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Fujita Denzaburo, 1901.
BEFRE=RR #1901

FUJITA DENZABURO
COLLECTOR

Fujita Denzaburd (1841-1912) represented the new breed of industrialist collectors in Japan

who emerged in the late nineteenth century. Like his powerful contemporary Masuda Takashi
(1848-1938), the first director of the Mitsui Trading Company and an early business associate, he was
grounded in traditional Japanese culture and focused on Sino-Japanese arts. As a collector, Fujita was
rough, proud, competitive. He seized every opportunity.

Fujita was born in Hagi in Chadshu province (modern Yamaguchi Prefecture), the son of a merchant
family operating a soy sauce brewing business and sake brewery, among other ventures. In 1869, a
year after the Meiji Restoration, he moved to Osaka—noted as a center for wealthy merchants since at
least the seventeenth century—to make his fortune. At the age of about thirty, he had his first success
selling military footwear to Choshu warriors who were charged with forming the new army for the
Meiji government. Then, during the Satsuma Rebellion in 1877, working with Yamada Akiyoshi, a
fellow nationalist from Hagi, Fujita made huge profits as a purveyor of military uniforms. That revolt of
disaffected samurai from the Kyushu domain of Satsuma was the last in a series of armed uprisings
against the new imperial government.

The Japanese people united behind the government's all-out efforts to catch up with the advanced
nations of the Western world. Fujita branched into business enterprises that helped modernize Japan
at this critical juncture in its history. He had a construction business in Okayama; operated the Kosaka
mine in Akita; and helped establish a newspaper, textile mill, electric power plant and railroad in

the Kansai area. From 1885 to 1889, he was a founding member and the second head of the Osaka
Chamber of Commerce (Osaka Shoko Kaigisho). A distinguished leader of his community, he was also
the first civilian to be awarded the title of baron (danshaku).

In 1909, on his spacious estate in scenic Amijima, Fujita began building three modern, Japanese-style
houses for himself and his two sons, Heitaro—his successor—and Tokujird. Situated alongside the
Yodo River, in the heart of Osaka City, Fujita's residence served as headquarters for his business and
political activities. His home was equipped with a Noh stage (he trained in the Kanze School of Noh),
billiard room and some tearooms. Most of the buildings on the property were destroyed during the fire
bombing of Osaka in 1945. Only a seventeenth-century wood pagoda and—miraculously—the three
large storehouses with his art collection survived. The collection is housed today in a small museum
on the Fujita property that opened to the public in 1954. The garden is dotted with an artificial
miniature hill, waterfall, gorge and pond, as well as some fifty cornerstones of ancient Nara-period
temples and some stone pagodas and lanterns of the Kamakura period.
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For the elite new collector (the new daimyo, as Christine Guth calls such men), Chinese tea wares
were highly sought after. The Fujita family, for example, paid ¥200,000 for a globular Chinese tea
caddy once owned by the seventeenth-century calligrapher Shokado Shojo, a gigantic increase over
the ¥2,000 it brought when the Sakai family bought it in 1871. (For the purpose of comparison, in
the 1870s, the monthly salary of high government officials averaged between ¥350 and ¥500. (See
Christine M. E. Guth, Art, Tea and Industry: Masuda Takashi and the Mitsui Circle [Princeton University
Press, 1993], p. 134.) A master of the tea ceremony, Takahashi S6an (1861-1937), observed that
Fujita would never ask the price of an object he was offered. Dealers arrived daily with their wares
and spread them out in front of their client, “from whose mouth only two responses emerged: ‘I will
take it" or “ | don't need it." (For more about S6an and Fujita, see Kumakura Isao, “Chigusa from the
17th Century to 1929,” in Louise Allison Cort and Andrew M. Watsky, eds., Chigusa and the Art of Tea
[Freer|Sackler, 2014], p. 184.)

In 1912, desperately ill, Fujita bid from his hospital bed on a tiny, Ming-dynasty ceramic incense
container, a fine example of Kochi ware, yellow with brown and green markings. It had passed through
the hands of the Inaba family in Yodo and the lkushima family in Kobe. Fujita had his loyal agent Toda
Rochd (Yashichi, 1867-1930) bidding for him at this dealers’ auction. The first bid was ¥73,000. Fujita
countered by immediately jumping to ¥90,000—the winning bid. Ten days later, he died. Ironically,
the incense container is in the auspicious shape of a tortoise, symbol of longevity (see Maeno

Eri, “ 'Korekutaa—Fujita Densaburo no shimbigan' ni yosete” [On the subject of ‘Collector: Fujita
Densaburd’s aesthetic sense’] Tosetsu 704 [Nov. 2011], pp. 23-24).

Opening ceremony of the Fujita Museum of Art, 1954.
BT AERIREBIRR

Fujita spent a fortune on tea utensils, had several rooms designed for the tea ceremony and diligently
studied tea, first with Mushakojisenke and then with Omotesenke teachers. However, the chanoyu
historian Kumakura Isao discovered that Fujita was not a typical man of tea. Surprisingly, he rarely
hosted tea gatherings at his home, claiming that he had not yet assembled the full range of utensils
necessary for a tea event. Perhaps he felt himself to be inadequate as a practitioner.

In Japan, it is customary for collectors to work through only one, sometimes two, dealers, who have
exclusive access to them. Fujita Denzaburo worked with two fabled local dealerships. Until World
War Il, the Fujita family acquired Chinese art exclusively through Yamanaka & Company and relied
on Tanimatsuya, or Toda Gallery, for Japanese art and tea wares. Both of these dealerships had their
headquarters in Osaka.

Tanimatsuya was founded around 1700, and the Toda family was soon appointed the official tea

utensil store (Goyo dogusho) to Matudaira Fumai (1751-1818), the head of the Matsue clan and a

renowned man of tea. Rogin (b. 1843), the eighth head of the Toda family, saw the collapse of the

tea market in the final years of the Tokugawa regime, when daimyo patronage ended, but he soon

rejuvenated the business. He adopted Rochd in 1879 from the Toda branch family in Kyoto and trained

him as the ninth head of Tanimatsuya. Together, they developed their business through the period -

, L . _ . . . Pagoda from the Kodai-in Temple on
of Japan’s modernization, from Meiji into the early Showa era, working hard to build the great Fujita Mount Koya, relocated by Fujita Heitaro
family collection on a scale that would be unthinkable today. to the garden of the Fujita Museum.

RESMENAIGE  BESTF LR
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Clockwise from upper left: Fujita Tokujiro, Fujita Heitard, Fujita Hikosaburo, Fujita Shinako, Fujita Tomiko, Fujita Denzaburo, Fujita Kita, Fujita Katsuko, circa 1910.
BRHERESR  BRE19105
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Yamanaka, now no longer trading, had branches around the world until 1944. Yamanaka Kichirobei
(Shunkodo, 1845-1917) was the leader of the three Yamanaka family members who founded this art
dealership. Kichirobei, who became president of Yamanaka Company around 1900, worked with
Fujita Denzaburo and also advised Kawasaki Shozo, one of the richest men in Kobe (ship building,
banking and newspapers). The Yamanaka and Toda families even intermarried: Toda Tsuyuko married
Yamanaka Ryataro, the eldest son of the famous Kichirobei.

Fujita Denzaburo acquired the bulk of his collection during the last decades of the nineteenth century.
He was exceptional for his broad, all-encompassing taste, covering the full range of Chinese and
Japanese art, and extending to Korean art, as well. During those years, many daimyo families, as

well as temples and shrines, fell on hard times and were forced to either neglect or sell their art.
Western collectors such as the Bostonian William Sturgis Bigelow (1850-1926) took advantage of
this dire situation and formed collections that now grace major museums in Europe and America. To
counteract the alarming outflow of patrimony spurred by an anti-Buddhist movement, three Meiji-
era collectors and business tycoons, Masuda Takashi, Akaboshi Yanosuke (1857-1904) and Fujita
Denzaburd, found themselves in agreement on one shared goal: Japanese art should remain in Japan.
They, too, saw that there was an opportunity to buy great things, and they stepped up.

Exhibition space and galleries in the Fujita Museum.

BEFSEATEE A BRIRER

We know that Fujita acquired many works that were being sold off by impoverished temples at this
time: in 1906, he acquired a standing wood figure of the bodhisattva Jizo from Kofukuji Temple, Nara.
That work, by the great thirteenth-century sculptor Kaikei, is now a registered Important Cultural
Property. That same year, Masuda Takashi acquired sixty of the small, twelfth-century Thousand
Kannon statues from Kofukuji—all on one day, and sold fifty of them to Fujita, who, around the same
time, acquired three early eighth-century clay figures from one of the groups of sculptures on the
ground floor interior of the pagoda of Horyaji Temple, Nara.

EEPEERENE M
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Yohen tenmoku teabowl, Southern Song dynasty (1127-1279), National Treasure, Turtle-shaped incense container, Kochi-ware, Ming dynasty, 17th century, 10 cm. long.

Fujita Museum. BRE RUAKBES

The original collection formed by Fujita Denzaburo numbered over seven thousand items (some

say ten thousand), recorded in twenty-five volumes of what was originally a much larger number

of inventory books dating from 1904, the Kosetsusai zohin mokuroku (Inventory of the collection of
Kosetsu; Kosetsu was one of the collector’s go, or art names). The remaining volumes of the inventory
were lost. In 1929, in the wake of a worldwide depression that hastened the dispersal of many old
collections in Japan, and after the Fujita-owned bank had failed, the family deaccessioned four
hundred important works at a dealers’ auction on the Fujita property. The sale, including two days of
previews, was supported by a long list of eminent art dealers, represented first and foremost by the
biggest players in Osaka, Yamanaka & Company, as well as Toda Rocho.

At that 1929 sale, the Fujita family parted with the Chinese tea-leaf storage jar known as Chigusa

for ¥2,000. In 2009, the Freer Gallery of Art in Washington, DC purchased Chigusa at auction at
Christie’s, New York, for $662,500, well above the estimate. (Fujita had purchased the jar in 1888 from
a Kyoto chanoyu family, the Hisada, who treasured it for 250 years.) There were three additional Fujita
auctions; altogether, the family sold some 860 pieces between 1929 and 1937.

Today, the collection formed by Fujita Denzaburo and his sons still numbers five thousand works of
Asian art, including masterpieces of Japanese art, as well as Chinese painting, bronzes, sculpture,
ceramics (most famously, a stunning Chinese tenmoku teabow! with oil-spot glaze that is now a
designated National Treasure) and decorative arts such as lacquer, jade and textiles. There are nine
National Treasures and fifty-one Important Cultural Properties. The 1972 publication Masterpieces of
the Fujita Museum of Art singles out nearly four hundred of the most important pieces from the Fujita
Collection, including some of the Chinese works of art that are here offered for sale by Christie’s.
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Fujita Denzaburo, 1901.
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CHINESE ART
COLLECTING IN KANSAI

IN THE MODERN PERIOD

In the early 20th century, many collectors emerged in Kansai and formed unique and distinguished
art collections. As can be seen in the selection of works in the present sale, which includes archaic
bronze vessels from the Shang and Zhou dynasties and important paintings, the Fujita Museum'’s
collection is one of the most prestigious in the Kansai region.

Aside from Fujita, many collectors in Kansai had a strong admiration for Chinese art and sought to
collect masterpieces. This essay will discuss the conditions that nurtured prestigious connoisseurs in
Kansai one hundred years ago.

There is a long history of appreciation of Chinese art in Japan. The items stored in the Shosoin
Repository (IEER%) attest to the fact that Chinese art has long been treated as treasure, and that
possessing Chinese art has been a status symbol amongst the Imperial family and aristocracy since
the Heian period (AD 794-1185). During the following Kamakura period (1185-1333), when the custom
of drinking matcha (¥t powdered tea) was introduced, Chinese art works were highly appreciated
as tea ceremony utensils by the Shogunate family. By the Japanese middle ages (15th-16th century),
Chinese art was used to decorate the tea room, the shoin (£5%)-style room (a traditional study or
library-style room, also used as a living room) and temples, and was regarded as the highest-ranking
treasure by the ruling classes.

The Edo period (1603-1868) saw a new style of appreciating Chinese art as sencha (RiZ% steeped tea),
which is the Japanese interpretation of drinking tea practiced by the Chinese literati culture. In the
Sencha tea ceremony, people enjoyed seidan (i&&% pure conversation), and they appreciated the study
of Chinese art. Sencha was practiced in a more liberal atmosphere than matcha, which is more formal
and the boundary between “utensil” and “art” is obscured. Sencha practitioners are intellectuals who
have a background in Chinese literature and philosophy which was generally known as kangaku (£
2) in Japan. This new style of tea drinking was supported by a wide range of social classes, especially
by merchants in Kansai. The matcha tea ceremony, by contrast found support amongst the feudal
shogun and regional clans. During the period of political disturbance from the end of the Edo period
and into the Meiji period, the dominance of matcha began to wan and sencha began to gain popularity.
In the larger-scale sencha tea ceremony, exhibition space was sometimes arranged in addition to the
tea room in order to appreciate paintings and works of art. Through the sencha tea ceremony, a new
style of Chinese art appreciation, in which people enjoyed aesthetics and beauty in its purest form,
became the general trend.
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The cultural background of the intellectual class in Kansai, which developed a respect for Chinese
art through the sencha boom, and their admiration of the Chinese literati class would be important
factors as to why a significant number of collectors appeared in the Kansai area. Another factor is
that a large number of Chinese art works which had never been seen before became available on the
market due to the turbulent circumstances in China around the time of the Xinhai Revolution (1911).
Having a vigorous appetite for Chinese art and an ability to appreciate its aesthetic quality, collectors
in Kansai seized opportunities to build collections of Chinese art which was newly imported into
Japan. This essay will explore this fascinating history of Chinese art collecting in Kansai through

the archaic bronze collection of Sumitomo Shunsui ({¥ & & 22 1865 - 1926) and the painting and
calligraphy collection of Ueno Riichi (L2518 — 1848 - 1919).

Sumitomo Shunsui was the 15th head of the Sumitomo family, which has been one of the major
merchant families since the Edo period. His archaic bronze collection is now known worldwide and

is stored in the Sen-oku Hakuko kan Museum ((REEHEE) in Kyoto. In 1902 (35th year of Meiji),
Shunsui first exhibited his collection at a gathering of the Juhachi-kai (+/\£), held in the main
residence of the Sumitomo family. Juhachi-kai, literally translated as “eighteen party”, was a gathering
of eighteen important collectors in Kansai where each member exhibited his collection by turns,
coinciding with the tea ceremony. Fujita Denzaburo was a leading member of this prestigious society.
The tea rooms of both sencha and maccha style were set up and displayed clever use of artworks

not necessarily intended for a tea context. Occasionally an exhibition room was installed. Shunsui
surprised the other collectors at the exhibition with his eighteen Chinese archaic bronze vessels and
thirteen bronze mirrors.
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Fig. 1. Line drawing of a Ming dynasty archaistic bronze ding catalogued as dating to the Han dynasty, in Ichikawa Beian, Koyama Rindou shoga bunbo zusetsu, 1854.
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Chinese archaic bronzes had been known to some extent in Japan by the literati who practiced the
sencha tea ceremony. An influential calligrapher at the end of Edo period, Ichikawa Beian (F3iaK &
1779 - 1858), also known as Koyama Rindou, compiled his collection of Chinese paintings, calligraphy
and scholar’s objects into a ten-volume catalogue entitled, Koyama Rindou shoga bunbo zusetsu (/)\
IR EEE Y ERER) in 1854. (Fig. 1) The 8th volume of his catalogue is subtitled “Archaic Bronzes
from the Zhou and Han Dynasties”. However, what Beian thought to be Zhou and Han bronzes were
actually Ming-dynasty archaistic bronze vessels. This naiveté is reflected in a ceramic vessel shaped
like a si gong (‘rhinoceros-form’ pouring vessel) made by Okuda Eisen (B2[5&]1|), a potter of Kyo-yaki
(524%). The vessel is a creative rather than a literal interpretation of Shang and Zhou bronze vessels.
(Fig. 2)

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM




Fig. 2. Kyo-yaki pottery 'rhinoceros-form' vessel, si gong, made by Okuda Eisen, Collection of Kenninji, the oldest Zen temple
in Kyoto.
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Although Chinese archaic bronze vessels were known by connoisseurs in Japan and valued in the
sencha society, it was difficult to acquire authentic works and collectors’ knowledge was limited

in the early Meiji period. Given this background, one can understand how, people would have been
astonished by the scene at the Juhachi-kai gathering where so many genuine Shang and Zhou archaic
bronze vessels, as well as mirrors, were displayed at the same time.

Shunsui continued to collect archaic bronzes after this pivotal event. In the 1910s, he published

a catalogue of his collection of archaic bronzes, Sen-oku seisho (RE;BE). In the preface of the
catalogue, he states “archaic bronzes are superb examples and all art work should be of such high
quality; they are also indispensable in understanding ancient history and culture”. This statement is
noteworthy as it signifies the fact that Shunsui formed his archaic bronze collection with a modern
view of antiquities and their cultural significance, at a time when archeology had not yet been
established as an academic subject in Japan. The Sumitomo bronze collection was initially inspired by
Chinese literati taste but subsequently developed into a coherent and academic collection.

Ueno Riichi was the president of the Osaka Asahi newspaper. He was a member of Juhachi-kai and his
Chinese painting collection is now stored in the Kyoto National Museum. Ueno started his collection
around the time of the Xinhai Revolution, a bit later than when Shunsui built his bronze collection.

Ueno started to collect Chinese paintings at the suggestion of Naito Konan (AEEi#iEs 1866 - 1934)
who was a professor at the Kyoto Imperial University. Naito Konan visited famous Beijing collectors,
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such as Duan Fang (i%75), and had the opportunity to see their paintings in person. He realized that
the Chinese paintings that had been previously introduced into Japan from China were different from
those he saw in Beijing. While paintings of the Southern Song Painting Academy and the Zhe School
had been treasured as decoration for the tea ceremony and shoin-style rooms since the Muromachi
period in Japan, the focus in China was on the development of painting from the Northern Song (1t5R
EIfz) to the Wu School (k) and to the Six Masters of the Qing period (FUFE £1&), as based on Dong
Qichang's art theory, which was regarded as orthodox in China. Under the guidance of Naito, Ueno
was motivated to form his own collection based on Naito’s new perspective of Chinese painting. Naito
also advised Ueno that calligraphy of the Jin and Tang periods, represented by Wang Xizhi (E&2
303-361), should be emphasized overall. The Song dynasty ink rubbing of Wang Xizhi's “Preface to
the Sacred Teachings” (8 £E2#( /%), acquired from Naito, who originally bought it from Luo Zhenyu (
ZERE), became the first calligraphy in Ueno’s collection. (Fig. 3)

Unfortunately, Ueno Riichi passed away in 1919 and his project to form a comprehensive collection

of Chinese paintings from Northern Song to early Qing was not completed. However, the Ueno
Collection significantly influenced Chinese painting and calligraphy collections in Japan. Ueno's
collection had been formed with the collaborative effort of Ueno, a collector, and Naito, an academic
scholar. Both of them had the appreciation necessary to understand authentic Chinese painting
without being swayed by the traditional connoisseurship of Chinese painting that had long been
valued in Japan. They tried to collect and introduce paintings based on the idea that a more authentic
understanding of Chinese paintings should be encouraged in Japan. Through their influence, the
orthodox genealogy of Chinese paintings advocated by Dong Qichang became widely known in Japan.

JUHACHI-KAI, LITERALLY TRANSLATED AS
"EIGHTEEN PARTY", WAS A GATHERING OF EIGHTEEN
IMPORTANT COLLECTORS IN KANSAI WHERE EACH
MEMBER EXHIBITED HIS COLLECTION BY TURNS,
COINCIDING WITH THE TEA CEREMONY. FUJITA
DENZABURO WAS A LEADING MEMBER OF THIS
PRESTIGIOUS SOCIETY.

As stated above, Sumitomo and Ueno formed collections of Chinese art totally unknown to
contemporary Japanese people. They were the forerunners of many prestigious Chinese art collectors
in the following periods in Kansai, as exemplified by Abe Fusajiro’s (Z&BEXER) Chinese painting

and calligraphy collection and Yamaguchi Kenshiro's (LI P0QER) Chinese stone Buddhist sculpture
collection, both of them now stored in the Osaka City Museum of Fine Arts (KBRrT3ZZETEE); the
Kano Jihei collection (FE#";8 &%) in the Hakutsuru Museum (B#8Z£4788); the Fujii Zensuke collection
(BEFFE=H)) in the Fujii Yurinkan Museum (FE3F B #08E); and the Kurokawa Koshichi collection (£)1|5
) in the Kurokawa Institute of Ancient Culture (£)II53{bEFZ2FR), all internationally known for the
quality of their Chinese art collections. The Fujita collection was also formed in the same period and
collector’s circle.

It is interesting that in the environment of the Meiji period, where the sencha tea ceremony dominated
the taste of collectors, the Fujita collection took a more conservative position by focusing on
traditional matcha tea ceremony utensils. Even with the conservative nature of the Fujita collection, it
reflects a new approach to Chinese art, and the high quality of the pieces being offered in the present
auction are proof of the vigorous connoisseurship of Kansai collectors.

Sencha, which was one of the motivations behind a phase of Chinese art collecting during the Meiji
period, became obsolete in the Taisho period (1912-1926) and was followed by a matcha tea revival.
However, the new appreciation of Chinese art nurtured in the sencha tea room continued to be
influential and informed several unique Chinese art collections, as noted above. They developed into
collections of art for its own sake, that had been separated from the sencha and matcha aesthetic

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM



Fig. 3."Preface to the Sacred Teachings,” Song dynasty (960-1279), ink rubbing. Kyoto National Museum (Ueno Collection).
B=RIEAR (EETZZBHFE)

values and they also had an orthodox academic aspect that can contribute to the study of art history.

Looking at the collections in Kansai, it is surprising that they possess pieces from all periods and
genres of Chinese art, and certainly show a culmination in the long history of connoisseurship

in Japan. As an academic scholar of Chinese art history, | admire those collectors’ passion and
determination in collecting masterful pieces of Chinese art and feel privileged to be able to appreciate
these art works of the finest quality, and | reaffirm my determination to pass this appreciation down to
the next generation.

Kiyoshi Toyama

Assistant director, Sen-oku Hakuko Kan (Sumitomo Collection)
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GREEN AS JADE
LONGQUAN VESSELS FOR DISPLAY

Amongst the Chinese treasures from the Fujita Museum Collection is a small group of
monumental Longquan celadon vessels bearing the subtle green glazes characteristic of the
wares of the Yuan and early Ming dynasties. These large wares have considerable presence and it is
likely that they would have been for display, rather than common use.

The Longquan glaze was perfected during the Southern Song period, but as the Yuan dynasty
progressed production rose, so that some 300 kilns were active in the Longquan area from the Dayao,
Jincun and Xikou kiln complexes in the west to those on the banks of the Ou and Songxi rivers.

These rivers facilitated the transportation of the ceramics to other parts of China as well as to the
ports of Quanzhou and Wenzhou, for shipment abroad. New shapes and styles of decoration were
introduced, and pieces of impressive size, such as those from the Fujita Museum, began to be made
at the Longquan kilns. While some of the larger pieces, such as the large dishes, were initially inspired
by the requirements of patrons from Western Asia, other large forms were appreciated by patrons

in both West and East Asia. These latter forms included large 'phoenix-tail' vases and large covered
jars. Both of these forms were popular in Japan, as well as China itself. A Longquan lidded celadon jar
was found in the grave of Kanesawa Sada-aki (iR & 881278-1333) on the grounds of the Shomyo-ji
temple (FRZ3F). The Shomyo-ji temple, which is believed to have been set up by Hojo Sanetoki (At5%
==[F1224-76) during the Kamakura period, still has in its collection two large Longquan celadon vases
and a large incense burner with applied relief decoration. Other major Japanese temples, such as the
Engaku-ji (A& 3F) and Kencho-ji (#2£3F) at Kamakura also still use celadon vases preserved in the
temples since the Kamakura (AD 1185-1333) and Muromachi (AD 1333-1573) periods.

The Fujita Yuan dynasty vase has an elegantly flared mouth and is decorated with bow-string lines
around the upper part of the neck and the underside of the mouth. There is a band of elongated
overlapping petals around the lower part of the body and foot. The main section of the neck and the
upper part of the body bear sprig-moulded peony sprays and scrolls. The stems of the peony scroll
are created using slip-trailing. The glaze is especially fine, with a rich translucent texture and a clear
bluish-green tone, of the kind much admired in China and in other parts of Asia. Like the two other
large Longquan vessels from the Fujita Museum in the current sale, this vase has been made using an
ingenious technique which prevents the cracking and distortion of large forms during firing. The base
inside the foot ring of the vase has been cut away, leaving a sizeable hole. This hole has been covered
from the interior by a saucer-shaped element. Both the area around the hole and the saucer itself
were covered with glaze. During firing, as the body material of the vase expanded or contracted, the
saucer was able to float on the glaze and, after firing, the glaze solidified, sealing the saucer in place.
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A similar vase, also with relief peony
decoration was excavated from a site to

the east of Huhehot in Inner Mongolia
(illustrated in Wenwu, 1977, vol. 5, p. 76). A
Jun ware censer in ding form, which was
excavated from the same site, was incised
with a cyclical date of the ninth month of

the jiyou year, which has been calculated by
the archaeologists as corresponding to AD
1309. A smaller vase of similar shape, but
with bow-string lines around the whole of
the neck and sprig-moulded peony scroll
only around the upper half of the body, was
salvaged from the wreck of a Chinese trading
vessel which foundered off the Sinan coast
of Korea on its way from Ningbo in China to
Kamakura in Japan in AD 1323 (illustrated in
Special Exhibition of Cultural Relics Found off
Sinan Coast, Seoul, 1977, colour plate 10). A
pair of taller vases with similar decoration to
the Fujita vase are today still preserved in the
collection of the Daitoku-ji temple in Kyoto

Fig. 1. Longquan vase, Yuan dynasty. PDF. 237. (illustrated in Daitoku-ji no meiho (KEZFnE&
_(?hii‘rgztteirst:ri]v’\aﬂluzi\lljig]ColIection/courtesy the Trustees of %), Kyoto, 1985, no. 95). A somewhat taller
Bl— FCEEIE (13276F) LSS HAER Tt BRS va§le with similar Qecorative scheme to thle
KiEELTER Fujita vase, but with carved floral decoration

(rather than sprig-moulded), is in the Percival
David collection, London (illustrated by R. Scott in Imperial Taste: Chinese Ceramics from the Percival
David Foundation of Chinese Art, San Francisco, 1989, p. 50-51, no. 24). (Fig. 1) This latter vase bears
an inscription, incised under the glaze around the inner lip of its mouth, which reads:

REIIRILBRZTEE=EH FREMBERTCIMSERABKIE N ZZRIXREETBRERKP
HEEZENF T IR MIKEHEE

‘'Zhang Jincheng of the village of Wan'an at Liu mountain by the Jian river in Guacang, a humble
disciple of the Precious Trinity [of Buddhism], has made a pair of large flower vases to be placed
before the Buddha in the Great Dharma Hall at Juelin Temple, with [pledges for] eternal support and
prayers for the blessings of good fortune and peace for his family and home. Respectfully inscribed on
an auspicious day in the eighth month of dingmao, the fourth year of the Taiding period [AD 1327].

It seems likely, in view of the dates associated with the Inner Mongolian find, the Sinan wreck, and the
inscribed date on the Percival David vase, that the Fujita vase dates to the period circa AD 1300-1330.

A very slightly taller vase of the same shape and with very similar decoration is in the collection of the
Art Institute of Chicago (illustrated by Y. Mino and K. R. Tsiang in Ice and Green Clouds - Traditions of
Chinese Celadon, Indianapolis, 1987, p. 201, no. 81).

The large Yuan dynasty lidded jar from the Fujita Museum is rare both for its size and the depth of
its relief-carved decoration. Such jars with lotus-leaf shaped lids were made at the Longquan kilns
from the Song dynasty, through the Yuan dynasty and into the Ming dynasty. A taller, undecorated
jar of this form was excavated in 1974 from a Yuan dynasty tomb in the Yuanyichang (E%15) area of
Dongxi (88iX), Jianyang county (f§F58%), Sichuan province. Although the tomb is dated to the Yuan
dynasty, the archaeologists believe that the jar dates to the Southern Song dynasty (illustrated in
Longquan Celadon - The Sichuan Museum Collection (FEREB &), Macau, 1998, pp. 134-5, no. 38).

An undecorated lidded jar dating to the Yuan dynasty was excavated in 1975 at Yi'niao city &,
Zhejiang province (illustrated by Zhu Bogian (4k185) (ed.) in Celadons from Longquan Kilns (REsRE
FH&), Taibei, 1998, p. 196, no. 171). A smaller Ming dynasty lidded jar of this form, with carved floral
decoration, was excavated in 1955 in Yujing village in Bazhong county, Sichuan province (illustrated
in Longquan Celadon - The Sichuan Museum Collection, op. cit., pp. 162-3, no. 55). A further Ming
dynasty jar with carved decoration including the four characters ging xiang mei jiu (&) is in the
collection of the Palace Museum, Beijing (illustrated in Celadons from Longquan Kilns, op. cit., p. 262,
no. 247).
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Like the Fujita jar, the jars from the Yuan and Ming dynasties have saucer-shaped, separately-applied,
bases, while the Southern Song jar has a flat fixed base. There are also a number of similar jars in the
collection of the Topkapi Saray in Istanbul, some of which are plain, some with ribbed decoration and

one (not missing its lid) with floral scrolls carved around the upper body (illustrated by in J. Ayers and

R Krahl, Chinese Ceramics in the Topkapi Saray Museum, vol. 1, Historical Introductions, Yuan and Ming
Dynasty Celadon Wares, London, 1986, pp. 292-3, nos. 212-216, and colour plate on p. 215).

In the early Ming dynasty the celadon-glazed wares from the Longquan kilns remained popular, both
within China and as export wares to other parts of Asia. It is also clear that some of the ceramics
made at the Longquan kilns were being made for the court, under the supervision of government
officials sent from the capital. Significantly, juan 194 of the Da Ming Huidian (XBB&E2) states that in
the 26th year of the Hongwu reign [AD 1393] some imperial wares were fired at the Rao and Chu kilns
- i.e. at Jingdezhen in Jiangxi and at the Longquan kilns of Zhejiang.

HETTHAEE , MEEHARNEY AEEEES  SAEATYH RS  ENARGREZET
VD TR BETERS.

IN THE EARLY MING DYNASTY THE CELADON-GLAZED
WARES FROM THE LONGQUAN KILNS REMAINED
POPULAR, BOTH WITHIN CHINA AND AS EXPORT
WARES TO OTHER PARTS OF ASIA. IT IS ALSO CLEAR
THAT SOME OF THE CERAMICS MADE AT THE
LONGQUAN KILNS WERE BEING MADE FOR THE
COURT, UNDER THE SUPERVISION OF GOVERNMENT
OFFICIALS SENT FROM THE CAPITAL.

In volume one of the Ming Xianzong Shilu (BBEZ=E$#) it is noted that Emperor Xianzong ascended
the throne in the eighth year of the Tianshun reign [AD 1464] and after the Chenghua reign began

in the following year, an amnesty was declared. It was also noted that the officials sent by the
government to supervise ceramic production at the Yaozhou kilns of Jiangxi province and the Chuzhou
kilns of Zhejiang province were required to return to the capital as soon as they received the imperial
edict. Of the ceramics in production, those which had been completed should be registered, and

work on those which had not been completed should cease. Failure to comply with the edict would be
regarded as a crime. This makes it clear that there was official production at the Longquan kilns as
late as AD 1465 - the beginning of the Chenghua reign.

The tall Ming dynasty Longquan celadon vase from the Fujita Museum is a rare example of a ‘phoenix
tail' vase dating to the 15th century. It has an elaborate peony scroll carved around the shoulders and
the upper part of the body, while a band of slender petals encircles the foot. The vessel has a glaze
that is slightly more yellowish in tone than that seen on the Yuan dynasty Fujita vase, which is typical
of Longquan wares of the early Ming period. As in the case of the Yuan Longquan vase from the
Fujita collection, before glazing the Ming dynasty vase, a hole was cut into the base, in order to allow
the vessel to shrink during firing without cracking or distortion. A glazed saucer-shaped vessel was
dropped into the hole, and would have been able to float on the liquid glaze during firing. At the end of
the firing, the saucer was held in place by the solidified glaze. The saucer used in this case is unusual,
in that it is not fully glazed, but nevertheless seals the hole successfully.

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM



Fig. 2. Longquan Vase, Ming dynasty. PDF. 238. © Sir Fig. 8. Longquan vase, Ming dynasty, National Palace

Percival David Collection/courtesy the Trustees of The Museum, Taipei, After Green - Longquan Celadon of the

British Museum. Ming Dynasty, Tsai Mei-fen (ed.), Taipei, 2009, pp. 158-9,
E= BEERE(1454%) RRSHUERIRR no. 81and front cover.

g KiEEBTER E= BF RERSHIEXEHNBEYS BN EBYbE

There is a very similar vase of the same height in the collection of Sir Percival David, London (see
Illustrated Catalogue of Celadon Wares in the Percival David Foundation of Chinese Art, London, 1997,
p.35, n0.238). (Fig. 2) The Percival David vase shares the same decorative scheme as the Fujita vase,
including the protruding line at the junction of lower body and shoulder, and also the two relief lines
around the foot. On the neck of the David collection vase is a panel with an open lotus blossom at the
bottom and a lotus leaf at the top, which contains an inscription incised under the glaze. This reads:

SROFREEZTEAGREERRAFTTHEDESESSE

‘In the fifth year of the Jingtai period [AD 1454], the believer Yang Zongxin of the village of Zhen'an in
the district of Fuli respectfully offers this [vase] to the local temple to be placed before the Buddha,
with a prayer for long life.’

The National Palace Museum, Taipei has in its collection another vase which is very similar to the
Fujita and David collection vases. (Fig. 3) It too has a related protruding join line at the lower edge

of the shoulder, and also a double band at the foot (see E{FEHE, 243 : BREERZESZE /Green -
Longquan Celadon of the Ming Dynasty, Tsai Mei-fen (ed.), Taipei, 2009, pp. 158-9, no. 81 and front
cover). The Taipei vase is slightly smaller than the Fujita vessel, and has been dated by the Museum to
1435-1460. It seems reasonable to assume that the Fujita Ming dynasty Longquan vase also dates to
the mid-15th century.

The Longquanxian zhi (Fe R 85E) (Gazetteer of Longquan County) noted that:
RiaLAE  BHERE , #RHtR

‘After the Cheng[hua] and [Hong]zhi reigns [AD 1465-1506], the form [of Longquan wares] became so
crude and the colour so unappealing, that they were no longer fit for those of elegant tastes.’

The Fujita Ming vase, therefore, represents the last great period of Longquan celadon production,

when vessels of impressive form and glaze were still made at these prestigious kilns for the court and
other members of the elite.

Rosemary Scott

International Academic Director, Asian Art
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501 ‘ A SUPERB LARGE CARVED AND MOLDED
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LONGQUAN CELADON ‘PHOENIX TAIL VASE
YUAN DYNASTY, 14TH CENTURY

The heavily potted vase has a round body applied with a sprig-molded peony
scroll above two bands of carved overlapping lotus petals. The trumpet-form
neck is applied with further peony sprays beneath horizontal ribbed bands
on the underside of the flaring mouth rim, and the whole is covered with a
thick glaze of bluish sea-green tone with the exception of the unglazed foot.

24%in. (63.2 cm.) high, Japanese wood box
$200,000-300,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

LITERATURE

Masterpieces in The Fujita Museum of Art, vol. 2: Tea-ceremony Implements,
Fujita Museum, Osaka, 1954, no. 45.

Masterpieces in The Fujita Museum of Art, Fujita Museum, Tokyo, 1972,

no. 339.
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502 ‘ A LONGQUAN CELADON CARVED JAR

46

AND COVER
YUAN DYNASTY, 14TH CENTURY

Thejaris carved around the sides with lotus scroll above a border of upright
lotus petals. The lotus leaf-form cover is carved with two lotus flowers
joined by intertwined tendrils around the stem-form finial. The whole is
covered with a glaze of attractive pale bluish celadon tone ending at the foot,
revealing an unglazed area which has fired dark orange and cants inward
towards the inset base.

123 in. (32.4 cm.) high, Japanese wood box
$100,000-150,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED

Nihon Toji no Bito Genryu (Beauty and Origin of Japanese Ceramics), 90th
Special Exhibition, Osaka Municipal Museum, 29th April-7th June 1981.
Treasures of the Fujita Museum: The Japanese Conception of Beauty, The
Fujita Museum; Suntory Museum of Art, 5 August-27 September 2015;
Fukuoka Art Museum, 6 October-23 November 2015.

LITERATURE

Masterpieces in The Fujita Museum of Art, Fujita Museum, Tokyo, 1972,

no. 35.

Nihon Toji no Bito Genryu (Beauty and Origin of Japanese Ceramics), 90th
Special Exhibition, Osaka Municipal Museum, 1981, p. 29, no. 18.
Treasures of the Fujita Museum: The Japanese Conception of Beauty,

The Fujita Museum, Tokyo, 2015, p. 180, no. 103.
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~503 ‘ A RARE MASSIVE CARVED LONGQUAN
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CELADON ‘PHOENIX-TAIL VASE
MING DYNASTY, 15TH CENTURY

The heavily potted, ovoid body is carved with a wide band of peony scroll in
various stages of bloom around the shoulder on a brushed ground, above a
band of lightly carved peony scroll and a band of upright lotus petals around
the base. The trumpet neck is carved with a further narrow band of lotus
scroll between bow-string borders and below encircling bands. The whole is
covered with a glaze of rich sea-green tone except for the unglazed foot ring
and separately-made recessed base.

26%in.(67.8 cm.) high, wood stand, Japanese wood box
$100,000-150,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED

Treasures of the Fujita Museum: The Japanese Conception of Beauty,

The Fujita Museum; Suntory Museum of Art, 5 August-27 September 2015;
Fukuoka Art Museum, 6 October-23 November 2015.

LITERATURE
Treasures of the Fujita Museum: The Japanese Conception of Beauty,
The Fujita Museum, Tokyo, 2015, p. 178, no. 101.
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= 20155 1788 #®5%101
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Please note that the use of the symbol ~ for this particular lot is in reference
only to the accompanying wood stand [or box/other as applicable] for the lot.
Please contact the sale coordinator if you have any questions.












504 | MA LIN (ATTRIBUTED TO, ACTIVE EARLY 5 B (E) MIIBIMLE s2tEa iy
TO MID-13TH CENTURY) LR ¢ SRHIR ( REE R AEREINES ) -
Lin Hejing on a Solitary Hill AARRSASUIRE © 19835 £=5 > 2678

JM14-007
Hanging scroll, ink and color on silk B

11%x117%in.(29.4x30.2cm.)

Wioutsignatur or sea R OBE (R AEE BAEE HE

$15,000-20,000

LITERATURE
Suzuki Kei, Comprehensive lllustrated Catalog of Chinese Paintings: Japanese
Museums, University of Tokyo Press, 1983, vol. 3, p. 267, JM14-007.
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505 ‘ WANG LIBEN (ATTRIBUTED TO, 5t FA(E) {tEECE J/EEAN i
13TH CENTURY)
Flower Basket _

T EUAF () TR BEEE H

Hanging scroll, ink and color on silk
9% x111%in.(24.5x29.2cm.)
Without signature or seals

$25,000-35,000
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506 | SHEN QUAN (1682-1762) B i8? ImEE ReBR N —th=5FE

Lioness and Cubs 5B - XA (17535 ) EXRELRE -

Hanging scroll, ink and color on silk ED - ;Eﬁ?EI]  FABAEG 578 %{Igﬁ‘éi%zi;% . e ke
77 % x 38 Y5 in. (196 x 97.8 cm.) HHR - $9ARER ( PEHEERSER ) © BARTABHARE » 19834%F 0 £
Inscribed and signed, with four seals of the artist =% $2748 © EHRIM14-036 -

Dated spring, guiyou year (1753)

$150,000-200,000 B OLEE W RAEE B

LITERATURE

Suzuki Kei, Comprehensive lllustrated Catalog of Chinese Paintings,
University of Tokyo Press, 1983, vol. 3, p. 274, pl. JIM14-036.
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SIX CLASSICAL PAINTINGS
CATALOGUED IN THE
IMPERIAL SHIQU BAOJI
FROM THE FUJITA MUSEUM

China boasts a long-standing tradition of imperial connoisseurship and collecting of
calligraphy and painting, which dates back at latest to the 4th century palace collection of

the Eastern Jin dynasty. While the assembly and dispersal of calligraphy and painting attendant on
dynastic successions often wrought lamentable ruin and destruction, periods of peace and prosperity,
on the other hand, guaranteed connoisseurs’ success in amassing a cornucopia of treasures. This
inexorable cycle went on for over a millennium and finally saw the publication of Shiqu Baoji (The
Treasured Scrolls of the Stone Canal) during the Qianlong reign (1736-95) of the Qing dynasty,

which has come to be seen as the highest point in the history of imperial collecting of painting and
calligraphy. More than a hundred years later came the Xinhai Revolution (1911), which led to Prince-
Regent Zaifeng's resignation and relocation to Tianjin by the end of the year. At the time, China’s last
emperor Puyi, who was born in Prince Chun Mansion, was only five years old. The Republic of China
was founded on New Year's Day the following year, prompting Puwei, also known as the second
Prince Gong, to sell most of his art collection other than painting and calligraphy to a Japanese art
dealer named Yamanaka Sadajird in March, in a bid to raise funds for a military reinstatement of Puyi.
Mr Yamanaka, founder of Yamanaka & Company, staged an auction of Prince Gong's collection in 1913
in New York, featuring 536 lots in the catalogue. On 5-6 March of the same year, a selection of 211
lots, again from Prince Gong's collection, were offered in a London sale, and its catalogue included

a note below the table of contents, indicating that the artworks were from the collection of Puwei,
Imperial Prince Gong and a descendant of Emperor Daoguang of Beijing.

On 22 February 1915, Zhang Binfang, the steward of Prince Chun’s Mansion (also known as the
Head Steward Zhang Wenzhi), sold six handscrolls attributed to Tang, Song and Yuan artists and
catalogued in Shiqu Baoji Chubian and Xubian (first edition and sequel to the Catalogues of Painting
and Calligraphy in the Qianlong Imperial Collection) to Yamanaka & Company, for which a formal
receipt was prepared. (Fig. 1) Headquartered in Osaka, Yamanaka & Company later resold the six
paintings to the Fujita family in Osaka. The Fujita collection was begun by Fujita Denzaburo (1841-
1912), and was inherited by his two sons upon his death. The Fujita Museum of Art was established
in 1951 as a foundation, and opened to the public in 1954. The Comprehensive lllustrated Catalogue
of Chinese Paintings: Vol. 3 Japanese Museum Collections compiled by Suzuki Kei and published

in 1983 features 36 paintings in the Fujita collection from the Tang, Five Dynasties, Song, Yuan,
Ming and Qing dynasties (JM 14), including the three works by Han Gan, Zhao Lingrang and Chen
Rong in the current group of six. Published in 1998, Sequel to the Catalogue of Chinese paintings in
Japanese Collections includes a scroll from Nine Songs of Qu Yuan attributed to Li Gonglin (lot 513).

SR BEE-BHEWERTRESCEWE R



60

It is interesting to note that four of the six handscrolls acquired by Yamanaka & Company, which are
respectively attributed to Zhao Lingrang, Wang Mian, Chen Rong and Li Gonglin, bear the same seal
of Gongginwang yin (the seal of Prince Gong), which is different from the one that Prince Gong Yixin,
the sixth son of Emperor Daoguang, typically used, raising the question of whether it was perhaps a
seal of the second Prince Gong. There is no shortage of masterpieces in Prince Gong'’s collection of
painting and calligraphy, such as Lu Ji's Pingfu Tie from the Jin dynasty and Han Gan’s Night-Shining
White from the Tang dynasty. In the current group of six, Zhao Lingrang'’s work bears a yuci seal
(Imperially bestowed) on top of the seal of Gongginwang yin, suggesting that some of these works
might have been bestowed by the Dowager Empress Cixi.

THE COMPREHENSIVE ILLUSTRATED CATALOGUE

OF CHINESE PAINTINGS: VOL.3 JAPANESE MUSEUM
COLLECTIONS COMPILED BY SUZUKI KEI ... FEATURES
36 PAINTINGS IN THE FUJITA COLLECTION FROM

THE TANG, FIVE, SONG, MING AND QING DYNASTIES,
INCLUDING THE THREE WORKS BY HAN GAN, ZHAO
LINGRANG AND CHEN RONG IN THE CURRENT
GROUP OF SIX.

During the Qianlong reign, the six classical paintings later acquired by Yamanaka & Company were
still kept in the imperial study. With the exception of Chen Rong'’s Six Dragons, which is recorded in
Shiqu Baoji Xubian published in 1793, the remaining five paintings are all documented in Shiqu Baoji
Chubian published in 1745. It is also worth noting that save for Washing Horses, which is attributed

to Zhao Mengfu and described as “secondary quality” in Shiqu Baoji, the other five are all considered
of “superior quality", with Chen Rong'’s Six Dragons being catalogued as zhenji shangdeng (a genuine
work of superior quality) on the inside of the scroll cover. As to Horse and Treaty of Biangiao attributed
to Han Gan and Li Gonglin, respectively, no additional remarks are recorded in Shiqu Baoji Chubian,
which is hardly surprising as inscriptions and verification by Emperor Qianlong continued to be made
long after the publication of Shiqu Baoji Chubian. Four of the six Fujita paintings bear inscriptions

by Emperor Qianlong spanning more than half a century, with Washing Horses attributed to Zhao
Mengfu the earliest to be inscribed (1735, when Emperor Qianlong was still a prince), and Li Gonglin’s
Treaty of Biangiao the last (1786). Of the many Qianlong seals found on these six works, the earliest
one is Baoginwang bao (The treasure of Prince Bao), which the emperor often used while he was still
a prince, attached to Washing Horses and the latest one was Taishang huangdi (Emperor Emeritus),
which only came into use after his abdication, on Treaty of Biangiao.

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM















The stallion depicted in Horse, a work attributed to Han Gan, shares a similar posture with that of
Pacing A Horse now in the collection of the Shanghai Museum, which is attributed to Later Liang-
artist Zhao Yan of the Five Dynasties, providing an interesting subject of comparison and study.

The composition of the last section (i.e. the part following Emperor Qianlong’s inscription) of Li
Gonglin's Treaty of Biangiao is nearly identical to Yuan dynasty Chen Jizhi's work of the same title in
the collection of the Palace Museum, Beijing, while the preceding section is almost 400 cm longer
than its counterpart, accounting for approximately one third of the entire length. Hence Li's work
affords a rare glimpse into a fuller representation of a traditional subject matter known as Biangiao
huimeng, i.e. the historical event of Li Shimin (then Prince Qin, who later became Emperor Taizong of
the Tang dynasty) forging an alliance with the Turks in the ninth year of the Wude reign (AD 626) at
the Biangiao in the suburb of Chang’an. Extant dragon paintings in ink inscribed by and with the seals
of the Southern Song-artist Chen Rong, such as the handscroll of Nine Dragons in the collection of
the Boston Museum of Fine Arts and Dragon in Ink from the Guangdong Provincial Museum, display
a wide variety of calligraphic styles, and the inscription on Six Dragons from the Fujita Museum

also shows a style of its own, all of which should make yet another worthwhile subject for further
discussion.

Well catalogued in Shiqu Baoji, the six classical paintings from the Fujita collection are, therefore,

exceptionally rare examples for our research into the history of both Chinese painting and Emperor
Qianlong’s connoisseurship.

Joseph Chang
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BixEE MERSHER REITREAEFEANIEREEE -

1916528221 ' EE X FFEFRAD (BDAEFRA) SZ 85 (ARER)
P ERERE R THASHERRPEE W7FE (REE) - P
ZRVREBRRTE AR FRVT R » S ILE 7<% v 28 55 B KRR AR AR 21k © B EE =i
EERIITE AT B E=BE (1841-1912) » B HEE MEEMmE SR T MEE
AR ZEAMTEEN 19515938 37 » 1954 F IETURIEE « AR 1983 F RIS AR (
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Chinese translation provided is for reference only.
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(Fig. 1) 1915 receipt for the purchase of six paintings
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CHEN RONG
AS CATALOGUED IN
SHIQU BAOJI
SIXDRAGONS

Scholar—of‘ficial painter Chen Rong is best known for his paintings of dragons. Since ancient
times, dragons have been associated in China with rain and water and since the Han period
have been a symbol of the emperor. Their connection with water is expressed here by the watery
environment of clouds, mist, and waves in which they bend and twist. Not only did the artist employ
wet ink and dark tones in this painting, but he also used a unique method of spraying ink across the
surface to heighten the moist effect. As discussed by Jennifer Purtle in “The Pictorial Form of a
Zoomorphic Ecology: Dragons and Their Painters in Song and Southern Song China,” the connection
between Chen Rong’s paintings and rain was not just symbolic but his pictures were effectively used
to summon rain as a part of rituals (in Jerome Silbergeld and Eugene Y. Wang, ed., The Zoomorphic
Imagination in Chinese Art and Culture, Honolulu, 2016, pp. 253-288). Moreover, the strong contrasts
and intermingling in this painting of light and dark, empty and densely painted, and dragons that are
dynamic and ones that quietly, echo these creatures’ Daoist associations.
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507 | CHEN RONG (13TH CENTURY) AS

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM

CATALOGUED IN SHIQU BAOJjI

Six Dragons

Handscroll, ink on paper

Painting: 183 %2 x 173 38 in. (34.3 x 440.4 cm.)

Calligraphy: 13 78 x 32 % in. (35.1x 82.8 cm.)

Inscribed, with one seal of the artist

Colophon by Emperor Qianlong (1711-1799), with two seals

Dated mid-spring, wuxu year (1778)

Colophons by Yu Minzhong (1714-1779), with two seals; Liang Guozhi
(1722-1786), with two seals; Wang Jie (1725-1805), with two seals; Dong Gao
(1740-1818), with two seals; Jin Shisong (1730-1800), with two seals; and
Chen Xiaoyong (1715-1779), with two seals

Thirty-four collectors’ seals including fourteen of Emperor Qianlong (1711-
1799), one of Emperor Jiaging (1760-1820), nine of Zhuang Husun (17th
century), two of Prince Yixin (1832-1898)

$1,200,000-1,800,000

LITERATURE

Emperor Gaozong, Shiqu Baoji Xubian, 1793, Facsimile reprint, Taipei,
National Palace Museum, 1971, p. 1932.

Suzuki Kei, Comprehensive lllustrated Catalog of Chinese Paintings: Japanese
Museums, University of Tokyo Press, 1983, vol. 3, JM14-0023.
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LI GONGLIN
AS CATALOGUED IN
SHIQU BAOJI
TREATY OF BIANQIAO

I i Gonglin's painting skills were so facile as to be comparable to those of a professional painter,

despite that he was highly educated and an official in Emperor Shenzong'’s (r. 1067-1085)
government. Unlike most scholar-painters, Li often painted figures, typically rendered in fine detail
and set in complex historical narrative compositions. He was also a master of several artistic styles.
As an important figure in the development of literati painting, which held personal expression as the
highest goal, Li Gonglin infused his narrative paintings with unique elements that communicated his
own feelings and ideas. This lengthy scroll depicts the surrender of Uyghur fighters to the imperial
army of Tang Taizong (r. 627-649) before he became emperor. Presented against a stark, nearly blank
background that accentuates the activities of the figures, the scroll opens with a meandering line of
tiny, well detailed cavalry snaking through the plains on horseback. As was common custom among
Chinese artists, the lack of discipline and proper comportment of the foreigners is illustrated by their
chaotic behavior and postures. In marked contrast, the Chinese troops at the end of the scroll are well
controlled and organized, clearly embodying Confucian /i.
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508 ‘ LI GONGLIN (1049-1106) AS CATALOGUED

IN SHIQU BAOJI

Treaty of Biangiao

Handscroll, ink on paper

Qianlong frontispiece: 10 3% x 21 78 in. (26.4 x 55.7 cm.)

Painting: 103 x 352 %2 in. (26.4 x 895.4 cm.)

Frontispiece by Emperor Qianlong (1711-1799), with one seal

Colophon by Emperor Qianlong, with two seals

Dated bingwu year (1786)

Four colophons, including those of Lu Zhu (Yuan dynasty), with one seal;
Zhang Xie (Yuan dynasty), with one seal; and a second colophon by Emperor
Qianlong, with two seals

Forty-four collectors’ seals including ten of Emperor Qianlong, one of Emperor
Jiaging, two of Guo Bi (1280-1335), nine of Liang Qingbiao (1620-1690) and
one of Prince Yixin (1833-1898)

$800,000-1,000,000

LITERATURE
Emperor Gaozong, Shiqu Baoji Chubian, 1745, Facsimile reprint, Taipei,
National Palace Museum, 1971, p. 965. (described as "superior quality")

Shiqu Baoji Chubian was first drafted in February of the ninth year of the
Qianlong reign (1744), and then completed the following year. According to the
painting, Qianlong inscribed itin bingwu year (1786), an indication that he had
inscribed it many years after the completion of Shiqu Baoji Chubian.
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HAN GAN
AS CATALOGUED IN
SHIQU BAOJI
HORSE

I he court painter Han Gan is best known for his portraits of Emperor Xuanzong's (r. 712-756)
numerous Ferghana horses. These steeds, which were originally imported from what is now
Uzbekistan as early as the Han dynasty, were seen as important symbols of imperial martial power. As

evidenced by contemporaneous tomb mural paintings and reliefs, these equines tended to have full,
rounded bodies with relatively slim legs. Further, here can also be seen the technique that is found

in tomb murals of the time of creating the horse’s form with iron-wire outlines, filled in with pigment.
Looking at the horse's belly and legs, the artist has used lighter pigments that accentuate the animal’s
form, a practice imported from the West during this period.

Han Gan’s mastery lay in his ability to reach new heights of realistic representation by infusing

his horses with a sense of individuality and spirit. It was said that he preferred to spend time in

the imperial stables studying the live horses rather than base his works on earlier horse paintings.
Despite its bulk, this horse’s delicately raised back hoof, ghostly white mane, and quietly watchful
expression convey a docile and graceful temperament. As described in Du Fu's poem “A Song of
Painting: To General Cao Ba”, Han Gan'’s painted horses were particularly fleshy and painted without
“bone,” in contrast to the style of his teacher Cao Ba. As Robert Harrist pointed out in Power and
Virtue: The Horse in Chinese Art, this debate over the ideal manner of depicting horses continued up
to present times (New York, 1997, p. 78).
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HAN GAN (706-783) AS CATALOGUED

IN SHIQU BAOJI

Horse

Handscroll, ink and color on silk

12 %2 x15%in. (31.9x 38.4 cm.)

Colophon by Emperor Qianlong (1711-1799) with two seals

Colophons by Zhang Xi (1465-1487); Wu Kuan (1435-1504), with two seals;
Yang Yiging (1454-1530), with one seal; and Cui Xi (1478-1541), with two
seals

Seventeen collectors’ seals, including twelve of Emperor Qianlong ,one of
Emperor Jiaging (1760-1820), two of Song Luo (1634-1714)

Titleslip by Song Luo

$500,000-700,000

LITERATURE

Emperor Gaozong, Shiqu Baoji Chubian, reprint, National Palace Museum,
Taipei, 1971, p. 951. (described as "superior quality")

Masterpieces in The Fujita Museum of Art, Fujita Museum, Tokyo, 1972,
no.18.

Shiqu Baoji Chubian was first drafted in February of the ninth year of the
Qianlong reign (1744), and then completed the following year. According to
the painting, Qianlong inscribed itin jiashen year (1764), an indication that he
had inscribed it many years after the completion of Shiqu Baoji Chubian.
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WANG MIAN
AS CATALOGUED IN
SHIQU BAOJI
SNOW PLUM BLOSSOMS

I he poet, painter and scholar Wang Mian not only set the style for paintings of plum
blossoms in later periods but he also was established the ideal character of the creator
of such images.Myriad and delicate blossoms growing from boldly painted ink branches created
paintings that expressed both beauty and resilience. Wang typically accentuated the glowing white
of the blossoms by first painting the background with light ink wash and leaving the unpainted
paper for the blossoms. An accomplished poet, Wang Mian fused the arts of poetry, painting, and
calligraphy in his paintings of plum blossoms. Working during the Yuan dynasty when many scholars
avoided public life, stories of Wang Mian's integrity and eccentricity led to his reputation as an ideal
gentleman for later generations.
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510 ‘ WANG MIAN (1287-1359) AS CATALOGUED

IN SHIQU BAOJI
Snow Plum Blossoms

Handscroll, ink on paper

113 x117 %in. (29.7x 298.9 cm.)

Inscribed with a poem and signed, with one seal of the artist

Colophon by Chen Lian (Ming dynasty), with three seals

Fourteen collectors’ seals, including six of Emperor Qianlong (1711-1799),
one of Emperor Jiaging (1760-1820), one of Prince Yixin (1833-1898), two of
Zhu Zhichi (late Ming-early Qing)

$500,000-700,000

LITERATURE
Emperor Gaozong, Shiqu Baoji Chubian, 1745, Facsimile reprint, Taipei,
National Palace Museum, 1971, p. 1010. (described as "superior quality”)
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ZHAO LINGRANG
AS CATALOGUED IN
SHIQU BAOJI
WILLOWS AND GEESE

I he presence of numerous Yuan-dynasty colophons are one of this handscroll's notable

attributes and includes inscriptions by three well known and respected figures of the period.
The first offers biographical information about Zhao Lingrang and was written by Qian Xuan (1235-
1305) in 1297. After a brief career in the Song government, with the fall of the dynasty, Qian Xuan
retired from politics and devoted himself to the arts. Zhu Derun (1294-1365), who was a government
official also accomplished as a poet, calligrapher and landscape painter, added a poem inspired by the
painting. Another government official, who was also a painter and poet, Ke Jiusi (1290-1343) added a
further poem.

Similarly, this history of transmission and appreciation of paintings and calligraphy is conveyed by
collectors’ seals. This scroll includes collectors’ seals not only of Emperors Qianlong and Jiaging, but
also of the collector who owned the work before them, namely Liang Qingbiao (1620-1691). Liang was
a gifted scholar who passed the jinshi government exam at twenty-three years of age, right before the
Ming dynasty fell. He became a government official during the Qing dynasty and was a noted poet.
During the tumult that accompanied the dynastic upheaval, many works of art became available on
the market, and Liang Qingbiao was thus able to build a large and impressive collection. A skilled
connoisseur, Liang owned many fine paintings, a large number of which eventually passed into the
imperial collection.
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IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM

12TH CENTURY) AS CATALOGUED IN
SHIQU BAOJI

Willows and Geese

Handscroll, ink and color on silk

12 7% x 36 %in. (32.6 x93.1cm.)

Without artist's seals or signature

Thirteen colophons including those of Qian Xuan (1235-1305), Feng Zizhen
(1253-1348), Han Xing, Yu Fu, Zhu Derun (1294-1365), Deng Wenyuan (1258-
1328), Liu Bida(Yuan dynasty), Ni Jian, Ke Jiusi (1290-1343), Ding Fu (Yuan
dynasty), Chen Zimei and Yang Weixian

Twenty-seven collector’s seals including six of Emperor Qianlong (1711~
1799), one of Emperor Jiaging (1760-1820), two of Prince Yixin (1832-1898),
one of Mu Ang (?-1445), one of Wang Shimao (1538-1588), fourteen of Liang
Qingbiao (1620-1691), one of Zhang Liu (17th century)

Titleslip inscribed by Emperor Qianlong, with one seal

$750,000-950,000

EXHIBITED
Homma Museum of Art, Sakata, Homma Museum of Art 33rd Anniversary
Exhibition: Sogen Chugoku Kaigaten, 1979.

LITERATURE

Emperor Gaozong, Shiqu Baoji Chubian, 1745, Facsimile reprint, Taipei,
National Palace Museum, 1971, p. 966. (described as "superior quality")
Homma Museum of Art 33rd Anniversary Exhibition: Sogen Chugoku
Kaigaten, Sakata, 1979, pl. 13.

Suzuki Kei, Comprehensive lllustrated Catalog of Chinese Paintings: Japanese
Museums, University of Tokyo Press, 1983, vol. 3, JM14-0013.

Suzuki Kei, Zhongguo Huihua shi, vol. 1, Taipei, National Palace Museum,
1987, pl. 176.
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ZHAO MENGFU
AS CATALOGUED IN
SHIQU BAOJI
WASHING HORSES

Z hao Mengfu is one of China's best known painters of horses, which he depicted as individual

portraits and in large numbers. The latter, with the animals walking, prancing, rolling, and
playing, along with their grooms and set in a broad, level landscape is a convention that extends to
the Tang dynasty. Just as the Tang emperors relied on their steeds for the growth and control of their
empire, so, too, did Zhao Mengfu's Mongol employers. Zhao's horse paintings derived from his study
of the works of Han Gan (706-783) and Li Gonglin (1049-1106), whose paintings he owned. Zhao
studied not only Han Gan’s method of outlining and coloring in the animal’s forms but also how to
depict their spirit. Li Gonglin's long handscrolls filled with large herds of horses in an open landscape,
such as Pasturing Horses in the Palace Museum, Beijing, are credited with inspiring Zhao Mengfu's
compositions filled with numerous equines.
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512

ZHAO MENGFU (1254-1322) AS CATALOGUED
IN SHIQU BAOJI

Washing Horses

Handscroll, ink and color on silk

14 76 x 1213 in.(37.9 x 309.4 cm.)

Inscribed and signed, with one seal of the artist

Dated autumn, seventh month, first year of the Zhizheng era (1341)
Frontispiece inscribed and signed by Emperor Qianlong (1711-1799), with
three seals

Dated autumn, seventh month, first day, yimao year (1735)

Four collectors’ seals of Emperor Qianlong and one of Emperor Jiaging
(1760-1820)

$500,000-700,000

LITERATURE
Emperor Gaozong, Shiqu Baoji Chubian, 1745, Facsimile reprint, Taipei,
National Palace Museum, 1971, p. 1048. (described as "secondary quality")
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513 | LI GONGLIN (ATTRIBUTED TO, 1049-1106)
Nine Songs of Qu Yuan
Handscroll, ink on silk
87 x132¥in. (22.6 x 335.7 cm.)
Inscribed, with three seals of the artist
Four colophons including one each by Zhou Zida, with three seals; Qin
Kezhen (Ming dynasty), with three seals; Qin Dongzhou, with two seals
One collector’s seal

$300,000-400,000

LITERATURE
Julia K. Murray, Mirror of Morality: Chinese Narrative [llsustration and
Confucial Ideology, Honolulu, 2007, p. 68, pl. 43.

Born in Xianning prefecture which is located in modern day Xi An, Qin
Kezhen (Ming dynasty), sobriquet Ji Zhang, passed the imperial civil service
examination in 1577 and was eventually appointed to Fuyang county.
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514 ‘ WEN ZHENGMING (1470-1559)

126

Landscapes

Album of eight leaves of painting and eight leaves of calligraphy, ink and
color on silk

Each leaf measures: 8% x 83&in. (22 x21.2cm.)

Eight leaves inscribed with a poem and nine signed, with a total of twenty-
four seals of the artist

One collector’s seal

$120,000-220,000
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515 ‘ A MING DYNASTY RUBBING

130

WANG XIZHI, Preface of the Orchid Pavilion
(15th Century)

Album of six double-leaves, ink rubbing on paper

Each leaf measures 93 x4 3in. (24.8x11cm.)

Two colophons, one by Jiang Yuanlong dated mid-autumn, wuwu year (1618)
and one by Denzaburo Fujita (1841-1912) dated summer, first month, bingwu
year (1906), with a total of three seals

Five collectors' seals

$15,000-20,000
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~516 | A SET OF TEN IMPERIAL ‘STONE DRUM Bzl HEBHASNE—HETiE
SCRIPT’ INK CAKES WITH FITTED BOX

R
AND COVER AT A B R ARUR1940488T o
QIANLONG PERIOD (1736-1795)
The set comprises ten ink cakes in the form of a Shigu (‘'stone drum’), each HEER - HE—EREFERTREF BRARY —EHRESEEE +iE

numbered (by tiangan, the Ten Celestial stem), inscribed and gilded with the HERRAEN EZRE HREFAHE,

Stone Drum inscriptions on the front and an annotated explanation on the

reverse. All are set within the original wood box with fitted compartments . ,

and lined in yellow silk with a wan diaper ground on the interior and the 7%5;2'}% ﬁﬂ%é}#ﬁﬁ}j{%—ﬁ%ﬂﬂ-ﬁ:
cover of the box has an inscription reading Yuzhi chong pa Shigu wen mo

('imperially made inkcakes with rearranged inscriptions from the Ten Stone

Drums’).

The box12x 6% in. (30.5x15.9 cm.) wide,
each ink cake 134in. (4.4 cm.) diam. (10)

$50,000-70,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

Please note that the use of the symbol ~ for this particular lot is in reference
only to the accompanying wood stand [or box/other as applicable] for the lot.
Please contact the sale coordinator if you have any questions.
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I hese small ink cakes are miniature replicas of the ten drum-shaped stones, known as Shigu
(Stone Drum), which were allegedly inscribed during the Warring States period (475-221 BC),
and discovered in the early Tang dynasty (AD 618-907). The inscriptions on the original stones, which
record royal hunting expeditions, represent a transitional style between the guzhou (‘ancient script’)
found on Shang and Zhou bronze vessels and the standardized xiaozhuan ('small-seal’ script) used
in official documents of the Qin dynasty (221-206 BC), and is the earliest known seal-script text on
stone. The inscriptions in their full length would have been around 700 words, but only 310 words
survived.

In 1790, the Qianlong Emperor ordered the remaining 310 decipherable characters on the original
Shigu to be assembled and rearranged into ten poems and carved onto two new sets of Shigu: one set
is now located in the Guozijian (Confusion Temple and The Imperial College) in Beijing, and the other
set is in the Wenmiao (Confusian Temple) in Chengde. The inscriptions on the current inkcake set are
based on the ones carved on the Qianlong Shigu.

Compare an almost identical box and cover containing ten ink cakes in the form of the Stone Drums,
in the Qing Court Collection is illustrated in The Complete Collection of Treasures of the Palace
Museum - 49 - The Four Treasures of the Study - Inksticks and Writing Brushes, Hong Kong, 2005,

p. 118, no. 101. Of particular note is the fact that the interior of the Palace Museum set is lined in the
same yellow silk with a wan diaper as the present set, suggesting that the two likely came from the
same workshop.
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517 ‘ A WHITE JADE ARCHAISTIC VASE, COVER

138

AND STAND

The vase is of rectangular section and is carved in low relief on the main
sides with stylized masks above a leafy lotus spray and conjoined scrolls, and
on the narrow sides with archaistic motifs. A pair of handles carved as lingzhi
sprays flank the shoulders, and the waisted neck is carved with inverted
lappets enclosing archaistic dragons. The cover is surmounted by a chilong
crawling under and pulling itself up onto a rectangular handle on which rests
aflaming pearl. Anincense stick holder is carved on the inside of the cover.
The separately made stand is carved with shaped aprons.

10% in. (26.1cm.) high, Japanese double wood box
$40,000-60,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

Accompanied by report No. 2171943126, dated 11 October 2016, from the
GIA, Gemological Institute of America, stating that the present lot is white
nephrite jade.
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142

AN INSCRIBED SHE INK STONE

QING DYNASTY (1644-1911)

The ink stone is carved in the form of a gin raised on two circular feet. The
underside is carved with clouds and a four-character inscription, gi xiang bao
zhang, amidst three raised circular bosses which reveal the gold inclusions

in the stone. Together with two hand scrolls of colophons commenting on the
ink stone by various Japanese literati.

6in. (15.3 cm.) long, wood cover with spinach-green jade inset finial,
Japanese double wood box (3)

$12,000-18,000

PROVENANCE
Utsumi Yuchiku, before 1877.
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED
Osaka Government Building, viewed by the Meiji Emperor on 15 February
1877 (10th year of Meiji).

Qi xiang bao zhang is a phrase from Shijing (Book of Odes), written in the
7th century BC, and refers to the legend of niulang zhinu (The story of the
Cowherd and the Weaver Maid). In this story, the two lovers were reputedly
separated by the Milky Way and could only meet once every year on the
7th night of the 7th moon, when magpies dovetailed their wings to form a
bridge between them. The couple is traditionally thought to be symbolized
by the two constellations Altair and Vega.
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HANDSCROLLS ACCOMPANYING THE INK STONE (LOT 518)
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TWO POTTERY TILE INK STONES

WESTERN HAN DYNASTY (206 BC-AD 8)

The ink stones are made by utilizing the underside of Han dynasty roof tiles.
One ink stone is molded with a four-character inscription, yong shou jia fu
(receiving perpetual blessings), in miuzhuan seal script, and the other is
molded with han bing tian xia (the Han Empire annexing all under heaven) in
seal script.

6% and 6 in. (15.6 and 15.3 cm.) diam., wood covers, wood stands, Japanese
wood box (2)
$8,000-12,000

PROVENANCE

Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED
Osaka, Fujita Museum, Chinese Painting and Scholars Objects Exhibition,
Spring, 1983.

The Japanese wood box and box tray are inscribed with a transcription of

text by Cheng Dun, a Qianlong-period calligrapher who wrote a book on
tiles. (Fig. 1)
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Please note that the use of the symbol ~ for this particular lot is in reference
only to the accompanying wood stand [or box/other as applicable] for the lot.
Please contact the sale coordinator if you have any questions.
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Fig. 1. Discussion on a yong shou jia fu tile from Cheng Dun's book Qinhan wadang wenzi kao (Interpretation of the Inscriptions on Qin and Han Tiles), Qianlong period (1736-1795),
transcribed on the Japanese box and inner tray of the present lot.
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~520 ‘ AN ‘ORCHID PAVILION’ DUAN INK STONE
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MING DYNASTY (1368-1644)

The rectangular ink stone is carved on the top with a scene from the

Orchid Pavilion Gathering, all surrounding a flat, irregularly-shaped palette
beneath the inkwell carved and pierced in the form of a flowing stream. The
four narrow sides are further carved with scenes from the Orchid Pavilion
Gathering, depicting scholars at leisure in a lush bamboo grove by the
riverside. The sunken base is incised entirely with the Preface to the Poems
Collected from the Orchid Pavilion.

87sin.(22.6 cm.) long, wood base, wood cover with poetic inscription
followed by ‘ordered by Bi Yuan wuxiong, composed by Li Gui and inscribed
by Zhu Chen’

$8,000-12,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.
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Please note that the use of the symbol ~ for this particular lot is in reference
only to the accompanying wood stand [or box/other as applicable] for the lot.
Please contact the sale coordinator if you have any questions.

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM






iium _,.ﬁéL,aﬁ B

- TRAES mﬁiﬁpn#% f...ﬁ%..,.mj
E.J IS M) R lm.,,., mu..? X ,,..,H _n

i ‘_ S i

- A Sy F _ SV
- ....... 3 .
" _ .hn"ﬂ?n.&z

v #,. qf&ﬁn _

m
.,.,n ,f., n_,kj a,.. EXREL X
E ‘s B

_.__ nu :1.,

. ._._.__m




I he Lanting (Orchid Pavilion) gathering took place in the ninth year of the Yonghe reign (AD

353) of the Eastern Jin dynasty (AD 317-420). Forty-two scholars were invited to the Orchid
Pavilion near Shanyin, Zhejiang province, for the Spring Purification Festival. The participants were
given one initial character and were tasked to compose poems. Those who produced two poems had
to drink one cup of wine while those who only composed one poem drank two cups, and those who
failed to compose any poetry at all, paid a forfeit of consuming three cups.
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~521 ‘ AN ARCHAISTIC BRONZE FLOWER VASE
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QING DYNASTY (1644-1911)

The vase is of pear shape and supported on a flaring circular foot. The narrow
neck is cast with a band of taotie reserved on a leiwen ground above a band of
inverted plantain leafs enclosing stylized cicadas. The interior of the neck is
cast with a cartouche containing an archaistic inscription.

7% in. (20 cm.) high, wood stand, Japanese lacquer box, Japanese wood box,
and documents written by Hata Zoroku

$6,000-8,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.
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Please note that the use of the symbol ~ for this particular lot is in reference
only to the accompanying wood stand [or box/other as applicable] for the lot.
Please contact the sale coordinator if you have any questions.







~522 ‘ A LARGE CARVED DUAN ‘LOTUS LEAF’

158

INK STONE
QING DYNASTY (1644-1911)

The stone is naturalistically carved as a large lotus leaf, with undulating
incurved edges, partially covering a small crab carved in relief using a green
inclusion in the stone. The stone is a dark purplish color.

9% in. (24.5 cm.) long, fitted wood box, Japanese wood box
$8,000-12,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

The combination of a crab and lotus leaf symbolizes "happiness in
harmony’ (xide hexie).
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Please note that the use of the symbol ~ for this particular lot is in reference
only to the accompanying wood stand [or box/other as applicable] for the lot.
Please contact the sale coordinator if you have any questions.
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IN SEARCH OF KINGS’
RITUAL BRONZES:

THE SHANG BRONZES FROM
THE FUJITAMUSEUM COLLECTION

In China, the advent of bronze metallurgy inaugurated the use of bronze vessels for rituals during
the Erlitou culture (c. 1700-1500 BC). The art and technology of ritual bronzes underwent several
distinct stages of development from the early Shang dynasty (c. 1600-1400 BC) to the middle Shang
dynasty (c. 1400-1250 BC), and reached its apogee in the Yinxu period (c. 1250-1046 BC).! The bronze
fangzun, fanglei, pou, and ram-shaped gong from the Fujita Museum were indeed during the heyday
of bronze art and industry. The first three vessels represent early Yinxu style and technology, and
reflect the sophisticated aesthetic sensibilities and the technological prowess of the Shang capital,
Yinxu (modern day Anyang city). The ram-shaped gong is an extremely rare specimen from a foundry
located in the Yangtze River region, where patrons were more interested in real animals than fantastic
creatures.

These elaborately ornamented vessels not only functioned as the agents between ancestors/

gods and kings and nobles, but also symbolized the power and wealth of their owners. For Shang
ritual bronzes, the refinement of decoration, the use of faceted shapes, and the use of flanges are

all indications of the status or taste of the commissioners.2 According to the Guben zhushu jinian
(Ancient Bamboo Annals), Yinxu was the seat for twelve Shang kings, who ruled there for 273 years,
which has been largely confirmed by oracle bone inscriptions. Between 1934 and 1935, archaeologists
discovered a Shang royal cemetery in Xibeigang, Anyang city, the size of which is more than 110,000
square meters. However, only a few bronzes were retrieved from those enormous cross-shaped
burials; the contents had been emptied by Zhou conquerors as early as the second half of the 11th
century BC. Two bronze fangding vessels, luckily recovered from the ramp of M1004, demonstrate
the magnificence of the kings’ bronzes (illustrated by Li Ji and Wan Jiabao in Yinxu chutu gingtong
dingxingqi zhi yanjiu [Research on the Bronze Ding Vessels Unearthed from Yinxu], Taipei, 1970, pls.
25-31) and are evidence that the Shang kings clearly possessed ritual bronzes of the finest quality.

Yang Xizhang, Gao Wei ed., Zhongguo kaoguxue: Xia and Shang (Archaeology in China: Xia and Shang Dynasties), Beijing,
2003, pp. 188,253, and 294.

2Yue Hongbin, Yinxu gingtong ligi yanjiu (Research on the Yinxu Bronze Ritual Vessels), Beijing, 2006, pp. 263-268.
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Fig.1. FuHao fangzun, late Shang dynasty, 16 7 in. (43 cm.) high. Fig. 2. Si Qiao Mu Gui fangzun (one of a pair), late
Collection of the Institute of Archaeology, Chinese Academy of Shang dynasty, 22 in. (56 cm.) high. Collection of
Social Sciences. After Zhongguo gingtongqi quanji (The Complete the Institute of Archaeology, Chinese Academy of
Collection of Chinese Bronzes), vol. 3, Beijing, 1997, no. 108. Social Sciences. After Zhongguo gingtongqi quanji
B— EIGH RITSE HRISESE (The Complete Collection of Chinese Bronzes), vol. 3,

Beijing, 1997, no.109.
E— mEieHl SEERAE (—HZ—) HREREHME

Despite the few examples found by archaeologists, is it possible that some of the kings’ bronzes
survive to the present day among other handed-down pieces? The unparalleled refinement and
sophistication of Shang bronze vessels from the Fujita Museum may offer some answers. And the
ritual bronzes recovered from the tomb of Fu Hao, one of the consorts of the Shang King Wu Ding,
could provide a benchmark in the search for kings’ bronzes.®

The fine quality of the casting and sophisticated decoration of the fangzun (lot 523) is representative
of the high Anyang style. Three similar fangzun vessels were found in the tomb of Fu Hao: one of
compressed shape cast with a fu hao inscription and a pair of taller fangzun cast with four-character
inscriptions, si giao mu gui (illustrated in Tomb of Lady Hao at Yinxu in Anyang, Beijing, 1980, color pl.
8 and pl. 20, respectively). (Figs. 1 and 2) The Fu Hao and Si Qiao Mu Gui fangzun display a similar
arrangement of design: a single register of large taotie masks fill each side of both mid-sections

and lower sections, though the treatment of decoration on their necks vary. The decoration on the
neck of Fu Hao fangzun’s neck is flat cast, whereas the Si Qiao Mu Gui fangzun'’s neck has high-

relief decoration. The biggest difference between the Fu Hao and Si Qiao Mu Gui fangzun lies in the
sculptural animal figures set on their shoulders. The Si Qiao Mu Gui fangzun has animal heads in
relief at the center of each side of the canted shoulder, connecting the bisected dragon body, whereas
the Fu Hao fangzun is decorated on the shoulder with animal heads in relief as well as figures of
mythical bird-like creatures on each corner. In this regard, the Fujita fangzun is more comparable
with the Fu Hao fangzun, though its proportions are more closely associated with the Si Qiao Mu

Gui fangzun. What distinguishes the Fujita fangzun from all three examples from the Fu Hao tomb

is the introduction of a narrower decorative band to both the mid-section and the foot, making the
decoration more elaborate and harmonious. Another fangzun vessel of similar shape and set with bird
and animal figures is the Ya Chang fangzun found on the Huayuanzhuang Dongdi M54 in Anyang city
(illustrated in Yue Hongbin ed., Ritual Bronzes Recently Excavated in Yinxu, Kunming, 2008, pp. 156-7,
no. 64). Some scholars have noted that fangzun of compressed shape are an indigenous type from
the central Yellow River region and taller fangzun were inspired by zun shapes in the Yangtze River
region.* According to archeologists, the owner of Huayuanzhuang Dongdi M54, Ya Chang, was a chief
from southern China who lived and was buried at the Shang capital at Yinxu.® It is safe to surmise
that Anyang fangzun of taller proportion such as the Fujita example were influenced by bronzes from
southern China.

3Fu Hao is one of the consorts of Shang dynasty king Wu Ding (r.c. 1250-c. 1192 BC). Her tomb was discovered by
archaeologists in 1976. Although the scale of tomb is modest for her status, the content is sumptuous: 196 ritual bronzes
weighting one and half tone including important pieces like Fu Hao double fangyi, three-conjoined yan, owl-shaped zun, and
Si Mu Xin fangding. Fu Hao bronzes were finely cast using premium materials. Some of the special pieces were even made by
craftsmen emigrated from Southern China.

4The Hunan Provincial Museum and Shanghai Museum ed., ‘Min’ Fanglei and Selected Bronze Vessels Unearthed from Hunan,
Shanghai, 2015, p. 104.

5He Yulin, 'Yinxu Huayuanzhuang Dongdi M54 muzhu zaiyanjiu' (Rethinking of the Occupant of Yinxu Huayuanzhuang
Dongdi M54), Sandai Kaogu (Archaeology of the Three Dynasties), vol.5, Beijing, 2013, p. 115.
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Fig. 3. Bronze fanglei, late Shang dynasty, 20 7 in. (53 cm.)
high. The Shanghai Museum Collection. After Zhongguo
qgingtongqi quanji (The Complete Collection of Chinese
Bronzes), vol. 4, Beijing, 1998, no. 113.
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Fig. 4. Bronze fanglei, late Shang dynasty, 24 % in. (62.5 cm.) high. Fig. 5. Another view of the Sumitomo fanglei, late

The Sumitomo Collection, Kyoto. After Sen-oku Hakko: Chugoku Shang dynasty. After Robert W. Bagley, Shang
kodoki hen, Kyoto, 2002, p. 97, no. 114. Ritual B_ronzes inthe ArthL_/r M. Sackler Collections,
B i SRRRASE SRR R ot et TR 106 i T2
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The fanglei (lot 524) represents one of the most monumental and architectural shapes in the
repertoire of Anyang bronzes. A pair of fanglei without foot or flanges was found in the Fu Hao tomb
(illustrated in Tomb of Lady Hao at Yinxu in Anyang, Beijing, 1980, pl. 32). In their comprehensive
survey of Shang and Zhou fanglei vessels, archaeologists Xiang Taochu and Wu Xiaoyan suggested
that fanglei without flanges are the earliest type.® There are two examples that are similar to the Fujita
fanglei, one the Deng Ni fanglei in the Liaoning Provincial Museum, and one without a cover in the
Shanghai Museum (see Zhongguo gingtongqi quanji [Complete Collection of Chinese Bronzes], vol.

4, Beijing, 1998, nos. 112 and 113, respectively). (Fig. 3) Comparing these vessels to the Fujita fanglei,
the flanges on the Shanghai and Liaoning fanglei were cast with projections at the top, indicating a
relatively later date. Another fanglei found in Beiyao, Luoyang city resembles the decorative scheme
of the Fu Hao fanglei but bears flanges that are very similar to the flanges on the Fujita fanglei
(illustrated in ibid, vol. 5, no. 177). Therefore, the date of the Luoyang and the Fujita fanglei should be
earlier than the Shanghai Museum example. The most comparable fanglei to the Fujita example are in
the Sumitomo Collection, Kyoto (Figs. 4 and 5) and in the Nezu Museum, Tokyo (see Sen-oku Hakko:
Chugoku kodoki hen, Kyoto, 2002, p. 97, no. 114 and Kanzo In Shu no seidoki, Tokyo, 2009, p. 33, no.
12, respectively). These two fanglei share a number of similarities with the Fujita fanglei including the
shape, the arrangement of decoration, and the casting technique. It is possible the Sumitomo, Nezu
and Fujita fanglei may have come from the same set and could be dated to the early Yinxu period.

In terms of the casting, the most remarkable feature of the Fujita fanglei is the use of the pre-casting
technique. Many high-relief appendages, such as the D-shaped handles, were made in advance

and then inserted into the mold for the vessel so as to be locked in place when the molton bronze

was poured. Pre-casting is a rather rare technique employed by Shang bronze casters. The earliest
known Shang bronze that utilized this technique is a jia vessel with phoenix-shaped finials found in
Hejia village, Qishan County, Shaanxi province (illustrated in Zhongguo gingtongqi quanji [Complete
Collection of Chinese Bronzes], vol. 4, Beijing, 1998, nos. 59-61). This technique was first invented in
southern foundries and was later introduced to Anyang. Shang archaeology has proven that the higher
the status of the owner, the more diverse his/her bronzes were; some of these bronzes also display a
synthesis of diverse artistic and technological sources as seen on the Fujita fangzun and fanglei.

6Wu Xiaoyan, Xiang Taochu, ‘Shangzhou gingtonggi fanglei xulie ji Min fanglei de niandai wendi’ (Issues on the Chronology
of Shang and Zhou fanglei and the date of Min fanglei), Wenwu, February 2016, pp. 57-72.
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Fig. 6. Bronze pou, late Shang dynasty, c. 1250 BC, 18 % in. Fig.7. Fu Hao pou (one of a pair), late Shang dynasty, c. 1250

(47.6 cm.) high. The Henan Provincial Museum Collection. BC,13%2in. (34.2 cm.) high. Collection of the Institute of
After Zhongguo gingtonggqi quanji (The Complete Collection Archaeology, Chinese Academy of Social Sciences. After
of Chinese Bronzes), vol. 3, Beijing, 1997, no. 76. Zhongguo gingtongqi quanji (The Complete Collection of
ElA MIGH SNBSS By Chinese Bronzes), vol. 3, Beijing, 1997, no. 73.

Bt mieHl mIFR (—HZ—) "RBRE SRR

The massive size of the Fujita pou vessel (lot 525) ranks among the largest pou known. There are
three pou vessels from the tomb of Fu Hao, all with covers: a larger one measuring 47.6 cm. high with
no inscription and two smaller examples measuring 33 and 34.2 cm. high with fu hao inscriptions
(illustrated in Tomb of Lady Hao at Yinxu in Anyang, Beijing, 1980, colour pl. 5 and pl. 29, respectively).
(Figs. 6 and 7) The shape and decoration of the Fujita pou and the Fu Hao pou are very similar,
though the domed cover of the Fujita pou is more rounded. The Fujita pou can safely be seen as
contemporary with the three pou from the tomb of Fu Hao. The larger size of the Fujita pou may
suggest a higher status for its owner.

During the Yinxu period spacers were widely used in bronze casting to support the clay cores that

are independent from the main clay mold, which in turn also ensures an even thickness of the vessel
walls. Sometimes, clay cores were placed inside the bulky appendages to prevent shrinkage flaws. An
example of the use of clay core inside the appendages can be discerned from a small chip on one of
the relief animal heads on the shoulder of the Fujita pou. The material inside the chip is clay core that
was burnt reddish during the pour of the molton bronze and one small hole on top of one animal head
is a core projection which ran from it to the outer parts of the mold assembly to stabilize the clay core.

Fully sculptural animal-form vessels are the rarest specimens of Chinese archaic bronzes. The Fujita
ram-shaped gong (lot 526) is particularly charming for its thoroughly prepossessing ram form. There
were eight gong vessels found in the Fu Hao tomb, one pair of which, Si Mu Xin gong, is in the shape
of stiffly posed quadrupeds (illustrated in Tomb of Lady Hao at Yinxu in Anyang, Beijing, 1980, p. 59,
color pl. 9). The Si Mu Xin gong are highly stylized and cannot be identified as a particular species of
animal. The most comparable examples to the Fujita gong are two other gong vessels with somewhat
peculiar heads: one found in Zhangjia village, Yangxian county, Shaanxi province, and the other in

the collection of the Arthur M. Sackler Gallery, Washington D.C (illustrated in Zhongguo gingtongqi
quanji [The Complete Collection of Chinese Bronzes], Beijing, 1998, vol. 4, no. 91, and by Robert W.
Bagley in Shang Ritual Bronzes from the Arthur M. Sackler Collections, Cambridge: Harvard University
Press, 1987, no. 74, respectively). (Fig. 8) Bagley suggests that these two examples were probably
meant to represent elephants and they display a typical Southern bronze style.” These two examples,
as well as the Fujita gong vessel, are probably of contemporaneous date and probably cast in the

7Robert W. Bagley, ‘A zun from Yang Xian', Shang Bronzes from Hanzhong, vol. 4, Chengdu, 2011, pp. 570-625.

8Robert W. Bagley, Shang Ritual Bronzes in the Arthur M. Sackler Collections, Cambridge: Harvard University Press, 1987,
pp.416-420.
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Fig. 8. Bronze gong vessel with pheonix pattern, late Shang dynasty, 8 % in. (21.9 cm.) long. Collection of the Yangxian
Museum. After Zhongguo gingtongqi quanji (The Complete Collection of Chinese Bronzes), vol. 4, Beijing, 1998, no. 91.
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same foundry.? According to current research on the Shang dynasty bronzes from the Yangtze River
region, similar vessels cast in the South predate their counterparts in Anyang. Anyang bronzes with
Southern influence were cast after the immigration of Southern craftsmen into Anyang during the
reign of King Wu Ding.? Therefore, the date of the Fujita gong should also be early Yinxu period. One
technological trait also indicates that the Fujita ram-form gong was made in Southern China: the
counterparts on the interior wall of the relief areas, such as the eyes and wings of the phoenix pattern
have comforming recessed areas. This is a technique commonly employed by Southern craftsmen to
ensure an even thickness of the vessel walls.

Except for the ram-shaped gong of Southern origin, the three other Fujita vessels examined here
are classic Anyang bronzes. They are contemporaneous to those found in the tomb of Fu Hao and
yet their aesthetic and technical achievement are beyond those bronzes belonging to Fu Hao. Their
differences suggest these three bronzes were made for someone of higher status, possibly a king.

Su Rongyu

Professor, Institute for History of Natural Science, Chinese Academy of Sciences

Y
Ling'ao Tong
Christie’s New York, Chinese Ceramics and Works of Art

9Su Rongyu, 'Hunansheng bowuguan cang liangjian dakouzhejian gingtong yuanzun de yanjiu' (Research on Two Bronze Zun
Vessels in the Hunan Provincial Museum), Hunan Shang Xizhou gingtongqi guoji xueshu yantaohui lunwen (Essays from the
International Symposium on Shang and Western Zhou Bronzes from Hunan), Changsha: 27-28 August 2015; Su Rongyu,
‘Anyang yinxu gingtong jishuyuanyuan de Shangdai nanfang yinsu’ (The Southern Origin of Bronze Techniques Found on
Anyang Yinxu Bronzes), Quanwu toushang: quanwu boguguan gingtongqi toushe saomiao jiexi (Analysis of Bronzes in the
Sumitomo Collection Based on CT Scanning Images), Beijing, 2015, pp. 352-386.
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FHRDABSEMOEIRICED, FETIFZEELE (fETai 1700-1500 £FE)
[CERRRZ RBMELDOLDICAVND LS ICHo e, BiREEDES EHKAiTIE.

PERA¥IHEA (F27ThT 1600-1400 F8) HSHER (fEsThi 1400-1250 FE)
DI TWKDODDFEINREERBEZ R THREL. BRIEOKA (fSThl 1250-1046
FHE) ICRBIEDNZ fo, BAXMEIL IV a v sHRSh3EREDOHE,
HE,. . ZUTEROftIE. SRFOELEERMMNESICHEEIRZDZ T

WeRRDIERTH D RPICET = ROFEISBRIEDHOKRR LMz R

=RIBEFT. BEHOEHBOERE. BRIE CREORBT) DEBINiEN

RMEERMNZERMLTWS, —A. FEOMISHBFLIRIEBICH > FHiEp DR
HTHDBEFIE, CORDBEERIE. BB EDOESYLDEREDEHYIC LD
BEDZEWTW=DTH S,

5 Uik Etih s nicE g E. K/ MLAEEPEROBZENTS
HDELTDREIZB>TWIEND TR, FIEEDELEAZRBIZHDT
bHolc. MEFHDOEHRFLEMZBEHIL. EIDZ LA PEZ R
ICID AN ElE. ENBEXEDMACBRENE > T WD, * HATEL
FlLkdE, BIETIETZADENBIGIL, 273 FIClc>TZDMZRDIZE
WS, ZDOZERREICHEBXICL>TEMITSNTWNS, 1934 F£H S 1935 F£D
Flc. EHFELNREHEILET 11 AEAX—NLOBREIC R IEDEREZ F
BUeh COERBTFORZ UCEBENSIFIFADBRDEHREULNEDN
Siahofc, BLBICTTAT 11 e ¥ ICIE. BOMEREICL>THEN RIS
nTWeh s, FZEICH M1004 SENSEON >lc ZADE R D RIE.
FOFRBOHESZEZATHD (Li Ji and Wan Jiabao, Yinxu chutu gingtong
dingxingqi zhi yanjiu [Research on the Bronze Ding Vessels Unearthed from
Yinxu], Taipei, 1970, pls. 25-31 Z58). BOELEIHNTEHRIR_ EDE AR
BEFBLUCWEEEE BT WS,

TS ZHEUT | BEHEMNEE
S i g (C B@@F% ZR

B2 ST 20R)

ST EsFT)

EHRZENEBULBIESKENUIBVD, E>TWSMDIERDFRICED
HWBENRELTVNBEWVNSZERFRBDZBLEBZ5H ? EREEMEIFET 55

FEHOSMBOLELESHEMEBHESEZRZE. WOHDEIEHESNZNE

LNV, e BFROENSERINHRRELN. EOERBERITICHo
TUOEDDEEZRHELTNBLESS, °

FE (AOvh 523) OFEKMEBRLGEHOEDTS . THERAEHRZzAR
FT2HDEE>TEW FAROAEN=R. BIFENSHELTWSH, BED
[FIRIF DIDH D, EDSHULDRSNILSBIOAE, BOO_RIFH-o&
HOEW—NDOAET “F Qiao A" (Qiao &, B “R". HIH “H") &\
g ZIENTWS (Tomb of Lady Hao at Yinxu in Anyang, Beijing, 1980, color
pl.8and pl. 20 228 K 1-2), ‘1B & “F Qiao X" DHDH DAL
BEEDCEBNLBTRD, EE5HRERBRNDFROEIIIVETDEY
YavOEEELEHTND, £fEl. HOHLDOEMONBRFELZ>TNT, ‘7
F OABOEDOIHDEMHFEH THDDICK L. “F Qiao X" OHED
HiTE. LY—TROEHIAESINTNS, MEDHEDEDRORSHIESE,
BOBACRSNDBEREICH S, “F Qao #X" OABICIFEEDEDZ
NZNOFRICEYDETHH>T. ZDICHINEDIREE DRH > TS,
—A. “I#F OABFEDOOEZENZNOFRICEDIESN, £1—F—IC
BRI OBEEMNRS NS, BEEMEOHERFITOR—Y3 Y DORTIE
“B] Qiao B OABITEVDY BEEHMDORT “FF OABELIPTNS,
BRREEMEEOAENRFENSEON > =DDEFIEEHR>TVEDIE. F
%@t7/3/tﬂfﬂ0)ﬁl3ﬁj\0ﬂ)17ﬂ<_‘fﬂlb\m4k SRS N TVWER T Fhick
EHNV S ZS BB THRMOENLEDICHE>TND, RAKOFET. BEEY
@%ﬁﬁfﬁb\“ﬁﬁénfc%d)ﬂﬁ@ﬁgt LT, REOERERM M54 SENSRED

"Yang Xizhang, Gao Wei ed., Zhongguo kaoguxue: Xia and Shang (Archaeology in China: Xia
and Shang Dynasties), Beijing, 2003, pp. 188, 253, and 294.

2Yue Hongbin, Yinxu gingtong ligi yanjiu (Research on the Yinxu Bronze Ritual Vessels),
Beijing, 2006, pp. 263-268.
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SIRIFIIRIESOE BT (FEML fC7TAT1250~11924EE) DEDVEN T, 1976EICEHFE
CE-TENMKR SN, EORERFELZOMAICT U TERZDBREDRESTeh ZOFFER
HETH ol BH%, ZEH. Y. AREHROLSBREEAERESH. BES1S5MVICRR
196 RDBEMRI/NROH olc, ZDHFEEFRET BOFVWRMDAVLSNTWS, FicEN
TAEROFICIEFFEBETIHISBELTCEBAICL>TESNIEEDHH D,



hofc “BR OFENBHIFS1S (Yue Hongbin ed., Ritual Bronzes Recently
Excavated in Yinxu, Kunming, 2008, pp. 156-7, no. 64 #58), Wz&EDHIC
&, EMSIHLORSNIEESR. TASH UL OAERENFRTEICETD
Y47 T, BEOBWAEIR. BFIRBOBEORICHEZZ TLbDTHDEIE
BI260bW\\3, ' EHZEHICLD . TEEERM M54 SEDETH IR,
FEEENSVY TR, MABHDOEEY FADAPEHES N, BOETH
ZEETESL. ZOMITIBES NI EWS, * BRAEMEOEROLSIC. &
DOEWOR—Y 3> UcRBOAEE. FEFEBOSHEICHEEZZ I
DEHBLTEEWRWESS,

HE (Ovk524) iF REOSHBOFTERDE= 1 XAV FILTREENLR
ZUIEHDDVEDTH D, RFENSIE. HPEOBVW—FOHENEDH >
fc (Tomb of Lady Hao at Yinxu in Anyang, Beijing, 1980, pl. 32 #£8R), &
HEE AR E SRS, BEHERATHOAEICOVWTOIIEN RO H
T, BOBRWHRE, BHIMMOEDOTHZERBLTW\S, * BHEEMNEOS
8L LPEFANZREDN>TVEH, O EDIEFE EBEMEIFTR T 2ED
BUWAHE., HS50EDREZEBYENFRI D "EF ABTHD, DD
DHEF, THEEFRR(EE) OF TEIFRBOEDESNTWS (Zhongguo
gingtongqi quanji [Complete Collection of Chinese Bronzes], vol. 4, Beijing,
1998, nos. 112 and 113 5. K 3), T S5EZBEHEMEDHEL LRI D&,
EEYEEESEBYEOHEORICIIERROEMHNFEHINTHD.,
BNROBRDOBDTH BN B, EETILETREON >RIOHEIL.
EMREDR CIIRIFOAELLTNED, BEHEMEOAELIFREICK LU
BHRESND (ALEE, vol. 5, n0.177 Z58R), LichoT. &L BEHEMEE
DAL, EEEYECEANLIDEVRROEDEEZIZNETHD, BHE

MEEDIERICRD KB ARY,. RBOREEHE - FRIL IV avE. B
ROWEEMBICARINTNS (TREEE  FEGHFHRRI. REB. 2002 £,
97 B. 114 FEARREME MER BRAOSHER. =R 20094, 338, 12 &
ZBR K4, TO=D0HRICIF. B EMOERE. HERMTAE, <D
BUEDH D, ZDI3RIFRACTIL—TICBITZEDERDIENTE, BRIED
PDHOBRKDEDEEZ 5N S,

FEORNSRZE. BREMEDOARICROBEERFHIE. TLFrALD
BMHAAVWSNTWERTE, D DLSBFEZUEF (K5) HE, EEHE
AD%LIE, BRllcHKBE S iz, BRIANESAEN DRI UL D RELSHT
ICEESNZ&5BRB|ORICIFDHAFNTce TLF P ANIEEHDERHIRDEHE
TIEL>TRASNIDRODELWEIT T, ZOEMMAVS iz o5
B|BDSE, HISNTVWIHTRHEDHDIF. BRAZFIFLEMRN TREIN:
BEDZERIRDEMDH 23 TH S (Zhongguo gingtongqi quanji [Complete
Collection of Chinese Bronzes], vol. 4, Beijing, 1998, nos. 59-61 £#), Z®
BiE LR OEERNERL. BRICEBICHEAIN, AEHICETS
ZHFHMARICEID, FEFOMULIBITNIEBWEE. FIEI25HEFDEE
O ZIRIChlcofcZENMBENT WS, IS5 UIcERRDHICIE. BHEEMEE
DAHEPHBICESNZLSIC. Eili. BTNICZSHRRERZREICHKEGSE
fcbDHH 5.

BEEHEMEMMBOBORESE. SN TWSEHDOFR THERADEIEICAD, 7
WEANSE=ZRDIEAMNHELELTVWT, WIhEERDEDTH D, HoEHKRE

BEDIFES 47.6 cm THEDRL. FhEDNSBRIREE SN ZNZN 33 cm
& 34.2cm T, ‘BRI O#NES5NS (Tomb of Lady Hao at Yinxu in Anyang,

4The Hunan Provincial Museum and Shanghai Museum ed., ‘Min’ Fanglei and Selected
Bronze Vessels Unearthed from Hunan, Shanghai, 2015, p. 104.

5He Yulin, 'Yinxu Huayuanzhuang Dongdi M54 muzhu zaiyanjiu’ (Rethinking of the Occupant
of Yinxu Huayuanzhuang Dongdi M54), Sandai Kaogu (Archaeology of the Three Dynasties),
vol.5, Beijing, 2013, p. 115.

6\Wu Xiaoyan, Xiang Taochu, ‘Shangzhou gingtonggi fanglei xulie ji Min fanglei de niandai
wendi’ (Issues on the Chronology of Shang and Zhou fanglei and the date of Min fanglei),
Wenwu, February 2016, pp. 57-72.

7Robert W. Bagley, ‘A zun from Yang Xian', Shang Bronzes from Hanzhong, vol. 4, Chengdu,
2011, pp. 570-625.
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Beijing, 1980, colour pl. 5 and pl. 29 &8 X 6-7), EEHEEMEFAROIEIE.
R—LROBNEDAAZFTPTNZEDD, FALELIOE TIERIT O &R
TELBTWS, FEHEEMEORISHEFENSEON > =REAKRDDDE
BTHEBWRWESS, BEEMEBORO YA INEDREVEVWSEEF, F
SEOHUNLDEVNEDTH > EZRELTNS,

BBRORRICIE. SHOHFEDR, MEOBEEELHOLREASEIZILIR

EBTXZ5kHic. AR—U—HNE<AVShIzD, ZOZEICE>T. BERDE
D—REIHERICESNDLDIcEofc, EEITE. PBEICKZ2BRERS

feth. RIENSEEHRLILH,ORIMICHEBENANSNDZEEbH e RBEED
SORICKLENRVShTWSHEIE, BERXMEDHRDBID DY DE

DLI)—TDOEDICHBDINSBRITNSRZZENTED, REDAIBDORM

(EAB T T2 EEATIRICEE T TR IE B>k BT BIYMDBEIESICH S
INS RN, $EBZAILTCEET Ziedic. NHSEDNAERSITEMNES H
LTWeEDTH B,

SERICHANBREYOR % UlcREld. FEHROERBOFTEIEICHT
H3, BRHEEMBEOEROMIE. ZOMHTESLWEDEDZICEDDITH

AN, BFENSREB=ZROMMNERINTVID, ZTOSEO_KTHIEH
FhtE. ThE>STEBTIOIREY TH S (Tomb of Lady Hao at Yinxu in
Anyang, Beijing, 1980, p. 59, colour pl. 9 £18), AAEMtIFIETICEKIA LS
TWT, BEDBELTHAITEEIFTERN, BHEMEORICREIEVG
&, —EZDoESERODZDOOMT. OEDIFRARERERERNTREDN >

fcbdD. 50DV R D.C.OF—Y— -M-HYvyo5—-aL V3>
[EA>TWBHDTH S (Zhongguo gingtongqi quanji [Complete Collection
of Chinese Bronzes], vol. 4, Beijing, 1998, no. 91 &&U* Robert W. Bagley,
Shang Ritual Bronzes from the Arthur M. Sackler Collections, Cambridge:
Harvard University Press, 1987, no. 74 Z&#& . [X 8), N\ U—ld. 2DZD
DIEFIFRERBELELS EBRIUTESNIZH DT, FEEPOFE AR DHEEWRN
ZERLTWBERNRTWS, T BEHEMEO/E ZDOZDDEFEEHZ 5 < FARAK
DEDT RUHEFRTHESNIbDEEZ SN 3.’ B IREBTHES hz.
EEHHOFRRICEIIRITOMRICLD L. AROTRB/ILZHEDOEDLD
RIICESBTHERES N W EWS, MEOREZRFRGOEHRRF. RTD
A IO AN RBABELTE INSEHEES NI LSBT, ° Lich'>
T. BREEMEOBOERD. RIBERFROIBEEZDINELES, Fie. Kl
HREOOEDIF. BHEMNEOFFEOMMNFEBE CHESNIEDTH B E
ZRLTWS, BEDBYPROXFAE, L —7ROPLAHOAEEICIF. Zn &V
EDESKEHIDH D, NIEHEHBRDEDEHAZII—REDICT DIHICEED
DEEAN—IRIICBWT Wi T 5o,

B TESNIEEROBZERNE LT, T2 THOMUCEBEREMEOO= A0S
BEERRGOSHEBTH . INSERFETCERRESINCEHREARAD
HDREH, ZDEFN - RINHWERIFFEIFOSEHFEZEZELTND, COWMED
EWNE, BEEMEO=A0ERBINRIFLDEISICEWICHDE. HF
SLIEEDEHIESNIEEDTHZZEERBRUTWSDTIERWEZSH,

8Robert W. Bagley, Shang Ritual Bronzes in the Arthur M. Sackler Collections, Cambridge:
Harvard University Press, 1987, pp.416-420.
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9Su Rongyu, ‘Hunansheng bowuguan cang liangjian dakouzhejian gingtong yuanzun de
yanjiu' (Research on Two Bronze Zun Vessels in the Hunan Provincial Museum), Hunan
Shang Xizhou gingtongqi guoji xueshu yantaohui lunwen (Essays from the International
Symposium on Shang and Western Zhou Bronzes from Hunan, Changsha: 27-28 August
2015; Su Rongyu, ‘Anyang yinxu gingtong jishuyuanyuan de Shangdai nanfang yinsu’ (The
Southern Origin of Bronze Techniques Found on Anyang Yinxu Bronzes), Quanwu toushang:
quanwu boguguan gingtongqi toushe saomiao jiexi (Analysis of Bronzes in the Sumitomo
Collection Based on CT Scanning Images), Beijing, 2015, pp. 352-386.













~523 ‘ A MAGNIFICENT AND HIGHLY IMPORTANT

BRONZE RITUAL WINE VESSEL, FANGZUN
LATE SHANG DYNASTY, ANYANG, 13TH-11TH CENTURY BC
The decoration on each of the four sides of the faceted vessel is arranged in
horizontal registers divided by vertical notched flanges which are repeated
at the corners. The main register of the tapering mid-section is cast with
large taotie masks with dragon-shaped horns, each flanked by descending
kuidragons on either side and below a narrow register of confronting kui
dragons with elephant trunks. The high foot is similarly decorated with

taotie masks below a narrow register of confronting kui dragons with

hooked beaks. The canted shoulder has a band of confronting kui dragons
centered by relief animal masks and separated by mythical birds crowned

by monster masks with bottle horns on the corners, all below a flaring neck
with a band of upright blades enclosing dispersed elements of taotie above
pairs of confronting kui dragons. All of the decoration is cast in crisp relief
and reserved on leiwen grounds. The surface has a smooth dark green patina
with some areas of light malachite encrustation.

20%in. (52.4 cm.) high, gold and silver-inlaid wood stand, Japanese
double wood box, metal liner inscribed with a cyclical date, gui hai year,
corresponding to 1923

$6,000,000-8,000,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED

Tokyo, Nihon Keizai Shimbun Inc., Chugoku In Shu dokiten (Exhibition of
Chinese Bronzes from Yin and Zhou Dynasties), 25 November-7 December
1958.

Osaka, Nihon Keizai Shimbun Inc., Kodai Chugoku Seidoki Meihinten
(Exhibition of Masterpieces of Ancient Chinese Bronzes), 30 August-11
September 1960.
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Square (fang) vessels had great significance to Shang ruling elites and are much more rare

than their rounded-form counterparts. The first vessel type to be cast in square cross section

is the ding, such as the massive early Shang fangding (100 cm. high) found in Duling, Zhengzhou

city, illustrated in Shangyi yiyi sifang zhiji, Hefei, 2013, p. 61. Scholars have noted that the casting of
fangding is more difficult than round ding and that massive fangding vessels were reserved for nobility
of the highest rank and symbolize royal power, (see ibid., p. 60). During the late Shang dynasty, a few
other select vessel types were also made in a square shape, such as fangzun.

Fangzun of such a large size and with such fine casing such as the Fujita example are exceptionally
rare. Two fangzun vessels of very similar form but decorated with dissolved elements of taotie in

the mid and lower sections include one in the Sumitomo Collection, Kyoto, and one in the Hunan
Provincial Museum, illustrated in Sen-oku Hakko: Chugoku kodoki hen, Kyoto, 2002, p. 60, no. 69, and
‘Min’ Fanglei and Selected Bronze Vessels Unearthed from Hunan, Shanghai, 2015, no.7, respectively.
A pair of fangzun vessels of smaller size bearing Ya Zhi clan signs were found in Guojiazhuang
M160, Anyang City, and are illustrated by Yue Hongbin ed., Ritual Bronzes Recently Excavated in
Yinxu, Kunming, 2008, nos. 125, 126 (43.9 cm. high) and no. 127 (44.3 cm. high). It is interesting to
note that the animal heads in relief on the shoulder of the two Ya Zhi fangzun are removable, unlike
the sculptural figures on the Fujita fangzun which are fixed on the shoulder by casting. Compare,
also, a pair of fangzun formerly in the Qing imperial collection and now separated, one in the Palace
Museum, Beijing, illustrated in Bronzes Gallery of the Palace Museum, Beijing, 2012, no. 11, and the
other in the National Palace Museum, Taipei, illustrated in Shang Ritual Bronzes in the National Palace
Museum Collection, Taipei, 1998, no. 88. These two fangzun are more closely related to the Ya Zhi
fangzun in shape and decoration and bear nine-character inscriptions: ya chou zhu si yi tai zi zun yi
('Zhusi from the Ya Chou clan made this ritual vessel for princes'). The Ya Chou was a clan active in
the late Shang dynasty in modern day Shandong province. Between 1965 and 1966, archaeologists
found the cemetery of the Ya Chou clan in Sufutun, Qingzhou City, Shandong province. One of the
tombs in the Ya Chou clan cemetery is cross-shaped with four ramps, a format used for tombs of
Shang kings. The National Palace Museum has two further fangzun bearing Ya Chou clan signs (see
ibid., nos. 89 and 90). All three Ya Chou fangzun in the National Palace Museum are dated to the late
Anyang period (12th-11th century BC). The projections on top of the flanges around the mid sections
of the Ya Chou fangzun and the fact that their lower sections are cast without clay core extension
holes indeed indicate a later date than the Fujtia fangzun.

One of the most remarkable features of the Fujita fangzun are the three-dimensional mythical bird-like
creatures that adorn each corner of the shoulder. They feature prominent hooked beaks, wings, curled
tails, and most notably bottle-horned monster masks
that crown the birds” heads. Similar bird-like creatures
appear on the aforementioned Sumitomo fangzun, as well
as in a small bronze zun wine vessel in the Art Institute

of Chicago. (Fig. 1) The hybrid between mythical animal
and real animal/bird is a common way of creating new
motifs in Shang bronze art. The Shang people’s interest
in hybrid animals can also be seen in the kui dragons with
elephant trunks in the top band of the mid-section of the
Fujita fangzun. In fact, the horns of the main taotie motif
on the Fujita fangzun are replaced by pairs of bottle-
horned kui dragons shown in profile. Similar depictions of
taotie with dragon horns can be found on a hu vessel sold
at Christie’s New York, 16 September 2010, lot 831, and

a massive pou vessel in the Nezu Museum, illustrated in
the Nezu Museum, Kanzo In Shu no seidoki, Tokyo, 2009,
p. 25, no. 5.

Fig.1. Bird-Shaped Wine Vessel, Shang
dynasty (c. 1600-1050 BC), Lucy Maud
Buckingham Collection, Art Institue of
Chicago, 1936.139, The Art Institute of Chicago
/ Art Resource, NY.
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The present fangzun as illustrated by Sueji Umehara, Nihon shu-choshinakodo-seika (Selected Relics of Ancient Chinese Bronzes from Collections in Japan), Osaka: Yamanaka & Co., 1960, vol. 2, no. 132.
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~524 ‘ A MAGNIFICENT AND HIGHLY IMPORTANT

192

BRONZE RITUAL WINE VESSEL AND COVER,
FANGLEI

LATE SHANG DYNASTY, ANYANG, 13TH-11TH CENTURY BC
The decoration on each of the four sides of the high-shouldered, tapering
body is arranged in horizontal registers divided by vertical flanges which are
repeated at the corners. The two lower registers are cast in relief with large
taotie masks, one of which is centered by a D-shaped handle surmounted by
an animal mask. In the register above, a forehead shield symbolizing a taotie
mask is flanked by a pair of birds, which are repeated on the rectangular
neck. The rounded shoulder is cast with pairs of dragons separated on two
sides by an animal mask in high relief, and on the other two, narrower sides,
with a pair of animal-mask-surmounted, D-shaped handles that suspend
loose rings cast with four eye patterns. All of the decoration is cast in crisp
relief and reserved on leiwen grounds. The surface has a dark green patina.

25in.(63.5 cm.) high, gold and silver-inlaid wood stand, Japanese double
wood box

$5,000,000-8,000,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED

Tokyo National Museum, Exhibition of Eastern Art: Celebrating the Opening
of the Gallery of Eastern Antiquities, 12 October to 1 December 1968.
Osaka, Fujita Museum, Exhibition of Ancient Chinese Art, Spring 1978.
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Fang/ei are amongst the rarest, most imposing, and most majestic of Chinese archaic bronzes.
The largest fanglei known appears to be the Min fanglei (88 cm. high), sold privately through
Christie’'s New York in March 2014, and now kept in the Hunan Provincial Museum. See ‘Min’ Fanglei
and Selected Bronze Vessels Unearthed from Hunan, Shanghai, 2015, no. 1. According to research by
Xiang Taochu of the Hunan University and Wu Xiaoyan of the Hunan Provincial Museum, there are
only 45 examples of Shang and Western Zhou fanglei, the majority of which are in major museums
around the world. See Wenwu, 2016, no. 2, p. 58 and Appendix 1.

Shang and Western Zhou fanglei can be divided into three groups based on the arrangement of their
decoration. The first type has whorl-cast bosses centered by relief animal masks and loop handles
around the shoulder, such as an early Yinxu example without a cover found in Huayuanzhuang Dongdi
M54, illustrated in Ritual Bronzes Recently Excavated in Yinxu, Kunming, 2008, p. 165; and an early
Western Zhou example in the Shanghai Museum, illustrated by Wu Xiaoyan and Xiang Taochu, op.
cit., p. 59, fig. 6. The second type has two narrow friezes of decoration on the shoulder and upper
body and a band of taotie-filled blades pendent around the lower body, such as the fanglei formerly
in the Sze Yuan Tang Collection, offered at Christie's New York, 16 Sep 2010, lot 838; one with a Ya
Yi clan sign, thought to have come from a royal Shang tomb at Xibeigang, Anyang, now in the Okada
Museum of Art, Hakone, illustrated by Sueji Umehara in Nihon shucho shina kodo seika (Selected
Relics of Ancient Chinese Bronzes from Collections in Japan), vol. 1, Osaka, 1959, no. 6; and another
example in the Nezu Museum, illustrated ibid, no. 13. It is interesting to note that the Nezu example
has taotie masks cast upright on its cover, whereas most of the taotie motifs cast on covers are
inverted, as seen on the Fujita fanglei.

The third and most elaborate type has multiple friezes of kui dragons and taotie fully embellishing

the body, such as the present vessel. Other known examples include two very similar fanglei, one

in the Sumitomo Collection, Kyoto, illustrated in Sen-oku Hakko: Chugoku kodoki hen, Kyoto, 2002,

p. 97, no. 114, and the other in the Nezu Museum, Tokyo, illustrated in the Nezu Museum, Kanzo In
Shu no seidoki, Tokyo, 2009, p. 33, no.12; one without a cover in the Shanghai Museum, published
extensively, including by Wen Fong, ed., The Great Bronze Age of China, The Metropolitan Museum of
Art, New York, 1980, no. 27; one with a Ya Chou clan sign in the Palace Museum, Beijing, illustrated in
Zhongguo meishu quanji: gongyi meishu 4, Beijing, 1987, no. 126; and a Western Zhou example in the
St. Louis Art Museum, illustrated by S. D. Owyoung in Ancient Chinese Bronzes in the Saint Louis Art
Museum, St. Louis, 1997, no. 24.
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The present fanglei as illustrated by Sueji Umehara, Nihon shu-cho shina kodo-seika (Selected Relics of Ancient Chinese Bronzes from Collections in Japan), Osaka: Yamanaka & Co., 1959, vol. 1, no. 18.
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~525 ‘ AN EXTREMELY RARE MASSIVE BRONZE

RITUAL WINE VESSEL AND COVER, POU
LATE SHANG DYNASTY, ANYANG, 13TH-11TH CENTURY BC

The broad, rounded body is raised on a tall, slightly splayed foot crisply

cast with three taotie masks formed by three pairs of elongated dragons
confronted on heavy notched flanges. The lower register of the body is
decorated with three large taotie masks with bulging eyes, each flanked by
small descending kui dragons, beneath a plain, narrow band and a wider
band of dragons confronted on three animal masks on the wide shoulder.
The domed cover is cast with three large upturned taotie masks centered
and divided by heavy notched flanges, all beneath a tall segmented knob.
Each band is castin high relief and reserved on leiwen grounds. The surface
has a silvery patina with areas of malachite encrustation.

22%in.(57.2 cm.) high, gold and silver-inlaid wood stand, Japanese double
wood box

$4,000,000-6,000,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.
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Minao Hayashi, In Shu jidai seidoki no kenkyu (Conspectus of Yin and Zhou
Bronzes), vol. 1 (plates), Tokyo, 1984, p. 313, pou no. 39.
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I he pou form was popular during the middle Shang and early Yinxu periods, circa 14th-13th
century BC. While most of the pou vessels were made withour covers and feature flat-cast
decoration, the Fujita Museum pou, with its high-relief decoration, massive size, and a fitted cover, is
one of the best of its type. It is also important to note that the Fujita Museum pou appears to be the

third largest example among all the published examples of pou.

A covered pou of similar form and with similar layout of decoration, but of smaller size (50 cm. high),
formerly in the collection of Fujita Tokujiro, is illustrated by Sueji Umehara in Nihon shucho shina kodo
seika (Selected Relics of Ancient Chinese Bronzes from Collections in Japan), vol. 1, Osaka, 1959, no.
11. The Fujita Tokujiro pou is decorated with backward-turned kui dragons on the shoulder whereas
the shoulder of the Fujita Museum pou is decorated with confronted kui dragons. The taotie on the
body of Fujita Tokujiro pou are depicted without bodies, as are those on the Fujita Museum pou. A pou
vessel in the University of Pennsylvania Museum of Archaeology and Anthropology is almost identical
to the Fujita Tokujiro pou but of even smaller size (45.7 cm. high). (See Horace H. F., Jayne, ‘The
Chinese Collections of The University Museum: A Handbook of the Principal Objects’, The University
Museum Bulletin, 1941, no. 9, pp. 2-3.) It is interesting to note that the Fujita Museum pou shares a
very similar distinctive silvery patina with the University of Pennsylvania pou. A set of one large pou
(47.6 cm. high) and a pair of smaller pou (34.2 and 33 cm. high) was found in the tomb of Fu Hao.
See Tomb of Lady Hao at Yinxu in Anyang, Beijing, 1980, col. pl. 5 and pl. 29, respectively. The Fujita
Tokujiro, the Fujita Musuem and the University of Pennsylvania pou may also be seen as coming from
the same set.

Another similar covered pou vessel of slightly smaller size (54 cm. high) from the J. Pierpont

Morgan Collection, now in The Metropolitan Museum of Art, New York, is illustrated in ‘Asian Art

at The Metropolitan Museum'’, The Metropolitan Museum of Art Bulletin, summer 2015, no. 10. The
Metropolitan Museum pou shares the same layout of decoration with the Fujita pou, although some
details of decoration vary. The Metropolitan Museum pou has extra pairs of hooked-beaked birds
below bodies of kui dragons on the shoulder and extra pairs of small kui dragons below bodies of
taotie on the foot. The largest pou known is a covered pou vessel bearing a Ya Yi clan sign in the Nezu
Museum (62.4 cm. high), illustrated in Kanzo In Shu no seidoki, Tokyo, 2009, p. 25, no. 5. The Ya Yi
bronzes were reputedly from a royal Shang tomb at Xibeigang, Anyang city (see Sueji Umehara, op.
cit., no. 5). The imposing size of the Ya Yi pou does indicate an extraordinary high status, however its
surface decoration is flat-cast. The layout of decoration on the Ya Yi pou also differs from the other
large pou vessels cited above, as it includes two additional decorative bands, one along the rim of the
cover and one above the central taotie band on the body. Another covered pou (48 cm. high) is in the
Idemitsu Museum of Art, Tokyo, illustrated in Selected Masterpieces from the Idemitsu Collection, vol.
1, Tokyo, 1986, no. 164. The cover of [demitsu Museum pou has a narrow band of decoration similar to
that on the cover of Ya Yi pou. A covered pou found in Huangcai township, Ningxiang county, Hunan
province (42.5 cm. high), now in the Hunan Provincial Museum Collection, is illustrated in ‘Min’ Fanglei
and Selected Bronze Vessels Unearthed from Hunan, Shanghai, 2015, pp. 138-147, no. 11. The Hunan
pou features a sculptural coiled dragon as the knob of the cover, a trait which can also be found on the
pou (60.7 cm. high) in the Tokyo National Museum, a gift of Mrs. Sakamoto Kiku, illustrated by Robert
W. Bagley in Shang Ritual Bronzes in the Arthur M. Sackler Collections, Cambridge, 1987, p. 108, fig. 136.
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The present pou as illustrated by Sueji Umehara, Nihon shu-choshinakodo-seika (Selected Relics of Ancient Chinese Bronzes from Collections in Japan), Osaka: Yamanaka & Co., 1959, vol. 1, no. 10.
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X WINE VASE, “PEM WITH TAOTIEH AND
DRAGON ORNAMENT
Height 52.4 cm.
Yin Dynm

Fujite Art Musenm, Oumla
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RARE BRONZE RITUAL RAM-FORM WINE

VESSEL, GONG

LATE SHANG DYNASTY, 13TH-11TH CENTURY BC

The animal is cast standing foursquare and fitted with an elongated cover
ending inaram’s head with prominent C-shaped horns. The top of the cover
is decorated with a pair of kui dragons and a taotie mask and is set with a
standing kui dragon with curling tail and a small standing bird at the center.
The body is cast on each side with a large crested bird, its clawed foot
extending downward onto the legs of the ram and its elongated tail curling
around the ram'’s haunch. The chest of the ram is further decorated with

a pair of crouching tigers. All of the decoration is cast in shallow relief and
reserved on leiwen grounds. The patinais of yellowish-brown color.

8% in. (22 cm.) long, Japanese double wood box
$6,000,000-8,000,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED

Tokyo, Nihon Keizai Shimbun Inc., Chugoku In Shu dokiten (Exhibition of
Chinese Bronzes from Yin and Zhou Dynasties), 25 November-7 December
1958.

Osaka, Nihon Keizai Shimbun Inc., Kodai Chugoku Seidoki Meihinten
(Exhibition of Masterpieces of Ancient Chinese Bronzes), 30 August-11
September 1960.

Tokyo National Museum, Exhibition of Eastern Art: Celebrating the Opening
of the Gallery of Eastern Antiquities, 12 October to 1 December 1968.

LITERATURE

Masterpieces in the The Fujita Museum of Art, vol. 1: Arts and Crafts, Fujita
Museum, Osaka, 1954, no. 74.

Chugoku In Shu dokiten (Exhibition of Chinese Bronzes from Yin and Zhou
Dynasties), Nihon Keizai Shimbun Inc., Tokyo, 1958, no. 16.

Kodai Chugoku Seidoki Meihinten (Exhibition of Masterpieces of Ancient
Chinese Bronzes), Nihon Keizai Shimbun Inc., Osaka, 1960, no. 18.

Sueji Umehara, Nihon shucho shina kodo seika (Selected Relics of Ancient
Chinese Bronzes from Collections in Japan), vol. 4, Osaka, 1961, no. 267.
Shigeki Kaizuka, ed., Sekai Bijutsu Zenshu: Chugoku 1, Yin, Shu, Sengoku
(Complete Collection of the World's Art: Chinal Yin, Zhou, and the Warring
States), vol.12, Tokyo, 1962, no. 9.

Exhibition of Eastern Art: Celebrating the Opening of the Gallery of Eastern
Antiquities, Tokyo National Museum, 1968, p. 62, no. 245.

Seiichi Mizuno, Asiatic Art in Japanese Collections: Chinese Archaic Bronzes,
vol. 5, Tokyo, 1968, pl. 47.

Masterpieces in The Fujita Museum of Art, Fujita Museum, Tokyo, 1972,
no.91.

Minao Hayashi, In Shu jidai seidoki no kenkyu (Conspectus of Yin and Zhou
Bronzes), vol. 1 (plates), Tokyo, 1984, p. 373, yi no. 24.

Takayasu Higuchi, Jiro Enjoji, ed., Chugoku seidoki hyakusen (100 Selected
Chinese Archaic Bronzes), Tokyo: Nihon Keizai Shimbun, 1984, no. 20.
Rong Geng, Yin Zhou gingtongqi tonglun (Conspectus of Yin and Zhou
Bronzes), Beijing, 1984 (reprinted in 2012),p. 50, pl. 74.

Robert W. Bagley, Shang Ritual Bronzes in the Arthur M. Sackler Collections,
Washington D.C., 1987, p. 420.

Zhongguo meishu quanji: gongyimeishu 4, gingtong (I), (Complete Collection
of Chinese Art: Works of Art 4, Bronze 1), Beijing, 1990, p. 114, no. 123.

Zhu Fenghan, Gudai zhongguo gingtongqi (Ancient Chinese Bronzes),
Tianjin, 1995, p. 195, fig. 3.34.4.

Zhongguo gingtongqi quanji: Shang (4) (Complete Collection of Chinese
Bronzes: Shang), vol.4, Beijing, 1998, p. 89, no. 90.

Ma Chengyuan, Zhongguo gingtongqi (Chinese Bronzes), Shanghai, 2003,
p.233,fig.13.

Ichirou Kominami, Kodai Chugoku Tenmeito Seidouki (Ancient China, Decree
and Archaic Bronzes), Kyoto, 20086, p. 59.

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM

FIREER Bt

FRiE
KR BEHSEAT BB 2T AR 19405ER)
RE

HE BAEEHE (FEEEREER)  1958F1MB25BE1287H -
AR BAEESRES (HRTESERERE)  1960F88308E9/M
E| o

BRI TR (BUEEME | EFMERERR)  1968F10812HZE128
18-

iRk

(BEREMTEmRELSR ) » E— BEZEREE KBk 19545 fRIR74 -
(PEIR: Btz RE ) - BAKEFHE 55 19585 {RE%16
(ERFTESERSRE)  BALEHREM Kk 19605 75718
BEFE ( BARRFESZIBHIFEE) » B0Y KPR 19614 §R5R267
BIFZERE (EREM2%E: hE1 BB 8 ) » 12 15 19625 iR
579 e

(BRI  RFEMELR) RREZIEYEE 1968 628 fREE245 ¢
IKEFE— (B 8028 ) B HZ 19685 E47 -
(BEEATESRELR )  BREEME 15 19725 fRiR91 -

MEEX (BRERKSHENAR)  &— (BHR) ' B]= 198443738
(224

WBOMEE BRSRER (PEISHEER) BRe 19845 fRFa520 -
BE (BRESHZEE) b5 19844F (20125 BHR) ' 508 E74 -
Robert W. Bagley ® { Shang Ritual Bronzes in the Arthur M. Sackler
Collections) » 81819875 » 4208 »

(hEIZEM 25  TEEMIRS ) > b= 19905%F  M48 fRsR123

KEH (HRFESIRE)  KiE2 199571958 [E3.34.4 ¢
(rEIERzE2E E(4) ) B4 4b=19985F 898 ' {75790

BiEiR (PEISFeE) » £ 20035 2338 E13°

WNE—BB (EFREXRGmESIEE) =&k 2006 E59 -

BEERZ ) LRI SRR E  LIF QRS - FEME] AMAEANFS
Lih E% - IREEMAIRIE—$/NE - EmES & ER—FikEEge  milfhR
AN - EBREH—ARLE ETEESE -BRMHERNC LNIBZEAY
TR - [RAPRI MBI E SR EAYZIZREEAC IR KRS ILUIREEE
ik

RIREER  FSR/RAESTILFEAE









Fully sculptural animal-form vessels are the rarest forms of Chinese archaic bronzes. The only
complete Shang example that appears to have been offered at auction is a buffalo-form zun
sold at Christie’s New York, 1 December 1988, lot 143. The Fujita gong is particularly charming for

its thoroughly prepossessing ram form. Compare two other gong vessels of related form, but with
highly stylized elephant heads: one in the collection of the Arthur M. Sackler Gallery, Washington
D.C., illustrated by Robert W. Bagley in Shang Ritual Bronzes in the Arthur M. Sackler Collections,
Cambridge: Harvard University Press, 1987, pp. 416-420, no. 74; the other excavated in 1983 from
Zhangjia village, Yangxian county, Shaanxi province, illustrated in Zhongguo gingtongqi quanji
(Compendium of Chinese Bronzes), Beijing, 1998, vol. 4, p. 90, no. 91. The ram had special prominence
amongst southern bronzes, i.e. bronzes discovered in and likely to have been cast in the Yangzi River
region. The most notable examples are the four-ram zun from Ningxiang, Hunan province, now in the
National Museum of China, and two double-ram zun in the Nezu Museum, and the other in the British
Museum (see ibid., nos. 115, 132, and 133 respectively).

There are twelve other known Shang quadruped animal-shaped vessels, including four buffalos,
three elephants, two mythical animals, one boar and one rhinoceros, all in museum collections. The
Hunan Museum holds three quadruped animal vessels: a gong of buffalo form, a zun of elephant
form, and another zun of boar form, all found in Hunan province and illustrated ibid., no. 87,130, and
135; the latter two vessels were selected for the exhibition ‘Min” Fanglei and Selected Bronze Vessels
Unearthed from Hunan, Shanghai Museum, 2015, cat. nos. 8 and 9. The Shanghai Museum holds a
quadruped animal gong, with a later-made cover copied after the cover of the Hunan buffalo-form
gong, illustrated by Chen Peifen in Xia Shang Zhou gingtongqi yanjiu (Research of the Xia Shang Zhou
Bronzes), Shanghai, 2004, pp. 336-337, no. 163. A buffalo-form zun inscribed with a two-character
clan name, Ya Chang, was found in the Huayuanzhuang Dongdi M54, and is illustrated by Yue
Hongbin ed., Ritual Bronzes Recently Excavated in Yinxu, Kunming, 2008, pp. 158-161. A buffalo-form
gong, but lacking surface decoration, is in the Harvard Art Museums Collection, Cambridge, and
illustrated in Zhongguo gingtongqi quanji (The Complete Collection of Chinese Bronzes), Beijing, 1998,
vol. 4, no. 89. Another plain buffalo-form gong is illustrated by Sueji Umehara in Nihon shucho shina
kodo seika (Selected Relics of Ancient Chinese Bronzes from Collections in Japan), vol. 4, Osaka,
1961, no. 266. An elephant-form zun with a cover surmounted by a small elephant is in the collection
of the Freer Gallery, Washington D.C., and illustrated ibid, no. 129. Another elephant-form zun, but of
unusually large size is in the collection of the Musée Guimet, Paris, illustrated ibid, no. 131. A pair of
mythical horned animal gong found in the Fuhao tomb in Anyang city is illustrated in the Tomb of Lady
Hao at Yinxu in Anyang, Beijing, 1980, fig. 40 and 41, col. pl. 9. A rhinoceros-form zun with a lengthy
inscription dating it to the reign of the last Shang king is in the Asian Art Museum, San Francisco and
is illustrated in Zhongguo gingtongqi quanji (The Complete Collection of Chinese Bronzes), Beijing,
1998, vol. 4, no. 134.
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The Fujita gong is exceptional in its naturalistic sculptural quality, as well as being fully embellished
with fantastic animals. Such naturalism can rarely be found in early Chinese bronze art, which is
characterized by an overriding interest in invented motifs and articulated designs. The Fujita gong
in contrast captures various anatomical features of a ram, such as the undecorated naturalistic
head, which features a slightly up-turned muzzle with a pair of ‘comma’-shaped nostrils, prominent
cheekbones, eyes with elongated orbits, leaf-shaped ears, and horns with parallel rings. Compared
with the Fujita gong, the profile of the ram heads on the four-ram zun is quite flat and the ram heads
on both double-ram zun are degraded into cone-shapes, which make them far removed from the
lifelikeness of the Fujita gong. Another extraordinary anatomical feature on the Fujita gong can be
seen in the rendering of the fetlock on the ram’s rear legs. The naturalism of this gong is further
enhanced by the curved silhouette of the body, which convincingly conveys the three-dimensional
volume of the animal.

The Shang bronze craftsmen’s creativity went beyond mere representation. One trait denoting the
Fujita gong as a sacred creature rather than a real animal can be found in the diamond-shaped
pattern on the forehead of the ram. This very symbol appears ubiquitously on the forehead of taotie,
the main theriomorphic motif on Shang/Zhou bronzes. What distinguishes the Fujita gong further
from a real animal is the pantheon of mythical creatures on the surface of the vessel. Both sides of
the ram’s body are embellished with large crested birds with clawed foot extending downward onto
the legs and their elongated tail curling around the haunches. The cover which forms the ram’s back
is further decorated with dragons and a taotie, and is surmounted by a kui dragon and a bird. The
standing kui dragon has striated decoration that is typical of southern bronzes. Similar dragons can
be found on the aforementioned Hunan elephant zun, and on the elephant zun vessel in the Freer
Gallery, Washington D.C. Also notable is the tiger motif filling the space on the ram’s chest. Tigers
were a popular motif in southern China, and appear on top of the handles of many ding vessels found
in Xingan county, Jiangxi province (see Shangdai Jiangnan [The Southern Land of Shang Dynasty],
Beijing, 2006, pp. 30-34, 38-41, 162-163, 166-168, etc.). A vertically-oriented tiger, like that on the
chest of the Fujita gong, can also be seen embellshing the chest of the Hunan elephant vessel. Tigers
were also used as surface decoration on Anyang bronzes, particularly during the early Yinxu period,
such as the previously discussed Ya Chang buffalo-form zun and the Fu Hao yue axe, illustrated in
Tomb of Lady Hao at Yinxu in Anyang, Beijing, 1980, col. pl. 13. The use of the tiger motif in Anyang is
believed to have been influenced by southern bronzes.
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The present ram-form gong as illustrated by Sueji Umehara, Nihon shu-cho shina kodo seikwa (Selected Relics of Ancient Chinese Bronzes from Collections in Japan), Osaka: Yamanaka & Co., 1961, no. 267.
ANMEEMIE (AR RE B IDEEE ) hAvE R

224 IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM



s =

il

i
CCLXVIT HRONZE RAM-SHAPED VESSEL ¥ SUNT WITH
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Yin Dynasty

Fujita Art Museum, Osakn
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LATE SHANG-EARLY WESTERN ZHOU DYNASTY,

11TH CENTURY BC

The vesselis raised on four cylindrical legs and cast on the sides with a band
of taotie masks on the shoulder interrupted by an angled spout opposite a
D-shaped handle surmounted by an animal head. Its slightly waisted neck is
decorated with two bow-string lines and applied with two owl masks. The
surface has a smooth green patina.

7% in. (18.4 cm.) high, Japanese wood box
$40,000-60,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED
Osaka, Fujita Museum, Exhibition of Ancient Chinese Art, Spring 1978.

LITERATURE
Exhibition of Ancient Chinese Art, Fujita Museum, Osaka, 1978, p. 3, no. 2.
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He vessels are thought to have been used to mix wine. He with a lobed body and four feet,
such as the present vessel, first appeared in the late Yinxu period and were popular in

the early Western Zhou dynasty. A similar he found in Liujiazhuang Beidi M1046 in Anyang city, is
illustrated by Yue Hongbin ed., Ritual Bronzes Recently Excavated in Yinxu, Kunming, 2008, p. 405,

no. 222. The famous early Western Zhou bronze Ke He features a shape very similar to that of the
Fujita he. See Wu Zhenfeng, Shangzhou gingtongqgi mingwen ji tuxiang jicheng (Complete Collection
of Inscriptions and Images of the Shang and Zhou Bronzes), vol. 26, Shanghai, 2012, p. 207, no. 14789.
The Ke He inscription records the establishment of the feudal state of Yan in the early Western Zhou
period. The Nezu Museum has a he vessel of similar shape with relief animal masks, but its shoulder,
spout, and handle are undecorated, see ibid, p. 20, no. 14599.
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ZHONG JIANG LI

LATE WESTERN ZHOU DYNASTY, 9TH-8TH CENTURY BC
The tri-lobed body is supported on three hoof-shaped feet, and cast on the
sides with raised vertical lines divided by cross-hatched borders and narrow
flanges. The everted rim is cast with a five-character inscription reading
“zhong jiang zuo zun li". The patina is of dark brown color.

7V2in. (19 cm.) diam., Japanese wood box
$40,000-60,000

PROVENANCE
Collection of Wu Shifen (1796-1856).
Fujita Museum, Osaka, acquired prior to 1940.

LITERATURE

Wu Shifen, Meigu lu jinwen (The record of pursuing antiquity: Inscriptions
from archaic bronzes), 1895, vol. 1.3, p. 31.

Wu Shifen, Meigu lu (The record of pursuing antiquity), vol. 1, p. 52.

Zhu Shangqi, Jingwuxinshi yiqi kuanzhi (Archaic Bronze Inscriptions in the
Jingwuxinshi Studio), 1908, vol. 2, p. 51.

Fang Junyi, Zhuiyizhai yigikuanzhi kaoshi (Interpretations of inscriptions from
archaic bronzes in the Zhuiyizhai studio), 1935, vol. 27, p. 6.

Liu Tizhi, Xiaojiaojingge jinwen taben (Rubbings of inscriptions from archaic
bronzes in the Xiaojiaojingge studio), 1935, vol. 3, p. 56.

Yinzhou jinwen jicheng (Compendium of Yin and Zhou Bronze Inscriptions),
The Institute of Archaeology, Chinese Academy of Social Sciences, Beijing,
1984, no.523.

Wu Zhenfeng, Shangzhou gingtongqi mingwen ji tuxiang jicheng (Complete
Collection of Inscriptions and Images of the Shang and Zhou Bronzes), vol. 6,
Shanghai, 2012, p. 101, no. 2719.

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM

FaEEER (hEm

FKiE
2R3 (17961856 ) &
KIREEAEMEEL R AR 19405 R0

TR

RS (BEHBEX) 1895F H—2= 318"

2R (EEE)  B— 528

KRENR (HEOEFENHE) 19085 H2 5185

Fiaw (REESREIGHERE) 19365 H -+ 6H-

2IgEs ) (IMRIEEEIIAA) 119355 B=>56H-

(BRASXER)  TEHERBRELTZA b5 19844  {7E523
DS (MASRSRRBEIGER) 56 LB 20128 1018 {75
2719

KRR - BN RERER = BIRIEHR REHRNE ERE—EFE-
BREMBERN - OBISERAFHN: PEFER, °

FFERE FiRfhER









I he inscription cast on the everted rim may be translated, “Zhong Jiang made this ritual /i
vessel”. Zhong Jiang is a female aristocrat whose family name is Jiang.

During the 19th century this /i was in the collection of Wu Shifen (1796-1856), a native of Haifeng,
Shandong province. Wu Shifen was an epigraphist, calligrapher and Secretary of the Cabinet at the
court of the Daoguang Emperor (1821-1850) and was one of the great collectors of his generation.
A descendant of a renowned Shandong family, Wu was also related through marriage to another
prominent Shandong collector, Chen Jieqi (1813-1884). They collaborated on the ground-breaking
book Fengni kaolue (Researches on clay bullae), in which ancient Chinese clay bullae were recorded
and studied for the first time.

Liwith striated decoration were inspired by pottery prototypes and were popular during the

middle to late Western Zhou dynasty. A set of five similar /i vessels with Wei Bo inscriptions was
found in a hoard in Zhuangbai village, Fufeng county, Shaanxi province, and illustrated by Wu
Zhenfeng in Shangzhou gingtongqi mingwen ji tuxiang jicheng (Complete Collection of Inscriptions
and Images of the Shang and Zhou Bronzes), vol. 6, Shanghai, 2012, pp. 85-89, nos. 2702-2706.

The Wei Bo /i have more slender legs and taller proportions than the present Zhong Jiang /i and can
be dated by inscription to the latter part of the middle Western Zhou dynasty. A group of late Western
Zhou li vessels with Zhong Ji inscriptions are very similar to the present /i. See ibid., pp. 127-133,

nos. 2746-2752.
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The inscription of the present /i vessel published by Zhu Shanqi in Jingwuxinshi yiqi kuanzhi (Archaic Bronze Inscriptions in

the Jingwuxinshi Studio), 1908, vol. 2, p. 51.
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The inscription of the present /i vessel published by its first recorded owner, Wu Shifen, in Meigu lu jinwen (The record of pursuing antiquity: Inscriptions from archaic bronzes), 1895, vol. 1.3,
p. 31; The Wu Shifen provenance of the present /i as stated in Meigu lu (The record of pursuing antiquity), vol. 1, p. 52.
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BUDDHISM:
THE LIGHT OF ASIA

Included amongst the Chinese works of art from the Fujita Museum are three rare Buddhist stone
steles that in their day would have served as the focus of worship, the small, 526-dated stele likely
placed on an altar in a Buddhist temple or perhaps in the private chapel of a wealthy family, and the
two pillar-form steles set either in a temple or possibly in a public square. Dating from the Northern
Wei (AD 386-534), Sui (AD 581-618), and Tang (AD 618-907) dynasties, the three steles claim
increasing numbers of figures and increasingly complex iconographic programs. This short essay

will introduce the steles’ iconography and briefly examine the evolution of sculptural styles from the
Northern Wei into the Tang, as exemplified by these three sculptures.!

Chinese Buddhist steles, which first appeared during the Northern Wei period, trace their origins to
both Indian Buddhist steles and traditional Chinese steles, or bei (88). Well-known since Han times
(206 BC - AD 220), the latter were large, vertically-set, round-topped, rectangular blocks of stone
inscribed with a funerary, commemorative, or edifying text. By contrast, Indian Buddhist steles were
pictorial, presenting images of the Buddha and associated deities. Some Chinese Buddhist steles,
like the 526-dated example from the Fujita Museum, represent a Chinese transformation of the Indian
stele type; others, such as the Sui and Tang Fujita steles represent a reinterpretation of the traditional
Chinese stele, retaining the upright, rectangular form with rounded top but replacing text with
Buddhist images.?

Although typically exhibited one-by-one in museums and galleries, works of Buddhist art in fact
almost always appeared in groups in their original contexts. Because they feature intact groupings

of Buddhist deities, steles convey insight into both the figures typically presented in those groupings
and the traditional arrangement of those figures. Such groupings usually include an odd number of
figures, and they are hierarchically arranged, with a Buddha at the center flanked on either side by a
bodhisattva, perhaps with a disciple tucked between the Buddha and each bodhisattva, and perhaps
with a guardian figure at each outer edge of the assemblage. Akin to angels, celestial figures termed
apsaras, or feitian (F¢X), frequently hover above, venerating the Buddha, playing musical instruments,
or making offerings of alms or flowers.

"For books on Buddhism and its history, particularly in China, see: Kenneth K.S. Chen fg#RA%, Buddhism: The Light of Asia {8
. gz 3%, (Woodbury, NY: Barron's Educational Series), 1968; Arthur F. Wright, Buddhism in Chinese History, (Stanford,
CA: Stanford University Press), revised edition, 1971 [Available in Chinese translation as (3£)&iXS 2, hEIESLHAIFHZL 10
= bR AR AR, 1kR, 2009]; Kenneth K.S. Chen [, The Chinese Transformation of Buddhism, (Princeton, N.J.:
Princeton University Press), 1973; Erik Zlrcher, The Buddhist Conquest of China: The Spread and Adaptation of Buddhism in
Early Medieval China, (Leiden, The Netherlands: Brill), 3rd edition, 2007.

2 For information on the development and evolution of Chinese Buddhist steles, see: Dorothy C. Wong, Chinese Steles: Pre-
Buddhist and Buddhist Use of a Symbolic Form, (Honolulu: University of Hawaii Press), 2004.
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Most traditional Chinese wooden and stone sculptures, including steles, originally were painted,
the faces and other flesh portions sometimes further embellished with gold leaf, to make them as
naturalistic and as radiant as possible. Few such sculptures retain their pigments today, but many
bear traces of the rich colors, as do these three rare steles from the Fujita Museum.

Dated to 526—the second year of the Xiaochang reign—the exquisite Northern Wei stele from the
Fujita Museum represents a Chinese adaptation and interpretation of the Indian stele style type,
particularly the type carved in Sarnath (EEE$%g), in Uttar Pradesh (1t75%R), in the late fifth century,
during the Gupta dynasty (FFEZE#FX; c. AD 320 - 550). In such Gupta steles, the figures—often just
a single Buddha—appear on a plinth and rise in high relief against a vertical mandorla with rounded
top and beaded border?. In the Chinese transformation of the type, the stele becomes formalized to
include multiple figures hierarchically arranged in a symmetrical grouping; in addition, the mandorla
not only assumes a lotus-petal shaped with a small point at the top but is highly embellished, and

the plinth typically features a dedicatory inscription, often including the date along with the names of
monks and donors.

The 526 stele is the simplest of the three Fujita steles in terms of iconography, featuring a seated
Buddha—likely the Historical Buddha Shakyamuni (#2014 fEf#)—at the center flanked on either side
by a standing bodhisattva (pusa E7#). A lion crouches at the foot of each bodhisattva. The figures
appear on an inscribed, table-like plinth, and an intricately embellished, lotus-petal-form mandorla
rises behind the triad of deities. The peaceful figures embody a profound spirituality. The Buddha
raises his right hand in the abhaya-mudra (Fe#2ED), or gesture of “do not fear”, and lowers his left

THE BODHISATTVAS CLASP THEIR HANDS
BEFORE THEIR CHESTS, PALMS TOUCHING, IN
THE ANJALI-MUDRA (GZED OR &5+E0), AGESTURE
INDICATING VENERATION.

in the varada-mudra (F/2ED or FBEED), or gift-giving gesture, the two mudra together indicating that
he is preaching. (A ritual hand gesture, a mudra—shouyin (FED) or yinxiang (Ef8)—symbolizes a
particular action, attitude, or power of a deity.) The bodhisattvas clasp their hands before their chests,
palms touching, in the anjali-mudra (&ZEED or &-+ED), a gesture indicating veneration.

Of course, a Buddha appears as the central and most important figure in each of the three steles. The
term “Buddha” (fo f#) means “the Enlightened One”.* The Buddha is an individual who has attained
enlightenment and has entered into nirvana, or niepan G££8). Presented in the guise of a monk, the
Buddha generally is depicted with a single head, two arms, and two legs; he may be shown standing
or seated and always displays a benevolent countenance. He wears a monk'’s robes and may be
shown either barefoot or with sandals. Buddhas typically are portrayed without jewelry. His elongated
earlobes, which resulted from the heavy earrings that he wore in his youth as a crown prince,
symbolize his rejection of worldly life and his embrace of the religious life. He may be represented
with a shaven pate or with short hair arranged either in small, snail-shell curls or, as in the 526 stele,
in wavy locks. The sutras state that he bears the “32 Marks of a Great Man"; among those marks, the
ones typically portrayed are the urna (baihao HZ), or circular mark at the center of the forehead, the
webbed fingers and toes, and the ushnisha, or foding (f#3]8), which is the cranial protuberance atop the
head that symbolizes the expanded wisdom that he gained at his enlightenment. In fact, the ushnisha
is the Buddha's diagnostic iconographic feature, as no other being bears that iconographic attribute.

3 For examples of sculptures of the Buddha carved at Sarnath in the late fifth century, see a Standing Buddha from the Mr.
and Mrs. John D. Rockefeller Collection at The Asia Society Museum, New York (1979.5) or the related one in the collection of
the British Museum, London (Asia 1880.15).

4For books on Buddhist art, see: Pratapaditya Pal et al., Light of Asia: Buddha Sakyamuni in Asian Art, Los Angeles: Los
Angeles County Museum of Art, 1984; Denise Patry Leidy, Donna Strahan, et al., Wisdom Embodied: Chinese Buddhist and
Daoist Sculpture in the Metropolitan Museum of Art, New York: Metropolitan Museum of Art and New Haven: Yale University
Press, 2010; Marsha Weidner, ed., Latter Days of the Law: Images of Chinese Buddhism, 850-1850, Lawrence, KS: Spencer
Museum of Art, University of Kansas, and Honolulu: University of Hawaii Press, 1994; Pratapaditya Pal, The Arts of Nepal,
Leiden, The Netherlands: E. J. Brill, 1974; Pratapaditya Pal, ed., On the Path to Void: Buddhist Art of the Tibetan Realm, Mumbai:
Marg Publications, 1996.
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Unless a stele presents only a single Buddha, the other essential deities to be represented are
bodhisattvas, who typically appear in pairs, as revealed by the 526 stele. “Bodhisattva” (pusa Zi%)
means “Enlightened Being”. A bodhisattva is a benevolent being who has attained enlightenment
but who has postponed entry into nirvana in order to assist other sentient beings in gaining
enlightenment. Bodhisattvas are presented in the guise of an Indian prince of old, a reference to

the Buddha's worldly status in his early life before he became the Buddha. Generally depicted with
a single head, two arms, and two legs, bodhisattvas are richly attired and shown with long hair
often arranged in a tall coiffure, or bun, atop the head and with long strands cascading over the
shoulders. They wear ornamental scarves, dhotis of rich silk brocade, and a wealth of jewelry that
includes necklaces, armlets, bracelets, anklets, and often crowns, as in the 526 stele. Like Buddhas,
bodhisattvas are shown with elongated earlobes, but, unlike the Buddhas, they wear earrings. They
may be barefoot or wearing sandals. Though not positioned in prescribed mudras, bodhisattvas' hands
often appear in the anjali-mudra.

Born into the Shakya clan, the Historical Buddha (c. 563-c. 483 BC) is traditionally called
Shakyamuni, or the “Sage of the Shakya Clan”. In like manner, he is often also called the “Lion of
the Shakya Clan”, which accounts for the presence of the lion that crouches at the foot of each
bodhisattva. The lions not only stand guard but symbolize Buddhist teachings and often the
Buddha himself.

THE LOWER PORTION OF THE BUDDHA'S DRAPERY

IN THE 526 STELE CASCADES DOWN TO THE PLINTH
IN PROFUSION OF FOLDS THAT CONCEALS THE
BUDDHA'S LEGS, THEIR PRESENCE SUGGESTED ONLY
BY THE BUDDHA'S UPTURNED FOOT THAT PROTRUDES
FROM HIS ROBES JUST BELOW HIS WAIST.

The style of the figures in the 526 stele relates closely to that of the famous Seated Bodhisattva
from the White Horse Monastery, Luoyang (B3, i&B5, jdf@3), which dates to circa 530 and is
now in the collection of the Museum of Fine Arts, Boston (13.2804). The figures' rectangular faces
are remarkably akin in style; in addition, the Boston bodhisattva's drapery cascades downward in

a pattern of rounded folds that is strikingly similar to that of the central Buddha in the 526 stele.
Moreover, the scarves of the two standing bodhisattvas in the 526 stele descend from the shoulders
and elegantly cross at the waist in a manner identical to that of the Boston bodhisattva.

As witnessed by the 526 Fujita stele and the Boston Museum Seated Bodhisattva, Chinese Buddhist
figures from the 520s and 530s typically appear in elaborate robes that take on a life of their own, the
robes so voluminous that they mask the anatomy, sometimes even the presence, of the bodies they
cloak. Thus, the lower portion of the Buddha's drapery in the 526 stele cascades down to the plinth

in profusion of folds that conceals the Buddha's legs, their presence suggested only by the Buddha's
upturned foot that protrudes from his robes just below his waist.

Providing a backdrop for the group and unifying the composition, the mandorla, or aureole, that
rises behind the figures symbolizes their divine status. In the form of a lotus petal, the intricately
embellished mandorla sports tongues of flame around its periphery and an open lotus blossom at
its heart, the lotus blossom serving as the Buddha’s halo. The mandorla is virtually identical in style
to that of the famous 536-dated, gilt-bronze image of Maitreya in the collection of the University of
Pennsylvania’s Penn Museum, Philadelphia (C355)°.

5See: Dorothy C. Wong, “Maitreya Buddha Statues at the University of Pennsylvania Museum?”, Orientations, vol. 32, no. 2,
2001, pp. 24-31, plate 29.
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With its legs and well-articulated lower edges, the table-like plinth on which the figures appear is akin
in style to that of the Penn Museum Maitreya. The inscription incised on the front of the Fujita plinth
indicates that Monk Xian Xing had this stele made in 526 for the benefit of all living beings, that they
may attain enlightenment. Although Indian Buddhist steles seldom bear inscriptions, inscribed texts
became an important feature of many Chinese Buddhist steles.

In contrast to the 526 stele, the small, Sui-dynasty stele represents a reinterpretation of the traditional
Han stele, which traditionally was a large, upright, round-topped, rectangular block of stone inscribed
with a funerary, commemorative, or edifying text. In Chinese Buddhist steles of this type, images of
the Buddha and other deities supplant the texts that were the essential feature of Han steles. In such
Buddhist steles, the low relief figures appear within niches, rather than in high relief before a large,
all-encompassing mandorla, so that the stele surface remains flat and planar, a marked contrast with
Indian-influenced steles, such as the 526 example. In addition, Buddhist steles of Han-stele type
typically present niches with figural groupings on both the front and back faces of the stele, the two
narrow side walls often claiming a niche with a figure set within.

The Historical Buddha Shakyamuni sits in dhyanasana on a rectangular throne at the center of the
niche on the front face of the Fujita Museum's Sui-dynasty stele. The Buddha holds his right hand

in the abhaya-mudra, his left hand in the varada-mudra, indicating that he is preaching. The circular
halo painted in red on the back wall frames the Buddha's head and signals his divinity. The Buddha's
favored disciples, Ananda (fE5iZ) and Kashyapa (BIZE), stand immediately to his right and left,
while the bodhisattvas standing at the composition’s outside edges complete the group. Two apsaras
kneel in adoration on a step below the plinth that supports the major figures, their hands clasped in

THE HISTORICAL BUDDHA SHAKYAMUNI SITS IN
DHYANASANA ON A RECTANGULAR THRONE AT THE
CENTER OF THE NICHE ON THE FRONT FACE OF THE
FUJITAMUSEUM'S SUI-DYNASTY STELE.

the anjali-mudra; a boshanlu-type ({&|LI%E%8) censer appears between the two apsaras. Han-stele-type
Buddhist steles typically present the images as if set on a temple altar over which rises a baldachin,
signaled here by the valance with scalloped lower edge and by the tassels which hang down the
vertical support posts at the sides. The apsaras and lotus blossoms at the stele’s top suggest the
heavens above.

The niche on the Sui stele’s back face presents the Bodhisattva Maitreya ((l#1E7%)—the Buddha of
the Future—seated on a throne with legs pendant; he holds his right hand in the abhaya-mudra, his
left in the varada-mudra, indicating that he is preaching. Like the two bodhisattvas that flank him,
Maitreya wears the robes of an ancient Indian prince; a diadem surrounds the elaborate coiffure into
which his hair has been arranged. The figures’ feet rest on lotus blossoms incised into the stone
beneath the niche. A lotus blossom and stylized lotus leaves appear above the niche’s roof, which
assumes the form of an Indian chaitya arch. Considerable pigment remains on the figures in this
niche, the pigments including red, blue, green, black, and ochre. The narrow sides of this stele also
boast figures, a standing Buddha with hands in the abhaya- and varada-mudras on one side, and a
standing bodhisattva on the other side.

In the early sixth century Buddhist monks calculated that roughly 1,000 years had passed since the
Historical Buddha Shakyamuni (c. 563-c. 483 BC) had lived. Realizing that “a millennium” was at
hand, theologians speculated that the era of Shakyamuni might be coming to an end, resulting in
increased worship of the Bodhisattva Maitreya as the Buddha of the Future. Although Maitreya had
been venerated since earliest times in the Mahayana tradition, the thought that the era of Maitreya
might be poised to begin resulted in more frequent representations in the arts of the sixth and
seventh centuries, often in association with the Buddha Shakyamuni, as evinced by this stele.®
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Fig. 1. Stone sculpture, Sui dynasty. Eisei Bunko Collection. After Satburo Matsubara, The Path of Chinese Buddhist Sculpture,
vol. 2, Later Six Dynasties and Sui, Published by Yoshikawa Kobunkan, Tokyo, 1995, no. 544.
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In the present stele, the drapery clings to the
figures’ bodies, revealing their corporality even

if not their actual anatomical structure. This

style reflects the arrival of a new wave of Indian
influence likely introduced to China via small
sculptures that monks returning from pilgrimages
to India carried home with them. In style, the
stele relates closely to one in the collection of

the Eisei Bunko, Tokyo”. The figures also show a
kinship to those in the small, Sui-period, bronze
altarpiece in the collection of the Museum of Fine
Arts, Boston (22.407), which bears an inscribed
date of 593. In terms of the relationship of the
drapery to bodies, the figures on this stele also
might be compared to the Sui-period sculpture of
a Standing Bodhisattva Avalokiteshvara (Guanyin)
in the collection of the Harvard Art Museums
(1943.53.43)8.

Like the Sui stele just discussed, the Fujita Tang-
dynasty stele is of Han-stele type, with niches

on the front and back that feature groups of
Buddhist figures and with three small, vertically
set niches on either side, each of which includes a
Buddha seated in meditation. In the niche on the
Tang stele’s front face the Buddha Shakyamuni
sits in dhyanasana pose on a lotus pedestal below
the tiled roof of a temple hall from which tassels
hang; he holds his hands held in the abhaya- and
varada-mudras, the combined gestures revealing
that he is preaching. The young disciple Ananda
stands at the Buddha's right, while the elderly
disciple Kashyapa stands at his left, his wizened
face and protruding ribs suggesting his great age.
A serene-faced bodhisattva appears alongside
each disciple, while a fierce-faced dvarapala
guardian figure ({Z=F) stands at each outside
edge of the composition, completing the group.

Each bodhisattva stands on a lotus blossom, while the guardian figures stand on rocky outcroppings.
The seated lion below each bodhisattva faces inward toward a crouching dwarf who holds above his
head an offering to the Buddha. Four meditating Buddhas, each in his own square niche, appear below
the main figural grouping. A small, tile-roof shrine rises above the main niche, its finial resembling an
Indian stupa. Ribbons strung with bells flutter from the top of the finial, while an apsara hovers on either
side of the shrine. The text below the niche presents the Heart Sutra (1L:4€), one of the most popular and
best-known Buddhist scriptures in China; as the lowest portion of the stele has been lost, the sutra is

now incomplete.

6 For information about the increased interest in Maitreya in the sixth century, see: J. Leroy Davidson, The Lotus Sutra in
Chinese Art: A Study in Buddhist Art to the Year 1000, (New Haven: Yale University Press), 1954.

7 See: Matsubara, Saburo, Chugoku Bukkyo chokoku shiron [A Compendium of Chinese Buddhist Sculptures], Zuhan hen 2,
Nambokuchd koki - Zui [vol. 2, Plates: Later Six Dynasties and Suil, (Tokyo: Yoshikawa Kobunkan), 1995, p. 544.

8 See: Kristin A. Mortimer, Harvard University Art Museums: A Guide to the Collections, (Cambridge, MA: Harvard University

Art Museums, and New York: Abbeville Press), 1985, p. 26, no. 20.
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THE MOST DRAMATIC
FEATURE OF THE DECORATIVE
SCHEME IS THE CANOPY

OF A LARGE BODHI TREE
(PUTISHU E12#1), OR TREE

OF KNOWLEDGE, WHICH
DOMINATES THE UPPER HALF
OF THE STELE'S BACK FACE.

The Bodhisattva Maitreya appears in the niche on the stele’s back face;
dressed in monk's robes, he is presented as the Buddha he will become.
He sits on a lotus throne with legs pendant, and he holds his hands in the
abhaya- and varada-mudras, or gestures of preaching. Maitreya appears in
a temple hall, a vertical post on either side supporting the gently curved,
gabled roof. Favored disciples Ananda and Kashyapa appear immediately
to Maitreya's right and left, within the temple-hall enclosure, while a
bodhisattva, standing on a lotus blossom, appears on either side, under the
eaves and just outside the enclosure. A recumbent lion rests before the
base of each vertical post; they face inward and look toward the alms bowl
that contains an offering for Maitreya. The most dramatic feature of the
decorative scheme is the canopy of a large Bodhi Tree (Putishu Z124#5t), or
Tree of Knowledge, which dominates the upper half of the stele’s back face.
Each of the stele’s narrow sides claims three vertically set niches in which
appears a meditating Buddha. The columns of text alongside the niches
identify the particular Buddhas represented within, many of them being
Buddhas associated with Esoteric Buddhism (Mijiao Z%).

In both style and iconography, this stele relates closely to a Maitreya Stele
that dates to 687 and is now in the collection of the Asian Art Museum,
San Francisco (B60S36+). The figures display the full, round faces typically
associated with Tang sculpture, and their drapery clings tightly, revealing
not only the presence but the structure of the bodies it cloaks. More than
anything else, the emphasis on naturalized depiction characterizes Tang
sculpture, as witnessed by this stele.

These three rare steles well illustrate the variety of Chinese Buddhist stele
types, just as they also demonstrate the increasing complexity of Buddhist
iconography over time and the evolution of styles from the formalized
images of the Northern Wei to the naturalistic depictions of the Tang.

jun]
Robert D. Mowry FElf
Alan J. Dworsky Curator of Chinese Art Emeritus,
Harvard Art Museums, and
Senior Consultant, Christie’s
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Zurcheri® { The Buddhist Conquest of China: The Spread and Adaptation of
Buddhism in Early Medieval China ) (s #8218 : Brill kit » 200785 =hR)

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM

? B R E B AR EEES 28 Dorothy C. Wongi# ( Chinese Steles: Pre—
Buddhist and Buddhist Use of a Symbolic Form ) (l8& L : EERAZ2H R 1 2004) -

SHATTACIE A SR - T2 RIS IR URERILG,  RAMNEEN B R EYED
it (BETES%1979.5)  Sif@ st AT @D AERLA 1A (52i11880.15)



MRS ENSREE TIINZ R LA EFEENE S EREERR— It
RIS CIEEI - S TENESE  SNEETRIGIN  IEh A — R EFIRSETE 15
ANEBCRIBESE - BYCRIR BB B £ 1% B R AR B XS RIS F AT
536 FETIHHHBAR (FEEISRC355) HF—1&R—1k-

BN EEZ R TSR0 BRE KB ERIB S B EAEE
2] - AR IR A AR AT AR TRl o PR S R R 75 AORERT » ILAERR IS 526 5F » 1B AT FE—
REBSNEIES - R BRI ENERE  BARF S TRFBENEERE
S0

BEiREEgR EE T SHAREREAE HEXNEER S BLIEERX
F 5 iHERANRATTO 26 FRIATEM S B SRS (0 iR E & S HIERERY
TREERR - R E B E AR E iR R UL T ER E AT
I - B ERIAMABRIRMENA AR5 E—(EREMETRNALE
Y6 MENARZFE SAMEREEZS  PRLIREER T E i ERZE
ERERNIEm (MN526F A1) FZpk 7 EFBRRIEILE < thoh » ERRERRIHRIRAEIE /2
“HISMERE ARG BAREEES S G-

MR IS E R R R RAEM A B fERT7 B _EEHIERAL - B H
FIEERE AFFRED BIREIEEASGHE - BESRAIEIRE R H
MEEAHBAL - RFERBENRERNE RS FAEA BB _BHFEE hE
B — AR - EEEMNAET  BMBEF S TRNRER LIREX  HEE—
HIE RS ILNE < EEERR B EAMRShEESREBEZ b EEAE
= WRERAEEEE MohVEER  LURMAIGEREN FAYRE - @E
EISRIRRAEESR RS

RS ETEARE—SEbRE NS ETE (NERKEH) thinbREE L&
FRERED AF TR EREAGRE - BYHEREAABFEE—1F
BIFEREEEFTR  ExEx RHET —EREERERE FoNAa%
EE - IR EEES R SRR EFSEE - RAAMBETLHIE
RORES HhBAL B 47 BRI - BAIEETMAAY —AIRSERED
BT RREDAISI M B—RIBEiEL R

RARIHACHIBEHES SRIEMERBENLRE (HATTRIS63-483%5F) K
ENE—TE - BUTFEZR MBRHENENFRASREFEREEE IR
ARG EERN TN EIEEAT - A RBUE MM EmEIZE B
ENE RIS RER 258  E2 EIREMB RN AT/  CiH N EMi R+ B
FHENZFRH—REIR MIERTaEERREAIER -

FRULEM S - SAMRIKRIES RS BMER AR THES Mg —BE
8 EERIRFIERM T —IKAENER S R E R B SE IR G (Rt ENE RS
BB R R/ NEL B - BERIET S » IR B SR 5K BN B R A 2 4R
- B — B E AR R TR R F R A T3 FAIBHARES
SHARHEIEITE (BERISR22.407) ° F A RS BERVIEES © ERAI AP EdNS
HARS B EYERMBAERSG5 (FER571943.63.43) fF—LtE& -

PR AR kst —iR  19EEE 1 HelE gt —ainihEt
& MR =ERS/\G RS —SEE TR - R EERANESD
TEERAL IS E | B S REIFRIRIE ) FTAmm e SR [ REEF R
EREDINTREED ) BIRESABHEIE - BB FIRERGIAR ) FEZATNER
NGRS BERBFH B EREFLZEE -MBB RIS
—BRAERNEE MEEINSEHEMRBERIERN T - MU EDER
EE (CERISRBEREZ b EESRIRIEMMR IR A  RARE E— A
A F SRS EBIRZKRE - EEZEAM T 5 E NS SN EERIHIE -
EfEz LR/ INERIRIRRSE - HIREMIRSENE MRS » PR R A B EM
T BIEAASE—RRENR - TXFHETERERE  RIERXADAGR
Bz——— (OR) Bl AREREEKEL  IAREEX R E -

AERERANRBEEES L LR BRI RS - B iSEEZ b &
ERER EFDIFERENETREE BoABHEZFE WA ZESEEF W
BB SEMERAMNILE - B EEAA B SRS EN R ERED
EiR METSREBFA HIMIEEEBEEEE SRIET  REFMIIREE
Sht - RS AE—EM RSO R EERMEF AN ER AT - B
EEmRERERONE—RERE (& 826 ) BB A (AR TE
PRRY & - AR EIERSH=E L HPINESR  AE—BEEITAR
BE - BESPEHEXL FAERREABICRIERE P IARHRES -

e BRSNS R BT S © RIS =& M E 4l iS4 eI A TT68 7
#EER (FERIZRB60S36+) —IkME% - i E A BN » ITaEE&K
RYSEEUS O BB S REGES KBS RS — B s - EREBEERLERE
BEW RAENAERLE T RENRRE -

EEREFAERRMERTPESEREISERL  THETHEERE
RSB BB T EABIBNERCEROEARERSEL
AY9IBTE -
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# B : Marg PublicationsHhxiit * 1996)

5z¥RDorothy C. WonghiaX<Maitreya Buddha Statues at the University of
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it 1954)

SRR = BRI (REI BB 5R ) <ERRiR —>RatEBE ARSI E544 (585 : &)II5AZ
£81995) °

855 RKristin A. Mortimeri# ( Harvard University Art Museums: A Guide to the
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T CHRE I BT BB EF DEEICDWTIFRZESH: Kenneth K. S. Chen, Buddhism: The
Light of Asia, (Woodbury, NY: Barron's Educational Series), 1968; Arthur F. Wright, Buddhism
in Chinese History, (Stanford, CA: Stanford University Press), revised edition, 1971 [FR[E &3
FRESRO L, (R)PAFE MEELRHHH LR ERABEHME. F1hR. 2009];
Kenneth K. S. Chen, The Chinese Transformation of Buddhism, (Princeton, N.J.: Princeton
University Press), 1973; Erik Ziircher, The Buddhist Conquest of China: The Spread and
Adaptation of Buddhism in Early Medieval China, (Leiden, The Netherlands: Brill), 3rd edition,
2007.
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Buddhist and Buddhist Use of a Symbolic Form, (Honolulu: University of Hawaii Press), 2004.
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LB EMICDWTIER%Z SR Pratapaditya Pal et al., Light of Asia: Buddha Sakyamuni in
Asian Art, (Los Angeles: Los Angeles County Museum of Art), 1984; Denise Patry Leidy,
Donna Strahan, et al., Wisdom Embodied: Chinese Buddhist and Daoist Sculpture in the
Metropolitan Museum of Art, (New York: Metropolitan Museum of Art and New Haven: Yale
University Press), 2010; Marsha Weidner, ed., Latter Days of the Law: Images of Chinese
Buddhism, 850-1850, (Lawrence, KS: Spencer Museum of Art, University of Kansas, and
Honolulu: University of Hawaii Press), 1994; Pratapaditya Pal, The Arts of Nepal, (Leiden, The
Netherlands: E. J. Brill), 1974; Pratapaditya Pal, ed., On the Path to Void: Buddhist Art of the
Tibetan Realm, (Mumbai: Marg Publications), 1996.
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5 Dorothy C. Wong, “Maitreya Buddha Statues at the University of Pennsylvania Museum”,
Orientations, vol. 32, no. 2, 2001, pp. 24-31, plate 29 18

SHHEIC B T B IR ETEIC T BB DERICDWTIERZSH: J. Leroy Davidson, The Lotus

Sutra in Chinese Art: A Study in Buddhist Art to the Year 1000, (New Haven: Yale University
Press), 1954.
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BUDDHIST TRIAD

NORTHERN WEI DYNASTY (AD 386-534), DATED SECOND
YEAR OF XIAOCHANG, CORRESPONDING TO AD 526

The Buddha is depicted seated at the center with his right hand raised in
abhaya mudra and his leftin varada mudra. He is dressed in heavy robes that
fall in voluminous folds below the ankles, and his head is framed by a lotus
nimbus. The Buddha is flanked by two bodhisattvas with their hands held in
anjali mudra, standing on lotus blossoms behind seated lions. The group is
backed by an aureole intricately carved with foliage and flame motifs, and

is raised on a four-legged base carved with a barbed edge on the front. An
inscription on the front of the base provides the name of the monk, Xianxing,
who commissioned the work and a date corresponding to AD 526.

237in.(60.6 cm.) high, wood stand, Japanese wood box
$600,000-800,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED
Kyoto Municipal Museum of Art, East Currents of Wisdom: Great Oriental Art
Exhibition,1977,no. 22.

LITERATURE

Masterpieces in The Fujita Museum of Art, Fujita Museum, Tokyo, 1972,
no.208.

Yomiuri Shimbun, East Currents of Wisdom: Great Oriental Art Exhibition,
Kyoto, 1977, no. 22.

Jin Sheng, Zhongguo lidai jinian foxiang tudian (Catalogue of Dated Chinese
Buddhist Sculptures), Beijing, 1994, no. 125.

Jin Sheng, Catalogue of Treasures of Dated Buddhist Sculpture in Overseas
Collections Including Hong Kong and Taiwan, Shanxi, 2007, p. 49.
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BUDDHIST STELE
TANG DYNASTY (AD 618-907)

One side is carved with Buddha Shakyamuni seated on a lotus throne within
aniche, with his right hand raised in abhaya mudra and his head backed by a
nimbus. He is flanked by his two disciples, Ananda and Kashyapa, as well as
a pair of bodhisattvas and dvarapalas. Below the Buddha crouches a dwarf
and a pair of lions, and below that there is a band of seated Buddhas. Set
above the lintel of the niche is a stupa with a reliquary vase at center flanked
by a pair of apsaras flying with streaming ribbons. The reverse is carved with

Maitreya Buddha at the center, his feet resting on diminutive lotus blossoms,

flanked by devotees and bodhisattvas, with lions below, all set within a niche
below the canopy of a large Bodhi Tree. The narrow sides are carved with
seated Buddhas within niches. All four sides are carved with inscriptions,
including parts of the Heart Sutra, names of donors and a portion of a date,
possibly corresponding to the Xianheng reign (AD 670-674) of the Gaozong
Emperor of the Tang dynasty.

26% in. (66.8 cm.) high, wood stand, Japanese wood box
$120,000-180,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED

Osaka, Fujita Museum, Chinese Painting and Scholars Objects Exhibition,
Spring, 1983.

Osaka Municipal Museum, Chinese Buddhist Stone Sculpture: Veneration of
the Sublime, 1995, 10th October- 26th November 1995.

LITERATURE

Masterpieces in The Fujita Museum of Art, Fujita Museum, Tokyo, 1972,
nos.209-212.

Chinese Buddhist Stone Sculpture: Veneration of the Sublime, Osaka
Municipal Museum, 1995, p. 124, no. 146.

Sun Di, Zhonguo liu shi hai fo jiao xiang zong he tu mu (Comprehensive
Illustrated Catalogue of Chinese Buddhist Statues in Overseas Collections),
vol. 6, Beijing, 2005, no. 1200.
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BUDDHIST STELE
SUIDYNASTY (AD 581-618)

One side is carved with Buddha Shakyamuni seated in dhyanasana and
dressed in heavy robes that fall in voluminous folds over the pedestal throne
on which he sits. His right hand is held in abhaya mudra and his left in varada
mudra. He is flanked by a pair of disciples, Ananda and Mahakashyapa,

a pair of bodhisattvas wearing braided belts and low caps, and a pair of
attendants kneeling before a boshanlu-type censer below. The group is set
within a curtained niche with tassels on both sides and abundant foliage
above. The reverse is carved with a pair of standing bodhisattvas flanking
the Bodhisattva Maitreya seated at center with his hands held in abhaya and
varada mudras and his feet resting on lotus blossoms. The group is set within
aniche surmounted by an ogival arch. The narrow sides are carved with
standing representations of the Buddha and the Bodhisattva Maitreya.

227 in.(58.1 cm.) high, wood stand, Japanese wood box
$80,000-100,000

PROVENANCE
Fujita Museum, Osaka, acquired prior to 1940.

EXHIBITED
Osaka, Fujita Museum, Chinese Painting and Scholars Objects Exhibition,
Spring, 1983.

A stone stele in the Reihokan Museum similarly carved with Shakayamuni
Buddha and the Bodhisattva Maitreya, and dated to the Sui dynasty,

is illustrated by Satburo Matsubara in The Path of Chinese Buddhist
Sculpture, vol. 2, Later Six Dynasties and Sui, Tokyo, 1995, no. 545. (Fig. 1)
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Fig. 1. Stone Buddhist stele, Sui dynasty. Reihokan Museum
collection. After Satburo Matsubara, The Path of Chinese
Buddhist Sculpture, vol. 2, Later Six Dynasties and Sui,
Published by Yoshikawa Kobunkan, Tokyo, 1995, no. 545.
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A SUPERB LARGE CARVED AND
MOLDED LONGQUAN CELADON
‘PHOENIX TAIL VASE
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A LONGQUAN CELADON CARVED JAR
AND COVER

oIt BEREMIME S AR &
T 14 1t ERBFRIFHAERE

A RARE MASSIVE CARVED LONGQUAN
CELADON ‘PHOENIX-TAIL’ VASE

BAt+Aitic RERB MBI A
B9 15 it BERBHFHAEEX KR

MA LIN (ATTRIBUTED TO, ACTIVE
EARLY TO MID-13TH CENTURY)
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WANG LIBEN
(ATTRIBUTED TO, 13TH CENTURY)
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SHEN QUAN (1682-1762)
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CHEN RONG (13TH CENTURY)
AS CATALOGUED IN SHIQU BAOJI
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WEN ZHENGMING (1470-1559) A MING DYNASTY RUBBING A SET OF TEN IMPERIAL ‘STONE DRUM
SCRIPT’ INK CAKES WITH FITTED BOX
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A MAGNIFICENT AND HIGHLY IMPORTANT BRONZE RITUAL WINE VESSEL, FANGZUN

FIGE %205 SRERNLE
R RE FREEREXAE

A MAGNIFICENT AND HIGHLY IMPORTANT BRONZE AN EXTREMELY RARE MASSIVE BRONZE RITUAL WINE VESSEL
RITUAL WINE VESSEL AND COVER, FANGLEI AND COVER, POU
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A HIGHLY IMPORTANT AND EXTREMELY RARE BRONZE A BRONZE RITUAL WINE VESSEL, HE
RITUAL RAM-FORM WINE VESSEL, GONG
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A BRONZE RITUAL FOOD VESSEL, ZHONG JIANG LI A RARE AND IMPORTANT DATED MARBLE BUDDHIST TRIAD

FEERE SEMhES = oot gems
TR SHhEs tERZE " F (A7cH265F) LEZEEISEN=8ETaRKR
EMEE"F (FE 526 F) HEAERU=ZERK

A VERY RARE FOUR-SIDED STONE STELE A RARE FOUR-SIDED STONE BUDDHIST STELE
WITH SHAKYAMUNI AND MAITREYA
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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 in whole or in part (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 OURRESPONSIBILITY 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 I 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 alot 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 condition
reports are not an alternative to examining a lot in
person or seeking your own professional advice. It is
your responsibility to ensure that you have requested,
received and considered any condition report.

N

VIEWING LOTS PRE-AUCTION

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

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

O

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.

6 WITHDRAWAL

Christie’s may, at its option, withdraw any lot from
auction 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
Jjewellery 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.

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

(c) Most wristwatches have been opened to find out
the type and quality of movement. For that reason,
wristwatches 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 Ha(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
begins 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 (driver’s
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);

(i1) for corporate clients: Your Certificate of
Incorporation or equivalent document(s)
showing your name and registered address
together with documentary proof of directors and
beneficial owners; and

(ii) 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 Credit Department
at +1 212-636-2490.

2 RETURNING BIDDERS

As described in paragraph B(1) above, we may at our
option ask you for current identification, 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 within the last two years or if you want to
spend more than on previous occasions, please contact
our Credit Department at +1 212-636-2490.

3 IFYOUFAILTO 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.

4 BIDDING ON BEHALF OF

ANOTHER PERSON
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. 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. You may register online at www.christies.com
or in person. For help, please contact the Credit
Department on +1 212-636-2490.

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. 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 www.christies.com/
livebidding and click on the ‘Bid Live’ icon to see
details of how to watch, hear and bid at the auction
from your computer. In addition to these Conditions
of Sale, internet bids are governed by the Christie’s
LIVE™ terms of use which are available on
www.christies.com.

(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
alot 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 ATTHE SALE

1 WHO CANENTER 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 or her sole option:

(a) refuse any bid;

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

(c) withdraw any lot;

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

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

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

4 BIDDING

The auctioneer accepts bids from:

(a) bidders in the saleroom;

(b) telephone bidders;

(c) internet bidders through ‘Christie’s LIVE™ (as
shown above in paragraph B6); and

(d) 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. Iflots 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 (and Christies LIVE™) may
show bids in some other major currencies as well as US
dollars. Any conversion is for guidance only and we
cannot be bound by any rate of exchange used. 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 mail 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 AND TAXES

1 THEBUYER’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 US$150,000, 20%
on that part of the hammer price over US$ 150,000
and up to and including US3,000,000, and 12% of that
part of the hammer price above US$3,000,000.

2 TAXES

The successful bidder is responsible for any applicable
tax including any sales or compensating use tax or
equivalent tax wherever they arise on the hammer
price and the buyer’s premium. It is the successful
bidder’s responsibility to ascertain and pay all taxes
due. Christie’s may require the successful bidder to pay
sales or compensating use taxes prior to the release of
any purchased lots that are picked up in New York or
delivered to locations in California, Florida, Illinois,
New York, Pennsylvania, Rhode Island or Texas.
Successful bidders claiming an exemption from sales
tax must provide the appropriate documentation on file
with Christie’s prior to the release of the lot. For more
information, please contact Purchaser Payments at +1
212 636 2496.




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 OURAUTHENTICITY WARRANTY

‘We warrant, subject to the terms below, that the

lots in our sales are authentic (our “authenticity

warranty”). If, within § years of the date of the auction,

you satisfy 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 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) It 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.

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.

The authenticity warranty applies to the

Heading as amended by any Saleroom Notice.

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

auction 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
the original buyer has owned the lot continuously
between the date of the auction and the date of
claim. It may not be transferred to anyone else.

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

@

)

(i) give us written details, including full supporting
evidence, of any claim within § years of the date
of the auction;

(i1) 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,
under 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.
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(j) Books. Where the lot is a book, we give an
additional warranty for 21 days from the date
of the auction that 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;

(ii) 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
21 days of the date of the sale.

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

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

to us in accordance with E2h(iii) above. Paragraphs
E2(b), (c), (d), (e), () and (g) and (i) also apply to a

claim under these categories.

F PAYMENT
1 HOWTO PAY
(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 applicable duties, goods, sales, use,

compensating or service tax, or VAT.

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 the
United States in the currency stated on the invoice in
one of the following ways:

(i) Wire transfer
JP Morgan Chase Bank, N.A.,
270 Park Avenue, New York, NY 10017;
ABA# 021000021; FBO: Christie’s Inc.;
Account # 957-107978,
for international transfers, SWIFT: CHASUS33.
(i) Credit Card.
‘We accept Visa, MasterCard, American Express
and China Union Pay. A limit of $50,000 for
credit card payment will apply. This limit is
inclusive of the buyer’s premium and any
applicable taxes. Credit card payments at the
New York premises will only be accepted for
New York sales. Christie’s will not accept credit
card payments for purchases in any other sale site.

To make a ‘cardholder not present’ (CNP) payment,

you must complete a CNP authorisation form which

you can get from our Post-Sale Services. You must send

a completed CNP authorisation form by fax to +1 212

636 4939 or you can mail to the address below. Details

of the conditions and restrictions applicable to credit card

payments are available from our Post-Sale Services, whose
details are set out in paragraph (d) below.
(iii) Cash
We accept cash payments (including money
orders and traveller’s checks) subject to a
maximum global aggregate of US$7,500 per
buyer per year at our Post-Sale Services only
(iv) Bank Checks
You must make these payable to Christie’s Inc.
and there may be conditions.
(v) Checks
You must make checks payable to Christie’s Inc.
and they must be drawn from US dollar accounts
from a US bank.

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM

(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 Inc. Post-Sale Services,
20 Rockefeller Center, New York, NY 10020.

(e) For more information please contact our Post-Sale
Services by phone at +1 212 636 2650 or fax at +1
212 636 4939 or email PostSaleUS@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 you.

3 TRANSFERRING RISK TO YOU

The risk in and responsibility for the lot will transfer to

you from whichever is the earlier of the following:

(a) When you collect the lot; or

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

4 WHATHAPPENS IF YOU DO NOT PAY
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 Fs and any other rights or remedies we
have by law):

(i) we can charge interest from the due date at a rate of
up to 1.34% per month on the unpaid amount due;

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

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

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

(v) we can take what you owe us from any amounts
which we or any company in the Christie’s
Group may owe you (including any deposit or
other part-payment which you have paid to us);

(vi) we can, at our option, reveal your identity and
contact details to the seller;

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

(viii) we can 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.

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

1 COLLECTION

(a) We ask that you collect purchased lots promptly
following the auction (but note that you may not
collect any lot until you have made full and clear
payment of all amounts due to us).

(b) Information on collecting lots is set out on the storage

and collection page and on an information sheet

which you can get from the bidder registration staff or

Christie’s cashiers at +1 212 636 2495.

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. Details of the removal of the lot

to a warehouse, fees and costs are set out at the back

of the catalogue on the page headed ‘Storage and

Collection’. You may be liable to our agent directly

for these costs.

(d) If you do not collect a lot by the end of the 3oth day
following the date of the auction, unless otherwise
agreed in writing:

(i) we will charge you storage costs from that date.
(i1) we can, at our option, move the lot to or within
an affiliate or third party warchouse and charge
you transport costs and administration fees for
doing so.
(ii) we may sell the lot in any commercially
reasonable way we think appropriate.
(iv) the storage terms which can be found at
christies.com/storage shall apply.

() In accordance with New York law, if you have paid

for the lot in full but you do not collect the lot within

g

180 calendar days of payment, we may charge you New
York sales tax for the lot.

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

2 STORAGE
(a) If you have not collected the lot within 7 days from the
date of the auction, we or our appointed agents can:
(i) charge you storage fees while the lot is still at our
saleroom; or
(i1) remove the lot at our option to a warechouse and
charge you all transport and storage costs
(b) Details of the removal of the lot to a warehouse, fees
and costs are set out at the back of the catalogue on
the page headed ‘Storage and Collection’. You may
be liable to our agent directly for these costs.

H TRANSPORT AND SHIPPING

1 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. 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 at +1

212 636 2650. See the information set out at www.
christies.com/shipping or contact us at PostSaleUS@
christie.com. We will take reasonable care when we

are handling, packing, transporting, and shipping a.
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.

(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 Art Transport Department at
+1 212 636 2480. See the information set out at
www.christies.com/shipping or contact us at
ArtTransportNY @christies.com.

(b) Endangered and 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
Brazilian 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.
(c) Lots containing Ivory or materials
resembling ivory
If alot contains elephant ivory, or any other wildlife
material that could be confused with elephant
ivory (for example, mammoth ivory, walrus ivory,
helmeted hornbill ivory) you may be prevented
from exporting the lot from the US or shipping it
between US States without first confirming its species
by way of a rigorous scientific test acceptable to the
applicable Fish and Wildlife authorities. You will
buy that lot at your own risk and be responsible for
any scientific test or other reports required for export
from the USA or between US States at your own
cost. We will not be obliged to cancel your purchase
and refund the purchase price if your lot may
not be exported, imported or shipped between US
States, 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 interstate shipping, export or
import of property containing such protected or
regulated material.
(d) Lots of Iranian origin
Some countries prohibit or restrict the purchase, the
export 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
and export of this type of property without a license
issued by the US Department of the Treasury, Office
of Foreign Assets Control. 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.
Gold
Gold of less than 18ct does not qualify in all countries
as ‘gold’ and may be refused import into those
countries as ‘gold’.
(g) 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
auction. Please check with the department for details
on a particular lot.

B

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

I OURLIABILITY TO YOU

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

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

(ii) 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 or breakdown in 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 I(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 YOURRIGHTS

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 [ﬂkCS over your
rights and responsibilities.

6 TRANSLATIONS

If we have provided a translation of this agreement, we
will use this original 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.

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

This agreement, and any non-contractual obligations
arising out of or in connection with this agreement, or
any other rights you may have relating to the purchase of
alot will be governed by the laws of New York. Before
we or you start any court proceedings (except in the
limited circumstances where the dispute, controversy or
claim is related to proceedings brought by someone else
and this dispute could be joined to those proceedings),
we agree we will each try to settle the dispute by
mediation submitted to JAMS, or its successor, for
mediation in New York. If the Dispute is not settled by
mediation within 60 days from the date when mediation
is initiated, then the Dispute shall be submitted to
JAMS, or its successor, for final and binding arbitration
in accordance with its Comprehensive Arbitration
Rules and Procedures or, if the Dispute involves a non-
U.S. party, the JAMS International Arbitration Rules.
The seat of the arbitration shall be New York and the
arbitration shall be conducted by one arbitrator, who
shall be appointed within 30 days after the initiation

of the arbitration. The language used in the arbitral
proceedings shall be English. The arbitrator shall order
the production of documents only upon a showing

that such documents are relevant and material to the
outcome of the Dispute. The arbitration shall be
confidential, except to the extent necessary to enforce
ajudgment or where disclosure is required by law. The
arbitration award shall be final and binding on all parties
involved. Judgment upon the award may be entered

by any court having jurisdiction thereof or having
jurisdiction over the relevant party or its assets. This
arbitration and any proceedings conducted hereunder
shall be governed by Title 9 (Arbitration) of the United
States Code and by the United Nations Convention on
the Recognition and Enforcement of Foreign Arbitral
Awards of June 10, 1958.

HIGH VALUE LOT PRE-REGISTRATION

IF YOU ARE INTERESTED IN ANY HIGH
VALUE LOT (I.E., ALL LOTS OF OUR ASIAN
20TH CENTURY & CONTEMPORARY ART
EVENING SALE, THE PIONEERS AND IN
RESPECT OF OTHER CATEGORIES OF
LOTS, ALOT 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
ORDERTO ASSIST YOU WITH THE PRE-
REGISTRATION AND PAYMENT PROCESS.

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

« Unless otherwise agreed by us, you will
be permitted to bid for High Value Lots only
if Christie’s has confirmed your payment

of deposit and your completion of the High
Value Lot pre-registration before the sale.

- Upon the pre-registration, you should

pay a deposit equivalent to the higher of
HK$1,000,000, and 20% of the aggregate of
the low estimate of all lots you intend to bid
for. You will need to pay such deposit by way
of wire transfer or credit card(s) acceptable
to Christie’s for the prospective purchase(s).
Please note that 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.

« Upon successful pre-registration, you will
be given a numbered High Value Lot paddle
for identification purpose. The auctioneer will

—BEH

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
authentic: 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;

(i1i) 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 paragraph
E2 of this agreement.
buyer’s premium: the charge the buyer pays us along
with the hammer price.
catalogue description: the description of alot 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 F1(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 F1(a).
provenance: the ownership history of a lot.
qualified: has the meaning given to it in paragraph
E2 and Qualified Headings means the paragraph
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 alot.
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.

08/09/16

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 +1 212 636 2000 or
visit www.christies.com/highvaluelots.
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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’

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.

¢

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.

Lot incorporates material from endangered species
which could result in export restrictions. See
Paragraph H2(b) of the Conditions of Sale.

|
See Storage and Collection pages in the catalogue.

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.

IMPORTANT NOTICES AND EXPLANATION
OF CATALOGUING PRACTICE

IMPORTANT NOTICES
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.

° 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. In such cases the third party agrees prior to the auction
to place an irrevocable written bid on the lot. The third party is
therefore committed to bidding on the lot and, even if there are
no other bids, buying the lot at the level of the written bid unless
there are any higher bids. In doing so, the third party takes on all
or part of the risk of the lot not being sold. If the lot is not sold,
the third party may incur a loss. Lots which are subject to a third
party guarantee arrangement are identified in the catalogue with
the symbol © 4.

In most cases, Christie’s compensates the third party in exchange
for accepting this risk. Where the third party is the successful
bidder, the third party’s remuneration is based on a fixed financing
fee. If the third party is not the successful bidder, the remuneration
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 written bid. Where the third party is the successful
bidder, Christie’s will report the final purchase price net of the
fixed financing fee.

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.

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.

Bidding by parties with an interest

In any case where a party has a financial interest in a lot and intends
to bid on it we will make a saleroom announcement to ensure that
all bidders are aware of this. Such financial interests can include
where beneficiaries of an Estate have reserved the right to bid on
alot consigned by the Estate or where a partner in a risk-sharing
arrangement has reserved the right to bid on a lot and/or notified
us of their intention to bid.

Please see http://www.christies.com/ financial-interest/ for a
more detailed explanation of minimum price guarantees and third
party financing arrangements.

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.

FOR PICTURES, DRAWINGS, PRINTS
AND MINIATURES, SCULPTURES,
INSTALLATION, VIDEO, CALLIGRAPHY
AND PAINTED CERAMIC

Terms used in this catalogue have the meanings ascribed to them
below. Please note that all statements in this catalogue as to
authorship are made subject to the provisions of the Conditions
of Sale and authenticity warranty. Buyers are advised to inspect
the property themselves. Written condition reports are usually
available on request.

QUALIFIED HEADINGS

In Christie’s opinion a work by the artist.

*“Attributed to ...”

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

*“Studio of ...”/ “Workshop of ...”

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

*“Circle of ...”

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

*“Follower of ...”

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

*“Manner of ...”

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

*“After ...”

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

“Signed ...”/“Dated ...”/*“Inscribed ...”

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

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

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

IMPORTANT CHINESE ART FROM THE FUJITA MUSEUM

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

*This term and its definition in this Explanation of Cataloguing
Practice are a qualified statement as to authorship. While the use

of this term is based upon careful study and represents the opinion
of specialists, Christie’s and the seller assume no risk, liability and
responsibility for the authenticity of authorship of any lot in this
catalogue described by this term, and the Authenticity Warranty
shall not be available with respect to lots described using this term.

POST 1950 FURNITURE

All items of post-1950 furniture included in this sale are items
either not originally supplied for use in a private home or now
offered solely as works of art. These items may not comply

with the provisions of the Furniture and Furnishings (Fire)
(Safety) Regulations 1988 (as amended in 1989 and 1993, the
“Regulations”). Accordingly, these items should not be used as
furniture in your home in their current condition. If you do intend
to use such items for this purpose, you must first ensure that they
are reupholstered, restuffed and/or recovered (as appropriate) in
order that they comply with the provisions of the Regulations.
These will vary by department.

EXPLANATION OF CATALOGUING PRACTICE
FOR CHINESE PORCELAIN AND WORKS OF ART
1. When a piece is in our opinion of a certain period, reign or
dynasty its attribution appears in small capitals directly below the
heading of the description of the lot

e.g. ABLUE AND WHITE BOWL

18th century

2. When a piece is in our opinion not of the period to which it
would normally be attributed on stylistic grounds, this will be
incorporated in the general text of the description

e.g. “... painted in the Ming style”

3. If the date, period or reign mark mentioned in small capitals
after the bold type description states that the mark is of the period,
then in our opinion the piece is of the date, period or reign of
the mark

e.g. ABLUE AND WHITE BOWL

kangxi six-character mark and of the period

4. If the date, period or reign mark mentioned in small capitals
after the bold type description does not state that the mark is of the
period, then in our opinion the piece is of uncertain date or late
manufacture

e.g. ABLUE AND WHITE BOWL

kangxi six-character mark

5. If no date, period or reign mark is mentioned in small capitals
after the bold type description, in our opinion the piece is of
uncertain date, or later manufacture

e.g. ABLUE AND WHITE BOWL
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STORAGE AND COLLECTION

PAYMENT OF ANY CHARGES DUE

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

SHIPPING AND DELIVERY

Christie’s Post-Sale Service can organize domestic
deliveries or international freight. Please contact them
on +1212 636 2650 or PostSaleUS@christies.com.
To ensure that arrangements for the transport of your
lot can be finalized before the expiration of any free
storage period, please contact Christie's Post-Sale
Service for a quote as soon as possible after the sale.

PHYSICAL LOSS & DAMAGE LIABILITY

Christie’s will accept liability for physical loss and damage
to sold lots while in storage. Christie’s liability will be
limited to the invoice purchase price including buyers’
premium. Christie’s liability will continue until the lots

are collected by you or an agent acting for you following
payment in full. Christie’s liability is subject to Christie’s

Terms and Conditions of Liability posted on christies.com.

STORAGE AND COLLECTION

Please note lots marked with a square M will be moved to
Christie’s Fine Art Storage Services (CFASS in Red Hook,
Brooklyn) on the last day of the sale. Lots are not available
for collection at Christie's Fine Art Storage Services until
after the third business day following the sale. All lots

will be stored free of charge for 30 days from the auction
date at Christie’s Rockefeller Center or Christie’s Fine

Art Storage Services. Operation hours for collection from

either location are from 9.30 am to 5.00 pm, Monday-
Friday. After 30 days from the auction date property may
be moved at Christie’s discretion. Please contact Post-Sale
Services to confirm the location of your property prior to
collection. Please consult the Lot Collection Notice for
collection information. This sheet is available from the
Bidder Registration staff, Purchaser Payments or the
Packing Desk and will be sent with your invoice.

STORAGE CHARGES

Failure to collect your property within 30 calendar days of
the auction date from any Christie’s location, will result in
storage and administration charges plus any applicable
sales taxes.

Lots will not be released until all outstanding charges
due to Christie’s are paid in full. Please contact Christie’s
Post-Sale Service on +1212 636 2650.

ADMINISTRATION FEE, STORAGE & RELATED CHARGES

CHARGES PER LOT

LARGE OBJECTS
e.g. Furniture, Large Paintings, and Sculpture

SMALL OBJECTS
e.g. Books, Luxury, Ceramics, Small Paintings

1-30 days after the auction Free of Charge Free of Charge
31st day onwards: Administration $100 $50
Storage per day $10 $6

Loss and Damage Liability

Will be charged on purchased lots at 0.5% of the hammer price or capped at the total storage charge,
whichever is the lower amount.

All charges are subject to sales tax. Please note that there will be no charge to clients who collect their lots within 30 days of this sale.
Size to be determined at Christie’s discretion.

Long-term storage solutions are also available per client request. CFASS is a separate subsidiary of Christie’s and clients enjoy complete confidentiality.
Please contact CFASS New York for details and rates: +1 212 636 2070 or storage@cfass.com
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Christie’s Rockefeller Center

20 Rockefeller Plaza, New York 10020
Tel: +1212 636 2000
nycollections@christies.com

Main Entrance on 49th Street

Receiving/Shipping Entrance on 48th Street

Hours:9.30 AM -5.00 PM
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Christie’s Fine Art Storage Services (CFASS)
62-100 Imlay Street, Brooklyn, NY 11231

Tel: +1212 974 4500
nycollections@christies.com

Main Entrance on Corner of Imlay and Bowne St
Hours: 9.30 AM - 5.00 PM

Monday-Friday except Public Holidays
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50% of the low estimate.
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with this service or loss or damage arising from circumstances
beyond Christie’s reasonable control.
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