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2626
LE PHO 
(VIETNAM, 1907-2001)

Le Concert

signed ‘Le pho’, signed again in Chinese (upper middle); 
inscribed ‘Le Concerte No 62’ (on the reverse)
ink and gouache on silk laid on board
60 x 50 cm. (23 ⅝ x 19 ⅝ in.)
Painted in 1938
one seal of the artist

HK$2,000,000-3,000,000
US$260,000-390,000

PROVENANCE

Galerie Romanet, Algiers

Acquired from the above by the previous owner, 1942

Private Collection, Europe

EXHIBITED

Algiers, Galerie Romanet & Galerie Pasteur, Le Concert  
1941-1942

   

1938

 Le pho ( ) Le Concert

No 62 ( )

 Romanet

1942

 

1941  - 1942 Romanet Pasteur  

PROPERTY FROM AN IMPORTANT EUROPEAN PRIVATE COLLECTION

It is agreed today that the life of the great Vietnamese 
painter, Le Pho, can be divided into three distinct 
periods. In our regular meetings and discussions 
previously he agreed on this chronology of his entire 
oeuvre. Each period can be classically named and dated 
with their specific distinctive identifying characteristics. 

The first period begins with his years of training in 
Hanoi’s School of Fine Arts (1925-1930) all the way 
to the early 40’s. Le Pho clearly favoured the practice 
of oil on canvas, avoiding working with too much 
traditional Vietnamese lacquers due to his allergies but, 
gradually, he specialized in gouache and ink on silk. 
Beyond the techniques, his work was always marked by 
a strong and marked Mandarin solemnity, reflecting his 
scholarly background. 

The second period, from 1945 to the very early 60s, 
is known as the Romanet  period and was named 
after the painter’s gallerist, Paul Romanet. During 
this period, Le Pho continued painting on silk - using 
a thick varnish that modifies the appearance of the 
colour palette which was more suitable to the artist’s 
new impressionist style, being influenced with his  
time spent in Paris. 

Le Pho, Harmonie Verte: Les Deux Sœurs (Harmony in Green: The Two Sisters) , 
1938, Collection of National Gallery Singapore

黎譜《綠色和諧：兩姊妹》1938 年作 新加坡國家美術館收藏
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Finally, the Findlay  period, from 1963 to the 
late 80s, named after an American gallery with 
whom Le Pho signed a contract (as did his 
friend and contemporary Vu Cao Dam). During 
this period, Le Pho returned to painting on 
canvas using exceptional bright colours unique 
to his work and still typified in an impressionist 
style. At the end of the 80’s, after suffering 
from a bad accident, he never painted again.

Within these periods, within the great book 
of life, beyond the chapter, we must aim to 
identify each page which marks the work of 
an artist and lead us in the full awareness 
and understanding of universal beauty, an 
exceptional moment where the artist’s talent 
meets in perfect harmony with the spectator’s 
sensitivity.

The present lot The Concert , is one of  
Le Pho’s major works, unique in composition 
and extremely important as it provides us with 
a key insight and understanding of his life in 
Paris. 

When the painter completed our painting, 
probably in 1938, he was at the peak of his 
artistic career and excelled in the use of 

gouache and ink on silk. Up to then, the painter 
worked mostly on silk; creating representations 
of beautiful Madonna’s and maternities 
inspired by the European Primitives he spent 
time observing in museums since his arrival in 
Paris in 1932. In this period he also practiced 
on subjects such as evanescent young women, 
still-life and flowers arrangements. 

The situation of our artist reminds us of Nguyên 
Gia Thiêu (1741-1798) and his masterpiece 
the Cung Oan Ngân Khuc  (Sadness of the 
Palace) because the poet and the painter meet 
in these verses joining together the Buddhist 
pessimism on impermanence and the universal 
grief and the pessimism of the former ruling 
class, which was disappointed by the Tây-Son’s 
revolt :

How pure was the accent of the cithara in 
the back of the palace, 
And the plaintive flute under the purple 
veranda! 
The more their romance vibrated and the 
more I was exhilarated, 
The more their rhythm rushed, the more my 
heart soften. 

To better understand the context of this 
painting and to better imagine the scene and 
the moment of execution, a few facts need 
to be recalled. In 1931, Le Pho was assisting 
Victor Tardieu during the Colonial Exhibition 
in Paris. The International Colonial Exhibition 
(Exposition Coloniale Internationale) , was 

Pierre-Auguste Renoir, Young 
Girls at the Piano , 1892, Musée 
d'Orsay, Paris

皮耶 · 奧古斯特 · 雷諾瓦《彈鋼琴的
少女》1892 年作 巴黎奧賽博物館

Lot 26
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a six-month colonial exhibition held in Paris, 
France in 1931 that attempted to display the 
diverse cultures and immense resources of 
France's colonial possessions. In 1937, he was 
the artistic director of the Indochina section 
at the Universal Exhibition in Paris. In the 
meantime he was teaching at the Hanoi Fine-
Art School, his students were brilliant and 
his talent was well regarded and recognized 
by the distinguished and cultural circles in 
Indochina. 

What could possibly have pushed a well-
heeled man of society of thirty years of age 
to leave behind a successful life and material 
comforts for a far away and unknown city? 
Le Pho had a few recommendations, spoke 
perfect French but in the late 1930s, Paris 
was the place where all the artistic talents 
of the world would gather and congregate 
together ‒ a gathering of great creative minds 
and impulses. At that time, Le Pho was just 
a painter among many trying to conquer 
not only Montparnasse but also the Parisian 
galleries. At the very least, following the 
proactive actions of AGINDO ( The Economical 
Agency of Indochina) and the 1931 Exhibition - 
it meant there was already a public awareness 
there of his art.

Perhaps he was thinking of these four verses 
of Chinh Phu Ngâm (the masterpiece of 
Vietnamese literature of the late eighteenth 
century written by Phan Huy Ich):

Each year the charms further fade; 
Man lingers in distant lands. 
Why the body and the shadow, never to be 
separated 
Now are like the evening star and the 
morning star? 

This painting is exceptional because it is the 
manifesto of what makes a man’s destiny: the 
journey, a lifelong quest or as an escape.

At the very moment Le Pho was painting this 
scene, we can imagine him feeling a profound 
nostalgia for his native homeland. Here we 
are, far away (as for the iconography) of the 
Madonnas and yet so strongly influenced 
by the great European Primitives, beautiful 
portraits of women wrapped at times in their 
gentleness or at times in their seduction. 

The great painter offers us here the 
phantasmagorical description of a Vietnamese 
interior full of charm, coming through with an 
unprecedented force. A beautiful lady musician 

plays the flute while another evanescent 
young woman reads a letter (a booklet) behind 
her fan. The writing can be identified as quôc 
ngû  and we can identify a few words: Môt 
vài lòi  (a few words), Thò vong  (resounding 
breath). The woman in her ao dai  enjoying the 
fan leans nonchalantly on a low Vietnamese 
style table. The musician seems to actively 
search, deeply within herself, the music to find 
the sounds of a lost and loved Vietnam.

Le Pho used with great mastery the black 
ink along with soft tones of gouache such as 
yellow, red, green and blue giving the rich 
composition a true ethereal lightness. In the 
right lower corner of the painting, an atypical 
Vietnamese wicker 
basket contains a 
flower arrangement 
of Asian flowers ‒ 
the lily, peony and 
prunus. 

The effort by the 
artist to make the 
scene as Asian as 
possible is shown 
in the details in 
the painting; from 
the pattern on the 
notebook’s cover 
placed on the table; 
or even in the 
kakemono hanging 
on the wall. We can 
discern a Chinese 
influence probably 
inspired by Le Pho’
s visit in China in 
1934 as well as 
a Japanese influence evoked in the female 
headdress. Finally an empty background 
in a green and brown colour reinforces 
the relationship of the two young women 
immersed in their scholarly pursuits. 

This magnificent work was previously exhibited 
in 1942, in the Galerie Romanet in Algiers (then 
French Algeria). It was purchased by a well-
known French personality and was kept intact 
in the family to this day, including its French 
frame (from the early 1940s) which was made 
specifically for the purpose of this exhibition. A 
breath-taking work, a masterpiece, this present 
Lot represents the absolute best in the master 
painter’s oeuvre. 

Jean-François Hubert 
Senior Consultant, Vietnamese Art

Jean-Honoré Fragonard, Young 
Girl Reading , c. 1770, National 
Gallery of Art, Washington, DC., 
United States

1770  
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(1925-1930
) 1940

1945 1960
Paul Romanet

 Romanet

1963 1980
(

)
Findlay

1980

1938

1932

(1741-1798
)

( )

 
 
 

1931

1931
1937

1930

Top to bottom 由上至下：

Le Pho, Nativité (The Nativity) , 
Christie’s Hong Kong, 28 
November 2015, Lot 10, sold for 
HKD 4,240,000.

黎譜《誕生》佳士得香港 2015 年
11 月 28 日 編號 10  
成交價：4,240,000 港元

Le Pho, Les Pivoines (Peonies) , 
Christie’s Hong Kong, May 29, 
2016, Lot 322, sold for HKD 
937,500.

黎譜《牡丹》佳士得香港   
2016 年 5 月 29 日 編號 322  
成交價：937,500 港元



13

AGINDO( )
1931

(
)

 
 
 

( )

( )
Môt vài lòi ( ) Thò vong (

)

1934

1942 (
) Romanet

(1940 )

Jean-François Hubert 

◀ Lot 26 Detail  
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A great painter is always a witness of his time. 
For an observer, it would be a great mistake not to 
understand this.  As a witness, the painter is a part of 
the making of history and he is an illustrator feeding 
us with clues and signs to alert and to encourage us.

Joseph Inguimberty was misunderstood by his 
contemporaries but who, little by little, managed 
to unveil a much higher level of work even greater 
and more stupendous than they imagined.  He was 
misunderstood by some, even while he was praised 
for the originality of his style. The quality of his 
subtle observations of nature and of the Vietnamese 
way of living are found very early in his work and his 
social analysis but are also rarely mentioned. 

The art piece presented here is a perfect illustration 
of this. It is important to understand firstly that 
originally the work was larger but the artist himself 
chose deliberately to reduce its dimensions. We can 
assume that the intention in reducing the size was 
to focus the attention on these four women, the four 
major figures at the centre of the work whereas the 
vegetation, usually so well described by the artist, 
remains, and rare in his work, secondary. 

An unconventional dichotomy is expressed with 
the following examples: the two nude women stand 
in a firm and almost lascivious attitude, right arm 
and hip extended provocatively, contrasting with 
the two ladies in their áo dài  - one sitting on a 
stool in a lanky pose and a second appears slightly 
with drawn from the scene in the background.  The 
headgear of the different women: the conical hat 
- the indispensable headgear used by the workers 
in the fields and the uncovered head in contrast 
with the hair set in a sophisticated bun for one and 
the a scarf for the other. The sensual beauty in the 
naked lady’s face on the right contrasts with the 
almost subdued face of the young lady sitting.  In 
this improbable time in 1935, two different worlds 
balance against each other and the painter manages 
to grasp and fix that moment through this opposition 
of styles, this dissociation to express a conception 
and understanding of the world.  A line is drawn 
between the future, presented in the context of bare 
feet trampling the land of Vietnam and a reference to 
a past with badly-fitted shoes on the seated lady. 

2727
JOSEPH INGUIMBERTY 
(FRANCE, 1896-1971)

Femmes Vietnamiennes  

(Vietnamese women)

signed and dated ‘INGUIMBERTY 1935’ (lower left)
oil on canvas
198.5 x 153.5 cm. (78 ½ x 60 ½ in.)
Painted in 1935

HK$800,000-1,000,000
US$110,000-130,000

PROVENANCE

Anon. sale; Christie’s Singapore, 1 October 2000, Lot 7

Acquired from the above sale by the previous owner

Anon. sale; Christie’s Hong Kong, 6 July 2003, Lot 39

Acquired from the above sale by the present owner

Private Collection, Asia
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INGUIMBERTY 1935 ( )
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Inguimberty seen here with his wife and models, dated circa 1937 

1937
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The painting is enigmatic in its pictorial 
composition and the layered message is 
emphasized strongly by the choice of strong 
bold colours including the luminous white 
often used by the painter.  

To better understand the time frame in which 
the painting was set, a reminder of what 
shaped the man Inguimberty is necessary. 
In 1925, when Joseph Inguimberty arrived 
in Vietnam, no one could have guessed or 
imagined that, twenty years later, he would 
have achieved a revolution in Vietnamese 
painting, leaving behind a rich legacy of 
artistic renewal and creation. He was then 
29 years old, born in Marseille and attending 
the prestigious School of Beaux-Arts 
(Marseille) as well as the National School of 
Arts Décoratifs in Paris (at the age of 17) and 
was recognized in his work by receiving the 
Blumenthal prize in 1922. Extremely sensitive 
to social issues: he developed a fascination 
for the work force, first in Belgium during 
the early twenties then in Marseille between 
1922 and 1924, years when he painted men 
working showing their great contribution to 
society.  The Unloading of Peanuts , painted 
in 1922 and Marseille  painted in 1924 are 
very telling of that strong influence. This 
is a man who at the age of 21 suffered 
injuries during the First World War and was 
therefore very aware of the tragedy of the 
world and its evanescence. Under the aegis 
of Victor Tardieu, he became a key factor to 

the success of the 
Fine Art School of 
Indochina. Created 
just a few months 
before his arrival, 
this institution 
would leave a mark 
for ever on Asian 
painting in the 
20th century.

From 1925 to 1945, 
so many brilliant 
painters paid 
homage and their 
deepest respect to 
their outstanding 
teacher. He had his 
favourite students, 

early on with Tô Ngoc Vân and later with 
Nguyen Gia Tri among many others. He kept 
teaching oil techniques but for the teaching 
of lacquers he went beyond and transformed 
this decorative art into a true creative 
process. With the help of Alix Aymé, he was 

a relentless teacher committed to the great 
success of Vietnamese lacquer during this 
period. 

Despite all, Inguimberty would bring all his 
students to absorb and acquire the very 
fundamental knowledge through classes on 
art history and the anatomy of the human 
body emphasizing on the study of nudes. 
It is agreed among teachers and students 
that the study of nudes is the most difficult 
subject: no weakness in the artist’s work 
could be hidden by ornamentations or decor. 
At the time Vietnam was very traditional 
and the school’s practice conflicted against 
the strong moral standards and prudish 
nature of the country. No students or visitors 
were allowed to pose as a model, and Victor 
Tardieu finally had to resort to prisoners who 
were punctually allowed out to exchange a 
few hours of modelling in front of attentive 
students for some extra comfort.

Joseph Inguimberty became and was highly 
regarded as the great French master painter 
of Vietnam. Only his love for this country, 
his quasi-carnal connection could reach this 
level of understanding of the people and 
their way to life allowing him to apprehend 
its destiny. Indeed, Inguimberty is not just 
a travel painter, or a foreigner but a painter 
describing his land.  In art, it is fact, the land 
rights take precedence over blood rights.

Pierre Gourou writes: no one better than him 
could restitute this tropical light, so different 
to ours, this bright light, implacable, painful 
to the eyes, metallic, his white dazzling 
skies, the acidity in the greens during the 
wet season, a powerful vibration you can’t 
find in our latitudes   

Femmes Vietnamiennes  is a major master 
piece. A profoundly innovative painting, 
executed in Hanoi in 1935, purely and 
quintessentially Vietnamese. Inguimberty’s 
paintings reveal the influence and 
remarkable understanding of his adopted 
country Vietnam through its strong themes 
and yet remains subtle and soft at the same 
time - a timeless example of an overall visual 
vivaciousness in the arts of 20th century 
Vietnam.  

Jean-François Hubert Senior Consultant, 
Vietnamese Art 

Left to right 

Joseph Inguimberty, L©atelier 
(The studio) , Christie©s 
Singapore, 30 Sept 2001,  
Lot 288, Sold for SGD152,750.

 
 2001 9 30   

152,750

Joseph Inguimberty, Femme au 
hamac (Woman in a Hammock),  
Christie©s Hong Kong, 29 
Nov 2015, Lot 480, Sold for 
HKD2,560,000.

 
 2015 11  

19  480 2,560,000

Inguimberty and his models in 
an area near Hanoi, circa 1937 

1937
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2828
ZAO WOU-KI 
(ZHAO WUJI, FRANCE/CHINA, 1920-2013)

Untitled

signed in Chinese, signed ‘ZAO’, dated ‘1947’ (lower 
right); signed, inscribed and dated ‘ZAO Wou-Ki 100 x 
81 1947’ (on the reverse)
oil on canvas
100 x 81 cm. (39 ⅜ x 31 ⅞ in.)
Painted in 1947

HK$10,000,000-15,000,000
US$1,300,000-1,900,000

PROVENANCE

Private Collection, Europe (acquired directly from the artist by 
the present owner)

This work is referenced in the archive of the Foundation 
Zao Wou-Ki and will be included in the artist’s forthcoming 
catalogue raisonné prepared by Françoise Marquet and Yann 
Hendgen (Information provided by Foundation Zao Wou-Ki).

 

1947  

 ZAO 1947 ( ) ZAO Wou-Ki  
100 x 81 1947 ( )

  ( ) 

 
 

( )

 - 

I do my best to find time for my painting: 
I paint portraits or practice composition. 
I want to understand Matisse and 
Picasso, and Modigliani. On my easel 
I continue to explore painting in oil, 
using pigments ground locally and 
frames I make myself, and I paint a lot of 
portraits: my sisters, Jinglan, or portraits 
of myself.

- Zao Wou-ki,  
from Zao Wou-ki: A Self-Portrait

Fig. 3 Zhang Daqian, Separation , 1962. Christie©s Hong Kong 
May 29, 2012, Lot 3133, sold for 34,260,000 HKD

3 1962   2012 5 29   
3133 34,260,000

Watch Video
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A SPECIAL SUBJECT,  
RARE AND TREASURABLE
Works in abstract styles account for by far 
the greater part of Zao Wou-ki©s output 
during the nearly half century of his artistic 
career. Portraits are rare and difficult to 
acquire, but we are fortunate to offer at this 
sale one such rare work from his oeuvre, 
his Untitled  (Lot 28) from 1947. Published 
information indicates that there are only 20 
or more extant Zao Wou-ki oil works in this 
genre (Fig. 1), most of which were painted 
before he travelled to study in France; after 
that point the artist focused more on still 
lifes and scenic landscapes. In 1954 Zao 
began his ©oracle-bone series,© and in 1958 
began naming his abstract paintings with 
only the date of their completion. Further, 
because many of Zao©s portrait works were 
destroyed in the Cultural Revolution, only 
a very few remain. And while this work is 
untitled, it is possible to infer from published 
information that the subject is his younger 
sister, Zao Wu-xuan (Fig. 2). 

Zao was born to a scholarly family that took 
art very seriously. His father taught his sons 
and daughters how to judge the quality of art 
works from both a technical and an aesthetic 
standpoint, while his father©s younger brother 
brought postcards with pictures of famous 
paintings back from Paris as gifts for young 
Zao Wou-ki. Before he even left China, Zao 
was able to use these materials to produce 
imitations of paintings by famous masters. 
Steeped in this kind of artistic cultivation, 

with an entire family highly interested 
in painting, Zao decided at an early age 
to become a painter, and long before he 
graduated from the Hangzhou Academy of 
Arts, he often painted oils at home, choosing 
as subjects his younger sister or scenic 
landscapes. This Untitled  embodies Zao©s 
early explorations of Western painting styles 
in China prior to leaving for France. It is an 
unusual find due to both its subject and the 
period of its creation, making it one of the 
very special representative works of this 
artist.

SIMPLIFIED LINES AND AN 
INNOVATIVE LOOK
The distinguished portrait painter of the 
Eastern Jin era, Gu Kaizhi, said, ©Of all 
paintings, portraits are most difficult, 
landscape painting is less difficult, and 
then the painting of dogs and horses. As for 
terraced pavilions, their distinct forms are 
not easy to paint, yet can be painted well. 
They do not require the same kind of creative 
imagination.© Clearly, in the traditional 
Chinese painting tradition, portraits were 
held to be the most challenging, given the 
differences in temperament, expression, and 
appearance between different subjects; every 
frown and every smile has to be captured and 
recreated in an instant. Out of the demand 
to capture both appearance and expression, 
a more stylized form of female portrait 
painting gradually evolved: Almond-shaped 
©phoenix© eyes, long, graceful eyebrows, and 
©cherry© lips expressed the slender, delicate 

Left to right 

Fig. 2 Zao Wouki and his 
Family. Photo taken in 
Shanghai around 1948. 

© 2017 Artists Rights Society 
(ARS), New York / ProLitteris, 
Zurich

2 1948  

Fig. 1 Zao Wou-ki, Femme sur 
un canape , 1947 

© 2017 Artists Rights Society 
(ARS), New York / ProLitteris, 
Zurich

1 1947
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form and the virtuous, gentle character of 
the woman. By comparison with such a 
portrait work, Separation , by the modern 
painter Zhang Daqian (Fig. 3), we can see 
how Zao Wou-ki in this Untitled  deliberately 
avoided the traditional Chinese image of 
the beautiful woman. Instead he chooses 
to portray his subject in simple lines, with 
deep-set and slightly exaggerated eyes, full 
and rich red lips, and a fuller, more rounded 
figure. This kind of realism, which eschews 
details and simplifies the muscular structure 
and lines of the body, also differs greatly 
from the style of Xu Beihong©s Portrait of 
a Lady  (Fig. 4), with its emphasis on light 
and its realistic technique and attention 
to outlines and contours. Zao©s Untitled  
simplifies his subject©s body into more 
geometrical structures which fill the greater 
part of the canvas, expressing her full-
figured curves with a feeling of solid weight 
and the physicality and volume of the body.

BREAKING WITH 
TRADITION, ATTENDING 
TO THE INNER PERSON
Following the invention of the camera in 
the 19th century, painting was no longer 
just a form of documentation or a tool 
for presenting factual appearances, but 
was elevated to a medium in which the 
artist could express and portray his inner 
feelings. Thus, by contrast with Renaissance 
artist Raffaelo Sanzio©s Saint Catherine 

of Alexandria  (Fig. 5) or The Milkmaid by 
Johannes Vermeer (Fig. 6), from the Golden 
Age of Dutch Painting, Zao©s Untitled  also 
eschews the traditional Western approach 
to portraits in oil, in terms of both his use 
of color and his structuring of space. The 
entire canvas employs only light pinkish-
white, brown, and a deep greenish-black 
as its basic hues; the background is 
deliberately lightened and three-dimensional 
space created by means of contrasting 
blocks of dark and light color and the small 
stool placed at the center. Handling his 
subject in this way obscures any sense of a 
specific historical period or the surrounding 
environment and makes her the sole object 
of attention. Breaking down the external 
images and cues of objects in this way also 
brings a reinterpretation of the subject©s 
essential inner qualities. Viewers focus more 
exclusively on the person portrayed, and 
especially on the sense of their personal 
inner world. This can also be seen in the 
way in which Modigliani©s portraits (Fig. 7) 
would usually simplify their backgrounds 
and employ exaggerations or distortions to 
highlight aspects of his model©s appearance, 
through which he could similarly express a 
sense of the inner person.

FUSING EAST AND WEST 
AND EXPLORING LIGHT
Whether in the composition of its colours 
or its use of line, Zao in Untitled  adopts the 

Left to right 

Fig. 5 Raphael, Saint Catherine 
of Alexandria , painted about 
1507, The National Gallery, 
London, UK

5 
1507   

Fig. 6 Johannes Vermeer, The 
Milkmaid , painted c. 1660, 
Rijksmuseum, Amsterdam, 
Nederland 

6 
1660  
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◀ Lot 28 Detail  

principle of eliminating the complex and finding 
what is simple. Only in the clothing of his subject 
do more complex outlines appear. The printed 
scrolling pattern of her blouse reminds one of 
the dragon patterns inlaid in cloisonné enamel 
from the period of the Qianlong Emperor (Fig. 8), 
suggesting that Zao Wou-ki, even in his earliest 
oils, was exploring a painting style that combined 
Eastern and Western elements. Introducing 
Chinese cultural elements was a technique 
also employed by some of the Western artists 
that Zao Wou-ki admired at the time; Matisse 
for example arranged for Chinese porcelains or 
other objects to figure in his paintings, while 
Zao Wou-ki by contrast here adopts a more 
reserved approach than the direct placement of 
such objects in compositions by Matisse. Using 
these linear motifs in the clothing of his subject 
suggests that Zao already had in mind the desire 
to change the ossified styles of Chinese painting, 
yet at the same time intended to maintain his 
stance as a defender of traditional Chinese 
culture. At the same time, Zao brushes patches 
of yellow into parts of his subject©s clothing and 
the background; these yellow hues release a 
shimmering light when set against the cooler 
tones of the background and add a sunnier and 
brighter note to the painting. Such explorations 
of light effects would appear in many later 
Zao Wou-ki works, making this Untitled  an 
early representative work that exemplifies his 
exploration of the use of color effects to create 
space. 

Fig. 8 Qing Dynasty, A Cloisonné Enamel And Gilt-Bronze Mirror , National 
Palace Museum, Taiwan

8    
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1947 (Lot 28)
( 1)

1954 1958

( 2)

 

( 3)

( 4)

 

(Raffaello 
Sanzio) ( 5)
(Johannes Vermeer) ( 6)

( 7)

 

( 8)

Fig. 7 Amedeo Modigliani, Elvira with White Collar, painted 
in 1917-1918

7  Elvira with White Collar 1917-1918

Fig. 4 Xu Beihong, Portrait of a lady , 1939. Christie©s Hong Kong 
May 27, 2007, Lot 212

4 1939   2007 5 27  
212
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Arrived in Paris in 1913, the then twenty-seven years 
old Foujita would soon be absorbed into the swirling 
atmosphere of the Parisian “Années Folles” and 
become one of the most eccentric and fascinating 
figure of the School of Paris. By the early 1920s, the 
artist renamed himself Leonard Tsuguharu Foujita 
and developed a technique and style that would 
open a sensational breakthrough in both Western 
and Eastern art history. The synthesis and balance 
found his most accurate expression in the depiction 
of the Nude, a traditional canon of the Western 
iconography. Foujita noticed quite early that “there 

are only very few nudes in Japanese paintings. Even 
painters like Harunobo or Utamaro (fig.2) let only 
appear a portion of the knee or the leg, and these 
were the restricted area where they could represent 
the skin sensation. This is what encouraged me 
to paint nudes again after 8 years of break with 
the clear objective of depicting the most beautiful 
material that can be: human’s skin.” 

(Fo ujita quoted page 96 in Sylvie & Dominique 
Buisson, Léonard-Tsuguharu Foujita Volume I, Paris, 

France, 2001.)

Reclining Nude  (Lot 29), painted in 1932 shows one 
of the strongest demonstration of Foujita’s unique 
treatment of this historical yet inexhaustible canon. 
Already a renowned figure in both France and Japan, 
the beginning of the 1930s opens a new era in 
Foujita’s work when he decided to explore the Latin 
American continent, leaving Montparnasse in May 
1931 for Brasil where an exhibition of the School of 
Paris’ artists was held. This period would bring him 
to settle Japan in 1933 and shows one of the finest 
compositions in the artist’s palette. Travelling with 
the young model Madeleine Lequeux (fig.1), Foujita 
left behind money and romance issues, after his 
second wife fell into the arms of the surrealist poet 
Robert Desnos. 

2929
FOUJITA 
(LÉONARD TSUGUHARU, FRANCE/JAPAN, 1886-1968)

Nu Allongé (Reclining Nude)

signed in Japanese, signed ‘Foujita’, dated ‘1932’  
(lower left)
oil on canvas
71.5 x 91 cm. (28 ⅛ x 35 ⅞ in.)
Painted in 1932

HK$2,000,000-3,000,000
US$260,000-390,000

PROVENANCE

Private Collection, Japan
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S. & D. Buisson, La vie et l’oeuvre de Léonard-Tsuguharu  
Foujita, Paris, France, 1987, (illustrated in black & white,  
plate 32.23, p. 427). 

The Chunichi Shimbun, Leonard Foujita: Art Bridging the  
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1932  

 Foujita 1932 ( )

 

1987 S. & D. Buisson   
  ( 32.23 427 ) 

2016 :  
   ( 59 98 )

Amadeo Modigliani, Nu couché (Reclining Nude) , Christie©s New York,  
9 November 2015, sold for USD170,405,000  

2015 11 9   170,405,000
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The first portraits of 
Madeleine appears 
in 1930 and shows 
an unprecedented 
sensuality, inspired by 
the radiant beauty of 
the young and charming 
dancer. The red hair, 
blue eyes and candid 
expression in Reclining 
Nude  are easy markers 
of the young model who 
had already charmed 
other Parisian painters 
such as André Derain 
who introduced her to 
Foujita. Hostess during 
the day and dancer at 
the Casino de Paris at 
night, Madeleine is the 
third muse of Foujita 
after his two wifes 
Fernande Barrey who 
he married in 1917 and 

Lucie Badoul, nicknamed ‘Youki’. Travelling 
from Brasil to Argentina, Foujita would testify 
of his unique way of depicting an iconic canon 
of Western art history illustrated by his own 
vocabulary, inspired by Asian calligraphic 
technique.

Educated at the Tokyo National University 
of Fine Arts and Music, Foujita followed the 
courses of Seiki Kuroda who was the first 
painter to show nude paintings in the 1890s 
in Japan. Kuroda who went to Paris at the 
beginning of the 20th Centuy would bring 
back to Japan the Western techniques and 
modern approach (called yoga), applying it 
to the teaching of nihonga, the traditional 
Japanese painting techniques. Foujita found 
a way to synthetize both approaches, using 
the mineral pigments inspired by nihonga to 
the medium of oil. Layering the canvas with 
several binders and natural pigments, this 
technique he called nyuhakushoku (literally 
“whiteness of milk”) enables the brilliant 
painted surface to be permeable to ink. The 
model’s shape and details of the sheets would 

then be drawn with sumi (Japenese taditional 
ink) with the menso, the thinnest brush of 
the Japanese painter. The purity of the line 
testifies of the finest calligraphic heritage of 
Foujita and his well-trained calligrapher wrist. 
The creamy and soft surface creates shades 
of white and grey, almost monochrome, from 
which appears a mesmerizing vision of the 
chaste reclining body of Madeleine on the 
disordered bed sheets. The gracefulness the 
figure, that recalls the delicacy of Ingres’s 
Odalisques (Fig. 3) or Hashiguchi Goyo’s 
models, bares witness of a model who 
radiates from a sense of universal and almost 
abstract beauty.

Left to right 

Fig. 2 Kitagawa Utamaro, Bathing in 
cold water , circa 1799. 

Collection of MOA Museum of Art, 
Atami, Shizuoka, Japan. 

2 1799   
   MOA

Fig. 4 André Derain, The Beautiful 
Model, oil on canvas, 1923. 
Collection of Musée de l©Orangerie, 
Paris, France

4 
1923    

Fig. 1 Foujita and Madeleine in 
Buenos Aires, Argentina, 1932 
© 2017 Artists Rights Society 
(ARS), New York / ADAGP, 
Paris

1 1932
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(Tsuguharu Foujita) 1913
27

1920
(Leonard Tsuguharu Foujita)

(Harunobo) (Utamaro)( 2)

- 2001 1  
Sylvie & Dominique Buisson 96

( 29) 1932

1930
1931 5

1933

· (Robert Desnos)

(Madeleine Lequeux)( 1) 1930

(André 
Derain)

( 1917
(Fernande Barrey)

(Lucie Badoul )

(Seiki Kuroda)
1890

( )

(Ingres)( 3)
(Hashiguchi Goyo)

(André Derain)
( 4)

1701

Fig. 3 Jean-Auguste 
Dominique Ingres, Odalisque 
with Slave , 1839. Collection 
of Harvard Art Museums/
Fogg Museum,Cambridge, 
Massachusetts, USA

3 1839
    

 

Only a few colours stands out from this creamy 
surface; the copper colour hair of Madeleine, 
faded blue eyes and delicate touches of light 
pinks on the model’s skin. Following the 
Japanese traditions were the coloured shades 
are mostly rendered by texture and mineral 
pigments, Foujita testifies here of his ability 
to depict a resolutely modern female figure, 
“painting with the light” like his fellow Parisian 
friends from the fauvism movement such as 
André Derain (Fig.4).

Reclining Nude  demonstrates how Foujita found 
a way to reunite both the line and the light in 
his palette, becoming this universal painter he 
wanted to be. He would honour and give his 
modernity to the traditional guidance of the 
Asian painting as complied in the Mustard Seed 
Garden Manual of Painting written by the painter 
Wang Kai in 1701, stating :

“In the art of painting, 
The use of the brush is of the utmost importance 
Then comes the control of the ink, 
And finally the one of the colour.”
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3030
LIN FENGMIAN  
(CHINA, 1900-1991)

Nude

signed in Chinese (lower left)
ink and colour on paper
67.5 x 66.5 cm. (26 ⅝ x 26 ⅛ in.)
one seal of the artist

HK$8,000,000-10,000,000
US$1,100,000-1,300,000
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Anon. Sale, Christie’s Hong Kong, 19 March 1990, Lot 328 

Acquired from the above sale by the present owner

Private collection of Mr. Robert Chang, Hong Kong

  

 ( )

1990 3 19   328

 

Fig. 1 Titian, The Venus of Urbino , 1538

1 1538  

Édouard Manet, Olympia , 1863, Musée d©Orsay, Paris

1863   

Lin Fengmian spent a lifetime exploring the fusion of Eastern and Western artistic 
traditions, a f ield in which he made outstanding contributions. His achievements can be 
attributed to his understanding and love of both Western contemporary art, as well as 
Chinese classical and folk art. Moreover, because he never pursued fame and fortune, 
even while facing great adversity he devoted himself to study; although he is no longer 
with us, his spirit still lives on in others.

- Wu Guanzhong, Lin Fengmian: Master of his Generation
 

- 
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The convergence of Eastern and Western 
culture in the 20th century had a profound 
impact on the 5,000-year old traditions of 
Chinese painting and calligraphy.  During 
this time, Chinese artists put great thought 
into the creation of new presentations that 
would both preserve and rejuvenate tradition 
with a contemporary spirit. Perhaps no 
artist’s work better encapsulates this turning 
point in art history than the paintings of 
Lin Fengmian, whose honest portrayals 
overcame all boundaries of language, culture, 
and nationality. 

Lin was born in 1900 in Guangdong province.  
At age 20, he left for France to take place 
in a work-study program. The May Fourth 
Movement of the 1920©s marked the start of a 
new era in China’s cultural history. Groups of 
intellectuals returned to the motherland from 
their studies abroad, bringing with them 
Western ideals of democracy and science, 
and in turn revolutionizing and advancing the 
development of Chinese art and literature.  
Enlightened by their studies overseas, many 
artists consequently began infusing Western 
ideology into Chinese contexts, unlocking 
the door to a new cultural dimension for 
China in the 20th century.  This was the 
stage onto which Lin Fengmian entered 
when he returned to China in 1926 to 
become the director of the National Beijing 
Fine Art School.  At age 29, he helped to 

establish the College of Art in Hangzhou, 
which later became the prestigious China 
Academy of Fine Art.  Serving as the school©s 
first president, his innovative approach 
of blending Chinese and Western styles 
enabled the school to nurture students who 
would become the titans of Chinese 20th 
century art such as Zao Wou-Ki, Chu Teh-
Chun and Wu Guanzhong.  For this reason, 
Lin Fengmian is often considered the father 
of Chinese modernism. 

One of the subjects Lin Fengmian is best 
known for are his depictions of female 
figures; Nude  is a pivotal example that 
fully illustrates his artistic proficiency and 
technique.  The artist’s portrayal of the 
figure in this work, follows a long tradition of 
depictions of similarly positioned women in 
Western art history, the foundations of which 
run all the way back through to ancient 
Greece and Rome.  A strong comparison 
can be drawn to academic paintings by Old 
Masters such as the Venetian school painter, 
Titian. Like Titian’s Venus of Urbino (Fig. 1), 
the female figure in Lin’s work poses in a 
relaxed yet classical posture with her arms 
crossed and legs languidly outstretched, as 
she turns her alluring gaze toward the viewer.  
Titian’s Venus  is shown in full against plush 
draping, the lavish trappings of her boudoir, 
including two nattily dressed servants, 
in full display.  Meanwhile, Lin keeps the 

Left to right 

Huai-su,  
Autobiography, Tang Dynasty, 
National Palace Museum, 
Taipei

Lot 30
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Left to right 

Pablo Picasso, Les Demoiselles 
d©Avignon , 1907,  Museum of 
Modern Art, New York City

Pablo Picasso © 2017 Estate of 
Pablo Picasso / Artists Rights 
Society (ARS), New York

1907  

Lin Fengmian, Still Life.

composition closely cropped to his figure 
so that her arms brush the top boundary 
of the work and her legs are truncated just 
below the knees by the right edge.  While his 
expert washes of ink indicate a certain sense 
of ‘atmosphere’ within the room, we have 
little perception of the furnishings within the 
space or even the form of the furniture that 
the figure is reclining upon.  A few cross-
hatching strokes in the lower left corner 
perhaps loosely indicate patterned throw 
pillows, while the pane of a window behind 
reveals nothing about the world that exists 
beyond.   This all serves to create a very 
intimate view of the subject— rather than 
standing by as an observer as we do with 
Titian’s Venus , here it is as if we are reclined 
beside her and little else matters.   

While the subject herself may have been 
drawn from classical origins, Lin employs 
several techniques to imbue the work with a 
considerably modern sensibility. He carefully 
models the figure in delicate washes so 
we are able to perceive the soft and fleshy 
curves of her body, whilst flattening the 
composition with the loose and perceptible 
brushwork in the surrounding space so that 
we are aware of his presence as the painter.  
This flat, almost planar, quality of the space, 
as well as the way in which the figure’s gaze 
meets our own provides a close comparison 
to Édouard Manet’s 1863 painting Olympia 

(Fig. 2), whose subject shocked audiences 
at the time with her confrontational and 
uncompromising stare. Meanwhile, the 
few well-placed strokes used to elegantly 
to describe the figure’s face in Lin’s work, 
testify to the deep impact modern masters 
such as Henri Matisse and Pablo Picasso 
had on the artist.  Moreover, the square 
dimensions of canvas itself belie a sense 
of modernity, allowing Lin the ultimate 
flexibility to create a composition built from 
geometrical structures that was balanced 
and harmonious, while also remaining 
dynamic. 

Although ink as a medium is limited in 
its ability to present colors and textural 
quality compared to oil paint, Lin Fengmian 
adeptly exercised the tonal variations of 
ink to its full potential under the banner of 
“reviving Chinese Art”.  In Nude , Lin skillfully 
delineates the body of the figure, providing 
a boundary between her cream colored skin 
and the soft washes of ink used to define 
the environment around her. Whereas 
Western aesthetics rely more on color to 
complement lines and actualize space, for 
Lin Fengmian, line is paramount. In his 
deft and fluid strokes, one can make out an 
inheritance from the emotive and running 
lines of calligraphic script.  Meanwhile 
his choice to use negative space as the 
predominant and focal ‘color’ within the 
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Sleeping Hermaphroditus,  
The Louvre, Paris

 

Francisco Goya,La Maja 
Desnuda , 1797-1800, Museo del 
Prado, Madrid, Spain.

1797-1800     

composition, a technique employed by the 
great literati painters of the Song Dynasty, 
further reaffirms his deep roots within 
Eastern tradition.  The result is a highly 
transformative atmosphere, oscillating in 
harmonious balance between emptiness and 
form, color and space.  

Lin Fengmian was among a handful of the 
first generation of Chinese artists who firmly 
established and directed the undertaking of 
in Chinese art. His concern with the changes 
in form, composition, and spatial structure, 

allowed him to imbue his subjects with a 
Modern poeticism and Classical grace that 
is yet to be surpassed, in order to lead the 
tradition of Chinese painting into wider, 
richer and more modernized terrain. Lin 
Fengmian’s legacy of creative achievements 
and teachings have exerted far-reaching 
influences in the subsequent flourishing 
careers of some of the most important 
painters of the 20th century, forever 
changing the face of Chinese art.  
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Xia Gui, Mountain Market- 
Clear with Rising Mist , 
Song Dynasty, Metropolitan 
Museum of Art, New York
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HENDRA GUNAWAN 
(INDONESIA, 1918-1983)

Fish Vendor, Bali

signed ‘Hendra’ (lower left)
oil on canvas
150 x 200 cm. (59 x 78 ¾ in.)

HK$2,000,000-3,000,000
US$260,000-390,000

PROVENANCE

Gift from the artist to Dr. Moerdowo, Denpasar, Bali

Duta Fine Arts, Jakarta, Indonesia

Acquired from the above by the previous owner

Anon. sale; Christie’s Hong Kong, 1 April 2001, Lot 112

Acquired from the above sale by the present owner

Private Collection, Asia

EXHIBITED

Jakarta, Oets Gallery, Solo Exhibition of Hendra, 1985.

 

Hendra ( )

Moerdowo   

Duta Fine Arts   

2001 4 1   112

 

1985 Oets   

3131
PROPERTY FROM AN ASIAN PRIVATE COLLECTION

“Indonesian art draws its strength from its rich 
cultural past and from its preserved customs and 
sacred rituals. The best painters are not slaves of 
their old cultures, but use ancient representation 
and techniques, old myths and epics and recreate 
them.” 

– Esmeralda and Marc Bollansee. 

This season, Christie’s is proud to present three 
hallmark works from Hendra Gunawan’s oeuvre, 
tracing his artistic progression across key periods in 

his artistic career. As one of the pivotal figures of 
the Indonesian modern art era alongside Affandi and 
Sudjojono, Hendra Gunawan has been dubbed as the 
most versatile artist amongst his contemporaries. 
His works can be seen as a pictorial homage to his 
homeland and its people. Through his art, Gunawan 
captures his love for his archipelagic home with 
articulate expression manifested in the painterly 
choice of brilliant colours and lively figures. 

Gunawan’s later works are evidence of his tendency 
towards romanticizing scenes from his homeland. 
After his imprisonment in Kebon Waru  as a result of 

the 1965 anti-communist purge, 
Gunawan decided to move to 
Bali with his second wife, living 
there until his final days. Bali 
had become a paradise for many, 
including Europeans artists 
such as Adrien-Jean Le Mayeur, 
Walter Spies, and Rudolf Bonnet. 
Artists were inspired to capture 
the liveliness of the island and its 
people through their art. Similarly, 
Hendra’s love for the Balinese 
people and their traditions soon 
found their way onto his canvases. 
Depicting the people of the island 
and their leisurely approach to life, 

Close up of one of wayang kulit   puppet detail.Hendra Gunawan, Wayang , Christie©s Hong 
Kong 27 November 2005, Lot 115, Sold for HKD 
660,000.

Wayang  2005 11 27   
115 660,000
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Fish Vendor, Bali  is an exquisite example of 
the focus of his later works.

Gunawan placed great importance on the 
communal spirit of the island in his depiction, 
for he believed that life only existed for the 
sake of the community.  While his style 
evolved and palette developed, Gunawan’s 
remained deeply inspired by his surroundings 
and their lives that would pass through. Work 
and play, in celebration and conflict, and even 
in life and death, Gunawan aimed to depict 
all phases of life. This choice of subject also 
mirror his socialist stance and his involvement 
with politically-oriented cultural organizations 
before his imprisonment. Unlike Affandi, 
Gunawan’s art often also sought to examine in 
detail the life of the women of the nation and 
their roles within the community. In contrast to 
the nature of these subjects, he chose vibrant 
colours to restore the spirit and elevate the 
importance of the ordinary, offering his art as a 
celebration of the people who build the nation. 

Gunawan’s prowess in creating interactions 
between his subjects is one of his greatest 
traits. A strong sense of community is a 
predominant characteristic of his works 
depicting life in Bali, as expressed through 
the interactions and exchanges between 
the figures in his paintings. Through his 
meticulous arrangement of the figures in his 
painting composition, the artist creates an 
interlinking chain of interactions. Fish Vendor, 
Bali  depicts a group of women conversing 
with a fish vendor by the beach. With a simple 
touch, a passing glance, or a gentle gesture, 
the people in the scene are subtly connected 
to one another. 

Differing from his Mountain Landscape  
painting (Lot 51), where the landscape fills 
the scene with its imposing presence, the 

landscape in Fish Vendor, Bali  recedes into 
the canvas to become a natural background 
to his subject. Gunawan highlights his subject 
with the use of rather striking colours, with 
the semi-translucent batik  cloth and kebaya  
sensuously wrapping the curvaceous figure 
of his female subjects. Batik  has always been 
symbolic of artist’s love for the Javanese 
culture and tradition, and serve as the essential 
fabric of the society that binds the community. 
The painting showcases Gunawan’s ability to 
imbue his people with raw emotion through 
their iconic stylized figures.

In reference to his lively figures, Astri Wright 
states that “Hendra’s style could also be 
said to drawn on the genre of cartoons and 
caricatures, a newly developed art in Indonesia 
during the nationalist period” . Anatomically, 
they bear features akin to traditional 
Indonesian shadow puppetry, Wayang Kulit , 
with their elongated limbs, thick feet, widely 
spaced toes, long necks, protruding noses and 
large eyes. With his play of colours, use of 
traditional patterns and reference to shapes 
attributed to the Javanese culture, Gunawan 
harmonizes the contrasting elements of the 
East and West through his canvases. 

Painted in his studio in Bali between 1982-
1983, just a short period of time before his 
passing, Fish Vendor, Bali  is a testament 
towards Gunawan’s remarkable long-life 
dedication and passion for his nation and its 
people through his art. Fish Vendor, Bali  was 
a gift from the artist to Dr. R.M. Moerdowo, 
a doctor and art enthusiast who was treating 
Hendra Gunawan for his illness. This additional 
provenance not only gives us an insight to 
the history of this exceptional work, but also 
allows the viewer to enjoy the work from a very 
personal and intimate perspective.

Left to right 

Paul Gauguin, Fatata te Miti  
(By The Sea) , 1892.

1892

Hendra Gunawan, Penjual Baju , 
1957. Christie©s Hong Kong, 26 
November 2016, Lot 39, Sold 
For HKD2,460,000

1957
  2016 11 26

 $2,460,000
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– Esmeralda and Marc Bollansee. 

1965 Kebon 
Waru

(  51)

batik
kebaya

batik

Astri Wright

 –– 

Wayang Kulit

( 1982-1983 )

R.M. 
Moerdowo

Dr Moerdowo with Hendra Gunawan and family 
in the studio, Bali.

Moerdowo

Wayang Kulit character
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Indonesia embarked on its road to freedom from 
the beginning of the Japanese Occupation during 
the second World War. As the occupation spread 
the Japanese powers encouraged the growing 
nationalist sentiment of the people. Although this 
was done on the account of a greater political 
advantage for the invading Japanese powers against 
the preexisting colonial masters, this support led 
to the creation of new Indonesian institutions and 
elevated the position of local political leaders such 
as Sukarno. Through these local organisations, 

artists such as Affandi and Hendra Gunawan took 
part in Indonesia’s struggle for independence, 
joining the scores of native Indonesians who 
participated as guerilla fighters in the fight for 
freedom.

Hendra Gunawan was twenty eight years old when 
the Second World War broke out. Despite his active 
participation in the struggle for independence, 
his passion for art never wavered. Famed for 
his depictions of the magnificent landscape of 
Indonesia and its warm people, themes centered 
on the revolution have been a mainstay for the 
artist’s oeuvre. Never Lose Your Fighting Spirit 
(Lot 32) is Gunawan’s fine tribute to the freedom 
fighters during the nation’s struggle. Through his 
art, Gunawan applies his artistry to humanize the 
revolution, offering an intimate point of view of the 
activities that happened in the course of Indonesia’s 
upheaval.

In the present lot, Gunawan portrays a group of 
guerilla fighters gathered on top of a cliff just 
before an attack. Guerilla tactics were widely 
known and effectively utilized during Indonesia’s 
fight against their colonial enemy. In this painting, 
Gunawan illustrates the protagonist bandaging the 
leg of his wounded comrades, while animatedly 
sharing a piece of information. The two of the 
soldiers in the background appear to be paying 
attention while interacting with each other. Armed 
with their loaded rifles at the tip of the cliff, 

32
PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

 

HENDRA GUNAWAN 
(INDONESIA, 1918-1983)

Never Lose Your Fighting Spirit

signed ©Hendra© (lower left)
oil on canvas
100 x 168 cm. (39 ⅜ x 66 ⅛ in.)

HK$2,000,000-3,000,000
US$260,000-390,000
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Formerly in the collection of Omar Dani, commander of the 
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Thence by descent to the previous owner

Private Collection, Asia

 

Hendra ( )

 ( 1962-1965  ) Omar Dani
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Javanese revolutionaries armed with bamboo spears and a few Japanese 
rifles, 1946.

1946  
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the fighters strategize their 
next line of attack. Gunawan 
is able to build the narrative 
content of the painting with 
his dynamic compositions, 
demonstrating his expertise in 
arranging his subjects on the 
pictorial plane. With the open 
group configuration, Gunawan 
invites the viewers into the 
conversation, effectively allowing 
the viewers to be present in the 
moment. In the background, 
Gunawan paints a group of men 
and the ruins of buildings in the 
distance, appearing faintly from 
a bird’s-eye view. With light 
brushwork and a paler colour 
palette, Gunawan figures the 
background as complementary to 
his narrative. 

Never Lose Your Fighting Spirit  
is Gunawan’s sincere homage 
to his beloved nation. It evokes 
the strength of the people and 
their unwavering fighting spirit 
on the road to liberation. At the 
same time, the work expands 
the viewer’s appreciation for 
Gunawan’s skilled brushwork, 
thoughtful composition and 
evocative use of colour.

This exemplifies Gunawan’s deep 
commitment to painting the lives of the 
people. Despite the fact that most of 
Gunawan’s paintings of revolutionary 

themes are less visually connected to his 
wayang kulit influences, their elongated 
limbs, big toes, batik motifs and their typical 
side-facing profiles, the works marks the 
beginning of Gunawan’s artistic journey as 
an early instance of his iconic style.

Formerly in the collection of the late 
Indonesian Air Marshall Omar Dani, Never 
Lose Your Fighting Spirit  caught Dani’s 
attention during a visit to the artist’s studio. 
The painting instantly Dani’s patriotic 
sentiment, as a fighter himself during the 
Soekarno era. Dani was later rose the ranks 
to become Minister and Commander of the 
Air Force in January 1962, and remained in 
command until 1965. 

This exceptional painting highlights Hendra’s 
immersion in the revolutionary struggle 
for independence in his formative years 
as an artist and can be read as the artist’s 
declaration of his steadfast patriotism and 
love for his country.

S. Sudjojono, Pertemuan di 
Tjikampek yang Bersedjarah 
(Historic Meeting in Tjikampek) , 
1964, Christie©s Hong Kong, 27 
November 2011, Lot 1144,  
Sold for HKD 2,540,000

 Tjikampek 1964 
  2011 11 27  
1144 2,540,000 

Indonesian guerilla fighters 
training.
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Hendra Gunawan, Gerilya 
Persiapan Penyerangan 
(Guerrillas Preparing For An 
Assault) , 1960, Christie©s Hong 
Kong, 28 November 2015, Lot 
46, Price Realized at HKD 
7,840,000

1960   2015
11 28  46  

$7,840,000

Omar Dani, Former Indonesian 
Air Marshall and Minister and 
Commander of the Air Force, 
1965.

1965
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3333
AFFANDI 
(INDONESIA, 1907-1990)
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oil on canvas
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Painted in 1967

HK$2,000,000-3,000,000
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Widely recognized as “The Father of Indonesian 
Painting”, Affandi’s style of painting stands out 
against those of his contemporaries for its raw 
energy and unique execution. Affandi’s works 
were highly regarded by art enthusiasts, critics, 
and academics, within Indonesia and beyond. His 
inventive painting technique was well received all 
over the world and saw him travelling to the west 
to introduce the art world to the vision of the east 
portrayed in his works. 

Born in Cirebon, West Java, Indonesia, Affandi’s 
interest in painting began at an early age. In 
his early twenties, a stint as a live model for an 
Italian artist working in Bandung exposed him to 
the Western art historical canon, allowing him to 
deepen his knowledge and hone his own artistic 
technique, called the plototan  technique. Squeezing 
paint directly onto the canvas, Affandi’s is able to 
apply his characteristically bold strokes to create a 
three-dimensional surface of striking impasto. Not 
only did he depart from the use of paintbrushes, 
he removed the intermediary painting tool by using 
his palms and fingers to manipulate the paint 
directly only the canvas, affording him a freedom of 
expression directed by his own limbs. 

AFFANDI AND THE SELF-
PORTRAIT : LOOKING 
THROUGH THE SELF
The present Self-Portrait  (Lot 33) comes from 
the collection of Ambassador Helder Martins 
de Moraes, a Brazilian journalist, filmmaker and 
former diplomat of Brazil to Indonesia from 1969-
1971. Ambassador de Moraes was a friend of one 
of Indonesia’s most prominent and renowned art 
collectors, Mr. Alex Papadimitriou, and a former 
colleague of Josias Carneiro Leao. 

The subject of self-portrait features significantly in 
Affandi’s body of work. The artist used it as a visual Affandi 
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biography, a means for him to understand 
himself better. Despite being interested in a 
breadth of subjects in his paintings, Affandi 
would return to the self-portrait in times 
where he needed to turn his gaze inwards 
to refocus his intentions. Aside from being a  
tool of self-reflection, Affandi’s self-portraits 
clearly delineate his artistic trajectory, 
tracing the development of his style and 
practice from his formative years throughout 
his artistic journey. As Umar Kayam 
mentioned on Affandi and his commitment 
to the self-portrait as a subject:

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

Painted at the pinnacle of his artistic career 
in the 1960s, the present Self-Portrait  
showcases the genuine expression of the 
artist’s self. Through his expressive strokes 
and generous impastos, Affandi vividly 
captures the physical likeness of himself as a 
middle-aged man with a head of lush, white 
hair. Turning sideways, Affandi locks eyes 
with the viewer in an intense stare down. A 

mass of swirls dominated in red form his 
forehead resembling Affandi’s favoured motif 
of the sun. The sun appears frequently in the 
artist’s works, as he regards it as a vital ‘Life 
Force’. Wild lines of blue and green form his 
unruly hair, while layers of fine white impasto 
lend a tactile quality to his painting, ageing 
his physical existence with unusual specks 
around his nose and cheeks.  Smearing red 
and yellow throughout the picture plane, 
Affandi adds depth to his facial features and 
defines them with dramatic, curvaceous lines 
that are highly inspired by the Cirebonese 
Wayang Kulit , Affandi’s main inspiration for 
his self-taught painting technique. In making 
his self-portraits, Affandi always physically 
aligned his with one of the Wayang Kulit 
character, Sukrasana  who is unattractive 
but kind-hearted and at the same time he is 
able to bring the heavenly garden into the 
earth, which the later part is reflected in 
what Affandi did with his paintings. Affandi’s 
earliest self-portraits are dated back to 
1940s with a style that is of realist and later 
would evolve the emotive portrait such as 
the work presented today. The present lot 
showcases Affandi’s maturity in his painting 
skill which emulated in his dynamic and 
vivid lines, revealing Affandi’s most honest 
expression of self and his passion towards 
his art. 

The iconic artist’s pictogram above his 
signature elevates the significance of the 
present lot. Quintessential to his most 
special works, the pictogram of a sun with 
hands and feet were granted only to the 
paintings that Affandi felt empowered by. It 
symbolizes all that Affandi believed in as an 
artist and as a human being – it represents 
the elements that kept him spiritually 
fulfilled in life. With the sun as an essential 
source of energy, the hands representing 
hard work and determination, and the feet 
as a reminder to stay grounded in one’s 
actions while moving forward in life. With 
the pictogram emblem to the painting, the 
present lot become the artist’s contentment 
of his artistic achievement. Additionally, the 
unique history and exceptional provenance 
established the importance of this painting 
and its place in Indonesian art history.

Affandi, Affandi and 
Grandchildren , 1959, Christie©s 
Hong Kong, 30 May 2015, Lot 3, 
Sold for HKD 7,840,000

1975  
 2015 5 30   

3 7,840,000
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Left to right

Affandi, Self-Portrait , 1975. 
Christie©s Hong Kong, 23 
November 2014, Lot 120, Sold 
for HKD 4,840,000

1975  
 2014 11 23

120 4,840,000

A wayang character, Collection 
of Tropenmuseum, part of the 
National Museum of World 
Cultures.
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One of the key modern artists in Indonesian 
art, Bandung-born Sudjana Kerton stands out 
from artistic peers (Affandi, Hendra Gunawan, 
S. Sudjojono, and the likes) as being the only 
one to have spent an extensive portion of his life 
abroad. Living in the West for more than a quarter 
of a century undoubtedly influenced his style of 
painting. Lalu Lintas  (Lot 34) was painted 1980s, 
a few years after Kerton’s return to Indonesia, 
and can be perceived as a consolidation of the 
influences to his style over the years.

Sudjana Kerton is known for his vibrant and lively 
figurative works that depict scenes of everyday 
life in Indonesia. Born during the Indonesia’s 
struggle for independence from the Dutch, Kerton 
possessed a profound sense of nationalism as 
a young man. He held a job as an illustrator for 
the Patriot newspaper which proved to be an 
appropriate outlet for him to express his political 
beliefs freely while honing his natural journalistic 
sensibilities by recording a range of both great 
historical moments and ordinary everyday events 
by hand. To capture every moment in history, 
Kerton had to be adept in sketching with speed, 
sometimes given only enough time to pen down 
the barest essence of the instance. In line with 
his desire to record and retain a history of the 
people in his drawings, it also became his natural 
inclination to collect documents and all possible 
records of the present.

3434
SUDJANA KERTON 
 (INDONESIA, 1922-1994)

Lalu Lintas (Street Scene)

signed and dated ‘S. Kerton’80’ (lower right)
oil on canvas
71 x 122.5 cm. (28 x 48 in.)
Painted in 1980

HK$1,500,000-2,000,000
US$200,000-260,000

PROVENANCE

Private Collection, Asia

LITERATURE

Nationalism and its Transformations: Reflection on Works of 
Sudjana Kerton, Bandung, Indonesia, 1996 (illustrated, p. 99).
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S. Kerton© 80 ( )

 

1996
  ( 99 )
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Sudjana Kerton, Behind Pasar Baroe, Bandoeng, sketch , circa 1949.

1949
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By the late 1940s, Kerton was amongst the 
highly recognised and more established 
artists in Indonesia, yet was always his 
dream to experience a life abroad for the 
unhindered exposure to all the world had to 
offer. Settling down in America, Kerton also 
travelled widely in Europe. Works produced 
during this period featured a much cooler 
and subdued palette, with simplified forms 
that tended towards Cubism, were notably 
influenced by the works of key European 
painters such as Pablo Picasso and Georges 
Braques.

In New York, Sudjana Kerton eventually 
decided to take up a scholarship by the Art 
Students League. There, he met Japanese 
instructor Yasuo Kuniyoshi, who bluntly 
criticised the lack of spirit in Kerton’s 
otherwise technically masterful paintings. 
Kuniyoshi pushed Kerton to go beyond 
painting for verisimilitude and to strive 
for a more profound understanding, and 
representation, of emotions and feelings.

It was Kerton’s trip to Mexico in 1963 
that saw the most dynamic shift in his 
practice. Acquainting himself with the 
Mexican muralists of the time, rich tropical 
colours were reintroduced into his palette. 
With a renewed sensitivity to colour and 
a developing ability to reduce figures into 

forms that encapsulated their essence, 
Kerton’s later works saw the traces of 
influence from the paintings and murals of 
Rufino Tamayo and Diego Rivera.

Painted in 1980, Lalu Lintas reads as the 
culmination of Kerton’s evolving practice. 
In a riot of bright colours, cars, buses and 
rickshaws fill the scene, clamouring for 
a space in the busy composition. A true 
representation of haphazard Indonesian 
traffic, Kerton makes visible the individual 
faces and expressions of the people packed 
into the vehicles. While his brushstrokes 
remain long and languid and his lines as 
fluid as ever, the scene he depicts buzzes 
with a disorganised energy. Cars and 
buses have screeched to a stop, avoiding a 
mechanic fixing a lorry in the middle of the 
bustling road. Bodies spill out from the door 
of the public bus while commuters stare 
on in a mixture of impatience and curiosity 
at the obstacle on the street. A motorcycle 
balances more pillion riders than it should 
carry, zigzagging through the vehicles. True 
to Kerton’s brand of humour, the passengers 
have their arms outstretched, signalling to 
the car behind them to give way despite 
going against the flow of traffic. While it is 
a image that holds its truth in reality even 
to the present day, it is the artist’s ability to 
breathe life into the scene with bold colours 

and decisive strokes that is the true 
accomplishment. His attention to 
the individual faces in the painting 
further mirror his vision of the rakyat 
kecil . Infused with a strong sense 
of the community and a sincerity of 
representation, Lalu Lintas achieves 
the aims set forth by Sudjana Kerton 
in the final phase of his practice.

Ostracised from the community 
upon his return to Bandung in 1976, 
Kerton©s unwavering faith in the 
figurative distinguished him from 
the scores of young artists who were 
fixated on the emotive potential 
of non-figurative abstraction. 
It mattered not to Kerton to be 
recognised as part of a larger group 
of artists moving forward, but to be 
true to his intentions as an artist 
to continue to tell the story of the 
people through his works.

Sudjana Kerton, Soeasana 
Penjerahan Kekoeasaan Militer 
di Bandoeng (The Scene at the 
Handing over Ceremony of the 
Military Authority in Bandoeng) , 
1949. 

1949
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(
)

( 34) 1980

1940

1963

1980

1976
Rufino Tamayo, Trovador (also 
known as The Troubadour) , 
Christie©s New York, 28-29 May 
2008, Lot. 18.  
Sold for US$ 7,209,000.

 
 2008 5 28-29  

18 7,209,000
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION 

3535
VICENTE SILVA MANANSALA 
(PHILIPPINES, 1910-1981)

The Musicians

signed and dated ‘Manansala 73’ (upper right);  
inscribed ‘To Abbott Lighter with best wishes  
Manansala 2 Oct 73’ and ‘J.A.Roxas musicians’  
(on the reverse)
oil on canvas
101 x 137 cm. (39 ¾ x 54 in.)
Painted in 1973

HK$2,200,000-2,800,000
US$290,000-360,000

PROVENANCE

Gift of the artist to the previous owner, Mr Abbott W. Lighter,  
a good friend of the late artist, in 1973.

Anon. sale; Christie’s Hong Kong, 30 November 2009,  
Lot 1181

Acquired from the above sale by the previous owner

Private Collection, Asia

LITERATURE

Suwarno Wisetrotomo, A Collection of Important Modern  
and Contemporary Southeast Asian Paintings and Sculptures,  
Yacobus Mego Suryo, Singapore - Indonesia, 2016 (illustrated, p. 91).

 

1973

Manansala 73 ( ) J. H. ROXAS/
Musicians/... with best wishes. Manansala/ 
2 Oct 73 ( )

1973 Abbott W. Lighter

2009 11 30   1181

 

2016
Suwarno Wisetrotomo  Yacobus Mego Suryo   

-   ( 91 )

Georges Braque, Man with a Guitar , 1911-12, Museum of 
Modern Art, New York  
© 2017 Artists Rights Society (ARS), New York / ADAGP, Paris

1911-12   
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The Musicians  (Lot 35) is a perfect 
illustration of Manansala©s deep knowledge 
of the Cubist pictorial vocabulary, his 
sensitivity to realist details and his 
adroitness in securing the point of perfect 
balance between representation and 
structure. The image of five musicians, 
identified by an inscription on the back of 
the canvas that reads ©J.A. Roxas Musicians© 
is dispersed throughout the picture surface 
realistically with the typical flair and 
imagination of the artist. It resolutely stays 
away from any overarching laws of Cubist 
pictorial compositions through its sense of 
depth. The depiction of a band of musicians 
marries the lyrical nature of the subject with 
the artist©s visually pleasing Cubism, where 
images are transposed into geometric multi-
faceted forms on continually shifting and 
overlapping planes. Originally given as a gift 

by the artist to 
a close friend of 
his, the reverse 
bears a personal 
dedication from 
the master artist 
to his close 
friend Abbott W. 
Lighter. 

A musical cadence flows through The 
Musicians , recalling an evocative quote of 
Manansala©s - "I used bright colours and 
geometric shapes to create a melody" . 
Indeed, the painting is enlivened not only 
with the pleasing combination of form and 
a structure that supports and advances the 
adaptation of a Cubist vocabulary but it 
also is endowed with luminous shades of 
crimson, vermilion, cobalt blue, greenish-
yellow; each one of his colours bearing 
a light translucency that is the hallmark 
of Manansala©s self-termed ©Transparent 
Cubism© which he adapted with wonderful 
skill to become a defining characteristic of 
his oeuvre. His paintings reveal the influence 
of this unique style and a remarkable 
understanding combined with a natural 
ability and adeptness with the watercolour 
medium.  This first paved the way for 
Manansala©s interest in the gentle nuances 
and gradations made possible by his mastery 
of the medium and with oil paintings, 
Manansala competently demonstrated the 
transference of a particular watercolourist 
sensitivity to canvas.

“Picasso painted Les Demoiselles d© Avignon 
in 1907, three years before Manansala was 
born. It took another thirty-nine years before 
Manansala had a meaningful encounter 
with the revolutionary style. Cubism then 

Top to bottom 

Vicente Manansala, Tiangge 
(Market Scene) , Christie©s  
Hong Kong, 27 Nov 2005,  
Lot 39, sold for HKD 1,020,000 

 
 2005 11 27   

39  1,020,000

Vicente Manansala and his 
works on a 2010 stamp sheet 
of the Philippines

2010  
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became the generating force of Manansala©s 
mature works, the stylistic centre of his 
main oeuvres. It was not a master-follower 
relationship - it was like extending the 
premises of a tradition. Cubism did not 
curtail the dimension of Manansala©s vision. 
He enriched the style and gave it a new 
context. Above all, he gave it a new sense of 
place". 

(Rudolf Paras-Perez, Manansala , Manila, 
1980, p.75).

Undoubtedly, Cubism freed Manansala©s 
vision from the genre tradition of direct 
transcription of nature as well as the 
supremacy of emotion of Abstract-
Expressionism. It provided the artist with a 
visual idiom to continue working in the mode 
of figuration, yet while articulating new 
ways to record the Filipino images which 
remained one of the essential elements of 
cubist cubist works. For Manansala, Cubism 
did not necessitate a complete disfiguration, 
in place was a respect for the integrity of 
the natural forms of the subjects; only to 
be viewed from pluralistic perspectives. 
Manansala only retained realism in 
straightforward portraiture; his other works 
were soon to bear the hallmarks of Picasso, 
Braque, Gris, and Léger. In 1950, he was 

awarded a bursary by the French legation 
and spent some time at Léger©s atelier, 
learning from the master himself. Eventually 
he abandoned their influences for the most 
part and devoted himself to developing his 
own cubist methodologies which permitted 
the flexibility and freedom to articulate 
a truly Filipino context. Like the Western 
cubist painters, he became fascinated with 
how geometric shapes could coherently 
develop a recognisable image, maintaining 
more expressionistic integrity than rendered 
by a purely realistic technique. In his own 
words, Manansala affirmed: "When I say I am 
a cubist, I mean that I have taken Cubism©s 
basic elements, reorganized them and added 
my own, creating my own style. "

Manansala©s pictures of musicians find 
numerous counterparts in his Chromatic 
series, a sizable proportion dating to the 
1970s: paintings such as Cumbancheros  and 
Rock Musicians  show the artist©s marked 
interest in the subject. A number of these 
pictures are of solitary female subjects set 
in tranquil and almost rustic environs. The 
Musicians  shares the basic tenet of a typical 
Manansala picture in the series - each one 
a soulful evocation of a scene and a brilliant 
encapsulation of the Philippine spirit. 

Left to right 

Fernand Léger, Les Fumeurs 
(The Smokers) , 1911-12, 
Solomon R. Guggenheim 
Museum, New York, Solomon 
R. Guggenheim Founding 
Collection,  
© 2017 Artists Rights Society 
(ARS), New York/ADAGP, Paris

 
1911-12   

The artist at work in his studio.
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( 35)

J.A. Roxas Musicians

W

1907

 
1980 75

1950

Cumbancheros 

Vicente Manansala, Mother and 
Child , Christie©s Hong Kong,  
23 Nov 2014, Lot 117, Sold for 
HKD 2,080,000 

 
 2014 11 23   

117 2,080,000

◀ Lot 35 Detail 
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Arguably the most eminent Filipino painter of his 
generation, Ronald Ventura is primarily known for his 
multi-layered works that illustrate the multifaceted 
national identity of the Philippines, born from the 
underlying indigenous culture and the profound 
influences of various occupying powers. The Asian 
Filipino culture is strongly coloured by the country’s 
cross-cultural historical interactions with other 
countries such as Spain, Japan, and America – these 
complex relationships bring about a specific unease 
that Ventura wishes to expose through the dialogue 
presented in his works. Interested in concepts of 
borders, transgressions, fusions, and struggles, 
Ventura works are a coherent synthesis of the 
imageries from all areas of influence. 

RONALD VENTURA 
(PHILIPPINES, B. 1973)

Ikinakambal (Pairing Up)

signed and dated ‘2008’ (lower right)
acrylic on canvas
244 x 203.5 cm. (96 x 80 in.)
Painted in 2008

HK$3,000,000-3,800,000
US$390,000-490,000

PROVENANCE

Anon. sale; Sotheby’s Hong Kong, 6 Oct 2008, Lot 880

Acquired from the above sale by the present owner

Private Collection, Asia

I k i n a k a m b a l  ( P a i r i n g  U p )

 

2008

2008 ( )

2008 10 6   880
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Art is useless if it doesn©t ©grab© you; if you just pass it by. I intentionally make it 
so that the artwork gets your attention first before going on to the deeper layers. 
That is the same with reality: not everything is on the surface; you have to look 
deeper within the layers.

 - Ronald Ventura, 2016

 
 

- 2016

Fig.2 Damiano Mazzo, The Rape of Ganymede , circa 1575, The 
National Gallery, London, United Kingdom.

2 1575    
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Unlike other iconic 
works in Ventura’s 
oeuvre which present 
a hodgepodge of icons 
from pop culture in 
cacophonic disarray 
(Fig. 1), Ikinakambal’s 
power is in its 
comparatively more 
focused approach and 
subdued composition. 
Two men stand 
together, side by side, 
with an arm wrapped 
around the other. 
One raises his chin in 
pride and defiance, 
squinting past the 
tip of his nose. The 
other has his eyes 
closed, a blissful 
expression tilted 
towards the source 
of light. Their bare 
torsos of unblemished, 
alabaster skin is 

Ventura’s return to his magnificent male 
nudes from the early 2000s, where he sought 
clarity in the academic rigor of the classical 
human form. As opposed 
to the marked, anonymous 
figures of the majority of 
his works, the men’s faces 
are visible, identifying them 
as individuals. Dressed in 
knee length shorts, they are 
given privacy and dignity 
as humans, downplaying 
any underlying primal 
sexuality that the image 
might suggest.  

Ventura tackles the 
superstitions and taboos 
of his country head on, 
as human constructs 
which can be challenged 
and subverted. Issues of 
religion and beliefs are suggested through 
Ikinakambal, as Ventura illustrates the 
subterfuge of reality and the hidden layers 
beneath our physical world. Like avant-
garde accessories, a pair of birds emerge 
from behind the young men. They are at once 
the representation of conflicting cultural 
ideologies. On one hand, the painting could 

reference Catholicism, the predominant 
religion on the archipelago. Traced back to 
ancient times, bestiaries were anecdotal 
compendiums on various animals, real 
and imagined. The encyclopedia collection 
of strange creatures were the basis for 
symbolism in the moralising medieval 
religious imagery. Signifying hope, the 
rooster is often depicted as the bringer of 
dawn. In contrast, the raven is the dreaded 
messenger of death, war and misfortune – 
the bad omen to mankind.

Looming from behind, the presence of 
the two birds is made clear to the viewer, 
yet they are relegated to the background, 
trapped behind the young men. Perhaps 
the use of animalistic imagery represents 
a suppression of the indigenous, paganist 
traditions of the country, ever present under 
the surface yet never given a voice. The 
rooster wraps its claws around the ankles 
of one of the men with its stray plumage 
splayed across the side of his body. It is as 
though the man does not realise the weight 
he bears on his back, unlike similar images 
of the fusion of Man and beast in classical 
depictions of The Rape of Ganymedes , where 
the male figure is often twisted in futile 
struggle against his winged captor (Fig. 2). 

Ventura is not making any attempt at 
patching a warped social fabric through his 
work. He questions these simultaneously 
conflicting identities of what is socially 
accepted and presented on a public front, 
versus the deep-seated beliefs that underlie 
the present social situation. Questioning 
the cultural norms without any intentions 

Lefr to right 

Fig. 1 Ronald Ventura, An Open 
Invitation , 2013, Christie©s 
Hong Kong, 23 November 
2013, Lot 66, sold for HKD 
3,760,000.

1 
2013   2013 11 

23  66  
3,760,000 

Ronald Ventura, Eye Land, 
2011.Christie©s Hong Kong, 28 
May 2016, Lot 51,  
sold for HKD 3,640,000.

  
2011   2016 5 

28  51  
3,640,000
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( 1)
Ikinakambal (Pairing Up)

2000

Ikinakambal (Pairing Up)

( 2)

( 3)

Ikinakambal (Pairing Up)

for any resolution, he problematizes 
these issues through his masterful visual 
compositions. Artists like Francisco Goya 
have done similar in the centuries prior, 
introducing human-animal mutations and 
fantastical compositions to express feelings 
on certain social and moral issues (Fig. 3). 
However, while Goya’ works are deliberately 
surreal in their depiction of the demons of 
our psyche, it is the Ventura’s unrivalled 
painterly abilities that create scenes of 
believable realities. Finishing his works 
with a smooth, unbroken surface, it is with 
great verisimilitude that he renders both the 

men and birds separately. The hallucinatory 
condition occurs in our reception of their 
altered scale and juxtaposition. Each 
creation by Ronald Ventura occurs at the 
cross roads of a psychological fracturing, 
resulting in a visual paradox which teases 
the limits of our notions of experience.

Ikinakambal  ranks amongst one of Ronald 
Ventura©s finest masterpieces for his 
technical virtuosity, masterful execution, 
brilliantly hybrid imagery and skillful 
handling of existential irony. 

Francisco de Goya, Disparate 
nº 13. Modo de volar , circa 
1816-1823.

13  
1816-1823
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37
I NYOMAN MASRIADI 
(INDONESIA, B. 1973)

Not Bad

signed and dated ©MASRIADI 26 MRT 2015© (lower right);  
signed and dated again, titled and inscribed ©NOT BAD/ 
225 CM x 125 CM/ACY ON CANVAS© (on the reverse)
acrylic on canvas
225 x 125 cm. (88 ⅝ x 49 ¼ in.)
Painted in 2015 

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

PROVENANCE

Private Collection, Indonesia

EXHIBITED

New York, Paul Kasmin Gallery, I Nyoman Masriadi,  
28 April - 18 June 2016

 

2015

MASRIADI 26 MRT 2015 ( )
NOT BAD/225 CM x 125 CM/ACY ON 
CANVAS ( )

 

2016 4 14  - 2016 6 18
Paul Kasmin  

PROPERTY FROM A DISTINGUISHED INDONESIAN PRIVATE COLLECTION

Leading Indonesian contemporary painter I Nyoman 
Masriadi’s iconic figures with their heavily defined 
musculature and dark skin, strike an imposing stance 
across his canvases. This season Christie’s is pleased 
to present Not Bad (Lot 37), a playful work that is 
archetypal of Masriadi’s satirical visual imagery and 
facetious narratives that explicate the capricious 
nature of the human condition. The graphic quality 
of his paintings provide the visual impact required 
of his cultural references, yet offer a wealth of 
meaning within a single plane. Since the beginning 
of the post-Suharto era in the 1990s, Masriadi has 
developed a world full of painted figures to express a 
variety of commentaries on socio-political situations, 
as well as the primeval instincts of human nature that 
so inform our behaviour.

Within his visual narrative, Masriadi often employs 
the use of the human form as a means through 
which subtle nuances regarding the inner and outer 
psychology can be gleaned. Known for his monolithic 
and lustrous male characters, Masriadi focuses on 
a distinctively heroic hyper-masculine form that 
is disrupted by their almost unbelievably surreal 
proportions. It is for this reason that Masriadi’s figures 
are always compared with that of Colombian artist 
Fernando Botero’s hyperbolically voluminous sensual 
figures. However, despite their formalistic parallel, 
there is none of Botero’s joie de vivre and revelry 
in Masriadi’s characters ‒ there is always a dynamic 

Male statuette, Bronze, Etruscan artwork, 4th century BC, Museum of 
Fine Arts of Lyon, France, © Marie-Lan Nguyen
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tension that lies within the latter’s figures, 
allowing him to engage with the ambiguity 
within body language and expression to 
bring to fore a more complex dichotomy of 
meanings.

In Not Bad, the protagonist, a well-built 
figure with exaggerated muscle tone and dark 
facial hair, is instantly reminiscent of heroic 
characters from contemporary visual culture, 
such as video games and action films that have 
influenced the artist. His minimal clothing is 
deliberately selected to show off his physique, 
as he confidently puts his monumental 
gleaming bod ‒ painstakingly depicted in 
detail in Masriadi’s signature style ‒ on display. 

Filling up close to the entirety of the canvas, 
he stands with his feet firmly planted on the 
ground, left foot slightly advanced and one 
of his arms by his side with a clenched fist, 
in a stance that refers back to ancient Greek 
kouros sculptures that represent young 
male figures who are often local heroes such 
as athletes. This intimidating physicality 
is reaffirmed by the menacing expression 
in his narrowed eyes, and the presence 
of a skateboard that points further to the 
character’s own athletic prowess. 

However, his appearance does not beget 
admiration, but rather ridicule and mockery, 
as one cannot help but notice the comical 
nature of the figure’s close-set eyes and 
nakedness that is magnified by the contrast 
in tones between the darkness of his skin, 
and his bright yellow sliver of clothing. He 
pinches the layer of fat around his belly and 

asks the viewer in a rhetorical fashion that it 
is ‘Not bad huh?’ He is evidently proud of his 
appearance, which has most likely seen better 
days. Masriadi’s protagonist reveals his own 
lack through the question he poses, which 
straddles the fine line between a statement 
and a question and goads the viewer into 
affirming his own opinions and belaying his 
insecurities. Upon closer inspection, the pastel 
purple skateboard tucked casually under his 
right arm begins to look infantile and too 
small for him; it seems almost ridiculous that 
this man would ride that skateboard, and what 
previously signaled his physicality now begins 
to reveal his own deluded brutish beliefs.

In Not Bad, Masriadi’s protagonist may 
think or try and convince himself that he 
is a heroic figure, but the artist has left 
attributes that clue one into the abstruse 
inner psyche of the character. Unlike the 
characters in his previous works such as 
Fatman  and Neon Hero, Not Bad  is merely 
a character from everyday life with nothing 
that marks him as an exceptional being, 
apart from perhaps his waning looks. Under 
the satire and ridicule there is a melancholic 
undertone that pervades this work, which 
we often see in Masriadi’s narratives. Indeed, 
the text, written in the box on the top left 
of the painting reads: “This handsome man 
believes more in appearance than skill…
the opposite! ” Masriadi’s character is thus 
a broader commentary on the universal 
human condition, an allegory for a sense 
of narcissism and vanity that pervades 

I Nyoman Masriadi, Fatman , 
2000, Christie©s Shanghai, 26 
Sept 2013, Lot 30, Sold for CNY 
3,800,000

2000   
 2013 9 26   

30 3,800,000

I Nyoman Masriadi, Neon Hero 
(Jago Neon), 2007.  
© Nyoman Masriadi

2007
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1990

·

(Kuoros)

contemporary society, which is in line with his 
visual commentaries on our own shortcomings 
as humans. It can be seen as a moralistic tale 
from the artist to look beyond the glossy 
veneer of appearances to find a deeper 
meaning within the world and ourselves.

In a painting stripped back and devoid of 
contextual narrative, Masriadi focuses on the 
persona of his figure and the subtleties of 
the protagonist’s inner psyche, presenting 
a multi-layered caricature that references 

inflated egos, insecurity or perhaps even the 
desperation to be accepted in contemporary 
society. Not Bad  is a perfect example of the 
way Masriadi packages his own brand of 
satire in a way that allows us to confront the 
ridiculous nature of our own failings, but in a 
way that is never hostile. In their own unique 
ways, Masriadi’s paintings and their witty 
messages arouse within us a boldly personal 
connection that takes us out of the mundane. 

Fernando Botero, Harlequin 
with Guitar , 2008, Christie©s 
New York, 22-23 May 2012, 
Sold for USD 410,500

2008   2012  
5 22-23  410,500
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LI CHEN 
(TAIWAN, B. 1963)

Floating Heavenly Palace

signed in Chinese, signed ‘Li Chen’, dated ©2007©,  
and numbered ©4⁄6’ (engraved on the lower back)
bronze sculpture
224 x 107 x 82 cm. (88 ¼ x 42 ⅛ x 32 ¼ in.)
Executed in 2007
edition 4/6

HK$2,800,000-3,800,000
US$370,000-490,000

PROVENANCE

Private Collection, Asia

EXHIBITED

Singapore, Singapore Art Museum, Li Chen: Mind．Body．Spirit, 
17 September-9 December 2009.

Taipei, Taiwan, Chiang Kai-shek Memorial Hall, Greatness of 
Spirit: Li Chen Premiere Sculpture Exhibition, 6 November-12 
December 2011 (different sized version exhibited).

France, Paris, Place Vendôme, Monumental Levity: Li Chen 2013 
Place Vendôme Premiere Solo Sculpture Exhibition in Paris, 
France 2-29 September 2013 (different sized version exhibited).

France, Cannes, Plage Majestic, Festival de Cannes, 13 - 24 May 
2015 (different edition version exhibited).

Beijing, China, Asia Art Center, Rest on Water and Gargle with 
Stone - Chinese Contemporary Literati Art, 20 June-16 August 
2015

LITERATURE

Singapore Art Museum, Li Chen: Mind．Body．Spirit, Li Chen 
Solo Exhibition at Singapore Art Museum, Singapore, 2009 
(illustrated, cover page, pp. 126-127, 132-138 & 184).

Asia Art Center, Greatness of Spirit: Li Chen Premiere Sculpture 
Exhibition in Taiwan, Taipei, Taiwan, 2011 (different sized 
version illustrated, pp. 94-100).

Asia Art Center, Monumental Levity: Li Chen Place Vendôme 
Premiere Solo Sculpture Exhibition in Paris, Taipei, Taiwan, 
2014 (different sized version illustrated pp. 71, 96-97, 103, 110  
& 113-114).

Li Chen ( )

  

2007

4/6

 

2009 9 17 -12 9
 

2011 11 6 -12 12  
   ( )

2013 9 2-29
   ( )

2015 5 13-24   Plage Majestic   
 ( )

2015 6 20 -8 16
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2009   
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2011    
( 94-100 )

2013 2013  
   ( 71 96-

97 103 110 113-114 )

Fig. 3 Giovanni Francesco Rustici, Saint John the Baptist , Museum of Fine Arts Boston
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“A heavenly god in charge of the mountains 
and rivers, Heaven has bestowed upon me a 
wild and untamable nature. 
Able to summon the winds and the rain, I can 
easily maneuver nature. 
Full of knowledge and holding my liquor well, 
I©ve never fancied the position of power. 
I don’t even want to live in the Heavenly 
Palace, I would rather ride on the breeze in a 
pure and clear state, and being enchanted in 
Loyang.”

- Zhu Dunru, Partridge in the Sky

In Li Chen’s Floating Heavenly Palace  (Lot 
38), a cherubic figure skillfully props a 
golden structure, the Heavenly Palace of the 
Jade Emperor, on one finger. The gold color 
in which the structure is rendered signifies 
its importance and power, however, the 
casual way in which the figure balances this 

symbol of authority belies the benevolent 
levity with which he approaches his perilous 
situation. He is standing playfully on one leg 
atop a Taihu rock, other hand casually tucked 
into an invisible ‘pocket’ on his voluminous 
form as if he is testing his own ability to 
balance. 

Li Chen began his career as an artist by 
carving Buddhist sculptures for local temples 
in his native Taiwan. Of this time, he said, 
“I felt I knew very little about the subject, 
and what I did was not good enough. So I 
bought many books and began reading about 
Buddhism, religion, and philosophy, and even 
ventured into Taoism. At the same time, I 
visited museums to look at original Buddhist 
sculptures.  The more I was exposed to 
them, the more deeply moved I became.” His 
aesthetic style eventually evolved from more 
traditional depictions of Buddhist figures 
into minimalist forms composed of soft, 
rounded lines.

The contrast between the luminous reflective 
surfaces of the gold palace and silver cloud 
on which it rests, against the shining black 
lacquer-like body and textured surface 
of the rock express a play on the balance 
between light and shadow, a quintessential 
component in Li Chen’s work.  The artist 
achieves this vast diversity of surface effects 
through use of a single material-bronze.  
Though he frequently employs two different 
treatments to bring his sculptures to life, the 
wide range of textures and effects displayed 
in Floating Heavenly Palace , from the stone-
like base all the way through to the glowing 
golden apex, is a rarity within the artist’s 
work and demonstrates his mastery over the 
medium. 

In addition to his deep understanding of 
material, this sculpture is a testament to 
Li Chen’s virtuosic comprehension of form.  
Though the figure’s bronze rendered body 
bulges out, expanding in every direction, as 
if inflated, the figure appears as light as the 
silver cloud resting on his finger-as though 
he might drift away if a gentle wind pushed 
him from his perch.  In contrast, the rock 
beneath his foot appears solid, anchoring 
the entire composition to the ground. This 
heightens the materiality of the medium 
in a way that is nearly spiritual in and of 

Fig. 5 Li Chen©s Floating 
Heavenly Palace  exhibited 
at Singapore Art Museum, 
Singapore, 2009

Artwork © Li Chen Sculpture / 
Courtesy of Asia Art Center

5 2009
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itself. The effect is a powerful juxtaposition 
between heaviness and lightness, mass and 
void, which is fundamentally a statement 
that invites viewers towards a serene and 
spiritual meditation on the Buddhist concept 
of “emptiness”. 

While the smooth surface and minimal 
lines of Li Chen’s figure appear quite 
contemporary, the figure’s pose recalls the 
traditional stance of a lokapala  (the Sanskrit 
name for the Four Heavenly Kings in 
Buddhism). The statue of a lokapala  carved 
in the Northern Wei Dynasty at the Longmen 
Grotto in Luoyang, China (Fig. 1) provides 
a particularly apt comparison; in this work, 
the figure stands off-kilter just as Li Chen’s 
figure does, however instead of playfully 
balancing between two rocky peaks, he is 
depicted stomping atop the back of a demon 
as he balances a similar structure in his right 
hand.  The placement of the hand supporting 
the cloud in Li Chen’s sculpture is spiritually 
significant in other traditions as well-the 
raised finger serves to direct the viewer’s 
gaze upward toward the heavens, a poignant 
gesture that recalls the way in which St. 
John the Baptist was often depicted in 
Italian Renaissance art. (Fig. 2 & 3) 

Li Chen’s whimsical approach to proportion 
provides another layer of fascination to this 
work.  He inverts the relationship between 
architecture and figure, making us wonder 
about the proportions of both.  Has the 
palace been miniaturized to fit atop its 
silver cloud platter or is it the figure that 
is oversize and colossally inflated to deity 
like proportions?  This play on scale also 
has the effect of making the palace appear 
higher up, firmly lodged in the heavens.  A 
similar play on proportion was utilized by 
Michelangelo in his sculpture of David  (Fig. 
4), which was originally commissioned to 
sit atop the Florence Cathedral.  The Italian 
sculptor made the hands and head of the 
figure oversize, presumably so that viewers 
would be able to make out the details 
from their vantage point far below.  While 
Michelangelo was attempting to correct 
proportion for the viewer, Li Chen seeks to 
manipulate proportion in Floating Heavenly 
Palace , so that even if we are standing at 
eye level with the work, we feel the figure is 
towering over us as the palace floats above—
just beyond reach. 

Left to right 

Fig. 4 Michelangelo, Statue 
of David , 1504, Galleria 
dell©Accademia, Florence

4  1504
  

Fig. 1 Lokapala statue at 
Longmen Grottos, Luoyang, 
China

1   
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(  38) 

This work was included in Li Chen’s important 
retrospective at the Singapore Art Museum in 2009 
(Fig. 5) and featured on the cover of the exhibition 
catalogue. This is the first time one of Li Chen©s 
sculptures of more than two meters in height is 
being offered at auction, providing collectors a 
rare opportunity to add this precious work to their 
collection. Inspired by Song Dynasty poet Zhu 
Dunru’s poem ‘Partridge in the Sky ’, the work was 
created as a reaction to the artist’s sadness after 
reflecting upon Zhu’s unfortunate circumstance 
of being born at the wrong time.  Had the poet 
been born in a different period he may have lived 
a happier life, however, ironically, without such 
sorrow Zhu Dunru may not have been able to 
compose such beautiful poetry. Thus, Li Chen 
creates a figure in limbo between the earthly realm 
below and the Heavenly Palace above.  Although 
the figure is aware of his precarious position, Li 
Chen renders the figure with a calm expression, 
reminding us of the importance of remaining 
mindful in the moment and finding contentment 
with one’s own place within the universe. 

Fig.2 Leonardo Da Vinci, St. John the Baptist , Musée du Louvre in Paris, 
France

2     

Lot 38 Alternative view 

 

- 
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( 1)

( 2 3)

( 4)

2009
( 5)

2

Exhibition view of "Monumental 
Levity: Li Chen 2013 Place 
Vendome Premiere Solo 
Sculpture Exhibition" at Place 
Vendome, Paris, 2013

Artwork © Li Chen Sculpture / 
Courtesy of Asia Art Center

2013
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Within the contemporary art world, there is 
perhaps no artist that more often turns to children 
for inspiration than Yoshitomo Nara. This begs the 
question: why is art depicting children not more 
widely considered a matter of serious discussion? 
Is it because children belong to an immature 
stage in human development? Can the subject 
of the most important portrait in art history be a 
child? Nara has had many solo exhibitions in his 
career and his works featuring children as the 
main subjects have been internationally critically 
acclaimed both in the art market and in academia. 
This rare feat is a testament to the power of Nara©s 
work to capture the hearts of countless viewers, 
especially adults who have parted with childhood 
forever.

It is very difficult to find examples of paintings 
that position children as their sole subject 
matter in Western classical art before the 
eighteenth century. In the religious paintings of 
the Renaissance period, Jesus often appears as 
an infant, but he is always accompanied by the 
Virgin Mary or other saints— he is never depicted 
on his own. Other child-like characters, such as 
putti and cherubs, play accompanying roles in the 
composition as if they are supporting characters 
in an elaborate play. Examples of children being 
used as the main subject within a work of art 
cannot be found until later periods. The Spanish 
Golden Age court painter, Velázquez, captured the 
elegance of the infanta Margaret Theresa (Fig. 1). 
Merely five years old, the young princess exudes 

N i g h t  F i s h i n g
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Fig. 1 Diego Rodríguez De Silva Y Velázquez, Las Meninas , 1656, 
Museo Nacional del Prado, Madrid, Spain.

1 1656  
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a dignified confidence that exceeds her age. 
In impressionist painter Mary Cassatt’s 
famous work Little Girl in a Blue Armchair  
(Fig. 2), she depicted an impatient child, 
giving viewers a peek into the life of the 
middle class. However, this work is mainly 
the artist’s attempt to use the figure to 
experiment and express her understanding of 
colour and space.

The models of his works 
are never the daughter of 
a good friend or the son 
of a tycoon. Nara©s real 
concern is not to express 
the identity of the figure, 
nor is he concerned 
with the theoretical 
study and technical 
possibility of visual art. 
The crux of his artistic 
output is to articulate 
the genuine emotional 
depth of his characters 
through their colourful 
facial expressions. 
The little girl in Night 
Fishing  (Lot 39) sports a 
ponytail and a red dress. 
Despite her innocent 
attire, the expression in 
her eyes is anything but 
naive. Looking at the 
viewers triumphantly 
with her half-moon eyes, 

her arrogance is a warning them that they 
should not even think that she will share her 
catch. Yoshitomo Nara©s characters emote 
with their vivid and animated expressions, 
and viewers are able to share the artist©s 
concerns for genuine human experiences 
when they empathise with the characters. All 
of his figures have similar features—round 
faces, high and wide foreheads, big eyes, 
small noses, mouths that are delineated by 
a single line, and giant heads atop small 
bodies. Such remarkable stylisation is 
reminiscent of the character modelling in 
classical Japanese painting (Fig. 3) and 
Ukiyo-e figures (Fig. 4).

The little girl is distinctively the protagonist 
in this painting. The artist maximises her 
presence by contrasting the figure with a 
minimal black background. The effect is 
similar to Japanese traditional lacquer ware 
(Fig. 5), the surface is saturated with black 
pigment; gold powder and other materials 
are sprinkled on top to form patterns- this 
visually stunning treatment brings the figure 

to the forefront. Part of the little girl’s hair 
in Night Fishing  is executed with a dry 
brush to create texture on the canvas. This 
provides a contrast to the face, clothing, 
arms and legs of the figure, fishing rod 
and the little fish, all of which have been 
worked to a smooth finish. The textural 
brush strokes also accentuate the gradient 
hues on the girl’s face. Nara’s fluency in the 
language of illustration is apparent in this 
work through the way in which he preserves 
the simplicity and succinctness of its visual 
style. The little girl’s prominent modelling 
grabs the attention of the viewers first. The 
myriad of textures and transforming layers 
further demonstrate to the viewer the rich 
visual deliberations of Yoshitomo Nara as a 
mature artist. The DNA of manga and anime 
can also be found in Nara’s works. As seen 
in this work, thick black lines are used to 
delineate the figure so that the modelling 
is concisely represented. Black lines also 
divide the body of the little girl into colourful 
pieces of geometric shapes. By sacrificing 
linear perspective and three-dimensionality, 
the artist transcends objective reality into 
an abstract relationship between lines and 
planes. This treatment echoes the visual 
characteristic of Ukiyo-e (Fig. 6). Drawing 
from a wide variety of references, it is 
a testament to the artist’s versatility in 
employing different visual devices.

The age-old adage “less is more” can 
be applied to the aesthetic judgement 
Yoshitomo Nara’s exercises in his paintings. 
The artist insists on using children as his 
subjects. The little girl in Night Fishing 
unreservedly expresses her thoughts. Such 
attitude resonates with the adult viewers 
when they look at Nara’s paintings. These 
children remind them of the unbridled 
freedom that everyone should be able to 
enjoy.

Fig. 4 Kitagawa Utamaro, 
Selection of Love-Poems: Love 
Which One Cannot Put Out of 
One©s Mind , circa 1793.

4  
1793

Fig. 3 Hakuin Ekaku, Bondei 
Monk  (detail), 18th Century, 
Aizu Museum, Waseda 
University, Tokyo, Japan.

3 ( ) 
18  
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( 1)

( 2)

Night 
Fishing ( 39)

( 3) ( 4)

( 5)

Night Fishing

Night Fishing

( 6)

Night Fishing
Fig. 5 A Lacquer Incense Box, 
Edo Period.

5  

Left to right 

Fig. 6 Katsushika Hokusai, 36 
Views of Mount Fuji: Shower at 
the Foot of the Mountain , 1823.

6 
1823

Fig . 2 Mary Cassatt, Little 
Girl in a Blue Armchair , 
1878, National Gallery of Art, 
Washington DC, USA.

2  
1878   
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Fig. 2 Gustav Klimt, detail of The  Tree of Life , 1905,  
The Museum of Applied Arts, Vienna, Austria

2 ( )1905   
 

Widespread unease and desire for escapism in 
post-war Japan, from the 1970s to the bursting 
of their economic bubble, led to the formation 
of the otaku  subculture. Youths seeking escape 
from reality found a haven in Japanese anime , 
lovable animated films with a ©flat© visual look. 
But behind the superficial happiness of popular 
Japanese culture there lurked anxiety and despair. 
Contemporary artist Takashi Murakami once said, 
©In the future, society, customs, art, and culture 
may all become like Japan today, "superflat".... 
Today, Japan©s video games and animated comics 
fully display this superflat character, and they are 
one of the most powerful forces in world culture.© 
His outlook became the basis for ©Superflat© 
aesthetics, which mocked the increasing lack 
of depth in Japanese society, its ©flattening© 
tendency. Artist Aya Takano joins sci-fi scenes 
with superflat expressive techniques to create 
soft, beguiling, and feminine force fields that have 
made her one of the premier contemporary artists 
working in the ©superflat© aesthetic. Her female 
figures-supernatural, nude and unfettered-and 
other surreal elements such as strange and exotic 
animals, become the flying shuttles of the loom 
with which she weaves her charming, otherworldly 
rhapsodies.
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BLENDING TRADITION, 
MYTH, AND SCI-FI, LINKING 
ANCIENT AND FUTURE 
WORLDS
Aya Takano©s work is deeply influenced 
by traditional Japanese Ukiyo-e paintings. 
Expansive scenes are condensed 

harmoniously into flat spaces and gorgeous 
colors, while traditional painting techniques 
are allied with intense creativity to derive a 
worldview in which life becomes a dream. 
The Japanese term ukiyo  originated in 
Buddhist thought as a reference to the 
societal behavior we see in the phenomenal 
world. By the Edo period of the 17th century, 
Ukiyo-e  paintings were used to depict the 
social mores of the times (Fig. 1), and among 
them, Shunga  paintings further embodied 
a fatalistic, ©end-of-days© philosophy of 
hedonism. The vaguely androgynous figures 
of Takano©s work likewise frequently engage 
in hedonistic pursuits, the uncertain smiles 
on their faces paired with eyes both shrewd 
and innocent, while they exude an unruffled 
calm at odds with the rich and ostentatious 

offerings of the material world around them. 
In Secrets of the Thousand Year Spiral: 
Ozuka (Lot 40), half-nude young girls 
sporting unusual hairdos float in midair, the 
tips of their hair fluttering above them. These 
figures seem to enjoy a god-like existence: 
their expressions lax and unconcerned, their 
poses bold and confident, their bodies and 
foreheads set with cabalistic markings, while 
a coterie of animals from land, sea, and air 
hovers about them.

Secrets of the Thousand Year Spiral  was 
inspired by the rich variety of occult totems, 
in triangular and spiral shapes, found on 
the walls of ancient Japanese tombs. Such 
markings, which appear repeatedly in the 
prehistoric ruins of many civilizations, are 
vehicles for different symbolic meanings and 
thus forming millennia-old riddles. The forms 
of the contemporary superflat aesthetic 
have been embedded by Takano in ancient 
myths that touch on the core of existence, 
for life and humanity, and in the fragmented 
moment of time in the painting we feel the 
fascination of our wild, uncivilized periods, 
creating an unusual mix in which the ancient 
coexists with the avant-garde.  Pursuing the 
remnants of our lost traditions conversely 
gives this painting a kind of surreal, 
futuristic feel.  In The Tree of Life  (Fig. 2), 
Austrian symbolist painter Gustav Klimt 
also expressed in mythical terms the rich 
connections between humanity, heaven, and 
the underworld. His swirling, spiral branches 
symbolize eternality and complexity of life, 
but he models his painted figures after 
contemporary Viennese women. Such 
elements show the similarity between these 
two artists as they found ways of blending 
the present with the symbolic motifs of 
ancient civilizations.

SUPERFLAT WITH A 
GRACEFUL SENSIBILITY
The superflat style is not unknown among 
artists from Japan, China, and the West, 
yet with her unique outlines, character 
portrayals, and compositions, Aya Takano©s 
fantastic mental imagery displays a 
rare tactful reserve and softness. Unlike 
Murakami, MR. or Hiroyuki Matsuura, who 
outlines the forms perfectly in bold and 
robust black, as well as pursues lustrous 
and perfect skin tones, Takano almost 
imperceptibly outlines the forms of figures 
in grey-brown lines, enhances the textures of 
human skin and animal hair. Where her lines 
are dappled, they take on a fuller, rounder, 
and more childlike quality. These grey-brown 
tones also echo the hints of grey-scale hues 
seen throughout the rest of the painting, 
helping it avoid noisiness despite the profuse 
composition.  In her female figures Takano 
employs the elongated proportions typical 
of Japanese paintings of beautiful women 

Fig.1 Suzuki Harunobu, Two 
Girls Walking on a Windy Day , 
1765, Museum of Fine Arts, 
Boston, USA

1  
1765   
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( 1)

( 40)

(
2)

(

2)

MR.

( 3)

Fig 3 Marc Chagall, The 
Birthday , 1915, Museum of 
Modern Art, New York, USA  
© 2017 Artists Rights Society 
(ARS), New York / ADAGP, 
Paris

3 1915  
  

(bijin-ga ), presenting them with long limbs 
and soft, smooth skin. Twisted and presented 
from strange angles, they achieve the same 
kind of unrestrained freedom we sense in 
Chagall©s Birthday (Fig. 3). American artist 
Roy Lichtenstein, who also found inspiration 
in comics, used their dot-matrix effects to 
create shadows, along with sharp-edged 
forms in primary colours. Takano©s aesthetic 
differs in reflecting the regional culture 
of Japan and the relatively more reserved 
character of its people.

All restrictions of linear time and physical 
space disappear in the transcendent world 
of Aya Takano©s art. Animals and humans 
all connect, communicate and coexist in 
a strange but beautiful utopia. Floating 
through Takano©s virtual sci-fi view of the 
world, we find respect and fascination for 
life and a humble take on the unimaginable 
and the dark as well as the bright and happy. 
It is all of these together that allow her art to 
radiate its magical and mysterious charm.
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“I do believe in time travel. Time travel to the 
future. Time flows like a river and it seems 
as if each of us is carried relentlessly along 
by time©s current. But time is like a river in 
another way. It flows at different speeds 
in different places and that is the key to 
travelling into the future.” 

– Stephen Hawking,  
How to Build a Time Machine, 2010

What is time? For centuries, this question 
has fascinated and confounded philosophers, 
scientists, and religious thinkers, and only 
recently have physicists begun to probe the 
nature of time as a dimension or structural 
substance. To Huang Yuxing, time is a river, 
flowing constantly and endlessly in a single 
direction, but with eddies and whirlpools 
and powerful currents along the way. His 
paintings of rivers and bubbles explore our 
conception and experience of time, using 
visual analogies as a means of capturing the 
metaphysical. 

Huang Yuxing’s artistic oeuvre is made 
up of a number of distinct series, inspired 
by elements such as trees and human 
architecture. The paintings in his River 
Series depict fantastical worlds filled with 
swirling pools and cascading veils of liquid 
colour, while the works in his Bubble Series 
are dominated by floating fluorescent 
globules, resembling polished grains of sand 
or cells seen through a microscope. This 
work, entitled The Bubbles will not Break | 

The Time will not be Flowing from the Past 
to the Future (Lot 41) combines elements 
from both series, overlaying what appear to 
be bodies of water with bright droplets of 
colour.

As a single work, Bubbles will not Break  is 
composed of two separate paintings, one 
large and one small. Huang Yuxing has 
stated that the two canvases represent 
“two moments, one sparse and the other 
dense; river water flows, and bubbles float 
on the water’s surface, sometimes colliding. 
The canvas surface undergoes repeated 
smudging and layering before completion, 
requiring several months’ work.” After all, 
though a river may behave differently from a 
bubble, both are made of the same essential 
substance taking on different forms. If a river 
represents the flow and passage of time, 
then perhaps bubbles symbolize individual 
moments, perfect and complete, but fleeting 
in their brief beauty. Two forms, to represent 
two conceptualizations of time. Thus, the 
statement “The bubble will not break, the 
time will not be flowing from the past to the 
future” is a manifesto, inscribed on each 
canvas to proclaim the artist’s defiance of 
time. In the real world, bubbles will inevitably 
pop, and time moves inexorably forwards. 
But in Huang Yuxing’s painted universe, 
bubbles last forever and the river of time will 
stand eternally still. His paintings capture 
a moment in eternity, presenting viewers 
with a permanent view of the ephemeral and 
transitory.

Lot 41 Detail 
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From a scientific perspective, colour is the 
visual phenomenon caused by a viewer©s 
optical reaction to visible light, where 
stimulus received by the eyes is translated 
into perceptions of colour and space. In the 
history of Western art, principles regarding 
colour and light have long been central 
elements of aesthetic theory. However, 
Impressionist and Post-Impressionist 
artists revolutionized colour theory when 
they found that painted colours could not 
only imitate tones and shades from life, but 
could also be used to expand the range of 
visual experience. By placing contrasting 
colours next to each other, one could tap 
into the physiology of the human eye and 
the psychology of the brain, to create 
brighter, more luminous experiences of 
colour. Georges Seurat and Paul Signac 
took advantage of this technique – known as 
Pointillism – to create works that exploded 
with bright glowing hues. Henri Matisse 
stumbled upon the illusions made possible 
by careful placement of colour, and the 
fact that size can influence the impact of a 
patch of pigment; hence his work is filled 
with contrasting areas of colour that work 
together to achieve a balanced composition. 

Born into the technological era, Huang 
Yuxing offers his own interpretation of 
colour by choosing to work with fluorescent 
pigments that give off a bright industrial 
glow, and shine neon under black light. 
“Fluorescent colour is the colour of our 
generation,” stated Huang in an interview 
with Christie’s. “There is no such colour 
system in traditional easel paintings. It is 
special, like a kind of vigorous vitality being 
compressed or unleashed.” The physical 

properties of fluorescent pigments, which 
have molecular properties that absorb UV 
light and reemit it at visible wavelengths, set 
such materials apart from traditional paints 
that can only reflect light. Like one of Dan 
Flavin’s fluorescent light sculptures (Fig. 
1), which employed modern technology to 
explore the possibilities of colour expressed 
through neon light, Huang Yuxing chooses 
to use fluorescent paints as a symbol of 
contemporaneity, and for the visual effect 
that it has on the viewer.

Huang Yuxing’s ability to manipulate pure 
colours and geometric shapes echoes that 
of the pioneering abstract painter Vasily 
Kandinsky, who sought to create works that 
transcended all references to traditional 
figuration. His work Several Circles  (Fig. 2) 
is an achievement in abstract composition, 
achieving visual drama using only a simple 
vocabulary of circles and colour. However, 
Huang Yuxing’s all-over approach to 
composition in the larger of the two canvases 
more closely resembles the luminous 
colour abstractions of Thomas Ruff’s 
Substratum Series  (Fig. 3). These camera-
less photographs are based on images of 

Japanese anime and manga, manipulated 
into stunning showcases of digital colour 
that seem to pulse with movement, much as 
Huang Yuxing’s bubbles do. Huang creates 
his paintings by layering countless washes 
of translucent neon paint onto the canvas, 
resulting in a work where colours glow with 
internal brightness, even while overlapping 
to produce unusual visual effects.

Left to right 

Fig. 3 Thomas Ruff, Substrat 
33 II , 2007  
©2017 Artists Rights Society 
(ARS), New York / VG Bild-
Kunst, Bonn

3 Substrat 33 
II  2007

Fig. 1 Dan Flavin, untitled 
(in honor of Leo at the 30th 
anniversary of his gallery) , 1987, 
collection SFMOMA  
© 2017 Stephen Flavin / Artists 
Rights Society (ARS), New York

1 1987  
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In some ways, the smaller of the two 
canvases is unusual within Huang 
Yuxing’s canon – the colours he 
uses are soft and dreamlike, and the 
composition is simple and spare. 
The river that churns through the 
larger painting is here a featureless 
expanse of ocean stretching 
towards the horizon, while only a 
few isolated bubbles drift above the 
sea. The overall image resembles 
a surrealist landscape, reminiscent 
of those painted by Yves Tanguy 
(Fig. 4). As one of the first artists to 
visualize the unconscious, Tanguy 
painted amorphous objects resting 
on an undefined plane of existence, 
depicting the human psyche as a 
physical place free of walls and 
boundaries. In a similar way, the 
smaller canvas in Huang Yuxing’s 
Bubbles Will Not Break gives space-
time a place and shape, capturing 
an aspect of the artist’s own 
psychological experience of time.

The pairing of these two canvases – one 
imposing in its size, fluorescent brilliance 
and density, the other much smaller and 
subdued – may feel incongruous at first, 
but the two works speak the same visual 
language, depicting the same subject from 
two different perspectives. The larger canvas 
is attention-grabbing with its veil of rainbow 
spheres, but closed-off, while the smaller

 work is much more intimate, and provides 
a wider angle of perspective for the viewer. 
It is as if the same scene is being viewed 
from a distance, than magnified with the 
help of a microscope, giving the viewer 
different information and different ways of 
understanding the same subject. The two 
parts exist concurrently, with neither work 
coming before or after, forming a nuanced 
expression of the artist’s desire to delay the 
inevitable passage of time.

- 2010

 | ( 41)

Top to bottom

Fig. 4 Yves Tanguy, Arrières-
pensées (Second Thoughts) , 
1952, collection SFMOMA   
© 2017 Estate of Yves Tanguy 
/ Artists Rights Society (ARS), 
New York

4 Arrières-
pensées (Second Thoughts)
1952  

Fig. 2 Vasily Kandinsky, 
Several Circles ( Einige Kreise 
) , 1926, collection Solomon R. 
Guggenheim Museum, New 
York

2 
1926    
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Lot 41 Detail 
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YUAN YUAN 
(CHINA, B. 1973)

Helpless

signed in Chinese; signed ‘y. yuan’, titled ‘Helpless’  
and dated ‘2011.4’ (on the reverse); signed ‘y. yuan’  
(on the side)
oil on canvas
180 x 147 cm. (70 ⅞ x 57 ⅞ in.)
Painted in 2011

HK$500,000-700,000
US$65,000-91,000
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LITERATURE

Edouard Malingue Gallery, Yuan Yuan, Hong Kong, 2016 
(illustrated, p. 79).

y. yuan ( ) y. yuan ( )

 

2011

  Hadrien De Montferrand 

 

2016   ( 79 )
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Throughout history, civilizations have erected grand monuments as 
symbols of power and wealth. Temples and cathedrals were built to 
inspire awe and wonder, to impress supplicants with the grandeur of 
the divine, and to stand as immortal testaments to the culture that 
created them. Yet even the most imposing monument is vulnerable 
to the ravages of time, helpless in the face of history. It is this history 
that fascinates Yuan Yuan: his paintings explore the visible traces left 
by time, painting once-glorious interiors that have been abandoned, 
forgotten, and grown derelict. 

Within Yuan Yuan’s oeuvre, Helpless  (Lot 42) stands out for its 
collage-like quality. Stark Grecian columns topped with Corinthian 
capitals support a starry vaulted ceiling, the gaps between pillars 
filled by floor-to-ceiling stained glass windows that culminate in a 
gilded altar at the end of the nave. Yet upon closer inspection the 
composition feels dream-like – the Greek columns exist free of the 
surrounding architecture, and traditional rules of linear perspective 
don’t seem to apply. The space feels shallow, as if compressed 
towards the viewer, producing an effect of disorienting flatness and 
artificiality. We are locked out of the painted space, even as we try to 
make sense of its logic, blocked by a perspectival barrier that keeps 
us as observers rather than entrants into Yuan Yuan’s world.

Yuan Yuan frequently uses real locations as sources of inspiration. 
Here, the vaulted ceilings and glass windows seen are based off of 
the Upper Chapel of the Sainte-Chapelle cathedral located in Paris 
(Fig. 1). Built between 1242 and 1248, the Upper Chapel is famous 
for its 15 enormous stained glass windows, which represent one of 
the most extensive collections of 13th-century stained glass in the 
world. Sainte-Chapelle itself is a stunning example of Rayonnant 
Period Gothic architecture, and was designed with an emphasis on 
illumination, verticality and the appearance of structural lightness. In 

Fig. 1 Interior of the Upper Chapel, Sainte-
Chapelle, Paris, France. Photographer: Didier B.

1    : Didier B.
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contrast to the heavy solidity of earlier Gothic 
styles, cathedrals built during the Rayonnant 
period featured larger windows framed by 
delicate stone tracery, conveying a feeling of 
bright airiness. Cathedrals like Sainte-Chapelle 
were designed to be a rejection of the earthly, 
functioning instead as a jewel-like reliquary 
and a vision of heaven on earth.

However, rather than depict the delicate 
columns of the original Sainte-Chapelle, Yuan 
Yuan has replaced them with heavy Grecian 
pillars. Painted in monochromatic tones to 
suggest eroded limestone or marble, the 
columns appear weather-worn and rough 
around the edges, as if they are part of a great 
archaeological monument that has stood 
exposed to wind and rain for centuries (Fig. 2). 
Of the Corinthian order, the columns possess 
fluted shafts topped with ornate capitals that 
feature carved acanthus leaves and intricate 
scrollwork. Like Rayonnant Period architecture, 
the Corinthian style emphasized verticality 
and slender proportions, seeking an effect 
of weightlessness in contrast to the simple 
solidity of earlier orders.

By layering Gothic vaults and windows over 
a supporting base of Greek columns, Yuan 
Yuan comments upon the layers of history, in 
which one civilization will often build upon 
the foundations of its predecessors. Many 
elements of Western civilization were built 
upon foundations laid by the ancient Greeks, 
and consciously or not, the cathedrals of Gothic 
architecture were built upon basic principles 
first established by Classical architects. From 
the rows of columns, to the Corinthian style 
capitals that adorn the original architecture of 
the Sainte-Chapelle, the connection between 
Grecian and Gothic is subtle, but present. 
Yuan Yuan has taken these attributes and 

made them clearer, juxtaposing elements from 
wildly different eras as a way of making their 
architectural genealogy clear and apparent.

Although Yuan Yuan’s works feature an 
incredibly rich level of photorealistic detail, 
they are also imaginary in their construction. 
“I approach the canvas like an installation 
artist,” stated the artist in an interview, 
“adding, removing, transforming and creating 
a particular setting, for I want to confront the 
issues pertaining to a deathward loss and 
ultimacy.” By creating an architectural collage, 
and manipulating the perspectival depth of the 
space to magnify the feeling of alienation, Yuan 
Yuan makes a clear comment about the history 
of human artistic achievement, capturing its 
complex interdependence but also a sense of 
futility.

This sense of the futile is underscored by 
the loneliness of Yuan Yuan’s paintings, in 
which there are never any signs of life beyond 
the wild growth of trees and brush. In the 
17th and 18th centuries, European artists 
were entranced by the romantic image of 
the ruin (Fig. 3), a tradition that Yuan Yuan 
continues to develop. Architectural capriccios 
depicted imaginary combinations of buildings, 
archaeological ruins and other built elements, 
presenting a fantastical scene that nonetheless 
demonstrated the artist’s grasp of composition 
and allowed for romanticized views of history. 
Paintings of ruins were also conceived of as 
warnings, celebrating the glory of the past 
while reminding viewers that the glories of no 
civilization will last forever. In Helpless , snarl 
of brambles encroaches upon the space that 
would have been occupied by worshippers, 
seeming to spread inexorably upwards from the 
bottom of the canvas.

The title of this work, Helpless , adds a 
final twist to our understanding of this 
piece. Gazing upon the glorious, imaginary 
space that Yuan Yuan has conjured up, 
we are impressed with the impotency of 
humanity’s struggle against time and decay, 
and the inability of civilizations to ensure 
the immortality of their great architectural 
achievements against the changes of 
history. Yet the title could also refer to the 
helplessness of the individual in the presence 
of extraordinary art, our irrepressible urge to 
create, and our helplessness pursuit of divine 
beauty. Ultimately, Yuan Yuan’s painted 
monuments may be viewed either as futile 
symbols of human pride and hubris, or else 
as tributes to humanity’s unflagging quest for 
immortality.

Fig. 2 Temple of Olympian 
Zeus, 6th Century B.C., 
2008, Photographer: 
Andreas Trepte

2   
 2008   

: Andreas Trepte
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Left to right 

Lot 42 Detail 

Fig. 3 Leonardo Coccorante, 
An architectural capriccio of

classical ruins with figures 
conversing , 18th Century, 
Private Collection.

3  
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LIU XIAODONG 
(CHINA, B. 1963)

The Fire of 1841

signed in Chinese, dated ‘12’ (lower left)
oil on canvas
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Painted in 2012
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Graz, Austria, Kunsthaus Graz, Liu Xiaodong: The Process of 
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Fig. 1 Johann Max Tendler, Light and Parade in Eisenerz , 1841, Stadmuseum Eisenerz, Austria. 

1 Johann Max Tendler Eisenerz 1841   Eisenerz

In my eyes, painting is the most fascinating artistic medium, because it is the 
most direct way to connect with the perception of the viewer. It can compel us to 
deploy all our mental faculties to observe certain things - it is like a flame.

- LIU XIAODONG
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Fig. 2 Liu Xiaodong painting 
The Fire of 1841 in Eisenerz, 
Austria, 2012, Photo by Zandie 
Brockett 

2 2012
Eisenerz 1841  

The flame that Chinese artist Liu Xiaodong 
describes is the mysterious force that burns 
within the painting The Fire of 1841  (Lot 43). 
This painting is the fruit of an in-depth 
sociological survey. Liu Xiaodong, his studio 
assistants, and a film crew travelled to a 
town hidden in the mountains of Austria and 
stayed there for a month. During their stay, 
they staged a large-scale plein air painting 
event entitled The Process of Painting. It 
initiated a dialogue between local experience 
and the history of a foreign land.

The story began in a little town near Graz 
named Eisenerz. Historically, its economy 
is primarily driven by the mining of iron ore. 
A local painter by the name of Johann Max 
Tendler (1811-1870) painted a work that 
depicted the arrival of the King to observe 
the prosperity of the town (Fig. 1). Due to 
years of mining and the economic impact of 
globalisation, industry in the small town has 
waned. The population has declined to less 
than five thousand residents, with industrial 
ruins and abandoned properties littering 
the landscape. Liu Xiaodong visited the 

town’s museum and talked to many locals. 
As he learned more about the history of this 
town, he became a sensitive observer of its 
circumstances. He came to the street where 
the King received the revelling miners — it 
was the same place that was depicted in 
Tendler’s painting. This experience became 
the basis of his work The Fire of 1841 . The 
cheers of the parade had long since faded 
away. What was left in front of Liu Xiaodong 
was the somber silence of its history. With 
this work, he was determined to inspire the 
viewers to contemplate on the nature of 
society.

Liu Xiaodong has received great acclaim in 
the artistic community for his portraiture, 
so it was unexpected that he submitted 
two large scale landscape paintings for 
the programme The Process of Painting. 
Although his work references the 
composition of Tendler’s historic work, 
Liu Xiaodong insisted his usual practice of 
painting plein air for The Fire of 1841 . This 
enabled him to empathise with the time, 
place, and people and to be guided by these 

factors (Fig. 2). These once 
bustling streets are now desolate, 
populated by only four figures, 
dressed in all black, loitering in 
the corner. They echo the four 
figures in Tendler’s work — this 
arrangement hints that the small 
town can no longer return to its 
bygone days of prosperity. Their 
dubious presence at the margin 
of the picture paradoxically 
draws more attention to that 
area of the composition, creating 
a sharper contrast with the 
natural landscape. The orderly 
road in Tendler’s work has now 
been transformed by the artist 
into a river, which reflects the 
images of the four figures. The 
dying embers, symbolising 
the former glory of this town, 
flicker eerily in the reflection; 
the overall effect is a cinematic 
scene with the strange overtones 
of a cryptic atmosphere. This 
amalgamation of fiction and 
documentary illustrates the 
inextricable relationship between 
Liu Xiaodong and the cinematic 
art.
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Humanity has always been the core of Liu 
Xiaodong’s artistic practice. He graduated 
from the oil painting department at the 
China Central Academy of Fine Arts in 
the 1980s. At the time, China was going 
through the early stages of economic 
reform. Western modernism was introduced 
to China, influencing the formation of the 
Chinese contemporary art. Liu Xiaodong was 
crowned with the title “Artist of the New 
Generation”, because his subjects are always 
the ordinary people, presenting a break 
away from the restraints of the historic 
narrative and religious subject matter that 
were taught in the academy. In Courbet’s 
painting Bonjour, Monsieur Courbet  (Fig. 3), 
the artist depicted himself carrying the tools 
of painting up the mountains to paint plein 
air. His objective was to find a new direction 
from reality that rejects the academy and 
idealisation. This attitude precisely mirrors 
the aspirations of the young Chinese artists 
in the 1980s. Both Liu Xiaodong and Courbet 
feel that they have an obligation to be 
socially responsible. Violation  and Train  are 
metaphors that reveal the injustice within 
society. The Migration of the Three Gorges 
and New Migrants of the Three Gorges are 
direct interventions with a social incident. 

After painting Eighteen Arhats  in 2004, 
Liu Xiaodong began laying the foundation 
of painting plein air during his travels to 
Fengjie County, Cuba, and Israel. Painting 
was transformed into a holistic process that 
involves creativity, site-specific execution, 
and exhibition.

The Fire of 1841 is no ordinary landscape 
painting. It is the crystallisation of history, 
society, humanism, as well as the exercise 
in plein air painting and imagination. Liu 
Xiaodong’s treatment of light and shadow, 
colours, and brushwork is reminiscent of the 
jovial pleasure of the Impressionists (Fig. 
4). If the adage “travelling for a thousand 
miles is better than studying a thousands 
volumes” still holds true, Liu Xiaodong is 
also correct to “travel around the world to 
paint instead of staying in the studio”- he 
is closer to a vagabond than an artist. Liu 
Xiaodong’s painting practice is not bound by 
borders- the world is his studio. This devotee 
of realism faithfully reveres social reality. 
Stories from foreign lands are his mirror on 
which viewers with different backgrounds 
can reflect on their lives. To understand the 
impermanence of existence is to understand 
the eternal truth.

Lot 43 Detail 
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1841
( 43)

Eisenerz
Johann 

Max Tendler (1811-1870) 1841

( 1)

Tendler
1841

1841
Tendler

( 2)

Tendler

( 3)

2004

1841

( 4)

Top to bottom

Fig. 4 Camille Pissarro, A Fair 
at the Hermitage near Pontoise , 
c. 1878, Courtauld Institute 
Galleries, London, UK.

4 
1878   

Fig. 3 Gustave Courbet, 
Bonjour Monsieur Courbet , 
1854, Musee Fabre, 
Montpellier, France

3 
1854     

◀ Lot 43 Detail  
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4545
SANYU 
(CHANG YU, FRANCE/CHINA, 1901-1966)

Paysage Aux Hirondelles 

(Sparrows On A Line) 

signed in Chinese, signed ©SANYU© (upper right); 
signed ©SANYU©, dated ©20.4.1931© (on the reverse)
oil on canvas
50 x 80 cm. (19 ⅝ x 31 ½ in.) 
Painted in the 1930s 
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Mu Xi, Liu Shih Tu, Sung Dynasty, Ryukoin temple, Kyoto, Japan 
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The Dictionary of Contemporary Artists 1910-
1930, published in France in 1934, listed this entry 
under the column marked ©Sanyu©: ©Sanyu, Chinese 
painter. Born 14 October 1900 in Sichuan...has 
shown Chinese ink-wash sketches and oil works 
at the Salon d©Automne...© It was 1921 when Sanyu, 
under the new ©work-study© policy instituted by 
the Chinese government, braved the high seas to 
travel to France, where he would gradually absorb 
the essentials of Western art and aesthetics. 
Sanyu was taught at home as a child; his family 
was well-to-do and he received good training 
and education, even learning calligraphy from the 
renowned Sichuan calligrapher Zhao Xi. During 
his subsequent 45-year stay in France, he enjoyed 
the freedom and romantic ambience of its art 
world, while his own uninhibited genius and sharp 
powers of observation allowed him to absorb the 
styles of the School of Paris in vogue at the time. 
Sanyu©s creative work may have been founded 
on the Eastern tradition of ink and brush, but 
in the openness of this new culture he naturally 
moved beyond the interpretation of forms, colors, 
and space native to this millennia-old Chinese 
tradition. In the Montparnasse district where he 
lived, he made the acquaintance of any number of 
internationally known artists, including Modigliani, 
Picasso, Matisse, Tsuguharu Foujita, Chaim 
Soutine, and Giacometti, while also associating 
regularly with the elite of the overseas Chinese 
artistic and literary circles, including Xu Beihong, 
Xu Zhimo, Shao Xunmei, Chang Tao-fan, and 
Guo You-shou. Sanyu©s works provide lasting 
enjoyment and always retain their fresh visual 
fascination and interest; they represent a meeting 
of tradition and modernity, Eastern and Western 
influences, lyricism and realism, trendiness and 
classicism, and the personal with the societal era. 

His art presents us with each of these, and the 
distilled essence of East and West, in models of 
accomplished artistry, and based on the mature 
techniques of the five-thousand year tradition of 
Chinese painting, his art also provided an Eastern 
form of visual experience in response to the 
questions posed by Western modernism.

SPARROWS ON A LIINE (LOT45) – 
THE ONLY CURRENTLY EXTANT 
STREET SCENE BY SANYU

Sanyu©s art presents no special difficulty for 
the viewer; the visual experience it provides 
is often one of continued visual extension and 
great expansiveness. His presentation of space, 
color, forms, and lines is the product of an artist 
exploring Western art forms from the basis of 

Top to bottom 

Nicolas De Stael, Untitled,  Private collection  
© 2017 Artists Rights Society (ARS), New York / ADAGP, 
Paris

Sanyu, Bowl of Fruits,  1930s.

1930

◀ Lot 45 Detail  

Sanyu, Chinese painter. Born 14 
October 1900 in Sichuan...has 
shown Chinese ink-wash 
sketches and oil works at the 
Salon d©Automne...

Dictionary of Contemporary 
Artists 1910-1930, ©Sanyu©
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his foundation in Eastern aesthetics. In the 
1920s, rather than studying realist styles in 
a centuries-old academic institution, Sanyu 
chose instead the freedom and openness of 
the Académie de la Grande-Chaumiére, which 
also provided models for its painters. His work 
during this period, mostly nudes outlined with 
the strokes of a calligraphy brush, exudes an 
Eastern flavor, but by the end of the decade, he 
had begun painting oils, frequently depicting 
floral subjects, nudes, still lifes, animals, and 
a much smaller number of landscapes. In 
fact only three landscapes have 
so far appeared on the market: 
This Sparrows on a line is one of 
those three, and is the only known 
work of Sanyu©s career to feature 
a street scene. Sanyu must be 
counted as the artist who brought 
the most avant-garde sensibility 
to the painting of landscapes, 
figure studies, and still life 
subjects in the modern history 
of Chinese art. Sparrows on a 
Line unusually and boldly makes 
use of pink in a street scene in 
which each aspect of the scene 
is presented in a simplified form. 
Sanyu©s various considerations 
led him to see the importance 
of maintaining a harmonious 
whole; his presentation of near 

and far distance and the type of perspective 
he chooses make it necessary to abandon the 
rational presentation of individual objects 
in the scene. The result is that in respect of 
spatial presentation, color, forms, and lines, he 
still displays his Eastern aesthetic sensibility, 
while at the same time pushing forward 
the development of Chinese art through his 
adoption of Western elements.

BOLD COLOR, FREELY 
IMPRESSIONISTIC DEPICTION, 

Franz Kline, Mahoning , 
1956, Whitney Museum of 
American Art, NY, USA 
© 2017 The Franz Kline 
Estate / Artists Rights 
Society (ARS), New York

1956  

Lot 45
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Sanyu, Nude , 1929.

1929

AND PRESENTATIONS 
OF DISTANCE AND 
PERSPECTIVE PROVIDE AN 
EASTERN VISUAL RESPONSE 
TO WESTERN MODERNISM 

The basic palette of Sparrows on a Line 
consists of white, grey, black, and  pink. 
Sanyu©s choice of pink for this street scene 
is a bold one, as prior to his career, no one in 
the history of either Eastern or Western art 
had chosen to use such large areas of sheer 
pink in depicting scenic objects. In the 1930s, 
when Sanyu began working in oil, he chose 
to base his palette around pink, producing a 
series of works referred to as his ©pink period.© 
Works belonging to that period include his 
Femme en rouge, Roses in a White Vase, 
and Two Standing Nudes, which achieved 
outstanding sales results at Christie©s in 2013 
and 2014. Sanyu©s use of pink further differs 
from Western Fauvist artists such as Matisse, 
who primarily used lines and flat areas of 
complementary colors such as red and green 
to express space. Chinese ink-wash paintings 
use black to outline their subjects, while in 
Chinese calligraphy, visual movement and 
dynamism are derived from equal attention 
to black and white spaces. In his oils works 
Sanyu preserved much of the flavor of 
Eastern works in the ink medium, using pink 
to mediate between the white, grey, and black 
tones of his paintings and to harmonize his 
use of the Western oil medium. The enduring, 
classic nature of his work, its lasting appeal 
and meaning to both Eastern and Western 
sensibilities, derives from these elements.

Sparrows on a Line depicts a view of the 
ocean outside Paris, gazing from a rooftop 
across modern power lines and out to the 
distant sea. Sparrows 
congregate near the two 
poles supporting the power 
lines, while small blocks of 
white in the foreground can 
easily be seen to represent 
the classic chimneys of 
Paris streets, and the rows 
of red squares that dot 
those chimneys can be 
inferred to be red bricks 
set among them. Sanyu 
relies on visual experience 
and intuitive observation 
to depict the elements of 
the scene, using a freehand 
lyrical manner to show 
the sparrows dotting the 
two ends of the wires; 
recording his spontaneous 

impressions of the moment in this way is 
exactly the essence of the Chinese ink-wash 
method. Even though Picasso©s Cubist work 
opened the door wide for Western art and 
its simplification of forms, and despite the 
many years that Sanyu lived in France and his 
familiarity with Western trends in art, he still 
responds here by choosing a more Eastern, 
freehand manner of depicting these forms.

Sanyu©s concise lines earned him the label 
©the Chinese Matisse,© and his presentation of 
space, too, displayed a consistently cultured 
style. In the Southern Song painter Mu Xi©s 
Six Persimmons we can see what is meant 
by ©the five colors within black,© that is, the 
degrees of dark and light whose varied tones 
can be used to suggest the relative distances 
of objects. Sanyu spreads grey pigments 
across the canvas for his sky, while the black 
representing the surface of the sea creates 
enough contrast to automatically suggest 
the relative distances of sky and sea from 
the viewer. And despite the chimneys in the 
foreground and the sparrows near the poles 
being spread out toward the two sides of 
the painting, their size does not change 
with distance, which represents a use of 
dual perspective effects in painting that 
derives from the Chinese multiple-point or 
distributed perspective. A completely rational 
depiction of objects is thus abandoned in 
order to maintain the overall harmony of the 
composition, a feature that also appears in 
works by the ©father of modern painting,© 
Cezanne, and was one of the avant-garde 
viewpoints with which he helped advance 
Western painting. The tranquility and 
simplification of Sanyu©s painting style hides 
within it a unique kind of visual experience, 
his rich painterly vocabulary reflecting a 
deeply knowing consideration of its elements.
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By contrast with other Chinese painting 
masters of the same period, Sanyu©s works 
are in a class of their own, and his style, 
difficult to categorize as belonging to any 
particular Western school of painting, thus 
constitutes a new kind of Chinese painting. 
Sparrows on a Line can be seen as the 
boldest, the most avant-garde Chinese 
work of the 1930s. In it Sanyu reveals the 
spirit of lyrical Chinese freehand at its most 
essential, his portrayal lifting the viewer to an 
intuitive level of understanding of the subject. 
He blends influences and impressions of 
Western modernism in the use of color, 
space, forms, and lines, creating the first 
example in the ©30s of using this Western 
painting medium to depict a Western city 
scene while bringing Chinese ink-wash scenic 
painting into the new wave of modernism. 
In his recognizable, figurative subjects, his 
freehand, impressionistic portrayal stimulates 

the imagination and retains an essential ink-
wash character, and in his freehand approach 
his color contrasts create impressions of 
space, in a rare and treasurable modernist 
work from the early 20th century that blends 
Eastern and Western influences. This year, 
the National Museum of History in Taipei, 
Taiwan is holding a Sanyu exhibition for four 
months, beginning in March, that displays 
49 works held by the museum for a half 
century yet never before seen. The exhibition 
includes genres such as the nude, floral still 
lifes, and animal paintings, but no landscape 
such as this. This work thus extends our 
understanding of Sanyu, as a rare and major 
work embracing scenic landscape, the old and 
new eras in China, and the confluence of East 
and West. It gains exceptional significance 
and value by embodying Sanyu©s first steps in 
creating a new era in art.

1934 O O

OO
1921

45

Left to right 

Sanyu, White Nude , 1930s.

1930

Paul Cezanne, Large Pine and 
Red Earth , 1895, Hermitage 
Gallery, St. Petersburg, Russia

1895
   

Bada Shanren, Birds and 
Rock , 1691, Shanghai Museum, 
Shanghai, China
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4646
PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION 

LIN FENGMIAN 
 (CHINA, 1900-1991)

Hamlet

signed in Chinese (lower left)
oil on canvas 
76.5 x 77 cm. (30 ⅛ x 30 ⅜ in.)
Painted circa  1940-1950s

Estimate on Request 

PROVENANCE

Anon. Sale, Christie’s Hong Kong, 29 May 2005, Lot 230 

Acquired from the above sale by the present owner

EXHIBITED

Hong Kong, Chun-Yi Co. Shanghai Oil Painters Exhibition, 
November 1963.

 

1940-1950  

 ( )

2005 5 29  230

1963 11  

I was born in a mountain village, surrounded by exceptionally beautiful scenery, 
and as a boy I liked to roam and play beside the rushing streams and in the valleys 
and forests. Nature has left me with these beautiful memories, engraved deeply in 
my heart.... I often think back to the rocks and trees of my home, the smooth, round 
pebbles that lined the streambeds, or the floating clouds, the fragrant vegetation, and 
the chattering streams. All of this remains vivid in my mind even today. 

- from Biography of Lin Fengmian  by Zheng Zhong

Fig. 3 Ni Zan, Empty Forest after Rain , Yuan Dynasty, National Palace 
Museum, Taipei, Taiwan

3    

Lot 57

Watch Video
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Lin Fengmian was born at the turn 
of the century, in 1900, to a rural 
family in Guangdong, and loved to 
paint even as a boy. Growing up 
during that period exposed him to 
the new thinking in the early years 
of the Republic and the turmoil of 
the New Culture Movement, and at 
19, he joined the wave of students 
leaving for study in France under 
the government©s new work-study 
program. He studied first at the 
Ecole Nationale Supérieure d©Art 
et de Design de Dijon and then 
the École nationale supérieure 
des Beaux-Arts; he organized art 
groups with classmates, including 
the Overseas Art Movement 
Society, and eagerly participated 
in activities such as the Salon 
d©Automne (Autumn Salon). 
Recognized by Cai Yuanpei for his 
ability, Lin was called back to China 
in 1926 to serve as professor and president at 
the Beiping Arts College. He later founded the 
Hangzhou Academy of Arts in 1928, and for 
the next decade or more, engaged unceasingly 
in teaching, painting, and writing. After 
1949, however, his embrace of diversity and 
academic freedom ran counter to the political 
climate of the times. He was forced to leave 
the school, and during the Cultural Revolution 
was held in prison for four years on baseless 
charges. In 1977, receiving permission to 
travel abroad to see his family, he visited his 
wife and daughter in Brazil and then settled 
in Hong Kong, where he lived until his death 
in 1991. 

Throughout his life, Lin Fengmian was guided 
by the concept of ©reconciling the art of East 
and West and creating art for our times.© 
He made an intensive study of the various 
schools of Western art while studying abroad, 
which allowed him to experiment boldly with 
combining Eastern and Western approaches 
as he shaped the forms in his works. From the 
Eastern tradition and its sense of aesthetics, 
he developed an experience and perception 
of modernism that differed from Western 
theory, and he created a reflective and even 
avant-garde painting style of an entirely new 
kind. At the same time, his innovative ideas 
about art and education would guide a group 
of the most influential Chinese painters of 
the 20th century, including Zao Wou-ki, Wu 
Guanzhong, and Chu Teh-Chun. Lin Fengmian 
is thus revered as one of the pioneers of 
modern painting in China and an artist of 
great influence in Chinese art history. 

The scenic landscape, whether in oils or in ink 
(Fig. 1), was one of the most important genres 
in Lin©s career, and his landscapes exhibit 
great diversity in composition, brushwork 
technique, and color. Clearly this was the 
genre through which the artist best realized 
his ideal of an artistic marriage of East and 
West; it is also a crucial starting point as we 
seek to understand the spirit and implications 
of Lin Fengmian©s work, the way it bridged 
past and future. In A New Theory of Chinese 
Painting, Lin noted that Chinese painting 
early on was already capable of expressing 
passing moments of time. In Western art after 
the 19th century, however, ©after the cleansing 
of the Naturalists and the formation of the 
Impressionists, with their clear relationships 
of light and color, all of the subtle aspects 
of passing time could be expressed in their 
landscape paintings. They also attended to 
the movements of the air and portrayed the 
natural world with a sense of musicality.© 
There were two paths, he felt, toward better 
depictions of natural scenery and features in 
landscapes. The first was ©temporalization,© 
or injecting the element of time, and the 
second was a kind of calligraphy-inspired 
©simplification.© Their purpose was, on one 
hand, to make light and natural changes part 
of the modernized expression of Chinese 
painting. But he also hoped that traditional 
landscape painting could escape the 
limitations of its medium, to find expression 
through a broader variety of techniques and 
styles — while at the same time continuing 
to advance a uniquely Chinese aesthetic, 
in which images of nature are refined and 
altered by the artist©s subjective perceptions.

Fig. 1 Lin Fengmian, Autumn 
Scenery , ink and color on 
paper, early 1940s

1 
1940
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Lin Fengmian©s Hamlet (Lot XX) is presented 
on a square canvas, its alternating bands of 
warm and cool and deeper and lighter tones 
producing a varied and lively depiction of 
mountains, rivers, and forests. Lin employs 
a dark, almost black shade of mossy green 
as the principal color of both the distant 
mountains and the foreground. Much of the 
forest, however, appears in rich shades of 
bright orange, lemon yellow, light pink, or a 
heavy reddish brown; among these, patches of 
sky blue, jade green, and yellow-green suggest 
the seasonal change from late summer to early 
fall, while adding a sense of shifting light. On 
top of these bright, vivid colors, Lin sketches 
out tree trunks in rustic but supple white 
lines, and uses similar lines in the houses 
and buildings set among the mountains. 
The parallel lines and brushstrokes, and the 
echoes between corresponding forms, convey 
an image brimming with fresh rhythms and 
natural energy. Color interactions further 
create the double visual effects of spatial 
depth and layering. In this composition the 
contrasts between areas of deeper and lighter 
shades and warm and cool colors lead the 
viewer©s eye toward the central region of the 
canvas, where his main subject is highlighted 
in the brightest colors. This bold use of 
strongly contrasting light and color recalls 
Rembrandt©s naturalistic presentation and the 
drama of his light and shadow (Fig. 2), and 
further enhances the painting©s classical aura 
of depth and tranquility. Even more apparent 
is that these color relationships reflect the 
artist©s feelings toward the scene, as he uses 
them to create the rhythmic sweep, the rise 
and fall of its natural forms, and knits them 
together in a unified whole.

Varied blue-green hues, with added touches 
of white, bring to life the stream at the 
bottom of Hamlet and the sense of its flowing 
water, depth, and reflections, while linking 

also to the brighter jade greens in the gentle 
slope at the center. Concise brushwork and 
rich colors in the forest, and the staggered 
placement of the buildings, evoke a feeling 
of depth. Heavier, darker blocks of color at 
the top present the solid shapes of the rising 
and falling peaks; hints of pale pink around 
them suggest a hidden light, as if the sun 
were about to emerge in the east. Finally, 
the mists and clouds embellishing the grey 
horizon lead our imaginative visions into even 
deeper spaces. Such a compositional layout, 
gathering multiple scenes in its embrace (Fig. 
3), differs from the viewpoint employed in 
Western realist landscapes. The artist here 
extracts his finest memories and combines 
them with his imagination to create a kind of 
imagistic mental vision. This leads the viewer 
into a broad, sweeping a natural space, a kind 
of imagined reality with a palpable sense of 
time©s passage. In addition to its rich play 
of light and color, Hamlet also captures the 
atmosphere of peaceful living in secluded 
woods, revealing Lin Fengmian©s fond 
memories of home and his optimistic hopes 
for the future.

In A New Theory of Chinese Painting, Lin 
Fengmian spoke of the relationship between 
painting and nature: ©A simplified style of 
depiction in painting should be based on 
natural phenomena. The significance of 
simplicity...lies in seeking the essential nature 
and qualities revealed within a complex natural 
object, and in the integrated expression of its 
color. Fragmented, broken phenomena should 
regain their meaning within the concept of a 
united whole.© This kind of outlook, whether in 
the East or the West, represents the starting 
point of modern painting. A painter such as 
Cezanne attempted to capture, through his 
painterly brushwork, the inherent tension in 
the weights and volumes of natural objects 
and their spatial relationships. In so doing he 

Left to right 

Chu Teh-Chun, No. 104 , 
Christie©s Hong Kong, 23 
Nov. 2013, Lot 19, Sold for 
HKD2,320,000 
© Courtesy of Chu Teh-chun 
estate

 
 2013 11 23   

19 2,320,000 

Fig 2 Rembrandt Harmenszoon 
van Rijn, Landscape with a 
Long Arched Bridge , between 
1637 and 1639, Gemäldegalerie, 
Berlin, Germany

2 
1637 1639     
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hoped to add greater depth and breadth to 
the momentary images of light captured by 
the Impressionists, and for these reasons his 
paintings featured more rigorous structures 
and a more restrained use of color (Fig. 4). 
In Hamlet, however, Lin Fengmian uses his 
free and unrestrained brushwork to recapture 
the charming rhythms of the scene. He 
reinterprets the linear character of calligraphy 
in the way that he presents complex objects in 
simplified form. The painting, with its lyricism 
and sense of proportion throughout the whole, 
thus exudes a deeply poetic atmosphere. Lin©s 
bold and simplified expression of line through 
his colors and forms also finds an echo in 
the work of the Fauves (Fig. 5). Hamlet may 
in fact be the most incisive reinterpretation 
of the Fauves© intense color in the modern 
history of Chinese art. Yet it differs from 
the wild, primitive flavor of their work in 
the way it also reflects the character of ink-
wash paintings and their harmony, unity and 
reflection of nature. In this, while we clearly 
see Lin©s efforts at reconciling Eastern and 
Western art, we also feel his sense of the 
spirit of his own Chinese painting heritage, 
combined here with his own innovations in 
form and technique.

Hamlet was originally part of a fortuitous 
purchase of a number of valuable works 
directly from Lin Fengmian by a Captain 
Parr of the ship Sea Coral in Shanghai. 
It was later inherited by family members 
who then entrusted its sale to Christie©s. In 
1965 Parr©s ship docked in Shanghai. There 
he met the chargé d©affaires of the British 
Consulate at the Seamen©s Club on the 
Bund, who arranged for Parr to meet with 
Lin at his home on Nanchang Street. Parr 
selected from among more than a hundred 
works he was shown a few he especially liked 
and wanted to bring home. A Biography of 
Lin Fengmian notes that after resigning his 
teaching post and moving to Shanghai in 
1951, Lin earned living expenses by arranging 
sales of paintings through the help of foreign 
consular officers posted in Shanghai. Among 
them were the chargé d©affaires D. Spankie 
and consular officer ©Mansley© (transliterated 
from the Chinese), as well as other foreign 
bank officers and physicians, although foreign 
travel groups might also be introduced to buy 
paintings. Parr was an important collector of 
Lin©s work; he not only kept a record of events 
but also purchased a representative sampling 
of the artist©s works, including oil paintings 
from Lin©s Beijing Opera series (Fig. 6), some 
landscapes, and fishing harvest scenes (Fig. 
7), as well works in the colored ink medium, 
including landscapes (Fig. 8) and traditional 
female figures (Figs. 9, 10, 11). This Hamlet, 
passed down from the 1960s to today, is an 
important link in our understanding of Ling 
Fengmian©s artistic achievements, and is 
a very significant work in terms of both its 
academic value and its value on the market.  

Top to bottom 

Fig. 5 Andre Derain, Collioure , 
1905, National Galleries of 
Scotland, Edinburgh, UK

5 
1905    

 

Qian Xuan, Dwelling in Fuyu 
Mountains Scroll  (detail), Yuan 
Dynasty, Shanghai Museum, 
Shanghai, China

( )  
  

◀ Lot 46 Detail 
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The artworks purchased by Captain Parr of the Sea Coral for his Lin Fengmian collection in the 1960s appeared  
in Christie©s sales in 2005 and 2013, including oils on Beijing Opera and fishing harvest themes as well as  
colored-ink works featuring scenic landscapes and traditional female figures.

1960 2005 2013  

Left to right 

Fig. 6 Lin Fengmian, Chinese Opera Series-Madame Snake White , Christie©s Hong Kong  29 May 2005, Lot 232, Sold for HKD 5,944,000. 
 - 2005 5 29  232 5,944,000

Fig. 7 Lin Fengmian, Fishing Harvest , Christie©s Hong Kong 22 November 2013, Lot 24, Sold for HKD  21,400,000. 
7 2013 1 22  24 21,400,000

Fig. 8 Lin Fengmian, Scenery of Gold Autumn , Christie©s Hong Kong  29 May 2005, Lot 233, Sold for HKD 4,824,000.  
 2005 5 29  233 4,824,000

Fig. 9 Lin Fengmian, Chinese Opera Series: Lotus Lantern , circa 1950s-1960s, Christie©s Hong Kong 24 November 2013, Lot 101, Sold for HKD 3,880,000. 
 :  2013 11 24  101 3,880,000

Fig. 10 Lin Fengmian, Seated Lady in the Garden , circa 1950s-1960s, Christie©s Hong Kong 24 November 2013, Lot 103, Sold for HKD 2,920,000. 
10 2013 11 24  103 2,920,000

Fig. 11 Lin Fengmian, Dancing Ladies , circa 1950s-1960s, Christie©s Hong Kong 24 November 2013, Lot 106, Sold for HKD 3,400,000. 
11 2013 11 24  106 3,400,000

Fig. 4 Paul Cezanne, Mont Sainte-Victoire , c.1902-6, Philadelphia Museum of Art, Pennsylvania, USA. 

4 1902-6    

( 5)

1965

1951

( )
( ) (

8) ( 9 10 11) 1960
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No Lot 44
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LIAO CHI-CH’UN 
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oil on canvas
72 x 91 cm. (28 x 35 ¼ in.)
Painted in 1962
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National Museum of History, Liao Chi-Chun Hua Ji, Taipei, 
Taiwan 1976 (illustrated, p. 35).

Artist Publishing Co., Liao Chi-Chun, Taipei, Taiwan 1981 
(illustrated, p. 37).

Ever Harvest Art Gallery, Centurial Rarity Complete Works of 
Liao Chi-Chun, Taipei, Taiwan, 2017 (illustrated, p. 318-319).

 

1962  

: 1962.11 ( )

     

1976    ( 35 )

1981    ( 37 )

2017      
( 318-319 )

PROPERTY FROM AN IMPORTANT AMERICAN PRIVATE COLLECTION

With the use of simple and strong colours, I confer through contrast and 
emphasize a richer sense of colour on the work. With the lines I pay attention to 
the amusement of the figure engendered. I am not depicting an impression of a 
given time. I am expressing those senses of colour that I want to express.

 - Liao Chi-Chun

 - 

Hailed as the “Magician of Colours”, Liao Chi-Chun 
showcased complexity and intense expressions 
from his mature period in the 1962 masterpiece 
Ancient Castle in Spain. Energetic arrangement of 
rich colours, inky blocs, atmospheric light, and the 
musicality of shapes makes the current painting 
undoubtedly one of Liao’s most treasured works in 
his oeuvre. 

From 1962 to 1963, at the invitation of the U.S. 
State Department Liao Chi-Chun visited the United 
States where he saw and experienced abstract 
expressionism firsthand. Afterwards he travelled 
to Europe in particular Spain for several months, 
and was deeply inspired by the unique scenery. His 
oil paintings based upon sketches along the trip 
carried more vivacity, fluidity, daring colours, and 
unbounded lines. 

Fig. 3 Willem de Kooning, Yellows & Blues , 1959, Christie©s New York 
9 November 2011, Lot 619, Sold for USD 1,986,500 
© 2017 The Willem de Kooning Foundation / Artists Rights Society 
(ARS), New York

3 1959    2011 11 9   
619 1,986,500
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This same period in the 1960s, there was 
a big debate between “abstraction” and 
“concreteness” in the creative process within 
the modernization movement in Taiwan. 
Many artists were experimenting with 
new ways in order to remove themselves 
from the confinement and limitations of 
conventional approaches. Ancient Castle in 
Spain  displayed a complete abandonment of 
narrative and figurative elements, where Liao 
was able to build an aesthetic realm with 
pure application of riotous and enigmatic 
forms, brilliant and 
vivacious colours, 
and rampant 
brushstrokes. 
Although the full 
explosion in Abstract 
Expressionism during 
his travel in US 
might have spurred 
this change, Liao’s 
innovation can be 
traced back to his 
strong interest in 
exploring the effect 
of colours in his 
long and celebrated 
artistic career. He 
held belief that 
"abstraction is the 
natural trend since 
modern painting has 

transformed from the visual and the external 
to the direct expression of inner, spontaneous 
sentiment." He also once declared, “the 
fundamental question of modern art is 
neither about abstraction nor figuration. 
Rather, it is about whether an artwork has 
substance. The formality and style of an 
artwork is merely the medium for the author 
to transpire his inner soul.” Since Post-
war period, Liao Chi-Chun, as an esteemed 
Professor of Art at National Taiwan Normal 
University, led the modernism movements 
in Taiwan. He encouraged students to break 
through the traditional technique, subject 
matters and styles and to explore Fauvism 
and other modernist trends in their artistic 
creation.

Liao Chi-Chun’s heightened sensitivity 
to colours and his playful application of 
contour is full display in the current painting 
Ancient Castle in Spain . These two aspects 
contribute to the unique abstract language 
that distinguishes Liao from other artists 
of his contemporary. In the 1890s, Paul 
Cézanne started a revolution which set him 
as the pioneer of the Cubist movement. 
He dissected the pictorial plane into small 
geometrical facets, and then reassembled 
the fragmented forms and compressing both 
temporal and spatial axis into an illuminating 
conglomeration. For Liao Chi-Chun, colour 
blocks with irregular contours push and pull 
each other, making the painterly surface into 
an action field which pendulates between 

Hans Hofmann, After Glow , 
1938. Smithsonian American Art 
Museum, Washington D.C. 

© 2017 The Renate, Hans & Maria 
Hofmann Trust / Artists Rights 
Society (ARS), New York

1938    
  

Fig. 2 Liao Chi-Chun, Forest at 
Night , 1969. Taipei Fine Arts 
Museum, Taiwan. 

2 1969  
 

Lot 47 Detail   
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Fig. 1 Georges Braque, Violin 
and Pipe , 1920-21. Philadelphia 
Museum of Art, USA.  
© The Philadelphia Museum 
of Art /National Galleries 
of Scotland, Edinburgh / 
Bridgeman Images

1 
1920-21   

Left to right 

Lot 47

Liao Chi-Chun, The Spanish 
Château , 1965, Christie©s Hong 
Kong, The Inception of a New 
Era – The Yageo Foundation 
Collection , 29 May 2005, Lot 
215,  Sold for HKD10,760,000 
(USD1,383,620)

1965  
-

2005 5 29
 215 10,760,000

pure gestural abstraction and subjective 
figuration. What is more interesting is the 
pen marks occasionally unrelated to the 
form, for example, the cluster of overlapping 
square shapes within the white area in 
the foreground. This reminds one of the 
second phase of Cubism, i.e. Synthetic 
Cubism, when Picasso and Braque (Fig. 
1) would insert randomly stenciled letters 
on top of seemingly divided composition, 
therefore bringing the work back to its two 
dimensional plane. From this perspective, 
what Liao was trying to experiment was to 
unleash the painting to flow in its imaginary 
state and at times to remind the spectator 
the ultimate and undeniable quality of 
painting as a flat art. 

The time abroad in early 1960s left an 
indelible mark on Liao Chi-Chun’s painterly 
language, after which the artist embarked 
on a fully-fledged abstract journey (Fig. 2). 
The life experience and artistic change was 
reminiscent of another master in the 20th 

century. After Jackson Pollock’s sudden 
death from a drunk driving accident in 
1956, Willem de Kooning was left as the 
public face of Abstract Expressionism. The 
immense pressure of the role as well as 
New York City stifled him, who, five years 
later purchased a house not far away from 
the Pollocks and moved to Long Island 
permanently, though he had been going 
to the East Hamptons regularly even long 
before then. The coastal scenery, and the 
natural splendor seen while driving from 
the City to the Hamptons, quietly yet 
unmistakably changed the jagged lines and 
swirly colours in his previous works to more 
flowing brushstrokes resulting in a looser, 
freer, and more complex works (Fig. 3). 
Both Liao Chi-Chun and De Kooning looked 
around with new pair of eyes.  Although 
paintings appeared abstract more or less to 
each individual’s extent, hints of natural or 
figurative forms often emerged and fleeing 
visual moments implying a real world, as 
well as the path of the passage of time and 
the painting process.

Lin Xingyue once said, in the eyes of 
younger Taiwanese artist and art critics, 
Liao Chi-Chun was "an evergreen that went 
through the evolving seasons of culture" 
and "a rainbow that arcs across the gulf of 
time". Ancient Castle in Spain, painted at 
the height of Liao’s career, is an important 
piece that engulfs the influences of east and 
west and watersheds a new era in Liao’s 
artistic trajectory. 
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1890

( 1)

( 2)

1965

( 3)
Left to right 

Claude Monet, Grainstack 
(Sunset) , 1890-91. Museum of 
Fine Arts, Boston.

1890-
1891   

Claude Monet, Meule , 1891, 
Christi©s New York, 16 
November 2016, Lot 9B, Sold 
for USD81,447,500

1891   
2016 11 16  

9B 81,447,500
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CHEONG SOO PIENG 
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1948

Soo Pieng 48 ( ) Forest ( )

 

2015    
  (  3.17 51 )

PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

As a major Southeast Asian artist, Cheong Soo 
Pieng’s portrayal of the tropics and its people is 
often assessed in reference to the pivotal artist 
trip to Bali in 1952, a journey he made with a group 
of fellow Singapore pioneer artists. While the 
landmark trip to Bali in 1952 certainly inspired a 
greater familiarity with the region and propelled the 

development of a uniquely representative style of 
the artist, the present lot Forest (Lot 48) is crucial 
to our understanding of Cheong Soo Pieng’s innate 
talents and abilities. This present lot suggests an 
alternative viewpoint to the prevailing focus on the 
seminal trip, revealing strong inspiration from his 
surrounding environment in the years prior, while 

encapsulating his innovative 
spirit through his amalgamation 
of the techniques and styles of 
both the East and West. 

Painted in 1948, Forest  is one of 
the earliest works by Cheong Soo 
Pieng to ever come to the market, 
and one of the exceedingly rare 
oil on board pieces produced 
by the artist in the late 1940s. 
Completed just two years after 
Cheong Soo Pieng’s arrival 
in Singapore, the work marks 
the transition of the artist’s 
identity from a native of China 
to a resident of Southeast Asia. 
Cheong made the decision to 
relocate to Singapore in 1946 to 
take up a teaching position at the 
new Nanyang Academy of Fine 
Art, established by his mentor 
and former tutor, Lim Hak Tai. 
The term ‘Nanyang’ was used 

Fig. 4 Fan Kuan, Travellers among Mountains 
and Streams , National Palace Museum, 
Taipei, Taiwan

4     

Paul Gauguin, Marine avec vache, ou Au dessus du gouffre , 
1888. Musée d©Orsay, Paris, France. ©The Yorck Project: 
10.000 Meisterwerke der Malerei.

( ) 1888     
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in association with the Southeast Asian 
overseas Chinese regional identity during 
the Sino-Japanese war. It was later adopted 
to reference a style of art that sought to 
synthesise Chinese traditional art styles 
and the influence of Western Modernism 
as taught by the Paris School, to create a 
unique form of expression for the depiction 
of the localised subject. As a new migrant to 
the region, Cheong was accosted by an array 
of new visual stimuli that he spared no time 
in translating into his works. It was this first 
decade upon his arrival on the island that 
was instrumental to his understanding of the 
lives of the people and the cultures of the 
region, as he examined his new environment 
as the subject of his paintings.

Under the shade of the trees, the verdant 
forest floor glows a rich, emerald green. 
Further behind, vermillion strokes and canary 
yellow patches brighten up the scene, while 
the clear skies of a tropical paradise peek 
through the leaves in a bright blue. The 
artist traded in the soft and gentle washes 
of ink he was accustomed to through his 
formative training at the Xiamen Academy 
of Art for a much bolder aesthetic that 
reflected the intensity of these new sights. 
The vibrant, chromatic palette imbues 
the scene with the warmth of the tropics, 
reminiscent of the colours favoured by 
Gauguin in his paintings of Tahiti. However, 
unlike the more logically formulated areas 
of colour positioned by Gauguin in works 
like Pastorales Tahitiennes , Cheong’s use of 
colour appears more effortless and intuitive 
like his Southeast Asian contemporaries. In 
Hendra Gunawan’s Mountain Landscape  (Lot 
51) and Affandi’s Merapi Landscape  (Lot 49), 

the artists’ choice of a vibrant palette reflect 
the intensity of the sunlight and the colours 
that bounce off of the lush landscape. 
These artists were responding directly to 
the climate of their unique environments, 
placing colour onto canvas not on a cognitive 
basis, but aligned with their emotive 
response to the kaleidoscopic visuals 
that surrounded them. Similarly, while 
Gauguin may have been preoccupied with 
asserting a detachment from the prevalent 
Impressionistic style, it was Cheong’s 
genuine excitement at the changing light 
of the tropics that is captured through his 
paintings, with a bright, bold palette that 
was a direct response to his impression of 
the tropics. Where Gauguin’s forest floor is 
a calculated combination of blue and green, 
Cheong Soo Pieng’s glistens an iridescent 
emerald with dashes of yellow and red, 
mimicking the movement of light in the 
tropics. 

Gauguin’s painted scene seems almost like a 
posed snapshot of the moment, a stillness in 
his figures emphasised by the abundance of 
space that surrounds them. Unlike Gauguin, 
Cheong’s Forest  seems alive. A gentle 
breeze wafts through the trees, illustrated 
through relaxed, languorous strokes that 
flow horizontally across the painting. Opting 
for thicker swaths of paint, the brushstrokes 
are deliberately made visible to the viewer’s 
eye, catching only slightly at the grain of 
the board to give the painting a highly 
textured surface. The sense of movement 
is not solely born out of the oil painting 
technique that Cheong chose to adopt, but 
is developed from his innate Chinese ink 
painting sensibilities, as he opts to build up 
the multi-dimensional perspective that the 
Chinese ink masters pioneered. Instead of 
the static, single viewpoint of the Western 
Modernist style, the Chinese ink tradition 
favoured additional perspectives to enhance 
the visual effect of the scene. Cheong was 
not intentionally looking to the ink tradition 
for its compositional structure, but arrived 
at it in an earnest attempt to capture the 
fast-changing light of the tropics. With the 
sunlight beaming against the trunk of the 
tree and the clouds passing through the 
captured scene, creating shade in areas and 
concentrating light on others. It is almost 
imaginable to be present in the sweltering 
heat, trying to refocus one’s eyes to the 
brilliant colours that change inadvertently in 
the blazing sun. 

Left to right 

Cheong Soo Pieng, Seaside , 
1951, Collection of National 
Gallery Singapore.

1951  

Fig. 2 Paul Gauguin, Pastorales 
Tahitiennes , 1892, The State 
Hermitage Museum, Saint 
Petersburg, Russia.

2 
1892   

Fig. 3 Utagawa, Hiroshige, 
Plum Garden in Kameido , 1857, 
Rijksmuseum, Amsterdam, The 
Netherlands.

3 
1857   
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Created in the same decade as Lin Fengmian’s 
Hamlet  (Lot 46), both works display an adherence 
to the classical Chinese painting compositional 
structures despite their use of a more Western-
oriented medium. The overlapping green 
pastures in Hamlet  inadvertently draw the eye 
into the space, framed by the clusters of trees 
on both sides of the image. In Forest , the tree in 
the foreground is used as a structural device to 
anchor the painting and to develop a sense of 
depth in reference to the focal point. The trunk 
of the tree is thrusted to the fore with Cheong’s 
stark delineation of its form, distinguishing 
it from the dense background. One would not 
be entirely incorrect in their comparison of 
Cheong’s dense layering of elements to the 
works of Paris School proponents such as Paul 
Cezanne and Vincent Van Gogh, with their 
rolling hills and depth of perception, but the web 
of cultural exchanges revealed when examining 
the roots of the famed Western movement draws 
links back to the tradition of Chinese painting, 
through the layered elements of the popular 
Japanese ukiyo-e woodblock prints. It is in the 
poetic landscape paintings of the Song Dynasty 
that one is able engage with the compositional 
dynamism pioneered by the masters of Chinese 
ink painting. So advanced in their compositional 
strategies, they were often painted from an 
imagined bird’s-eye view with a dense layering 
of elements, like the forested areas in the lower 
foreground in Fan Kuan’s work, overlapping 
the foot of the mountain to establish a sense 
of distance between the viewer and each layer 
that builds the painted scene. Negative space 
is created where the mountain fades into a 
translucent cloud of mist at its base, drawing the 
viewer into the painting. Cheong does similar 
in framing his negative space amidst the trees 

to the left of the painting, creating 
imagined pathways through the 
trees with their decisive layering, 
creating spaces within the painted 
scene that invite the eye into the 
imagined realm.

Forest expresses the artist’s deep 
desire to capture the astonishing 
sights that inspired him in his new 
home, fusing the cross-cultural 
influences of East and West while 
retaining the essence of the region. 
An early indication of the technical 
mastery and artistic vision that 
would earn Cheong his place as 
one of the foremost artists of his 
generation, Forest  allows us a rare, 
glimpse into the early inspiration 
and ambition of this key figure 

in Singapore’s art history as he successfully 
synthesises these two entangled trajectories 
in the development of his own unique and 
enigmatic style. 
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Cheong Soo Pieng arrives in Singapore in 1946 to 
take up a teaching position at the newly established 
Nanyang Academy of Fine Art . The inspiration he 
gleans from the new sights and sounds that surround 
him quickly find their way into his oil paintings of 
Malayan and Southeast Asian subjects.

1946

Drawing from his formal training in traditional Chinese 
ink painting, Cheong develops a visual format that 
fuse the structural dynamism of traditional painting 
ideologies with the new aesthetic of the West through 
his depiction of local landscapes.

Cheong makes the risky decision in 1961 to resign from NAFA to 
become a full-time artist. He travels to Europe from 1961 to 1963, and 
holds a number of exhibitions in prestigious galleries in the West, 
including Redfern Gallery in London.

1961
1961 1963

Striving to connect the visual world and his inner psyche through his 
works, he explored the potential of abstract art in great depth during 
this period, experimenting with landscape painting by incorporating 
abstract elements with great flourish.

Making Up , 1951, Christie's Hong 
Kong, 22 Nov 2014, Lot 2. Sold for 
HKD 5,920,000.

1951     
2014 11 22  2  

5,920,000

Lot 48 Forest  (1948) Balinese Dance , 1953, Christie's 
Hong Kong, 29 November 2015, 
Lot 358, Sold for HKD7,720,000.

1953  
 2015 11 29   

358 7,720,000

Nature's Inspiration , 1963, Christie's Hong Kong, 24 
May 2014, Lot 13. Sold for HKD 4,840,000.

1963    2014 5 24  
13 4,840,000

Lot 433 Scenery  (1961)

1946-1959

Brief Chronology of CHEONG SOO PIENG   (1917-1983)

1952

( 48)

1948

(
1) 1946

( 2)
(

51) 默拉皮景觀 ( 49)

1960-1969
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A tireless innovator, Cheong expands his practice to work with 
metals and other scavenged materials, revisiting themes and ideas 
he had previously addressed in his paintings by giving them a new 
dimension through these mixed media collages.

"Art is expression of my personality; it does not have to represent 
anything real."
  - Cheong Soo Pieng

 
- 

Lot 305  Landscape  (1959)

Lot 304 Village Sunset (1966)Lot 302 Kelong Scene  (1965) Lot 431 In Orange  (1968)

Lot 432 Woman  (1972)

1970-1983

  

( 46)

( 3)

 ( 4)
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4949
AFFANDI 
(INDONESIA, 1907-1990)

Merapi Landscape

signed with artist’s monogram and dated ‘1964’ 
(lower left)
oil on canvas
95 x 128 cm. (95 x 128 in.)
Painted in 1964

HK$1,800,000-2,500,000
US$240,000-320,000

PROVENANCE

Formerly in the collection of Leonard Mattson, UNESCO 
ambassador to Indonesia in 1964

Private Collection, Asia

 

1964

 1964 ( )

 (1964 )Leonard 
Mattson

 

PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

Known for his expressionist paintings, Indonesian 
artist Affandi is widely considered to be one of the 
most significant modern artists in Asia to come out 
of the 20th century. His works command a certain 
vigour and liveliness that reflect the passion that 
he had for his art. According to art historian Claire 
Holt, Affandi was an autodidact, who sought to 
persistently spontaneously express his innermost 
emotions as he engaged enthusiastically with his 
subject matter. Indeed his canvases of thickly 

applied impasto reliefs are a physical manifestation 
of his expressive spontaneity, applying the paint 
directly from the tube and working it into the 
canvas with his bare fingers, palms and wrists to 
create emphatic swirls and waves in his paintings 
inspired by wayang kulit. It is due to this technique, 
that Affandi’s work has always been held up as a 
leading example of progressiveness in the East and 
likened to that of post-Impressionist Dutch painter 
Vincent van Gogh.

Vincent van Gogh, Green Wheat Fields  , 1889

1889

Katsushika Hokusai, Tago Bay near Ejiri on the T kaid , ca. 1830–32, The 
Metropolitan Museum of Art, New York, © Rogers Fund, 1922

1830-32   
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Like van Gogh, Affandi painted with his 
senses and emotions, as opposed to intellect 
and often giving in to his erudite instincts. 
Educated during the Dutch colonial period, 
Affandi began as a naturalist, influenced 

by the realism of the West that he had 
become acquainted with. However, he 
eventually developed what is now known as 
his signature expressionist style of highly 
pigmented paintings depicting Indonesian 
daily life that vibrate with an emotional 
intensity. For Affandi, there was no need 
to portray an idealised paradise; deeply 
connected to his heritage, he was able to see 
the beauty in the quotidian and translate the 
essence of each situation or object to the 
canvas with ease. A man of great sensitivity, 
Affandi directly observed his environment, 
delving deep into his subject-matter in 
order to articulate his initial inspiration and 
interest in it. 

Merapi Landscape  (Lot 49) is an exquisite 
example of Affandi’s landscape paintings 
that feature one of Indonesia’s most active 
stratovolcanos, Gunung Merapi , which 
translates from Javanese into ‘Fire Mountain’. 
Affandi’s naturalist tendencies emerge as he 
attempts to capture the implacable volcano 
and its surrounding landscape from afar. 
The river, most likely the Gendol River, cuts 

through the canvas diagonally, languidly 
circling Mount Merapi  and contrasting 
with the buzz of activity that surrounds 
the smoking volcano shrouded in fog. The 
painting is an exceptional representation of 
a natural feature that Affandi often painted; 
unlike his other works, he presents Mount 
Merapi  from a wide oblique angle, capturing 
the beauty of the surrounding lush greenery 
and the other life forms that make the 
Indonesian landscape so breathtaking.

In Merapi Landscape , Mount Merapi  
occupies about a quarter of the canvas, the 
recalcitrant volcano depicted by Affandi as 
a slumbering giant, dwarfing all life forms 
around its foreboding presence. Led by 
the emphatic outlines of the artist, the eye 
traces the meandering flow of the river to 
the focal point of the painting – a mysterious 
beyond that one is unable to perceive. It is an 
interesting visual device to have an oblique 
vanishing point that appears to lead to 
nothingness, but in fact it forces the viewer 
to contemplate the formidable nature of 
Mount Merapi , immersing the viewer in the 
atmosphere that Affandi himself observed. 
Since the seventeenth century, the idea of 
the sublime has been understood as being 
the unknowable, beyond comprehension 
and immeasurable. The sublime straddles 
the seemingly disparate emotional 
spheres of fear and awe, culminating in a 
work that has a tension beyond that of a 
generic picturesque landscape painting as 
demonstrated in Joseph Wright of Derby’s 
apocalyptic scene in Vesuvius in Eruption , 
with a View over the Islands in the Bay of 
Naples. Affandi achieves a sense of the 
dramatically massive scale of Mount Merapi  
and the powerlessness of Man in the face 
of nature’s elemental forces by depicting 
the diminutive figures in the centre of the 
canvas as two indecipherable black blobs, 
contrasting them with the vastness of their 
surroundings.

Evoking an alienating landscape, Affandi 
reminds us of the enormous ability of nature 
to annihilate. However, Merapi Landscape  is 
also a subtle reminder of the cycle of life and 
the restorative powers of destruction. Using 
a rich viridian hue to create the background 
for the dense foliage, Affandi went over it 
with lines of impasto to create his iconic 

Affandi, Borobudur , Christie©s 
Hong Kong, 28 May 2016, Lot 
34, sold for HKD 7,840,000

 
2016 5 28  34  

7,840,000 
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(Claire 
Holt)

( 49)

Gunung Merapi

Left to right 

Joseph Wright of Derby, 
Vesuvius in Eruption, with a 
View over the Islands in the 
Bay of Naples , c.1776–80. Tate, 
London

 
1776-80  

Oskar Kokoschka, Tre Croci 
- Dolomite Landscape , 1913, 
Leopold Museum, Vienna, 
Austria 

 
1913   

tactile imagery, capturing the dynamism of 
the wind as it combs through the verdure. 
The artist includes the rich frondescence 
around Mount Merapi , a reminder that 
volcanic soil, known as andosols, provides 
for a mineral-rich soil that promotes the 
proliferation of vegetation around the area. 
In fact, hundreds of thousands of people 
live close to active volcanoes due to the 

fertile volcanic soil that surround it. As such, 
these natural features are – for a significant 
proportion of Indonesian people – part of a 
complex set of mystical beliefs, and there 
is a national reverence for them, which 
Affandi pays homage to in this work. Merapi 
Landscape is a not a romanticised, but a 
Romantic representation of the splendour of 
Indonesia’s landscape.
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5050
S. SUDJOJONO 
(INDONESIA, 1914-1986)

The Ruins and the Piano

signed with artist’s monogram and dated ‘Djak 1956’ 
(upper left); signed ‘S. Sudjojono’ (upper right)
oil on canvas
125.5 x 200 cm. (49 ⅜ x 78 ¾in.)
Painted in 1956

HK$8,000,000-12,000,000
US$1,100,000-1,600,000

PROVENANCE

Anon. sale; Sotheby’s Hong Kong, 6 October 2013, Lot 462

Acquired from the above sale by the present owner

Private Collection, Asia

LITERATURE

Amir Sidharta, S. Sudjojono: Visible Soul, Museum S Sudjojono 
and Canna Gallery, Jakarta, Indonesia, 2006 (illustrated, p. 82-
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

Caspar David Friedrich, Das Eismeer (The Sea of Ice) , 1823-1824, Kunsthalle Hamburg, 
Germany, © The Yorck Project: 10.000 Meisterwerke der Malerei.

1823-1824    

In 1956, Indonesian modern painter 
Sindudarsono Sudjojono painted his first 
portrait of Rosalina “Rose” Wilhelmina 
Poppack, an Indo-European woman that he 
met in 1951 while on his way to attend the 
3rd World Festival of Youth and Students 
in Berlin. At this time, Sudjojono had been 
elected into parliamentary office and Rose 
would stop by his home in Yogyakarta, 
while she visited her husband who was 
attending Gajah Mada University’s School 
of Medicine. That same year, Sudjojono 
painted The Ruins and The Piano (Lot 
50), one of his most personal and unique 
paintings to date at this point in his life.
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Raden Saleh, 
Winterlandschaft , 1830

1830

Sudjojono is known for his criticism of 
what he termed Mooi Indie  artists, who 
were Dutch and local naturalist artists 
known for a traditional adherence to 
depicting idealised representations of 
the tranquil scenery and beautiful exotic 
scenery in order to attract tourists to the 
region. For Sudjojono, this artistic style 
was corrupted by its association with 
colonialism, and he advocated instead, 
a theory and philosophy of modern 
Indonesian art that came from the soul. To 
him, painting was an act of revealing one’s 
soul and making it visible. He eventually 
developed his own expressionistic style 
that resembled the loose brushstrokes of 
French artist Édouard Manet. Much like 
the impressionists, he believed that artists 
should not be beholden to conventional 
techniques, traditions or visual devices, 
but should stay true to their inner selves. 
In order to produce works of outstanding 
quality, one had to transpose their soul 
on to the canvas so as to imbue the works 
with inestimable value.

Rendered in Sudjojono’s trademark realist 
style, The Ruins and The Piano  has a 
visceral quality to it that is simultaneously 
realistic and surreal, differing and far from 
a conventional landscape. Much like the 
surreal landscapes painted by Salvador 

Dalí, The Ruins and The Piano  derives 
its elements from the natural world, but 
reflects a sense of uncanny, and has 
an elusive dream-like quality to it that 
confounds our traditional expectations 
of landscape paintings. However, unlike 
the surrealists’ goal of unlocking the 
subconscious to unlock the powers of 
imagination, Sudjojono wanted to express 
both the turmoil of his inner psyche and 
his experiences at the time. The Ruins and 
The Piano  is a world beyond Sudjojono’s 
reality, allowing him to explore the 
conflicting emotions he felt towards his 
predicament, utilising the canvas to tell 
a story. For at this time, it was clear that 
Sudjojono – who was married to Mia 
Bustam – was attracted to the beautiful 
Rose, and she greatly enjoyed the time 
spent with the artist as well.

A male figure stands with his back against 
the viewer, shoulders slightly hunched 
over as he gazes around, contemplating 
his surroundings which is in utter disarray. 
It seems almost like a dystopian post-
apocalyptic scene, in which trees have 
been left dried out and bare with some 
even run to the ground. These trees bring 
to mind Winter Scenery  by Raden Saleh, 
another Indonesian painter that came 
before Sudjojono, which he may have 

◀ Lot 50 Detail 
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Giorgio de Chirico, The Red 
Tower , 1913, The Solomon R. 
Guggenheim Foundation Peggy 
Guggenheim Collection, Venice

 
© 2017 Artists Rights Society 
(ARS), New York/SIAE, Rome

 
1913   
R  

drawn influence from. The 
man stands among a set 
of ruins that have been 
stripped to their skeletal 
frames, leaving only a 
beam lying across a set 
of Doric columns and a 
windowed wall. Ripped up 
tires, rubble and scraps of 
wood frames from either 
a painting or a window lie 
strewn across the ground. 
In the middle of the 
painting, a delicate lone 
bamboo pole seemingly 
untouched by the chaos 
around it, cuts vertically 
across the horizontal 
composition of the work 
– a strong visual device. 
From the top hangs a 
yellow birdcage, striking a 
stark contrast against the 
cobalt blue sky. Although 
the significance of this 
cage is unknown, it is evidently important 
to the symbolism and narrative of The 
Ruins and The Piano ; perhaps it is a visual 
representation of the responsibilities of 
Sudjojono’s reality that he feels restricted 
by.

To the right of the bamboo pole is a piano 
that sits hidden among a bed of rubble. This 
piano is a symbol of Rose, who was a mezzo-
soprano singer and owned a piano at home. 
It is clear that The Ruins and The Piano  is 
a symbolic landscape of Sudjojono’s inner 
world, left in a shambles and twisted in 
turmoil as he deliberates his actions: to face 
reality or to give in to his feelings? Indeed on 
the left of the painting, a male figure strides 
towards the distance, led by a diminishing 
row of electricity poles that disappear 
beyond the painting. He seems to be leaving 
everything behind him, advancing towards 
a great unknown with strident confidence 
and determination. It is interesting that 
Sudjojono depicts both men in the same 
yellow shirt and khaki pants, making the 
viewer compare and contrast the two: one in 
a state of stasis, and the other progressing 
forward. This visual device evokes yet again 
the uncanny and emphasises his inner 
conflict of being in two minds and torn 
between his different choices.

A few years after The Ruins and The Piano  
was completed, Rose entered into a regional 
singing competition Bintang Radio , in which 
she won second place in the Great Jakarta 
district. Sudjojono’s romantic association 
with her affected his political career when 
members of the Parti Komunis Indonesia  
(Indonesian Communist Party) demanded 
he end his relationship with Rose or face 
expulsion from parliament. Sudjojono had 
already made his known his intention in 
another work of 1965, Sodom dan Gomorrah, 
in which he inscribed the following in Dutch 
and Bahasa:

I remember people say, 
©Yesterday is yesterday, 
Tomorrow is tomorrow, 
Before this day passes, 
Let us just eat now, Mama!©

It expresses his determination and his 
unflinching desire to be with Rose despite 
his intensely chaotic feelings. It was thus 
unsurprising that he chose to leave his 
political career to be with the woman he 
loved. The Ruins and The Piano  marks the 
beginning of a defining moment in his life 
and it is undeniable that we can definitely 
see Sudjojono’s soul laid out across the 
canvas, before our very eyes.
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1956
1951

( 50)

(Mooi Indie)

·

·

Bintang

1965
Sodom dan Gomorrah

 

 

Top to bottom 

S. Sudjojono, Sodom dan 
Gomorah , 1956

1956

S. Sudjojono, Ngaso , 1964, 
Christie©s Hong Kong, 27 
November 2011, Lot 1143,  
Sold for HKD 3,860,000.

Ngaso 1964   
 2011 11 27   

1143  3,860,000

◀ S. Sudjojono 
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5151
HENDRA GUNAWAN 
(INDONESIA, 1918-1983)

Mountain Landscape

signed and dated ‘Hendra ‘55’ (lower right)
oil on canvas
192.5 x 137 cm. (75 ¾ x 53 ⅞ in.)
Painted in 1955

HK$1,200,000-2,000,000
US$160,000-260,000

PROVENANCE

Private Collection, Asia

 

1955

Hendra 55 ( )

 

PROPERTY FROM AN ASIAN PRIVATE COLLECTION

The works of Hendra Gunawan are representations 
of the most memorable scenes of daily Indonesian 
life. Born and raised in the rural areas of West 
Java, Indonesia, Gunawan was fond of nature from 
a tender age. These became the foundation and 
inspiration for his art. Throughout his life, Hendra 
was exposed to many life changing events that saw 
the nation develop through the steadfast struggle 
of his fellow compatriots. Ultimately, it was the 
people and the land that mattered to the artist. As 
Astri Wright keenly observed, Hendra Gunawan 
was “A Gauguin who did not need to leave his 
country to find his paradise” . 

Young Gunawan aspired to be a painter and was 
involved in many cultural activities. He decided 
to leave his family home in 1935 and move to the 
city to fulfill his ambition of becoming a painter. 
Under the tutelage of Wahdi Sumanta – a young 
and rising star amongst the painters of the time –  
and Affandi, who later became his contemporary, 
Hendra embarked on his artistic exploration. It 
was from Sumanta that Hendra started to deepen 
his technical skills and artistry in composing the 
pictorial plane, especially excelling in his depiction 
of the natural landscape. 

Hendra Gunawan, Flower Vendors , 1958, Christie© Hong Kong 
30 November 2008, Lot 418, Sold for HKD 1,196,000

1958   2008 11 30   
418 1,196,000 
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These grand vistas often are often secondary 
to the subjects of his painting. Astri Wright 
describes his landscape vignettes as ‘so 
complete in themselves they could stand 
on their own ”. On rare occasions, such as in 
the present lot, Hendra Gunawan allowed 
the grandeur of the sweeping landscapes 
command the viewers’ full attention. Even 
with the landscape as the primary focus 
of his landscape, the human remains ever 
present in most of his work. Painting people 
using very brief strokes within the scenery, 
Gunawan expresses the greatness of nature 
within the universe through its contrast with 
the miniaturization of the people. 

The present lot, Mountain Landscape  (Lot 
52), is the artist’s ideal embodiment of his 
beloved nation’s untouched environment. 
Sumanta’s influence is palpable through 
the sophisticated composition and his 
manipulation of the oil paint to achieve the 
‘moist’ quality to the painting, imagining the 
humid atmosphere of the scene. Additionally, 
Hendra’s signature painterly style that he 
developed since the early 1950s is evident 
in this painting in the layering of vibrant 
colours to depict the picturesque landscape 
of the towering mountain on his canvas. His 
love for bright colours stemmed from his 

experience seeing a school of small, colourful 
fish, their colours changing with every move 
they made. In comparison to the earthier 
palette of his earlier works painted before 
his incarceration for his political involvement 
with a communist party, Mountain Landscape  
displays Hendra’s confidence in applying 
bold colours that are still substantial to the 
physical appearance of his subject, breaking 
away from the notion of Mooi Indie  (Beautiful 
Indies). 

In this tight composition, Hendra juxtaposing 
the panoramic view and his unusual vertical 
format of canvas without affecting the 
grandiosity of the view. Once Hendra’s has 
pulled the viewers gaze across the canvas, 
one is inclined to cast their eyes towards 
the elements that have been arranged in 
front of the great mountain. Taken from a 
bird’s-eye view of the scenery, he layers his 
composition with different elements of the 
idyllic Indonesian landscape, from the padi  
terrace, past the densely packed hills, until 
it reaches the main subject: the mountain. 
This layering of multiple components, not 
only adds to the richness of the composition 
but also creating depth on the canvas. 
Despite the calming palette of colours, 
Gunawan’s subject is brought alive through 

Wahdi Sumanta,  
Pemandangan Puncak Gunung 
Gede , 1974.

1974



135

his spontaneous yet controlled brushstrokes that 
shaped the additional details to his painting, such as the 
appearance of volcanic smoke on top of the enormous 
mountain and the presence of translucent layer of mist 
above the hills, giving a sense of far removed place.

Mountain Landscape  is an extremely exceptional early 
work from Hendra Gunawan’s oeuvre . Painted in 1955, 

Mountain Landscape  offers a different perspective to 
Indonesia’s tumultuous political situation. Instead of 
the underground movements by the insurgents that 
are often pictured in Hendra’s works during that time, 
Mountain Landscape  presents a distinct and honest 
celebration of a nation’s spirit through an eloquent 
illustration of an idyllic pastoral scene. 

Astri Wright

1935

Astri Wright

  

( 52)

Mooi Indie(Beautiful Indies)

1955

Left to right 

Hendra Gunawan, Street Musician , 
Christie©s Hong Kong, 27 May 
2007, Lot 108, Sold for HKD 
3,600,000

  
2007 5 27  108  

3,600,000 

S Sudjojono, Pemandangan 
Bandung (A View of Bandung) , 
1978, Christie©s Hong Kong, 27 
May 2012, Lot 2156, Sold for HKD 
740,000.

1978  
 2012 5 27   

2156 740,000
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5252
PROPERTY FROM AN IMPORTANT EUROPEAN PRIVATE COLLECTION

LEE MAN FONG 
 (INDONESIA, 1913-1988)

Temple Gathering

signed, inscribed and dated ‘M.F Lee/Bali 1941’  
(lower left); dated ‘8 Feb 1941’ (on the reverse)
oil on canvas laid on board
83 x 61 cm. (32 ⅝ x 24 in.)
Painted in 1941

HK$1,200,000-1,800,000
US$160,000-230,000

PROVENANCE

Collection of the President of the Dutch East-Indies Company

Private Collection, Netherlands

Private Collection, Germany

EXHIBITED

Hong Kong, The James Christie Room, Chinese Artists in 
Southeast Asia, 12-30 April 2014

LITERATURE

Ho Kung-Shang, The Oil Paintings of Lee Man Fong, Art Book 
Co.,Taiwan, 1984 (illustrated p.112)

Christie’s Hong Kong, Chinese Artists in Southeast Asia,  
Hong Kong, 2014 (illustrated, pp. 110 and 111)

M.F Lee/Bali 1941 ( ) 8 Feb 1941 
( )

  

1941

 

  

 

2014 4 12-30  

1984  
     (  

112 )

2014  ( 110  
111 )

Light is one of the central characteristics of 
Lee Man Fong’s paintings, bathing his figures 
in a warm glow of diffused sepia tones. Lee is 
considered one of the most outstanding artists 
associated with the Nanyang style, a synthesis of 

traditional Chinese techniques and subject matter 
with Western mediums and styles. Lee first had 
his first interaction with the medium of oil when 
he was sixteen years old, having trained in the 
Lingnan  style of Chinese brush painting before 
that. Upon mastering both techniques, Lee began 
first, to directly translate Chinese paintings into 
the Western medium of oil on board, and later 
by illustrating his subject matter in a realistic 
manner, but against a background painted in the 
expressionistic Chinese xieyi  method, developing 
the iconic style that he has become recognised for 
today. Lee painstakingly layers thin washes of oil 
paint to achieve his luminous backgrounds, while 
using delineated strokes to achieve a soft outline 
that closely resembles that of Chinese ink brush 
painting.

Temple Gathering  (Lot 52) is one of Lee’s earlier 
works, done around the year that he left his career 
in advertising to pursue his life as an artist full 
time. During this time, he spent three months 
painting in Bali, capturing the life and culture of 
the local Balinese people. Temple Gathering  is 
demonstrative of Lee’s ability to capture a moment 

Lee Man Fong, Suasana di Kampung (Life in a Village) , Christie's Hong Kong, 
27 May 2012, Lot 2116, sold for HKD 2,060,000

2012 5 27  2116 $2,600,000
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in time and to immortalise a slice of the 
rich Balinese island life and culture that 
enthralled him. Lee clearly romanticises his 
subject matter, consciously constructing 
and posing the inhabitants of his exoticised 
world in beautiful arrangements that give 
his works an intimacy, which invokes in the 
viewer to feel almost as if they were present, 
quietly observing these people as they go 
about their daily lives. Temple Gathering is a 
celebration of tradition and cultural heritage, 
an exemplification of Lee’s own belief that 
©art is an essence of culture without the form 
of written words but only strokes that tell 
directly to anyone regardless of time, race 
and language.©

Temple Gathering  perfectly embodies Lee’s 
dominant style in the 1940s, which has a 
highly expressionistic quality comprised of 
visible loose brushstrokes, similar to the 
style of the French Impressionists such 
as Claude Monet, recalling Woman with 
a Parasol - Madame Monet and Her Son.  
However, it already displayed the hallmarks 
of Lee’s classic style: a relatively heightened 
realism of his subjects with heavily 
delineated silhouettes in the background, 
bathed in a diffused golden glow. The 
work depicts a throng of Balinese women 
passing through a Paduraksa  – a roofed 
gateway to the inner sanctum of a religious 
compound, an architectural element integral 
to Hindu temples in Java and Bali. Dressed 
in the traditional attire of a gold sabuk  and 

crowned with extravagant headdresses, 
these women were most likely dancers. 
They carry two iconic Balinese ceremonial 
objects: a traditional umbrella known as 
Tedung Agung , as well as offerings of fruits 
and flowers. The women appear undisturbed 
as they make their way through the gate, 
making us privy to what appears to be a 
private ceremonial moment.

From the upper left corner, a shaft of light 
is thrown upon the temple gates, setting it 
aglow to highlight its beauty and grandeur. 
The directionality of the light causes the 
women to appear to be lit from an angle, 
creating a difference in tonality and giving 
the work a cinematic effect – a stylistic 
device that would later become a visual 
signature in many of his paintings such as 
Weaver . Although Temple Gathering  was 
painted before his time in Holland – where 
he had the opportunity to study the work of 
some of the works of the great masters such 
as Rembrandt van Rijn and Vincent van Gogh 
– Lee had already demonstrated his mastery 
at being able to manipulate light and shadow 
in the way of some of the Western masters 
such as Jan Vermeer and Caravaggio. Lee’s 
use of the angled light brings to mind the 
technique of chiaroscuro used in Italian 
Baroque painter, Caravaggio’s, works such 
as The Calling of Saint Matthew , which 
achieved a highly dramatic effect within his 
artistic compositions. This work is highly 
unique as well as it is one of his earliest 

Left to right 

Lot 52 Detail 

Claude Monet, Woman with a 
Parasol - Madame Monet and 
Her Son , 1875, National Gallery 
of Art, Washington DC

   
1875      

Caravaggio, The Calling of 
Saint Matthew,  c. 1599-1600, 
Contarelli Chapel, Church of  
San Luigi dei Francesi, Rome

 1599-
1600     

Lee Man Fong, Weaver,  
circa  1950s. Christie©s Hong 
Kong, 25 November 2012, Lot 
118, Sold for HKD 1,340,000.

1950  
 2012 11 25  

 118 1,340,000
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( 52)

  

 

Tedung Agung

 
 

on canvas, in his later years Lee used the oil on board 
medium more extensively and exclusively. 

Temple Gathering  is an expression of the Balinese mode 
of life that inspired him, capturing a sense of harmony, 
tranquillity and simplicity in Lee’s typical manner that 
perfectly synthesises Western and Chinese painting 
styles. His modernity came from a desire to showcase 

the rich heritage of Asian artistic tradition in a way 
that was contemporary and relevant; his sensibilities 
were rooted in the Oriental, despite his use of Western 
painting materials. It is for this reason that both 
Indonesian artists, as well as mainland and immigrant 
Chinese cultural communities admired Lee’s artistry, and 
why he is highly respected and considered a master of 
Southeast Asian modern art today.
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5353
NGUYEN GIA TRI 
(VIETNAM, 1908-1993)

Nostalgie du Haut Tonkin  

(Nostalgia for Highland Tonkin)

signed and dated ‘Ng Tri 68’ (lower right)
lacquer on panel
80 x 40 cm. (31 ½ x 15 ¾ in.)
Executed in 1968

HK$1,200,000-1,800,000
US$160,000-230,000

PROVENANCE

A commissioned gift to the original owner

Thence by descent to the previous owner

Private Collection, Sweden

Acquired from the above by the present owner

Private Collection, Thailand

 

1968

Ng Tri 68 ( )

 

 

PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

Nostalgie du Haut Tonkin  (Nostalgia for Highland 
Tonkin) (Lot 53) is a lacquer work - an art form so 
unique to Vietnam, by the ultimate master Nguyen 
Gia Trí. He takes us on a journey not only as a 
great artist in this field, but also as a theorist who, 
through hard work, epitomized the artistic and 
political Vietnamese history of the 20th Century, to 
share the elegance and beauty of his country and its 
inspiring story.

Indeed, Nguyen Gia Tri was an engaged artist, a 
lucid nationalist, a man in exile from the interior 

and from the exterior, and finally a genius of the 
art of lacquer: masterpieces were always created 
both from his innate sensitivity and his talent as an 
artist.

In 1924, Victor Tardieu founded The Indochinese 
College of Fine Arts, where he gathered closely 
a generation of the finest painters recognised in 
the world today. In 1928, when Gia Trí entered the 
school, he mingled with artists such as Lê Ph�, 
Mai Trung Th�, Nguy�n Phan Chánh, Tô Ng�c 
Vân, Vū Cao Đàm, Nguy�n T��ng Lân and Nguy�n 
Cát Tu�ng. Sadly, Gia Trí had to leave the college 
unexpectedly in 1930, leaving not only his talented 
kindred classmates, but also teachers such as 
Joseph Inguimberty (1896-1971), who headed the 
painting department but mostly dedicated his 
life in leaving the greatest legacy of reviving and 
encouraging his students to perfect the art of 
lacquer. This departure from the college meant 
Gia Trí had to give up, among other things, the 
opportunity to participate in group exhibitions at 
the college, which always attracted an influential, 
cultured audience.

Very few people knew the true reason for this abrupt 
departure. Gia Trí had become a member of the Vi�t 
Nam Qu�c Dân Đ	ng  (VNQDĐ), the Vietnamese 
National Party. On 10 February 1930, there was a 
mutiny in Yên Bái, a province in Northern Vietnam. 

Ricefields, Mu Cang Chai, Yen Bai province, Vietnam 
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This was an uprising of Vietnamese soldiers 
in the French colonial army, together with 
civilian supporters from the VNQDĐ. It was 
the largest revolt yet against French colonial 
rule in Vietnam. Following the mutiny, in 
keeping with the spirit of his resistance to 
the French administration in Vietnam, Gia 
Trí decided to renounce all French influence 
in his life. It was this conviction that 
precipitated his departure from the college 
that had been set up under the auspices of 
the French Governor-General of Indochina. 
Eventually, it was Victor Tardieu, the director 
of the college and an artist himself, who 

persuaded Gia Trí to see that his obligations 
as a patriot should not stand in the way of 
his art. And so it was that a year later, Gia 
Trí re-joined the college to finish his diploma 
in 1936, along with Tran Van Can and Luu 
Văn Sin.

After graduation, Gia Trí became part of 
the T
  L
c Văn Đoàn , the Self-Reliance 

Literary Group, a literary movement that 
produced poetry and prose shaped by 
nationalist and anticolonial sentiments. Gia 
Trí contributed to two magazines, Phong 
Hóa  (Customs) and Ngày Nay  (Today), 
which attracted a wide readership. In the 
first art exhibition organized by the Société 
Annamite d’Encouragement à l’Art et à 
l’Industrie  (SADEAI), the Annamese Society 
for the Support of Art and Industry, which 
was founded in 1935, his works were second 
to none and made a big impression. He 
met quickly with great success amongst 
local French collectors, and in 1938, he 
obtained his first official commission from 
the Governor-General Brévié, to decorate his 
palace in Hanoi, the present-day residence 
of the President of the Socialist Republic of 
Vietnam. In 1943, he exhibited in the ©Salon 
Unique© Fine Arts Exhibition in Hanoi. The 
renowned art critic, Claude Mahoudeau, 
wrote:

"He has redefined grace..., this grace is 
the little something that clothes a woman 
of charm, of coquetry, of a beauty beyond 
physical beauty. This grace is a subtlety that 
resembles the smile of a line, the soul of a 
form, the spirituality of an object. All the 
seductions of the female at ease, the langour, 
the idleness, the strut, the lengthening, the 
nonchalance, the cadence of the poses, the 
suppleness of the feminine body and the play 
of the slender fingers on the grip of the fans. 
There is nothing left to do but admire the 
creations of an artist whose contribution to 
this exhibition is considerable. The artist©s 
works dazzled everyone." 

Gia Trí was fully immersed in the events 
of his time: passively or actively, winning 
or defeated, he witnessed many tragedies 
of war: the beginning of the war for 
independence (1945-1946), the isolation in 
Hong Kong (1946-1951), the separation of 
North and South Vietnam (1954). Much of his 
work will interpret what was an acceleration 
of history triggered by some major political 
upheavals. 

In 1968, the artist executed this sublime 
lacquer depicting these magnificent regions 
which he knew and where the minorities’ 
houses appear between the rice fields and 
the mountains in a shape of a sugar loaf. The 
artist recalls the place not as a topographer 
or as an ethnologist but mostly as a painter 
of emotion and of deep impression. The 
mineral is transcended, the vegetation 

Nguyen Gia Tri, Landscape 
of Vietnam , 1940, Christie;s 
Singapore, 1 0ct 2000, Lot 76, 
Sold for SGD 105,750. 

1940  
 2000 10 1  

76 105,750
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( 53)

1924
1928

1930

1930 2 10
  

1936

T
 L
c V�n �oàn  

Phong Hóa( ) Ngày Nay ( )
1935

(SADEAI)

glorified. And the location of the landscape is 
somewhere in his native Vietnam, capturing 
the lushness and beauty of the country – it 
could be anywhere in Sapa (Lao Cai), in Mu 
Cang Chai (Yen Bai) or in Hoang Su Phi (Ha 
Giang). As a native of the north (born near 
Hanoi, Hadong in 1908), he yearns for these 
regions now inaccessible to him since 1954 
and the division of the country.  Not a single 
character is represented here which is rare 
in the painter©s work - perhaps representing 
that eternal memory cannot be cluttered by 
mere mortals.

In an entirely vertical composition, the artist 
situates the hamlet, place of the living, 
between the rice fields and mountains, 
between heaven and earth. The artistic void 
of the water below responds to that of the 
sky above. Everything is in impermanence.

Perhaps the great artist is alluding to the 
words of Madame de Thanh-Quan, the great 
poet of the eighteenth century.

"With regret for the country, the waterhen 
utters its complaint; 
Chanting his nostalgia, the partridge sings 
and the top of his voice. 
I stop and contemplate the sky, the 
mountains, and the water; 
My inner thoughts are alone within me."

This painting is bathed in a poetic 
atmosphere, literally in an explosion of 
gold and silver, in a mix of flat and gloss 
effect defined by very smooth lines to insert 
his subject in a representation of floating 
ambiance. The use of red, more discreet than 
in the painter©s usual compositions, compels 
the viewer to raise his gaze to the far away 
mountains. The overall effect of the painting 
is rich and undulating, gold shimmers 
throughout, bringing rhythm and harmony 
to the painting. With this traditional and 
painstaking technique, Gia©s lacquer work is 
certainly Vietnamese landscape and culture 
at its best.

A unique artwork, dedicated and 
personalized, a manifesto offered by the best 
artist in lacquer ever throughout Vietnam’s 
history. 

Jean-François Hubert, Senior Consultant - 
Vietnamese Art

The artist Nguyen Gia Tri, 
dated 1990

1990
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1938
( )

1943 Salon Unique

 

(1945-1946) (1946-1951)
(1954)

1968
  

1954

18 Madame de Thanh-Quan  
 
 

 

Jean-François Hubert 

Top to bottom 

Nguyen Gia Tri, Village Scene 
in Vietnam , 1941, Christie©s 
Hong Kong, 27 May 2007,  
Sold for HKD 1,680,000 

1941
 2007 5 17   

1,680,000

Zhang Daqian, Blue and Green 
Landscape in Splashed-ink 
style .

◀ Lot 53 Detail 



  5454
ZAO WOU-KI 
(ZHAO WUJI, FRANCE/CHINA, 1920-2013)

03.07.59

signed in Chinese; signed ‘ZAO’ (lower right); signed 
and titled ‘ZAO Wou-Ki 3.7.59’ (on the reverse)
oil on canvas
39.2 x 79 cm. (15 ⅜ x 31 ⅛ in.)
Painted in 1959

HK$12,000,000-16,000,000
US$1,600,000-2,100,000

PROVENANCE

Private Collection, Asia

This work is referenced in the archive of the Foundation 
Zao Wou-Ki and will be included in the artist©s forthcoming 
catalogue raisonné prepared by Françoise Marquet and Yann 
Hendgen (Information provided by Foundation Zao Wou-Ki).

0 3 . 0 7 . 5 9

 

1959

ZAO ( ); ZAO Wou-Ki 3.7.59 
( )

 

 
( )

PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

After I returned from Hong Kong this marked the end of one creative period, 
or more accurately, the beginning of a new phase from which there would be no 
looking back. I want to depict the wind, the feeling of movement, the life within 
objects, colours unfolding and merging with other hues and all the unseen but 
vital energies of life. 

- Excerpt from A Self-Portrait of Zao Wou-Ki  by the artist

 
 

- 

Fig. 2 Xia Gui, Pure and Remote View of Streams and Mountains  (Detail), circa 13th Century, collection of National Palace Museum, Taipei, Taiwan

2  ( ) 13    
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Zao Wou-Ki pursued personal stylistic 
breakthroughs in the mid-50s, seeing him 
gradually shifting away from his earlier Klee-
esque style, and in 1954, he created his first 
non-narrative oil painting, Vent . He then 
entered into a short oracle-bone period, 
marking an important transitional phase 
for the artist before he shifted to complete 
abstraction.

UNDULATING SHIFTING 
COURSE OF ART 
- "After endless mountains and rivers that 
leave doubt whether there is a path out, 
suddenly one encounters the shade of a 
willow, bright flowers, and a lovely village." 

Created in 1959, 03.07.59  (Lot 54) was 
painted after Zao’s travels in the U.S., 
Hawaii, Japan, and Hong Kong, signifying a 
new transition in his life and also in his art. 
Zao and his first wife Xie Jing-Lan separated 
in 1957, and he then decided to temporary 
bid farewell to Paris and periodically went 
on self-imposed exiles. People who knew 
him then thought he had given up on art, but 
he was using his travels as opportunities to 
recompose his thoughts. He visited the U.S. 
with his friends Pierre and Colette Soulages 
that year, where he met Franz Kline, Hans 
Hofmann, and Mark Rothko, and saw 

Jackson Pollack’s art in person for the first 
time. Although Zao’s contact with abstract 
expressionism was brief, it still resulted in a 
monumental influence in him, especially with 
his realisation on the importance of finding a 
balance of power and tranquillity in paintings 
created with free, unreserved gestures.

Zao met Chan May-Kan during his six-
month stay in Hong Kong, and she would 
later become his second wife. She then 
returned to France with him, where Zao 
was once again fuelled by creative passion. 
He visited the Louvre Museum again to see 
art by romantic artists such as Théodore 
Géricaul and Eugène Delacroix. These 
artists’ unreserved expressions motivated 
Zao to banish formal confinements in order 
to convey his innermost emotions.  

THE DYNAMIC VITALITY OF 
COLOURS
- “The way stretches endless ahead, I shall 
search through heaven and earth.” 

After concluding his free-spirited travels, 
Zao was no longer confined by superficial 
forms and shapes, as he began searching 
for spirituality derived from inner emotions. 
He also tried to use brushwork to express a 
sense of power and introduced new colour 
sensations and lyrical qualities inspired 

Lot 54
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by nature. A painting with horizontal 
composition, the background of 03.07.59 
consists of interlacing strokes of dark 
brown, rattan yellow, and silver grey, with 
bone-oracle scripts written with short and 
twisting black lines as the core, and delicate 
white cracked patter nunderlying the ancient 
writing. The entire piece seems to reflect 
like the bronze scripts found on Shang and 
Zhou dynasty bronze vessels. The painting 
leans heavy on the left and is lighter on the 
right, with an interplay of weight on the top 
and void at the bottom. It transitions from 
intense to light from the left to the right, 
shifting from dark to bright when seen from 
up-close to afar. A beam of white light is 
seen in the centre of the painting and is 
seemingly extended from the back, like a ray 
of infinite hope glimmering in a cold, dark 
night. In regards to his treatment of colours, 
Zao stated that, “I do not need to find other 
subject matter nor am I obliged to use 
certain colours, as it is not any one particular 
colour which can appropriately express 
my fury, but the interrelationship between 
colours: the way they blend with each other, 
how they are placed against each other, 
how they love and repel each other.” Zao’s 
paintings are free from the constraints of 
colours or symbolism, with issues pertaining 
to the depth of a given space explored with 
different colour combinations.

Towards the end of the 1950s, Zao’s art 
began to display subtle changes with light 
and shadow and penetrative transformations 
with colours. “I want to make use of 
contrasts and all the vibrations within a 
single colour to give the canvas vitality. I 
want to find a central point that sends out 

rays of light,” said the artist. The present 
lot, 03.07.59 , employs light to evoke 
changes and movements in the colours, 
with the intangible space also seemingly in 
motion. Technique like this stands out even 
amongst Western artists, revealing Zao’s 
accomplishment with years of exploring the 
genre of Western oil painting.   

PAINTING WITH SCRIPTS 
AND CALLIGRAPHIC 
BRUSHWORK
- “Poems and paintings are intrinsically 
the same, both natural, unpretentious, and 
fresh.” 

Although 03.07.59 is not a particularly large 
piece, it, nevertheless, exudes a rippling 
grandeur and magnificence. Oracle-bone 
scripts are also incorporated in this painting, 
with powerful brushstrokes transformed 
into patterns, branches, and blasts of 
wind. Although the colours are quite dark, 
they still project a sense of freshness and 
vibrancy. A burst of dynamism is created 
with Zao’s appropriation of Chinese 
calligraphy’s concept of contrasting the 
solid with the void, with energies brewing 
amidst the movements and the stillness, 
majestically powerful yet also exquisitely 
delicate.  Zao was born into an affluent 
literati family. His grandfather was a scholar 
in the early Qing dynasty, and taught Zao 
how to read, write, and paint, immersing 
him in an aesthetic world filled with Chinese 
traditions. Incorporating the strokes of 
Chinese ink to oil painting, Zao horizontally 
scatters in the center of this painting, 

Left to right 

Fig. 1 Huai Su, Autobiography 
(Detail), 777, collection of 
National Palace Museum, Taipei, 
Taiwan

1 ( )777  
  

Fig. 4 Henri Michaux, Untitled , 
1961. 

© 2017 Artists Rights Society 
(ARS), New York / ProLitteris, 
Zurich

4  1961  
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from left to right, oracle bone scripts and 
inscriptions, resembling those engraved 
on Chinese bronze vessels produced in the 
Shang and Zhou Dynasty. In doing so, Zao 
fuses painting and calligraphy (Fig. 1) in a 
majestic arena of colours, merging Eastern 
and Western aesthetics and pioneering a 
new form of modern abstract painting.

Traditional Chinese paintings aimed at 
creating a sense of cohesion between poetry, 
painting, and calligraphy, imparting the 
style made popular by literati paintings. 
A painting is constructed with writings 
incorporated, with an intense poetic and 
lyrical ambiance. This approach creates 
distinctive features that are uniquely 
different from Western paintings. Pure and 
Remote View of Streams and Mountains  (Fig. 
2) by renowned Song dynasty painter Xia 
Gui is an early example of the notion that 
“poems and paintings are intrinsically the 
same.” Zao’s paintings are infused with the 
artist’s profound understanding of different 
cultures. By inheriting the Chinese concept 
of incorporating poetry and calligraphy 
in paintings, the integration of scripts in 
Zao’s paintings propelled this concept 
from something regional into a global 
phenomenon.

IMAGERY BEYOND 
SUBJECTIVITY AND 
OBJECTIVITY 
- “Symbol is the measure with which to hold 
meaning. After obtaining meaning, symbol 
should be forgotten.”

The way Zao painted extracted fundamental 
compositional elements and abandoned 
realistic detail, in order to grasp a subjective 
comprehensiveness, resulting in the 
formation of a new realm fusing subjectivity 
and objectivity. Zao decided in 1958 to 
leave his paintings untitled, noting only 
the completion dates on the back. This 
concept echoes with Man with a Guitar 
by Georges Braque  (Fig. 3), an artwork 
that fully expresses the ethos of Cubism. 
Braque believed that painting is the result of 
extracting the simplest forms from the purest 
things, with the forms then slowly arranged 
visually to create a tangible object. He did 
not paint the figurative world but depicted 
the imageries he saw inside. Another 
renowned Cubism painter Picasso was one 
of the painters that Zao greatly admired as a 
student. Zao also received encouragements 

Lot 54 Detail 
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and acknowledgements from Picasso and 
Miró after his first solo exhibition in 1949 
at Galerie Creuze in Paris, which greatly 
boosted his confidence for the direction 
he had chosen with art. Objective qualities 
are stripped away in Zao’s paintings, with 
abstract interpretations utilized to distil 
subjective emotions. He melded together 
“the heart and the mind” with “the image and 
the figure”, seeking to accomplish the state 
of “reaching outward to imitate Creation 
and turning inward to master the mind.” 
This results in feelings of being at one with 
nature when immersed in such landscapes.  

Created at the height of Zao’s career, the 
treatment of colours, the spatial composition, 
and the imagery conveyed in 03.07.59 are 
all executed maturely on the canvas. The 
work also preserved Zao’s rare oracle-bone 
element, providing a glimpse of the artist’s 
shift to abstraction. Zao only worked with 
oracle-bone element for approximately 
five years, which is why there are only very 
limited numbers of such artworks. José 
Frèches also described Zao in the preface he 
wrote for the artist’s book: “lord of a subtle 
universe made of Yin and Yang, of black and 
white, of joy and despair, of transparency 

and obstacle, of endless searching - childlike 
in spite of time - for what does not exist, that 
universe there, so far and so deep inside.”

Top to  bottom 

Fig. 6 Xia Gui, Pine Cliff Words , 
circa 13th Century, collection 
of National Palace Museum, 
Taipei, Taiwan

6 
   

Tortoise plastron with 
divination inscription, Shang 
Dynasty, circa 1200 BC, 
collection of National Museum 
of China, Beijing, China

  
1200    
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1954

 

1959 03.07.59 ( 54) 

1957

 (Pierre and 
Colette Soulages)  
(Franz Kline)   (Hans Hofmann)

 (Mark Rothko)

 (Théodore 
Géricault) ·  (Eugène Delacroix) 

 

03.07.59

03.07.59

 

03.07.59

Fig. 5 Wu Guanzhong,  
A Passage of Years , 1997, 
Christie©s Hong Kong,  
22 November 2014, Lot 64,  
sold for HK$7,240,000

5  1997   
 2014 11 22   

64 7,240,000
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 ( 1) 

(
2) 

 

1958

·  (Georges Braque) 
( 3)

1949  (Galerie Creuze) 

03.07.59

 (José Frèches) 

Left to right 

Fig. 7 Sesshu Toyo, Winter 
Landscape , mid 15th Century to 
early 16th Century, collection of 
Tokyo National Museum, Tokto, 
Japan

7  
   

 

Fig. 3 Georges Braque, Man 
with a Guitar , 1911-1912, 
collection of Museum of 
Modern Art, New York, USA

3 1911-
1912    
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YAYOI KUSAMA 
(JAPAN, B. 1929)

Infinity-Nets (FUMW) 

signed twice, titled and dated ©YAYOI KUSAMA Yayoi 
Kusama INFINITY-NETS FUMW 2007© (on the reverse) 
acrylic on canvas 
161.9 x 130.1 cm. (63 ¾ x 51 ¼ in.)  
Painted in 2007 

HK$8,000,000-12,000,000
US$1,000,000-1,500,000

PROVENANCE 

Barbara Mathes Gallery, New York

Acquired from the above by the present owner

The work is accompanied by a registration card issued by the 
artist©s studio

( F U M W )

 

2007

Yayoi Kusama ( )

  Barbara Mathes 

55

Günther Uecker, Spiral,  1962. Koninklijk Museum voor Schone Kunsten, 
Antwerp.

© 2015 Gunther Uecker/ Artists Rights Society (ARS), New York/VG Bild-
Kunst, Germany. 
Digital Image: © Lukas-Art in Flanders VZW /Photo: Hugo Maertens / 
Bridgeman Image/

1962    

º

From beneath a vast field of bright white contours, 
glimpses of a silvery grey void emerge: Yayoi 
Kusama’s 2007 painting Infinity-Nets (FUMW)  
(Lot 55) develops the series of works that first 
brought the artist international acclaim, and 
remain her best known and most celebrated works. 
Rendered in gleaming acrylic, which the artist 
has used since the 1980s for its quick-drying 
properties, the work is one of a series of white 
Infinity Net  paintings that the artist has produced 
since the turn of the century, yet it shimmers with 
a particular lustre, the subtleties of its shifting 
depths and contours unfolding across the canvas 
with exceptional delicacy and subtlety. Its expanse 
of white hints at figurative reference - the quiet 
chaos of a snowstorm, or the immersive interior of 
a cloud - while also suggesting strands of symbolic 
import: white as the colour of purity, innocence 
or simply void. Yet reducing the canvas to these 
straightforwardly connotative readings fails to 
account for the painting’s larger mystery and 
majesty – a mass of repetition and form that slowly 
envelops the viewer in a psychic space that feels at 
once distant from reality and intimately connected 
with nature.

Kusama’s personal visions and hallucinations 
are famously integral to her work - she has been 
affected by apparitions of the kind of repeating 
patterns found in her work since she was a child - 
yet the vital relationship between Kusama and her 
art historical context also should not be ignored. 
Throughout her career Kusama’s art has played a 
fascinating, and indeed crucial, role in synthesising 
and anticipating artistic movements that have 
surrounded her. When she began to exhibit 
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them in New York, shortly after arriving in 
the city in the late 1950s, the Infinity Net  
paintings served to mediate between several 
emerging schools of painting. On the one 
hand they seemed to represent a variation 
on the all-over stylings of the great Abstract 
Expressionists who had come to define New 
York art during the decade, expressions 
of a ritualistic, almost shamanic painting 
practice that, like Jackson Pollock, strove 
to both express the painter’s selfhood while 
paradoxically dissolving it.

However in eschewing explosive, gestural 
‘action painting’ for a hyper-focused, 
repetitive style of brushwork carried out in 
miniature, the Infinity Nets  also heralded 
nascent developments in Minimalism, their 
simple self-containment and the purity of 
their formal articulation chiming with the 
way in which Frank Stella and Donald Judd 
were beginning to conceptualise their own 
practice. Indeed, this Infinity-Nets (FUMW)  
recalls the white paintings that Kusama 

produced in 1959 and that were praised by 
Judd in one of the first published reviews of 
the artist’s work, paintings that should also 
be considered important antecedents for the 
work done in white by Robert Ryman. 

Yet though its significance to the 
development of post-war art cannot be 
ignored, ultimately Kusama’s work breaks 
free from easy categorisation. At the root of 
her work is a highly idiosyncratic personal 
vision of all-consuming intensity, drawing 
her in new directions even as she returns 
to her central themes. As she says herself: 
‘My nets grew beyond myself and beyond 
the canvases I was covering with them. 
They began to cover the walls, the ceiling, 
and finally the whole universe. I was always 
standing at the centre of the obsession, 
over the passionate accretion and repetition 
inside of me’ (Y. Kusama, quoted in L. 
Hoptman and U. Kultermann, Yayoi Kusama , 
New York 2000, p. 103).

Opposite page 
Top to bottom 

Kusama wuth her net paintings 
in her studio, New York, ca.1961

© YAYOI KUSAMA

1961

Henri Michaux, Untitled (ink 
drawing),  1960.

1960

Robert Rymen, Agency, 1988. 
Christie©s New York, 17 May 
2017, Lot 30B. 
© 2017 Robert Ryman/Artists 
Rights Society (ARS), New 
York.

1988  
 2017 5 17  

30B
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5656
PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

NAM KWAN 
(KOREA, 1911-1990)

Ancient Relics

signed and dated ‘K. NAM 64’ (lower right); signed, 
dated and inscribed in Korean on the stretcher (on the 
reverse)
oil on canvas
130 x 163cm. (51  ⅛ x 64  ⅛ in.)
Painted in 1964

HK$1,000,000-1,500,000
US$130,000-190,000

PROVENANCE

Private Collection, Asia

LITERATURE

Whanki Museum, Art and Life of Nam Kwan, Seoul, Korea, 2011 
(illustrated, p. 136).

 

1964

K. NAM 64 ( );    
( ) ( )

 

2011   
   ( 136 )

Nam Kwan is widely known as a painter who 
epitomized the archetype o Korean aesthetics. He 
is also highly regarded as one of the important 
pioneers in the history of Korean modern art along 
with his contemporary artist, Rhee Seundja and 
Kim Whan-Ki. Like many other modern Korean 

artists, Nam Kwan first encountered Western 
abstract art indirectly in Japan. Under Japanese 
academicism, Nam intensively probed a wide range 
of European oil paintings from Impressionism to 
Cubism and Fauvism, seeking his own colours 
and compositional forms. Though he had always 
craved originality in his art, it was, however, the 
Korean War that desperately urged him to develop 
his own style suitable for expressing his tragic and 
horrendous experience of war. 

In 1955, Nam decided to move to Paris in order to 
gain direct exposure to Western art, develop his 
own visual language by learning from Western 
masters who had successfully expressed their 
war experiences and also practice his art in a new 
environment. At that time, Paris was filled with a 
flow of Informel  movement and Nam vigorously 
absorbed tachisme  technique of dripping paints 
only because he found it most appropriate to create 
texture he wanted to express. 

Nam Kwan was already an influential figure in the 
local art scene of Korea as an established painter 
when he left for Paris. After witnessing the tragedy 
of the Korean War, which lasted for three years 
from 1950 to 1953, Nam felt his proficient technique 
for figurative painting in an academic style was 
not sufficient to express himself in his work. He 
felt that this accomplishment in technique became 
a sort of obstacle to describe fully the cruelty of 

Pierre Soulages, Paintings 3 November 1958 , 1958, National Galleries 
of Scotland 
© 2017 Artists Rights Society (ARS), New York / ADAGP, Paris

1958 11 3 1958  





160 ASIAN 20TH CENTURY & CONTEMPORARY ART ASIAN 20TH CENTURY & CONTEMPORARY ART 

the war and in fact impeded his desire to 
embody his ambivalent feelings of despair 
and hope for the future in his art. This 
urgency and sincerity to find his own visual 
language lead him to give up his stable 
career and life in Korea and depart for a new 
environment. Nam’s experimental journey for 
his own style of abstract painting was very 
fruitful. In 1956, only one year after settling 
in Paris, Nam was invited into the group 
exhibition at the Musée d©Art Moderne de la 
Ville de Paris. From 1958, he was regularly 
asked to participate in Salon de Mai, which 
played a central role in the art circle of Paris 
during the 1950s and 1960s, until his return 
to Korea in 1968. The Grand Prize by the 
Manton Biennale in 1966 is probably one 

of the most visible laurels Nam acquired in 
Paris.

Even during his stay in Paris from 1955 
to 1968, Nam’s influence never ceased in 
Korea. Featured here, Ancient Relics (Lot 
56), represents one of most captivating 
examples of artistic abstraction in Nam©s 
body of work. By the early 1960s in Paris, 
through intensive experimentation with 
various materials and techniques, Nam 
began to develop his signature style and 
motif: unique shapes evoking letters, 
historical remains, and stones. As he 
recalls, “I am employing old themes from my 
motherland-ancient remains, masks, ancient 
plant pattern.” Unlike renowned Western 

calligraphy abstract paintings by Hans 
Hartung, Mark Tobey, and Franz Klein, 
who pursued free brushstrokes of 
spontaneous energy and action, Nam 
preferred to meticulously construct the 
canvas using architectural shapes and 
letters. In 1968, Jean-Jacques Leveque, 
one among many noted French critics 
who praised Nam’s works wrote, “Nam 
seeks for the truth and perpetuity. 
Through his horrendous experience 
during the Korean War, Nam has been 
searching for the substance, not the 
incidental. It is crucial to understand 
that he saw rebirth and hope from 
death.”

Chu Teh-Chun, No. 104 , 
Christie©s Hong Kong, 23 
Nov. 2013, Lot 19, Sold for 
HKD2,320,000

© Courtesy to Chu Teh-chun 
estate

No. 104  
2013 11 23  19  

2,320,000 
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In Ancient Relics , the first thing that 
impresses the viewer is the richness of surface 
with many layers superimposed by various 
techniques which produces an interesting 
palette that combines a balance of restrained, 
muted colours with flashes of strong colours. 
By applying elements of condensation and 
diffusion, Nam reflects his profound pursuit 
of harmony between chaos and order, memory 
and unconsciousness, and the organic and 
inorganic. Unifying the form and content, 
Nam successfully displays hope, the nature of 
existence beyond futility and the agony of life, 
as the title signifies. As Jon C. Covell once 

said, “Only an inspired artist can guide us to 
this magic land,” Ancient Relics  will take the 
viewer to the magic land of ultimate harmony 
and peace beyond struggle, between life and 
death.

Pursued by public and private collections alike, 
Nam’s works can be found in the permanent 
collections of the Samsung Museum of Art in 
Seoul and the National Museum of Modern 
and Contemporary Art in Gwacheon among 
many others. Nam is also the recipient of many 
notable art awards including the Grand Prize 
for painting, the Manton Biennale, France. 

Kim Jung-Hui,Joseon Dynasty, 
19th century
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5757
CHU TEH-CHUN 
(ZHU DEQUN, FRANCE/CHINA, 1920-2014)

No. 529

signed in Chinese; signed ‘CHU TEH-CHUN’ (lower 
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‘CHU TEH-CHUN NO. 529 1974’ (on the reverse);  
(on the reverse) 
oil on canvas
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Painted in 1974

HK$10,000,000-15,000,000
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Paris, France, Pinacothèque de Paris, Chu Teh-Chun – Les 
Chemins de l’Abstraction, 2013-2014
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Pinacothèque de Paris, Chu Teh-Chun – Les Chemins de 
l’Abstraction, Paris, France (illustrated, p. 78-79, plate 21).

 

1974

 CHU TEH-CHUN ( ); 
CHU TEH-CHUN No. 529  1974  
( ) 

  ( )

 

2013-2014
  

  
  ( 21 78-79 )

PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

The decade from 1965 to 1975 was an important 
time in Chu Teh-Chun’s life. It was a period of 
intense inspiration from both the classics and 
the contemporaries, a time of self-reflection 
and exploration, synthesis of old and new, and 
a defining moment of stylistic development. A 
number of note-worthy works were produced in 
this era with No. 529  (Lot 57) from 1974 being one 
of the most outstanding. 

In the latter half of 1960s, Chu Teh-Chun traveled 
to various countries in Europe and in 1970 he 
visited Rijksmuseum in Amsterdam for Rembrandt 
retrospective. The old master’s treatment of light 
and shadow deeply influenced Chu’s future works. 
On Rembrandt, Chu Teh-Chun once said, “The 
light in Rembrandt’s paintings gave them extra 
depth, vastness, and strength. I think he was one of 
the greatest painters. He was a devout Christian, 
and we see light in his paintings as the light of 
his faith.” Chu then reflected on himself, “Unlike 
(Rembrandt), I do not have religious beliefs. What 
I paint is directly linked to the light of my inner 
self, which is, the light of my heart and soul…My 
canvases are full of light as colour and light are 
related. With the permeation of light, it comes 
with the shift in spatial structure and vibrancy 
of colour…The movement in a painting perhaps 

Wassily Kandinsky, Composition VI , 1913, Hermitage Museum, St. Petersburg, 
Russia, 

 6 1913     ©
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comes from the rhythm resulting from the 
combination of lines, spatial composition, 
and color variation. What I try to achieve in 
a painting is to never lose harmony in this 
movement, and to find subtleness within in 
the audacious brushworks, to maintain an 
overall sense of tranquility.”

In addition, a 1972 trip to Munich in 
Germany exposed Chu Teh-Chun firsthand 
to and deepened his understanding of 
German Expressionism. 

Besides the art historical influence, Chu 
Teh-Chun’s personal vacation to Brittany 
in 1974 also left an indelible mark on his 
work. It was the first time for the artist to 
see Brittany, a charming peninsular located 
in the northwestern region of France, 
surrounded by the English Channel, the 
Celtic Sea, and the Bay of Biscay, which 
is in particular known for its atmospheric 
sunny scenery. The change of scenery 
inspired new sparks in Chu’s work, as 
demonstrated by the brilliant whirlpool of 
golden colours in the lower right quadrant 
of the current painting. In No. 529 , the 
majority of the canvas is covered by bold 
swathes of ultramarine blue, turquoise blue, 
mossy green, and velvet black, as if setting 
a dramatic narrative for a tempest story at 
the stormy sea. Diagonally, the lower right 
section starts with multi-coloured pebble-
shaped forms which is set next to an orifice 
with striking lighting. The pictorial place 
seems to oscillate through the contrast of 
light and darkness, linearity and nebulous 
shape, tension and extension. Chu Teh-
Chun created a sensual experience for 
the spectators as if they were to enter the 
miraculous moment of dawn when the 
sun rises above the horizon and glitters 
over the kaleidoscopic sea creations and 
rocky formations, with the residual of 
the mighty night still holding onto yet 
already losing its last grasp. The broader 
enigmatic brushstrokes on the periphery 
of the painting are reminiscent of Chinese 
calligraphy, luring the viewer’s eye from the 
edges to the center and out again. What is 
more, the juxtaposition of the horizontality 

Lefr to right 

Willem De Kooning, Untitled 
XIX , 1977, Museum of Modern 
Art, New York, USA,  
© 2017 The Willem de 
Kooning Foundation / Artists 
Rights Society (ARS), New 
York

XIX
1977     

Fan Kuan, Travelers by 
Streams and Mountains 
(detail) , c. 1000, National 
Palace Museum, Taipei, 
Taiwan, 

( ) 
1000    

 

◀ Lot 58 Detail  
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comes from the rhythm resulting from the 
combination of lines, spatial composition, 
and color variation. What I try to achieve in 
a painting is to never lose harmony in this 
movement, and to find subtleness within in 
the audacious brushworks, to maintain an 
overall sense of tranquility.”

In addition, a 1972 trip to Munich in 
Germany exposed Chu Teh-Chun firsthand 
to and deepened his understanding of 
German Expressionism. 

Besides the art historical influence, Chu 
Teh-Chun’s personal vacation to Brittany 
in 1974 also left an indelible mark on his 
work. It was the first time for the artist to 
see Brittany, a charming peninsular located 
in the northwestern region of France, 
surrounded by the English Channel, the 
Celtic Sea, and the Bay of Biscay, which 
is in particular known for its atmospheric 
sunny scenery. The change of scenery 
inspired new sparks in Chu’s work, as 
demonstrated by the brilliant whirlpool of 
golden colours in the lower right quadrant 
of the current painting. In No. 529 , the 
majority of the canvas is covered by bold 
swathes of ultramarine blue, turquoise blue, 
mossy green, and velvet black, as if setting 
a dramatic narrative for a tempest story at 
the stormy sea. Diagonally, the lower right 
section starts with multi-coloured pebble-
shaped forms which is set next to an orifice 
with striking lighting. The pictorial place 
seems to oscillate through the contrast of 
light and darkness, linearity and nebulous 
shape, tension and extension. Chu Teh-
Chun created a sensual experience for 
the spectators as if they were to enter the 
miraculous moment of dawn when the 
sun rises above the horizon and glitters 
over the kaleidoscopic sea creations and 
rocky formations, with the residual of 
the mighty night still holding onto yet 
already losing its last grasp. The broader 
enigmatic brushstrokes on the periphery 
of the painting are reminiscent of Chinese 
calligraphy, luring the viewer’s eye from the 
edges to the center and out again. What is 
more, the juxtaposition of the horizontality 

Lefr to right 

Willem De Kooning, Untitled 
XIX , 1977, Museum of Modern 
Art, New York, USA,  
© 2017 The Willem de 
Kooning Foundation / Artists 
Rights Society (ARS), New 
York

XIX
1977     

Fan Kuan, Travelers by 
Streams and Mountains 
(detail) , c. 1000, National 
Palace Museum, Taipei, 
Taiwan, 

( ) 
1000    

 

◀ Lot 58 Detail  
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1965 1975

1974 ( 57)
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1972

1974
·

·
· ·

·

--

Dan Flavin, Greens Crossing 
Greens (To Piet Mondrian 
Who Lacked Green) , 1966, 
Solomon R. Guggenheim 
Museum, New York, USA,  
© The Solomon R. 
Guggenheim Foundation/
Art Resource, NY/ Scala, 
Florence

(
)

1966  
 © /

/

of the canvas with the verticality of painterly 
marks creates a channel, a passage of time, 
space, and psychological suspense all at once.  
Chu once said, “Looking at a painting is like 
listening to music.” The visual power of No. 
529 exudes massive force as in Beethoven’s 
symphony, full of strong tension and 
dissonances, and at the same time, it echoes 
the internal joy and elegance as in Mozart’s 
piano sonata and string quartets, light-
hearted, harmonious and uplifting.  

The power of Chu Teh-Chen, well exemplified 
by the current painting, is indeed the way he 
managed to build spatial tension to enact 
psychological reaction and multi-sensory 
stimulation. In what appears to be two-
dimensional art, Chu Teh-Chun was able to 
evoke synesthesia in the viewers as what his 
contemporary abstract expressionism artists 
such as Jackson Pollack did by via whole-
body all-round approach; and simultaneously, 
to elicit kinesthesia as the minimalism 
artists such as Robert Morris, Donald Judd 
and Dan Flavin were able to achieve in their 
installation art. Chu was highly respected 
by his contemporary art critics and artists. 
Art historian Michael Sullivan succinctly 
described Chu’s art as “an almost violent 

repudiation of figurative art.” Fellow artist 
Wu Guanzhong wrote, “Your paintings look 
like western painting from a distance, and are 
essentially Chinese painting from close-up. 
Chinese paintings usually give you a feeling 
of very fine silk and satin, and sometime they 
could transform hemp into the feeling of satin. 
Appreciating your paintings is like excavating 
jade from a rock: you open the rock and try 
to get the jade. There is always more to open, 
more to find, more you think you can get out – 
but yet there is always more jade hidden in the 
rock.
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5858
PROPERTY FROM AN IMPORTANT FRENCH COLLECTION

CHU TEH-CHUN 
(ZHU DEQUN, FRANCE/CHINA, 1920-2014)

Le 8.12.1976

signed in Chinese, signed ‘CHU TEH-CHUN’ (lower 
right); signed in Chinese, signed ‘CHU TEH-CHUN’, 
titled and dated ‘le 8.12.1976.’ (on the reverse)
oil on canvas
161.7 x 126.8 cm. (63 ⅝ x 49 ⅞ in.)
Painted in 1976

HK$6,000,000-8,000,000
US$780,000-1,000,000

PROVENANCE

Private Collection, Paris (acquired directly from the artist)

This work has been submitted to Chu Ching-Chao for 
authentication

1 9 7 6 1 2 8

 

1976

CHU TEH-CHUN ( )  
CHU TEH-CHUN le 8.12.1976 ( )

  ( )

Max Ernst, La dernière forêt , 1960-1970, Musée d©Art Moderne de Saint-
Etienne, Saint-Etienne, France

© 2017 Artists Rights Society (ARS), New York / ADAGP, Paris

1960-1970

In my works, the colours and lines are never merely accidental. They arrive at the 
same purpose harmoniously; they stimulate light and evoke formal and melodic 
rhythms.

- Chu Teh-Chun

- 
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“Only when Chu Teh-Chun settled in Paris and 
discovered French painting did he become aware 
of the ties that linked him to Chinese artistic 
tradition, and through them, of his relationship, a 
spiritual one, to the visual world. There was, in the 
past, a traveller who remarked for the first time 
that the further you journey away from home, the 
closer you come to the place where you started… “

(Pierre Cabanne in Chu Teh-Chun, Paris,  
1993, p. 98)

By the 1970 Chu Teh-Chun had been living in 
France for 15 years, mastering abstraction with 
a unique, intuitive approach which encompasses 
all at once the thorough studies of Cézanne, the 
spirited impetus of Nicolas de Staël, and the 
philosophy of Song Dynasty landscape painting. 
A visit at the 300-year retrospective exhibition 
of Rembrandt at the Rijksmuseum in Amsterdam 
in 1969 struck the Chinese artist with a new 
source of inspiration on his quest into the abstract 
language. Through the Dutch painter, Chu Teh-
Chun discovered the masterful use of light that 
the Renaissance artists invented as chiaroscuro, 

one of the pillars of European art history since 
the sixteenth century. After observing Rembrandt 
masterpieces for hours, Chu Teh-Chun decided to 
incorporate the technique of dramatic contrasts 
between light and dark into his own compositions, 
utilizing this Western artistic milestone to 
enrich his ancestral Eastern heritage. Chinese 
classical painting relies solely on the ink line 
to translate the inner essence of one self and 
rejects the use of colour and representation of 
light and shadows as a distraction to the purpose 
of capturing one’s energy. On the contrary light 
is highly conceptualized in European religious 
painting as the expression of the divine spirit. In 
connivance with the European masters Chu Teh-
Chun expends the scope of possibilities to the 
tradition by incorporating dramatic lights and 
colourful combinations while remaining inherently 
Chinese in his approach of painting in his ambition 
in representing a conceptual imaginary landscape 
infused with his own emotions. The concept of 
painting is Chinese as the tools are European.  

In Le 8.12.1976  (Lot 58), the quick decisive 
brushwork seems to have been completed in a 

Lot 58
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Joseph Mallord William 
Turner, Fishermen at sea , 
1796, Tate Gallery, London, 
UK

 
1796   

  

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

The masterful treatment of light in Le 
8.12.1976  recalls the classical Western 
craftsmanship of stained glass, a technique 
consisting of colouring glass cuts, thus 
creating vast compositions applied almost 
exclusively to the windows of churches since 
the Middle Ages. This process allows the 
passage of daylight through coloured glass, 
creating a mosaic of the most luminescent 
colours, a rendering that Chu Teh-Chun 

skilfully simulated with oil paint. In Western 
classical art, the stained glass technique 
and the chiaroscuro effect in painting often 
give the use of light a supernatural quality, 
a divine message. This reference echoes 
the superior forces invoked by the classical 
Chinese painter when working in communion 
with nature. Chu©s style transforms solid 
forms into evanescence; the invisible force 
and elements hidden in nature remain his 
source of inspiration, and the reflection of 
light on the canvas testifies to a spirituality of 
such senses.

While Chu usually favours warm colours in 
most the 1970s compositions as a direct 
reference to Rembrandt, Le 8.12.1976  offers 
a very good example of the newly acquired 
element of chiaroscuro translated in an 
organic coloured painting. With its green 
hues Le 8.12.76  translates a more literal 
vision of a natural landscape, a scenery 
strongly resembling the famous Forest series 
by Max Ernst, where the artist expresses 
his fascination for the German arborescent 
nature ‘enchantment and terror’.

On 17th December 1997, Chu Teh-Chun 
was elected as a member of the Académie 
des Beaux-Arts, becoming the first Chinese 
member of this prominent French art 
institution before Zao Wou-Ki in 2002. In 
2001, he was awarded Chevalier de l©Ordre 
des Palmes Académiques by the French 
Minister of Education and Chevalier de la 
Legion d©Honneur by the French president.
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(1993  
98 )

1970 15
  

1969
300

1976 12 8 ( 58)

1976 12 8
  

1976 12 8
1976

12 8

1997 12 17
 

( 2002 ) 2001

Left to right 

Attributed to Hal Morey,  
Grand Central Station, New York, 
circa 1930

1930  
Hal Morey

A stain glass composition 
by artist Serge Poliakoff, 
Composition Bleue , 1963,  
Musée des Beaux-Arts de Reims, 
France 

© 2017 Artists Rights Society 
(ARS), New York / ADAGP,  
Paris

Composition Bleue 1963  

Lot 58 Detail    
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5959
PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

ATSUKO TANAKA 
(JAPAN, 1932-2005)

‘88A-93

signed ‘Atsuko Tanaka’, titled ‘’88A-93’, dated ‘(1988) 
1993’ (on the reverse)
vinyl paint on canvas
162 x 130.5 cm. (63 ¾ x 51 ⅜ in.)
Painted in 1988; retouched in 1993 by the artist

HK$5,500,000-7,500,000
US$720,000-970,000

PROVENANCE

Private Collection, Asia

EXHIBITED

Nara, Japan, Kita Art Museum, Atsuko Tanaka Exhibition,  
27 February – 15 April, 1990.

Nagoya, Japan, Takagi Gallery, Atsuko Tanaka Exhibition,  
7 October – 30 November, 1994.

LITERATURE

Ashiya, Museum of Art & History; Shizuoka, Prefectural Museum 
of Art, Atsuko Tanaka: Search for an Unknown Aesthetic 1954-
2000, Japan, 2001 (illustrated black and white, plate 219, p. 183). 

8 8 A - 9 3

 

1988 1993

(1988) 1993 ©88A – 93 Atsuko

Tanaka ( )

 

1990 2 27 -4 15  
 

1994 10 7 -11 30   
 

2001 1954 - 2000  
  (  

219 183 )

Fig. 1 Atsuko Tanaka - Drawing for "Electric Dress", Collection 
of the artist  
© Kanayama Akira and Tanaka Atsuko Association

1 

©After being dismantled, "Electric Clothes" was 
embedded in canvas and transfigured, becoming a 
single artwork with electric decoration. Through its 
wiring motifs, the dress takes on another life within 
this vivid painting.©

- Shinichiro Osaki

Regardless of the size of her canvases, Atsuko 
Tanaka never placed them upright when painting. 
Partly this avoided the problem of dripping 
pigments, but a more important concern was her 
desire for physical contact with the canvas, through 
which, in her continuing creative work, she could 
also explore her own limits. In 88A-©93 , the artist 
first layered large and small circles on top of each 
other on her canvas, and then, on top of those, 
added intertwining connecting lines of varying 
thickness--thus employing the basic elements 
of lines, planes, and colors in a simple manner 
to create three-dimensional depth. Countless 
lines wind through and among the circles, while 
patterns of tiny gaps show through the lines and 
planes, like the rings of Saturn. A closer look at all 
the veins in this network reveals order within this 
closely packed array of lines, an order that creates 
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a spectacular view of meshed shapes, like 
candy flowers, in fresh, brilliant colors. Like 
vines in a garden leading to fruit, viewers can 
follow the traces of the artist©s movements 
and her creative thought. For the dense array 
of circles and their closely-packed network 
of lines, the artist drew on images derived 
from her works of the 1950s, including Stage 
Clothes , Electric Dress , and Work (Bell .

Tanaka used light bulbs, electrical wiring, 
and fabrics to create her Stage Clothes  and 
Electric Dress , which drapes over the entire 
body like a burka. What Tanaka constructed, 
amid her tangle of industrial materials 
such as tungsten filaments and electrical 
wiring, vividly illustrated the boundaries 
and extensions where the human body and 
other organic structures interface with the 
world. Jirō Yoshihara, founder of the Gutai 
group, said that Tanaka©s Electric Dress  
©clearly denotes the human form.© A series of 
flourescent tubes light up, beginning from 
the feet and moving upwards, suggesting the 
flow and circulation of blood throughout the 
body; as they flicker on and then off again 
they convey the origins and disappearance 
of that mysterious and fathomless thing, the 
soul itself. Beginning with a drawing she 
made while planning her Stage Clothes (fig. 
1), Tanaka gradually began producing works 

on flat media. In 88A-©93  (Lot 59) she seems 
to have disassembled her electric dress to 
create a version of its dazzling, flashing 
lights on canvas. The flowing, flashing lights 
of these neon circuit paths look almost like 
a city in microcosm, but in fact are Tanaka©s 
visual metaphor for aspects of our bodily 
systems--those converging networks are 
the tissues of our bodies, and the thick and 
thin lines, the blood vessels that serve them. 
Short, lively bursts of pink suddenly jump 
out from among them in bright flashes like 
pulsing jolts of electricity.

While Tanaka obviously employed only her 
concise combinations of circles and lines, 
she steadfastly concentrated on exploring 
their relationships and effects on the canvas-
-from her paintings of the ©50s, with their 
structured arrangements of similarly-sized 
circles, to compostions based on concentric 
circles in the ©60s, to the dense, busy 
compositions of the ©70s with vivd lines from 
a short, blunt brush, to the more systematic 
organization of lines and circles in her 
works of the 80s and 90s. Like Sol LeWitt, a 
minimalist who also used industrial materials 
(Fig. 2 & 3), Tanaka stressed the winding 
and enclosing effects of lines. Each of her 
works possesses a unique sense of flowing 
motion, just as each person©s body has the 
same systems of blood vessels and organs, 
though differently arranged, and each with 
its own heartbeat and bloodlfow, unique and 
different. Tanaka uses vinyl paints for the 
flowing lines in 88A-©93 , but the visual effect 
as they intertwine appears like a mass of 
tangled electrical wires, as circuit pathways 
added afterwards form new structures over 
the original patterns. Red, blue, and green 
are the basic colors that wind and lead our 
eyes along the arcing networks around the 
circles, establishing the basic fabric of this 
work, while Tanaka adds pleasing rhythms 
through variations in the lines© brightness 
and width. Atsuko Tanaka skillfully confronts 
the viewer with these powerful flowing lines, 
the product of her life©s work at transforming 
and elevating her artistic vocabulary to new 
heights.

1 Ashiya, Museum of Art & History; Shizuoka, Prefectural Museum 
of Art, Atsuko Tanaka: Search for an Unknown Aesthetic 1954-
2000 , Japan, 2001 (page 23)
2 Anneke Jaspers (Museum of Contemporary Art Tokyo), "The 
Art of Connecting – Atsuko Tanaka," Art Asia Pacific  79 (2012) 
accessed 22 July, 2016 http://artasiapacific.com/Magazine/79/
TheArtOfConnectingAtsukoTanaka

Fig. 2 Solomna Sol LeWitt - 
Wavy Vertical Brushstrokes , 
Painted in 1995, Christie©s New 
York: Thursday, May 16, 2013, 
Lot 470, Sold for 195,750 USD 
Premium

© 2017 The LeWitt Estate / 
Artists Rights Society (ARS), 
New York

2 
1995  2013

5 16 470 
195,750 
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Fig. 3 Solomna Sol LeWitt - 
Wall drawing

© 2017 The LeWitt Estate / 
Artists Rights Society (ARS), 
New York

3 

 -

1

( 1)
88A-

©93

(
2-3)

88A-©93

88A-©93

1 2001 1954 - 2000  
 ( 23 )

2 Anneke Jaspers ( ), , Art 
Asia Pacific 79 (2012) (http://artasiapacific.com/Magazine/79/
TheArtOfConnectingAtsukoTanaka)



Brief Chronology of ATSUKO TANAKA  (1932-2005)

Brief Chronology of YAYOI KUSAMA  (B. 1929)

1954

1950

1931

1956 1958
Entered the Art Institute of Osaka 
Municipal Museum of Art

1951

1955

1957

1929 1962

1939

1948

1950s

Born in Matsumoto City 

The earliest recorded work in 
which Kusama incorporated 
dots  

Studied Nihonga painting at the 
Kyoto Municipal School of Arts 
and Crafts 

Became interested in the 
European and American avant-
garde 

White No. 28 , 1960, Christie©s New York,  
12 Nov 2014 , Sold for 7,109,000 USD

 28 1960  2014 11 12   
 7,109,000 

Infinity Nets painting began 

The use of repetition of pattern in  
Accumulation No. 2  

 2

BORN

1959Atsuko Tanaka, Electric Dress, 2nd Gutai 
Exhibition , 1956

1956 2
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Born in Osaka 

Work by Atsuko Tanaka, 3rd Gutai Exhibition, 1957 

1957 3

Participated Zero Society exhibition

1957

1959

Moved to New York 

Entered the Department of Western 
Paining at Kyoto Municipal College 
of Art

Join Gutai Art Association 

Works by Atsuko Tanaka, 7th Gutai Art 
Exhibition ,1959. The painting is now collected by 
Hyogo Prefectural Museum of Art, Japan  

1959 7

Atsuko Tanaka, Shining Disk and Dress , 2nd Gutai 
Art on the Stage , 1958

1958 2
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2013

1965

1964

1961

1990

1986

Guggenheim International 
Award Exhibition , Solomon R. 
Guggenheim Museum, New York

Japon des avant gardes 1910-1970 , 
Musee National d Art Moderne, 
Centre Georges Pompidou, Paris

 
1910 - 1970

GUTAI: Splendid Playground , 
The Guggenheim Museum, New 
York

Giappone all avanguardia; 
II Gruppo Gutai negli anni 
Cinquanta , Galleria Nazionale 
d Arte Moderna, Rome

 
50

Japanese Art After 1945; Scream 
Against the Sky , Guggenheim 
Museum, New York

1945

Tanaka in front of her work, 1964, 
now in the collection of the  Museum 
of Modern Art, New York

Continuite et avant-garde au 
Japon , International Center for 
Aesthetic Research, Turin 

 

Atsuko Tanaka, Work , 1962 
Takamatsu City Museum of Art

1962  
 

• Modern Art from Japan , Kunsthaus  
 Zurich  
 

• Nul 1965 , Stedelijk Museum, 
Amsterdam  
   

• The New Japanese Painting and 
Sculpture , San   
 Francisco Museum of  Art  
  
• Left Gutai Art Association along   
 with Akira Kanayama  
 

Atsuko Tanaka, 84B , 1984, Christie©s 
Hong Kong, 26 November 2016, Lot 10,  
Sold for HKD 10,260,000

84B 1984  
2016 11 26    

 10 10,260,000

1994

1975

19731964

1966

1967-1969

Returned to Japan 

Infinity Nets Q.N.I , 1989. Christie©s 
Hong Kong, 28 November 2015, 
Sold for 7,000,000 HKD 

 Q.N.I 1989  2015 11
28   7,000,000 

Cloud Considering , 1991-1992, Christie©s 
Hong Kong, 28 May 2016, Sold for 19,720,000 
HKD 

1991-1992  2016 5 28  
  19,720,000 

Peep Show or Endless Love Show, 1966 
mirrors, colour lights 

1966

Travelling Life  and macaroni jacket from 
Food Obsession  series 

Participated in the 33rd Venice Biennale 
33

Concentrated on performances usually 
involving Kusama painting polka dots on 
her naked performers 

All images © Kanayama Akira and Tanaka Atsuko 
Association © YAYOI KUSAMA

Tanaka©s environmental intervention 
featured in the 1968 film Round on Sand 
(directed by Hiroshi Fukuzawa).

1968 Round on 
Sand ( )
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

KIM TSCHANG-YEUL 
(KOREA, B.1929)

ENS N
o
 42

signed and dated ‘T. Kim 78’ (lower right)
oil on hemp cloth
150 x 150 cm. (59 x 59 in.) 
Painted in 1978

HK$2,600,000-3,800,000
US$340,000-490,000

PROVENANCE

Acquired directly from the artist by the present owner 

Private Collection, Asia

LITERATURE

Staempfli Gallery, Kim Tschang-Yeul, New York, USA., 1979 
(illustrated, Plate 67).

E N S  N
o
 4 2

 

1978

T. Kim 78 ( )

 

1979    ( 67 )

I see repetition in terms of Buddhist prayer. You repeat and repeat until it blocks 
out all other thoughts, and you pass into an empty state. I have thought a great deal 
about my experiences during the way, and the water drops have become a requiem 
for the dead. For me, painting can be compared to an act of consolation towards the 
spirits of the dead, in the same way that one sprinkles water to protect the dead from 
evil spirits during a Buddhist purification ritual.

 - Kim Tschang Yeul

 - 

Kim Whan-Ki, Where, in What Shall We Meet Again , 1970

© Whanki Foundation·Whanki Museum

1970

Watch Video
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Born in 1929, Kim Tschang-Yeul learned 
classical Chinese calligraphy and Asian 
philosophy from his grandfather. At the 
same time, Kim was exposed to Western 
art by his mother, who passionately 
encouraged his interest in the arts. 
Influenced by this early education, Kim 
majored in painting at the College of Fine 
Arts, Seoul National University, earning 
his B.F.A. in 1950. He resumed his study 
at the Art Students League of New York 
from 1965 to 1968. After completing the 
course in New York, Kim decided to move 
to Paris in order to practice his art in a new 
environment.

Settling in Paris in 1970, Kim developed 
his signature style and motif: the 
representation of the water drop.  As 
he recalls, “I was fascinated by the 
possibilities of different effects of 
different shapes, sizes, and surfaces. My 
concerns were realistic. I wanted to be true 
to the physical appearance of the water drops 
and to the optical impressions they make.” 
For the catalogue of his solo exhibition at the 
Tokyo Gallery in 1988, he further explained, 
“I paint water drops because I want to 
dissolve everything inside them, and return to 
nothingness. Anger, anxiety, fear-I want them 
all to become emptiness.” 

As ENS No 42 (Lot 60) featured here 
epitomizes, the droplets in Kim’s works are 
explicitly tied to the Buddhist notions of water 
as ritual, spiritual protection, and purification 
as a metaphor for the evanescence of life. His 
water drops represent a material manifestation 
of a monk-like devotion to enlightenment and 
thus brings the artist in harmony with himself 

and the world, 
as in a Buddhist 
monk’s repeated 
bows and chants in 
a meditative ritual. 
The water droplets 
in Kim’s paintings 
evoke the Buddhist 
theory that our 
concrete existence 
as a self is only an 
illusion and humans 
are all destined 
to disappear just 
as water droplets 
will evaporate. 
As Kim recalls, “I 
was struck by the 
emptiness, the 
nothingness of the 
water drop, and 
by its beaty in the 

fullness of its refraction and reflection of light, 
by its significance.” 

A noted Korean art critic states on Kim’s 
paintings, “Kim gained immediate attention 
from the art world and the general public 
as soon as he introduced his water drop 
paintings for the first time in Korea in the 
early 1970s. Kim was invited to the numerous 
important exhibitions in Korea throughout 
the 1970s and 1980s. It is very interesting to 
recall that Kim’s realistic water drop paintings 
were included in the numerous exhibitions of 
Dansaekhwa, Korean monochrome paintings, 
which dominated the local art scene at that 
time. Surprisingly, he was hardly invited to the 
showcases of figurative paintings. It reflects 
that Kim’s painting was not regarded just as 
an image of water drops. The viewer reads 
his water drops as a conception not as a mere 
image.” 

Kim’s work is the result of a search to find 
a new way of expressing ephemerality while 
also communicating the concrete sediment of 
time and history. His exquisite balance of two 
poles of ephemerality and concreteness and in 
between demonstrates his sharp conceptualism 
in existence of being and their relevance to its 
environment, but most certainly his passion 
and dedication that is evident in his philosophy 
and technical dexterity that further extends his 
art as, equally, his personal form of meditation. 
A former director of the Galerie Nationale du 
Jeu de Paume, Daniel Abadie once commented 
“Far beyond the concept of constructing formal 
style, Kim contemplates the existence of human 
beings in the ephemeral world, their roles, the 
relations between human beings and culture, 
and the fundamental meaning of existence 
through his paintings.” Abadie’s comment 

Left to right 

Kim Tschang-Yeul working 
on a painting. 

© 2017 Artists Rights 
Society (ARS), New York / 
ADAGP, Paris

Lot 60

Kim Tschang-Yeul, 
Procession , 1970, Artist©s 
Collection. 

© 2017 Artists Rights 
Society (ARS), New York / 
ADAGP, Paris

 1970   
 

Kim Tschang-Yeul, Night 
Occurrence , 1972, National 
Museum of China

© 2017 Artists Rights 
Society (ARS), New York / 
ADAGP, Paris

Night Occurrence  
1972   
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1929

1950 1965 1968

1970

1988

ENS No 42(  60)

1970
1970 1980

( Dansaekhwa )

1996

evokes what Lewis Biggs, a former director at Tate 
Gallery stated, “Kim’s painting refer simultaneously 
to the actual, every day, concrete world and to 
the metaphoric, potentially cathartic world of his 
imagery.” 

Kim’s works have been exhibited extensively 
around the world including the United States, 
France, Belgium, Germany, China, Japan, and his 
motherland Korea among many other nations. 

Selected venues are the Gwangju Museum of 
Art in Gwangju, Korea, National Taiwan Museum 
of Fine Arts in Taichung, Taiwan, National Art 
Museum of China in Beijing, China, Sakamoto 
Zenzo Museum of Art in Kumamoto, Japan, Tate 
Liverpool in Liverpool, England, Galerie Nationale 
du Jeu de Paume in Paris, France. Kim was 
awarded the Commandeur medal, the highest 
honour of the Ordre des Arts et des Lettres by 
French government in 1996.
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

YAYOI KUSAMA 
(JAPAN, B.1929)

Infinity Nets B.Z.A. 1960 

signed, dated and titled ‘yayoi Kusama 1960 INFINITY 
NETS, B.Z.A.’ (on the reverse)
acrylic on canvas
64.3 x 52.5 cm. (25 ⅜ x 20 ⅝ in.)
Painted in 1979 

HK$3,200,000-4,800,000
US$420,000-620,000

PROVENANCE

Private Collection, Asia

The work is accompanied by a registration card issued by the 
artist©s studio.

 B . Z . A .  1 9 6 0

yayoi Kusama ( )

  

1979  
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Fig. 2 Bernard Aubertin, Clous n. 727, 1969, Christie©s Amsterdam, 
Post-War and Contemporary Art, 7-8 April 2014, Lot 188, Sold for Euro 
22,500 (USD 30,963)

2  727 1969   2014
4 7 -8  188 22,500 (30,963 )

In 1957, the intrepid Yayoi Kusama was confronted 
with an unfamiliar culture when she travelled to 
the United States by herself. During the 1950s 
and 1960s, the United States was the eye of the 
maelstrom that was the international art world. 
In the face of language barriers and cultural 
differences, art became the sole channel where she 
could convey her true self. Not only did she devote 
herself to painting, other media-such as literature, 
installation, video, fashion, and performance - 
also became outlets where she could direct her 
abundant creativity. Her daily struggles, conflicts, 
explorations, and encounters became the fertile 
soil where her personal ideology grew. She was 
influenced by myriad of artistic movements such 
as Abstract Expressionism, Minimalism, Kinetic 
Art, German Zero Art, and New Wave. Yet, that 
art critics and scholars have a difficult time 
classifying her in a particular style is a testament 
to her originality.
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Top to bottom 

Yayoi Kusama in New York studio, 
c. 1961

©YAYOI KUSAMA

1961

Fig. 5 Jean Dubuffet, Aire 
ponctuée (Punctuated Area) , 1960, 
Christie©s Amsterdam, 11-12 April 
2017, Lot 6, Sold for Euro 47,500 
(USD 50, 494)

© 2017 Artists Rights Society 
(ARS), New York / ADAGP, Paris

5  
1960    
2017 4 11 - 12  188  

47,500  (50,494 )

Yayoi Kusama left the intense New York art 
world and returned to creatively conservative 
Japan in 1973. There she voluntarily admitted 
herself to a mental hospital where she set 
up a studio to develop a prolific career as an 
artist. Kusama experienced hallucinations 
since she was young -  when she was ten 
years old, she saw pattern of dots spreading 
from the table cloth, to the chair, and all 
the way to sky. These hallucinations were 
a devouring experience, but she combated 
this condition with an obsessive zeal in 
creating art that demonstrated her mental 
fortitude. At 84 years of age, Yayoi Kusama 

once declared, 
“Through the 
process of 
making art, I 
developed a 
determination 
that kept me 
fighting through 
the labyrinth 
of life. It is the 
reason why I am 
still alive today.” 
Art kept her 
life anchored, 
and it gave her 
the courage to 
tirelessly create. 

Her talent and impulse to create gave her 
the opportunity to transcend her personal 
conditions into an astonishingly progressive 
artistic language.

Infinity Nets  first appeared in Yayoi 
Kusama’s canvas in 1948. 1 This theme 
bore witness to the evolution of the artist’s 
career for over 60 years. The 
change in her mental condition 
introduced many variations on 
this fundamental and minimal 
motif. It is an indicator of 
Kusama’s artistic exploration 
and mental state throughout 
the different periods of her 
artistic development. This all-
encompassing net not only 
covers the physical world in 
front of the artist, through 
Kusama’s repeated execution, it 
also releases the artist’s mental 
image of an infinitely expansive 
dimension. 

Similar to the Infinity Nets  from the 1950s 
to the early 1970s, Infinity Nets B.Z.A. 
1960  (Lot 61) features Kusama’s signature 
composition that is both dazzling dense and 
painstakingly executed. Yet, the net in this 
work departs from visual representations 
of Kusama’s hallucination - it has been 
anthropomorphised through repetition. In 
early Infinity Net  works, the artist employed 
a half-circle brushstroke that resembling a 
crotchet stitch. The negative space between 
the brushwork forms a network of dots that 
represents the artist’s visual world (Fig. 1). 
Painted in 1970s, the shapes in Infinity Nets  
B.Z.A. 1960  have evolved into an angular 
and geometric network akin to scales. The 
compulsively repeated motif continues 
to multiply and transform.  Its ceaseless 
proliferation represents the spiritual self 
of the artist at the time. The sharp edges 
of the lines are aggressive and advancing. 
This insolent attitude in representation is 
similar to Kusama’s phallus pieces - the 
artist uses the sea of soft sculptures to 
resist her fear of sex. The red lines of the 
Infinity Net crisscross the black background. 
Its vitality is evident within the contraction 
and expansion in the composition where 
the staggered movements form an orderly 
space. Like Bernard Aubertin’s red paintings 
(Fig. 2), Kusama’s work also references 
her own physical body. In Clous n. 727 , 
Aubertin centres the piece around the 
materiality of the medium and uses the 
nails to form the net. It is subsequently 
slathered with red paint to imitate the 
consistency of blood. Likewise, through the 
physical act of repetition, Kusama injects 
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Top to bottom 

Fig. 1 Yayoi Kusama, detail 
of Infinity-Nets WHXOTLO, 
2006, Christie©s Hong Kong, 
22 November 2014, lot 65, 
sold for HKD 18,040,000 (USD 
2,325,251)

© YAYOI KUSAMA

1 
WHXOTLO ( )  
2014 11 22  188 

18,040, 000  

Fig. 3 Frank Stella, Gur 
Variation II , 1968  
© 2017 Frank Stella / Artists 
Rights Society (ARS), New York

3  II
1968  

every line with obsessive compulsion so that 
her spirit can infinitely extend. Teetering 
between examining the meaning of physical 
existence and interpreting the significance 
of representing the physical body, the two 
artists achieved a universal vocabulary that 
uses line, form, and color to express the 
beauty in violence. Between tension and 
release, Infinity Nets B.Z.A. 1960  forms a 
rhythm that resonates with the cycles of 
creation and annihilation in the natural 
world.  

Despite its obsessive tendencies, the lines 
in Infinity Nets B.Z.A. 1960  possess the 
cadence of embroidery rather than the 
rigidity of mechanical reproduction. The 
irregularities and unsteadiness in the lines 
highlight the presence of human touch. The 
minimal composition weaves a magnificent 
visual experience featuring only red and 
black. Its ability to momentarily transfix the 
viewer’s gaze is reminiscent of Minimalist 
Frank Stella’s compositions (Fig. 3) or 
Kinetic artist Victor Vasarely’s pursuit of 
a hypnotic space (Fig. 4). Paradoxically, 
Kinetic artists and Minimalists sought to 
demonstrate perfection through impeccable 
compositions and visual movement. Yet, 
Kusama’s works exist between lines of 
structure, and the brushwork undulates in 
an organic rhythm that lures the gaze of the 
viewers into its massive net. Looking at each 
red line independently, they appear to be 
consciously imitating the previous stroke. At 
the same time, the continuing stroke seems 
to flow along a different track. Similar to 
the rambling black lines in Jean Dubuffet’s 

painting (Fig. 5), they demonstrate a strong 
sense of humanity and an idiosyncratic 
sense of abstraction. It is exactly this sense 
of “persistent imperfection” 2 that asserts the 
artist’s presence in Kusama’s works. Amidst 
the order in Infinity Nets B.Z.A. 1960 , there 
is an unmistakable disorder and imbalance 
that faithfully reflects the chaotic mental 
state of the artist.

Yayoi Kusama accepts the imperfect nature 
of human beings and transforms it into a 
visual feast and mental image that resonates 
with every viewer. Painting is a salvation 
that unites the physical and spiritual 
realm. Kusama masterfully balances order 
and disorder. This intricately harmonious 
concerto of abstraction invites the viewer 
into the world of the majestic Infinity Net.

1 Laura Hoptman ©Yayoi Kusama: A Reckoning© in Phaison Press Inc.   
"Yayoi Kusama" London, United Kingdom, 2000 P. 72
2 Ibid, P.70  
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1957

1973
1977

1948 1

B.Z.A. 1960 (Lot 61)

( 1) 1979
B.Z.A. 1960

(Bernard 
Aubertin) ( 2)

727

B.Z.A. 1960

B.Z.A. 1960

(Frank Stella)( 3)
(Victor Vasarely)

( 4)

(Jean Dubuffet)
( 5)

2

B.Z.A. 1960

1 2000  
  72

2 70 

Fig 4 Victor Vasarely, Boglar-I , 
1966, Christie©s Amsterdam, 
11-12 April 2017, Lot 4, Sold at 
Euro 302,500 (USD 321,567)

 © Victor Vasarely

4 -I
1966   2017

4 11 -12  188 
302,500  (321,567 )
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PROPERTY FROM AN IMPORTANT ASIAN PRIVATE COLLECTION

YU YOUHAN 
(CHINA, B. 1943)

Abstract 1990-1 

dated ‘1990’, signed in Chinese (lower right) 
acrylic on canvas
99 x 122.5 cm. (39 x 48 ¼ in.) 
Painted in 1990

HK$2,500,000-3,500,000
US$330,000-450,000

PROVENANCE

Acquired directly from the artist by the present owner

Private Collection, Asia

1 9 9 0 - 1

 ( ) 

  

1990  
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Yu Youhan’s Abstract 1990-1  (Lot 62) is a 
monochromatic work with a strongly defined 
compositional structure. A horizontal band of dots 
and dashes stretches across a white field, rendered 
in a style reminiscent of classical Chinese ink 
paintings. Like ink applied to paper, the acrylic 
paint that Yu uses is diluted and allowed to 
soak into the fibres of the canvas, producing an 
effect that combines precise control with random 
chance. Areas where the natural spread of ink has 
produced vertical drips contrast with the overall 
horizontality of the work’s composition, giving the 
work an expressionistic freedom modulated by 
random effect. The entire work thus incorporates 
the Taoist principles of ziran (naturalness) and 
wuwei (nonaction) into its execution and final 
result.

Black and white, dark and light, yin and yang – 
these are the principles captured in Yu’s work. “I 
feel that black and white are colours that represent 
solemnity and respect, suitable for the “circle” 
series as they represent the basic movements 
of the universe in an abstract, symbolic and 
systematic way.” According to Taoist philosophy, 
qi describes the flow of energy that surrounds 
and sustains all living things, and Yu’s paintings 
resemble visualizations of a cosmic current, 
encapsulating all things.

Yu spent a great amount of time imitating 
calligrapher-painter Wu Changshuo©s shigu 
calligraphy, also known as stone-drum script (Fig. 
1). Stone-drum script – named for the drum-shaped 
stone blocks that bear such inscriptions – is the 
oldest surviving form of stone-carved text China. 

Fig. 1 Wu Changshuo, Stone Drum Text.

1  
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Shigu script is classified as a transitional 
form of writing, a step along the evolution 
from Great seal script to Lesser seal script. 
Playing a pivotal role in the history of 
calligraphy, generations of calligraphers 
have regarded shigu as an important model 
in the learning of seal script. The calligraphic 
forms primarily take on a rectangular 
shape, dignified and solemn. In steady 
strokes, the stone and the form, the poem 
and the words, seamlessly merge as one, 

exuding a quaint yet vigorous beauty. Wu 
Changshuo©s stone-drum script masterfully 
marries calligraphy and ink painting, 
allowing the powerful brush movements, the 
nimble handling of the original engraver, 
and the compositional arrangement of the 
inscription to enter his work, where the 
expressive brush strokes evoke an energetic 
momentum that is both firm and flexible. Yu 
Youhan imbues these traits into his abstract 
paintings, incorporating principles acquired 

Fig. 3 Robert Motherwell, Elegy 
to the Spanish Republic no. 7 1, 
1961. Christie©s New York, 10 
November 2004, Lot 24. Sold 
for 2,919,500 USD.

 © Dedalus Foundation, Inc./
Licensed by VAGA, New York, 
NY

3 
71 1961   

2004 11 10  24  
$2,919,500 

Lot 62 Detail 
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through long hours of studying Wu©s masterworks. Filled 
with calligraphic and expressive qualities, this ingenious 
combination has become the artist©s unique vocabulary. 
Yu’s canvas is home to serenity and pureness, on which 
dots and lines move with vibrancy—brush strokes and 
colour traces pulsating with rhythm and emotion.

The interplay of positive and negative space in Abstract 
1990-1  echoes the compositional principles espoused 
by traditional Chinese painting theory, in which “leaving 
space” in the form of unpainted areas is regarded as a 
critical part of achieving a balanced composition. Muqi’s 
famous painting Six Persimmons  painted in the 13th 
century during the Song dynasty (Fig. 2), exemplifies the 
role of negative space, as the emptiness surrounding the 
six simple shapes highlight and define their existence. 
Absence is counterbalanced with presence, allowing 
the viewer’s eye to rest as it wanders over the canvas 
surface, and focus on the skill of the painter’s sparing 
brushstrokes. The horizontality of Abstract 1990-1  is also 
reminiscent of Chinese handscrolls, designed to be read 
from right to left, viewed section by section. Yu’s careful 
arrangement of dots and lines draws the viewer’s eye 
along the length of the canvas, reinforcing the work’s 
connection with language and writing in its many forms.

From abstraction, to pop, to landscape paintings, and 
back to abstraction, Yu Youhan’s artistic output has 
undergone at least six transformative stages. The 
diverse series of works alternate in parallel, let them be 
figurative or abstract, they are mere cosmetic nuances 
to the artist, who has continually evolved through his 
decades-long career while harking back to his earlier 
styles. But one thing remains immutable—his impeccable 
sense of cultural trends, constantly observing the 
societal changes with crystal clear eyes. As Yu once 
said, ©I want my abstract works to embody more than 
just social reality, but the interrelation of nature and 
humankind. My paintings are like non-linear thinking-an 
interrupted thought will be continued elsewhere.©

1990-1 ( 62)

( 1)

1990-1

( 2)

1990-1

Fig. 2 Muqi Fachang, Six Persimmons , Song Dynasty 13th Century, China

2  13  
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6363
PROPERTY FROM AN IMPORTANT FRENCH COLLECTION

LEE UFAN 
(KOREA, B.1936)

DIALOGUE 2007

signed ‘L. Ufan’, dated ‘’07’ (on the lower right side); 
signed ‘Lee ufan’, titled ‘Dialogue 2007’ (on the reverse)
oil and mineral pigment on canvas
227 x 182.5 cm. (89 ⅜ x 71 ⅞ in.)
Painted in 2007

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

PROVENANCE

Lisson Gallery, London, UK

Private Collection, France (acquired from the above by the 
present owner)

2 0 0 7

  

2007  

L. Ufan ©07 ( ) Dialogue

2007 Lee ufan ( )

  Lisson  

  ( )

In any case, expressive action begins with sensing a rupture in existence. The 
desire to eliminate this gap and become fused with existence itself becomes the 
will to create art. Various kinds of expression are tested while seeking a world of 
existence with a sense of unity, where what is seen, felt, and thought coincides 
with what exists.

- Lee Ufan 

- 

Born in  1936,  Lee Ufan was educated  as a  chi ld  in 
tradit ional  East Asian phi losophy with emphasis on 
calligraphy, poetry, and literati painting. Lee developed 
a  s e r i o u s  i n t e r e s t  i n  t h e  a r t s  a t  S e o u l  N a t i o n a l 
U n i v e rs i t y  a n d  re a l i z e d  t h at  a  s o l i d  p h i l o s o p h i c a l 
t r a i n i n g  w a s  e s s e n t i a l  f o r  h i m  t o  b e c o m e  a n 
international artist . He decided to move to Tokyo and 
majored in philosophy at Nihon University from 1958 
to 1961. During the mid-1960s he established himself 
as a key theorist and artist of the Mono-ha ( ) , 
materials-based art movement of Japan in the 1960s 
and an influential figure of the Dansaekhwa movement.

Lee Ufan, Daniel Abadie, Kim Tschang-yeul and Shin sung-Hi, 1997

© 2017 Lee Ufan / Artists Rights Society (ARS), New York

 1997
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It is crucial to understand the two concepts of 
©encounter© and ©body© in order to fully understand 
Lee©s work. His central concept of ‘encounter,’ 
is thoroughly articulated in his famous 1970 
essay, “In Search of Encounter.” He also stressed 
the importance of the ‘body’ or ‘bodilyness,’ the 
interconnection between the body, the mind and 
the world. Deeply versed in modern Western 
philosophy, in particular the phenomenology of 
Martin Heidegger and Maurice Merlearu-Panty, 
Lee formed his own theory that art should aim to 
encounter what he variously calls “the other,” or 
“the world.” He combined Western thought with 
the metaphysics of Japanese philosopher Nishida 
Kitaro, who suggested a new system of thought 
based on Zen Buddhism. Through his series of 
sculptures and paintings, Lee visualized his core 
concept of encounter, in other words, relationship 
with others, and the body as a significant medium 
for the encounter, a direct experience between 
matter and existence.

From 1971, after 
experiencing the 
international art scene 
on a global level, Lee 
felt an urgency to 
make a statement 
challenging Western 
contemporary art. Lee 
became motivated to 
begin his first signature 
series of painting, 
From Point  and From 
Line  in 1973-1974. Lee 
wanted to demonstrate 
the possibilities of 
overcoming modern 
Western abstract 
painting which appeared 
to Lee and other critics as approaching a dead 
end. Recalling the literati principles that he had 
absorbed as a child, Lee returned to the notion of 
the point and line in search of a new abstraction. In 
his From Point  series, Lee presents his concept of 
point as the origin of the universe, as he stated “all 
things in the universe start from a point and return 
to a point.” The marks in the From Line  series are 
reminiscent of basic training strokes used in the 
course of Eastern calligraphic writing. As Lee once 
remarked, the notion of the line was “already part 
of the metaphysics of ink painting.” It is typical in 
these series that Lee loads his brush with pigment 
and draws until there is no more paint left on the 
brush. The point and line disappears, marking its 
existence, evoking the ephemerality of our life, 
and then it resumes again. Lee calls it “repetition 

of infinity,” which represents a rhythm of time. 
Here the repetition of the point and line is not a 
geometric figure or pattern, but it becomes the 
rhythm of a living organism that has a resonance 
with the world outside. 

The play of the two regions of painted space versus 
unpainted space holds an important fascination for 
Lee. In his From Point  and Line  series (1972-84), 
Lee sought a harmony between the painted and 
unpainted spaces. But subsequently in his From 
Wind  (1982-86) and With Winds  series (1987-91), 
Lee evolved his work into a more forceful painting 
style which focused more on the dynamic energy 
of his paint strokes, making the intervals between 
the paint secondary. East Wind  featured in the 
show is a perfect example from the From Wind  
series. The mineral pigment from the previous 
series still remains, but the canvas here reveals 
a different approach. The static points and lines 
of the canvas from previous works were replaced 
by free flowing brushstrokes, displaying a more 

spiritual freedom. 
Lee continued in this 
expressive style for 
over two decades. After 
this series imbued with 
kinetic motion, Lee’s 
works became more 
meditative as apparent 
in his Correspondance  
(1991-2006). Regarding 
the series, Lee states, 
“For me, space 
means the infinite.... 
Buddhism teaches 
that being is possible 
only because there is 
also nothingness, and 
appearance coexists 

with disappearance.” After the series, Lee has been 
developing another series Dialogue since 2006. As 
the painting featured in this evening sale (Lot XX) 
exemplifies, the series is about creating empty yet 
full meditative space. Alexandra Monroe, a curator 
at Guggenheim Museum in New York comments 
on the series, “Lee’s deepening interest in the self-
transcendent potential of art has led to his recent 
treatises on yohaku, or margins, and his Dialogue 
series. In these paintings, he compresses the 
dynamics of resonant blank space to an extreme.” 

Lee’s work is not an abstract painting but a form 
of calligraphy. Alternatively, one can see it as an 
entirely new abstract painting of spirit and material 
unified into one. In this way, Lee successfully opens 
a new possibility of painting by distinguishing his 

Lee Ufan, Relatum Dialog X,  2014.

© 2017 Lee Ufan / Artists Rights Society (ARS), New York

  –  10 2014
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work from Western geometric abstract paintings 
that primarily focus on form alone. Lee’s art is 
the medium or passage which connects the poles 
between the artificial and nature, I and others, 
making and unmaking, and made and unmade. It 
is a completely new approach to art, breaking the 
modernist definition of creation and the boundary 
of modern painting and sculpture. 

Lee Ufan is one of the most sought after Korean 
artists in the international art world. He is one of 
three Asian artists who held a retrospective exhibition 
at the Guggenheim Museum in New York along with 
Paik Nam-June and Cai Guo-Qiang. Lee©s works 
are exhibited at the Palace of Versailles following 
successful shows by Jeff Koons and Takashi Murakami. 

Lee Ufan, Relatum – Silence , 1979.

© 2017 Lee Ufan / Artists Rights Society (ARS), New York

  – 1979
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6464
PROPERTY FROM AN IMPORTANT JAPANESE PRIVATE COLLECTION

YUICHI INOUE  
(JAPAN 1916-1985)

Tori (Bird)

signed, titled and inscribed in Japanese, dated 
‘1976.3.20’ (on the reverse)
Translated inscription in English as ©“This autumn, why do 
I feel so lonely and old as seeing a bird flying through and 
disappearing in the clouds” by Basho; This artwork was born in 
the last day of these 3 months which I have tried to draw 1,000 
pieces since spring in 1976; By Yuichi Inoue myself, in 15 July 
1978, at Soshu Wolf Mansion ; One of my friend saw this “Bird” 
painting in Ida Gallery and sent me the music tape of “Song of 
Birds” by Pau Casals. He is  a previous friend ; This backboard 
was attached by Yuichi myself.© 

ink on Japanese paper
121.7 x 215.5 cm. (47 ⅞ x 84 ⅞ in.)
Painted in 1976
one seal of the artist
Original inscription in Japanese 原日文款識：
芭蕉の句は、この秋はなんで年よる雲に鳥；これは1976年春3ヶ月
間の製作 約1000枚の最終日に生まれしものなり；1978.7.15 於相州
狼屋敷　井上有一自記；ある友人　この鳥を飯田画廊にて みてカザ
ルスの「鳥」をテープに 複写して送り来る。うれしき友なり；この
ウラ板は有一自ら ハレルものナリ

HK$300,000-500,000
US$39,000-65,000

PROVENANCE

Private Collection, Japan

EXHIBITED

Tokyo, Japan, Gallery Iida, ‘77 Solo Exhibition, 1977.

LITERATURE

Masaomi Unagami (ed.), UNAC TOKYO, YU-ICHI (Yu-ichi 
INOUE): Catalogue Raisonne of the works, 1949-1985 (Vol. 2 
1970-1976), Japan, 2000 (illustrated, plate 76056, pp. 506-507).
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In 1987, the American abstract expressionist 
artist Robert Motherwell sent a letter to the 
Japanese art critic Masaomi Unagami. In his 
letter, Motherwell wrote: 

 “To my mind, [Yuichi Inoue] is 
unquestionably one of the small handful 
of great artists of the second half of the 
twentieth century. I do not know whether 
his work has been shown outside Japan, but 
it certainly should be. He was a marvellous 
painter of what I call, in my mind, “essences” 
and I can think of no higher ideal in modern 
art (which has abandoned storytelling)…”

As a key member of the New York School of 
Abstract Expressionists, Motherwell and his 
peers pursued pure abstraction as a means 
to express the traditionally inexpressible, 
seeking to capture grand themes and 
emotions in the gestural brushstrokes and 
splatters that characterized their work. 
Motherwell had immediately recognized the 
same qualities in Yuichi Inoue’s calligraphy, 
praising the Japanese artist’s ability to 
capture the core essences of human narrative 
and emotion in his energetic paintings 
executed with ink and paper.

Yuichi Inoue©s ichijisho ( ) – single 
character inscriptions –  form the main body 
of the artist©s work produced after the late 
1950s. The character tori, Japanese for "bird," 
was a favourite subject of Yuichi©s, and he 
created many versions of the work over his 
career. However, this specific piece stands 
out for its bold, expressive composition, 
and the deeply personal inscriptions that 
document the significance of this painting 
to the artist. Yuichi was meticulous about 
discarding unsatisfactory works, throwing 
out tens of thousands of paintings over the 
course of his career. This piece represents 

the final result of 1,000 copies painted over 
the course of 3 months, differentiating it 
as the culmination of a lengthy, exacting 
exercise in aesthetic perfectionism and 
dedication. 

Yuichi’s inscriptions on this work also 
provide brief glimpses into significant years 
in Yuichi’s life; 1976, the year this work was 
completed, was also the year that Yuichi 
reached retirement age and was finally able 
to fully dedicate all his time to the art of 
calligraphy. Yuichi had spent most of his life 
as a primary school teacher, but this year 
marked the beginning of an extraordinarily 
prolific period in the artists’ career. This 
productivity would only accelerate in 1978, 
the date of the second inscription, when 
Yuichi was diagnosed with the liver cirrhosis 
that would eventually cause his death in 
1985. These dated inscriptions thus capture 
moments from an important period of 
Yuichi’s life, marking the precious years 
when he was able to devote himself to his 
passion. Perhaps Yuichi was already aware of 
how precious his remaining time was when 
he completed this masterpiece; the haiku 
poem that accompanies this painting, by the 
Edo era poet Matsuo Basho, expresses in 
simple and elegant terms the weary nostalgia 
that comes with the autumn, old age, and the 
disappearance of birds from the sky.

Yuichi Inoue was a true master of the 
calligraphic arts, who understood that the 
gestures of a brush could reveal much more 
than the painted characters themselves. The 
strong stability of Yuichi’s broad horizontal 
strokes and the power of his upward 
splatters imbue Tori with an expressive 
spontaneous energy. Yuichi treasured the 
moment when a friend, inspired by this work, 
introduced him to the Catalan cellist Pau 
Casals’ famous arrangement of “Song of 
the Birds”, a Catalan lullaby that had been 
reinterpreted into a call for peace in protest 
of Franco’s regime in Spain. The same sense 
of profound tragedy and anger had inspired 
Motherwell’s famous series of paintings 
Elegies to the Spanish Republic. Though 
Yuichi never attributed political meaning to 
his works, Tori is nonetheless filled with the 
same raw emotion and energy as the music 
of Casals and the paintings of Motherwell. 
His art took Japanese calligraphy and 
added new layers of meaning, pushing the 
expressive potential of a traditional art to 
new heights.

Robert Motherwell, Elegy to the 
Spanish Republic No. 70 , 1961, 
Collection of The Metropolitan 
Museum, New York

Elegy
70 1961  

Yuichi Inoue at work  
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Brief Chronology of YUICHI INOUE  (1916-1985)

Brief Chronology of ROBERT MOTHERWELL (1915-1991)

1916

1951

Born in Tokyo

Began his studies at Stanford 
University, where he earned a 
BA in philosophy in 1937. After 
graduation, he began a PhD 
program in philosophy at Harvard

Studied art history at Columbia University

1955 (photo: Asahi Shinbun)

BORN

First exhibition of his own 
calligraphic works in Tokyo 

1915 1940

19431932-37

1938

Born in Aberdeen, Washington

1942-50

1935-76 1952

Began calligraphy training with 
Ueda Sokyu

Took up teaching position in  
primary school

His studies were interrupted by a 
yearlong European trip which he 
embarked upon in 1938, and during which 
he fell in love with European modernism.

Founded with artist friends the group 
"Bokujin-kai" (Ink People Society) and 
serves as chief editor of its monthly 
magazine "Bokujin" (until its 50th 
issue)

 

1987
(Robert Motherwell)
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( )
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Peggy Guggenheim offered him the opportunity to create new 
work for a show of collages by several European modernists

A solo exhibition at Peggy Guggenheim©s Art of This Century Gallery 
in New York. The same year, The Museum of Modern Art New York 
also collects his work

1944
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1948
Began the Elegies to the Spanish Republic  series



201

1953-57

1961

1987 1991

1968

1985

Participated the Sao Paulo Art 
Biennial. English art critic, Herbert 
Read, paid attention to Yuichi

Herbert Read

Began Je t©aime  seroes

Je t©aime

Participated Documenta 2 in Kassel. 
The work "Gutetsu" is published in 
Herbert Read©s A Concise History of 
Modern Painting

Herbert 
Read

Motherwell began to reinvent his collages 
as limited editions of lithographic prints. 
He would become the only artist in the first 
generation of Abstract Expressionists to utilize 
printmaking as a major part of his artistic 
practice

Robert Motherwell sent a letter to the 
Japanese art critic Masaomi Unagami. In his 
letter, Motherwell wrote:   
"To my mind, [Yuichi Inoue] is unquestionably 
one of the small handful of great artists of 
the second half of the twentieth century. I do 
not know whether his work has been shown 
outside Japan, but it certainly should be. 
He was a marvellous painter of what I call, 
in my mind, essences  and I can think 
of no higher ideal in modern art (which has 
abandoned storytelling)

( ) 20

( )

Passed away

Passed away

 

  

Began his third major series, the Opens

1957 1984

1959

Inoue Yuichi in his studio, 1984

1984

1976

1978   



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, AND IN  

RESPECT OF OTHER CATEGORIES OF LOTS, A LOT 

THE LOW ESTIMATE OF WHICH IS HK$8,000,000 

OR ABOVE), YOU ARE INVITED TO COMPLETE THE 

HIGH VALUE LOT PRE-REGISTRATION. PLEASE 

NOTE THE POINTS BELOW IN ORDER TO ASSIST 

YOU WITH THE PRE-REGISTRATION AND PAYMENT 

PROCESS.

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

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

• Upon the pre-registration, you should pay a deposit 
equivalent to the higher of HK$1,500,000, and 20% 
of the aggregate of the low estimate of all lots you 
intend to bid for. You will need to pay such deposit 
by way of wire transfer or credit card(s) acceptable 
to Christie's for the prospective purchase(s). Please 
note that 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 usually only accept 
bids made with the High Value Lot paddle or by its  
registered bidder.This applies to saleroom, telephone 
and absentee bids. 

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

ENQUIRIES

For further details, please contact our Client Services 
Department at + 852 2760 1766 or visit www.christies.
com/highvaluelots.

8,000,000

• 

• 

• 
1,500,000

20%

• 

• 

• 

+ 852 2760 1766 
www.christies.com/highvaluelots
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CONDITIONS OF SALE • BUYING AT CHRISTIE'S

CONDITIONS OF SALE
These Conditions of Sale and the Important Notices 
and Explanation of Cataloguing Practice set out 
the terms on which we offer the lots listed in this 
catalogue for sale. By registering to bid and/or by 
bidding at auction you agree to these terms, so you 
should read them carefully before doing so. You will 
find a glossary at the end explaining the meaning of 
the words and expressions coloured in bold. 

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

A BEFORE THE SALE
1 DESCRIPTION OF LOTS
(a) Certain words used in the catalogue description 
have special meanings. You can find details of these on 
the page headed "Important Notices and Explanation 
of Cataloguing Practice" which forms part of these 
terms. You can find a key to the Symbols found next 
to certain catalogue entries under the section of the 
catalogue called "Symbols Used in this Catalogue".
(b) Our description of any lot in the catalogue, any 
condition report and any other statement made by us 
(whether orally or in writing) about any lot, including 
about its nature or condition, artist, period, materials, 
approximate dimensions or provenance are our 
opinion and not to be relied upon as a statement of 
fact. We do not carry out in-depth research of the sort 
carried out by professional historians and scholars. All 
dimensions and weights are approximate only.

2 OUR RESPONSIBILITY FOR OUR DESCRIPTION 
OF LOTS
We do not provide any guarantee in relation to the 
nature of a lot apart from our authenticity warranty 
contained in paragraph E2 and to the extent provided 
in paragraph 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 
a lot clearly. Colours and shades may look different 
in print or on screen to how they look on physical 
inspection. Condition reports may be available to 
help you evaluate the condition of a lot. Condition 
reports are provided free of charge as a convenience 
to our buyers and are for guidance only. They offer our 
opinion but they may not refer to all faults, inherent 
defects, restoration, alteration or adaptation because 
our staff are not professional restorers or conservators. 
For that reason they are not an alternative to 
examining a lot in person or taking your own 
professional advice. It is your responsibility to ensure 
that you have requested, received and considered any 
condition report. 

4 VIEWING LOTS PRE AUCTION
(a) If you are planning to bid on a lot, you should 
inspect it personally or through a knowledgeable 
representative before you make a bid to make sure 
that you accept the description and its condition. We 
recommend you get your own advice from a restorer 
or other professional adviser.
(b) Pre-auction viewings are open to the public free 
of charge. Our specialists may be available to answer 
questions at pre-auction viewings or by appointment.

5 ESTIMATES
Estimates are based on the condition, rarity, quality 
and provenance of the lots and on prices recently 
paid at auction for similar property. Estimates can 
change. Neither you, nor anyone else, may rely on any 
estimates as a prediction or guarantee of the actual 
selling price of a lot or its value for any other purpose. 
Estimates do not include the buyer's premium or any 
applicable taxes. Estimates may be shown in different 
currencies from that of the saleroom for guidance only. 
The rate of exchange used in our printed catalogues 

is fixed at the latest practical date prior to the printing 
of the catalogue and may have changed by the time of 
our sale.

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

7 JEWELLERY
(a) Coloured gemstones (such as rubies, sapphires 
and emeralds) may have been treated to improve their 
look, through methods such as heating and oiling. 
These methods are accepted by the international 
jewellery trade but may make the gemstone less 
strong and/or require special care over time.
(b) All types of gemstones may have been improved 
by some method. You may request a gemmological 
report for any item which does not have a report if the 
request is made to us at least three weeks before the 
date of the auction and you pay the fee for the report. 
(c) We do not obtain a gemmological report for 
every gemstone sold in our auctions. Where we 
do get gemmological reports from internationally 
accepted gemmological laboratories, such reports 
will be described in the catalogue. Reports from 
American gemmological laboratories will describe 
any improvement or treatment to the gemstone. 
Reports from European gemmological laboratories 
will describe any improvement or treatment only if 
we request that they do so, but will confirm when no 
improvement or treatment has been made. Because of 
differences in approach and technology, laboratories 
may not agree whether a particular gemstone has been 
treated, the amount of treatment or whether treatment 
is permanent. The gemmological laboratories will only 
report on the improvements or treatments known to 
the laboratories at the date of the report.
(d) For jewellery sales, estimates are based on the 
information in any gemmological report or, if no report 
is available, assume that the gemstones may have 
been treated or enhanced. 

8  WATCHES & CLOCKS
(a) Almost all clocks and watches are repaired in 
their lifetime and may include parts which are not 
original. We do not give a warranty that any individual 
component part of any watch or clock is authentic. 
Watchbands described as "associated" are not part of 
the original watch and may not be authentic. Clocks 
may be sold without pendulums, weights or keys.
(b) As collectors' watches and clocks often have very 
fine and complex mechanisms, a general service, 
change of battery or further repair work may be 
necessary, for which you are responsible. We do not 
give a warranty that any watch or clock is in good 
working order. Certificates are not available unless 
described in the catalogue.
(c) Most watches have been opened to find out 
the type and quality of movement. For that reason, 
watches with water resistant cases may not be 
waterproof and we recommend you have them 
checked by a competent watchmaker before use.
Important information about the sale, transport and 
shipping of watches and watchbands can be found in 
paragraph H2(g).

B REGISTERING TO BID
1 NEW BIDDERS
(a) If this is your first time bidding at Christie's or you 
are a returning bidder who has not bought anything 
from any of our salerooms within the last two years 
you must register at least 48 hours before an auction 
to give us enough time to process and approve your 
registration. We may, at our option, decline to permit 
you to register as a bidder. You will be asked for the 
following: 
(i) for individuals: Photo identification (driving licence, 
national identity card or passport) and, if not shown 
on the ID document, proof of your current address (for 
example, a current utility bill or bank statement);
(ii) for  corporate  c l ients :  Your  Cert i f icate  of 
Incorporation or equivalent document(s) showing 
your name and registered address together with 
documentary proof of directors and beneficial owners; 
and 
(iii) for trusts, partnerships, offshore companies 
and other business structures, please contact us in 

advance to discuss our requirements. 

(b) We may also ask you to give us a financial 
reference and/or a deposit as a condition of allowing 
you to bid. For help, please contact our Client Services 
Department on +852 2760 1766.

2 RETURNING BIDDERS
We may at our option ask you for current identification 
as described in paragraph B1(a) above, a financial 
reference or a deposit as a condition of allowing you 
to bid. If you have not bought anything from any of our 
salerooms in the last two years or if you want to spend 
more than on previous occasions, please contact 
our Bids Department on+852 2978 9910 or email to 
bidsasia@christies.com.  

3 IF YOU FAIL TO PROVIDE THE RIGHT 
DOCUMENTS
If in our opinion you do not satisfy our bidder 
identification and registration procedures including, 
but not l imited 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
(a) As authorised bidder: If you are bidding on behalf 
of another person, that person will need to complete 
the registration requirements above before you can 
bid, and supply a signed letter authorising you to bid 
for him/her. 
(b) As agent for an undisclosed principal:  If you are 
bidding as an agent for an undisclosed principal (the 
ultimate buyer(s)), you accept personal liability to pay 
the purchase price and all other sums due.  Further, 
you warrant that: 
(i) you have conducted appropriate customer due 
diligence on the ultimate buyer(s) of the lot(s) in  
accordance with any and all applicable anti-money 
laundering and sanctions laws, consent to us relying 
on this due diligence, and you will retain for a period of 
not less than 5 years the documentation and records 
evidencing the due diligence;
(ii) you will make such documentation and records  
evidencing your due diligence promptly available for 
immediate inspection by an independent third-party 
auditor upon our written request to do so.  We will not 
disclose such documentation and records to any third-
parties unless (1) it is already in the public domain, 
(2) it is required to be disclosed by law, or (3) it is in 
accordance with anti-money laundering laws;
(iii) the arrangements between you and the ultimate 
buyer(s) are not designed to facilitate tax crimes;
(iv) you do not know, and have no reason to suspect, 
that the funds used for settlement are connected 
with, the proceeds of any criminal activity or that the 
ultimate buyer(s) are under investigation, charged with 
or convicted of money laundering, terrorist activities or 
other money laundering predicate crimes.
A bidder accepts personal liability to pay the purchase 
price and all other sums due unless it has been agreed 
in writing with Christie's before commencement of the 
auction that the bidder is acting as an agent on behalf 
of a named third party acceptable to Christie's and 
that Christie's will only seek payment from the named 
third party. 

5 BIDDING IN PERSON
If you wish to bid in the saleroom you must register 
for a numbered bidding paddle at least 30 minutes 
before the auction. For help, please contact the Client 
Services Department on +852 2760 1766.

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

Your request for this service must be made no later 
than 24 hours prior to the auction. We will accept bids 
by telephone for lots only if our staff are available to 
take the bids. Telephone bids cannot be accepted for 
lots estimated below HK$30,000. If you need to bid in a language 
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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. 
As well as 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 a lot which does not have 
a reserve and there is no higher bid than yours, we will 
bid on your behalf at around 50% of the low estimate 
or, if lower, the amount of your bid. If we receive written 
bids on a lot for identical amounts, and at the auction 
these are the highest bids on the lot, we will sell the lot 
to the bidder whose written bid we received first.

C AT THE SALE
1 WHO CAN ENTER THE AUCTION
We may, at our option, refuse admission to our 
premises or decline to permit participation in any 
auction or to reject any bid.

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

3 AUCTIONEER'S DISCRETION
The auctioneer can at his sole option: 
(a) refuse any bid; 
(b) move the bidding backwards or forwards in any 
way he or she may decide, or change the order of the 
lots;
(c) withdraw any lot; 
(d) divide any lot or combine any two or more lots; 
(e) reopen or continue the bidding even after the 
hammer has fallen; and 
(f) in the case of error or dispute and whether during 
or after the auction, to continue the bidding, determine 
the successful bidder, cancel the sale of the lot, 
or reoffer and resell any lot. If any dispute relating 
to bidding arises during or after the auction, the 
auctioneer's decision in exercise of this option is final.

4 BIDDING
The auctioneer accepts bids from: 
(a) bidders in the saleroom;
(b) telephone bidders, and internet bidders through 
'Christie's LIVE™ (as shown above in Section B6); and 
(c) written bids (also known as absentee bids or 
commission bids) left with us by a bidder before the 
auction. 

5 BIDDING ON BEHALF OF THE SELLER
The auctioneer may, at his or her sole option, bid on 
behalf of the seller up to but not including the amount 
of the reserve either by making consecutive bids 
or by making bids in response to other bidders. The 
auctioneer will not identify these as bids made on 
behalf of the seller and will not make any bid on behalf 
of the seller at or above the reserve. If lots are offered 
without reserve, the auctioneer will generally decide 
to open the bidding at 50% of the low estimate for 
the lot. If no bid is made at that level, the auctioneer 
may decide to go backwards at his or her sole option 
until a bid is made, and then continue up from that 
amount. In the event that there are no bids on a lot, the 
auctioneer may deem such lot unsold. 

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

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

8 SUCCESSFUL BIDS
Unless the auctioneer decides to use his or her 
discretion as set out in paragraph C3 above, when 
the auctioneer's hammer strikes, we have accepted 
the last bid. This means a contract for sale has been 
formed between the seller and the successful bidder. 
We will issue an invoice only to the registered bidder 
who made the successful bid. While we send out 
invoices by post and/or email after the auction, we 
do not accept responsibility for telling you whether or 
not your bid was successful. If you have bid by written 
bid, you should contact us by telephone or in person 
as soon as possible after the auction to get details 
of the outcome of your bid to avoid having to pay 
unnecessary storage charges.

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

D THE BUYER'S PREMIUM, TAXES
1 THE BUYER'S PREMIUM
In addition to the hammer price, the successful 
bidder agrees to pay us a buyer's premium on the 
hammer price of each lot sold. On all lots we charge 
25% of the hammer price up to and including 
HK$1,200,000, 20% on that part of the hammer 
price over HK$1,200,000 and up to and including 
HK$20,000,000, and 12% of that part of the hammer 
price above HK$20,000,000. 

2 TAXES 
The successful bidder is responsible for any applicable 
tax including any VAT, sales or compensating use tax 
or equivalent tax wherever such taxes may arise on 
the hammer price and the buyer's premium. It is 
the buyer's responsibility to ascertain and pay all 
taxes due. In all circumstances Hong Kong law takes 
precedence. Christie's recommends you obtain your 
own independent tax advice.
For lots Christie's ships to the United States, a state 
sales or use tax may be due on the hammer price, 
buyer's premium and shipping costs on the lot, 
regardless of the nationality or citizenship of the 
purchaser. Christie's is currently required to collect 
sales tax for lots it ships to the following states: New 
York.  The applicable sales tax rate will be determined 
based upon the state, county, or locale to which the 
lot will be shipped.  Successful bidders claiming an 
exemption from sales tax must provide appropriate 
documentation to Christie's prior to the release of the 
lot.  For shipments to those states for which Christie's 
is not required to collect sales tax, a successful bidder 
may be required to remit use tax to that state's taxing 
authorities.  Christie's recommends you obtain your 
own independent tax advice with further questions.

E WARRANTIES 
1 SELLER'S WARRANTIES
For each lot, the seller gives a warranty that the seller:
(a) is the owner of the lot or a joint owner of the lot 
acting with the permission of the other co-owners or, 
if the seller is not the owner or a joint owner of the lot, 
has the permission of the owner to sell the lot, or the 
right to do so in law; and
(b) has the right to transfer ownership of the lot to 
the buyer without any restrictions or claims by anyone 
else.
If either of the above warranties are incorrect, the 
seller shall not have to pay more than the purchase 
price (as defined in paragraph F1(a) below) paid by you 
to us. The seller will not be responsible to you for any 
reason for loss of profits or business, expected savings, 
loss of opportunity or interest, costs, damages, other 
damages or expenses. The seller gives no warranty in 
relation to any lot other than as set out above and, as 
far as the seller is allowed by law, all warranties from 
the seller to you, and all other obligations upon the 

seller which may be added to this agreement by law, 
are excluded. 

2 OUR AUTHENTICITY WARRANTY 
We warrant, subject to the terms below, that the lots in 
our sales are authentic (our "authenticity warranty"). 
If, within 5 years of the date of the auction, you 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) I t  i s  g iven  on ly  for  in format ion  shown in 
UPPERCASE type in the first line of the catalogue 
description (the "Heading"). It does not apply to any 
information other than in the Heading even if shown 
in UPPERCASE type. 
(c) The authenticity warranty does not apply to any 
Heading or part of a Heading which is qualified. 
Qualified means limited by a clarification in a lot's 
catalogue description or by the use in a Heading of 
one of the terms listed in the section titled Quali ed 
Headings on the page of the catalogue headed 
"Important Notices and Explanation of Cataloguing 
Practice". For example, use of the term "ATTRIBUTED 
TO…" in a Heading means that the lot is in Christie's 
opinion probably a work by the named artist but no 
warranty is provided that the lot is the work of the 
named artist. Please read the full list of Qualified 
Headings and a lot's full catalogue description 
before bidding.
(d) The authenticity warranty applies to the Heading 
as amended by any Saleroom Notice.
(e) The authenticity warranty does not apply where 
scholarship has developed since the auction leading to 
a change in generally accepted opinion. Further, it does 
not apply if the Heading either matched the generally 
accepted opinion of experts at the date of the sale or 
drew attention to any conflict of opinion.
(f) The authenticity warranty does not apply if 
the lot can only be shown not to be authentic by a 
scientific process which, on the date we published 
the catalogue, was not available or generally accepted 
for use, or which was unreasonably expensive or 
impractical, or which was likely to have damaged the 
lot.
(g) The benefit of the authenticity warranty is only 
available to the original buyer shown on the invoice 
for the lot issued at the time of the sale and only if 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 5 years of the date of the 
auction;
(ii) at Christie's option, we may require you to provide 
the written opinions of two recognised experts in 
the field of the lot mutually agreed by you and us in 
advance confirming that the lot is not authentic. If 
we have any doubts, we reserve the right to obtain 
additional opinions at our expense; and
(iii) return the lot at your expense to the saleroom from 
which you bought it in the condition it was in at the 
time of sale. 
(i) Your only right under this authenticity warranty 
is to cancel the sale and receive a refund of the 
purchase price paid by you to us. We will not, in any 
circumstances, be required to pay you more than 
the purchase price nor will we be liable for any loss 
of profits or business, loss of opportunity or value, 
expected savings or interest, costs, damages, other 
damages or expenses. 
(j) Books .  Where the lot is a book, we give an 
additional warranty for 14 days from the date of the 
sale that if on collation any lot is defective in text 
or illustration, we will refund your purchase price, 
subject to the following terms:
(a) This additional warranty does not apply to:
(i) the absence of blanks, half titles, tissue guards or 
advertisements, damage in respect of bindings, stains, 
spotting, marginal tears or other defects not affecting 
completeness of the text or illustration; 
(ii) drawings, autographs, letters or manuscripts, 
s igned photographs,  music ,  at lases,  maps or 
periodicals; 
(iii) books not identified by title; 
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(iv) lots sold without a printed estimate; 
(v) books which are described in the catalogue as sold 
not subject to return; or
(vi) defects stated in any condition  report  or 
announced at the time of sale.
(b) To make a claim under this paragraph you must 
give written details of the defect and return the lot 
to the sale room at which you bought it in the same 
condition as at the time of sale, within 14 days of the 
date of the sale.
(k) South East Asian Modern and Contemporary 
Art and Chinese Calligraphy and Painting. 
In these categories, the authenticity warranty does 
not apply because current scholarship does not permit 
the making of definitive statements. Christie's does, 
however, agree to cancel a sale in either of these two 
categories of art where it has been proven the lot is 
a forgery. Christie's will refund to the original buyer 
the purchase price in accordance with the terms of 
Christie's authenticity warranty, provided that the 
original buyer notifies us with full supporting evidence 
documenting the forgery claim within twelve (12) 
months of the date of the auction. Such evidence 
must be satisfactory to us that the lot is a forgery in 
accordance with paragraph E2(h)(ii) above and the 
lot must be returned to us in accordance with E2h(iii) 
above. Paragraphs E2(b), (c), (d), (e), (f) and (g) and (i) 
also apply to a claim under these categories. 

F PAYMENT 
1 HOW TO PAY
(a) Immediately following the auction, you must pay 
the purchase price being:
(i) the hammer price; and
(ii) the buyer's premium; and
(iii) any duties, goods, sales, use, compensating or 
service tax.
Payment is due no later than by the end of the 7th 
calendar day following the date of the auction (the 
"due date").
(b) We will only accept payment from the registered 
bidder. Once issued, we cannot change the buyer's 
name on an invoice or re-issue the invoice in a different 
name. You must pay immediately even if you want to 
export the lot and you need an export licence. 
(c) You must pay for lots bought at Christie's in Hong 
Kong in the currency stated on the invoice in one of 
the following ways:
(i) Christie's is pleased to offer clients the option of 
viewing invoices, paying and arranging shipping online 
through MyChristie's. To log in, or if you have yet to 
create an online account, please go to: www.christies.
com/MyChristies. While this service is available for 
most lots, payment and shipping must be arranged 
offline for some items. Please contact Post-Sale 
Services directly to coordinate.
(ii) Wire transfer 
You must make payments to:

HSBC
Head Office
1 Queen's Road, Central, Hong Kong
Bank code: 004
Account No. 062-305438-001
Account Name: Christie's Hong Kong Limited
SWIFT: HSBCHKHHHKH

(iii) Credit Card. 
We accept most major credit cards subject to certain 
conditions. We accept payments in person by credit 
card up to HK$1,000,000 per auction sale although 
conditions and restrictions apply. China Union Pay 
is accepted with no limits on amounts. To make a 
'cardholder not present' (CNP) payment, we accept 
payment up to HK$500,000 per auction sale. CNP 
payments cannot be accepted by all salerooms and are 
subject to certain restrictions. Details of the conditions 
and restrictions applicable to credit card payments 
are available from our Post-Sale Services Department, 
whose details are set out in paragraph (d) below. 
(iv) Cash 
We accept cash subject to a maximum of HKD80,000 
per buyer per year at our Post-Sale Services Department 
only (subject to conditions).
(v) Banker's draft 
You must make these payable to Christie's Hong Kong 
Limited and there may be conditions.
(vi) Cheque 
You must make cheques payable to Christie's Hong 
Kong Limited. Cheques must be from accounts in 
Hong Kong dollar from a Hong Kong bank. 

(d) You must quote the sale number, your invoice 
number and client number when making a payment. 
All payments sent by post must be sent to: Christie's, 
Post-Sale Services Department, 22nd Floor Alexandra 
House, 18 Chater Road, Central, Hong Kong. 
(e) For more information please contact our Post-Sale 
Services Department by phone on +852 2760 1766 or 
fax on +852 2973 0111.

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

3 TRANSFERRING RISK TO YOU 
The risk in and responsibility for the lot will transfer to 
you from whichever is the earlier of the following: 
(a) When you collect the lot; or 
(b) At the end of the 30th day following the date of 
the auction or, if earlier, the date the lot is taken into 
care by a third party warehouse as set out on the 
page headed ‘'Storage and Collection'' unless we have 
agreed otherwise with you in writing.

4 WHAT HAPPENS IF YOU DO NOT PAY
(a) If you fail to pay us the purchase price in full by 
the due date, we will be entitled to do one or more 
of the following (as well as enforce our rights under 
paragraph F5 and any other rights or remedies we 
have by law): 
(i) to charge interest from the due date at a rate of 7% 
a year above the 3-MONTH HIBOR rate from time to 
time on the unpaid amount due;
(ii) we can cancel the sale of the lot. If we do this, we 
may sell the lot again, publically or privately on such 
terms we shall think necessary or appropriate, in 
which case you must pay us any shortfall between the 
purchase price and the proceeds from the resale. You 
must also pay all costs, expenses, losses, damages 
and legal fees we have to pay or may suffer and any 
shortfall in the seller's commission on the resale; 
(iii) we can pay the seller an amount up to the net 
proceeds payable in respect of the amount bid by 
your default in which case you acknowledge and 
understand that Christie's will have all of the rights of 
the seller to pursue you for such amounts;
(iv) we can hold you legally responsible for the 
purchase price and may begin legal proceedings to 
recover it together with other losses, interest, legal 
fees and costs as far as we are allowed by law; 
(v) we can take what you owe us from any amounts 
which we or any company in the Christie's Group may 
owe you (including any deposit or other part-payment 
which you have paid to us); 
(vi) we can, at our option, reveal your identity and 
contact details to the seller; 
(vii) we can reject at any future auction any bids made 
by  you or on your behalf or to obtain a deposit from 
you before accepting any bids; 
(viii) to exercise all the rights and remedies of a person 
holding security over any property in our possession 
owned by you, whether by way of pledge, security 
interest or in any other way as permitted by the law of 
the place where such property is located. You will be 
deemed to have granted such security to us and we 
may retain such property as collateral security for your 
obligations to us; and
(ix) we can take any other action we see necessary or 
appropriate.
(b) If you owe money to us or to another Christie's 
Group company, we can use any amount you do 
pay, including any deposit or other part-payment you 
have made to us, or which we owe you, to pay off any 
amount you owe to us or another Christie's Group 
company for any transaction. 
(c) If you make payment in full after the due date, and 
we choose to accept such payment we may charge 
you storage and transport costs from the date that is 
31 calendar days following the auction in accordance 
with paragraphs Gd(i) and (ii). In such circumstances 
paragraph Gd(iv) shall apply.

5 KEEPING YOUR PROPERTY 
If you owe money to us or to another Christie's Group 
company, as well as the rights set out in F4 above, we 
can use or deal with any of your property we hold or 
which is held by another Christie's Group company in 
any way we are allowed to by law. We will only release 
your property to you after you pay us or the relevant 
Christie's Group company in full for what you owe. 
However, if we choose, we can also sell your property 

in any way we think appropriate. We will use the 
proceeds of the sale against any amounts you owe us 
and we will pay any amount left from that sale to you. 
If there is a shortfall, you must pay us any difference 
between the amount we have received from the sale 
and the amount you owe us.

G COLLECTION AND STORAGE 
(a) We ask that you collect purchased lots promptly 
following the auction (but note that you may not 
collect any lot until you have made full and clear 
payment of all amounts due to us).
(b) Information on collecting lots is set out on the 
storage and collection page
(c) If you do not collect any lot promptly following 
the auction we can, at our option, remove the lot to 
another Christie's location or an affiliate or third party 
warehouse.
(d) If you do not collect a lot by the end of the 30th 
day following the date of the auction, unless otherwise 
agreed in writing:
(i) we will charge you storage costs from that date.
(ii) we can, at our option, move the lot to or within  
an affiliate or third party warehouse and charge you 
transport costs and handling fees for doing so.
(iii) we may sell the lot in any commercially reasonable 
way we think appropriate.
(iv) the storage terms which can be found at www.
christies.com/storage shall apply.
(v) Nothing in this paragraph is intended to limit our 
rights under paragraph F4.

H TRANSPORT AND SHIPPING
1 TRANSPORT AND SHIPPING
We will enclose a transport and shipping form with 
each invoice sent to you. You must make all transport 
and shipping arrangements. However, we can arrange 
to pack, transport and ship your property if you ask 
us to and pay the costs of doing so. We recommend 
that you ask us for an estimate ,  especially for 
any large items or items of high value that need 
professional packing before you bid. We may also 
suggest other handlers, packers, transporters or 
experts if you ask us to do so. For more information, 
please contact Christie's Post-Sale Services on+852 
2760 1766 or email to postsaleasia@christies.com. 
We will take reasonable care when we are handling, 
packing, transporting and shipping a lot. However, 
if we recommend another company for any of these 
purposes, we are not responsible for their acts, failure 
to act or neglect.

2 EXPORT AND IMPORT
Any lot sold at auction may be affected by laws on 
exports from the country in which it is sold and the 
import restrictions of other countries. Many countries 
require a declaration of export for property leaving 
the country and/or an import declaration on entry of 
property into the country. Local laws may prevent you 
from importing a lot or may prevent you selling a lot in 
the country you import it into. 
(a) You alone are responsible for getting advice 
about and meeting the requirements of any laws or 
regulations which apply to exporting or importing 
any lot prior to bidding. If you are refused a licence or 
there is a delay in getting one, you must still pay us in 
full for the lot. We may be able to help you apply for 
the appropriate licences if you ask us to and pay our 
fee for doing so. However, we cannot guarantee that 
you will get one. For more information, please contact 
Christie's Post-Sale Services Department on +852 
2760 1766 or email to postsaleasia@christies.com. 
(b) Lots made of protected species
Lots made of  or  including (regardless of  the 
percentage) endangered and other protected species 
of wildlife are marked with the symbol ~ in the 
catalogue. This material includes, among other things, 
ivory, tortoiseshell, crocodile skin, rhinoceros horn, 
whalebone certain species of coral, and rosewood. 
You should check the relevant customs laws and 
regulations before bidding on any lot containing 
wildlife material if you plan to import the lot into 
another country. Several countries refuse to allow 
you to import property containing these materials, 
and some other countries require a licence from 
the relevant regulatory agencies in the countries of 
exportation as well as importation. In some cases, the 
lot can only be shipped with an independent scientific 
confirmation of species and/or age and you will need 
to obtain these at your own cost. If a lot contains 
elephant ivory, or any other wildlife material that 
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could be confused with elephant ivory, (for example, 
mammoth ivory, walrus ivory, helmeted hornbill ivory) 
please see further important information in paragraph 
(c) if you are proposing to import the lot into the 
USA. We will not be obliged to cancel your purchase 
and refund the purchase price if your lot may not 
be exported, imported or it is seized for any reason 
by a government authority. It is your responsibility 
to determine and satisfy the requirements of any 
applicable laws or regulations relating to the export 
or import of property containing such protected or 
regulated material. 
(c) US import ban on African elephant ivory
The USA prohibits the import of ivory from the African 
elephant. Any lot containing elephant ivory or other 
wildlife material that could be easily confused with 
elephant ivory (for example, mammoth ivory, walrus 
ivory, helmeted hornbill ivory) can only be imported 
into the US with results of a rigorous scientific test 
acceptable to Fish & Wildlife, which confirms that 
the material is not African elephant ivory. Where we 
have conducted such rigorous scientific testing on 
a lot prior to sale, we will make this clear in the lot 
description. In all other cases, we cannot confirm 
whether a lot contains African elephant ivory, and you 
will buy that lot at your own risk and be responsible for 
any scientific test or other reports required for import 
into the USA at your own cost. If such scientific test 
is inconclusive or confirms the material is from the 
African elephant, we will not be obliged to cancel your 
purchase and refund the purchase price. 
(d) Lots of Iranian origin 
Some countries prohibit or restrict the purchase and/
or import of Iranian-origin "works of conventional 
craftsmanship" (works that are not by a recognized 
artist and/or that have a function, for example: 
carpets, bowls, ewers, tiles, ornamental boxes). 
For example, the USA prohibits the import of this 
type of property and its purchase by US persons 
(wherever located). Other countries, such as Canada, 
only permit the import of this property in certain 
circumstances. As a convenience to buyers, Christie's 
indicates under the title of a lot if the lot originates 
from Iran (Persia). It is your responsibility to ensure 
you do not bid on or import a lot in contravention of 
the sanctions or trade embargoes that apply to you. 
(e) Gold
Gold of less than 18ct does not qualify in all countries 
as 'gold' and may be refused import into those 
countries as 'gold'. 
(f) Watches
Many of the watches offered for sale in this catalogue 
are pictured with straps made of endangered or 
protected animal materials such as alligator or 
crocodile. These lots are marked with the symbol 
in the catalogue. These endangered species straps 
are shown for display purposes only and are not for 
sale. Christie's will remove and retain the strap prior 
to shipment from the sale site. At some sale sites, 
Christie's may, at its discretion, make the displayed 
endangered species strap available to the buyer of the 
lot free of charge if collected in person from the sale 
site within 1 year of the date of the sale. Please check 
with the department for details on a particular lot.

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

I OUR LIABILITY TO YOU
(a) We give no warranty in relation to any statement 
made, or information given, by us or our representatives 
or employees, about any lot other than as set out in the 
authenticity warranty and, as far as we are allowed 
by law, all warranties and other terms which may be 
added to this agreement by law are excluded. The 
seller's warranties contained in paragraph E1 are their 
own and we do not have any liability to you in relation 
to those warranties.
(b) (i) We are not responsible to you for any reason 
(whether for breaking this agreement or any other 
matter relating to your purchase of, or bid for, any 
lot) other than in the event of fraud or fraudulent 
misrepresentation by us or other than as expressly set 
out in these conditions of sale; and
(ii) We do not give any representation, warranty or 
guarantee or assume any liability of any kind in respect 
of any lot with regard to merchantability, fitness for a 
particular purpose, description, size, quality, condition, 
attribution, authenticity, rarity, importance, medium, 
provenance, exhibition history, literature, or historical 

relevance. Except as required by local law, any 
warranty of any kind is excluded by this paragraph.
(c) In particular, please be aware that our written 
and telephone bidding services, Christie's LIVE™, 
condition reports, currency converter and saleroom 
video screens are free services and we are not 
responsible to you for any error (human or otherwise), 
omission,  breakdown, or delay,  unavailabi l i ty, 
suspension or termination of any of these services.
(d) We have no responsibility to any person other 
than a buyer in connection with the purchase of any 
lot.
(e) If, in spite of the terms in paragraphs (a) to (d) 
or E2(i) above, we are found to be liable to you for 
any reason, we shall not have to pay more than the 
purchase price paid by you to us. We will not be 
responsible to you for any reason for loss of profits 
or business, loss of opportunity or value, expected 
savings or interest, costs, damages, or expenses.

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

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

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

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

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

6 TRANSLATIONS 
If we have provided a translation of this agreement, we 
will use the English version in deciding any issues or 
disputes which arise under this agreement.

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

8 WAIVER
No failure or delay to exercise any right or remedy 
provided under these Conditions of Sale shall 
constitute a waiver of that or any other right or remedy, 
nor shall it prevent or restrict the further exercise of 
that or any other right or remedy. No single or partial 
exercise of such right or remedy shall prevent or 
restrict the further exercise of that or any other right or 
remedy.
9 LAW AND DISPUTES
The rights and obligations of the parties with respect 
to these Conditions of Sale, the conduct of the auction 

and any matters connected with any of the foregoing 
shall be governed and interpreted by the Hong Kong 
laws. By bidding at auction, whether present in person 
or by agent, by written bid, telephone or other means, 
the buyer shall be deemed to have accepted these 
Conditions and submitted, for the benefit of Christie's, 
to the exclusive jurisdiction of the Hong Kong courts, 
and also accepted that Christie's also has the right to 
pursue remedies in any other jurisdiction in order to 
recover any outstanding sums due from the buyer.

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

K GLOSSARY 
authentic : a genuine example, rather than a copy or 
forgery of:
(i) the  work  of  a  part icu lar  ar t is t ,  author  or 
manufacturer, if the lot is described in the Heading as 
the work of that artist, author or manufacturer;
(ii) a work created within a particular period or culture, 
if the lot is described in the Heading as a work 
created during that period or culture;
(iii) a work for a particular origin source if the lot is 
described in the Heading as being of that origin or 
source; or
(iv) in the case of gems, a work which is made of 
a particular material, if the lot is described in the 
Heading as being made of that material.
authenticity warranty : the guarantee we give in this 
agreement that a lot is authentic as set out in section 
E2 of this agreement.
buyer's premium : the charge the buyer pays us along 
with the hammer price.
catalogue description : the description of a lot in the 
catalogue for the auction, as amended by any saleroom 
notice.
Christie's Group : Christie's International Plc, its 
subsidiaries and other companies within its corporate 
group.
condition : the physical condition of a lot.
due date : has the meaning given to it paragraph 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.
quali ed : has the meaning given to it in paragraph E2 
and Qualified Headings means the section headed 
Qualified Headings on the page of the catalogue 
headed 'Important Notices and Explanation of 
Cataloguing Practice'.
reserve : the confidential amount below which we will 
not sell a lot. 
saleroom notice : a written notice posted next to the 
lot in the saleroom and on www.christies.com, which 
is also read to prospective telephone bidders and 
notified to clients who have left commission bids, or 
an announcement made by the auctioneer either at 
the beginning of the sale, or before a particular lot is 
auctioned.
UPPER CASE type : means having all capital letters.
warranty : a statement or representation in which the 
person making it guarantees that the facts set out in it 
are correct.
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IMPORTANT NOTICES AND EXPLANATION OF CATALOGUING PRACTICE

IMPORTANT NOTICES

CHRISTIE'S INTEREST IN PROPERTY 
CONSIGNED FOR AUCTION

�: 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 � next to its lot 
number. 

º 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 º next 
to the lot number. 

º� 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 º�.   

Christie's compensates the third party in exchange 
for accepting this risk provided that the third party is 
not the successful bidder.  The remuneration to the 
third party may either be based on a fixed fee or an 
amount calculated against the final hammer price.  
The third party may also bid for the lot above the 
written bid.  Where the third party is the successful 
bidder, the third party is required to pay the hammer 
price and the buyer’s premium in full.  
Third party guarantors are required by us to disclose 
to anyone they are advising their financial interest 
in any lots they are guaranteeing. However, for the 

avoidance of any doubt, if you are advised by or 
bidding through an agent on a lot identified as being 
subject to a third party guarantee  you should always 
ask your agent to confirm whether or not he or she 
has a financial interest in relation to the lot.

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 a lot consigned by the Estate or where a 
partner in a risk-sharing arrangement has reserved 

SYMBOLS USED IN THIS CATALOGUE

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

º
Christie's has a direct financial interest in the lot. See 
Important Notices and Explanation of Cataloguing 
Practice. 

�
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 Section 
H2(b) of the Conditions of Sale• Buying at Christie's.

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

Please note that lots are marked as a convenience 
to you and we shall not be liable for any errors in, or 
failure to, mark a lot.

" "

º

�

 

H2(b)

�
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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 detai led 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.

Quali ed 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.
The date given for Old Master,  Modern and 
Contemporary Prints is the date (or approximate 
date when prefixed with 'circa') on which the matrix 
was worked and not necessarily the date when the 
impression was printed or published.
*This term and its definition in this Explanation of 
Cataloguing Practice are a qualified statement as 
to authorship. While the use of this term is based 
upon careful study and represents the opinion of 
specialists, Christie's and the consignor assume no 
risk, liability and responsibility for the authenticity 
of authorship of any lot in this catalogue described 
by this term, and the Authenticity Warranty shall not 
be available with respect to lots described using this 
term.
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ADMINISTRATION FEE, STORAGE & RELATED CHARGES

CHARGES PER LOT LARGE OBJECTS
E.g. Furniture, Large Paintings & 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 Fee
Storage per day

HK$ 700
HK$80

HK$350
HK$40

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 lower.  

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.

STORAGE AND COLLECTION
COLLECTION LOCATION AND TERMS
All lots not collected from Christie's at the Hong Kong 
Convention and Exhibition Centre by 4.00 pm on 31 
May 2017 will, at our option, be removed to an offsite 
warehouse. Please contact Post-Sale Services to 
confirm the location of your property prior to collection.  
Our removal and storage of the lot is subject to 
the terms and conditions of storage which can be 
found at www.christies.com/storage and our fees for 
storage are set out in the table below - these will apply 
whether the lot remains with Christie's warehouse or 
is removed elsewhere. 

All lots will be available for collection from 2.00 pm on 
1 June 2017.   
All collections from the offsite warehouse will be by 
pre-booked appointment only.  
Please contact  Christ ie 's  Post-Sale Services 
Department at least one business day in advance to 
book a collection time.
Tel: +852 2760 1766 / Email: postsaleasia@christies.
com .

For lots stored at an offsite warehouse, if you would 
like to collect the lot from our office, a local delivery 
charge of a minimum of HK$850 may be applied.  A 
lot at Christie's will be available for collection on a 
working day between 9.30am and 12:30pm / 2:00pm 
and 6:00pm.  Lots are not available for collection at 
weekends and public holidays.

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

SHIPPING AND DELIVERY
Christie's Post-Sale Services Department can organise 
local deliveries or international freight. Please contact 
them on +852 2760 1766 or postsaleasia@christies.

com. To ensure that arrangements for the transport of 
your lot can be finalised before the expiry of any free 
storage period, please contact Christie's Post-Sale 
Services Department 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 whilst in storage. Christie's liability 
will be limited to the invoice purchase price including 
buyers' premium. Christie's liability will continue until 
the lots are collected by you or an agent acting for you 
following payment in full. Christie's liability is subject 
to Christie's Terms and Conditions of Liability posted 
on www.christies.com.

2017 5 31 4

www.christies.com/storage

2017 6 1 2

+852 2760 1766 / postsaleasia@christies.com

850
9 30

12 30 / 2 6
+852 2760 1766 postsaleasia@christies.com

www.christies.
com
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IMPRESSIONIST & MODERN ART  
EVENING SALE 
New York, 15 May 2017

VIEWING
6-15 May 2017 
20 Rockefeller Plaza  
New York, NY 10020

CONTACT
Jessica Fertig   
+1 212 636 2050

Property from an Important Private European Collection
PABLO PICASSO (1881-1973)

Femme assise, robe bleue
signed and dated ‘Picasso 25.10.39.’ (lower left)

oil on canvas
28 ¾ x 23 ⅝ in. (73 x 60 cm.)
Painted on 25 October 1939
$35,000,000 – 50,000,000
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TUSCAN CHIANTI ESTATE
SAN CASCIANO IN VAL DI PESA, ITALY

In the heart of the tranquil Italian countryside bounded by cypresses, 

vineyards, and olive groves, lies this historic estate overlooking the Chianti 

Classico Hills. Dating from the 13th century, this property has a noble history 

and is located just 30 minutes’ drive from Florence.

Offered at €17,150,000

www.christiesrealestate.com 
Web ID: C57181

CHRISTIE’S INTERNATIONAL REAL ESTATE
Sandrine Kockum · +44(0)207 389 2522 

skockum@christies.com
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ASIAN 20TH CENTURY & 
CONTEMPORARY ART 
EVENING SALE

SATURDAY 27 MAY 2017
AT 6.30PM

Convention Hall, 
Hong Kong Convention and Exhibition Centre, 
No.1 Harbour Road, Wanchai, Hong Kong

CODE NAME: NEW ERA S17
SALE NUMBER: 13267
LOT NUMBER: 26-64

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

BID ONLINE FOR THIS SALE AT  
WWW.CHRISTIES.COM

BIDDING INCREMENTS
Bidding generally starts below the low estimate and increases 
in steps (bid increments) of up to 10 per cent. The auctioneer 
will decide where the bidding should start and the bid 
increments. Written bids that do not conform to the increments 
set below may be lowered to the next bidding- interval.

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

1.  I request Christie's to bid on the stated lots up to the 
maximum bid I have indicated for each lot. 

2.  I understand that if my bid is successful the amount payable 
will be the sum of the hammer price and the buyer's 
premium (together with any taxes chargable on the 
hammer price and buyer's premium in accordance 
with the Conditions of Sale • Buying at Christie's). The 
buyer's premium rate shall be an amount equal to 25% 
of the hammer price of each lot up to and including HK$ 
1,200,000, 20% on any amount over HK$ 1,200,000 up 
to and including HK$ 20,000,000 and 12% of the amount 
above HK$ 20,000,000. For wine there is a flat rate of 22.5% 
of the hammer price of each lot sold.

3. I agree to be bound by the Conditions of Sale • Buying at 
Christie's printed in the catalogue.

4. I understand that if Christie's receive written bids on a lot for 
identical amounts and at the auction these are the highest 
bids on the lot, Christie's will sell the lot to the bidder whose 
written bid it received and accepted first. 

5. Written bids submitted on "no reserve" lots will, in the 
absence of a higher bid, be executed at approximately 50% 
of the low estimate or at the amount of the bid if it is less 
than 50% of the low estimate.

I understand that Christie's written bid service is a free service 
provided for clients and that, while Christie's will be as careful 
as it reasonably can be, Christie's will not be liable for any 
problems with this service or loss or damage arising from 
circumstances beyond Christie's reasonable control.

Auction Results: +852 2760 1766.

The auctioneer will usually only accept bids for High Value Lots 
if a deposit has been arranged prior to the day of sale and the 
High Value Lot pre-registration application has been completed. 
High Value Lot Deposit Forms should be sent to the Bids 
Department by email to bidsasia@christies.com. I understand 
that if I have not completed the High Value Lot pre-registration 
before sale I will not be permitted to bid for High Value Lots.

If you are not successful in any bid and do not owe any Christie's 
group company any money, the deposit will be refunded to you 
by way of wire transfer or such other method as determined by 
Christie's. Please make sure that you provide your bank details 
in the High Value Lot Deposit Forms.

Written bids must be received at least 24 hours before the auction begins. Christie's will confirm all bids 

received by e-mail by return e-mail. If you have not received confirmation within one business day, please 

resubmit your bid(s) or contact: 

Bid Department. Tel: +852 2978 9910  Email: bidsasia@christies.com 

PLEASE PRINT CLEARLY

Lot number
(in numerical order)

Maximum Bid HK$
(excluding buyer's premium)

Lot number
(in numerical order)

Maximum Bid HK$
(excluding buyer's premium)

Client Number (if applicable)

Client Name (please print)

Address

 Post Code

Contact Number (Mobile) (Fax)

Email

 Please tick if you do not want to receive your invoice by email.
 Please tick if you prefer not to receive information about our upcoming sales by e-mail

I HAVE READ AND UNDERSTOOD THIS WRITTEN BID FORM AND THE CONDITIONS OF SALE • BUYING AT CHRISTIE'S

Signature Date

If you have not previously bid or consigned with Christie's, please attach copies of the following documents. 
Individuals: government-issued photo identification (such as a photo driving licence, national identity card, or 
passport) and, if not shown on the ID document, proof of current address, for example a utility bill or bank statement. 
Corporate clients: certificate of incorporation, proof of company address, photo ID copy of the authorized bidder, 
letter of authorization duly signed by the director or the legal representative and, where applicable, chopped with 
company stamp and official document listing directors and shareholders. Other business structures such as 
trusts, o shore companies or partnerships: please contact the Credit Department at + 852 2978 6870 for advice 
on the information you should supply. If you are registering to bid on behalf of someone who has not previously bid 
or consigned with Christie's, please attach identification documents for yourself as well as the party on whose behalf 
you are bidding, together with a signed letter of authorisation from that party. 

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

Written Bids Form
Christie's Hong Kong

�
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13267
26-64

10%

 
1,000-2,000  100
2,000-3,000  200
3,000-5,000  200, 500, 800
 ( 4,200, 4,500, 4,800
5,000-10,000  500
10,000-20,000  1,000
20,000-30,000  2,000
30,000-50,000  2,000, 5,000, 8,000
 ( 32,000, 35,000, 38,000
50,000-100,000  5,000
100,000-200,000  10,000
200,000-300,000  20,000
300,000-500,000  20,000, 50,000, 80,000
 ( 320,000, 350,000, 380,000
500,000-1,000,000   50,000 
1,000,000   

•
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�
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Paddle No.
BIDDER REGISTRATION FORM

A

B

Bidder’s Detail

Identity Documents and Financial References

Christie’s Hong Kong Limited
22nd Floor Alexandra House, 18 Chater Road, Central, Hong Kong    Tel: +852 2760 1766

www.christies.com

Personal Account:  Account Holder  Authorised Agent (Name) 

 Authorisation Letter and ID (if applicable):  Attached  In System/previously provided

Company Account:  I am (name and position) 

 Authorisation Letter and ID (if applicable):  Attached  In System/previously provided

If you have not previously bid or consigned with Christie’s, please provide copies of the following documents. Individuals: government-issued photo identification (such as a national identity card or passport) 
and, if not shown on the ID document, proof of current address, for example a utility bill or bank statement. Corporate clients: a certificate of incorporation, proof of company address, photo ID copy of the 
authorized bidder, letter of authorization duly signed by the director or the legal representative and, where applicable, chopped with company stamp and o icial document listing directors and shareholders. 
Other business structures such as trusts, o shore companies or partnerships: please contact the Credit Department at +852 2978 6870 for advice on the information you should supply. If you are 
registering to bid on behalf of someone who has not previously bid or consigned with Christie’s, please attach identification documents for yourself as well as the person on whose behalf you are bidding, 
together with a signed letter of authorisation from the person. New clients, clients who have not made a purchase from any Christie’s o ice within the last 12 months, and those wishing to spend more than on 
previous occasions will be asked to supply a bank reference and/or a recent bank statement and we may also require a deposit as we deem appropriate as a condition of allowing you to bid. If you are asked to 
provide a deposit, you will need to arrange payment with us. Your bidder registration will not be considered complete until we receive payment of the deposit in full and cleared funds.
High Value Lots Paddle Registration:
Do you require a High Value Lot (“HVL”) paddle?  Yes  No
You will need a HVL paddle if you intend to bid on: (i) any lot in the Asian 20th Century & Contemporary Art Evening Sale; or (ii) a lot the low estimate of which is HK$ 8 million or above. The auctioneer 
will only take bids on High Value Lots from bidders holding HVL paddles. To secure your HVL paddle, you will need to pay a HVL deposit, which we will calculate for you. Generally it will be the higher of: 
(i) HK$ 1,500,000 or (ii) 20 % of the aggregate low estimates of the HVLs you intend to bid on; or (iii) such other amount as we may determine from time to time. You can pay your HVL deposit using any 
of the following methods:  credit card(s) acceptable to Christie’s; wire transfer; cashier order or cheque. We cannot accept payment from third parties and agents. The HVL registration procedure applies 
even if you have already registered to bid in our sales on other lots. Please allow at least 48 hours for processing of your HVL registration. We reserve the right to change our HVL registration procedure and 
requirements from time to time without notice.
Please indicate the bidding level you require:

 HK $ 0 - 500,000  HK $ 500,001 - 2,000,000  HK $ 2,000,001 - 4,000,000
 HK $ 4,000,001 - 8,000,000  HK $ 8,000,001 - 20,000,000  HK $ 20,000,000 +

C Sale Registration
Please register me for the following sessions:

 14714 Finest & Rarest Wines from An Exceptional Private Collection Direct from Octavian Vaults
 14718 Fine and Rare Wines Featuring

  An Outstanding Collection of A Wine Lover & A Single Owner Collection

 13267 Contemporaries: Voices from East and West
  Asian 20th Century & Contemporary Art (Evening Sale)

 13269 Asian Contemporary Art (Day Sale)
 13268 Asian 20th Century Art (Day Sale)
 14336 Chinese Contemporary Ink
 14715 Important Watches
 14337 Fine Chinese Classical Paintings and Calligraphy

D Collection and Shipment
Please select one of the following options:

 I will collect my purchased lot(s).
 Please provide a shipping quotation to my account address/the below address:

Account No. 

Account Name 

Business Registration No. 

Invoice Address Room/Flat  Floor  Block 

 Building/Estate 

 Street Address 

 City/District  Post/Zip Code 

 County/Province/State  Country 

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

Country Code  Phone No.      Email 

E Declarations
• I have read the “Conditions of Sale • Buying at Christie’s” and “Important Notices and Explanation of Cataloguing Practice” printed in the sale catalogue, as well as the ”No Third Party Payment Notice” 

and agree to be bound by them.
• I have read the data collection section of the conditions of sale printed in the sale catalogue and agree to be bound by its terms.
• The auctioneer will usually only accept bids for high value lots if a deposit has been arranged before the day of the auction and the high value lot pre-registration application has been completed. I 

understand that if I have not completed the high value lot pre-registration before the auction I will not be permitted to bid for high value lots.
• If you are not successful in any bid and do not owe any Christie’s group company any money, the deposit will be refunded to you by way of wire transfer or such other method as determined by 

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

 Please tick if you are a new client and would like to receive information about sales, events and other services o“ ered by the Christie’s group and its a“ iliates 
by e-mail. You can opt-out of receiving this information at any time.

 Invoice will be sent by email. Please tick if you do NOT wish to receive your invoice by email.
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 14338 Fine Chinese Modern Paintings
 14716 Hong Kong Magnificent Jewels

 15710 Resplendent and Glorious – Ancient Temples Amidst Clouds  
  previously from the Mei Yun Tang Collection

 15657 Adorning the Kings – A Private Collection of Archaic Jade Ornaments
 14557 Handbags & Accessories
 15658 The Perfect Countenance – Fine Buddhist Works of Art
 14809 The Yongzheng Emperor’s Double-Dragon Amphora

 14612 The Imperial Sale
  Important Chinese Ceramics and Works of Art

�



220 ASIAN 20TH CENTURY & CONTEMPORARY ART 

A

B

E

www.christies.com

+852 2978 6870

(i) (ii) 8,000,000
(i) 1,500,000 (ii)

20% (iii)
48

  0 - 500,000   500,001 - 2,000,000   2,000,001 - 4,000,000
  4,000,001 - 8,000,000   8,000,001 - 20,000,000   20,000,000 +

•  • 
• 
• 
• 

 �

 �

C

D

/

     

registrationasia@christies.com

�



221

CHRISTIE’S

C H R I S T I E ’S  I N T E R N AT I O N A L  P LC
François Pinault, Chairman
Patricia Barbizet, Deputy Chairwoman
Guillaume Cerutti, Chief Executive Officer
Jussi Pylkkänen, Global President
Stephen Brooks, Deputy Chief Executive Officer
Loïc Brivezac, Gilles Erulin, Gilles Pagniez, 
Héloïse Temple-Boyer
Sophie Carter, Company Secretary

I N T E R N AT I O N A L  C H A I R M E N
Stephen Lash, Chairman, Emeritus, Americas
The Earl of Snowdon, Honorary Chairman, EMERI
Charles Cator, Deputy Chairman, Christie’s Int.
Xin Li, Deputy Chairwoman, Christie’s Int.

C H R I S T I E ’S  AS I A
Rebecca Wei, President

C H A I R M A N ’S  O F F I C E
François Curiel, International Chairman
Jonathan Stone, Chairman, Asian Art
Jinqing Cai, Chairwoman, China
Eric Chang, Deputy Chairman
Ben Kong, Deputy Chairman
Vickie Sek, Deputy Chairwoman

C H R I S T I E ’S  A DV I S O RY  B OA R D, AS I A
François Curiel, International Chairman
Rebecca Wei, Chairwoman
Raymond Ch’ien, Pierre Chen, The Baroness Dunn,  
William Fung, Anthony Lin, Dee Poon,  
Mimi Tang, Robert Tsao, Douglas Woo

C H R I S T I E ’S  A DV I S O RY  B OA R D, C H I N A
François Curiel, International Chairman
Jinqing Cai, Chairwoman
Qionger Jiang, Pan Gong Kai, Handel Lee,
Mary Ma, Patrick Thomas, Wang Wei

S E N I O R  V I C E  P R ES I D E N T S
Pola Antebi, Karen Au Yeung, Chie Banta,  
Lavina Chan, YF Cheung, Elaine Holt,  
Mary Lee, Kitty Mak, Ada Ong,  
Julien Pradels, Audrey Shum, Simon Tam,  
Chi Fan Tsang

V I C E  P R ES I D E N T S
Carmen Shek Cerne, Joyce Chan, Janet Chang,  
Blanca Cheng, Jennie Chu, Charmie Hamami,  
Gloria Ho, Julia Hu, Marcello Kwan,  
Elaine Kwok, Stephenie Leung, Ruben Lien,  
Gabrielle Mak, Sara Mao, Lillian Ng,  
Jasmin Ngai, Patricia Nobel, Gen Ogo,  
Jessie Or, Terence Poon, Alexandra Reid,  
Bo Tan, Francis Tsang, Lihua Tung,  
Han-I Wang, Nicole Wright, Alan Yip,  
Kim Yu

ASS O C I AT E  V I C E  P R ES I D E N T S
Hami Bianchi, Selina Chan, Lesley Chen,  
Liang-Lin Chen, Amy Cheng, Fung Chiang,  
Isaac Choi, Terry Choi, Yanie Choi,  
Betsy Chow, Dai Dai, Aubrey Daval,  
Helen Fung, Phybie Ho, Dexter How,  
Yunah Jung, Bigol Lam, Kevyn Leung,  
Nelly Li, Rachel Li, May Lim,  
Georgina Liu, Yu-Shan Lu, Benson Or,  
Felix Pei, Othniel Jai Prakash, Mandy Wang,  
Michael Xie, Jessica Wu, Maxwell Yao,  
Dina Zhang, Michelle Zhang, Grace Zhuang

13/04/17

HONG KONG AUCTION CALENDAR

FINEST & RAREST WINES FROM 
AN EXCEPTIONAL PRIVATE 
COLLECTION DIRECT FROM 
OCTAVIAN VAULTS
Sale number: 14714
FRIDAY 26 MAY
5.00 PM

FINE AND RARE WINES FEATURING
AN OUTSTANDING COLLECTION OF 
A WINE LOVER & A SINGLE OWNER 
COLLECTION 
Sale number: 14718
SATURDAY 27 MAY
10.00 AM

CONTEMPORARIES:  
VOICES FROM EAST AND WEST
ASIAN 20TH CENTURY & 
CONTEMPORARY ART 
EVENING SALE

Sale number: 13267
SATURDAY 27 MAY
6.30 PM
Viewing: 26-27 May

ASIAN CONTEMPORARY ART 
DAY SALE

Sale number: 13269
SUNDAY 28 MAY
10.30 AM
Viewing: 26-27 May

ASIAN 20TH CENTURY ART  
DAY SALE

Sale number: 13268
SUNDAY 28 MAY
1.30 PM
Viewing: 26-27 May

CHINESE CONTEMPORARY INK
Sale number: 14336
MONDAY 29 MAY
11.00 AM
Viewing: 26-28 May

IMPORTANT WATCHES
Sale number: 14715
MONDAY 29 MAY
2.00 PM
Viewing: 26-28 May

FINE CHINESE CLASSICAL 
PAINTINGS AND CALLIGRAPHY
Sale number: 14337
MONDAY 29 MAY
2.30 PM
Viewing: 26-29 May

FINE CHINESE MODERN PAINTINGS
Sale number: 14338
TUESDAY 30 MAY
10.00 AM, 2.00 PM & 4.20 PM
Viewing: 26-29 May

HONG KONG MAGNIFICENT JEWELS
Sale number: 14716
TUESDAY 30 MAY
1.00 PM
Viewing: 26-30 May

RESPLENDENT AND GLORIOUS   
ANCIENT TEMPLES AMIDST 
CLOUDS PREVIOUSLY FROM THE 
MEI YUN TANG COLLECTION
Sale number: 15710
TUESDAY 30 MAY
4.15 PM
Viewing: 26-29 May

ADORNING THE KINGS   
A PRIVATE COLLECTION OF 
ARCHAIC JADE ORNAMENTS
Sale number: 15657
WEDNESDAY 31 MAY
10.30 AM
Viewing: 26-30 May

HANDBAGS & ACCESSORIES
Sale number: 14557
WEDNESDAY 31 MAY
11.00 AM
Viewing: 26-30 May

THE PERFECT COUNTENANCE  
FINE BUDDHIST WORKS OF ART
Sale number: 15658
WEDNESDAY 31 MAY
11.15 AM
Viewing: 26-30 May

THE YONGZHENG EMPEROR’S 
DOUBLE-DRAGON AMPHORA
Sale number: 14809
WEDNESDAY 31 MAY
11.45 AM
Viewing: 26-30 May

THE IMPERIAL SALE
Sale number: 14612
WEDNESDAY 31 MAY
11.45 AM
Viewing: 26-30 May

IMPORTANT CHINESE CERAMICS 
AND WORKS OF ART
Sale number: 14612
WEDNESDAY 31 MAY
2.30 PM
Viewing: 26-30 May
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