE3{E : 10,600,000 =T

The 1960s was one of the most important periods for Zao Wou-Ki.
Completely immersing himself in abstract painting, he gradually moved away
from his meticulous early style — inspired by oracle-bone inscriptions —and
embraced a more impassioned approach to painting. In 1957 he set foot in
New York for the first time, where art was thriving in the post-war period;
that same year, he signed a contract with the Galerie de France, and with

the Kootz Gallery in New York the following year. His work began to find
acceptance and reach a larger audience in the Western art world. Spending
time with abstract artists such as Pierre Soulages helped bolster his creative
energy and confidence, and he prepared himself to explore painting on a
larger, grander scale. During this period, he began to experiment with a

series of unique, horizontally structured compositions, which he divided

into two or three level regions. Reducing his palette, he often focused on a
single, dominant hue, with brushstrokes shooting out on each side to create
strong tensions within his horizontal framework. On the large-scale canvas of
21.10.63, Zao's empty spaces at the top and bottom create a sense of the void,
while the red pigments conjure solid forms. Against the greater solidity of the

Li Cheng, Landscape, Northern Song Dynasty (960-1127). Liaoning Provincial Museum, Shenyang, China
JER 25 ( IRAMNEIE ) FRED &R A AR
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"The earth and the heavens
split apart. The yang, light
and pure, rose to become
the sky, and the yin, heavy
and dark, sank to form the
earth. Between them was
Pangu."

— The San Wu Li Ji

Chronicles

contrasting black lines, however, the red becomes the empty void, so that the
relationships are reversed. As these effects draw the viewer into the painting,
their gaze is enveloped within progressively deeper layers, and a sense of time's

passage begins to unfold.

Unlike the breathless quiet in the paintings of American Abstract
Expressionist Mark Rothko, in 21.10.63 Zao Wou-Ki expresses a sense of
organic movement, like floating clouds or flowing water. As his work evolved
between 1956 and 1963, he began to manipulate the interaction between
forces and energies within his pictorial spaces, conveying a sense of great
vitality that simultaneously revealed his own inner state. The black lines and
streaks of white at the centre of the painting are similar in structure to those
in 29.01.64, another great work completed just months afterwards. Imbued
with life, the two works share common origins: in both, Zao conveys a sense
of internal sensation by adopting the fluid, expressive lines of traditional
calligraphy. His exuberant, wandering linear marks establish a bridge from
the inner world of feeling to the outer visual realm, ushering viewers into a

majestic and beautiful space.

Zao Wou-Ki’s work also has deep roots in the tradition of Chinese landscape
painting, in which the use of blank space is often a crucial element. In Fan
Kuan's Travelers among Mountains and Streams, contrasting levels of depth
are created by setting these empty spaces against solid forms. In 21.10.63,
similar white spaces define the foreground, while dark lines form the middle
distance and bright red the far distance. Thus, even in an abstract painting free
from traditional perspective, Zao is able to depict a deep and powerful three-
dimensional realm. In Li Cheng's Landscape, textured strokes of varying
density alternate with areas of empty, undefined space set among them,
creating rolling mountains and misty, drifting clouds that convey a sense of
time's passage. In 21.10.63, Zao creates textures in the centre resembling rocks
and branches, and surrounds them with diluted washes of color, creating an
effect reminiscent of sudden breaks in a mist. The shifts between sharp and
soft focus, between the real and the abstract, and between the tangible and
intangible, generate internal tensions that expand across the whole canvas.
The work’s eternal tranquillity is interrupted solely by the strong lines that

burst from its centre.

Since antiquity, red has been considered a pure, fundamental hue that
expresses humanity's hope for good. Just as Lucio Fontana’s use of the color
gave rise to some of his finest creations, Zao’s red paintings constitute his most
classic and fascinating series of works. In the 1960s, he gradually adopted
more monochromatic palettes, and 21.10.63 is one of the few currently-
known red paintings from his Hurricane period. Zao's grasp of Western
media allowed him to work with unhindered ease, manipulating both thick
and thin pigments in a manner particularly suited to monochrome painting.
In 21.10.63, he spreads large washes of bright red across the canvas with
interlacing strokes, diluting his pigments to make them lighter and more
transparent while still retaining the trace of the brush. The result is a rich
panoply of changing hues that vary with the reflected light, highlighting the

fine control of color that injects so much life and energy into this work.

In 21.10.63, inspiration wells up from the artist's inner world, his bright red
colors reflecting a rich vein of passion and vitality. With its grand, expansive
composition, it captures the calm self-confidence and great creative ambition
that characterized his life and work during this period. Here, he sought to
project a vast, boundless universe within the finite space of the canvas: to
bring to life that majestic event in which “the yang, light and pure, rose and
became the sky, and the yin, heavy and dark, sank and formed the earth.” In
its combination of grandeur and fine delicacy, 21.10.63 stands alone among
the many works of Zao Wou-Ki’s Hurricane period, exuding a profound and

ancient power.

Left to right HEZESA :

York, 14 Novembe

and Black), 1957. Christie's New

ner Rothko / Artists Rights Society (ARS),

) 1957 FF (ETE 0 2012 F 11 B 14 B #

spaziale, Attese, 1967. Christie's London, 30 June 2015, lot 21, sold

w York / SIAE, Rome
015 £F 6 B 30 B #w5% 21 A3(E :
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FRUGFERE  BiERX  RERH  BREES -
-(=aEL)

60 R MRS SEEGERTEEENEEERISSEET « B
BEMVEIEEEIE - BIR T ERAS B2 KMt 2 M AAE AR
HEEaSEEETENED « 35 - MELURREZINER  2RIEE
ENEF - It (21.10.63) 2ITERPERNTECRINERPRIERA
FRFZEBERESEN 4 - BEGLIERN=RUKFEEE > 55t
HFEARE T AR R —— R R IR EHT RIS T REEERIRE
B EAPAEZURIGRIF B T B ERIRVEIRE » (HIRIRREIME « EmiEZE
HHAVBERR - EEGELBEF—EEMEREEEE - ARENES
BESERF 5 R IR AR R E AR » (21.10.63 ) EEEE H B4 ER
B—HE ROIEHAHE -

KRIBZAE » AASREBEMREETERIRENNREER o M 1960 FL
ERBEBEMEERREZN—ERFE o b2 OIUSHMSRER - #ngh
AT ZAIREFAE  IRZ R B XREAIEIRSS - FBRBNR—IEE R
BEMEREHMEE S - EfttAR 1957 S8 BMHURS SRBEEMIEENZE
B MEARFAEEE & [BFEANERERSN 2R ERTATES
BN 0 HBEBERG - FHESIMREZBMRNEE - #Fis
(Pierre Soulages) tHE & & BERET 7 7o mVEIEREEEEL » #
BRERIBEX  EEMEAFENER - B—RE  MEESE TBEN K
FiEEL R7 0 EREESBTE(EKFEE,  EERREEEE
DE—8#EATEENA e A SNEBEKFRIBER MRZIRY
3R77 o BEEEIGTE (21.10.63) MWEIRSE L FEHRE L NERLES TEl)
HADREA "By HREeRERN T8, BHUAEXYAA TR NEE
BIREER 0 EBEVEEHENRG  BSEERENRENR & EEERT
2P

EERIMREFIREREMRELR (Mark Rothko) 1E & BRI EEFFHY
REARE ' (2110.63) 2RVSITERKIGHEENRE - [EHEMEE 1956 &
1963 FHYERRELEE » AIAMIHERRN 2B BEmIES | 5E) 0 B
EREwmOPER > WHEEBHEADAIHKRE (21.10.63) FRAIEELRIE
B R R EmERINIRE @ BEAE B &S —IREIE (29.01.64) B

AR LIAYEERS - SRBEEERAEL IR ERIFEE B LIRS » BD
ISR E LRGNNSR REEN DRSS - LUTBLFBRNEMEE R
RGESNRIIBIR » HRTEEHTEAR AN S REMER S REmA—
SRR 21R 7 —(ERsTEmasREnIXi o

FHEREA R R EFILIKINHRRE © EEFHILKT - BENERETRE
HERIEEHE - SBE (RILTIRE ) BEAN &, HESYN T8, BEE
TEIRERIHELL o 7 (21.10.63) & @ BEELBEALS « RIEA+FS
STARS  (FRMERER AIMSEEEIPABLURRRZIMmBEN =
H#EZ2R] o ZERRTE (RAREIRE ) FLARRIREIISRAE K B R SER -
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FEEEARTE AR O | A ROREREIE - BRI SR RERIRIE A ERN
IR o HEREEEASCAE  HEMMR « B EARE ZRESR © FROHF
OEYMNER BREIRER 5 MERERE L U—HEH » REPHEN
SERZUHRIE -

MeEEhREeNRE  AHEHEAMEFNFE - IREEMR (Lucio
Fontana) B2/ ( TR ) AERIISRAKHMBSS AZEXM - 60
FRR  BERINISIE—EREAEERNEERH > M (21.10.63)
EH AT ERSTEEEEIERINERZ —  BREHRISE
HRAERR » ERIiGo RN AR = R RE R e E R
EEEENEEmTPAEEFRIN - EEEE (21.10.63) LIRENERS
PARRHIEHAL » TEIRBEMBIRE » FRATEEMERESENRERE
EHRITE TEE TBASENEZEE( HEHSEENEENEE
AEMFEA T EH

(21.10.63) LAEEEHI RO EARRREIR » BRI IINEIMEH—
R EHRYEMEEDE ] 5 (EGARIBEI I8 R B R ILISTERIE LIEHER
HEBEECELD - i BEEERAER DBRERNFE » EH0MmEL
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RIEIEE DIEFE RE(ERPREML  BEEREmEREAOH
IS=p)==)

Zao Wou-Ki, Foudre, 1955. Christie's Hong Kong, 28 November 2015, lot 25, sold for HKD 35,960,000 Zao Wou-Ki, 74.12.569,1959. Christie's Hong Kong, 26 May 2018, lot 23,

Artwork: © 2020 Artists Rights Society (ARS), New York / ProLitteris, Zurich
RIS ( BEERD ) 1955 F (£115 & 2015 F 11 B 28 H #Rs% 25 M3L(E : 35,960,000 i

sold for HKD 176,725,000
Artwork: © 2020 Artists Rights Society (ARS), New York / ProLitteris, Zurich
FEAERE ((14.12.69 ) 1959 {£118 & 2018 & 5 B 26 H #R5R 23 AL3ME : 176,725,000 18
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ZAO WOU-KI (1920-2013) HEEER (1020-2013)

Fleurs (fe75)

oil on canvas A Eh

15 x 18 1/8in. (38 x 46 cm.) 15 x18 ¥sin. (38 x 46 cm.)
Painted in 1953. 19535-E
€500,000-700,000 €500,000-700,000
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JEAN DUBUFFET (1901.1985)

Pourléche fiston

{Pourleche fiston )

oil on canvas
45X 57 5/8

45x 57 %in. (114.3x146.5cm.)

19635631381F

(114.3 x 146.5 cm.)

Painted in 13 June 1963.

n.
€3,000,000

€3,000,000-5,000,000

5,000,000
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PROPERTY FROM AN IMPORTANT PRIVATE COLLECTION

GEORG BASELITZ B.1938) REEE - BERR 19sses)

Gebeugter Trinker [Bent Drinker] (BERIEER)

signed with the artist’s initials and dated ‘G.B. 20. XII G G.B. 20. X1l 82 (~iA); gebeugter Trinker 20. XII.
82’ (lower edge); signed again, titled and dated again 82 G. Baselitz (BE)

‘gebeugter Trinker 20. XII. 82 G. Baselitz’ (on the reverse) ¥ B

oil on canvas 98 1% x 78 % in. (250 x 200 cm.)

08 % x 78 % in. (250 X 200 cm.) 198251E

Painted in 1982. £4,500,000-6,500,000

£4,500,000-6,500,000
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CHRISTOPHER WOOL (5.1955) REHZIE - (A 1oss=x)
Untitled (§::329)

alkyd and graphite on paper i al-= g i

39 x 26 1n. (99 x 66 cm.) 39x26in. (99 x 66 cm.)

Executed in 1992. 19925

Estimate upon request 518 1578
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ESEIEE-ZIWNIE-

PROPERTY FROM AN IMPORTANT PRIVATE AMERICAN COLLECTION

ROY LICHTENSTEIN (1923.1997) BR-FZEHME (1023-1997)
Nude with Joyous Painting (ReemaEaE )

signed and dated ‘rf Lichtenstein ‘94’ (on the reverse) ¥ Magna B e DtéifgEakt £

oil and Magna on canvas 70x53in. (177.8 x134.6 cm.)

70X §3 in. (177.8 X 134.6 cm.) 1994 5/E

Painted in 1994. B8 53

Estimate upon request
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MORTON G. NEUMANN ZR UL

PROPERTY FROM THE MORTON G. NEUMANN FAMILY COLLECTION

FRANK STELLA (8.193¢) FBRASR - HF4SHL (103654)
Sharpeville (i maERa )

alkyd on canvas EergtifsEarl Em

85 % x 85 % 1in. (216.8 x 216.8 cm.) 85% x85%in. (216.8 x216.8cm.)
Painted in 1962. 19628F
US$7,000,000-9,000,000 US$7,000,000-9,000,000
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WAYNE THIEBAUD 8.1920)
Four Pinball Machines

signed and dated ‘Thiebaud 1962’ (lower right)
oil on canvas

68 x 72 1in. (172.7 x 182.8 cm.)

Painted in 1962.

US$18,000,000-25,000,000

28 - 88 (1920F%)
€ POfEISE TR )

=58 : Thiebaud 1962 (G F)
W B

68 x 72in. (172.7 x182.8 cm.)
19624E4F

US$18,000,000-25,000,000
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTOR

PABLO PICASSO (18811973)

Les femmes d’Alger (version ‘F’)

signed ‘Picasso’ (lower left); dated and inscribed ‘17.1.55 K

(on the reverse)

oil on canvas

21 % x 2§ /2 1n. (54 X 65 cm.)
Painted on 17 January 1955.
Estimate upon request

NG

BHRE - BMFE (8s31-1973)
(FUmRREIZA (FiR) )

G Picasso (&£ F) 5 171.55(58)
H¥ Em

21V x25% in. (54 x65cm.)
19555F(E

58 559
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HIGH VALUE LOT PRE-REGISTRATION

IF YOU ARE INTERESTED IN ANY HIGH VALUE
LOT (LE., ALL LOTS OF OUR 20TH CENTURY &
CONTEMPORARY ART EVENING SALE, AND IN
RESPECT OF OTHER CATEGORIES OF LOTS, A LOT
THE LOW ESTIMATE OF WHICH IS HK$8,000,000 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.
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8,000,0007cakA EZRER ) %\/E#)#EEE%E?EI
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BEmIAE SRR EAL -

- BRIEBBANAEE 0 BRIREENETSRRETRE
BIEMERESR A SERERELELE T
RSEEREm ©

- WHBTRSEERN  BTEUBESNSELSEZZIE
ﬁﬁ-‘ﬁ?%ﬁlﬁ%%,6OO,OOOFUESZEQ'F%E%%&%%B?EI%%&
1E1a%~\§,§220%‘SZL‘,U: (LESERE) (FRRES
FBERETSEREZEZFRNZIE thj]'ﬁﬁﬁﬁ"
A °

- BRI TREEAIGRIREAAER » RELBHRELBA
BEBITREETREK xn¥$HTLA%EE‘tZSZ1ij: SR
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BT ZIRTEREFE ° %Féﬁ'F/,\L,L,%nLMI* SRR

- Upon the pre-registration, you should pay a deposit

equivalent to the higher of HK$1,600,000, and 20% or
more 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 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. Please make sure that you provide your
bank details in the pre-registration form. If you
require payment other than in Hong Kong dollars,
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.
While we will arrange to refund the deposit to you
within seven days after the date of sale, we do not
guarantee when you will receive the payment as the
timefor banks to process a fund transfer or refund
varies.

FAEHGWIEMEEZ SHER » IREEHER
B5i8 - EREXRIRTRHCERRARIES » IR
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BRES  EARRTEEENRSRIARSESEE
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- Upon successful pre-registration, you will be given
a numbered High Value Lot paddle for identifica-
tion purpose. The auctioneer will usually only accept
bids made with the High Value Lot paddle or by its
registered bidder.This applies to saleroom, telephone
and absentee bids.

- 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 Client Services
Department at + 852 2760 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 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 lot, 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 let, 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(f).

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);

(ii) for corporate clients: Your Certificate of
Incorporation or equivalent document(s) showing
your name and registered address, photo ID copy
of the authorized bidder, letter of authorization duly
signed by legal representative and, where applicable,
chopped with company stamp and together with

documentary proof of directors and beneficial
owners;

(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 +852 2760 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+852 2978
9910 or email to bidsasia@christies.com.

3 IF YOU 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)
itis 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 +852 2760 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. We will accept
bids by telephone for lots only if our staff are
available to take the bids. Telephone bids cannot be
accepted for lots estimated below HK$30,000. If you need
to bid in a language other than in English, you must
arrange this well before the auction. 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. Please visit https://www.christies.com/
buying-services/buying-guide/register-and-bid/
and click on the 'Bid Live' icon to see details of
how to watch, hear and bid at the auction from
your computer. As well as these Conditions of Sale,
internet bids are governed by the Christie's LIVE™
terms of use which are available on https://www.
christies.com/LiveBidding/OnlineTermsOfUse.aspx.
(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. If 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.

C CONDUCTING 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 related to bidding
and whether during or after the auction, continue
the bidding, determine the successful bidder, cancel
the sale of the lot, or reoffer and resell any lot. If
you believe that the auctioneer has accepted the
successful bid in error, you must provide a written
notice detailing your claim within 3 business days
of the date of the auction. The auctioneer will
consider such claim in good faith. If the auctioneer,
in the exercise of his or her discretion under this
paragraph, decides after the auction is complete,
to cancel the sale of a lot, or reoffer and resell a lot,
he or she will notify the successful bidder no later
than by the end of the 7th calendar day following
the date of the auction. The auctioneer’s decision
in exercise of this discretion is final. This paragraph
does not in any way prejudice Christie's ability to
cancel the sale of a lot under any other applicable
provision of these Conditions of Sale, including the
rights of cancellation set forth in sections B(3), E(2)(i),
F(4), and J(1).

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 BIDDING ON BEHALF OF THE SELLER

The auctioneer may, at his or her sole option, bid
on behalf of the seller up to but not including the
amount of the reserve either by making consecutive
bids or by making bids in response to other bidders.
The auctioneer will not identify these as bids made

on behalf of the seller and will not make any bid on
behalf of the seller at or above the reserve. 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. While we send out
invoices by post and/or email after the auction, we
do not accept responsibility for telling you whether
or not your bid was successful. 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. On all lots
we charge 25% of the hammer price up to and
including HK$2,500,000, 20% on that part of the
hammer price over HK$2,500,000 and up to and
including HK$30,000,000, and 13.5% of that part of
the hammer price above HK$30,000,000.

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. It is the
buyer's responsibility to ascertain and pay all taxes
due. In all circumstances Hong Kong law takes
precedence. Christie's recommends you obtain your
own independent tax advice.

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/or any other charges related
to the lot, regardless of the nationality or citizenship
of the purchaser. Christie's will collect sales tax
where legally required. 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) 1t is 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.

(g) 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, on the date of the notice of claim, 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 this 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.

(j) 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 gives
us written notice of the claim within twelve (12)
months of the date of the auction. We may require
full details and supporting evidence of any such
claim. 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.

() Chinese, Japanese and Korean artefacts
(excluding Chinese, Japanese and Korean
calligraphy, paintings, prints, drawings and
jewellery).

In these categories, paragraph E2 (b) - (e) above
shall be amended so that where no maker or artist is
identified, the authenticity warranty is given not only
for the Heading but also for information regarding
date or period shown in UPPERCASE type in the
second line of the catalogue description (the
“Subheading”). Accordingly, all references to the
Heading in paragraph E2 (b) - (e) above shall be
read as references to both the Heading and the
Subheading.

F PAYMENT

1 HOWTOPAY

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

(i) the hammer price; and

(ii) the buyer's premium; and

(iii) any duties, goods, sales, use, compensating or
service tax.

Payment is due no later than by the end of 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
Hong Kong in the currency stated on the invoice in
one of the following ways:

(i) Christie's is pleased to offer clients the option
of viewing invoices, paying and arranging shipping
online through MyChristie's. To log in, or if you have
yet to create an online account, please go to: www.
christies.com/MyChristies. While this service is
available for most lots, payment and shipping must
be arranged offline for some items. Please contact
Post-Sale Services directly to coordinate.

(i) Wire transfer

You must make payments to:

HSBC

Head Office

1 Queen's Road, Central, Hong Kong

Bank code: 004

Account No. 062-305438-001

Account Name: Christie's Hong Kong Limited
SWIFT: HSBCHKHHHKH

(iii) Credit Card.

We accept most major credit cards subject to
certain conditions. We accept payments in person
by credit card up to HK$1,000,000 per auction sale
although conditions and restrictions apply. China
Union Pay is accepted with no limits on amounts. To
make a 'cardholder not present’' (CNP) payment, we
accept payment up to HK$1,000,000 per auction
sale. CNP payments cannot be accepted by all
salerooms and are subject to certain restrictions.
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.

(iv) Cash

We accept cash subject to a maximum of
HKD80,000 per buyer per year at our Post-Sale
Services Department only (subject to conditions).

(v) Banker's draft

You must make these payable to Christie's Hong
Kong Limited and there may be conditions.

(vi) Cheque

You must make cheques payable to Christie's Hong
Kong Limited. Cheques must be from accounts in
Hong Kong dollar from a Hong Kong bank.

(d) You must quote the sale number, your invoice
number and client number when making a
payment. All payments sent by post must be sent
to: Christie's, Post-Sale Services Department, 22nd
Floor Alexandra House, 18 Chater Road, Central,
Hong Kong.

(e) For more information please contact our Post-
Sale Services Department by phone on +852 2760
1766 or email to postsaleasia@christies.com.

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 30" day following the date
of the auction or, if earlier, the date the lot is taken
into care by a third party warehouse 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;

(ii)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;

(i) 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;

(viito exercise all the rights and remedies of a
person holding security over any property in our
possession owned 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) For information on collecting lots, Please contact
Christie's Post-Sale Services Department on +852
2760 1766 / Email: postsaleasia@christies.com

(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.
(ii) we can, at our option, move the lot to or within
an affiliate or third party warehouse and charge you
transport costs and administrative 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 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. For more information, please contact Christie's
Post-Sale Services on+852 2760 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 lot 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 +852 2760 1766 or email to
postsaleasia@christies.com.

(b) You alone are responsible for any applicable
taxes, tariffs or other government-imposed charges
relating to the export or import of the lot. If Christie’s
exports or imports the lot on your behalf, and if
Christie’s pays these applicable taxes, tariffs or other
government-imposed charges, you agree to refund
that amount to Christie's.

(c) 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
rosewood. 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 ¥
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

(@) 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 TRANSLATIONS

If we have provided a translation of this agreement,
we will use the English version in deciding any
issues or disputes which arise under this agreement.

7 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. If you are
a resident of California you can see a copy of our
California Consumer Privacy Act statement at
https://www.christies.com/about-us/contact/ccpa.

8 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.

9 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 Hong Kong laws. 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
and submitted, for the benefit of Christie's, to the
exclusive jurisdiction of the Hong Kong courts, and
also accepted that Christie's also has the right to
pursue remedies in any other jurisdiction in order to
recover any outstanding sums due from the buyer.

10 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.

K GLOSSARY

auctioneer : individual auctioneer and/or Christie's.
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'

o

Christie's has a direct financial interest in the lot. See
Important Notices and Explanation of Cataloguing
Practice.

A

Owned by Christie's or another Christie's Group
company in whole or part. See Important Notices
and Explanation of Cataloguing Practice.

e

Bidding by parties with an interest.

A B 8o (R B SR

*

Christie's has a direct financial interest in the lot
and has funded all or part of our interest with the
help of someone else. 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.

FEMAHEREFRERIRERNREN A BRTES " XBRE - BAAN —ENRE—R -

FHEHZRERETEEREN T - F2FEE
BEAK BRI I5EZRA

A
EFNMORELSHEMELSERRTR
B - F2HEEBNRBIRRFETEIEZRA -

FETTHIERIR

*

ETEHAEREGEEREN T X150
2SI DEBE=RE - F2REER
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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

Lots 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 it
owns in whole or in part. Such property is identified
in the catalogue with the symbol A next to its
lot number. Where Christie’s has an ownership
or financial interest in every lot in the catalogue,
Christie’s will not designate each lot with a symbol,
but will state its interest in the front of the catalogue.

© Minimum Price Guarantees:

On occasion, Christie's has a direct financial interest
in the outcome of the sale of certain lots consigned
for sale. This will usually be where it has guaranteed
to the Seller that whatever the outcome of the
auction, the Seller will receive a minimum sale price
for the work. This is known as a minimum price
guarantee. Where Christie's holds such financial
interest we identify such lots with the symbol © next
to the lot number.

%4 Third Party Guarantees/Irrevocable bids

Where Christie’s has provided a Minimum Price
Guarantee it is at risk of making a loss, which can be
significant, if the lot fails to sell. Christie’s therefore

sometimes chooses to share that risk with a third
party who agrees prior to the auction to place an
irrevocable written bid on the lot. If there are no
other higher bids, the third party commits to buy
the lot at the level of their irrevocable written bid. In
doing so, the third party takes on all or part of the
risk of the lot not being sold. Lots which are subject
to a third party guarantee arrangement are identified
in the catalogue with thesymbol ©¢.

Christie's compensates the third party in exchange
for accepting this risk provided that the third party is
not the successful bidder. The remuneration to the
third party may either be based on a fixed fee or an
amount calculated against the final hammer price.
The third party may also bid for the lot above the
irrevocable written bid. Where the third party is the
successful bidder, the third party is required to pay
the hammer price and the buyer's premium in full.
Third party guarantors are required by us to disclose
to anyone they are advising their financial interest
in any lots they are guaranteeing. However, for the
avoidance of any doubt, if you are advised by or
bidding through an agent on a lot identified as being
subject to a third party guarantee you should always
ask your agent to confirm whether or not he or she
has a financial interest in relation to the lot.

1 Bidding by parties with an interest

When a party with a direct or indirect interest in the
lot who may have knowledge of the lot's reserve or
other material information may be bidding on the lot,
we will mark the lot with this symbol =. This interest
can include beneficiaries of an estate that consigned
the lot or a joint owner of a lot. Any interested party
that successfully bids on a lot must comply with
Christie’s Conditions of Sale, including paying the
lot’s full Buyer's Premium plus applicable taxes.

Post-catalogue notifications

In certain instances, after the catalogue has been
published, Christie’s may enter into an arrangement
or become aware of bidding that would have
required a catalogue symbol. In those instances, a
pre-sale or pre-lot announcement will be made.

Other Arrangements

Christie's may enter into other arrangements not
involving bids. These include arrangements where
Christie's has given the Seller an Advance on the
proceeds of sale of the lot or where Christie's has
shared the risk of a guarantee with a partner without
the partner being required to place an irrevocable
written bid or otherwise participating in the bidding
on the lot. Because such arrangements are unrelated
to the bidding process they are not marked with a
symbol in the catalogue.



Please see http://www.christies.com/ financial-
interest/ for a more detailed explanation of
minimum price guarantees and third party financing
arrangements.

EXPLANATION OF CATALOGUING PRACTICE

Terms used in a catalogue or lot description have
the meanings ascribed to them below. Please note
that all statements in a catalogue or lot description
as to authorship, period, reign or dynasty are made
subject to the provisions of the Conditions of Sale,
including the Authenticity Warranty. Our use of these
expressions does not take account of the condition
of the lot or of the extent of any restoration. Buyers
are advised to inspect the property themselves.
Written condition reports are usually available on
request.

A term and its definition listed under ‘Qualified
Headings' is a qualified statement as to authorship,
period, reign or dynasty. 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 or of the lot being

created in certain period, reign or dynasty 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.
Discrepancy in the layout of information may appear
between the catalogue description in English and
its Chinese translation. We will use the English
version of the catalogue description in deciding any
issue or disputes which arise under the Authenticity
Warranty or the ‘Qualified Headings'".

PICTURES, DRAWINGS, PRINTS, AND
MINIATURES, SCULPTURES, INSTALLATION,
VIDEO, CALLIGRAPHY AND PAINTED CERAMIC

Qualified Headings

« “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
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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.

The date given for Chinese Books and Rubbings
is the date (or approximate date when prefixed
with ‘circa’) when the impression was printed or
published.

EWNERNERS « RIS NAERIER - It
FRIREARER « REREENEE - MERREE 0 75
FERRAZRETELAHE m

B E AR IR RERISE SR A B U AT
BEHIRMRE - PSS EMREIRAZ BiEiRAER
RET TBRBIOEE TEENTORELRSEE

(@78 - Fo4 N U B 2
B8 BERFREE

BiRERIRE
ETERRBREEMER R

T TRRR . ZFm) BUETEEREZERR
5 BEmAH 2RO REMRZANE -
T.LZAWEE) R T ZTEE, BIMELSEREZE
RBR EERER EMRZANFESTIFESH w48
FEfhEE BT o

C. K8, BUEIEERBZERRR  BERERZ
BfyRSHER 2RI WERMEZBMRZE -

"RRE .. E%. BIMETSEREBZERRA  BifmE
B REMR A  BRUEREMRFIEZ Fm

" EE . ANFFE BIMETSEREZERRS  RIF
mEE EBirR A » BREERIBTH -

T EER BUETSEREZERAR  EFRER
EMiR(EmzERm ((ETEH) -

T&& .0 THE.L ~ TEE . BUETISERE

BERABL  FEFmmESRES /S LB EE -

THE . &Ey ~ TWE. 2B~ TIE . 2L

TS BUETSEREZERDBAERS /EEH &
AT REZMZRFTS o

&t GERAERIR RIRIERERRZ AH [ AR
B ] MA—ERERENRISRERZH °
hEGEEREAZ BBREFREDRIs HRZ B (3K
TRSHA ) o



WORLDWIDE SALEROOMS, OFFICES AND SERVICES

ARGENTINA
BUENOS AIRES
+54114393 4222
Cristina Carlisle

AUSTRIA

VIENNA

+43 (0)1533 881214
Angela Baillou

BELGIUM
BRUSSELS
+32(0)2 51288 30
Roland de Lathuy

BRAZIL

SAO PAULO

+55 213500 8944
Marina Bertoldi

CANADA
TORONTO
+1647 519 0957
Brett Sherlock
(Consultant)

CHILE
SANTIAGO

+56 222631642
Denise Ratinoff
de Lira

COLOMBIA
BOGOTA
+571635 54 00
Juanita Madrinan
(Consultant)

DENMARK
COPENHAGEN
+45 2612 0092
Rikke Juel Brandt
(Consultant)

FRANCE
BRITTANY AND
THE LOIRE VALLEY
+33(0)6 09449078
Virginie Greggory
(Consultant)

GREATER

EASTERN FRANCE
+33(0)6 0716 34 25
Jean-Louis Janin Daviet
(Consultant)

NORD-PAS DE CALAIS
+33(0)6 09 63 2102
Jean-Louis Brémilts
(Consultant)

-PARIS
+33(0)14076 8585

PROVENCE -

ALPES COTE D'AZUR
+33(0)6 719997 67
Fabienne Albertini-
Cohen

RHONE ALPES
+33(0)6 61818253
Dominique Pierron
(Consultant)

-DENOTES SALEROOM
ENQUIRIES — Call the Saleroom or Office

GERMANY
DUSSELDORF
+49 2114 9159 352
Arno Verkade

FRANKFURT
+49 (0)170 840 7950
Natalie Radziwill

HAMBURG

+49 (0)40 27 94 073
Christiane Grafin
zu Rantzau

MUNICH

+49 (0)89 24 20 96 80
Marie Christine Grafin
Huyn

STUTTGART

+49 (0)7112 26 96 99
Eva Susanne
Schweizer

INDIA

MUMBAI

+91(22) 2280 7905
Sonal Singh
INDONESIA
JAKARTA

+62 (0)217278 6268
Charmie Hamami

ISRAEL

TEL AVIV

+972 (0)3 695 0695
Roni Gilat-Baharaff

+39 02 303 2831
Cristiano De Lorenzo

ROME

+39 06 686 3333
Marina Cicogna
(Consultant)

NORTH ITALY
+39 348 3131021
Paola Gradi
(Consultant)

TURIN

+39 347 2211 541
Chiara Massimello
(Consultant)

VENICE

+39 041277 0086
Bianca Arrivabene
Valenti Gonzaga
(Consultant)

BOLOGNA

+39 051265154
Benedetta Possati Vittori
Venenti (Consultant)

GENOA

+39 010 245 3747
Rachele Guicciardi
(Consultant)

FLORENCE

+39 055219 012
Alessandra Niccolini
di Camugliano
(Consultant)

CENTRAL &
SOUTHERN ITALY
+39 348 520 2974
Alessandra Allaria
(Consultant)

JAPAN
TOKYO
+81(0)3 6267 1766
Katsura Yamaguchi

MALAYSIA
KUALA LUMPUR
+62(0)217278 6268
Charmie Hamami

MEXICO
MEXICO CITY
+52 55 52815446
Gabriela Lobo

MONACO
+377 97 971100
Nancy Dotta

THE NETHERLANDS
-AMSTERDAM
+31(0)20 57 55 255
Arno Verkade

NORWAY

+47 949 89 294
Cornelia Svedman
(Consultant)

PEOPLE’S REPUBLIC
OF CHINA

BEUING

+86 (0)10 8583 1766
Julia Hu

*HONG KONG
+852 2760 1766

*SHANGHAI
+86 (0)21 6355 1766
JuliaHu

PORTUGAL
LISBON
+351919 317 233
Mafalda Pereira
Coutinho
(Consultant)

RUSSIA
MOSCoOwW

+7 495 937 6364
+44 207389 2318
Zain Talyarkhan

SINGAPORE
SINGAPORE
+65 6735 1766
Jane Ngiam

SOUTH KOREA
SEOUL

+82 27205266
Jun Lee

SPAIN

MADRID

+34 (0)91532 6626
Carmen Schjaer
Dalia Padilla

SWEDEN
STOCKHOLM
+46 (0)73 645 2891
Claire Ahman
(Consultant)

+46 (0)70 9369 201
Louise Dyhlén
(Consultant)

SWITZERLAND
*GENEVA
+41(0)22 319 1766
Eveline de Proyart

-ZURICH
+41(0)44 2681010
Jutta Nixdorf

EMAIL — info@christies.com

For a complete salerooms & offices listing go to christies.com

TAIWAN

TAIPEI

+886 2 2736 3356
Ada Ong

THAILAND
BANGKOK

+66 (0)2 252 3685
Prapavadee
Sophonpanich

TURKEY
ISTANBUL

+90 (532) 558 7514
Eda Kehale Argiin
(Consultant)

UNITED ARAB
EMIRATES
-DUBAI

+971(0)4 425 5647

UNITED KINGDOM
+LONDON
+44(0)20 7839 9060

NORTH AND
NORTHEAST
+44(0)20 7104 5702
Thomas Scott

NORTHWEST
AND WALES
+44(0)20 7752 3033
Jane Blood

SOUTH
+44 (0)1730 814 300
Mark Wrey

SCOTLAND

+44 (0)131225 4756
Bernard Williams
Robert Lagneau
David Bowes-Lyon
(Consultant)

ISLE OF MAN
+44(0)20 7389 2032

CHANNEL ISLANDS

+44 (0)20 7389 2032

IRELAND
+353(0)87 638 0996
Christine Ryall
(Consultant)

UNITED STATES
CHICAGO

+1 312787 2765
Catherine Busch

DALLAS
+1214 599 0735
Capera Ryan

HOUSTON
+1713802 0191
Jessica Phifer

LOS ANGELES
+1 310 385 2600
Sonya Roth

MIAMI
+1 305 445 1487
Jessica Katz

‘NEW YORK
+1212636 2000

PALM BEACH
+1561777 4275
David G. Ober
(Consultant)

SAN FRANCISCO
+1415 982 0982
Ellanor Notides

AUCTION AND OTHER SERVICES

PRIVATE SALES

HK: +852 2978 6871

Fax: +852 2760 1767

Email: privatesalesservicecentre@christies.com

CHRISTIE’'S EDUCATION
NEW YORK

Tel: +1 212 355 1501

Fax: +1 212 3557370

Email: newyork@christies.edu

HONG KONG

Tel: +852 2978 6768

Fax: +852 2525 3856

Email: hongkong@christies.edu

LONDON

Tel: +44 (0)20 7665 4350
Fax: +44 (0)20 7665 4351
Email: london@christies.edu

CHRISTIE'S INTERNATIONAL REAL ESTATE
NEW YORK

Tel: +1212 468 7182

Fax: +1 212 468 7141

Email: info@christiesrealestate.com

LONDON

Tel: +44 (0)20 7389 2551

Fax: +44 (0)20 7389 2168

Email: info@christiesrealestate.com

HONG KONG

Tel: +852 2978 6788

Fax: +852 2760 1767

Email: info@christiesrealestate.com

CHRISTIE’S FINE ART STORAGE SERVICES

NEW YORK
Tel: +1212 974 4579
Email: newyork@cfass.com

27/04/20



Bespoke Service. Buy and Sell Privately. Now.
BANRT - xERX 7 - AGER

CONTACTS &3

Global Head, Private Sales
TANGBEEREE

Adrien Meyer
ameyer@christies.com
+1212 636 2056

Global Managing Director, Private Sales
FANGIB2BKIBE:

Anthea Peers

apeers@christies.com

+44 (0)207 389 2124

Modern and Contemporary Art, Asia Pacific
BRARERBME EXE

Marcello Kwan R8i&ie
mkwan@christies.com

+852 2978 6716



PRIVATE SALES #A NG

CHRISTIE’S 1£1:1%

ZAO WOU-KI (ZHAO WUJI, 1920-2013)
16.02.64
oil on canvas
Painted in 1964
signed in Chinese, signed ‘ZAO’ (lower right); signed ‘ZA0 WOU-KI"
and titled ‘16.2.64" (on the reverse)
25% x 31% in. (64.8 x 80.2 cm.)
R (1920-2013)
16.02.64
HE BM
196451
i ERZAO (BF); ZAO WOU-KI16.2.64 (BE)
PRICE UPON REQUEST f&t&%#5:

© 2020 ARTISTS RIGHTS SOCIETY (ARS), NEW YORK / PROLITTERIS, ZURICH



Study the Art World with the
World’s Leading Auction House

B R ERASTERT2MER

Christie’s Education is an international art institute wholly
owned by Christie’'s auction house. As such, we provide a
unique learning experience that cannot be found elsewhere.

Christie's Education specialises in the study of the art market.
We offer a rich and diverse range of courses, with industry
experts, designed to introduce the fundamentals of art,
collecting, art history, luxury, and art business.
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BIDDER REGISTRATION FORM Paddle No.

I 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.

u 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 Name . Account No.

Address

. Post/Zip Code

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, proof of company address, photo ID copy of the authorized
bidder, letter of authorization duly signed by the director or the legal representative and, where applicable, chopped with company stamp and official document listing directors and shareholders.
Other business structures such as trusts, offshore companies or partnerships: please contact the Credit Department at +852 2978 6870 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 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 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. Deposit can be paid by 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. If you are asked to provide a deposit, it may be
made by calling at +852 2978 5371. Your bidder registration will not be considered complete until we receive payment of the deposit in full and cleared funds.

To apply for a high value lot (‘HVL") paddle, you will need to pay a HVL deposit, which we will calculate for you. Generally it will be the higher of: (i) HK$ 1,600,000 or (ii) 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.

Sale Registration
[J 18893 Finest & Rarest Wines and Spirits [ 18264 Fine Chinese Classical Paintings and Calligraphy *
[J 18894 Important Watches [J 18265 Fine Chinese Modern and Contemporary Ink Paintings *
Including The Titanium Collection and An Important Private Asian Collection Part 3
[J 18896 Hong Kong Magnificent Jewels * [0 18962 Buddhist Art Under the Empire
[J 18897 Handbags & Accessories ] 18242 Important Chinese Ceramics and Works of Art *

[J 16891 Modern and Contemporary Art Evening Sale *
[J 16892 Modern and Contemporary Art Day Sale

*If you intend to bid on: (i) any lot in the Modern and Contemporary Art Evening Sale; or (ii) a lot the low estimate of which is HK$ 8 million or above, i.e.
a high value lot (“HVL"), please tick the box below.

[J 1 wish to apply for a HVL paddle.

Please indicate the bidding level you require:
0 HK$ 0-500,000 [J HK $ 500,001 - 2,000,000 J HK $ 2,000,001 - 4,000,000
[0 HK $ 4,000,001 - 8,000,000 [0 HK $ 8,000,001 - 20,000,000 [0 HK $ 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 personal information section of the conditions of sale printed in the sale catalogue and agree to be bound by its terms.

« | understand 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.

[ 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 Signature Date

Christie’s Hong Kong Limited
22nd Floor Alexandra House, 18 Chater Road, Central, Hong Kong Tel: +852 2760 1766
www.christies.com
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Stephen Lash, Chairman Emeritus, Americas
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Charles Cator, Deputy Chairman, Christie’s Int.
Xin Li-Cohen, Deputy Chairman, Christie's Int.

CHRISTIE’'S ASIA PACIFIC
Francis Belin, President

CHAIRMAN'’S OFFICE
Jonathan Stone, Deputy Chairman
Pola Antebi, Deputy Chairman

Eric Chang, Deputy Chairman
Charmie Hamami, Deputy Chairman
Ben Kong, Deputy Chairman

Evelyn Lin, Deputy Chairman

Ada Ong, Deputy Chairman

Vickie Sek, Deputy Chairman

Chi Fan Tsang, Deputy Chairman

CHRISTIE'S ADVISORY COUNCIL,
ASIA PACIFIC

Jinging Cai, Chairman

Pierre Chen, Raymond Ch'ien, William Fung,
Qiong Er Jiang, Handel Lee, Anthony Lin,
Pan Gong Kai, Dee Poon, Mimi Tang,
Patrick Thomas, Wang Wei, Douglas Woo

SENIOR VICE PRESIDENTS

Karen Au Yeung, Upasna Bajaj, Lavina Chan,
Elaine Holt, Kitty Mak, Audrey Shum,

Bo Tan, Katsura Yamaguchi, Kim Yu

VICE PRESIDENTS

Alexandre Bigler, Carmen Shek Cerne, Janet Chang,

Liang-Lin Chen, Blanca Cheng, Fung Chiang,
Isaac Choi, Betsy Chow, Jennie Chu,
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HONG KONG AUCTION CALENDAR

FINE CHINESE CLASSICAL

IMPORTANT CHINESE CERAMICS

PAINTINGS AND CALLIGRAPHY AND WORKS OF ART ART EVENING SALE
Sale number: 18264 Sale number: 18242 Sale number: 16891
WEDNESDAY 8 JULY THURSDAY 9 JULY FRIDAY 10 JULY
10.30 AM 11.00 AM 6.30 PM

Viewing: 4-7 July

FINE CHINESE MODERN AND

Viewing: 4-8 July

HONG KONG MAGNIFICENT

Viewing: 4-10 July

CONTEMPORARY INK PAINTINGS JEWELS 20TH CENTURY
Sale number: 18265 Sale number: 18896 Sale number: 20201
WEDNESDAY 8 JULY THURSDAY 9 JULY FRIDAY 10 JULY
2.30 PM 3.00 PM 8.00 PM

Viewing: 4-7 July

BUDDHIST ART UNDER THE HANDBAGS & ACCESSORIES MODERN AND CONTEMPORARY
EMPIRE Sale number: 18897 ART DAY SALE

Sale number: 18962 FRIDAY 10 JULY Sale number: 16892

THURSDAY 9 JULY 11.00 AM SATURDAY 11 JULY

10.30 AM Viewing: 4-7 July 2.00 PM

Viewing: 4-8 July

Viewing: 4-7 July

Viewing: 4-10 July

Viewing: 4-10 July

MODERN AND CONTEMPORARY

ONE: A GLOBAL SALE OF THE

ASSOCIATE VICE PRESIDENTS

Lee Bingle, Selina Chan, Winifred Chan,
Kelly Chang, Lesley Chen, Amy Cheng,

Joanne Cheng, Terry Choi, Yanie Choi,

Simon Chow, Eric Chung, Dai Dai,

Helen Fung, Georgina Hilton, Gigi Ho,
Phybie Ho, Yiwen Huang, Chie Kawasaki,
Masahiko Kuze, Annie Lee, Joyce Lee,
Kevyn Leung, Nelly Li, Rachel Li,
Caroline Liang, Louis Lin, Vicky Liu,
Caitlin Lo, Yu-Shan Lu, Jennie Ng,

Tony Ng, Cissy Ngan, Benson Or,

Stephanie Pang, Felix Pei, Zhongwei Qin,

Joe So, Sherese Tong, CC Wang,

Mandy Wang, Aaron Wong, Michael Xie,
Maxwell Yao, Mia Zhang, Michelle Zhang,

Terry Zhou

01/06/2020

FINEST & RAREST WINES AND
SPIRITS

Sale number: 18893

SUNDAY 12 JULY

10.30 AM

IMPORTANT WATCHES
INCLUDING THE TITANIUM
COLLECTION AND AN IMPORTANT
PRIVATE ASIAN COLLECTION
PART 3

Sale number: 18894

MONDAY 13 JULY

11.00 AM

Viewing: 4-7 July






CHRISTIE’S

INTERNATIONAL REAL ESTATE

Whitehall Estate, Saint Helena, California Zackary Wright

+1 310 385 2680
This expansive modern estate sits within Napa’s renowned Rutherford zwright@christies.com

Bench amid 20 stunning acres (8 ha), 14 (5 ha) of which are cabernet
sauvignon vineyards. Whitehall boasts a spa, two pools, a guest house,
tennis court and approved plans for an estate winery. Price upon request

Art. Beauty. Provenance. christiesrealestate.com
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