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Specified lots (sold and unsold) marked with a filled square
() not collected from Christie’s by 5.00pm on the day of
the sale will, at our option, be removed to Christie’s Fine Art
Storage Services (CFASS in Red Hook, Brooklyn). Christie’s
will inform you if the lot has been sent offsite.

If the lot is transferred to Christie’s Fine Art Storage Services,
it will be available for collection after the third business day
following the sale.

Please contact Christie's Post-Sale Service 24 hours in
advance to book a collection time at Christie’s Fine Art
Services. All collections from Christie's Fine Art Services will
be by pre-booked appointment only.

Please be advised that after 50 days from the auction date
property may be moved at Christie's discretion. Please contact
Post-Sale Services to confirm the location of your property
prior to collection.

Tel: +1 212 636 2650
Email: PostSaleUS@christies.com

Operation hours for both Christie’s Rockefeller and
Christie’s Fine Art Storage are from 9:30 am to 5:00 pm,
Monday - Friday.
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James and Marilynn Alsdorf
at the Kenilworth, Miami 1950.

Photographer unknown, courtesy
of the consignor.
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tHE JAMES ano MARILY NN
ALSDORF COLLECTION

The Collection of James and Marilynn Alsdorf
represents a notable achievement in the history of’
American connoisseurship. Steadily acquired throughout
the latter halt of the twentieth century by two of
Chicago’s most important civic and cultural patrons,

the Collection is unparalleled in its breadth and quality,
illuminating the remarkable feats of human artistry
across time and geography. For the Alsdorfs, collecting
represented a unique opportunity for exploration,
adventure, and the pursuit of beauty, extending from

the art-filled rooms of their Chicago residence to distant
continents and historic lands. The couple’s philosophy of
collecting, as Marilynn Alsdorf explained, was simple yet
profound: “We looked for objects,” she said, “to delight

”»

our eyes and souls....

Married in 1952, James and Marilynn Alsdorf would
spend nearly four decades together building a life
centered on art, philanthropy, and family. The son of a
former Dutch diplomat and exporter, James W. Alsdorf’
joined his father’s business after studying at the Wharton
School of Business at the University of Pennsylvania.

It was while working for his family’s company, Alsdort
International, Ltd., that Mr. Alsdorf came upon the
opportunity to acquire the Cory Corporation, a
producer of coffee brewers and equipment. Under Mr.
Alsdorf’s leadership, Cory grew to become the nation’s
top manufacturer in the field, allowing him to expand
the business into other areas of production and service.
After successfully selling the company to the Hershey
Corporation in the late 1960s, he re-joined the Alsdorf
family’s export firm, and worked together with his wife,
Marilynn, to amass an exceptional private collection of

fine art.

Raised in Chicago’s Rogers Park neighborhood and
educated at Northwestern University, Marilynn Alsdorf
was a woman whose intelligence and passion for fine
art left an indelible mark on the Alsdorfs’ collection and
the community in which they lived. The couple made
their first acquisition at a Chicago auction shortly after
their marriage. The work was a harbinger of greater
things to come, prompting the couple to look deeper
into the innumerable strands of art historical expression
found throughout history—from the societies of ancient
Egypt and Greece to the early Renaissance, Islamic art,
Chinese and East Asian art, and Modern painting and
sculpture. Through international travel, personal
scholarship, and in conversation with leading curators,
dealers, and living artists, the Alsdorfs honed a shared,
astute connoisseurship, one driven by an ineffable,
almost spiritual quality found in the works they chose
to acquire.

It was this “love of the object,” as the Alsdorfs
described it, that resulted in an extraordinary, polymathic
private collection. The couple’s residence on Chicago’s
Lake Shore Drive became home to a striking mélange
of works in which painting, sculpture, and decorative
arts from around the world stood in art historical
conversation—a curatorial achievement in its own right
for which the Alsdorfs were widely celebrated. The
couple were especially pioneering in their acquisition
of Indian, Southeast Asian, and Himalayan art, areas
that were largely undervalued when they first began to
acquire these works in the 1960s. The Alsdorfs’ first
visit to India in 1968 was followed by numerous trips
in the region, allowing them to expand both their
expertise and their collection. Each new spark of art
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“We looked for objects to delight our eyes

and souls....”

MARILYNN ALSDORF

historical interest—in Old Master drawings, Buddhist
sculpture, Chinese porcelain, Native American art, and
beyond—set oft a flurry of erudition and acquisition.
“You have to love something before you buy it,” Mrs.
Alsdorf explained. “Find something, some period or
some venue that you really like and do research on it.
Find something that you're passionate about and then
start collecting.”

While their collection included masterful pieces by
unknown artists from across history, the Alsdorfs

were also keen to advance the work of Modern and
Contemporary figures, acquiring works by artists such
as Mark Rothko, René Magritte, Frida Kahlo, Fernand
Léger, Jean Dubuffet, and others. In 1967, the Alsdorfs
joined other prominent Chicago collectors, including
Edwin and Lindy Bergman and Robert and Beatrice
Mayer, in founding the Museum of Contemporary Art
Chicago, an institution to which they would provide
extensive financial and personal leadership. The Alsdorfs’
patronage of museums and cultural institutions extended
across Chicago and the wider United States: Mr. Alsdorf
was a member of the International Council of the
Museum of Modern Art, the Collectors Committee of
the National Gallery of Art, and a board member of
Dumbarton Oaks, among others. Mrs. Alsdorf, for her
part, served as president of the Arts Club of Chicago
and in leadership positions at institutions including the
Smart Museum of Art at the University of Chicago, the
Snite Museum of Art at the University of Notre Dame,
and the Mary and Leigh Block Museum of Art at
Northwestern University.

With the passing of James Alsdorf in 1990, his wife and
family sought to continue to build upon the legacy in

art and philanthropy that had defined his life. From the
1950s, the Alsdorfs were especially ardent patrons of the

PART I

Art Institute of Chicago, gifting or lending hundreds of
works to the museum commencing in the earliest days
of their collecting. A longtime AIC trustee, Mrs. Alsdort
served for a time as president of the museum’s Women’s
Board, while Mr. Alsdorf served as AIC chairman

from 1975 to 1978. The couple’s decades of generosity
toward the AIC would extend past Mr. Alsdorf’s death
and into the twenty-first century. In 1997, Mrs. Alsdorf
presented the AIC with some four hundred works of
Southeast Asian art, a transformative bequest celebrated
by the landmark exhibition A Collecting Odyssey:

Indian, Himalayan, and Southeast Asian Art from the
James and Marilynn Alsdotf Collection. Less than a decade
later, Mrs. Aldort made yet another monumental gift
when she supported the construction of the Alsdorf
Galleries of Indian, Southeast Asian, Himalayan, and
Islamic Art, an arresting Renzo Piano-designed space
bridging the museum’s Michigan Avenue building and
Modern Wing. At the same time, Mrs. Alsdorf funded
a dedicated curatorial position at the AIC in Southeast
Asian art, ensuring that generations of visitors will
continue to discover the wonders of the field through
exhibitions and education.

In 2006, when Marilynn Alsdorf was presented with

the Joseph R. Shapiro Award from the Smart Museum
of Art, fellow collector John Bryan lauded her as “an
art patron without equal in our time in Chicago.”
Together, the Alsdorfs had not only built a peerless
private collection of fine art from around the world, but
had also dedicated themselves to sharing that collection
and the passion that fueled its acquisition. The James and
Marilynn Alsdorf Collection now serves as the tangible
representation of the wide-reaching curiosity and
connoisseurship of its namesakes—an unwavering belief

in the transcendent and timeless power of art.
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A RARE BRONZE FIGURE OF GANESHA

NEPAL,14TH CENTURY

Seated in maharajalilasana holding a mala, his broken tusk, and a bowl of sweets, from
which he snacks with his trunk, the corpulent body adorned with a sacred thread and
naga-form armlets, the elephant's head surmounted by a foliate tiara, with the hair

gathered in a flat chignon with locks escaping over the shoulders
7% in. (19.1 cm.) high
$40,000-60,000

PROVENANCE:

The James and Marilynn Alsdorf Collection, Chicago, acquired prior to 1981.

EXHIBITED:

Philadelphia Museum of Art; Fort Worth, Kimbell Art Museum; Seattle Art Museum;
Los Angeles County Museum of Art, ‘“Manifestations of Shiva,” 29 March 1981-

30 May 1982, cat. no. 118.

The Art Institute of Chicago, “A Collecting Odyssey: Indian, Himalayan, and Southeast
Asian Art from the James and Marilynn Alsdorf Collection,” 2 August-26 October 1997,
cat. no. 65.

LITERATURE:
S. Kramrisch, Manifestations of Shiva, Philadelphia, 1981, p. 144, cat. no. 118.
The Washington Post, “India’s Many-Splendored God,” 29 March 1981.

J. Bowles, “Manifestations of Shiva,” Orientations, vol. 12, no. 7, July 1981, p. 21, fig. 15.

I. Alsop, “The Alsdorf Collection: Highlights from the Himalayas,” Orientations, July/
August 1997, illus. cover, p. 51, fig. 1.

P. Pal, A Collecting Odyssey: Indian, Himalayan, and Southeast Asian Art from the James and
Marilynn Alsdorf Collection, Chicago, 1997, pp. 56 and 286, cat. no. 65.
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Nepal’s crucial geographic location in the Himalayas has meant that it has always
served as a point of contact between the cultures of India to the south and Tibet and
China to the north. The high mountains that surround the principal population center,
the Kathmandu Valley, have mostly protected the region from foreign intervention

and enabled the development of rich religious traditions. Both Buddhism and Hinduism
are practiced side by side with a harmony between its practitioners rarely found in

other communities. While most members of the Newari artisan caste practiced
Vajrayana Buddhism, they nonetheless crafted images for both Hindu and Buddhist
patrons, and there is thus a syncretic style in the sculpture of Nepal, regardless of the
represented deity.

Newari craftsmen were amongst the finest metalworkers in all of the Himalayas and
were sought out and commissioned by other countries with a demand for bronze
images. The renown of the Nepalese bronze workers was based in part on their mastery
of fire gilding, whereby red hot gold is fused with mercury and applied to the image,
creating a vibrant quality in the gilding. Nepalese sculptors also worked predominantly
with copper, rather than brass or bronze; while less durable than those metals, the
softness of the copper allowed for a sense of vitality to be imbued into the cast figures.

The present four-armed, elephant-headed Ganesha is an elegant and charming

example of a Brahmanical sculpture from the region. Seated in a posture of royal ease
(maharajalilasana), his main left-hand rests on his thigh, holding a bowl of globular
sweetmeats (modaka). His main right-hand rests on his raised right leg, holding his
broken tusk. His prehensile trunk reaches across the serpent that forms the sacred thread
to pick up a modaka. With heavy-lidded eyes and happy disposition, Ganesha sits in
ease with his upper arms raised, the drapery, head and ear ornaments, and the peak of
his diadem all lending a sense of lightness and movement to this seated figure. His hair
is piled up in jatamukuta with loose strands flowing down gracefully over his shoulder.
He wears snake wristlets and armlets that are complimented by snake anklets around his
feet. The undulating flesh of this perfectly proportioned Ganesha is tender, with each
element beautifully melting into the other, making it an inviting and serene image of

the elephant god.

Compare the present figure with a very similar example sold at Christie’s New
York, 20 March 2012, lot 91; while the legs are held in lalitasana in contrast to
the maharajalilasana of the present work, the overall modeling of the figure and the

treatment of the face and diadem are particularly similar.
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A bronze figure of Ganesha,Nepal,
circa 14th century; sold Christie's
New York, 20 March 2012, lot 91.
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A RARE GILT-BRONZE FIGURE OF VAJRAPANI

NEPAL, LICCHAVI PERIOD, 9TH-10TH CENTURY

Standing in a subtle tribhanga pose with the right knee slighty bent on a double-lotus base,
the right hand held in varadamudra and the left pendent and holding a vajra, clad in a dhoti
that falls across the right shin and left thigh with the additional folds falling between the
legs and secured at the waist with a rope-like belt, the body adorned with foliate armbands
and a simple beaded necklace, the face with full lips and heavily-lidded eyes centered by a
circular incised urna and surmounted by a tripartite foliate crown, behind which the hair is
piled in a flat chignon with locks escaping over the shoulders

9% 1in. (24.1 cm.) high
$60,000-80,000
PROVENANCE:

Kapoor Galleries, New York, 4 October 1984.
The James and Marilynn Alsdorf Collection, Chicago.
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The iconograply, representational style, and even religious function of the
bodhisattva Vajrapani has changed considerably over the centuries of South Asian art,

in contrast to other deities whose iconography remained quite fixed. In his earliest
representations from the ancient region of Gandhara, Vajrapani is depicted as a muscular
elderly figure holding a double-lozenge-form vajra; such representations may have been
influenced by Hellenistic depictions of the Graeco-Roman deity, Zeus/Jupiter, who
was also represented in similar form wielding a thunderbolt. In later images from the
Swat Valley and Kashmir, Vajrapani is shown in human form with his hand resting on
the head of a smaller, anthropomorphized representation of the vajra, Vajrapurusha;

this depiction of Vajrapani had a profound influence on early Nepalese sculpture, and a
cult of worship of Vajrapurusha in his own right developed in the Kathmandu Valley.
With the rise of Vajrayana Buddhism in Northeastern India in the beginning of the
Pala Dynasty (8th-12th century), Vajrapani became a meditational deity, wrathful in
appearance, and such forms became prevalent in the Tibetan Buddhist tradition. The
iconography of Vajrapani often overlaps with the Hindu deity, Indra, and it is likely
aspects of Indra were incorporated into the iconography and function of Vajrapani with
the development of Mahayana Buddhism.

The present depiction of Vajrapani is represented as a bodhisattva in human form. He
stands in slight tribhanga, presenting the vajra in his lowered left hand. At the center

of his forehead is a circular urna, distinguishing the present figure from a depiction

of Indra, who is often represented in similar format. In Nepal, where the Hindu and
Buddhist populations worshipped side by side, often with significant intersection of the
two religions, the syncretism of the iconography of the two deities is not surprising.

Compare the present figure with a related image in the collection of the National
Palace Museum, Beijing, illustrated in Buddhist Statues in Tibet: The Complete Collection
of Treasures of the Palace Museum, Hong Kong, 2003, p. 77, no. 74. The Palace
Museum example, roughly the same size as the present work, displays physiognomy
and iconography similar to the Alsdorf example, including the characteristic tripartite
crown. [lustrating the creative variation of Nepalese sculptors, the Palace Museum
example depicts Vajrapani holding the vajra vertically in contrast to the present work,
where Vajrapani presents the vajra horizontally.

Compare, also, with a figure, alternately identified as Manjushri Siddhaikavira,
Padmapani, or Ratnapani, at The Norton Simon Foundation (F.72.42.2), illustrated by
U. von Schroeder in Indo-Tibetan Bronzes, Hong Kong, 1983, p. 321, no. 82D. The
Norton Simon Ratnapani also displays physiognomy similar to the Alsdorf Vajrapani,
and the details of the dhoti, including the simple incising of the hem and the hanging
folds of drapery, evince a similar date and location of manufacture. The similarities
between the Norton Simon Ratnapani and the Aldsdorf Vajrapani can also be seen in
the representation of the face, with full, pursed lips, heavy-lidded and downcast eyes,
incised eyebrows and simple, circular, incised urna.
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Nepal or Tibet; Bodhisattva Avalokiteshvara (?), 10th century;
Gilt-copperalloy, 13¥2x4 7 in.(34.3x12.4 cm.)
© The Norton Simon Foundation

29



SACRED o IMPERIAL | T JAMES avo MARILY NN ALSDORF COLLECTION | £S:HGHITE - fAS U307 I BG FEE5E - 0T T 107 2 e 1 i

803

A RARE SILVER-INLAID BRONZE FIGURE OF BUDDHA wefokm Ea kAL Ak SRR AR R AL 1R
SHAKYAMUNI FRFEREEMER 4 - AT AREE » SREHARE - 5F)E
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Seated in dhyanasana on a cushion set atop a low throne supported by a diminutive yaksha HERSE » N NS

and a pair of lions, the right hand raised in abhayamudra and the left clutching the folds of
RilR:

Mathias Komor * ## » 19754F9F18H ©

TSI R FERESE - I EIT S R > ZANE o

RIE:

ZINE BT EY)EE (A Collecting Odyssey—Indian, Himalayan,
and Southeast Asian Art from the James and Marilynn Alsdorf

his diaphanous sanghati, which is draped over the left shoulder, the face with silver-inlaid
eyes and urma flanked by pendulous earlobes, and the hair in tight curls over the ushnisha

5% in (14.9 cm.) high
$25,000-35,000

PROVENANCE:

Collecti 19974E8 H2H—10H26H > #igk119 ©
Mathias Komor, New York, 18 September 1975. ollection i Y
The James and Marilynn Alsdorf Collection, Chicago. HiRR:

U. von Schroeder * {Indo—Tibetan Bronzes) @ &
EXHIBITED:

19814F » E114—115 > [E14c ©

P.Pal > (A Collecting Odyssey ) * ZNIEF » 19974 » E 100
K298 > HRHE119 ©

J. Siudmak » { Orientations) > 19974E7/8H » E47 » [E10 ©

The Art Institute of Chicago, “A Collecting Odyssey: Indian, Himalayan, and Southeast
Asian Art from the James and Marilynn Alsdorf Collection,” 2 August-26 October 1997,
cat. no. 119.

LITERATURE:

U. von Schroeder, Indo-Tibetan Bronzes, Hong Kong, 1981, pp. 114-115, fig.14c.

P. Pal, A Collecting Odyssey: Indian, Himalayan, and Southeast Asian Art from the James and
Marilynn Alsdorf Collection, Chicago, 1997, pp. 100 and 298, cat. no. 119.

J. Siudmak, “Gandharan and Western Himalayan Sculpture in the Alsdorf Collection,”
Orientations, July/August 1997, p. 47, fig. 10.
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The depiction of Buddha Shakyamumi seated on an openwork lion throne, the right
hand in abhayamudra or the gesture of fearlessness and the left hand gripping the edge
of the sanghati or robe, was an iconic trope between the seventh and ninth centuries in
Kashmir. In earlier depictions, such as in the current work, the facial features are wide
and rounded; the Buddha is seated upon an unadorned cushion; and the sanghati is
triple-pleated at the chest and shoulder. By the ninth century, the facial features become
crisp and elongated; the snailshell curls tight and stylized; the sanghati elaborately
pleated; the unadorned cushion replaced with downwards-facing lotus petals; and the
lion throne replaced with a stepped rectangular base.

While the lion throne motif is visible as early as the second century BCE in Kushan
sculpture from the ancient region of Gandhara and Mathura, the placement of a seated
yaksha between the lions is only found in the Kashmiri context and adjacent regions
influenced by Kashmiri sculpture from this medieval period.

Compare the current work with the nearly identical iconography of the figure of
Buddha Shakyamuni that centers a contemporaneous bronze Buddhist triad from
Kashmir, previously sold at Christie’s New York, 25 March 2004, lot 32. Also compare
the iconography of this Buddha, the raised pearls on the upper border of the throne
base, and the lion and yaksha throne with another seventh century Kashmiri bronze
figure of Buddha Shakyamuni from the collection of José Pereyra Kifer, Argentina,
sold at Christie’s New York, 19 March 2014, lot 1040.

The central figure of Shakyamuni is also closely related to a figure of Buddha
Muchalinda, formerly in the Pan-Asian Collection and illustrated in P. Pal, Bronzes of
Kashmir, 1975, cat. no. 23, pp. 94-95—most notably in the similarity in the mudras and
hand position, and the details of the lion and yaksha throne.

An extent lug at verso indicates that a separately cast nimbus or aureole would have
fitted in the original group.

PART I

LS A S RN i - HAk ~ FHD > TR
S EREEREEEILIGE ZBER o S EmEH
TR [ R - AR - FA IR SRR G - KB
JUAD - PhEREABAER - SRR LI BREERE - K
TRIERE » DA 7 BRI TR

i ZHR R AR M A TERT AT o R PERE SR iR
B TR o RMAGRAT 2R AR - RIS E
o EAERE > RIERBEREES - DR HEE
Z PSR A R TEAE R, o

AT A 25— = SRR IR - B2 /U

B AR E SR 0 20044E3H25H 0 RS2 o BR
— B AR TR AL R - TR SR R BN T
TH] AR ]ﬁﬂﬁﬁjose Pereyra KaferE i » #HETEE
H o 20143 519H » FdhERSE1040 ©

V2 B IUEG (Pan—Asian Collection) g —3T U] » ffhfe FEIEL
£ JEE B R B R B AHT 0 RFRLP. Pal®% (Bronzes of
Kashmir) * 19754F » E{94—95 » #5723 o

BT — R > A REFERCHEDEEE L -







34

SACRED a~xo IMPERIAL | i JAMES axo MARILYNN ALSDORF COLLECTION | S:5fHITE - A7 e B - Po] #5107 26 e B8k

804

A RARE SILVER-INLAID BRONZE FIGURE

OF BUDDHA SHAKYAMUNI

NORTH INDIA, HIMACHAL PRADESH OR KASHMIR, 10TH-11TH CENTURY

Seated in dhyanasana on a lotus base atop a rectangular plinth, with the hands held before
the chest in dharmachakramudra, dressed in a diaphanous sanghati with rippling hems and
with flared ribbons extending from each elbow, the face with piercing gaze emphasized by
the wide, silver-inlaid eyes, all below the tightly curled hair extending over the ushnisha,
all backed by a conjoined nimbus and aureole

7% in. (18.4 cm.) high
$20,000-30,000

PROVENANCE:
Kapoor Galleries, New York, 5 June 1982.
The James and Marilynn Alsdorf Collection, Chicago.

EXHIBITED:

The Art Institute of Chicago, “A Collecting Odyssey: Indian, Himalayan, and Southeast
Asian Art from the James and Marilynn Alsdorf Collection,” 2 August-26 October 1997,
cat. no. 120.

LITERATURE:

P. Pal, A Collecting Odyssey: Indian, Himalayan, and Southeast Asian Art from the James and
Marilynn Alsdorf Collection, Chicago, 1997, pp. 100 and 298, cat. no. 120.

J. Siudmak, “Gandharan and Western Himalayan Sculpture in the Alsdorf Collection,”
Orientations, July/August 1997, p. 49, fig. 13.
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Sculpture from the northern Indian region of Himachal Pradesh,
such as the current work, is stylistically comparable with sculpture from
neighboring Kashmir, unsurprising given the proximity of the two
regions. The hilltown of Chamba, where many of the most important
bronze figures from this region originate, is less than two hundred
miles from the valley of Kashmir.

Historically, Kashmir was an important religious center both for

Hindu and Buddhist faiths, and developed an excellent bronze-casting
tradition. Stylistically, early Kashmiri sculpture borrowed heavily from
the nearby Swat Valley, as well as the Gupta style of India. In later
centuries, the sculptors of Kashmir developed a distinctive style, notable
herein by the fleshy torso, wide eyes with vibrant use of inlay, flat facial
features, and jewelry types, including tripartite mitered crowns.

Some stylistic and iconographical characteristics differentiate sculpture
from the regions of Himachal Pradesh and Kashmir. The conjoined
aureole of Himachal Pradesh bronzes, for example, is typically flat and
unadorned—as visible in the current work—in contrast to Kashmiri
aureoles, which are often incised with flames. The streamers or ribbons
that extend from either side of the torso are also commonly found in
Himachal bronzes, and appear less frequently in Kashmiri bronzes.

Compare the unadorned aureole and the stepped rectangular base
of the current work with a tenth-eleventh century bronze figure of
Ganesha from the Florence and Herbert Irving Collection, sold at
Christie’s New York, 21 March 2019, lot 1101.

See, also, a contemporaneous bronze figure of Buddha Shakyamuni
from Kashmir, originally in the Pan-Asian Collection, illustrating the
stylistic similarity of the two regions, illustrated by U. von Schroeder
in Indo-Tibetan Bronzes, Hong Kong, 1981, p. 125, no. 19E; while the
Pan-Asian example relates to the present figure in the similar treatment
of the central figure and lotus base, the aureole is incised with flames
and a stupa, and the plinth is supported by lions and a central yaksha in
the Kashmiri tradition.
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A RARE BRONZE FIGURE OF BUDDHA

THAILAND, MON DVARAVATI STYLE, 9TH CENTURY

Standing with both hands raised in a form of vitarkamudra, dressed in a long and
diaphanous sanghati revealing the lithe form of the body underneath, the face with full lips
and downcast eyes below an arched brow, the hair in tight curls over the ushnisha

10% in. (27.3 cm.) high
$30,000-50,000

PROVENANCE:

Collection of William H. Wolff, New York, by repute.
Hugo Munsterberg, New Paltz, New York, 5 March 1977.
The James and Marilynn Alsdorf Collection, Chicago.

EXHIBITED:

The Art Institute of Chicago, “A Collecting Odyssey: Indian, Himalayan, and Southeast
Asian Art from the James and Marilynn Alsdorf Collection,” 2 August-26 October 1997,
cat. no. 124.

LITERATURE:
P. Pal, A Collecting Odyssey: Indian, Himalayan, and Southeast Asian Art from the James and
Marilynn Alsdorf Collection, Chicago, 1997, pp. 102 and 299, cat. no. 124.
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The Mon polity of Dvaravati was one of the earliest and most important societies in
mainland Southeast Asia. Based around the Chao Phraya and Mae Klang river basins of
central Thailand, the Dvaravati polity was known from early Chinese textual sources, as
well as being mentioned in a single local inscription that dates to roughly AD 550-650.
Due to the large numbers of Buddhist sculptures associated with the culture, it is highly
likely the rulers were patrons of the Buddhist faith. The images of Buddha were heavily
influenced by contemporaneous Indian sculptural styles, including the Gupta style based
around the site of Sarnath. The facial features of the Mon Dvaravati Buddhist images,
however, display arched, joined eyebrows which are unlike those found in India,

and which are characteristic to the Mon Dvaravati style. The figure is symmetrically
arranged, with the monastic robes closely clinging to the body, thereby displaying
sensitive modeling of the torso and focusing on the purity and fluidity of form. Such
diaphanous drapery is a hallmark of the contemporaneous Sarnath style of Buddhism.

The standing figure of the Buddha with both hands raised in the gesture of vitarkamudra
- the gesture of elucidation or argumentation - is another iconographic feature
developed by the Mon Dvaravati culture, and which is mostly confined to mainland
Southeast Asia. The thumb and forefinger, joined at the tips, form circles representing
both perfection and eternity. John Guy, in Lost Kingdoms: Hindu-Buddhist Sculpture of
Early Southeast Asia, New Haven, 2014, p. 210, posits that this gesture may have been
intended to evoke sutra descriptions of the Buddha’s descent from the Trayastrimsa
Heaven, where he had preached to his late mother.
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CHOLA
SACRED BRONZES

DR.VIDYA DEHE]JIA

Barbara Stoler Miller Professor of Indian and South Asian Art, Columbia University

Some of the most exhilarating sculptures in India were created during a period
of four and a half centuries when the Chola kings were in power in Tamil Nadu

(ca 855-1280). These bronze sculptures of gods - sensuous images of sacred import -
participated in temple rituals on a daily, weekly, monthly, and annual basis. Carried
by priests and especially favored devotees, Shiva, accompanied by his consort Uma,
inspected the temple premises every day; each Friday evening, together with Uma, he
enjoyed a ceremonial swing along the temple tank; each month they celebrated the
new moon day with an especial ritual observance. An inscription tells us that fifty-four
days in a year were festival days — holy-days that were holidays — all centered on sacred
processional bronzes. A medium-sized temple required, on average, around twelve
bronzes to fulfill its ritual requirements; a well-endowed temple housed some twenty-
five bronzes; and a royal temple, of which there were not too many, possessed in the
neighborhood of sixty bronzes. The concentrated nature of this sacred activity may be
gathered from the fact that as many as 311 temples were built in just the three districts
of Nagapattinam, Tanjavur and Trichy that form the heart of the Chola kingdom along
the lower reaches of the Kaveri river.

Imagine the excitement of participating in one of three festivals that took place outside
the temple premises, culminating at the ocean or riverbank, in a coconut grove or,
occasionally, at a neighboring shrine. Two of these festivals lasted for three days while
one was celebrated for an entire ten days and to prepare, worshippers bought new
clothes, donned their finest necklace and earrings, and adorned their hair with strings of
fragrant jasmine. At the temple, crowds gathered to catch a glimpse of Shiva and Uma
in all their finery - gorgeous silks, gem-studded gold jewelry, and flower garlands. They
would try to touch the feet of the bronze images of Shiva and Uma, inhaling the scent
of incense sticks and camphor, and listening to the vibrant sound of drums and pipes.
And they looked forward to participating in the feast of food prepared in the temple
kitchens for the gods and then shared with the devotees. The bronze around which each
testival revolved was specific to the event being commemorated. The anniversary of the
marriage of Shiva and Uma would focus on a bronze depicting Shiva reaching out to
take Uma’s hand in marriage. If the festival was to celebrate Shiva with the bull, viewers
would admire the grace with which Shiva raised one elbow to rest it on the hump of
the bull. Each bronze carried its own individual emotional and aesthetic charge.
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SHIVA s VICTOR of THREE FORTS
(TRI-PURA-VIJAYA): CA. 1050

DR.VIDYA DEHEJIA

Barbara Stoler Miller Professor of Indian and South Asian Art, Columbia University

What three forts did Shiva destroy? And why is this
slated as one of Shiva’s great feats in a hymn known as
Dasha-Puranam or “Ten Myths,” composed by the 7th
century nayanmar saint Appar? We learn that three great
demonic forces threatened the stability of the world
from their three forts, one of gold, a second of silver,
and a third of iron. These forts were set up variously, in
the sky, in mid-air, and on earth in such a manner that
in order to destroy all three forts, it was necessary to use
only one single arrow. And Shiva did this. Appar sang
thus of this dramatic feat:

When the three citadels, unmoored,

flew about wrecking destruction

in heaven and on earth,

Oppressed by their assault,

the frightened gods, led by Ari [Vishnu| himself
sought his protection.

Then, moved by compassion, the gracious savior
kindled his deadly arrow with fire,

shot fire from the snake that was his bowstring,
bent his mountain-bow to its fullest,

and reduced the citadels to ashes ...

Appar [trans. Indira Peterson]

During the first century and a half of Chola rule, prior
to the emergence of emperor Rajaraja, when war was a
constant and recurring fact of life, Shiva’s manifestation
as Victor of Three Forts held special significance. The
third Chola monarch, Parantaka, ruled for all of fifty
years, but his eldest son was killed in action on the
battlefield in the year AD 949. Chola control over a
vulnerable kingdom, centered in the Kaveri river delta,
was far from assured. During this perilous period, Shiva’s
warrior-like manifestation as Victor of Three Forts,
holding a bow in his upraised left hand and an arrow
in his lowered right hand, proved to be an inspiration

for the families of the chieftains and officials who gifted
bronzes to temples. An inscription on a temple along
the Kaveri river tells us of that Parantaka’s queen
dedicated such an image and made provisions for its
appropriate worship:

In the year twenty of Parantaka, queen Kokkilanadigal, who
installed the processional image of the Lord who Burned the
Three Forts [Tripura-dahanam)| in the temple at Tiru-turutti,
gifted paddy to make food offerings to this Beauteous Lord of
the Three Worlds [Tripura-Sundarar|, and gold to burn a
perpetual lamp in front of him.

Poonturutti temple inscription

The queen described her image as “Handsome One
of the Three Worlds;” in case there should be any
doubt on the exact form of her image, she clarified
that the dedication was a metal processional image of
the “Lord who Burned the Three Forts.” Clearly, she
was motivated by the desire for an exemplary deity
who would serve as an archetypal model for victorious
warfare and the defeat of Chola enemies.

This tall, slender, but grounded bronze of Shiva, cast

in the mid-eleventh century, would have held the bow
and arrow in his front hands; these were routinely cast
separately and placed in Shiva’s hands, and are generally
missing today in all but a few images still in worship

in temples. Shiva stands gracefully poised, resting his
weight on his right foot, while his left leg is lightly bent
at the knee and placed on the back of the dwarf demon
Mushalagan, who holds a serpent in one hand and looks
out helplessly at the viewer. In an unusual strategy, the
artist placed a lotus below Shiva’s right foot so that the
image would look appropriately balanced. Shiva and the
little demonic figure were cast together on an oval plate

that was then inserted into a rectangular pedestal.
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The metal rods that rise up on each side were intended
to hold a tiruvatchi or flaming aureole that would frame
the god and add to his grandeur. Poles would have
been threaded through the lugs along the bottom of
the pedestal and used to facilitate carrying the god

during processions.

Shiva’s jatas or dreadlocks are piled elegantly upon his
head, with the crescent moon and the trumpet-flower
adorning one side, while a fully-open blossom crowns
the upswept locks. As is the norm, a diadem frames

his face, and he wears a ring in one ear only — an
eccentricity associated with Shiva. A short dhoti is held
in place by a series of belts with a large central lion-
head clasp and, as is customary, he is adorned with rich
jewelry. A ninth-century Tamil poem, Tirukayilaya Ula,
or “Procession of the Lord of Kailasa” [Shiva], tells us
of the many items of jewelry that Uma places on Shiva
prior to his emergence in procession, and makes it clear

that adornment was an essential element of dress.

She adorned him with a garland fashioned by the irrepressible
god of love ...

and tied golden anklets about his feet,

she placed a crown set with a radiant crest-jewel on his head
and on his forehead a shining plate

sparkling with gems.

She ormamented his ears with fish-shaped earrings made of
unpierced ruby

and taking up a beautiful diamond necklace, a strand of gold,

a well-crafted necklace of enormous pearls and a shining garland

of victory,

PART I

she wreathed his holy chest

and it shimmered in their light.

She fastened brassards around his eight mighty biceps
and tied on a belt which delights all who see

she bound a waist-cord about him

placed bracelets on his hands

and adorned his body with elegant designs.

[trans. Blake Wentworth]

Two features speak to the continued temple worship

of this image. The first is the worn condition of the
short dhoti and the blurred details of the lion-head clasp
that is the result of continued handling of the image by
priests during daily puja. Additionally, bronzes undergo
ritual cleansing after they have been taken in procession
outside the temple. Priests place them in an exterior
hall within the temple grounds and rub them down,
using boondi kottai or the olive of the palm tree that,
when soaked in water rapidly turns it sudsy. It is this
regular application of the pulp and seed of the palm-
olive [from which the brand name of Palmolive derives|
that produces the coppery sheen that temples mandate
for the worship of sacred bronzes. Also speaking to
continued worship of the image is the re-cutting of

the eyes and eyebrows, done at the behest of temple
authorities to renew the image for ritual worship. Puja
involves devotees gazing intently at the sacred image that
looks back at them and thereby transfers grace. The eyes
of an image were thus of great importance and since
years of worship tend to blur the outlines - a feature not
acceptable to temple priests — the eyes were recut when
necessary to sharpen the god’s glance.
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A RARE AND MAGNIFICENT BRONZE FIGURE

OF SHIVA TRIPURAVIJAYA

SOUTH INDIA, TAMIL NADU, CHOLA PERIOD, CIRCA 1050

Standing triumphantly with one foot on the back of a prostrate dwarf raised on a
rectangular plinth, the body held in a graceful fribhanga pose and clad in a short dhoti and
adorned with various jewelry, with the primary hands held in the gestures of holding an
arrow and bow and the secondary hands holding a goad and the dimunitive antelope, the
face held in a confident gaze surmounted by the tall jatamukuta, supporting various jewels,
flowers, snakes, and a crescent moon

32% in. (82.3 cm.) high
$1,000,000-1,500,000

PROVENANCE:

Collection of William H. Wolft, New York, by 1972.
William H. Wolff Inc., New York, 4 May 1974.

The James and Marilynn Alsdorf Collection, Chicago.

EXHIBITED:

Philadelphia Museum of Art; Fort Worth, Kimbell Art Museum; Seattle Art Museum;
Los Angeles County Museum of Art, “Manifestations of Shiva,” 29 March 1981~

30 May 1982, cat. no. 89.

The Art Institute of Chicago, “A Collecting Odyssey: Indian, Himalayan, and Southeast
Asian Art from the James and Marilynn Alsdorf Collection,” 2 August-26 October 1997,
cat. no. 23.

LITERATURE:

H. Munsterberg, Sculpture of the Orient, New York, 1972, p. 21.

S. Kramrisch, Manifestations of Shiva, Philadelphia, 1981, p. 109, cat. no. 89.

P. Pal, A Collecting Odyssey: Indian, Himalayan, and Southeast Asian Art from the James and
Marilynn Alsdoif Collection, Chicago, 1997, pp. 27 and 276, cat. no. 23.

V. Dehejia, The Sensuous and The Sacred: Chola Bronzes from South India, New York, 2002,
p. 111, fig. 2.
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UMA PARAMESHVARI: CA. 1300

DR.VIDYA DEHEJIA

Barbara Stoler Miller Professor of Indian and South Asian Art, Columbia University

During the Chola period, women were major

donors of bronzes of Uma to accompany images of
Shiva; in fact, women donors often referred to Uma, in
affectionate terms, as their own daughter (en-makalar-
kondu). While in north India and in the Sanskrit
tradition, Shiva’s wife is referred to as Parvati or
daughter of the mountains (the Himalayas); in Tamil
Nadu, she is addressed solely as Uma, with the added
phrase Parameshvari or “Great goddess.” She accompanies
Shiva in his many manifestations, whether of a martial
category as when he kills the elephant demon or destroys
the forts of three demons, or of the gentle category as
with Shiva as rider of the bull. In other words, there are
as many bronzes of Uma as there are of Shiva. Inscribed
lists of bronzes, for instance in the temple at Tiruvilakudi
on the Kaveri river, provide further confirmation as

they specify that each form of Shiva is accompanied by
nachchiyar, the term for the accompanying consort.

Uma’s role as consort of Shiva strengthened further
during the Chola period with the introduction of’
bronzes to reflect newly important aspects of her
character and personality. Apart from her accompanying
role in Shiva’s manifestations, the belief arose that the
aniconic linga form of Shiva in the sanctum, isolated
thus far, also needed her presence. And so, images of
Uma as Bhoga shakti or “Pleasure Force” began to be
created and placed at the entrance into the sanctum. The
iconography of the form of Uma remained unchanged
so that the identification of an image of Uma as
“Pleasure Force” rests solely on the larger-than-average
size of the bronze. Additionally, from the twelfth
century onwards, the concept of the tiru-kama-kottam

or “sacred fortress of love,” came into play; donors

PART I

now commissioned seated bronzes of Uma as palli-arai-
nachchiyar or “consort of the bedroom chamber.” At the
end of each day, an image of Shiva was ceremonially
taken to this palli-arai (reclining chamber) that contained
the image of Uma. It was, and still is, at the bedroom
chamber that that the first early morning service is
conducted by temple priests, and that the final late-night
puja occurs.

This tall and stately image of Uma with the typical
diadem framing her face, wears makara earrings, and a
tiered cylindrical, lightly tapering crown seen in much of
Chola art. Three incised lines at the waist are suggestive
of her lush beauty; literature refers to such a well-
endowed woman as frivali-tarangini or “she with three
waves [at her waist].” Her perfectly rounded breasts are
placed high with prominent nipples noticeably encircled
by the aureola. Bands of jeweled chains hold in place her
long skirt that hugs her thighs and legs.

Where do we place her in the chronological framework
of bronzes? She stands at the very end of the Chola
period before it transitions into the full-fledged
Vijayanagara mode when limbs acquire a somewhat
tubular quality, and a degree of firm aloofness envelops
the image. We should here remind ourselves of the fact
that while Chola rule ended in 1280, it was close to a
hundred years later - in 1378 - that the Vijayanagara
kingdom was established. The intervening hundred years
was a period of considerable instability and confusion,
with the armies of the Delhi Sultanate making two
forays into the south in order to capture the fabled
jeweled wealth of the Tamil temples. The Delhi sultans
appointed a governor in Madurai, but he decided to









establish an independent sultanate called Ma’bar; it
lasted till the founder of Vijayanagara put an end to
it and reestablished temple worship of the type that
existed under the Cholas. Early in that intervening
period, inscriptions from once famous Chola temples,
like Tiruvenkadu, speak of festivals and rituals being
re-inaugurated through generous donations from the
Pandya rulers of Madurai. While bronze workshops
would have found themselves short of work, and many
wax modellers and bronze-casters must have moved
away, a few centers clearly continued working after
Chola rule crumbled.

When the Vijayanagara rulers took charge of Chola
temples that had lost their ardent crowds of devotees,
and hence their vitality, they commenced the process
of commissioning new bronzes to replace those that
were lost in the tumultuous century that preceded
Vijayanagara rule. These new bronzes tend to have
cylindrical limbs, elongated bodies, and firm stances.
This Uma is not Vijayanagara, but neither is she purely
late Chola; she appears to belong to the cusp between
the two, and to the century that intervened between the
two apparently “easy” labelling systems of “Chola” and
“Vijayanagara.” More importantly, this bronze Uma
has a commanding presence, and an aura of authority,
that testifies to her creation by a talented artist. There is
indeed a startling diftference between the soft breasts of
Unmas of the early Chola period and these breasts raised
high with pronounced nipples. Perhaps one may resort
to the use of European terminology to ask whether
viewers prefer the more restrained style of Renaissance
art or the exuberance of the Baroque? Artists creating
images for Tamil temples of the thirteenth century
onwards were clearly responding to a change in taste as
they strove to please their new clientele.
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A LARGE BRONZE FIGURE OF UMA

SOUTH INDIA, TAMIL NADU, CIRCA 1300

Standing with hips swayed in a gentle fribhanga pose on a waisted double-lotus base
above a square plinth, with the right hand held in katakamudra and the left hanging
pendent, clad in a diaphanous dhoti secured at the waist with various belts and beaded
sashes and adorned with three simple necklaces, beaded armlets, and a sacred thread,
which falls across the trivali tarangini, the three lines across the stomach, the elongated face
with benevolent smile and small, almond-shaped eyes flanked by elaborate earrings and
surmounted by the karandamukuta, the tiered crown

32V in. (81.9 cm.) high
$500,000-700,000

PROVENANCE:
Kapoor Galleries, New York, 31 October 1989.
The James and Marilynn Alsdorf Collection, Chicago.

EXHIBITED:

The Art Institute of Chicago, “A Collecting Odyssey: Indian, Himalayan, and Southeast
Asian Art from the James and Marilynn Alsdorf Collection,” 2 August-26 October 1997,
cat. no. 242.

LITERATURE:
P. Pal, A Collecting Odyssey: Indian, Himalayan, and Southeast Asian Art from the James and
Marilynn Alsdorf Collection, Chicago, 1997, pp. 188 and 327, cat. no. 242.
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GANESHA: 12TH CENTURY

DR.VIDYA DEHEJIA

Barbara Stoler Miller Professor of Indian and South Asian Art, Columbia University

This appealing childlike Ganesha, with full rounded
stomach, chubby thighs, and plump buttocks, sports a
charming twinkle in his eyes. His trunk is already into
his favorite sweet, the modaka or laddu, held is in his

left hand, while his right hand holds his broken tusk.
Created during the twelfth century by a talented artist
who clearly related to child Ganesha in a special way,
the image captures the essence and charm of an infant.
This is not a solemn Ganesha whose image is seen in
many temples, but an enchanting, child-like figure who
continues to have appeal in Tamil Nadu. The imagery
appears to reflect a genre of literature unique to Tamil
Nadu, known as pillai-Tamil or “child-Tamil,” in which
entire poems are addressed to king or god imagined as
an infant. One among the early poems in this mode was
composed by Chola court poet, Ottakuttar, on emperor
Kulottunga II [1133-1150] imagined as an infant.

Much beloved by Indians of varied religious faiths,
Ganesha is the god of beginnings who removes all
obstacles that might prevent smooth passage of your
undertaking, and blesses its successful completion. He

is invoked even today at the start of any new venture,
large or small, from constructing a new house to making
sweets for a festival, from undertaking a journey to
writing an exam paper, and especially on New Year’s
Day, when new account books are commenced.

In Chola times, a bronze of Ganesha was part of every
festival, usually preceding and heralding the main
image of Shiva in one or other of his manifestations.
One important moment of worship, directed solely at
Ganesha, was a special festival dedicated to him as the
remover of all obstructions. It was to precede the major
ten-day annual festival at Chola temples, still celebrated
today, and known as Brahmotsavam (Brahma-utsavam),

that renews the entire temple’s sacredness. It is an event

of crucial significance that, according to a mid-twelfth
century ritual text, “Procedures for the Great Festival”
[Mahotsava vidhi], should follow the Ganesha festival.
The text addresses the chief priests of Shiva temples,
instructing them to bathe and honor Ganesha, present
him with modaka sweets, fried edibles, and other good
things to eat, and ask him to ensure that there be no
obstructions to the Brahmotsavam festival.

Despite his importance, Ganesha’s origins are shrouded
in mystery. For many, he is the first son of Shiva and
Parvati. In explaining his elephant head, myths speak
of Shiva unknowingly beheading him, finding Parvati
inconsolable, and replacing the head with that of the
first creature he saw — an elephant. Ganesha is also the
clever one, and an oft-told story narrates a competition
between him and his younger brother, Skanda or
Kartikkeya, in which Shiva and Parvati promised a prize
to the one who circled the world first. Skanda set out
immediately on his peacock mount, while Ganesha

got onto his rat mount in leisurely fashion, circled his
parents, and claimed the prize because Shiva and Parvati
constituted the whole world!

For many devotees, Ganesha stands alone with little
connection to Shiva and Parvati. His shrewd intellect
and talent for ingenuity were, for instance, responsible
for sage Vyasa selecting Ganesha as the scribe to whom
he would dictate the Mahabharata epic. His worship
takes on a number of regional variations; for instance,
in most of India, Ganesha is considered to be a bachelor,
but in South India, Ganesha is visualized as having two
wives, Siddhi and Buddhi. He may have entered the
pantheon late but Ganesha’s popularity, no doubt

due to such endearing images as this twelfth-century
bronze, spread rapidly and grew steadily throughout
South Asia.
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A RARE BRONZE FIGURE OF GANESHA

SOUTH INDIA, TAMIL NADU, CHOLA PERIOD, 12TH CENTURY

Standing on a waisted double-lotus base over a square plinth, holding in his four hands

a battle axe, his broken tusk, a noose and a bowl of sweets from which he snacks with his
trunk, dressed in a short dhoti and adorned with a sacred thread, girdle, and armlets, the
elephant's head surmounted by a low, conical crown

16 in. (40.6 cm.) high
$120,000-180,000

PROVENANCE:

Collection of Alice Boney, Tokyo, by 1970.

Alice Boney, New York, 18 October 1975.

The James and Marilynn Alsdorf Collection, Chicago.

EXHIBITED:

The Art Institute of Chicago, “A Collecting Odyssey: Indian, Himalayan, and Southeast
Asian Art from the James and Marilynn Alsdorf Collection,” 2 August-26 October 1997,
cat. no. 57.

LITERATURE:

H. Munsterberg, Art of India and Southeast Asia, New York, 1970, pp. 138-139.

P. Pal, A Collecting Odyssey: Indian, Himalayan, and Southeast Asian Art from the James and
Marilynn Alsdorf Collection, Chicago, 1997, pp. 52 and 284, cat. no. 57.
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A MAGNIFICENT
STONE HEAD or e BUDDHA

ROBERT D. MOWRY

Alan J. Dworsky Curator of Chinese Art Emeritus, Harvard Art Museums,
and Senior Consultant, Christie's

A little larger than life-size and dating to the Sui
dynasty (AD 518-618), this sensitively modeled marble
sculpture represents the head of a Buddha as evinced
by the ushnisha, or cranial protuberance atop the head
that symbolizes the expanded wisdom that the Buddha
gained at his enlightenment. Although other deities
may have their hair arranged in a tall bun or coifture,
only the Buddha possesses an ushnisha, so the distinctive
protuberance atop the head stands as the Buddha’s
definitive diagnostic iconographic feature.

“Buddha” means “the Enlightened One” and refers

to an individual who has attained enlightenment and
entered into nirvana. Presented in the guise of a monk,
the Buddha generally is depicted with a single head, two
arms, and two legs; he may be shown standing or seated
and always displays a benevolent countenance. He wears
a monk’s robes and may be shown either barefoot or
with sandals. Buddhas typically are portrayed without
jewelry, though particular manifestations of the Buddha
may wear crowns and other jewelry, particularly those
Buddhas associated with the mandala. His distended
earlobes, which resulted from the heavy earrings that

he wore in his youth as a crown prince, symbolize his
rejection of worldly life and his embrace of the religious
life. He may be represented with a shaven pate or with
short hair arranged either in small, snail-shell curls or in
wavy locks, as in the present sculpture. The sacred texts,
or sutras, state that he bears the “Thirty-two Marks of

a Great Man”; among those marks, the ones typically
portrayed are the urna, or circular mark at the center

of the forehead, the webbed fingers and toes, and the
previously mentioned ushnisha.

This majestic head originally was part of a sculpture

of the Buddha, the head and body integrally carved
from a single block of marble. The sculpture might
have portrayed the Buddha seated but more likely
presented him standing, as witnessed by closely related
sculptures in the British Museum, London, (Fig. 1)' the
Royal Ontario Museum, Toronto,? and the Nezu
Museum, Tokyo.?

Mahayana Buddhism, the tradition widely practiced in
China, posits the existence of countless Buddhas, all of
whom are considered deities; the three principal ones
worshipped in China are Shakyamuni, the Historical
Buddha; Amitabha the Buddha of Infinite Light; and
Bhaisajyaguru, the Medicine Buddha. Alas, because this
head is now dissociated from the sculpture of which

it originally was an integral part, identification of the
particular Buddha represented is uncertain, as specific
Buddhas typically are identified by their mudras, or hand
gestures. (A ritual hand gesture, a mudra symbolizes a
particular action, power, or attitude of a deity.) Even
so, this Buddha likely represented Amitabha, as do the
previously mentioned sculptures in the Royal Ontario
Museum and in the British Museum. The Pure Land
Sect of Buddhism, of which Amitabha is the principal
Buddha, was popular in China in the sixth and seventh
centuries, the period when this sculpture was carved,
lending credibility to the suggestion that the sculpture
possibly represented the Buddha Amitabha.

Buddhism was introduced into China during the first
century AD, early in the Eastern Han period (AD
25-220), and spread rapidly during the period of division
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from the third to the sixth century. After achieving the
reunification of much of China by AD 581, the two
emperors of the Sui dynasty (AD 518-618), both devout
Buddhists, made Buddhism a state religion. Many
temples were constructed during the Sui dynasty and
numerous stone sculptures were carved, some of them
of considerable height. Begun during the second half of
the sixth century, during the Northern Qi period, the
production of large-scale, free-standing, stone sculptures
continued with increasing frequency in the Sui. Indeed,
the previously mentioned Standing Amitabha Buddha
in the collection of the British Museum (Fig. 1), which
is dated by inscription to AD 585, stands 5.78 meters

in height, or nearly 19 feet tall. Three roughly
contemporaneous examples in U.S. collections include
the large, sandstone sculpture of a Standing Bodhisattva
in the collection of the Metropolitan Museum of Art,
New York, that dates to approximately AD 550-560
and that stands 4.2 meters in height (13 ft. 9 in.);* the
large, black marble sculpture of a Standing Bodhisattva in
the Minneapolis Institute of Arts that is dated to AD 571
and that rises 1.9 meters in height (6 ft. 4 in.);> and the
grey limestone Standing Bodhisattva Guanyin in the
Museum of Fine Arts, Boston that dates to roughly

AD 580 and that stands 2.5 meters tall (8 ft. 3 in.).°

Though relatively short-lived—indeed, it lasted fewer
than forty years—the Sui dynasty nevertheless gave

rise to a distinct style of Buddhist sculpture, just as

it also bridged the transition from the Northern Qi

(AD 550-577) style to the Tang (AD 618-907). The
long, narrow, rectangular face signals the present head’s
descent from late Northern Wei (AD 386-535) and
Northern Qi sculptures, just as the fleshy cheeks, small
bow-shaped mouth with full, “bee-stung” lower lip,
pronounced dimples on either side of the mouth, and
prominent philtrum—i.e., the vertical indentation
stretching from the bottom of the nose to the top of
the upper lip—link this sculpture to its Northern Qi
forebears. By contrast, the large, bulging, downcast eyes
set under heavy lids, within deep sockets, and under
brows created by the sharp intersection of eye socket and
forehead planes difter markedly from the small, outward-
looking, almond-shaped eyes set in shallow sockets that
are characteristic of Northern Wei, Eastern Wei (AD
534-550), and many Northern Qi sculptures.” The
downcast eyes suggest an attitude of contemplation and
introspection; at the same time, as the sculpture would
have been placed with the head well above those of the
worshippers, the downcast eyes indicate that the Buddha

PART I

is looking downward and into the eyes of worshippers as
he receives their prayers and supplications.

This Buddha’s face is far more sensitively modeled, and
thus less mask-like, than those of earlier sculptures of the
Buddha, and the wushnisha is proportionally smaller than
the large, domical usnhishas of many Eastern Wei and
Northern Qi sculptures.® In addition, the arrangement of
the hair in stylized waves, perhaps inspired by the wavy
locks of hair evident in many second-to-fourth-century
Buddhas from ancient Gandhara,’ differs from the usual
Northern Qi presentation of the Buddha shown either
with a shaven pate or with small, snail-shell curls of
hair. Though rare, a few Northern Qi sculptures of the
Buddha sport hair arranged in wavy locks, including

the majestic Seated Buddha on a stele illustrated in
Matsubara Saburd’s invaluable compendium on Chinese
Buddhist sculpture,' the exquisite white marble Buddha
head in the collection of the Harvard Art Museums,
Cambridge, Massachusetts,'" and the Northern Qi-to-Sui
gilt-bronze Standing Buddha also in the collection of the
Harvard Art Museums;'? even so, the arrangement of the
Buddha’s hair in wavy locks, sometimes with a whirl at
the front, just above the forehead, would not become
typical until the Tang, as witnessed by the early eighth-
century Seated Buddha from Cave 21 at Tianlongshan,
near Taiyuan, and now in the collection of the Harvard
Art Museums" and by the famous, early eighth-century,
gilt bronze representation of the Buddha Vairocana in
the Metropolitan Museum, New York."

Closest in style to the present marble head are those
previously mentioned Sui-dynasty sculptures of the
Buddha in the Royal Ontario Museum, Toronto, and
in the British Museum, London, the British Museum
sculpture dated by inscription to AD 585—i.e., to the
fifth year of the Kaihuang era, during the reign of the
Sui Emperor Wendi (AD 541-604; r. AD 581-604).
Although differing in subject matter and thus in
iconographic features, the face of a large, Sui-dynasty,
marble sculpture representing a Standing Bodhisattva
Guanyin and now in the collection of the Tokyo
National Museum (Fig. 2) shows close stylistic kinship
to the present sculpture.”® Like the British Museum
Buddha, the Tokyo National Museum bodhisattva is
dated by inscription to AD 585—to the fifth year of’

the Kajhuang era—suggesting a possible date for the
present sculpture. Although their places of origin remain
unknown, these sculptures probably came from Hebei or
Shanxi province.
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Fig.1:

Standing Buddha Amitabha, Sui dynasty (AD 581-618),

dated to 585, white marble, 5.78 m (19 ft.) high,
British Museum, London, 1938,0715.1.
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Fig. 2:

Standing Bodhisattva Avalokiteshvara,

Sui dynasty (AD 581-618), white marble,
253.6cm (8ft.4in.) high, Important Cultural
Property, collection of the Tokyo National
Museum, TC376.
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Like virtually all early Buddhist sculptures of stone and
wood, this head and the associated sculpture originally
were embellished with brightly colored mineral pigments,
the colors presumably including saffron, blues, and greens
for the robes, gilding for designs on the robes, pink or
white for the flesh, and black, or possibly blue, for the
hair. (The pigments likely would have been painted onto
an all-over coating of gesso. White in color, gesso was
applied to smooth the stone surface and to render it
chalk-white so that the pigments appear to best advantage
in terms of color and clarity; in addition, held in place by
a binder, mineral pigments adhere better to gesso than to
stone.) Because it was neither carved nor inset with a
cabochon jewel, this Buddha’s urna would have been
painted at the center of the forehead. Often incorrectly
termed a “third eye” or even a caste mark, the urma is
the curl of white hair between the Buddha’s eyebrows
from which issues a ray of light illuminating all worlds.'

The Buddhist clay sculptures in the Mogao grottoes at
Dunhuang, Gansu province, retain the greatest amount
of original pigment of all early Chinese sculptures,'” but
many of the Northern Qi and Sui sculptures excavated
in 1996-97 at the site of the Longxingsi Temple at
Qingzhou, Shandong province, also preserve much of
their original painting and gilding.'® Buddhist stone
sculptures from the Tang and earlier periods now

in Western collections that exhibit traces of original
pigment include the pair of Tang bodhisattvas exhibited
at J.J. Lally & Co., New York, in 2017," and three
sculptures in the collection of the Harvard Art Museums:
a Northern Qi- or Sui-dynasty Seated Buddha in white
marble? a Sui Standing Guanyin in grey limestone,” and
a Tang Kneeling Bodhisattva in grey limestone.*

‘When under worship in a temple, this sculpture would
have been backed by either a halo or a mandorla, the
circular or lotus-petal-shaped aureole suggesting light
radiating from the deity’s body and thus signaling its
divine status. (Symbolizing divinity, a halo is a circle,

or disc, of light that appears behind the head of a deity;



a mandorla is a full-body halo.) The halo of a large
Buddha, like that from which the present head came,
might have been carved in stone or might have been
painted on the wall behind the figure. Such integration
of painting and sculpture was a characteristic feature of
traditional Buddhist temples.

Published as early as 1925, this elegant, refined Buddha
head is a masterpiece of Chinese Buddhist sculpture.
It perfectly represents the Sui-dynasty style, illustrating

that style’s descent from Northern Qi sculptures of the
sixth century while incorporating features that signal

the emergence of a new style that anticipates the
sculpture of the Tang dynasty. This simply yet brilliantly
composed sculpture focuses attention on the Buddha’s
serene countenance and compassionate expression.

In perfect harmony, the elegant style and clear statement
of purpose—the preaching of wisdom and compassion—
combine to make this a masterwork of Chinese
Buddhist sculpture.
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A VERY RARE AND IMPORTANT MARBLE HEAD OF BUDDHA
CHINA, SUIDYNASTY (AD 550-618)

The soft, oval face with a serene expression, conveyed by subtly incised arched eyebrows
above the large, rounded eyelids of the downcast eyes, and a small chin below the well-
delineated mouth set in a subtle smile, with elongated, pendulous earlobes, below the
curled hair and ushnisha

11% in. (29.9 cm.) high, stand
$500,000-700,000

PROVENANCE:

The Collection of David David-Weill (1871-1952), Paris, acquired prior to 1925.
Confiscated from the above by the Einsatzstab Reichsleiter Rosenberg during the Nazi
occupation of Paris and transferred to the Jeu de Paume, 28 June 1943 (ERR inventory
no. DW 2492).

Repatriated to France, 4 March 1946, and subsequently restituted to David David-Weill.

Sotheby’s London: The D. David-Weill Collection, 29 February 1972, lot 14.
Eskenazi Ltd., London, 12 February 1979.
The James and Marilynn Alsdorf Collection, Chicago.

EXHIBITED:

London, Eskenazi Ltd., June 1978, no. 21.

LITERATURE:

O. Siren, Chinese Sculpture, 1925, reprinted 1998, vol. II, pl. 333.

PART I

B RHRA D B

PREIDAEE B - TEER - S ERE - BEKE - TS
o R R BEREE  REE 0 WEE
[ > JHEERAG 3£ > ZIEI A -

KiR:

David David—Weill (1871—19524F) 23 » B3 » A
19254 AN ©

AR R (o R B HA A SR RS R A/ IV ( Einsatzstab
Reichsleiter Rosenberg (ERR ) ) #EHE|ER1943F6 H28H
EEAEESGHCEMEE (ERRIFFIDW2492) ©
194643 H 4 H BIEHE B #4058 T David David—Weill ©
IWEBFERE H » David David—Weill 2 » 19724E2H29H »
T A

BRHTRAVER > @ 19794E2 8 12H o

I R IERESE - PURIHT S K2 2N -

RE:
BRI > ik 0 1978456 7 » fR9E21 -
HRR:

#HE(~ » (Chinese Sculpture) * 19254F » 19984FFIf »
BIL > BRR333 ©









aN EXCEPTIONALLY RARE
MING SCULPTURE oF thE
WHITE-ROBED GUANYIN

ROBERT D. MOWRY

Alan J. Dworsky Curator of Chinese Art Emeritus, Harvard Art Museums,
and Senior Consultant, Christie's

Apart from its compelling beauty, this fifteenth-
century, Ming-dynasty sculpture representing the
White-Robed Guanyin seated in the pose of royal ease

is important for its impressive size and great rarity.
Though frequently depicted in Buddhist paintings of
the Song (AD 960-1279), Yuan (1279-1368), and Ming
(1368—1644) periods, the White-Robed Guanyin—
who is identified by the cowl that covers the top and
back of the head—is only infrequently portrayed in
contemporaneous sculptures.

Meaning “enlightened being”, a bodhisattva' is a
benevolent being who has attained enlightenment but
who has selflessly postponed entry into nirvana in order
to assist other sentient beings in gaining enlightenment
and thereby release from the samsara cycle of birth

and rebirth.? Bodhisattvas thus embody the Mahayana
Buddhist ideal of delivering all living creatures from
suffering. Thanks to the enormous stores they have
amassed, bodhisattvas are able to assist those in need
through the transfer of meritorious karma, a concept
known in Sanskrit as parinamana and in Chinese

as huixiang.

Bodhisattvas are characteristically presented in the guise
of an early Indian prince, a reference to Siddhartha
Gautama’s worldly status before he became the Historical
Buddha Shakyamuni, implying that just as Siddhartha
(traditionally, c. 563—c. 483 BC), who was born a crown
prince, became a Buddha, so will bodhisattvas eventually
become Buddhas, once all sentient beings have attained
enlightenment. As evinced by this majestic sculpture,
bodhisattvas generally are depicted with a single head,

two arms, and two legs, though they in fact may be
shown with multiple heads and limbs, depending upon
the individual bodhisattva and the particular manifestation
as described in the sutras, or sacred texts. Richly attired,
bodhisattvas, who may be presented either standing or
seated, are represented with long hair often arranged

in a tall coiffure, or bun, atop the head, typically with
long strands of hair falling over the shoulders, and often
with a crown surrounding the high topknot. Bodhisattvas
wear ornamental scarves, dhotis of rich silk brocade, and
a wealth of jewelry that typically includes necklaces,
armlets, bracelets, and anklets. Like Buddhas, bodhisattvas
have distended earlobes; some wear earrings, others do
not. Though bodhisattvas generally are shown barefoot,
as in this sculpture, both early Indian and early Chinese
images of bodhisattvas may be shown wearing sandals,
often of plaited straw.’

This sculpture presents the bodhisattva seated on an
elliptical mat of leaves in rajalilasana, or the pose of
royal ease.* The figure sits with back straight, body
erect, shoulders nearly level, and the head upright, the
embodiment of perfect posture. The figure’s right leg
is flexed and pulled up with the knee at chest height,
the gracefully extended right arm resting on the right
knee and the palm and fingers of the relaxed right hand
pointing downward. Parallel to the ground, the left leg
is folded and pulled toward the body; tucked under the
right thigh, the left foot is visible from the side of the
sculpture but not from the front. Held straight by the
figure’s side, the left arm is lowered for support, with
the hand resting on the edge of the mat on which the
bodhisattva sits.
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Sensitively modeled and expressing compassion, the
oval face has fleshy cheeks, a small mouth, chin, and
nose, and heavily lidded, slightly downcast eyes set
under arching eyebrows. Fleshy folds appear under

the eyes, and the small fold under the chin might be
characterized as an incipient double chin. Of cabochon
form, the integrally cast urna appears at the center of
the forehead. (Often incorrectly termed a “third eye”
or even a caste mark, the urna is the curl of white

hair between a Buddhist deity’s eyebrows from which
issues a ray of light illuminating all worlds.’) The two
large, distinctively shaped curls of hair on either side of
the part and immediately above the forehead spiral in
opposite directions, their bulbous ends visually echoing
the urma below. Emerging from under the cowl atop the
head, loose braids of hair partially conceal the elongated
ears, cascade over the shoulders, and then fall to the
elbows in discrete tresses.

This figure wears a voluminous dhoti that falls over the
legs in copious folds that terminate at the ankles. One
end of the wide scarf draped over the shoulders loops
over the figure’s right arm and falls gracefully to the base
while the other end twines around the figure’s straight
left arm. The very full dhoti is secured in place with

a sash above the waist and with another sash casually
knotted below, its loose ends tumbling over the figure’s
lap and onto the base. The figure wears a long, elaborate
necklace comprising beaded chains suspended from a
double-scroll pectoral; clearly visible on the figure’s back
but concealed from view by the scarves as they pass over
the figure’s shoulders, elaborately tasseled ropes reappear
near the figure’s waist, their ends fluttering over the
robes as if animated by a breeze.

This sculpture represents a manifestation of
Avalokiteshvara, the Bodhisattva of Infinite Compassion,
that is known as the White-Robed Guanyin and that
is identified by the cowl, or scarf, that covers the

top and back of the head. In paintings, where this
particular manifestation of Guanyin is represented
more frequently than in sculptures, the bodhisattva
indeed wears a white robe, in addition to the cowl,
and only limited jewelry. Regarded as a spiritual
emanation of the Buddha Amitabha, Guanyin
ordinarily is identified by a small representation of
Amitabha that appears in the bodhisattva’s crown

or at the front of the topknot of hair; in fact, that
small representation of Amitabha, whether standing
or seated, usually serves as Guanyin’s diagnostic
iconographic attribute. Though it appears in some
images of the White-Robed Guanyin, the small figure
of Amitabha typically is absent in most such images,
the cowl atop the head readily identifying the deity
and the particular manifestation.

PART I

A translation of the Sanskrit name Avalokiteshvara,
Guanshiyin—typically abbreviated as Guanyin—means
“[The One Who| Perceives the Sounds of the World”,
a reference to Guanyin’s ability to hear both the cries of
the afflicted and the prayers of supplicants. Guanyin, an
earthly manifestation of the Buddha Amitabha, guards
the world in the interval between the departure of the
Historical Buddha Shakyamuni and the appearance

of Maitreya, the Buddha of the Future. Though
Guanyin figures in more than eighty different sutras,

the Lotus Sutra—known in Sanskrit as the Saddharma
Pundarika Sutra and in Chinese as the Miaofa Lianhua
Jing—is generally accepted as the earliest sacred text

that presents the doctrines of Avalokiteshvara, that
presentation occurring in Chapter 25. Titled Guanshiyin
Pusa Pumenpin and devoted to Guanyin, that chapter
describes Guanyin as a bodhisattva of infinite compassion
who hears the cries of sentient beings and who works
tirelessly to help all those who call upon his name.
Thirty-three different manifestations of the bodhisattva
are described, including female manifestations as
well as ones with multiple heads and multiple
limbs. This chapter has long circulated
independently as a stand-alone sutra

called the Avalokiteshvara Sutra, or

Guanshiyin Jing in Chinese, and is

commonly recited or chanted at

Buddhist temples in East Asia.
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“Guanyin means ‘[The One Who]
Perceives the Sounds of the World.””

Fig. 1:

White-Robed Guanyin, late 1200s,

attributed to Zhang Yuehu,
China, Southern Song dynasty
(1127-1279), hanging scroll, ink on
paper, Leonard C. Hanna, Jr. Fund
1972.160.

Image Courtesy of The Cleveland
Museum of Art
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Known and worshipped throughout East Asia, the
Guanyin’s distinctive white-robed manifestation arose in
China during the Tang dynasty (AD 618-907) and has
no antecedent or counterpart in the Indian tradition and
thus lacks a traditional Sanskrit name.

Chinese artists traditionally employed the royal ease
pose only in presenting major bodhisattvas, mainly in
depicting Guanyin but occasionally also in portraying
Manjushri—Wenshu Pusa in Chinese—the Bodhisattva
of Transcendental Wisdom.® Suggesting both tranquility
and a relaxed withdrawal from the world, the royal ease
pose implies that the figure so seated is at peace with
both world and self and is engaged in contemplation.
When seated in the pose of royal ease, Guanyin usually
is presented either as the White Robed Guanyin’ or

as the Water-Moon Guanyin.® The two are easily
distinguished in paintings, as the White Robed Guanyin
wears a simple, unadorned white robe with a scarf or
shawl that covers the head—often concealing any crown
or topknot of hair—and is typically placed in a subdued
landscape with a waterfall;” by contrast the Water-Moon
Guanyin is usually draped in the conventional robes of
a bodhisattva and is set in a dense blue-and-green-style
landscape representing a paradise bedecked with coral
and jewels, with a moon above (that often serves as
Guanyin’s mandorla), and with a pond below in which
the moon is reflected—hence the name Water-Moon
Guanyin."" Even when sculptures lack the original base
and surround, as typically is the case, the two modes

are easily distinguished, as the White-Robed Guanyin is
presented with a scarf over the head, whereas the Water-
Moon Guanyin is presented with a bodhisattva’s standard
robes and jewelry, with a topknot of hair, and often
with a crown.

As revealed by paintings from the Southern Song
through the Ming dynasties, the White-Robed Guanyin
is typically shown seated on a mountain ledge, often
with a waterfall to the side and occasionally with the
waters of a lake below, as demonstrated by hanging
scrolls in the Cleveland Museum of Art'' (Fig. 1) and in
the Metropolitan Museum of Art, New York."? In a few
fourteenth-century paintings, such as the hanging scroll
by Monk Zhengwu and now in the collection of the
Kyoto National Museum, the White-Robed Guanyin
sits atop an hourglass-shaped, rocky outcropping that
rises directly out of the sea."”



Fig. 2:

A gilt-bronze seated figure of
bodhisattva, early Ming dynasty,
late 14th-15th century, sold
Christie's London, 14 May 2019,
lot 116.
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Fig.3:

Water and Moon (Potala)
Guanyin, China, Five dynasties
(AD 907-960) - Song dynasty
(AD 960-1279), Gilt bronze,

The Severance and Greta Millikin
Purchase Fund 1984.7.

Image Courtesy of The Cleveland
Museum of Art.
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Although it is difficult to know what type of base
originally was associated with this sculpture, it is safe to
say that this figure probably did not rest atop a Chinese-
style lotus base or on a Tibetan-influenced double lotus
base. An original base for both White-Robed Guanyin
and Water-Moon Guanyin sculptures, when present,
typically represents the large, flat-topped rock on which
Guanyin sits in his paradise." Although only the bases of
wooden sculptures usually survive, a ceramic sculpture
from the Longquan kilns in Zhejiang province, dating
to the Yuan to early Ming period, depicts the Water-
Moon Guanyin seated in the pose of royal ease on a
flat-topped rocky outcropping with craggy sides that
rises from rolling waves below, recalling the imagery

in the previously mentioned painting in the Kyoto
National Museum;" in the collection of the British
Museum, London, the sculpture, which the museum’s
curators date between 1300 and 1400, suggests the
possible appearance of the base on which the present
bodhisattva originally rested. And a small Water-Moon
Guanyin sculpture that sold at Christie’s, London, on
14 May 2019 (Lot 121) features a gilt-bronze bodhisattva
seated in the pose of royal ease atop a rockwork base

in brownish bronze (i.e., without gilding); it is possible
that the present sculpture originally sat on a bronze
base of similar type, the rockwork base left ungilded

to suggest the rock’s rough surfaces and to distinguish

it visually from the bodhisattva.'® Another possibility is
that this sculpture originally appeared on a base in the
form of a table-like altar, such as that associated with

Fig.3

the 1578-dated, cast-iron White-Robed Guanyin in the
collection of the British Museum."” Though unlikely,
it is also conceivable that sculpture rested on a simple,
short, elliptical block—a downward extension of the
leafy mat on which the bodhisattva sits, as it were—as
occurs in many Dehua sculptures from a century later,
such as the Dehua-ware Seated White-Robed Guanyin
by He Chaozong (active c. 1570-1630) in the collection
of the Nelson-Atkins Museum of Art, Kansas City,
MO." In terms of context, the sculpture might well
have appeared on an altar before a painting featuring

a rocky cliff face and a waterfall, allying it with ink
paintings of the same subject.

As noted by the late Princeton University art

historian Wen C. Fong (1930-2018), the very formal
presentations of Guanyin from earlier periods were
transformed late in the Tang period into the Water-and-
Moon Guanyin, from which derives the closely allied
White-Robed Guanyin." Late Tang paintings depict
the elaborately costumed and bejeweled Indian-style
deity Avalokiteshvara at his abode on Mount Potolaka;
then, in the 1090s, the famed Northern Song painter Li
Gonglin (1049-1106) transformed the Indian icon into
the Chinese image, the White-Robed Guanyin,” now
residing at his Chinese home, Mount Putuo, an island
believed to be in the East China Sea, to the southeast
of present-day Shanghai.?! Without direct Indian
prototypes and not specifically identified or described in
the sutras, the Water-Moon Guanyin was an indigenous
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iconography that appeared before the White Robed
Guanyin and served as a prototype for the latter.

Called youxizuo in Chinese, the pose of royal ease—a
literal translation of the Sanskrit terms lalitasana,
rajalalitasana, and maharajalalitasana, the several terms
denoting the exact placement and arrangement of the
legs—traces its origins to ancient India. Stupa-drum-
facing slabs and embellished roundels on railing crossbars
from the great stupa at Amaravati, in Andhra Pradesh,
dating to the second and third centuries AD often
present figures seated in the pose of royal ease. In fact,
a second-century crossbar roundel from Amaravati and
now in the British Museum depicts King Suddhodana,
the Buddha’s father, so seated during a visit to Queen
Maya, the Buddha’s mother, in the Asoka Grove

in Lumbini, thus giving literal meaning to the term
“pose of royal ease”* The pose frequently was used in
portraying deities in the sculpture of most subsequent
periods of Indian history and gradually spread to all the
lands and cultures where Buddhism reached.

Although the specific reasons that Chinese Buddhists
adopted the pose of royal ease beginning in the late
Tang and Five Dynasties (AD 907-960) periods remain
unknown, they likely reflect an effort to make the
previously rather remote deity more approachable by
worshippers. The Chinese used royal-ease pose mainly
for Guanyin, whether as the Water-Moon Guanyin,

the White-Robed Guanyin, the Guanyin of the South
Seas, or other manifestations. The pose’s adoption and
new-found popularity correlates with the rise of Chan
Buddhism in China, the sect better known in the

West by the Japanese name Zen. Revering the Buddha
Amitabha and seeking rebirth in his Western Paradise—
formally known in Sanskrit as Sukhavati, in Chinese as
Xifang Jile Jingtu, and in English as the Western Pure
Land of Ultimate Bliss—Chan Buddhists typically prayed
to Amitabha, chanted his name, and sought intercession
on their behalf by Guanyin, his spiritual emanation. In
making supplications to Guanyin, Chan Buddhists likely
came to prefer representations of the deity that were
more welcoming and approachable than the formal,
somewhat austere depictions characteristic of earlier eras.

Chinese artists first employed the royal ease pose in
describing Buddhist figures in the eighth and ninth
centuries, as evinced by a ninth-century portable
painting from Dunhuang depicting the Bodhisattva
Manjushri Seated on a Lion and now in the British
Museum.* The subject of Guanyin meditating by water
was painted by such famous Tang artists as Zhou Fang
(c. AD 730-800) and Jing Hao (c. AD 855-915), but
such paintings now survive only in written records, the
original works no longer extant. The earliest surviving

PART I

paintings of Guanyin seated in the pose of royal ease are
tenth-century banners from Dunhuang, as witnessed by
the well-known painting in the British Museum?* and by
the AD 943-dated painting at the Musée Guimet, Paris.”®

Although early Chinese sculptures of Buddhist deities
seated in royal ease are rare, a mid-eighth-century
bronze sculpture in the Nelson-Atkins Museum,
Kansas City (F88-37/52), portraying Guanyin Seated
on Mount Potalaka, represents the Tang interpretation
of the subject.” In fact, according to the late Wladimir
Zwalf (1932-2002), formerly a keeper at the British
Museum, the earliest archaeologically attested and thus
reliably datable Chinese sculpture of a bodhisattva seated
in royal ease is a finely cast gilt bronze made during
the tenth century in the Wu-Yue Kingdom in eastern
China and excavated from the Wanfo pagoda, Jinhua,
Zhejiang province.”

The earliest images of the White-Robed Guanyin,
whether painted or sculpted, show a close resemblance
to that on a 1664-dated stone stele in the Xi’an Beilin
which purports to preserve the likeness of a painting
by the revered Tang master Wu Daozi (AD 689-759);
the stele’s inscription by Zuo Chongyao states that

the full-length image of Guanyin was copied by one
Ye Chengtiao in 1664 after a painting by Wu Daozi
and then engraved on the stele.” The earliest known,
securely dated sculptures of the White-Robed Guanyin
are two small figurines of painted clay, each measuring
38.0 cm in height, excavated from a relic chamber

on the third floor of the Ruiguang pagoda in Suzhou
together with a wooden box with the inscribed date

of 1013 (all now in the Suzhou Museum). The two
identical figurines are meticulously painted and show
the bodhisattva with a white cowl covering the head and
the body down to the knees and with colorful clothing
beneath it.*” Like the image engraved on the 1664
stone stele, the bodhisattvas stand, and they clasp prayer
beads in their lowered hands, which are crossed at the
wrists.™® The earliest extant, large-scale stone sculpture
of the White-Robed Guanyin is the well-preserved relief
sculpture in the Yanxia Cave in Hangzhou’s Southern
Hills;*' measuring 1.85 meters in height and dating to
the tenth or eleventh century, the relief is closely akin
both to the purported image by Wu Daozi and to the
two excavated, early eleventh-century, painted clay
figures. Among the earliest gilt-bronze sculptures of the
White-Robed Guanyin seated in royal ease is the Five
Dynasties or Northern Song example in the Cleveland
Museum of Art*® (Fig. 3), whose style and general
appearance anticipate those of the present sculpture.

The White-Robed Guanyin first gained a following
among devotees of Chan Buddhism during the late



“Suggesting both tranquility and a relaxed

withdrawal from the world, the royal ease

pose implies that the figure so seated is at

peace with both world and self and is engaged

in contemplation.”

Tang and Song periods. With the Chan emphasis on
simplicity and directness, early images of the White-
Robed Guanyin typically wear little jewelry, as seen in
the excavated clay sculptures from 1013 and in the tall
relief sculpture in the Yanxia Caves; indeed, some early
sculptures of the deity, such as the gilt-bronze figure in
the Cleveland Museum, wear no jewelry at all. During
the Ming dynasty, however, Chan Buddhism became
closely allied with Pure Land Buddhism® with the result
that the figures became more conventionalized and thus
characteristically wear more elaborate robes and much
heavier jewelry, as witnessed by the present sculpture.

The open underside of this hollow-cast sculpture gives
access to the sculpture’s interior. It remains unknown
whether or not dedicatory objects were deposited within
the hollow interior during its consecration ceremony in
order to enliven the image and grant it religious efficacy.
The consecration of Buddhist sculptures included an
elaborate ritual executed in accordance with canonical
texts that describe the process in detail.** The most
important part of the ritual was the placement of
consecratory objects within the sculpture’s interior cavity,
those objects typically including small paper sutras and
prayer scrolls, glass beads, textile fragments, small bronze
seals, small sculptures of metal or wood, seeds, and
assorted other special goods.” Religious in nature, such
dedicatory items seldom are dated and rarely include any
information that would convey insight into a sculpture’s
date, place, or other circumstances of manufacture.*

The face of the present White-Robed Guanyin shows
remarkable similarity to those of a pair of 1489-dated,
cast-iron sculptures representing standing attendants
and now in the collection of the Asian Art Museum,
San Francisco; the similar features include the oval
face; large, heavily lidded eyes set under arched brows,
the upper lids each with an incised line at the lower

edge to enhance definition, the lower lids each with

additional lines below imparting fullness or puffiness;
the small mouth, with both upper and lower lips in
“bowed configuration”; the fleshy chin with a line,

or fold, underneath suggesting a so-called “double
chin”; the elongated ears with thick, unpierced lobes
that flare outward; and the meticulously combed hair,
parted in the middle and with distinctive, opposed curls
immediately above the forehead. A cast-iron sculpture
representing the head of a bodhisattva that was offered
at Sotheby’s Paris, on 16 December 2015 (Lot 145)

not only is closely related to the head of the present
Guanyin but also has locks of hair that fall across the
ears, exactly as in the present sculpture.® And the cast-
iron bodhisattva head in the collection of the Harvard
Art Museums, Cambridge, Massachusetts (1935.17),%
which is virtually identical to the Sotheby’s head and
which perhaps originally was part of a set together with
the Sotheby’s head, has traces of gold pigment over

a white gesso ground on the face as well as traces of
black pigment over a white gesso ground in the hair,
suggesting something of the original appearance of such
Chinese cast-iron sculptures. Kinship to the pair of
1489-dated sculptures in the Asian Art Museum permits
the attribution of the present White-Robed Guanyin and
of the Sotheby’s and Harvard’s heads to the second half
of the fifteenth century.

Not only rare and beautiful, this compelling sculpture
is exceptionally important, as it is one of the few
gilt-bronze representations of the White-Robed Guanyin
from the Ming dynasty. It establishes a link between
sculptural representations of the deity and the related
ink paintings that were popular from Song into

Ming times, just as it demonstrates the continued
production of Buddhist sculptures in a traditional
Chinese style that descends from the styles of the
Tang and Song in a period when sculptures produced
for the Ming imperial court typically show strong
Tibetan influence.*
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A VERY RARE GILT-BRONZE FIGURE OF WHITE-ROBED GUANYIN
CHINA, MING DYNASTY, 15TH CENTURY

The deity finely cast seated in rajalilasana (royal ease) wearing a long flowing scarf, a
beaded necklace, and loose robes that spread gracefully around the figure seated on a mat
of leaves that forms the base

10% in. (25.6 cm.) high
$400,000-600,000

PROVENANCE:

Ettington Collection, Jerusalem.

Dr. and Mrs. Otto Schneid Collection, Haifa.

Dr. and Mrs. A. L. Ofseyer, Ontario Collection, Canada.

Sotheby’s Parke-Bernet, Inc., New York 5 November 1977, lot 40.
The James and Marilynn Alsdorf Collection, Chicago.
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ZHANG RUITU (ATTRIBUTED TO, CHINA, 1570-1641) Wy Rk
Iy UtES TR

Landscapes and Calligraphy

Album of fourteen double leaves, ink on gold-flecked paper
Each leaf measures 11 2 x 13 % in. (29.2 x 34.8 cm.)
Each leaf inscribed and signed, with a total of twenty-six seals of the artist

Dated yichou year of the Tiangi reign (1625)
Dedicated to Zhu Wan (active 1573-1620)

RiR:

Il (186

AT R M KB A AR
N HARE

HARILIFERE -

HEESEEE Jean Daridan (1906-2002) FAAEIHZE 19704F o

19709 H 10 HIEHEZ J.C. Moreau—Gobard ©
ST R ISR - PR R ZnE -

Frontispiece inscribed and signed by Naito Konan (1866-1934), with three seals
Colophon by Nagao Uzan (1864-1942), with two seals R

Titleslips by Nagao Uzan and Naito Konan, with two seals each

Eighteen collector’s seals

$100,000-150,000

PROVENANCE:

Mayuyama & Co., Japan.

Ambassador Jean Daridan (1906-2002) Collection, France, until 1970.
Purchased from J.C. Moreau-Gobard, Paris, 10 September 1970.

AR o EANE AR AL - R SO REE - PR R

PR, > 1970F9H21HE11H13H ©

HRR:

(R T 2520 — chERHE 1B, 5 IR 0 AL
R 0 19534F 0 55259 H » [ERR26-27 (B ) ©
K, (BAMAEE) - MILBERAE » B 0 19564F » [BIhR

The James and Marilynn Alsdorf Collection, Chicago. H o
ZIEF T HEEAS - BT B REE - IR % K g &

EXHIBITED:

Chicago, The Arts Club of Chicago, Chinese Art from the Collection of James W. and
Marilynn Alsdorf, 21 September-13 November 1970.

LITERATURE:

20 (—Bf)
HEEC (hEHEEH-ARERTT) o W 19564F 85155

M) > 19704 > ZH0EF > HEokps o

(RESREETT Al EHRERNSEE) - BIlLBRE )
I 0 19765 0 HEHR178 0 B89 (—fH)

Sekai Bijutsu Zenshu, vol. 20, Heibonsha, Tokyo, 1953, p. 259, pls. 26-27

(illustrated, two leaves).

Yoshiho Yonezawa, Painting in the Ming Dynasty, Mayuyama & Co., Tokyo, 1956, pl. 20

(illustrated, one leaf).

Osvald Siren, Chinese Paintings, Leading Masters and Principles, London, 1956, vol. 7, p. 155.
The Arts Club of Chicago, Chinese Art from the Collection of James W. and Marilynn Alsdorf,

Chicago, 1970, no. P5.

Mayuyama & Co., Ltd, Mayuyama, Seventy Years, Volume Two, Tokyo, 1976, no. 178,

p- 89 (illustrated, one leaf).
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The calligrapher and painter Zhang Ruitu truly embodied all the qualities of a
traditional Chinese literati artist. He was academically accomplished and placed third
in the imperial civil service examination held during the thirty-fifth year of the Wanli
reign (1607) and so was awarded the title of tanhua. He held various high government
posts until he suffered an ignominious forced-retirement after he was implicated in the
corruption charges against the once-powerful eunuch Wei Zhongxian (1568-1627).

The recipient of this album by Zhang Ruitu was a literatus named Zhu Wan, whose
sobriquet was Jimei and style name Baiyue. According to Shushi huiyao, he was a
distinguished calligrapher of clerical script and was active during the Wanli reign
(1573-1620). He was also well-regarded for his fine cursive and standard script, which
he modeled after Yan Zhenging (709-985). While we do not know Zhang Ruitu’s
relationship with Zhu Wan, nor do we know the circumstance under which the album
was created or commissioned, it is possible if unusual for a work of art to be dedicated
to a recipient who has passed away in memoriam. Of the eleven poems written in this
album, only one is an original by Zhang Ruitu. The authors of the texts in sequential
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order are: Li Bai (AD 701-762), Gao Lian (1573-1620), Zhang Ruitu, Chen Jiru
(1558-1639), Lu Lun (AD 739-799), Tao Qian (Yuanming, AD 365-427), Tao
Hongjing (AD 456-536), Zhang Hu (Ca. AD 785-849), Liu Zongyuan (AD 773-819),
Jiao Dao (AD 779-843) and Su Shi (1037-1101).

There are six double-leaf paintings in the album, five of which are accompanied by
poetic couplets. It is reasonable to assume that Zhang Ruitu’s creative process began
with selecting the desired poems, and then illustrating them. The opening vignette
serves as a fine example: Zhang Ruitu inscribed Li Bai’s verses: “A house near the Blue
Mountain similar to that of Xie Tiao; willow branches drape over the door like those
of Tao Yuanming.” The Blue Mountain is located southeast of Dangtu county in
Anhui province. Xie Tiao (464-499) was a literatus of the Qi Kingdom of the Southern
Dynasty and once held the governorship of Xuan city. While he was there, he built a
house in the southern part of the Blue Mountain. Five willow trees near the front door
refers to the reclusive residence of Tao Qian, who had five willows planted next to his
house. Deep in the pictorial space, Zhang Ruitu situated a residential compound in the
background mountains, where willow tress—disproportionally oversized for emphasis—
are prominently featured near the front entrance. The same iconography of willows is
repeated in the middle ground, with one willow arching over and framing a lakeside
pavilion where two figures have gathered.

Echoing the landscape imagery in the album, the stand-alone poems without
illustrations also share the same recurring theme—they are mostly narratives that
describe the observations of nature's sights and sounds, from the perspectives of hermit
mountain dwellers and visitors to solitary temples in the mountains. The longing for
nature, tranquility, and simplicity, away from politics, worldly entanglements, and
artificial ornaments, is clearly reflected through both the text selection and pictorial
interpretations. While themes like this—a perennial favorite among the traditional
literati—could easily appear to be a trope, nuances articulated by Zhang Ruitu have
transformed the scene into a refreshing presentation of a literati ideal.

Throughout the album, Zhang Ruitu, one of the most highly regarded calligraphers
of the Ming dynasty, wrote with his signature style: angular, geometric, energetic,

and keeping the size of the characters uniform. His paintings hark back to the literati
tradition of the Song and Yuan dynasties, where the ink monotone delineations of

the mountains and streams emphasize evocation of nature rather than verisimilitude.
This album is accompanied by a titleslip written by Naito Tora (1866-1934). Better
known as Naito Konan, he was a renowned historian and sinologist whose research
and publications became very influential culturally as well as politically. He was a
co-founder of the Kyoto School of historiography. The concluding pages bear a
colophon by Nagao Uzan (1864-1942), an accomplished sinologist, calligrapher, painter,
collector, and seal carver. In the early twentieth century, he worked in the Commercial
Press in Shanghai, where he participated in the editing of textbooks for elementary
schools in China. As a result of his decade in China and rich collection of Chinese
paintings and calligraphy, Nagao Uzan was proud of his expertise in Chinese culture.
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IMPERIAL MONOCHROMES OF THE 18TH CENTURY

ROSEMARY SCOTT

Senior International Academic Consultant

The porcelains made for the three great

Qing emperors — the Kangxi Emperor (1662-1722),
the Yongzheng Emperor (1723-35), and the Qianlong
Emperor (1736-95) — are internationally admired

for their beauty and technical excellence. In addition
to these qualities, however, connoisseurs admire the
reverence for the past and the encouragement of
innovation that inspired some of the finest porcelains
of this period. These aspects of high Qing imperial
porcelain are especially evident in monochrome
wares, including some of the fine examples in the
Alsdorf Collection.

Monochrome ceramics first enjoyed real prestige in
China during a period in which the technology and
status of ceramics reached new heights. This was in

the Tang dynasty (AD 618-907), when ceramics were
first truly appreciated by Chinese connoisseurs for their
beauty as works of art. At that time elegant single-
coloured wares, with white glazes or grey-green celadon
glazes, were the subject of imperial approbation and
literary plaudits. Tang celadon-glazed stonewares from
the Yue kilns of Zhejiang province were the recipients
of special praise. The Tang-dynasty writer Lu Yu (AD
733-804) in the Cha Jing (Tea Classic) particularly
recommended Yue celadon wares as the best vessels from
which to drink fine teas. These Tang celadon-glazed
ceramics established the appreciation of such subtle
celadon glazes, which are the ancestors of the refined
grey-green and pale blue-green glazes of the Song
dynasty, which, in turn, inspired both Ming-dynasty and
Qing-dynasty imperial porcelain vessels such as those in
the Alsdorf Collection.

In the Song dynasty (AD 960-1279) the appreciation
of monochrome wares grew at courts renowned for their
refined sophistication, and amongst the literati. Both
the Northern Song (AD 960-1127) and the Southern
Song (1127-1279) periods saw the development of new
kinds of subtly coloured monochrome ceramics, which
were highly esteemed by succeeding generations. Green
celadons, white ceramics such as Ding and Qingbai
ware, the blue-toned Ru and Jun wares, black-glazed
ceramics, and the crackle-glazed Guan and Ge wares of
the southern kilns, were to prove the most enduringly
admired and influential. The Ding and Qingbai wares
owed their colour to the purity — lack of colouring
trace elements - of the materials from which they were
made. The celadons, and also the black wares owed
their glaze colours to differing amounts of iron in the
glaze constituents and the atmosphere in which they
were fired, while Jun wares obtained their opalescent
blue colour partly from small amounts of reduced iron
and partly from the optical effects of the glaze structure
(research on this topic is discussed by Nigel Wood in
Chinese Glazes — Their Origins, Chemistry and Recreation,
London, 1999, pp. 118-24).

Although some new monochrome glaze colours
appeared on porcelains during the Yuan dynasty
(1279-1368), under the auspices of the Mongol rulers,
including copper red and cobalt blue, the status of
monochrome ceramics was greatly enhanced in the
late fourteenth century, when the first Ming-dynasty
emperor, Hongwu (1368-98), brought monochrome
ceramics into a new and important area of court life

— they were used for state ritual. The vessels used on



102

SACRED a~xo IMPERIAL | iz JAMES axo MARILYNN ALSDORF COLLECTION | S35fHITE - f5 M- S FSEE - BT AT 107 2 KRI8k

“I used to say to my sons: Seek joyfulness when

you can, for seeking joy leads to an auspicious

atmosphere. After meals we would talk about

pleasant things and set our eyes on rare antiques,

so we digested easily and our bodies flourished.”

THE KANGXI EMPEROR

imperial altars had previously been made of bronze

or some other precious material, but as early as the
second year of his reign, in 1369, Emperor Hongwu
not only re-established imperial porcelain production

at the Jingdezhen kilns in Jiangxi province, but in the
same year issued an edict declaring that the ceremonial
vessels used on the imperial altars should thenceforth

be made of porcelain. Although this decision to eschew
bronze was undoubtedly driven in significant measure
by the need to conserve copper, which would otherwise
have been used in the manufacture of bronze vessels,

its effect on the porcelains made for, and preserved by,
the Ming and Qing courts was considerable. During the
Ming dynasty the imperial altars at which the emperor
personally made sacrifices were the Altar of Heaven —
Tiantan; the Altar of Earth, Digitan; and the Altar of the
Sun, Chaoritan. These altars came to be decorated with
tiles and served by porcelain vessels of blue, yellow and
red, respectively. Even when the sacrifices offered to
Heaven and Earth were combined at an altar known as
the Dasidian, following the imperial decree of 1377, the
tiles and pillars of that altar were restricted to blue and
yellow. This association of blue and yellow with Heaven
and Earth can be traced back to the Zhou dynasty
(1027-221 BC). The Altars of the Moon, Xiyuetan, and
the imperial Ancestors, Taimiao were both served by
white porcelain vessels. Red, blue, yellow and white
porcelains were thenceforth made for use in sacrifices, as
well as for secular purposes - hence the names ‘sacrificial
red’ (jihong ) and ‘sacrificial blue’ (jilan ) to describe
certain glaze colours.

PART I

After the establishment of the Qing dynasty, new
imperial patrons ensured that monochrome porcelains
reached fresh heights of refinement, and new colours
were developed. Even during the first Qing-dynasty
reign of the Shunzhi Emperor (1644-1661), when
imperial porcelain production was not yet fully re-
established - despite frustrated attempts in 1654 and
again in 1659 - a number of distinctive cobalt-blue
dishes can confidently be dated to his reign. These
would have been required for the sacrifices performed
by the emperor at the Temple of Heaven, secking
divine intervention to prevent further natural disasters,
following the devastating droughts, which brought
terrible hardship to northern China in 1657 and 1660
(see Rosemary Scott, ‘A Question of Blue Imperial
Monochromes in the Shunzhi Reign’, Transactions of the
Oriental Ceramic Society, vol. 73, 2008-2009, pp. 145-51).
During the Kangxi reign (1662-1772), the emperor
instigated an enquiry into the prevailing situation at the
Jingdezhen kilns, which had been badly damaged during
the ‘Revolt of the Three Feudatories’ — in 1674 much
of Jingdezhen and many of the kilns themselves had
been razed to the ground. The enquiry began in 1680
and by 1683 a new, reorganized, kiln complex had been
established to undertake imperial orders of porcelain

for the court. It is significant that the three great Qing
emperors of the late seventeenth and eighteenth centuries
were great patrons of imperial porcelain and took a
personal interest in its production. The desire of these
emperors for porcelains which revived the finest ceramic
wares of the past, as well as for new colours, encouraged









the expansion of the glaze and enamel palettes at the
Jingdezhen kilns. It is interesting to see the mixture

of old and new colours amongst the monochrome
porcelains depicted on one of the twenty Ilustrations of
the Intricacies of Porcelain, which was sold by Christie’s
Hong Kong in April 1996. (Fig. 1) This album was
produced in the first half of the 18" century by Ding
Guanpeng (active ¢. 1708-1771), Sun Hu and Zhou Kun
(active first half of eighteenth century), with calligraphy
by Dai Lin, and a foreword by the great ceramicist Tang
Ying (1682-1756). The album bears six collector’s seals,
five of which belonged to the Qianlong Emperor —

reflecting his enduring interest in ceramic production.

One of the major influences on imperial ceramics of
this period was the enthusiasm of all three emperors for
antiques in general and antique ceramics in particular.
Certainly, the Kangxi Emperor derived particular
pleasure from his collection of art and antiques, the
perusal of which appears to have had the eftect of

relaxing and refreshing him. He noted:

“I used to say to my sons: Seek joyfulness when you
can, for seeking joy leads to an auspicious atmosphere.
After meals we would talk about pleasant things and
set our eyes on rare antiques, so we digested easily
and our bodies flourished.” (translated by Jonathan
Spence in Emperor of China: Self-Portrait of K ang-Hsi,
Harmondsworth England and New York, 1974,

pp- 137-38)

The Kangxi Emperor passed on this enthusiasm for
antiques to his son, the Yongzheng Emperor and to his
grandson, the Qianlong Emperor.

It is possible to gain some idea of the antique items in
the imperial collection which found particular favour
in Kangxi’s reign by looking at court paintings of the
time, such as the series of twelve large screen paintings
known as Beauties at Leisure Painted for Prince Yinzhen.
Prince Yinzhen was to become the future Yongzheng
Emperor, and these paintings were created in the latter
part of the Kangxi reign — probably between 1709 and
1723. A court lady in one of these paintings is depicted
surrounded by precious antiques — ancient bronzes,
jades, table screens and ceramics (illustrated in China:
The Three Emperors 1662-1795, J. Rawson and E. Rawski
(eds.), Royal Academy, London, 2006, p. 259, no. 173,
lower centre). The ceramics in this painting suggest that
monochromes from the Song dynasty and those from
the early Ming were especially revered. Along with
archaic bronzes and jades, a Northern Song dynasty

Ru ware narcissus bowl and a Ru ware bowl-stand are

depicted. Somewhat surprisingly, what appears to be
an early fifteenth-century bowl with white interior and
cobalt blue exterior is depicted resting on the Ru ware
bowl-stand. A copper-red monk’s cap ewer, probably
dating to the early fifteenth century, is also included.
The fact that the ewer is set into a stand serves as a
reminder that Beijing suffers from earthquakes and that
vessels with a high centre of gravity were best displayed
in a way that prevented them falling over when there

were earth tremors.

The admiration of the Yongzheng Emperor for
monochrome ceramics of the Song and early Ming
dynasties is confirmed through examination of the
antiques illustrated on two large imperial scrolls entitled
Guwan tu (Pictures of Ancient Playthings) — surviving
from a series of at least eight - which depict items in
the imperial collection in the Yongzheng reign (fig. 2).
The scroll preserved in the collection of Sir Percival
David is dated 1728 and designated number six, while
the scroll preserved in the Victoria and Albert Museum
is dated 1729 and designated number eight. Although a
copper-red dish and bowl, apparently from the early 15%
century, appear on the Percival David scroll (illustrated
in China: The Three Emperors 1662-1795, op. cit., pp.
252-53, no. 168), and what appear to be early fifteenth
century cobalt-blue dishes are depicted on both the
Percival David scroll and the Victoria and Albert scroll
(llustrated in China: The Three Emperors 1662-1795,

op. cit., pp. 254-55, no. 169), it is Song dynasty wares —
both Northern Song Ru wares and Southern Song Guan
and Ge crackle-glazed wares - that dominate amongst
the antique monochrome ceramics on both these
scrolls. As other records show, this appears to reflect the
Yongzheng Emperor’s own preferences.

Court paintings from the reign of the Qianlong
Emperor also provide insight into that monarch’s tastes
in antique ceramics. A hanging scroll of about AD 1750
by Giuseppe Castiglione (Lang Shining 1688-1766) and
Ding Guanpeng, entitled The Qianlong Emperor Viewing
Paintings, shows the emperor seated and looking at
paintings, which are held up for his perusal by attendants
(llustrated in China: The Three Emperors 1662-1795,

op. cit., p. 282, no. 194). To one side of the emperor is
a table on which a range of antiques have been placed.
Among these are two small Xuande (1425-36) porcelain
lidded ewers — one with copper-red glaze and the other
with cobalt-blue glaze. There is also what appears to

be a Southern Song lobed dish with greyish, crackled
glaze and a large Southern Song octagonal hu vase with
bluish, crackled glaze. Another painting of the Qianlong
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Emperor, of which there are several versions in the
Palace collections, entitled One or Tiwo — Painting of the
Qianlong Emperor Appreciating Antiques, painted about
1745-50 (illustrated in Forbidden City — Imperial Treasures
from the Palace Museum, Beijing, Virginia Museum of
Fine Arts, 2014, pp. 74-5, no. 49), confirms his fondness
for Song-dynasty monochromes. In addition to the

early fifteenth century blue and white wares depicted

in this painting, there is a Northern Song dynasty Ru
ware narcissus bowl and a small Southern Song greyish
crackled-glaze dish. From the evidence of these paintings
(and others) it appears that the antique ceramics most
appreciated by the Qianlong Emperor were those of the
Song dynasty and those of the fifteenth century. This ties
in with the comments made in his writings, where he
usually compliments contemporary pieces by comparing
them to specific items from these periods, and it also
explains why the contemporary imperial porcelains made
in the style of ancient ceramic wares are usually based on
Song dynasty or fifteenth century Ming-dynasty pieces.

Qianlong also provided a further source of fascinating
insights into his feelings regarding ceramics among his
collection of antiques. He composed poetic inscriptions
and had them inscribed on a huge number of items in
the palace collections, including a significant number

of Song-dynasty ceramics. That Song wares were

greatly treasured by the Qianlong Emperor is clear from
inscriptions applied to Northern and Southern Song
ceramics in the National Palace Museum, Taiwan (see
Obtaining Refined Enjoyment - The Qianlong Emperor’s
Taste in Ceramics, Taipei, 2012) as well as similar pieces
in the Palace Museum, Beijing. There are also several
Song-dynasty ceramics bearing Qianlong inscriptions in
the collection of Sir Percival David. One of these is a
Ru ware bowl, the interior of which bears an inscription
incised into the glaze, which was composed by the
emperor in the bingwu year, equivalent to AD 1786
(discussed by Rosemary Scott in Imperial Taste: Chinese
Ceramics from the Percival David Foundation, London and
Los Angeles, 1989, pp. 34-5, no. 11). Interestingly, this
Ru bowl, identifiable by its glaze, the crackle structure,
and the addition of a metal band around the mouth
rim, appears to be depicted on the Yongzheng AD 1728
Guwan tu (Pictures of Ancient Playthings) in the Percival
David Collection, discussed above-suggesting that the
bowl had almost certainly been part of Qianlong’s
father’s collection.

The Qianlong Emperor’s passionate interest in antiques
of all types exerted an influence on the designs of all
manner of works of art made for his court — including
ceramics — providing inspiration for both forms and

PART I

decoration. The Qianlong Emperor followed the lead
of the Northern Song Emperor Huizong (r. AD 1100-
1126) in commissioning the publication of illustrated
catalogues of his collections, such as the Shiqu baoji
(Precious Collection of the Stone Moat); Midian zhulin
(Pearl Forest of the Secret Hall), the Tianlu linlang
(Tianlu collection of masterpieces), and the Xiging gujian
(Xiqing mirror of antiquities). The latter, which was
compiled in 1749, provided an especially rich source

of forms for porcelain production based upon ancient
bronze prototypes. In addition, hand-painted albums
such as Taoci puce, produced in the latter part of the
Qianlong reign, include precise coloured illustrations
and written descriptions of Song dynasty wares in

the eighteenth century imperial collections. Thus,

the ceramics of the Song and early Ming dynasties
provided the inspiration for a number of late seventeenth
and eighteenth century glazes and forms, while the
metalwork of the Bronze Age also provided the
inspiration for a number of ceramic forms, as can be seen
in several 18" century monochrome porcelains in the
Alsdorf Collection.

During the reigns of the Kangxi, Yongzheng and
Qianlong Emperors, the imperial kilns benefitted from
the appointment of several extremely talented officials.
In 1680 Zang Yingxuan, a member of the Bureau of
Forestry and Crafts, was involved with re-organising the
kilns, and in 1682/3 he was appointed superintendent of
the imperial kilns. He remained in this post until 1688,
and during his tenure porcelains of very high quality
were made at Jingdezhen. Some of the early directors of
the Qing imperial kilns have been particularly associated
with the monochrome glazes produced during their time
in office at Jingdezhen. One of these was Lang Tingji
(AD 1663-1715) who was Governor of Jiangxi province
and concurrently supervisor of the Imperial kilns from
AD 1705 to 1712. The name Langyao (Lang wares) has
been applied to several monochromes made under his
period of supervision. It is most often applied to pieces
with a brilliant copper-red glaze, but is sometimes also
applied to porcelains with copper green glazes, and to
very thinly potted ‘bodiless’, white wares for which he
was also famous. The ability to produce fine copper-
red glazes like those celebrated so-called xianhong ‘“fresh
reds’ of the early fifteenth century, seems to have been
lost in the second part of the Ming dynasty, and was not
reinvented until the Kangxi reign. Good copper-reds
were made by the end of the seventeenth century, but

it is recorded that Lang Tingji in the early eighteenth
century was particularly famous in his lifetime for
producing excellent copies of the fine glazes of the early
fifteenth century.



Fig.2:

Handscroll (detail), Yongzheng
period (1723-1735). Sir Percival
David Foundation, British
Museum.

© The Trustees of the British Museum
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These early eighteenth century copper reds benefitted
from changes to the glaze recipe, compared to that of
the fifteenth century, which resulted in reds that were
sometimes of an even greater brilliance. The Qing red
glazes generally contained greater quantities of calcia
and alumina, and smaller amounts of silica and alkalis
than their fifteenth century predecessors. This had
relatively little effect on their appearance, but the Qing
red glazes also contained somewhat less copper, and
this contributed to the production of a brighter red.
Indeed, Chinese copper-red glazes from Yuan to Qing
contained progressively less and less copper, leading to
brighter and brighter reds. The Kangxi copper-red glazes
also had a longer firing time, and this resulted in their
appearing somewhat glassier than their fifteenth century

counterparts. Generally, the Langyao copper red wares
are glassier than other Qing red glazes, probably due

to being fired at a somewhat higher temperature. The
shaded white band around the mouth of Langyao reds

is also frequently more pronounced than on other Qing
dynasty copper-red porcelains. A copper-red cup with
this distinctive type of shaded red band around the upper
section can be seen in the hand of an elegant court

lady in another one of the famous Portraits of Beauties
Painted for Prince Yinzhen, in the Palace Museum, Beijing
(llustrated in China: The Three Emperors 1662-1795, op.
ct., p. 258, no. 173, lower right image).

In addition to the deep red glazes, the Kangxi reign
saw the development of one of the Qing dynasty’s most
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interesting and most admired glazes — a copper glaze
known as (peach-bloom) in English and by a variety

of names in Chinese, including pingguo hong (apple

red), jiangdou hong (bean red), and meiren zui (drunken
beauty). The peach-bloom glaze was applied to a
limited number of relatively small vessel shapes, all of
which were intended for use on a scholar’s table. They
have traditionally been known as the ba da ma (Eight
Great Numbers), comprised of four elegant vase forms,
three water pots — including the so-called ‘bechive’ or
‘chicken coop’ shape - and a seal-paste box. The Alsdorf
collection not only has a Kangxi peach-bloom-glazed
‘bechive’ water pot, but also a rare Kangxi white-glazed
water pot of the same shape. There are in fact four water
pot forms amongst the Kangxi peach-bloom shapes,
bringing the total number of forms to nine, rather than
eight (discussed by John Ayers, “The Peachbloom Wares
of the Kangxi Period (1662-1722)", Transactions of the
Oriental Ceramic Society, 1999-2000, vol. 64, pp. 31-50).
This may be significant, since, although the number
eight was traditionally regarded as lucky, the number
nine is the imperial number, and it has been suggested
by some scholars that these peach-bloom vessels were
made especially to be given as gitts from the Kangxi
Emperor to favoured members of the court. The style of
the calligraphy used in the reign marks on peach-bloom
vessels has led some scholars to suggest that the vessels
should date to relatively early in the Kangxi reign —
1678-88 — but the sophistication of both glaze and form,
as well as the discovery of one of the typical peach-
bloom vase forms (decorated in underglaze copper red)
with the reign mark of the succeeding Yongzheng reign
amongst the Chinese porcelains in the Victoria and
Albert Museum collections (see Ayers, op. cit., p. 41,

fig. 17), has led others to conclude that they are more
likely to have been produced in the latter years of the

Kangxi reign.

The peach-bloom glaze itself is of particular beauty

and technical complexity, and has been the focus of
scientific research since the mid-twentieth century.
Both the overall soft pinkish-red of the glaze, and the
areas of clear green which appear to a greater or lesser
extent within it, owe their coloration to copper. Firing
in a reducing atmosphere creates the red colour, while
re-oxidation creates the green. This was therefore a glaze
which had to be applied very precisely and fired with
great care. Research suggests that a copper-lime pigment
was applied between two layers of colourless glaze. The
copper-lime pigment was applied by blowing through

a bamboo tube with fine silk gauze over the end, to
achieve an effect similar to modern spraying techniques

PART I

(discussed by Nigel Wood, Chinese Glazes, London

& Philadelphia, 1999, pp. 182-83). This allowed the
thickness of the copper-lime layer to be adjusted so
that some areas would be thicker than others. In those
thicker areas there was additional flux, which thinned
the upper glaze layer and allowed the copper to re-
oxidise and produce clear green. In the other areas, some
of the pigment was undissolved in the glaze making it
appear slightly opaque and yet smooth on the surface,
while the majority of the copper did dissolve and
produced a rich pinkish-red, creating one of the most

highly esteemed glazes from the Qing imperial kilns.

As the eighteenth century progressed, new versions of’
the copper-red glaze were produced, which were quite
different from the earlier versions. This was a glaze

with more finely ground glaze components, more even
colouration, and narrower white band around the rim,
and was probably fired to a slightly lower temperature
than the Langyao pieces, and with a shorter firing time.
Such fine eighteenth century copper-red pieces owe
some of the richness of their colouring to the tastes of
the Yongzheng Emperor, who in the 8th month of 1729
complained that the glaze on some recent copper-red
porcelains was too thin. The emperor sent five rim
sherds with thicker red glaze to the then supervisor of
the imperial kiln, Nian Xiyao (1671-1738), to provide a
bench mark for future production. Such fine copper-red
porcelains of the Yongzheng and Qianlong reigns can
be seen in a number of informal Qing court paintings,
indicating that they were prized for use and decoration
as well as for ritual.

While the famous pink enamel, which derived its
colour from colloidal gold, was introduced at the end
of the Kangxi reign, it is probable that the deep purplish
pink used as a monochrome colour on relatively small
porcelains, such as the Yongzheng bowl in the Aldsdorf
Collection, was perfected in the Yongzheng reign
(1723-35) — along with a number of other vibrant
colours — under the auspices of the most famous of

all the supervisors of the Imperial kilns, Tang Ying
(1682-1756). In the first year of the Yongzheng reign,
Tang Ying was appointed Vice-Director of the Imperial
Household Department at court before being sent to
Jingdezhen in 1726, initially working as assistant to Nian
Xiyao, but soon assuming overall responsibility for
production at the Imperial kilns. Tang Ying became a
knowledgeable ceramicist in his own right, and was also
a keen author. His surviving writings provide a

great deal of useful information about production at
Jingdezhen. In 1735, the last year of the Yongzheng



Emperor’s reign, Tang wrote Taocheng jishi
(Commemorative Stele on Ceramic Production). This lists
some fifty-seven different types of ceramics made for

the court, nearly forty of which were monochromes,
including the purplish pink enamel, which was described
as a ‘new purplish glaze after European style’. While
some of the fifty-seven different types of ceramic

were inherited from the Ming dynasty and others

were initiated during Kangxi’s reign, it is clear that a

significant number were developed as a response to

the Yongzheng Emperor’s desire for new colours, as
well as his desire for porcelains which reflected the style
of wares from the revered classic of Chinese ceramic
production — the Song dynasty.

Many of the glazes from the Song dynasty, which
inspired Qing-dynasty potters, were essentially celadons.
Iron was the colorant used to produce Song-dynasty
celadon glazes, and also the pale celadons of the Qing
dynasty, although it must be born in mind that the




bodies of the Song-dynasty ceramics were rather
different from the porcelains of later dynasties and thus
the later celadon glazes required different compositions.
While celadon-type glazes, coloured with small
quantities of reduced iron, applied to a porcelain body
were produced at Jingdezhen in the early Ming period,
the Kangxi potters perfected a particularly delicate
version applied to a very white (low iron) body. The
delicate celadon glaze was coloured using only about
half the amount of iron found in typical Song-dynasty
Longquan celadons, and was further modified in the
Yongzheng period to produce an even more finely
textured and slightly bluer pale celadon glaze. The
Yongzheng emperor is known to have been particularly
fond of these fine pale celadons, and in the 6th year

of his reign (1728) sent a celadon vase to the imperial
kiln with an order to make a flower pot with the same
glaze. The late 17th and 18th century celadons and the
others created with minute variations in tone and texture
have traditionally been greatly admired by Chinese
connoisseurs and have been given names such as douging
(bean green) and dongqing (eastern green) in the Kangxi
reign, dongqing (winter green) and fenging (soft green) in
the Yongzheng reign.

Given the imperial admiration for Song-dynasty Ru,
Guan and Ge crackled-glaze wares, and the prevailing
interest in archaism seen at the court of the Kangxi,
Yongzheng and Qianlong Emperors, attempts to apply
Song-type crackled celadon glazes to porcelain were
inevitable, and remarkably successful. The use of Song-
type glazes on porcelains had started at the Imperial kilns
at Jingdezhen in the early Ming dynasty, and was one
of several archaistic trends that continued into the Qing
reigns. Sometimes the Qing-dynasty Song-style wares
made with these archaistic glazes were made in ancient
forms, like the Alsdorf Qianlong vase in the shape of

a bronze hu vessel, and the Alsdorf Yongzheng gui
censer with twin handles, while in other cases they were
applied to a classic or new form.

The Yongzheng Emperor is recorded to have
specifically ordered that good copies of Song glazes be
produced at Jingdezhen, and as early as 1725 ordered
porcelains with Guan-type glazes to be made at
Jingdezhen. Fortunately, the successtul copying of these
Song-dynasty stoneware glazes on Qing-dynasty
imperial porcelains was something for which Tang Ying
was to become renowned. Among the ceramics listed
by Tang Ying in his Taocheng jishi are:



“...the late seventeenth and early eighteenth

century monochrome wares in the Alsdorf

Collection owe their glazes and their forms

to the passionate interest in porcelain

production demonstrated by the three great

Qing emperors...”

‘Guan glazes on an iron body, including moon-white,
pale green and deep green. They are all copied from
ancient pieces sent from the Imperial Palace.” and ‘Ge
glazes with iron body, including millet colour and
pale green, copied from ancient pieces sent from the

Imperial Palace.

(These passages are translated into English by Peter Lam
in Shimmering Colours — Monochromes of the Yuan to Qing
Periods — The Zhuyuetang Collection, Hong Kong, 2005,
p- 44.)

The Yongzheng Emperor was obviously willing to send
precious Song-dynasty wares more than a thousand
kilometres from Beijing to Jingdezhen in order to ensure
that potters working at the imperial Qing kilns were able
to produce an accurate copy of the glaze and possibly

also the shape.

There is also clear evidence that the Yongzheng
Emperor was also a great admirer of Song Ru wares.
That evidence comes not only from the two imperial
scrolls dating to 1728 and 1729 depicting treasures in his
collection, mentioned above, but also from Tang Ying’s
Taocheng jishi. Tang Ying recorded:

Ru glaze without crackle on a ‘copper’ body, copied
from a dish-washer of the Song dynasty’ (translated into
English by Peter Lam ibid.)

In the National Palace Museum, Taipei catalogue to
their 2006 exhibition Grand View: Special Exhibition of Ju
Ware from the Northern Sung Dynasty, the authors suggest
that the shape called maoshi pan (literally cat’s food bowl)
in the 1735 stele text is in fact what is usually referred to
as a ‘narcissus bowl’ of oval shape and with four low feet
(see View: Special Exhibition of Ju Ware from the Norther
Sung Dynasty, 2006, pp. 32-61, nos. 7-9). (Fig. 4) The
three examples in the National Palace Museum all bear

Qianlong laudatory inscriptions (see Obtaining Refined
Enjoyment - The Qianlong Emperor’s Taste in Ceramics,
Taipei, 2012, pp. 82-7, nos. 17-19). Ru ware vessels
of this form are shown being used as planters in a
number of Qing court paintings, including One or Two
— Painting of the Emperor Qianlong Appreciating Antiques,
discussed above.

It is likely that in the case of the narcissus bowl form
mentioned on the stele, that Song dynasty Ru ware
vessels, like Guan wares, may have been sent from the
court to Jingdezhen in order for them to be copied.
However, this is much clearer in another entry on the
Taocheng jishi beiji, which notes:

‘Ru glazes with fish-roe crackle on a copper body,
copied from a specimen of the Song sent from the
Palace’. (translated by Peter Lam ibid.) The description of
‘copper’ body probably refers to the fact that where the
glaze on Song dynasty Ru wares does not cover the body
of the vessel during firing, the surface of the exposed
body material re-oxidises when air is allowed into the
kiln at the end of the firing process and the exposed

area takes on a reddish colour. Lam has noted that this
‘copper’ body was recreated on Yongzheng copies of Ru
ware (see Peter Y. K. Lam, ‘Qing Monochromes and
Tang Ying', A Millennium of Monochromes, Geneva, 2018,
p- 156). Both the Yongzheng Emperor and his successor,
the Qianlong emperor, commissioned ceramics with
Song-style glazes in a wide range of forms.

Thus, the late seventeenth and early eighteenth century
monochrome wares in the Alsdorf Collection owe
their glazes and their forms to the passionate interest in
porcelain production demonstrated by the three great
Qing emperors, which was often inspired by imperial
fascination with antiques, and led to encouragement of
innovation and technical development.

1



12

SACRED axo IMPERIAL | 11 JAMES axo MARILYNN ALSDORFE COLLECTION | S5UfHIE - fAbI0T Mg B i - o] A 107 2 B2k

IR & 5TE AN (LR SR

SRECER

N EMEE RS M RER

W CERER (ATC16622E1722) ~ FEIE (ZATC1723ZE17354F) ~ §2
Fe (ATC1736ZE17955) =AM 2 2 ERFEIZ IR T
FHEAR ~ AEH— TR AR T © BRTIEEEAFE - BIMEAIE
HABIME LR 2 D EL BRI » BRI IN - T
THHIZS - EREHEELIE SUREU S B (R 285 - TP
W2 ROUEE R (Alsdorf Collection) HIFEOER » HERT
PEHL R ©

B2 1 B R SRR A AR - A S — (P 28 T i i oy
AT SRR JRENPR 21 R DAl 2 5 B SR B R R
(ATC618ZE9074F) o HHF » Wi MM FTRIE AR B B K25 R
ZEVEEGH > UL S o Wi E
P2 - (R IHRIERE - EAEEABE (ATL73328044F)
A (R RS SRR E N b 2 o BN
TR Z - BRI T E S E R RE 2L 0 MR ok
TR R EARR AR - B EATAE T RS R UUEE
TR — M IR o

B O SREE 2 o FELARREHE RAERN (AT
960ZE12794F) HAEFIL Nz A © bR (ATL960E
11274F) FIFR (ATG1127Z 12794F) K75 BI5GB HE it 5
ERET R EHESWRRBERLERZF - EaRmEHL
BRI EEARIET AL IEREERFLR  UER
TP B T 2R E SR SR £ - HiRTERAT
o B BRIHYEE - EREFEOREECE - vl
BEFIRHALLE (R &SGR TTH) « FLRB LA
@ B R DURCERRHEARIE A - T
FIRMPAEES > —AHEE Y BRI > 57l

B R SRR HE AR RIS R - MEBHRYRFJE AT 22 F S (Nigel
Wood) Z4FE { Chinese Glazes - Their Origins, Chemistry and
Recreation) EL118—24 (i : 1999) ©

TESEHFIBFE BT > 700 (ATT1279F 13684F) LA
HBL— 6 B T A2 (WISRNT SRS EE M) - (H BB AOoR
BAMREE VAR R (A TE 1368 13984F) » Hii e AR » 25

PART 1

K& FER T HEaMERFRERSEARN  —BaE
TEMESFENESEAE - EC T FESENEEE
ARSI B E S o (Ht U SR (H113694E)

FEEETL PSRN E B4 E  EEFERSERSIEIL
SR o RARTRE L BT FRARR TS H
BUVEFITREFEFEIYSR - (ELIC 2R B (R 23 160 36 BRI ] 5 2
LR o IR FHER SN BRI TR, ~ THliT
WOk TENHEE o SH(EBREITE 0 STRARE 8%

FHRLER o BE 1377 3R AERICEB G SR » (HEIEIHTE
TG ELFEARIIR RS ¥ (0 o DIBE ~ SRECRIhZ R SEA
R (ATCHT102782214F) « it T HE, K& TREL
MEHFAEZ © fE0t 0 AL~ B~ 3 HEaZHREsEr
R EE AL B RESLRATH I o

HEAFHER - INETTRREHE PRI B O LR L8
IR RRHAMHT R FE BB WIRIEIG (ATE1644
F16614E) LEM - BMEE 224 R R 2 IKIE - 10 H 16544
F1659FF BRI » (B (5B BT A T 5E HL S A Al
BERIEAAR  ATC1657 X 16604E » FEJLAE » KIHERE -

B P RILTERERESS » T RRRE R RIA 52
BRI FATRAIEE o FEH ] 2 REREEE (Rosemary
Scott) <A Question of Blue Imperial Monochromes in the
Shunzhi Reign> » 2 3CHS (CRATMHZLE &) 2008-2009
FEFIHE73E145-51 © R (LA TR1662F 17224480 1 > &
TESRNZ = AL & 0 1674 FEERBL A TR A T
D LSEFRETH > RIS VIR BIRE  TRZLIER1680
FRRH - (HAE16834E 2 » B 2 EEm A TS
THIZRIAF o DA 1RIZE > itz -+
FRAERZ =R AR I TEBNNZS » B E R A R © A
BEENE A BN - BT AR N BB AR - Bl s
SRAUTAZ BB BE KIS o BRI R » Bt
BR19965F4 A — i (FaalE ) MERHF—FE - Ry
BRI ER S T E SR o (FawE ) (/Ui -
PIE S BT EE GERERS 170877 1ERIER) ~ FIR (EER



T AAC PSR iGR . BRI TE > HARERTE
P (16825 17564F) F5ZNERF o %M AHERE - Hrp 7
E RS - W R R EHREIE AN -

R AN E SR —  HERTFHEX SN
BE - HPULIE TR RR o JEE - RIRR SR AN
EREOSEE  EMER  E—FIFEREEEZTIH o
GERTFHR TNUARMEEFSEKE  KERBE &S
TSGR o HeAh o MEEEE] « DRSS - SEE
EFREE DR - ARRIERR S - IReREED - [HE
(EEANTES ) 5111398 » ROl IF—SRAHE - HGEESCE
VEREE | FERHS [SCAYLE3E - A 2B (Jonathan Spence)
ZAE <<Emper0r of China: Self—Portrait of K’ ang—His>> =)
137-38 (FEASREHELAER) @ Harmondsworth » 1974) © SR EEF|
I FRRE Y AR LE ~ RZBERIER B IS RR Bt o

T — R E A L ER B N2 HEIR B EE
#Ho Hh—pIfER T iEAEARR O CLEEAE) - &M
FaE B R o B11709Z8 1 7234ERIROVER » T RLiREN
RARIFELERT o Horh—E R A A %RT » H SR Bl
B - 2 IR ~ B AR IREE > B RE.S. Rawskik
J. Rawson&#fafy (SR ) B [H f% H 2594755 1734 T E
(s« BERBMEE  2005) o (EEREZEER » R
WIF CRZ AR A U R ESE © BR T HRf £ 41
FEEA ARG EARMNB R ATE S R « BH-FERIE » &

At A — BISRCARE EEE - B AR+ A IR
PR o (GIEEERTECAYEEF - (R B AR L B AR AR
ZER 0 BRI BOLREERYI S BUE T - LA R
G

JEIE S SR AR B b A2 AR 2L HEERE R
YA EEFR (HEE ) - E—H TR - ZEED
B I ERE o KHEER T (Sir Percival David) I
FRBAS 0 TEIL17284F 5 TIHES A S RHEDIEE (VaA)

FEHRE/\ TEIS 17295  RifErEHR A EHREL R 2R 5
— MEBRHE IS (B RRTRE(E (R EER)
H252-531i#168) » MAHEFEELV & AT 2 eSS
g AR T AT RS (B AR (R
) H254-5585169) 5 AIEEAOLL - Rl 5 i b
ZLRZERE » EEEIbRRE - INERARE # 2580
FUr 2 o FRIBUHAMASCRRRC 3% - 8 B IE 275 1O (8 A\ E 47 ]
AR A o

RN EEES > BRE T RFRENENRE - £
- BIRERTHEE (16882 17664F) BT 175047 HYILH
CBAEBIETE ) - ERREZE BRI RR (YERE)
[ RATE CRETEHER ) H 282855194 < MiA 5 55— L
EERFOBIL o BHER A NGIERE (14255 14364F) 3#
ERF o SHEHKLANSTEES - W - e IR AR
SRITIR RGP 25 > DU — (E5E BU SRR 75 0\ T
HE - MmEbEF o S—iELEERERN (EEEWE—2
ZIED) o ARATEEA ML B O RR AR o IR IER 1745
FA7505EH] » T E A 2 ([ERCR © 87 (Forbidden City
- Imperial Treasures from the Palace Museum, Beijing) B
74=5#4%49 (I BRI ERTEYIEE - 2014) o FHAEE-HI
FOHITEAEE » WA —PlIbRG S B R AIZ IR ARA I 2
N o BERTE (B HA) FOEFRAR - EEFERKER
FIRRETRAA BT TLIACHI P © SE B ER SR EE
FHRPIE » PRI DUER (AR IR 3 » (ERFEEE AR
HOZ RN © T H.  SEhEA T R AT 0 i 2
P LIRZE A FIACII R e o

LAY SRR BT R B P Z T BB - B HES |
AW = BT RERRAL - i ASETRS_ESEXI T - AT
AR B IR S HOR S » A ReR AT - AL
B 7 g B B E R T A LR R e SR P 2 FORESE: » (]
BRI RENEREE - e L EREEN > 2%
(M R IR M) (F1L 1 2012) « RHERER
EREIA GRS RE - —ERGEE BN

13



14

SACRED a~xo IMPERIAL | iz JAMES axo MARILYNN ALSDORF COLLECTION | S35fHITE - f5 M- S FSEE - BT AT 107 2 KRI8k

T S X RERE P A (BN T 1786 4E) (HIMUES » FEIH ] 2 BIERIL
PR <<Imperia1 Taste: Chinese Ceramics from the Percival

David Foundation ) B 34-5#5%11 (WEISIZM% 1 1989) o

ARENE - LLBIRRIBRRE ~ Bl A 00 <2 B 8% T 2R (U
WEESR - DU REES AT AHEFE S 81 7284F S 1E. (Bl )
AR - RZERAR AT RENR B2 2 SO IR RIS -

R LA AR B B T BIEREENE
HE B IRGT - BB R o WhE
ARG (ATE1100E1264F) - F 5B E
B CREBE) ~ CHEBEEMN) ~ CRBkEE) K (7
W) HIEETE o ER740 RN (PIETE) 0 KR
FANENS T AR AR HIR 2 o B (PERE) (FIHTIAE
MEARAR) — SN FABIEIM - IR T+ SRR R
WERZIEIFNERAA o fib ] L RO LIRS TEEE
7 Gt ooR B AR R BRI 1 - TR SRR S
a0 IS TR AR RET RS R FIEETS R TSN
A KRR B A -

R =8 B ENRS & R E B R RS T
Ho BEHEBRBAEYE o 16804 » TEL BT R 4
FREMEZE > M 1682801683 NIRIEE 228 - [EX 16884
FMERSIE - BARR LT — LA A — TR A B EER I  - FERE R
BEERNFIAZEE R BRI AT NS R B AR
FEFR MG © 17052817 124F 8 » FRAETLVEMKHE K R R 22 By
RIFERE (16637817154F) 2 E iz — o flfEAELEEN % e
Y EWOELL TRREE ) 2B o TRRZE ) —ZRE AR
TAIE SRS R o - Mk S E TRREERk, 2
o ARG ERE B RRIRA o B EAcy - B
W& HSRAL R TRERL ) PR MR TEEIATTRIERE
Jefd - R RRERAE R o BET RS - ffL
ThZSAEAESS ELl A GRS - (LB SUREEEE /RS
MRAHT A A SSER 2 g+ F RO LA (R, o

et AACP 2 - Rt ST SRAL A Z 2 15 it}
BRASHREE - HADRIN 2 O E B IE A - —Rims - R
AR A LSRR LS 2 T RICR S < EEht
SHBLZ TN R AR S EE - S5 AL E 0
FRIRIRR « 3R - (ETER - BEEA LA 252
TETTRE - KLEOEMSRINGESE o thot - BRI 22

TRFfEIEE R HAMBLE T TOIHT il B P R - Y
AGE » BRI ERAHLL - ARSRAL AR E R 28

PART I

t o SER AT RER BRI I 5 2 o AREEAL R i —
SEME OGS - BT S 5B R U AR
FhZEan s RHARA - ALt s e (REEAR) R0H - —
Eif— BRI TR LZER - S5 LPEthaE
TERFEROWTEE 158 - B AR QR ) H258iRk
17345 T -

BT GRARLR - HRERENSE 2 IR ARSI AR ~ il =2 7
PRl — » EENZESCE B THRIERL ) (peach—bloom) HYEH
T HPSCHE TEERAL, ~ TELTALL RO TEAER, LR
A o HLTRDRR{E S — R Al N - HEE R % - H
RIS i« BRI S - ARG S T AKEE, - B
VU HERI LI ~ =2k L4 TREE ) B T#ES ) ) A
—EENVEE © FTRTHT S ROTEE N EE S T —fIFRIRIL S
FORRE G EE PR RR AR g - TR R
ERET ALK TSR AL B U - ArAEEH L TR/
fF > 2 e 2B A T (John Ayers) FIt{#<The Peachbloom
Wares of the Kangxi Period (1662—1722)> > # (R APRE
BagT]) 1999-2000FFIFE64 EH31-50 o HifZ T » E{EH
FEBIRGE - J T\ #ER RS EC 2 T Al
B EE SEREIR > BREE I ERDER R E R
TEULEREREIG IR o 1At - GEEBRE R SRR
SRRV 2B EIR T (16782 16884F) (U4
i s HEREHRpEL S B HIZ 3 - I E VAR EE T
—HCERIEEAR (1723 17354) (RSHET AL (fakh T
SRR - R RACIHTRI A F R E 410817) - FrAE AR £
FREERTL HAROVE A, ©

SLEADR . EIERE—IE - (T BB » i =i
LU > —EE R E RO RE T AE - MG 2 HR AU AL
FH - BOEHMEE B AR B (AL R -
SRR R B 2AT - TREICRI Rk o BTL > JORER T
FEFZH—HRANE - s K SR R AR 2T IR © IRITTERE
N 0 e Rl AT — R KB o SETEERRLE
BB GRS - 5 A PR U & TR A
B BRI AT 2 FAHEEVE ( Chinese Glazes) H182-83
(g g © 1999) » FIFIEME /53 - w125 B0 A &
JRIERSR IR IE R - R R B - i E— S AL -
Rk g i - DIBERR RS - TR G - 2
AUBREIRIREE - PR H BT R FE VAR - ORI AE - T
FHIR G » (ERE RSO AT IER AR - 2L EE
SRS - 7EN QL2 A — i o



BEE /IR HE R  BrAVSRACREE T 2R - HOpk (s Bt il
FIRRA R A o FrfipkHi R il - EaRing s - Ou
B3 HlE 2 - HER rTRERE RS RE A2 48 - 1T 22Je e R iR
B o EHE /AT SRAL AN 2 2 G BRYE - SR m] BRI
EEW AT > 17298 B Eof o E RIS
AR o O A LR R HR R R SR i R - BEha I
RILEELAEATSE (16718 17384F) » HHIBILESSE 7R IR =
HEASsgE T Sa SR R e > AR
T H R~ BRERBEERE A B AR 2 55 o

AT S IEARTER: 2 (A2 2 RNERU G RS FRERRAF - (B48
AU NG B AR P P R SRR (TR T2 U e
FEIESRER—0) » DUREAM L MO - QInTRETE
TREEERM (1723ZE17354F) » T & KPR EHIZE A IERFEESE
LD —— FHIE (1682F17564F) o YEIERIMIZ W] » FHEEH
EERABEIED » 1726 FIREMREIR - VIR EAE
ELEERS - REAC ARG ELHH  HIRR S RmER -
HEFES o FEMEHEZIER - B2 MR RIEIRE LN
BRI o FIEAERIRE (BM17354F) » FEIURE (Faiic®
WREL) o SOPEEYE SEEZA F O > R R RS
LR - Hep IR TirsrEE ez, o EE
AR A IR H AR R R - (HAAE —
G E TR 28R - B s B R R R
—— KL

B T2 B RS IARM SR LI MES o SR
SRR T PSERCR 260 - (HAEENR » RENIGE
TERRBIPEMBEE A » BT DA B9 TF R NAAE K T8 H AR TE
HOREE o 2] - SRR T R R RS ZE G LA {f 75 fh
(AP ERFEE0) - HERRERER - WEFIRINLSE
o MR -EEAREE (EE) REERRRER - ERE
DR E AER R B Z—PRUBCR 2 0> EIER ]
AR, HE RO - ve7 G RIIEE - AT
HE - EELREFZEEDHE » HIEAFE (17284) B
— IR ATEIEE > dn AIRER PR R E R - R Eit
feRE+/UHAEH Z - SUS 0 ~ BRI E NEIRE S > b
Bl SR SRS b HMOERRERE TEH,
PERTT, A HEIERHHRAIR R TR, M "B -

EREEHRAW B BENA ZWEEN > fZ B
iR BREE R (AR R R RS
1T SEHHETE RN o SR E S BB AR
IR R ARG Z i A o R — o AR o LLERM

R SRR R AR . (WA 2 RO R
R IRZ S MR H B A E M ) - La M
TSI AL BRI 2 1F

P FEIE R R i SRR AR EEE - T HAR RS
1725 Ean Z BEE (T E R Z RS o SEAERIAE - R0
IFMENZETO RN - HR ST SR A4 B — Rk o 9
(PaRRAC R ) PP R - G AT KB - B
HE 8%~ KRS/ BETNERE 0, - DU T
SRR ARG S TR RN E RO, o A6
TRSCHSEREA B MR 2SR - SRR (LB - AT Aoy
WA ) BE RIS E44 (B 0 2005) c TSR B
TR TR RSP 2T £ EIERT I HHE
BATEIRERZ » E T B2 S SR AEgR o

BUFERRE BT » EEFHRGEREEME - T -
SCHREIER 172828 17294F I LA oy He 15 R A T i e o .
G0 R Y (PR ) MR o TIA R
ARl - (RS EAE ~ NV o ) (EEART 2K
FERFTHRETE <)

ARG ILHCE 20065 (R - ALRR R R ) [BIEAIIE
o 73O RN TR B TR - HIPAR
B PR - FER CRM - bR R ) H32-613R5%
7-9lE4 (2006) B ALHE BERR = M ERZBEREH AR -
R i B RIbg 2SR ) He2-7/R5k17-19 (B
b < 2012) - FEBUEF EEES o ERGLERELS - —
PliZ ESCREIR (FZREE R —RE ) o BIESCR R A
TS - PEERRECRRR SRS IE EEY) EERE
$1 DMEOFREZ M o (Paicdsidiag ) B —Eacik » mitt
FROUL T HAMERARE © TOERE TRl - IR
B o) (K32 M SEmETREE) - Fragny T,
ARERIER N RS R R EREA N - Rk
AL R AL - BE 2L o phSEsRisH - 5HE
PHE ) IR RISEIEF R Ze 85 - SRR
#1<Qing Monochromes and Tang Ying> * BEP (A
Millennium of Monochromes ) E 156 (H AN : 2018) ©

FEIE S HAET R 2 - oy NS (iR - Hid
BFBEEAL o HILAT R > TR 2 R OTRE R+ T
EANEE R eE S R SR e S PR i) 3
H =R BBGE LA R - fMRE I i By
AN AU T R R AT S TR o

15



16

SACRED a~xo IMPERIAL | i JAMES axo MARILYNN ALSDORF COLLECTION | S:5fHITE - A7 e B - Po] #5107 26 e B8k

812

A SUPERB PEACHBLOOM-GLAZED WATER POT, TAIBAI ZUN
CHINA, QING DYNASTY, KANGXI SIX-CHARACTER MARK IN UNDERGLAZE BLUE
AND OF THE PERIOD (1662-1722)

The domed body incised with three dragon roundels and covered with a glaze of rich
crushed strawberry-red tone in contrast to the white rim

4% 1n. (12.4 cm.) diam.
$150,000-250,000

PROVENANCE:

The James and Marilynn Alsdorf Collection, Chicago, acquired prior to 1990.

Water pots of this form are known as faibai zun, after the Tang dynasty poet Li Bai,
who is often depicted leaning against a large wine jar of similar form. They are also

known as jizhao zun because their shape resembles chicken coops that are woven with

small openings at the top through which the chicks are fed.

A peachbloom water pot, also with very richly-colored raspberry-toned glaze, formerly
in the collections of Emily Trevor and John B. Trevor, Jr., was sold at Christie's Hong

Kong, 28 May 2014, lot 3301. Another from the collection of The Metropolitan
Museum of Art was sold at Christie's New York, 15 September 2016, lot 915.
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A VERY RARE GUAN-TYPE HEXAGONAL BOTTLE VASE

CHINA, QING DYNASTY, YONGZHENG SIX-CHARACTER SEAL MARK IN UNDERGLAZE
BLUE AND OF THE PERIOD (1723-1735)

The faceted ovoid body rising to a tall neck flanked by two curving ear-shaped handles,
the foot perforated with two apertures, covered overall with a greyish-blue glaze, and the
foot rim covered with a brown dressing

11% in. (28.2 cm.) high
$80,000-120,000

PROVENANCE:

Mr. John L. Handy Collection, New York.

Mr. Walter Chrysler (1875-1940) Collection.

Mr. Henri Barr Collection.

C. T. Loo Chinese Art (successor Frank Caro), New York, 25 June 1958.
The James and Marilynn Alsdorf Collection, Chicago.

EXHIBITED:

Chicago, The Arts Club of Chicago, Chinese Art from the Collection of James W. and
Marilynn Alsdorf, 21 September-13 November 1970.

LITERATURE:
The Arts Club of Chicago, Chinese Art from the Collection of James W. and Marilynn Alsdotf,
Chicago, 1970, no. C56.
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The faceted shape and long, slender neck may derive from faceted Yue ware vases
from the Tang dynasty (AD 618-907). Two examples of faceted hexagonal Yue ware
vases, also with slender necks, one from Fufeng County in Shan'xi province, dated
to AD 874, and the other, excavated from the Tang dynasty Shanglinhu kiln site in
Zhejiang province, are illustrated by Lin Shimin, Celadon and Yue Kilns, Shanghai,
1999, nos. 68 and 69 respectively. Both vases lack the shaped handles found on the
present vase.

A vase of similar shape, also with a Yongzheng mark, was sold at Christie’s New York,
23 March 2012, lot 2102. Compare, also, the Yongzheng-marked Ru-type vase of very
similar shape and of approximately the same size, from the J. M. Hu Family Collection,
offered at Sotheby's, New York, 4 June 1985, lot 56.

A slightly smaller vase (9% in.) of similar shape, but with a celadon glaze and an
unusual early Qianlong seal mark, in the Wang-Xing Lou Collection, is illustrated in
Imperial Perfection: The Palace Porcelain of Three Chinese Emperors, Hong Kong, 2003,
pp- 186-87, no. 69.
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A RARE WHITE-GLAZED WATERPOT, TAIBAI ZUN
CHINA, QING DYNASTY, KANGXI SIX-CHARACTER MARKIN UNDERGLAZE BLUE
AND OF THE PERIOD (1662-1722)

The domed body incised with three foliated dragon roundels below the waisted neck
4% 1in. (12.1 cm.) diam.
$80,000-120,000

PROVENANCE:
Cathay Gallery, Chicago, 16 November 1987.
The James and Marilynn Alsdorf Collection, Chicago.

This distinctive vessel form is more commonly found covered in a peachbloom
glaze; white-glazed examples such as the present water pot are considerably more rare.
A number of identical white-glazed water pots have been published. One from the
Qing Court Collection, is illustrated in The Complete Collection of Treasures of the Palace
Museum- 37 - Monochrome Porcelain, Hong Kong, 1999, p. 122, pl. 111. Another is
illustrated by J. Ayers, Chinese Ceramics: The Koger Collection, London, 1985, p. 167,
pl. 139, where the glaze is described as ‘moon-white’ and the medallions are of “a

dragon biting another creature, and a bat”. Two further examples include one in the
Chinese University of Hong Kong Museum, illustrated in their 1995 exhibition Qing
Imperial Porcelain of the Kangxi, Yongzheng and Qianlong Reigns, Cat., no. 3; and one in
the Hong Kong Museum of Art, illustrated in The Wonders of the Potter's Palette, 1985,
pl. 28.
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A SMALL ANHUA-DECORATED RUBY-ENAMELED BOWL

CHINA, QING DYNASTY, YONGZHENG FOUR-CHARACTER MARK IN UNDERGLAZE BLUE
WITHIN ADOUBLE SQUARE AND OF THE PERIOD (1723-1735)

Finely potted with deep rounded sides rising to a slightly everted rim, the exterior
covered with a matte glaze of bright ruby-pink tone, the white interior with anhua
decoration of dragons

3% 1in. (9.6 cm.) diam.
$100,000-150,000

PROVENANCE:

The James and Marilynn Alsdorf Collection, Chicago, acquired prior to 1990.

A similar ruby bowl with anhua dragons on the interior in the collection of the
National Palace Museum, Taipet, is included in Ilustrated Catalogue of Ch’ing Dynasty
Porcelain in the National Palace Museum, Vol. 1, Taipei, 1980, pl. 139. A similar bowl
from The Jingguantang Collection, was sold at Christie’s Hong Kong, 3 November
1996, lot 561; and another from The Metropolitan Museum of Art, was sold at
Christie’s New York, Collected in America: Chinese Ceramics from the Metropolitan
Museum of Art, 15 September 2016, lot 928. A further Yongzheng bowl covered

in rich ruby enamel on the exterior, but plain on the interior, in the Metropolitan
Museum of Art, New York, is illustrated by S. Valenstein, A Handbook of Chinese
Ceramics, New York, 1989 ed., no. 255.
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A RARE GUAN-TYPE HU-FORM VASE

CHINA, QING DYNASTY, QIANLONG SIX-CHARACTER SEAL MARK IN UNDERGLAZE
BLUE AND OF THE PERIOD (1736-1795)

The high-shouldered ovoid body tapering to a flared foot, the shoulder applied with a
pair of masks suspending fixed-ring handles, covered with a finely cracked, pale bluish-
grey glaze, the foot rim covered with a brownish-black dressing

7% in. (19.6 cm.) high
$100,000-150,000

PROVENANCE:

H. R. N. Norton (d. 1961-62) Collection, no. 38.
Sotheby & Co., London, 5 November 1963, lot 196.
Bluett & Sons, London, 11 February 1964.

The James and Marilynn Alsdorf Collection, Chicago.

The present vase, in both its shape and glaze, reflects the Qianlong Emperor’s
fascination with antiques. The shape of this vase is in imitation of a Han dynasty
(220 BC-AD 220) bronze wine vessel, hu, examples of which were undoubtedly
available in the imperial collections in the 18th century. The crackled glaze recalls
the glaze on the Guan wares made for the Southern Song (AD 1127-1279) court,
further reinforcing the theme of archaism when used on this vase in the shape of an

ancient bronze.

Compare the current vase to a Qianlong-marked Ru-type hu-form vase of the same
shape, but of larger size (21 % in.), in the Brooklyn Museum, no. 32.1244, and to

another Qianlong period Ru-type vase of slightly larger size (13 3 in.) with animal
masks on the shoulders, but lacking the rings.
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A VERY RARE RU-TYPE BRUSH WASHER
CHINA, QING DYNASTY, QIANLONG SIX-CHARACTER SEAL MARK IN UNDERGLAZE
BLUE AND OF THE PERIOD (1736-1795)

The shallow, rounded sides encircled by a subtle bow-string line below the mouth rim,
and covered overall with an even, pale blue glaze that continues over the foot to cover the
base where the nianhao is encircled by seven spur marks

5% in. (12.9 cm.) diam.
$100,000-150,000

PROVENANCE:

The James and Marilynn Alsdorf Collection, Chicago, acquired prior to 1990.
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This rare and beautiful brush washer with Ru-type glaze is one of the most
refined examples of Qianlong archaism. Northern Song Ru wares were greatly prized
by the Qing emperors, who had them imitated by the potters at the imperial kilns

at Jingdezhen. In this case, the potters have made every effort to faithfully reproduce
not only the form and glaze of the original Northern Song Ru ware, but also aspects
of its manufacture, which is apparent in the way the Qianlong washer has been fired.
The foot and base are fully glazed and the vessel has been fired standing on tiny spurs,
which have left small neat marks on the base. Firing on small spurs was one of the
characteristics of Northern Song Ru wares.

This Qianlong washer relates closely in form to a slightly larger (15.9 cm. diam.)
Northern Song Ru ware vessel in the collection of the National Palace Museum,
Taipei, illustrated in Precious as the Morning Star: 12th-14th Century Celadons in the Qing
Court Collection, Taipei, 2016, pp. 37-39, no. [-7. The Northern Song vessel has a flat
base with no foot ring, and was fired on only five spurs, whereas the Qing-dynasty
potters were not prepared to take such great risks as their Song counterparts, and used
seven spurs to reduce the possibility of warping.

There is an additional feature on the exterior of the Qianlong vessel that does not
appear on the Taiwan Northern Song washer. A fine ‘bow-string’ line has been applied
to the exterior. It is quite possible that such ‘bow-string’ lines did appear on other
Song Ru ware washers that have not been preserved. These lines were often added to
Song Ru and Guan ware vessels that were made in forms taken from ancient bronzes.
The raised lines represented the surface decoration on the original bronze. Such
‘bow-string’ lines can be seen, for example, on the Ru ware lian censer in the Percival
David Foundation illustrated by Wang Qingzheng et al., in The Discovery of Ru Kiln -
A Famous Song-ware Kiln of China, Hong Kong, 1991, p. 59, pl. 59.

Although production at the Ru kilns ended with the fall of the Northern Song dynasty
in 1127, vessels of elegant, simple form covered with delicate bluish glazes continued
in popularity. Related Guan ware washers have been excavated at the Laohudong and
Jiaotanxia kiln sites in Hangzhou, Zhejiang province, which attests to the continued
production of this type into the Southern Song dynasty. See, in addition, three Guan
ware washers, of similar form and fired on spurs, but with a more pronounced crackle
in the glaze, illustrated in Precious as the Morning Star: 12th-14th Century Celadons in the
Qing Court Collection, op. cit., pp. 90-95 and 106-107, nos. 1I-11, 1I-12, and II-18.

In the fifteenth century potters at the imperial kilns at Jingdezhen were charged with
the task of reproducing the soft bluish glazes on porcelain. In 1984, an alms bowl with
Ru-type glaze was excavated from the Xuande strata at the imperial kilns: see Imperial
Porcelain of the Yongle and Xuande Periods Excavated from the Site of the Ming Imperial
Factory at Jingdezhen, Urban Council, Hong Kong, 1989, pp. 276-7, no. 97.

Both the Yongzheng and the Qianlong Emperors commanded porcelains to be made
with Ru-type glazes. Several examples from the Yongzheng reign have been preserved
in the National Palace Museum, Taipei: see Catalogue of A Special Exhibition of Ch’ing-
Dynasty Monochrome Porcelains in the National Palace Museum, Taipei, 1981, pp. 129-31,
nos. 77-79. The National Palace Museum also has preserved in its collection porcelains
from the Qianlong reign with Ru-type glazes: see ibid., pp. 143-5, nos. 87 and 88.

A similar but slightly larger (6% in. diam.) Qianlong-marked Ru-type washer, formerly
in the collection of J. M. Hu, was sold at Christie’s New York, 20 September 2005, lot
291. Another Qianlong-marked Ru-type washer, but with drum-nail bosses below the
rim rather than a bow-string band, is illustrated by Wang Qingzheng, Treasures in the
Royalty, The Official Kiln Porcelain of the Chinese Qing Dynasty, Shanghai, 2003, p. 333.
For other Qianlong porcelains of various forms with Ru-type glazes preserved in the
collection of the Palace Museum, Beijing, see The Complete Collection of Treasures of the
Palace Museum - 37 - Monochrome Porcelain, Hong Kong, 1999, pp. 236-39, nos. 214-7.
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A GUAN-TYPE HU-FORM VASE

CHINA, QING DYNASTY, QIANLONG SIX-CHARACTER SEAL MARK IN UNDERGLAZE
BLUE AND OF THE PERIOD (1736-1795)

Well potted with pear-shaped body tapering to a broad cylindrical neck, flanked by a pair
of animal-head handles suspending fixed rings, covered overall with a greyish-blue glaze
suftused with a golden crackle, the foot rim covered with a brown dressing

7% in. (19.7 cm.) high
$100,000-150,000

PROVENANCE:

The James and Marilynn Alsdorf Collection, Chicago, acquired prior to 1990.

Hu-form vases with stylized mask handles suspending fixed rings were made in the
Yongzheng (1723-1735) and Qianlong periods (1736-1795). A Qianlong-period
Ru-type vase of larger size (48.7 cm.), but of similar shape, is in the Nanjing Museum,
and illustrated in The Official Kiln Porcelain of the Chinese Qing Dynasty, Shanghai, 2003,
p- 329. A Yongzheng-marked example with a teadust glaze in the collection of Lord
Cunliffe is illustrated by S. Jenyns in Later Chinese Porcelain, London, 1951, pl. CIV 2,
and also included in the Oriental Ceramic Society exhibition, The Ceramic Art of China,
London, 1951, pl. 164, no. 242, where the heads on the handles are called elephant
heads. Another vase of this form with a Qianlong mark, decorated in underglaze

blue with flower scroll on the body and neck between decorative borders, in the
Huaihaitang Collection, is illustrated in the exhibition catalogue, Ethereal Elegance,

Art Museum, Institute of Chinese Studies, The Chinese University of Hong Kong,

11 November 2007 - 30 March 2008, pp. 296-97, no. 101. Another Qianlong-marked
soft-paste porcelain vase of this latter type, with archaistic relief decoration under a
white glaze, is in The Metropolitan Museum of Art and illustrated by S. Valenstein,

A Handbook of Chinese Ceramics, New York, 1988, p. 264, no. 268.
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A RARE CELADON-GLAZED CONCH-FORM WASHER

CHINA, QING DYNASTY, QIANLONG FOUR-CHARACTER SEAL MARKIN UNDERGLAZE
BLUE AND OF THE PERIOD (1736-1795)

Molded in the form of a conch shell and covered overall with a pale bluish-green glaze,
the seal mark on the base encircled by five spur marks

4% 1n. (10.8 cm.) long
$20,000-30,000

PROVENANCE:

The James and Marilynn Alsdorf Collection, Chicago, acquired prior to 1990.

The conch was used by the Manchu clan for military purposes from the time of the

Jin dynasty (1115-1234), when it was blown as a signal to troops to advance or to halt.
However, the conch shell is also an important emblem in Buddhism, symbolizing the
voice of the Buddha and the transmission of his teachings, and by the Qing dynasty, the
conch had become significant in religious rituals.

Conches were displayed in the Buddhist temples inside the Forbidden City, for use
not only as musical instruments but also as containers for holy water. The Qianlong
Emperor had a particular devotion to Tibetan Buddhism, and their presence attest

to the strong association of the conch as a symbol of both sacred ritual and imperial
power. See, for example, a conch shell from the Potala Palace Collection, catalogued
as a “trumpet” and bestowed as a gift upon the Dalai Lama by the Qianlong Emperor,
which was included in the catalogue for the exhibition Treasures from Snow Mountains,
Gems of Tibetan Cultural Relics, Shanghai Museum, Shanghai, 2001, no. 56.

The fascination with the symbolism of the conch led to its imitation in other materials,
such as jade, cloisonné and porcelain, and its complex shape would have been particularly
challenging to model. A similar vessel from the collection of Y. C. Chen was sold at
Christie’s Hong Kong, 29 May 2013, lot 1910. For earlier, Yuan dynasty examples

of porcelain conch-form vessels, with underglaze-blue or underglaze-red decoration,
see J. T. Peralta, Kayamanan. Pottery and Ceramics from the Arturo de Santos Collection,
Manila, 1982, p. 112. no. 49.

A very similar or possibly the same conch-form water receptacle is illustrated in the
catalogue, Exhibition of Chinese Arts, C. T. Loo & Co., New York, 1 November 1941-
30 April 1942, no. 789.
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A RARE BLUE AND WHITE OCTAGONAL JARLET
CHINA, QING DYNASTY, YONGZHENG SIX-CHARACTER MARKIN UNDERGLAZE BLUE
AND OF THE PERIOD (1723-1735)

Each facet finely painted with vertical leafy lingzhi scroll below the small, flared mouth
4% 1in. (10.8 cm.) high
$60,000-80,000

PROVENANCE:

The James and Marilynn Alsdorf Collection, Chicago, acquired prior to 1990.

A similar Yongzheng-marked jarlet, also with a lingzhi pattern, in the collection of
the Palace Museum, Beijing, is illustrated in Gugong bowuyuan cang qingdai yuyao ciqi
(Porcelain from the Qing Dynasty Imperial Kilns in the Palace Museum), Vol. 1,
Part II, Beijing, 2005, pl. 26.

For a Ming-dynasty, fifteenth-century prototype of the present jar, see the lobed
jar with blue and white floral and fruit decoration from the collection of C. P. Lin,
illustrated by R. Scott, Elegant Form and Harmonious Decoration. Four Dynasties of
Jingdezhen Porcelain, London, 1992, no. 28.
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A RARE ‘DAOIST EMBLEMS’ DOUCAI BOWL

CHINA, QING DYNASTY, YONGZHENG SIX-CHARACTER MARK IN UNDERGLAZE BLUE
WITHIN ADOUBLE CIRCLE AND OF THE PERIOD (1723-1735)

Decorated with the Eight Daoist Emblems above a ruyi border on the exterior and a

double peach spray in the interior
6 in. (15.3 cm.) diam.
$60,000-80,000

PROVENANCE:
Mathias Komor, New York, 12 March 1956.
The James and Marilynn Alsdorf Collection, Chicago.

The emblems of the Eight Daoist Immortals provide the decoration on this bowl and
each is tied with a fluttering ribbon. Each ribbon is painted in two tones in a style that
is reminiscent of the fluttering scarves in Buddhist art of the Tang dynasty (AD 618-
907). Each emblem shown is the object which each immortal habitually carries, and
with which they are associated. The interior of the bowl is decorated with a spray of
peaches, symbolizing Shoulao, the god of Longevity, who is often seen accompanying

the Eight Daoist Immortals.

A pair of Yongzheng bowls, formerly in the T. Y. Chao Collection, bearing the

same design as the current bowl, was included in the exhibition, Ch'ing Porcelain from
the Wah Kwong Collection, Art Gallery of the Chinese University, Hong Kong, 1973,
no. 89. Another Yongzheng example is illustrated in The Tsui Museum of Art - Chinese
Ceramics IV, Qing Ceramics, Hong Kong, 1995, pl. 139. Yongzheng bowls with this
design have also been sold at Sotheby’s Hong Kong, 30 October 2000, lot 164, and

31 October 2004, lot 108.
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A RARE PALE GREENISH-WHITE JADE ‘DRAGON’ VASE GROUP
CHINA, QING DYNASTY, 18TH CENTURY

The cylindrical vase carved in high relief with a dragon chasing a flaming pearl, emerges
from the rockwork that rises to one side with wannianqing (Rohdea japonica) from which
issues leafy fruiting plants

6% in. (17.1 cm.) high, hongmu stand
$80,000-120,000

PROVENANCE:

The James and Marilynn Alsdorf Collection, Chicago, acquired prior to 1990.

The motif of dragons clambering on a vase was a popular design on eighteenth-
century jades. Compare a larger, white jade vase (29 cm. high), also without a cover,
in the Qing Court Collection, illustrated in The Complete Collection of Treasures of the
Palace Museum: Jadeware, vol. III, Hong Kong, 1995, pl. 63, which is similarly carved
in high relief with dragons chasing a flaming pearl. The carving on the present vase
is particularly dynamic, most notably seen in the sinuous body and powerful claws
of the dragon. The form of this vase bears a similarity in design to conjoined vases.
A conjoined vase, carved in yellow jade, also carved with a dragon chasing a flaming
pearl, sold at Christie’s New York, 17-18 September 2015, lot 2396.
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A DIAMOND SILVER AND GOLD MAID OF HONOR CYPHER
RUSSIA, CIRCA 1855-1860, NUMBER 59

In the form of the Cyrillic initials ‘MA’ for Empress Maria Alexandrovna (1824-1880)
and Dowager Empress Alexandra Feodorovna (1798-1860), set with old and rose-cut
diamonds mounted in silver-topped gold, surmounted by a hinged diamond-set Imperial
crown, with suspension loop and pin, apparently unmarked, numbered 59 on reverse

3in. (7.6 cm.) high, with crown
$20,000-30,000

PROVENANCE:
Anonymous sale; Christie’s, Geneva, 17 November 1981, lot 183.
The James and Marilynn Alsdorf Collection, Chicago.

The initials refer to Empress Maria Alexandrovna, wife of Alexander II, and to the
Dowager Empress Alexandra Feodorovna, wife of Nicholas I. A lady-in-waiting serving
for both Empresses had the cypher brooch with their two interlaced initials.
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CONDITIONS OF SALE - BUYING AT CHRISTIE’S

CONDITIONS OF SALE

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

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

A BEFORE THE SALE

1 DESCRIPTION OF LOTS

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

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

2 OURRESPONSIBILITY FOR OUR
DESCRIPTION OF LOTS

We do not provide any guarantee in relation to the

nature of a lot apart from our authenticity warranty

contained in paragraph E2 and to the extent provided in

paragraph I below.

3 CONDITION

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

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

4 VIEWING LOTS PRE-AUCTION

If you are planning to bid on a lot, you should

inspect it personally or through a knowledgeable

representative before you make a bid to make sure

that you accept the description and its condition.

We recommend you get your own advice from a

restorer or other professional adviser.

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

z

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.

opposite:
Lot 809

6 WITHDRAWAL

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

auction at any time prior to or during the sale of the
lot. Christie’s has no liability to you for any decision
to withdraw.

7 JEWELLERY

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

(b) All types of gemstones may have been improved

by some method. You may request a gemmological

report for any item which does not have a report if

the request is made to us at least three weeks before

the date of the auction and you pay the fee for

the report.

‘We do not obtain a gemmological report for

every gemstone sold in our auctions. Where we

do get gemmological reports from internationally

accepted gemmological laboratories, such reports

will be described in the catalogue. Reports from

American gemmological laboratories will describe

any improvement or treatment to the gemstone.

Reports from European gemmological laboratories

will describe any improvement or treatment only

if we request that they do so, but will confirm

©

when no improvement or treatment has been
made. Because of differences in approach and
technology, laboratories may not agree whether a
particular gemstone has been treated, the amount
of treatment, or whether treatment is permanent.
The gemmological laboratories will only report
on the improvements or treatments known to the
laboratories at the date of the report.

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

=

8 WATCHES & CLOCKS

Almost all clocks and watches are repaired in their

lifetime and may include parts which are not original.

We do not give a warranty that any individual

component part of any watch is authentic.

‘Watchbands described as “associated” are not part of

the original watch and may not be authentic. Clocks

may be sold without pendulums, weights or keys.

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

=

catalogue.

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

B REGISTERING TO BID

1 NEW BIDDERS

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

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

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

(ii) for trusts, partnerships, offshore companies and

other business structures, please contact us in
advance to discuss our requirements.

(b) We may also ask you to give us a financial reference
and/or a deposit as a condition of allowing you to
bid. For help, please contact our Client Services
Department at +1 212-636-2000.

2 RETURNING BIDDERS

As described in paragraph B(1) above, we may at our
option ask you for current identification, a financial
reference, or a deposit as a condition of allowing you to
bid. If you have not bought anything from any of our
salerooms within the last two years or if you want to
spend more than on previous occasions, please contact
our Client Services Department at +1 212-636-2000.

3 IFYOUFAILTO PROVIDE THE

RIGHT DOCUMENTS
If in our opinion you do not satisfy our bidder
identification and registration procedures including, but
not limited to completing any anti-money laundering
and/or anti-terrorism financing checks we may require
to our satisfaction, we may refuse to register you to bid,
and if you make a successful bid, we may cancel the
contract for sale between you and the seller.

4 BIDDING ON BEHALF OF

ANOTHER PERSON
If you are bidding on behalf of another person,
that person will need to complete the registration
requirements above before you can bid, and supply
asigned letter authorising you to bid for him/her. A
bidder accepts personal liability to pay the purchase
price and all other sums due unless it has been agreed
in writing with Christie’s, before commencement of the
auction, that the bidder is acting as an agent on behalf
of a named third party acceptable to Christie’s and that
Christie’s will only seek payment from the named
third party.

5 BIDDING IN PERSON

If you wish to bid in the saleroom you must register for a
numbered bidding paddle at least 30 minutes before the
auction. You may register online at www.christies.com
or in person. For help, please contact the Client Service
Department on +1 212-636-2000.

6 BIDDING SERVICES

The bidding services described below are a free service

offered as a convenience to our clients and Christie’s

is not responsible for any error (human or otherwise),

omission, or breakdown in providing these services.

(a) Phone Bids
Your request for this service must be made no
later than 24 hours prior to the auction. We will
accept bids by telephone for lots only if our staff’
are available to take the bids. If you need to bid in a
language other than in English, you must arrange this
well before the auction. We may record telephone
bids. By bidding on the telephone, you are agreeing
to us recording your conversations. You also agree
that your telephone bids are governed by these
Conditions of Sale.

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

(c) Written Bids
You can find a Written Bid Form at the back of our
catalogues, at any Christie’s office, or by choosing the
sale and viewing the lots online at www.christies.
com. We must receive your completed Written
Bid Form at least 24 hours before the auction. Bids
must be placed in the currency of the saleroom. The
auctioneer will take reasonable steps to carry out
written bids at the lowest possible price, taking into
account the reserve. If you make a written bid on
alot which does not have a reserve and there is no
higher bid than yours, we will bid on your behalf at
around 50% of the low estimate or, if lower, the
amount of your bid. If we receive written bids on a
lot for identical amounts, and at the auction these are
the highest bids on the lot, we will sell the lot to the
bidder whose written bid we received first.

C CONDUCTING THE SALE

1 WHO CAN ENTER THE AUCTION

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

2 RESERVES

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

3 AUCTIONEER’S DISCRETION

The auctioneer can at his or her sole option:

(a) refuse any bid;

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

(c) withdraw any lot;

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

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

(f) in the case of error or dispute related to bidding
and whether during or after the auction, continue
the bidding, determine the successful bidder, cancel
the sale of the lot, or reoffer and resell any lot.
If you believe that the auctioneer has accepted the
successful bid in error, you must provide a written
notice detailing your claim within 3 business days
of the date of the auction. The auctioneer will
consider such claim in good faith. If the auctioneer,
in the exercise of his or her discretion under this
paragraph, decides after the auction is complete, to
cancel the sale of a lot, or reoffer and resell a lot,
he or she will notify the successful bidder no later
than by the end of the 7th calendar day following the
date of the auction. The auctioneer’s decision in
exercise of this discretion is final. This paragraph
does not in any way prejudice Christie’s ability
to cancel the sale of a lot under any other applicable
provision of these Conditions of Sale, including the
rights of cancellation set forth in sections B(3),

EQ)(), F(4), and J(1).

4 BIDDING

The auctioneer accepts bids from:

(a) bidders in the saleroom;

(b) telephone bidders;

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

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

5 BIDDING ON BEHALF OF THE SELLER
The auctioneer may, at his or her sole option, bid

on behalf of the seller up to but not including the
amount of the reserve cither 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 (and Christies LIVE™) may
show bids in some other major currencies as well as US
dollars. Any conversion is for guidance only and we
cannot be bound by any rate of exchange used. Christie’s
is not responsible for any error (human or otherwise),
omission or breakdown in providing these services.
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8 SUCCESSFUL BIDS

Unless the auctioneer decides to use his or her
discretion as set out in paragraph C3 above, when the
auctioneer’s hammer strikes, we have accepted the
last bid. This means a contract for sale has been formed
between the seller and the successful bidder. We will
issue an invoice only to the registered bidder who
made the successful bid. While we send out invoices by
mail and/or email after the auction, we do not accept
responsibility for telling you whether or not your bid
was successful. If you have bid by written bid, you
should contact us by telephone or in person as soon as
possible after the auction to get details of the outcome
of your bid to avoid having to pay unnecessary storage
charges.

9 LOCAL BIDDING LAWS

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

D THE BUYER'S PREMIUM AND TAXES

1 THEBUYER'S PREMIUM

In addition to the hammer price, the successful bidder
agrees to pay us a buyer’s premium on the hammer
price of each lot sold. On all lots we charge 25% of the
hammer price up to and including US$300,000, 20%
on that part of the hammer price over US$300,000
and up to and including US$4,000,000, and 13.5% of
that part of the hammer price above US$4,000,000.

2 TAXES

The successful bidder is responsible for any applicable
taxes including any sales or use tax or equivalent tax
wherever such taxes may arise on the hammer price,
the buyer’s premium, and/or any other charges
related to the lot.

For lots Christie’s ships to or within the United States,
a sales or use tax may be due on the hammer price,
buyer’s premium, and/or any other charges related
to the lot, regardless of the nationality or citizenship

of the successful bidder. Christie’s will collect sales tax
where legally required. The applicable sales tax rate will
be determined based upon the state, county, or locale
to which the lot will be shipped. Christie’s shall collect
New York sales tax at a rate of 8.875% for any lot
collected from Christie’s in New York.

In accordance with New York law, if Christie’s arranges
the shipment of a lot out of New York State, New
York sales tax does not apply, although sales tax or other
applicable taxes for other states may apply. If you hire

a shipper (other than a common carrier authorized by
Christie’s), to collect the lot from a Christie’s New York
location, Christie’s must collect New York sales tax

on the lot at a rate of 8.875% regardless of the ultimate
destination of the lot.

If Christie’s delivers the lot to, or the lot is collected
by, any framer, restorer or other similar service provider
in New York that you have hired, New York law
considers the lot delivered to the successful bidder in
New York and New York sales tax must be imposed
regardless of the ultimate destination of the lot. In this
circumstance, New York sales tax will apply to the lot
even if Christie’s or a common carrier (authorized by
Christie’s that you hire) subsequently delivers the lot
outside New York.

Successful bidders claiming an exemption from sales tax
must provide appropriate documentation to Christie’s
prior to the release of the lot or within 9o days after

the sale, whichever is earlier. For shipments to those
states for which Christie’s is not required to collect sales
tax, a successful bidder may have a use or similar tax
obligation. It is the successful bidder’s responsibility to pay all
taxes due. Christie’s recommends you consult your own
independent tax advisor with any 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.

PART I

2 OURAUTHENTICITY WARRANTY

We warrant, subject to the terms below, that the lots in

our sales are authentic (our “authenticity warranty”).

If, within § years of the date of the auction, you give

notice to us that your lot is not authentic, subject to the

terms below, we will refund the purchase price paid
by you. The meaning of authentic can be found in the
glossary at the end of these Conditions of Sale. The terms
of the authenticity warranty are as follows:

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

(b) It is given only for information shown in

UPPERCASE type in the first line of the

catalogue description (the “Heading”). It does

not apply to any information other than in the

Heading even if shown in UPPERCASE type.

The authenticity warranty does not apply to any

Heading or part of a Heading which is qualified.

Qualified means limited by a clarification in a lot’s

catalogue description or by the use in a Heading

of one of the terms listed in the section titled

Qualified Headings on the page of the catalogue

headed “Important Notices and Explanation of

Cataloguing Practice”. For example, use of the term

“ATTRIBUTED TO...” in a Heading means that

the lot is in Christie’s opinion probably a work by

the named artist but no warranty is provided that

the lot is the work of the named artist. Please read

the full list of Qualified Headings and a lot’s full
catalogue description before bidding.

(d) The authenticity warranty applies to the

Heading as amended by any Saleroom Notice.

The authenticity warranty does not apply where

scholarship has developed since the auction leading

to a change in generally accepted opinion. Further,

it does not apply if the Heading either matched the

generally accepted opinion of experts at the date of the

auction or drew attention to any conflict of opinion.

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

(g) The benefit of the authenticity warranty is only
available to the original buyer shown on the invoice
for the lot issued at the time of the sale and only if
on the date of the notice of claim, the original buyer
is the full owner of the lot and the lot is free from

o

o)

any claim, interest or restriction by anyone else. The

benefit of this authenticity warranty may not be

transferred to anyone else.

(h) In order to claim under the authenticity warranty

you must:

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

(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,
under any circumstances, be required to pay you
more than the purchase price nor will we be liable
for any loss of profits or business, loss of opportunity
or value, expected savings or interest, costs, damages,
other damages or expenses.

(j) Books. Where the lot is a book, we give an
additional warranty for 21 days from the date
of the auction that any lot is defective in text or
illustration, we will refund your purchase price,
subject to the following terms:

(a) This additional warranty does not apply to:

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

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

(ii1) books not identified by title;

(iv) lots sold without a printed estimate;

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

(vi) defects stated in any condition report or

announced at the time of sale.

(b) To make a claim under this paragraph you must
give written details of the defect and return the
lot to the sale room at which you bought it in
the same condition as at the time of sale, within
21 days of the date of the sale.
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(k) South East Asian Modern and Contemporary
Art and Chinese Calligraphy and Painting.
In these categories, the authenticity warranty
does not apply because current scholarship does not
permit the making of definitive statements. Christie’s
does, however, agree to cancel a sale in either of
these two categories of art where it has been proven
the lot is a forgery. Christie’s will refund to the
original buyer the purchase price in accordance
with the terms of Christie’s Authenticity Warranty,
provided that the original buyer notifies us with full
supporting evidence documenting the forgery claim
within twelve (12) months of the date of the auction.
Such evidence must be satisfactory to us that the
property is a forgery in accordance with paragraph
E2(h)(ii) above and the property must be returned
to us in accordance with E2h(iii) above. Paragraphs
E2(b), (), (d), (), () and (¢) and (i) also apply to a
claim under these categories.

(l) Chinese, Japanese and Korean artefacts
(excluding Chinese, Japanese and Korean
calligraphy, paintings, prints, drawings and
jewellery). In these categories, paragraph E2
(b) — (e) above shall be amended so that where
no maker or artist is identified, the authenticity
warranty is given not only for the Heading but
also for information regarding date or period shown
in UPPERCASE type in the second line of the
catalogue description (the “Subheading”).
Accordingly, all references to the Heading in
paragraph E2 (b) — (¢) above shall be read as references
to both the Heading and the Subheading.

3 YOURWARRANTIES

(a) You warrant that the funds used for settlement are
not connected with any criminal activity, including
tax evasion, and you are neither under investigation,
nor have you been charged with or convicted of
money laundering, terrorist activities or other crimes.

(b) where you are bidding on behalf of another person,
you warrant that:

(i) you have conducted appropriate customer due
diligence on the ultimate buyer(s) of the lot(s) in
accordance with 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 § years the
documentation evidencing the due diligence.
You will make such documentation promptly
available for immediate inspection by an
independent third-party auditor upon our written
request to do so;

(i1) the arrangements between you and the ultimate
buyer(s) in relation to the lot or otherwise do not,
in whole or in part, facilitate tax crimes;

(iii) 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,
including tax evasion, or that the ultimate buyer(s)
are under investigation, or have been charged
with or convicted of money laundering, terrorist
activities or other crimes.

F PAYMENT

1 HOWTO PAY

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

(i)  the hammer price; and

(ii) the buyer’s premium; and

(iti) any applicable duties, goods, sales, use,
compensating or service tax, or VAT.

Payment is due no later than by the end of the

7th calendar day following the date of the auction

(the “due date™).

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

(c) You must pay for lots bought at Christie’s in the
United States in the currency stated on the invoice in
one of the following ways:

(i) Wire transfer
JP Morgan Chase Bank, N.A.,
270 Park Avenue, New York, NY 10017;
ABA# 021000021; FBO: Christie’s Inc.;
Account # 957-107978,
for international transfers, SWIFT: CHASUS33.
(ii) Credit Card.
We accept Visa, MasterCard, American Express
and China Union Pay. Credit card payments at
the New York premises will only be accepted for
New York sales. Christie’s will not accept credit
card payments for purchases in any other sale site.
(iii) Cash
We accept cash payments (including money
orders and traveller’s checks) subject to a
maximum global aggregate of US$7,500 per
buyer.
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(iv) Bank Checks
You must make these payable to Christie’s
Inc. and there may be conditions. Once we
have deposited your check, property cannot be
released until five business days have passed.

(v) Checks
You must make checks payable to Christie’s Inc.
and they must be drawn from US dollar accounts
from a US 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 Inc. Post-Sale Services,
20 Rockefeller Center, New York, NY 10020.

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

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

3 TRANSFERRING RISK TO YOU

The risk in and responsibility for the lot will transfer to

you from whichever is the earlier of the following:

(a) When you collect the lot; or

(b) At the end of the 3oth day following the date of the
auction or, if earlier, the date the lot is taken into
care by a third party warehouse as set out on the page
headed ‘Storage and Collection’, unless we have
agreed otherwise with you.

4 WHATHAPPENS IF YOU DO NOT PAY

(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 Fs and any other rights or remedies we
have by law):

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

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

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

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

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

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

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

(viii) we can exercise all the rights and remedies of

a person holding security over any property

in our possession owned by you, whether by
way of pledge, security interest or in any other
way as permitted by the law of the place where
such property is located. You will be deemed
to have granted such security to us and we may
retain such property as collateral security for
your obligations to us; and

(ix) we can take any other action we see necessary
or appropriate.

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

5 KEEPING YOUR PROPERTY

If you owe money to us or to another Christie’s
Group company, as well as the rights set out in F4
above, we can use or deal with any of your property we
hold or which is held by another Christie’s Group
company in any way we are allowed to by law. We will
only release your property to you after you pay us or the
relevant Christie’s Group company in full for what
you owe. However, if we choose, we can also sell your
property in any way we think appropriate. We will use



the proceeds of the sale against any amounts you owe us
and we will pay any amount left from that sale to you.
If there is a shortfall, you must pay us any difference
between the amount we have received from the sale and
the amount you owe us.

G COLLECTION AND STORAGE

(2) You must collect purchased lots within seven days
from the auction (but note that lots will not be
released to you until you have made full and
clear payment of all amounts due to us).

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

and collection page and on an information sheet

which you can get from the bidder registration staff or

Christie’s Post-Sale Services Department on

+1212 636 2650.

If you do not collect any lot within thirty days

following the auction we may, at our option

(i)  charge you storage costs at the rates set out at

www.christies.com/storage.

move the lot to another Christie’s location or an

o

i)
affiliate or third party warehouse and charge you
transport costs and administration fees for doing
so and you will be subject to the third party
storage warehouse’s standard terms and to pay
for their standard fees and costs.

(iii) sell the lot in any commercially reasonable way

we think appropriate.

The Storage conditions which can be found at

www.christies.com/storage will apply.

(e) In accordance with New York law, if you have paid
for the lot in full but you do not collect the lot within
180 calendar days of payment, we may charge you
New York sales tax for the lot.

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

H TRANSPORT AND SHIPPING

1 SHIPPING

‘We would be happy to assist in making shipping
arrangements on request. Y ou must make all transport
and shipping arrangements. However, we can arrange to
pack, transport, and ship your property if you ask us to
and pay the costs of doing so. We recommend that you
ask us for an estimate, especially for any large items or
items of high value that need professional packing. We
may also suggest other handlers, packers, transporters,
or experts if you ask us to do so. For more information,
please contact Christie’s Post-Sale Services at +1 212
636 2650. See the information set out at https://www.
christies.com/buying-services/buying-guide/
ship/ or contact us at PostSaleUS@christies.com.

We will take reasonable care when we are handling,
packing, transporting, and shipping a. However, if we
recommend another company for any of these purposes,
we are not responsible for their acts, failure to act, or
neglect.

2 EXPORT AND IMPORT

Any lot sold at auction may be affected by laws on

exports from the country in which it is sold and the

import restrictions of other countries. Many countries
require a declaration of export for property leaving

the country and/or an import declaration on entry of

property into the country. Local laws may prevent you

from importing a lot or may prevent you selling a lot in
the country you import it into.

(a) You alone are responsible for getting advice about
and meeting the requirements of any laws or
regulations which apply to exporting or importing
any lot prior to bidding. If you are refused a licence
or there is a delay in getting one, you must still pay us
in full for the lot. We may be able to help you apply
for the appropriate licences if you ask us to and pay
our fee for doing so. However, we cannot guarantee
that you will get one. For more information, please
contact Christie’s Post-Sale Services Department at
+1 212 636 2650 and PostSaleUS@christies.com.
See the information set out at https://www.
christies.com/buying-services/buying-guide/
ship/ or contact us at PostSaleUS@christies.com.

(b) You alone are responsible for any applicable taxes,
tariffs or other government-imposed charges relating
to the export or import of the lot. If Christie’s
exports or imports the lot on your behalf, and if
Christie’s pays these applicable taxes, tariffs or other
government-imposed charges, you agree to refund
that amount to Christie’s.

(c) Endangered and protected species
Lots made of or including (regardless of the
percentage) endangered and other protected species
of wildlife are marked with the symbol ~ in the
catalogue. This material includes, among other
things, ivory, tortoiseshell, crocodile skin, rhinoceros
horn, whalebone certain species of coral, and
Brazilian rosewood. You should check the relevant
customs laws and regulations before bidding on any
lot containing wildlife material if you plan to import
the lot into another country. Several countries refuse
to allow you to import property containing these

materials, and some other countries require a licence
from the relevant regulatory agencies in the countries
of exportation as well as importation. In some cases,
the lot can only be shipped with an independent
scientific confirmation of species and/or age, and
you will need to obtain these at your own cost.

(d) Lots containing Ivory or materials
resembling ivory
If alot contains elephant ivory, or any other wildlife
material that could be confused with elephant
ivory (for example, mammoth ivory, walrus ivory,
helmeted hornbill ivory) you may be prevented from
exporting the lot from the US or shipping it between
US States without first confirming its species by
way of a rigorous scientific test acceptable to the
applicable Fish and Wildlife authorities. You will
buy that lot at your own risk and be responsible for
any scientific test or other reports required for export
from the USA or between US States at your own
cost. We will not be obliged to cancel your purchase
and refund the purchase price if your lot may
not be exported, imported or shipped between US
States, or it is seized for any reason by a government
authority. It is your responsibility to determine and
satisfy the requirements of any applicable laws or
regulations relating to interstate shipping, export or
import of property containing such protected or
regulated material.

(e) Lots of Iranian origin
Some countries prohibit or restrict the purchase, the
export and/or import of Iranian-origin “works of
conventional craftsmanship” (works that are not by
a recognized artist and/or that have a function, (for
example: carpets, bowls, ewers, tiles, ornamental
boxes). For example, the USA prohibits the import
and export of this type of property without a license
issued by the US Department of the Treasury, Office
of Foreign Assets Control. Other countries, such as
Canada, only permit the import of this property in
certain circumstances. As a convenience to buyers,
Christie’s indicates under the title of a lot if the lot
originates from Iran (Persia). It is your responsibility
to ensure you do not bid on or import a lot in
contravention of the sanctions or trade embargoes
that apply to you.

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

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

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.

| OURLIABILITY TO YOU

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

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

(ii) give any representation, warranty or guarantee
or assume any liability of any kind in respect of
any lot with regard to merchantability, fitness
for a particular purpose, description, size, quality,
condition, attribution, authenticity, rarity,
importance, medium, provenance, exhibition
history, literature, or historical relevance. Except
as required by local law, any warranty of any kind
is excluded by this paragraph.

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

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

If, in spite of the terms in paragraphs I(a) to (d) or
E2(i) above, we are found to be liable to you for

any reason, we shall not have to pay more than the
purchase price paid by you to us. We will not be
responsible to you for any reason for loss of profits
or business, loss of opportunity or value, expected
savings or interest, costs, damages, or expenses.

=

J OTHERTERMS

1 OURABILITY TO CANCEL

In addition to the other rights of cancellation contained
in this agreement, we can cancel a sale of a lot if : (i) any
of your warranties in paragraph E3 are not correct; (ii)
we reasonably believe that completing the transaction is,
or may be, unlawful; or (iii) we reasonably believe that
the sale places us or the seller under any liability to
anyone else or may damage our reputation.

2 RECORDINGS

‘We may videotape and record proceedings at any
auction. We will keep any personal information
confidential, except to the extent disclosure is required
by law. However, we may, through this process, use

or share these recordings with another Christie’s
Group company and marketing partners to analyse our
customers and to help us to tailor our services for buyers.
If you do not want to be videotaped, you may make
arrangements to make a telephone or written bid or bid
on Christie’s LIVE™ instead. Unless we agree otherwise
in writing, you may not videotape or record proceedings
at any auction.

3 COPYRIGHT

We own the copyright in all images, illustrations and
written material produced by or for us relating to a

lot (including the contents of our catalogues unless
otherwise noted in the catalogue). You cannot use them
without our prior written permission. We do not offer
any guarantee that you will gain any copyright or other
reproduction rights to the lot.

4 ENFORCING THIS AGREEMENT

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

5 TRANSFERRING YOURRIGHTS

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

6 TRANSLATIONS

If we have provided a translation of this agreement, we
will use this original version in deciding any issues or
disputes which arise under this agreement.

7 PERSONAL INFORMATION

‘We will hold and process your personal information and
may pass it to another Christie’s Group company for
use as described in, and in line with, our privacy notice
at www.christies.com/about-us/contact/privacy
and if you are a resident of California you can see a copy
of our California Consumer Privacy Act statement at
www.christies.com/about-us/contact/ccpa.

8 WAIVER

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

9 LAW AND DISPUTES

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

Rules and Procedures or, if the Dispute involves a non-
U.S. party, the JAMS International Arbitration Rules.

The seat of the arbitration shall be New York and the
arbitration shall be conducted by one arbitrator, who
shall be appointed within 30 days after the initiation

of the arbitration. The language used in the arbitral
proceedings shall be English. The arbitrator shall order
the production of documents only upon a showing
that such documents are relevant and material to the
outcome of the Dispute. The arbitration shall be
confidential, except to the extent necessary to enforce
ajudgment or where disclosure is required by law. The
arbitration award shall be final and binding on all parties
involved. Judgment upon the award may be entered

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

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

K GLOSSARY
auctioneer: the individual auctioneer and/or
Christie’s.
authentic: authentic : a genuine example, rather than a
copy or forgery of:
(i) the work of a particular artist, author or
manufacturer, if the lot is described in the
Heading as the work of that artist, author
or manufacturer;
(i) a work created within a particular period or
culture, if the lot is described in the Heading as
a work created during that period or culture;

(i11) a work for a particular origin source if the lot is
described in the Heading as being of that origin
or source; or

(iv) in the case of gems, a work which is made of a

particular material, if the lot is described in the
Heading as being made of that material.
authenticity warranty: the guarantee we give in this
agreement that a lot is authentic as set out in paragraph
E2 of this agreement.
buyer’s premium: the charge the buyer pays us along
with the hammer price.
catalogue description: the description of a lot in the
catalogue for the auction, as amended by any saleroom
notice.
Christie’s Group: Christie’s International Plec,
its subsidiaries and other companies within its
corporate group.
condition: the physical condition of a lot.
due date: has the meaning given to it paragraph F1(a).
estimate: the price range included in the catalogue or
any saleroom notice within which we believe a lot may
sell. Low estimate means the lower figure in the range
and high estimate means the higher figure. The mid
estimate is the midpoint between the two.
hammer price: the amount of the highest bid the
auctioneer accepts for the sale of a lot.
Heading: has the meaning given to it in paragraph E2.
lot: an item to be offered at auction (or two or more
items to be offered at auction as a group).
other damages: any special, consequential, incidental
or indirect damages of any kind or any damages which
fall within the meaning of ‘special’, ‘incidental” or
‘consequential’ under local law.
purchase price: has the meaning given to it in
paragraph F1(a).
provenance: the ownership history of a lot.
qualified: has the meaning given to it in paragraph
E2 and Qualified Headings means the paragraph
headed Qualified Headings on the page of the
catalogue headed ‘Important Notices and Explanation of
Cataloguing Practice’.
reserve: the confidential amount below which we will
not sell alot.
saleroom notice: a written notice posted next to
the lot in the saleroom and on www.christies.com,
which is also read to prospective telephone bidders and
notified to clients who have left commission bids, or an
announcement made by the auctioneer either at the
beginning of the sale, or before a particular lot
is auctioned.
Subheading: has the meaning given to it in
paragraph E2.
UPPER CASE type: means having all capital letters.
warranty: a statement or representation in which the
person making it guarantees that the facts set out in it
are correct.
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SYMBOLS USED INTHIS CATALOGUE

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

o

Christie’s has a direct financial interest in the lot.
See Important Notices and Explanation of
Cataloguing Practice.

A

Owned by Christie’s or another Christie’s Group
company in whole or part. See Important Notices and
Explanation of Cataloguing Practice.

¢

Christie’s has a direct financial interest in the lot and
has funded all or part of our interest with the help of
someone else. See Important Notices and Explanation
of Cataloguing Practice.

o}

Bidding by interested parties

Lot offered without reserve which will be sold to
the highest bidder regardless of the pre-sale estimate
in the catalogue.
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Lot incorporates material from endangered species
which could result in export restrictions. See
Paragraph H2(b) of the Conditions of Sale.

|
See Storage and Collection pages in the catalogue.

v

Lot incorporates material from endangered species
that is not for sale and shown for display purposes
only. See Paragraph H2(g) of the Conditions of Sale.

Please note that lots are marked as a convenience to you and we shall not be liable for any errors in, or failure to, mark a lot.

IMPORTANT NOTICES AND
EXPLANATION OF CATALOGUING PRACTICE

IMPORTANT NOTICES
A Property Owned in part or in full by Christie’s

From time to time, Christie’s may offer a lot which it owns in whole or in
part. Such property is identified in the catalogue with the symbol A next
to its lot number. Where Christie’s has an ownership or financial interest
in every lot in the catalogue, Christie’s will not designate each lot with a
symbol, but will state its interest in the front of the catalogue.

° Minimum Price Guarantees

On occasion, Christie’s has a direct financial interest in the outcome of
the sale of certain lots consigned for sale. This will usually be where it has
guaranteed to the Seller that whatever the outcome of the auction, the
Seller will receive a minimum sale price for the work. This is known as a
minimum price guarantee. Where Christie’s holds such financial interest
we identify such lots with the symbol ° next to the lot number.

° 4 Third Party Guarantees/Irrevocable bids

‘Where Christie’s has provided a Minimum Price Guarantee it is at risk of
making a loss if the lot fails to sell. Christie’s sometimes chooses to share
that risk with a third party who agrees prior to the auction to place an
irrevocable written bid on the lot. If there are no other higher bids, the
third party commits to buy the lot at the level of their irrevocable written
bid. In doing so, the third party takes on all or part of the risk of the lot not
being sold. Lots which are subject to a third party guarantee arrangement
are identified in the catalogue with the symbol © ¢.

In most cases, Christie’s compensates the third party in exchange for
accepting this risk. Where the third party is the successful bidder, the third
party’s remuneration is based on a fixed financing fee. If the third party is
not the successful bidder, the remuneration may either be based on a fixed
fee or is an amount calculated against the hammer price. The third party
may continue to bid for the lot above the irrevocable written bid. Where
the third party is the successful bidder, Christie’s will report the purchase
price net of the fixed financing fee.

Third party guarantors are required by us to disclose to anyone they are
advising their financial interest in any lots they are guaranteeing. However,
for the avoidance of any doubt, if you are advised by or bidding through
an agent on a lot identified as being subject to a third party guarantee, you
should always ask your agent to confirm whether or not he or she has a
financial interest in relation to the lot

o Bidding by interested parties

‘When a party with a direct or indirect interest in the lot who may have
knowledge of the lot’s reserve or other material information may be
bidding on the lot, we will mark the lot with this symbol ©. This interest
can include beneficiaries of an estate that consigned the lot or a joint owner
of alot. Any interested party that successfully bids on a lot must comply
with Christie’s Conditions of Sale, including paying the lot’s full Buyer’s
Premium plus applicable taxes.

PART I

Post-catalogue notifications

In certain instances, after the catalogue has been published, Christie’s may
enter into an arrangement or become aware of bidding that would have
required a catalogue symbol. In those instances, a pre-sale or pre-lot
announcement will be made.

Other Arrangements

Christie’s may enter into other arrangements not involving bids. These
include arrangements where Christie’s has given the Seller an Advance on
the proceeds of sale of the lot or where Christie’s has shared the risk of a
guarantee with a partner without the partner being required to place an
irrevocable written bid or otherwise participating in the bidding on the lot.
Because such arrangements are unrelated to the bidding process they are not
marked with a symbol in the catalogue.

FOR PICTURES, DRAWINGS, PRINTS
AND MINIATURES

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

QUALIFIED HEADINGS

In Christie’s opinion a work by the artist.

*“Attributed to ...”

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

*“Studio of ...”/ “Workshop of ...”

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

*“Circle of ...”

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

*“Follower of ...”

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

*“Manner of ...”

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

*“After ...”

In Christie’s qualified opinion a copy (of any date) of a work of the artist.
“Signed ...”/*Dated ...""/

“Inscribed ...”

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

“With signature ...”/ “With date ...”/

“With inscription ...”

In Christie’s qualified opinion the signature/

date/inscription appears to be by a hand other than that of the artist.
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The date given for Old Master, Modern and Contemporary Prints is the
date (or approximate date when prefixed with ‘circa’) on which the matrix
was worked and not necessarily the date when the impression was printed
or published.

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

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

POST 1950 FURNITURE

All items of post-1950 furniture included in this sale are items either

not originally supplied for use in a private home or now offered solely

as works of art. These items may not comply with the provisions of the
Furniture and Furnishings (Fire) (Safety) Regulations 1988 (as amended

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

PAYMENT OF ANY CHARGES DUE

Specified lots (sold and unsold) marked with a filled square (M) not collected
from Christie’s by §.00pm on the day of the sale will, at our option, be
removed to Christie’s Fine Art Storage Services (CFASS in Red Hook,
Brooklyn). Christie’s will inform you if the lot has been sent offsite.

If the lot is transferred to Christie’s Fine Art Storage Services, it will be
available for collection after the third business day following the sale.

Please contact Christie’s Post-Sale Service 24 hours in advance to book a
collection time at Christie’s Fine Art Services. All collections from Christie’s
Fine Art Services will be by pre-booked appointment only.

Please be advised that after 50 days from the auction date property may be
moved at Christie’s discretion. Please contact Post-Sale Services to confirm the
location of your property prior to collection.

Tel: +1 212 636 2650

Email: PostSaleUS@christies.com

Operation hours for both Christie’s Rockefeller and Christie’s Fine Art
Storage are from 9:30 am to 5:00 pm, Monday — Friday.

COLLECTION AND CONTACT DETAILS

Lots will only be released on payment of all charges due and on
production of a Collection Form from Christie’s. Charges may be paid in
advance or at the time of collection. We may charge fees for storage if your
lot is not collected within thirty days from the sale. Please see paragraph G
of the Conditions of Sale for further detail.

Tel: +1 212 636 2650
Email: PostSaleUS@christies.com

SHIPPING AND DELIVERY

Christie’s Post-Sale Service can organize domestic deliveries or
international freight. Please contact them on +1 212 636 2650 or
PostSaleUS@christies.com.

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

THE JAMES AND MARILYNN ALSDORF
COLLECTION - PART I

THURSDAY 24 SEPTEMBER 2020

AT 8.30 AM

20 Rockefeller Plaza

New York, NY 10020

CODE NAME:MARILYNN
SALE NUMBER: 19038

(Dealers billing name and address must agree
with tax exemption certificate. Invoices cannot
be changed after they have been printed.)

BID ONLINE FOR THIS SALE AT 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.

US$100 to US$2,000
US$2,000 to US$3,000
US$3,000 to US$5,000

by US$100s
by US$200s
by US$200, 500, 800

(e.g. US$4,200, 4,500, 4,800)
US$5,000 to US$10,000
US$10,000 to US$20,000
US$20,000 to US$30,000
US$30,000 to US$50,000

by US$500s

by US$1,000s

by US$2,000s

by US$2,000, 5,000, 8,000

(e.g. US$32,000, 35,000, 38,000)
US$50,000 to US$100,000
US$100,000 to US$200,000
Above US$200,000

by US$5,000s
by US$10,000s
at auctioneer’s discretion

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 applicable state or local sales
or use taxes chargeable on the hammer price and buyer’s
premium) in accordance with the Conditions of Sale—
Buyer’s Agreement). The buyer’s premium rate shall be
an amount equal to 25% of the hammer price of each lot
up to and including US$300,000, 20% on any amount over
US$300,000 up to and including US$4,000,000 and 13.5%
of the amount above US$4,000,000.

3. T agree to be bound by the Conditions of Sale printed in
the catalogue.

4. 1 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 $0% 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: CHRISTIES.COM
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WRITTEN BIDS FORM

CHRISTIE’S NEW YORK

Written bids must be received at least 24 hours before the auction begins.
Christie’s will confirm all bids received by fax by return fax. If you have not
received confirmation within one business day, please contact the Bid Department.
Tel: +1 212 636 2437 on-line www.christies.com

19038
Client Number (if applicable) Sale Number
Billing Name (please print)
Address
City State Zone

Daytime Telephone Evening Telephone

Fax (Important) Email

O Please tick if you prefer not to receive information about our upcoming sales by e-mail
| HAVE READ AND UNDERSTOOD THIS WRITTEN BID FORM AND THE CONDITIONS OF SALE — BUYER'S AGREEMENT

Signature

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: a certificate of incorporation. Other business structures such as trusts,
offshore companies or partnerships: please contact the Credit Department at +1 212 636 2490 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 two years, and those wishing
to spend more than on previous occasions will be asked to supply a bank reference.

PLEASE PRINT CLEARLY

Lot number Maximum Bid US$ Lot number Maximum Bid US$
(in numerical order) (excluding buyer’s premium) (in numerical order) ( luding buyer’s pr

If you are registered within the European Community for VAT/IVA/TVA/BTW/MWST/MOMS
Please quote number below:

19/01/2015
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