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Ocean Currents:

New Cont_empo-rary Ink




Zheng Chongbin graduated from the China Academy of Art in
Hangzhou in 1984, and soon mounted his first solo exhibition
in Shanghai Museum of Art in 1988. After he received a
fellowship from San Francisco Art Institute, he moved to the
Bay Area and has lived there for over three decades. Benefiting
from his life experiences and art education in two different
cultures, Zheng has held the Classical Chinese ink tradition and
Western pictorial abstraction in productive mutual tension. His
art has been exhibited and collected by major museums and
collections, including the MET, the British Museum, M+ Hong

Kong, and Los Angeles County Museum of Art.
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ZHENG CHONGBIN

(China, b. 1961)

Instrument No.3

1987

Ink on xuan paper

194x67.5cm

Signed and dated 1987 (bottom right)

PROVENANCE

Private Collection, Asia
D3E Art

This work is accompanied by a Certificate of
Authenticity confirmed by the Artist

HKD 400,000-600,000
USD 51,000-77,000
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Zheng Chongbin started learning about
Chinese culture through the portal of
calligraphy as early as the age of 12, and laid
a solid foundation for his later practice in
traditional ink painting based on the doctrine
that calligraphy and painting share the
common origins. Around the time when he
graduated from Zhejiang Academy of Fine Arts
(now known as China Academy of Art) in 1984,
China was undergoing a bloom of reform
and opening up, which allowed Western art
theories and practices to flood into China as
challenges to the mainstream practices of art
in inland China, making it a mainstream trend
among Chinese artists at the time to seek

change and innovation.

This period witnessed the growth of an anti—
traditional touch in Zheng Chongbin’s art as
he was trying to liberate his practice from
the traditional language of ink painting. In
his Instrument No.3(LOT 601), for example,
instead of inheriting the six principles of
Chinese painting established by Xie He, he
experimented anew on the medium of ink, in
an attempt to build a new language for his
art. With a narrative different from traditional
representationalism, the piece deconstructs the
instrument through disintegrative observation,
exaggerates, deforms or distorts some parts
where necessary, and, by reorganizing these
reshaped parts, attempts to construct a new
existence in the end. It's noticeable that no
intentional character shaping is involved in the
entire process; we are looking at a product
of the mere subconscious of the artist. So,
simple as the brushwork may seem, it employs
techniques of both cubism and surrealism from

the West.

Also, the fluid brushstrokes in Instrument No.3

demonstrate Zheng Chongbin’s pursuit of

dynamic brushwork in static two—dimensional
images and exploration of spatial switching,
which reminds one of Alexander Calder’s

Fdynamic constructiony . A marriage of
the dynamic and the static is formed of the
spraying ink dots, the swirling pale ink and the
steady horizontal line in the middle. By learning
from various Western theories of contemporary
art, Zheng Chongbin has managed to break
the language of traditional ink painting in
multiple ways and to build a brand-new form

of the art.

As questions arose in his new treatment of
the old medium and also in his teaching of
the art, Zheng Chonbin resigned his easy job
as a college teacher and left to further study
art in the U.S.A. After settling down in the
States, he made a change of mind to study
installation, performance and conceptual art in
the San Francisco Art Institute. In that period,
Zheng rarely employed ink in his art practice,
and spent quite some time learning from and
studying how Light and Space artists like
James Turrell (b.1943), Robert Irwin (b.1928)
and Doug Wheeler (b.1939) approached art.
For example, they had studied the ontological
language of art and such sensory phenomena
as the shifting visual perception of light,
volume and scale and how a work looks in
transparent, translucent or reflective materials.
He returned to experimenting on ink in 1996,
and, on the one hand, he married ink and two
new materials he found in 1986 — white acrylic
and setting agents — in his painting to enrich
the expressivity of ink, and, on the other hand,
he tried to present in his work the constant

Daoy in the tradition of ink and wash, either
by making acrylic strokes with a Western
painting brush to capture the Daoist Tqij or
by demonstrating the essence of abstract art

with traditional ink and wash.
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Ink and acrylic on xuan paper
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GEORGES

MATHIEU B8 - K12

Mathieu is the founder of Abstraction Lyrique
and one of the first modern painters to
protest against the abstract art of geometric
form, freeing himself from the limitations
imposed by classical tradition. Mathieu’s
early style that began in 1944 was very
similar to abstract surrealism. When he saw
the work of Wols (pseudonym of German
artist, Wolfgang Schulze) three years later,
it was the real turning point in his life. Soon
after studying the works of Jackson Pollock
and Willem de Kooning, he quickly got
rid of the ambiguity of the late cubism of
figurative, and thus gained greater freedom
of expression. Around 1948, his spontaneous
writing was developed, an action painting’
blends with complex technique of Eastern
Calligraphy. After 1950, many giant
paintings were painted, with a monochrome
colour as the background, where he then
recorded imaginative concept. He created
the form of painting in a spontaneous way,
without relying on preliminary drafts. The
actual work completed so soon in purpose,
therefore he could exclude all possibilities of
painting though mind controlling or memory
reloading. In 1967, W. Haftmann defined the
conditions that such paintings must possess
though —"meditation, concentration, and

prosperity.”

In 1944, he lived in the north of France in
an isolated state, and he decided to take
the "non-figuration” painting path. The
first set of works had begun to reveal his
distinctive “function.” : On a gray or red
canvas with assorted shadows, Mathieu’s
black brushstroke smeared the flowing non—
figurative shape. A strip of color material
extruded directly from the tubed pigment,
contoured like an embossed frame. In 1945,
he first used the “dripping” technique that
was used extensively by the American artist
Jackson Pollock. Only in the near future,

Mathieu’s quickly felt that the technique

was "too casual” for him, since became

reserved to it.

From 1946 to 1947, he worked as an
interpreter in Cambrai, Biarritz, Istres.
Later he started to teach at the US Military
University. During this time, His practice
of painting techniques is getting more and
more refine: whether it was the splashing
of color, the direct extrusion of tube
paint, the rolling and projection of paint,
everything was prefect. In March 1947,
Mathieu settled in Paris and criticized on
the geometric abstraction which he thougt
was boring; he met Wols and found they
shared common in artistic concept. Mathieu
gradually insipred by Wols. At the same
time, he actively participated in exhibitions,
such as the Salon de Reéalités Nouvelles and
the Salon des surindépendants. Mathieu
played an important role as a promoter. In
December of the same year, he organized
the first non—figurative group exhibition at
the Galerie du Luxembourg. The exhibition
titled as “Imaginaire”, which was later
called "I'’Abstraction lyrique”. In April 1948,
exhibition "HWPSMTB” (The first letter of
each artist: Hartung, Wols, Picabia, Stahly,
Mathieu, Tapié, Bryant) was held at the La
Galerie Colette Allendy, this was another
battle between different artist styles .
Mathieu was one of the first artists to
introduce American abstract expressionism
to France. However, his work was in
minimalist tones, allowing symbols to quickly
emerge on a monochromatic background,
just like curator Marie-Claude Dane said:
"The posture is strong and relax,consolidates
the seriousness and solemnity of the work,
keeping consistence between shape and
colour.” This was enough to separate his
work from American abstract expressionism.
Besides, the "speeding aesthetics” of his
way of painting took him to complete a large

format of work in a short period of time,

even under the eyes of the public. It is noting
like the layering of Pollock [ldrippingy .
Mathieu traveled all over the world. There
there were more than a dozen paintings
created in front of the audiences. This did
not mean that he needs to look them in
the eyes. Instead, his works were usually
created in the studio at night, but provided
audiences the opportunity to participate in
a kind of “creative behavior”.The only thing
that cannot be ignored is that "the speed of
painting is the priority, and in the case of
inability to consider the shape and posture
in advance, there must be a second-tier
priority”— that is to take the initiative to
control. Mathieu attributed his control and
confidence to ensure Tinner self-discipline”
and considered it as”the only possible
truth of existence of artworks, ” (Georges
Mathieu, Au-dela du Tachisme, Julliard,
Paris, 1963. In Michel Ragon & Michel
Seuphor, I'Art abstrait, v. 3, Maegh éditeur,
Paris, 1973, p.264.)

In the late 1940s, Mathieu met Sanyu,
Zao Wou-Ki and his wife, Xie Jinglan, in
Montparnasse and became friends. The
exchanges between them led Mathieu to
engage the oriental calligraphy culture in an
invisible way. The philosophy and delicate
emotion quickly constructed a new image
of “calligraphy and splashing” in 1951. The
brushstroke felt a sense of calligraphy. It
was similar to manuscripts and oriental ink.
In the 1960s, after the first French Minister
of Culture, Andre Malraux, saw Mathieu's
paintings, he pleased to say: "There is finally
a Western calligrapher.” Compared with Zao
Wou-Ki, who is now the headline in the art
market, Mathieu has a prior position in the
history of art. In 1975, he was elected as a
member of the Academie des Beaux—Arts.With
the same academician,Bernard Buffet, the
two were known as the most famous abstract

and figurative artists in France at the time.
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Georges Mathieu, Homage to General Hideyoshi,

(1957)

/BRI P E M R (Abstraction
Lyrique) B9RIBE, BEEXROXTE
NOBREMNRBNZENIRAER S —,
FESROURERNZBNIRBIPEML
K, BIeF 1944 FNRHERS, 2D
ZNBRELHBMR/BE. =FEER
K EHT (Wols, German artist Wolfgang
Schulze) BIF&@ES, FRMEGDPELE
&R, NANXRRRSRAREZESN
1F6e, RIRFER T AROEHTEEE
HiES, BMEIIEANKRIEEE, 1948
FAOLE, ¥RBUENBREER. B
—BRIEGBMRDEAERIOZEMEIN
178482 (Action Painting), 1950 EDIIG,
ETZENE, LEBRE. RER
gNvEREl, MLBRFEKRE
BEPI, MAKBITNER. B
TIRERREBR, UBHRT UL EHR
7, SECIRDREHNTET .
S= 2 (W - Haftmann) 7 1967 &89 5%
B, RET ERBEEEENRNT, B
(B8, ST E] .

—NPOO8LE, e —BRRAEEIRREPE S
TEENIS, BORERE [FER]
(non-figuration) Y@ B R, F—HIF
REAARDHERATN [FRIDEE]
ERERXBCHNBIAL eEmE,
HIBEARCNER, EREHERMR
FEZRER, FUBRKEBENERED &Y
BIRER, B3R TUIE DR HEVmES.
—NIURF, MEREARFRFAEES
KRSHEABEMY [7EJF] (dripping)
Rk, RERBRRMESAERANE
FhEE] . MBATRE.
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Capétiens partout |

1954 F 103108, Bo FBAELBEEEHERRK,IMNBF Les

Georges Mathieu painting Les Capétiens partout ! in Saint-Germain-

en-Laye, 10 October 1954.

—NOR2—-NOTFERE, WERBH
(Cambrai), S2ERZZ (Biarritz), FPHIIS
(Istres) HMBE=ZES, BEFHTE=H
BEARB, WHESREE, MHBERE
BIRFSHRMIEE: HRSEe. 8%
ERVERBERTEM. BRORRER
g, W|AERGBIGE. —NOTE
=R. SBEFER, IR HWEAM
BRAEM2ENZTMR (I'Abstraction
géométrique); W 5 X B HT (Wols),
ZEMANRMNIEBREE, FTEEHZ
HEZ, B, HER2NrIRE,
% [ 37 I8 & 7D 8 | (Salon de Réalités
Nouvelles), [#B&I[/DEE] (Salon des
surindépendants), ¥E —IF BB
FE2RE. @AF T8, tk [EREE
BE ] (Galerie du Luxembourg) £ ¥} &
—BHIFERERE: REFER MBEZR)
(I'maginaire), MBI BHRBL B [
15 30 # 2 ] (I'Abstraction lyrique) 89 @
8, —NION\FOR, ANSER - 0
BEFR (la Galerie Colette Allendy) BH
B (HWPSMTB) E(ZE3M®E,
ELUZRENE HRUBDE BTl
89: Hartung, Wols, Picabia, Stahly,
Mathieu, Tapié, Bryen), X & 8 — X
DRRISEVES. FIBERTREEN
RERRBRERSEFBNERZ—; At
HIFREAEENNBRED, EBRFTR
RRTRFEBHNESR L, EWUR
RALH - =& - EM (Marie-Claude
Dane) FT=: [ENFREVIIREERE
REH, EIERNEBRNEE, Mk
BRECPEL—HE] , BEEELBER
RN IEGRNERBRKIREENTE. B
FMOFEN REXER] , EARBEE

2N, TRENEENTN—HARE, &
TERB=EEBENHRAONIBIRHF
. BIBERURSI, KOG T2IKAE
BERNBISSEHBIBEE, BHFR
REMFEZBERBNER, WNIEDES
HERRABNTEREBRME, MEE
BREKE2R & [AIFTR] s miE
—FEERBNZ: [FERERELES
25, TREHENBIESLZERDER
T, WEREBETRETER] . UHES
ITEBVEITAET). BIBRIER 10
BINERLEE [RENE £ (autonomie
intrinseque), HEBRBER [ BWF
Gizf, E—JENEAEE] (Georges
Mathieu, Au-dela du Tachisme, Julliard,
Paris, 1963. in Michel Ragon & Michel
Seuphor, I'Art abstrait, v. 3, Maegh
éditeur, Paris, 1973, p.264.)

A0 FRK, FBAERMNBITGESE.
HRBLE EFHRE MEMRER,
BIBNRATREPS BT B
EEX - HESHREPEARSE
BRARERBE, BRKR BT 1951 £
[EXRHEBR] DAEHER, MEEE
RREVERE . AIUFBARIOEE, 60 F
K FEERSEUCERF %42 (Andre
Malraux) ftEREEFS, EMEHTRM:
MRTBERLNEER] . BRRSHE
EHMHBARNSTOHEER, $IE £=
ML 2P FHSE, 1975 F, R
RARBEMNARR T, RBERKRTOY
7h3E (Bernard Buffet) HIB R ERABISR
ENHREERBNR.
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GEORGES MATHIEU
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Untitled

1958

Ink on paper

56x76cm

Signed and dated 1958 (middle)
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LIU GUOSONG
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In the 1960s, Liu Guosong used the cursive
writing to draw abstract landscapes; in
the 1970s, his works were mostly space
and landscape; in the 1980s, he regained
his determination to study ink painting.
Traditional ink paintings have a complete
theoretical system, thus it is impossible for
contemporary people to surpass the ancient
under the inherent standards. Liu Guosong
advocates combining the changes of the
times, absorbing different elements, and
making bold and intelligent changes. His
exploration of modern Chinese painting has
been questioned, but he has broadened or
changed the basic concepts of traditional
Chinese painting. With the 1983 China Art
Museum Liu Guosong’s solo exhibition,
his influence in the mainland art circle
has gradually expanded. Cheng Shifa, Lu
Yishao, Zhu Jizhan and other predecessors
have expressed their recognition and
support for his creation. He also has an
important influence on many artists, such
as the nationalization of oil painting in Wu
Guanzhong and the modernization of ink
painting. Zhou Yuhua’s painting skills are

affected by him. Liu Guosong’s creation and

thoughts were gradually recognized, and
the modern ink painting movement he led
also played a leading role in the trend of the

times.

After traveling all over the mainland
China, Liu Guosong engraved his true
feelings in memory and the enthusiasm for
Chinese culture in his paintings.The most
representative one is the series of "Tibetan
Suite”. "A Mirror in Tibetan Mountains”(LOT
606) was created in 2014, which is at the
maturity stage of this series. The painting
depicts the landscape of the mountains and
rivers in the vertical form of the vertical axis.
Wu Guanzhong commented on Liu Guosong’s
work: 7 Abrupt, dreamy, metamorphous.
Dynamic and static are incompatible, odd
and simple interspersed, thick and light
textures contained in the painting...” which
is vividly reflected in this painting. The
distant mountains are filled with hazy fog
and ambiguous shadows, contributing to
an ethereal abstract aspect of the painting;
while the steep mountains are recalling
vividly which forming a figurative aspect.

The shape of the mountain in the painting is

employing three—dimensional structure from
the oil painting, and the angular mountains
are stacked with the geometric shape, which
is deeply influenced by Cubism. The central
lake is surrounded by mountains. The ink and
blue pigments are condensated on the paper
forming a shiny texture like  a mirror in the
mountain] . The changes in distance, the
intertwining of the depths,and the contrast
of movements balance the sense of conflict

and harmony of the painting.

Liu Guosong discovered the roots of
abstract art in calligraphy, and invented the
term Tink abstract thinking) to describe
the fascinating landscapes in the paintings.
"The brushstroke relates to dotted and linear
language, the ink relates to the colours
and dimensions, and CUN ( %% ) relates to
texture.” This is his interpretation of the
traditional Chinese ink. No matter how
abstract his paintings are, they are still
relevant to landscapes. Liu Guosong tries
to pursue the effect of accidental collision
with a variety of special methods instead
of using a brush all the time. He changed

the ink—and-wash painting from outlining

the landscape with only the black line: in
the TGuosong Paper) , improved from the
reinforced cotton paper which the hand-
paste lantern made from, the original Chou
jin ba pi Cun (M B5#\ 4% ) was used —
removing the bulges from the paper. When
the paper is covered with ink, the black
lines and the white hollowing out lines are
repeatedly interspersed as if the tensions
between the strings. The methods of
papermaking and techniques are not only
a technical barrier to break the traditional
ink painting skills, but also an inner
metamorphosis in thoughts. The black lines
in traditional Chinese paintings are Tyinj ,
and Liu Guosong emphasizes the white lines
on the basis of this, forming the Tlyin and
yang) the Chuang Tzu’s core thought. He is
freed from the limitations of modern abstract
art and showing the core ideas of traditional
ink painting. This expression of the fusion of
Eastern and Western art is a breakthrough in

art form and an innovation of concepts.

"The creations of Liu Guosong is always
moving, because it endless, without the

initial, the ultimate nor the boundaries.

Although his painting is limited in scale, but
the feeling he offered is unlimited, because
it is as if touching water, touching cloud or
touching the wind, which is an egering for
infinity, a pursuit of eternal moments.” — A

famous Chinese poet Yu Guangzhong

Liu Guosong was fascinated by the HD Earth
photo taken by NASA’s Apollo 8th mission to
the moon in 1986. He then created a space
series painting that subverts traditional
Chinese ink and wash thinking. In the work
"Rising Sun”(LOT 605), the upper part is
based on the bright orange color, and it is
rendering into a yellow and dazzling view.
This kind of technique has been developed
from the Guo Xi’s top view ( 5B BB f9 % i&
% ), one of Guo Xi's three-way methods:
the perspective is taken beyond the bird’s
eye view, and it is more macroscopic and
magnificent, just like TA view from the
universe] . The morning glow is dyeing the
surface of water, ethereally transit from
warm to cold colour, eventually the strong
visual impact gradually eases. The sun in
the distant view is figurative, while the

tides are abstracted, and the original paper

LIU GUOSONG
BT

ripping and the ink—expanding method show
the ripples with texture. Space freehand,
between virtuality and reality, from vicinity to
distance, the interlacing between thickness
and stableness contributes not only the
traditional gentleness perspective, but also

contemporary strong visual experience.



ANHER, BNEPEEENERED
WK CTHERUHIFREEZRA
=W BT /N\HER, tEBHTKE
BRI, BHRKEEEBTHENERE
A, BAANEEE0RE N RTEBITT
g, JBENREREERNANENL, RN
TETHR, ETAEEESER0NE,
ARAPEENRREZER, BIOIHR
FEHNE T BRPESNERNER. 18
& 1983 FEIENTEES BN BRIV,
tEXEENENTE DWIBIEEL, 12
T8, BERD. KCESHEABRIY
HRBIFR R R ISR, M RIE
MHRELTEEZNTE, HLWRTPaD
ERECIKERA, BHENBER
IDEZHEZE. JEMNORFRERERZ
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MAO LIZI

SSESSE

In 1979, the emergence of the "Stars Society” that advocated freedom and self-expression was regarded as
the beginning of Chinese contemporary art. This art movement release the Chinese art from the symbols of the
Cultural Revolution and changed the history of Chinese contemporary art. As one of the participants of the "Stars
Society”, Mao Lizi held an important position in the art world. In the early days, Mao focused on photorealistic
paintings. His works were mostly concise yet connotative realistic paintings, and retransmission of Dunhuang

murals. Soon with his constant exploration he changed his style to semi-abstract and abstract painting.

In this painting, Mao uses oil color to simulate the form, level and rendering of ”ink” in Chinese ink painting,
separating layers of black, white and gray from the pure black, and making textures through the drying of oil
paint to demonstrate the white space in traditional ink painting. This technique requires the artist to have a
depth understanding of oil medium and the spirit of the traditional Chinese ink painting, especially the "freehand
brushwork”, so that the two mediums can be compatible and integrated. Oil paintings that look like ink, combined
with oriental aesthetics and Western painting techniques, glimmering among those soft brushstrokes and
naturally adding dynamics into the subtle emotion expressions. The painting shows the artist’s aesthetic thinking
and his life philosophy in his own visual language. Mao’s art is like to read an Chinese ancient poetry in English,

and in which way, to introduce the Chinese ink aesthetics to the foreign lands.
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Founding member of the Stars Group, Mao Lizi worked as a set
designer for the Chinese Air Force in his early career life, then later
attended an oil painting specialization course at Beijing’s Central
Academy of Fine Arts. In 1990, Mao received a grant from the French
government and became a visiting professor at the Ecole Nationale
des Beaux Arts in Paris. Mao first experimented in abstraction as
early as the 1970s, and has pushed the boundaries of abstraction
further since 2000. He combines Zen stiliness and traditional Chinese
painting techniques in his abstract paintings, and brings his art into a
spiritual realm. In 1998, he was invited by the Guggenheim Museum,
New York to participate in its blockbuster TChinese Arts for 5000
Years Exhibition) . The exhibition has fully and comprehensively
marked the inheritance of Chinese Art. The exhibitors included well—
known Chinese artists, Chen Danging, Chen Yifei, Luo Zhongli, Wang
Huaiging and more. Among them, Mao Lizi was the only artist in the
exhibition who exhibited two works at the same time. Mao Lizi work’s
have been exhibited in museums and galleries around the world and

is widely collected in China and internationally.

Before every drop of pigment falls, | will carefully
ponder the structure of the painting. However, the final

appearance still surprises me with the new possibilities.
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Written for the Chinese Contemporary Ink
2013 New Dimension Invitational Exhibition

By Liu Xiaochun

Liu Xiaochun (b. 1941, Luoyang, Henan
Province) is an art critic and co-founder
of the 1980s newspaper Fine Arts in China

(Zhongguo meishubao).

Liu graduated from the Department of Art
History at the Central Academy of Fine Arts
in 1966. In 1979 he began studying for his
postgraduate degree at the Chinese National
Academy of Arts and received his M.A. and
Ph.D. degrees in 1981 and 1985, respectively.
In 1985, together with other art historians
including Zhang Qiang, Liu founded Fine Arts
in China (Zhongguo meishubao) and engaged

Li Xianting as a fulltime editor.

The concept of image reappropriation, as
used in Pop Art, has little bearing on Nan
Qi’s works; his concepts and paintings are
entirely original, and give a grand account
of his artistic infatuation with the limitless
depth of ink as a medium. It may seem as
if he has taken the idea of reappropriating
famous images straight from a retrospective

examination of Pop Art, but | find that his

NAN QI
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understanding of that artistic movement
has had the effect of bringing him further
into the future of contemporary art; after
all, the pop artists took the idea of’ready—
mades”from the Dadaist artist Marcel
Duchamp, an entire generation earlier. Nan
Qi’s deep fascination with ink is what holds

him apart from Pop Art.

On Contemporariness

Nan Qi’s ink paintings truly entered the
world of contemporary art in 2006. The
contemporariness of art is notoriously
difficult to define — how does one define
‘now—ness’? | can only differentiate through a
discussion of the contemporary significance
of Nan Qi’s art before and after his

transformation into a contemporary artist.

i. To Be Pioneering

Art must constantly evaluate and reflect on
itself in order to successfully breakthrough
the restrictions on creative practice. The
reason for Nan Qi’s reflection has been
his long engagement with the creation
of modern Chinese ink paintings and his
breakthrough in bypassing the long-held
commandment’thou shalt not replicate’has
been due to his fearless, bold and

undisguised reappropriation of images

from the internet, movies, photographs,
prints and other media; flying in the face
of contempt and rejection, he has been
uniquely unfettered in his desire to carve out
a creative niche. For this exhibition, he has

created a new series of 3D ink.

ii. Creative Language

In order to describe and understand his
pioneering and daring approach to image
appropriation, it was necessary to create a

new artistic language.

Nan Qi took the lattice of pieces in a
game of Go as inspiration for his “halo
dot” technique, saw the potential for his
signature”ink way” in blurry Photoshop
images, his work with printing art catalogues
led to his primary colour dot colour-blending
images, and his daughters’ optical illusion
games brought him to the creation of 3D ink

art.

The depth of his artistic fascination as he
introduced new elements into his work has
given rise to an entirely new and unique
artistic vocabulary for Chinese ink.

iii. Concerning Reality

Sociological shifts have been the primary

driving force behind contemporary art (
although not in all cases). Purely conceptual
work has, in turn, produced a conceptual
language that becomes increasingly detailed
and, therefore, advancing complexity in
concepts, language and reality have become
the preferred area of exploration for a
group of artists With social realism, artists’
personal representations of causes close
to their hearts have continued to expand
based on the ever—increasing concepts and

languages of contemporary art.

Nan Qi’s concerns with reality were earlier
manifested in his”Urban Tiger’series his
primary cause being the environment and the
tiger’s loss of habitat. After 2006 he shifted
his focus, bit by bit, towards representations
of money and power, using symbols laden
with meaning: the Socialist five—pointed star,
the Chinese currency symbol, credit cards,
and the character Nan from his name; he
also focused on powerfully symbolic images
such as People’s Liberation Army parades,
female soldiers, shop—window mannequins,
and traditional Chinese chess and Go game

openings.

Nan Qi’s current focus lies in one area:

the direction and destination of China and

the Far East. He remains detached from
criticism, praise, ridicule, irony and even
apathy in his works, instead imbuing them
with a sense of the magical. His images
create reality from the imaginary; by looking
through his paintings, the combinations of
shapes and colours that seemed confusing
at first rearrange themselves to display the
figure of a woman or an ancient coin; 3D
images surface turn and then are gone...
the true cause behind these works is to cast

a Zen spell over the viewer.

His infatuation with ink is embodied in
the meditative process he goes through
informing his endless rows of “halo dots”,
which come together to produce his eerily

calm paintings.

On “Eerie 3D”

Nan Qi’s "Eerie 3D” works are his most
recent and most controversial attempts to
render his vision in ink, and make up a large
portion of his contributions to this exhibition;
therefore, | will spend the remainder of this

article discussing "Eerie 3D”.

"Eerie 3D” was a concept that Nan Qi
discussed with me from its inception, there

is no need for 3D or coloured glasses as

viewers must focus their eyes, inspired by
the digital world we live in and the online
craze for optical illusions until a kind of
visual dislocation occurs and the image
exhibits itself to full three dimensional effect.
This strange 3D was born out of an art world
full of the strange,and Nan Qi's whimsical

flight of fancy saw it rendered in ink.

Three—-dimensional images need to be
carefully designed. Nan Qi is, after all, an
artist and the graphic design requirements
for’Eerie 3D”do not have much artistic merit;
3D design enables Nan Qi to realise his
images about money and power, although
his artistic talent lies in his ability to execute
these designs in ink. In other words, it is
not about the 3D, although it is in 3D”(the
artist’s own words) and ink is always the
artistic concern closest to Nan Qi’s heart
as he strives to open up new avenues in
contemporary ink painting. For example, for
this exhibition he has created a series of
landscapes taken directly from the classical
landscape imagery of Guilin depicted on
the twenty yuan note, using 3D graphic
design to disassemble the images and then
restructure finally, using his signature “ink
way” anatalpeanem in a complex pattern and,

“halo dots” to present the finished works.



Without the aid of colour. coded anaglyph
glasses, seeing the highlights of the 3D
image appear is like sleepwalking into the
two-dimensional plane of the painting, and
strangely eerie and uncanny. The eeriness
and strangeness strat with the background
colours of the painting receding, and the
texture of the images before you become
glassy smooth, almost hypnotically mirror—
like; five stars, the character Nan, currency
symbols, and the Guilin landscape from
layers that slide across one another until the
Ifloating) images almost seem tangible,

like the dagger before Macbeth.

The significance of Nan Qi’'s 3D art is
not in the works themselves, nor in the
audience participation process. It is not pure
painting, but the artist, the artwork, and the
viewer, taking part in a collective visual and
psychological sleepwalk through conceptual
art; it enters the field of social action,
almost an installation. These 3D works have
generated a vast range of reactions, from Tl
can see itl] to J | can’t see anything”, to a
heated debate on whether they are worthy
of discussion; arguments regarding the

significance of 3D ink painting range from

the dismissive to foot-stomping, high—fiving
approval — all of them part of the unfolding
process of artistic discussion. Standing
before Nan Qi’'s works and watching the
floating symbols of money and power as they
appear and disappear produces a psychic
shock, reality and imagination colliding to

generate shockwaves.

In Nan Qi’s lEerie 3D”, discussion is
part of the artistic process, as are the
nuanced reactions to the work. As the
brush moves in the process of applying ink,
SO suggestions and observations move in
the process of inking words about these
ink paintings. The significance of "Eerie
3D lies within the collective sleepwalking
experience, between the 7ink way” and
Thalo dots”, in the five—pointed star and
camouflage patterns, among the dollar
signs and Nan characters, inside the Guilin
Landscapes — hidden in plain sight. Leaving
the process behind, the work becomes
encased in a shell, and a multifaceted

pattern can be seen, repeating itself.

Whether one “believes” in lEerie 3DJ or

not, once one has the knack of seeing these

uncanny 3D images they become more real
and more concrete than a photograph. This
oscillation between the real and the unreall
described as a sleepwalking sensation,
indistinct and fragmented moments through
which one finds truth hidden amongst
dreams. Nan Qi’s "ink way”,”halo dots” and
tri-colour dots, as well as his lEerie 3DJ ,

consistently and carefully hides meaning
withinamaze; truth and magic are both
present in abundance - the power of the
truth and the magic of money are also the
power of money and the magic of the truth.
Truth,logic and magic can bridge the gap
between daydreaming and brutal realism.
Nan Qi’s pursuit of art has brought him an
abundance of new methods and ideas, as he

continues his pursuit.

Nan Qi’s statement that "it is not about
the 3D, although it is in 3D” is particularly
important without this attitude he could
have abandoned his higher calling to ink
painting whilst giving chase to ever—weirder,
ever more elaborate special effects.Three
dimensional effects enhance his works,
but he treats this as just another subject,

as opposed to a well-honed technique; he

appropriates images of women from the
mass media, and in the same way he has
appropriated 3D elements to complement the
link way) and Thalo dot) that constitute

the true lifeblood of his work.

The explosion of images in the media make
for an abundance of fast-food art, which
| reject — the most important thing for
Chinese art is to bring the traditional ways of
ink and paper to new generation. Nan Qi’s
urique ink painting, technique the “ink way”
and “halo dots” — are part of his personal
interpretation of this art form, and they have

also been his artistic salvation.

These two ink techniques are Nan Qi’s
climb to communicate with the gods, with
Heaven, and with the spirit of the universe.
Even with his 3D work, he is immerse in his
brush and ink and the tranquility and calm of
the Tink way”, each drop of ink in its rightful
place and each sweep of the brush creating
creating the perfect line; this is how he
ventures into the territory of the greatest
mysteries, this is how he cleanses his mind
of the vulgar day—to-day impediments to

clear, artistic perfection.

3D painting has not changed Nan Qi’s
fundamental ink painting process, the
staggered fusion of soul, ink and paper; 3D
is simply one extension of his artistic self,
colours and shapes forming themselves
under his brush. In viewing and observing
his 3D works, the audience inevitably and
involuntarily participates in the movement of
his brush and ink, knowing that they cannot
? cannot retrace the path of his brush but
appreciating the process behind each stroke,

embracing the charm of his works.

Nan Qi’s fidelity to his brush and ink makes
sense; having dabbled in the world of new
media he has gained a higher understanding
of how he can achieve clarity of mind
through his painting. Reappropriating images
and filling his works with references to
everyday life allows him to reveal the truth
through a meditative process. He paints
money to show the insufficiency of money in
reaching for happiness, he paints soldiers to
demonstrate how brute force is not enough,
and his paintings burst forth on the road to
true inner peace by learning to reject the

vulgarities of the material world.

NAN QI
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The ”ink way” and “halo dots” bring a
metaphysical element to his works,and
the "Eerie 3D” paintings inspire a Zen-like
environment. Here, brush and ink aremother
to the uncanny. Metaphysically, reality and
magic are hard to reconcile,except! tor in
the dream state — and that is the intention.
Chuang Tzu dreamed that he was a butterfly
and awoke unable to tell if he was a butterfly
dreaming of human life or a man dreaming

of being a butterfly.

Sleepwalking and broken dreams are only
an idea from mind; sleepwalking through a
paper pattern of dreams camouflaged in ink
leaves me in the same state as Chuang Tzu.
The dream environment, in terms of Nan
Qi,is a never—ending, constant process of
elucidation and continuous improvement.
This process will only end with Nan Qi’s last

breath, the end of his life in making art.

Liu Xiaochun, Art Curator and Critic
November 26, 2012. Sanya
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Born in 1960, Nan Qi was trained in classical
landscape ink painting at the People’s
Liberation Army Fine Arts Academy in Beijing.
Nan is well-known for his three—dimensional
images comprised of his eponymous [Nan
Qi dots” and interpretations of Chinese
cultural icons, including female soldiers, the
five—pointed red star, and money bills. His
art has been collected by famous museums,
institutions and private collections like the
National Museum of China, Consul General
of Switzerland in Shanghai, as well as the

Burger Collection in Hong Kong.
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NAN QI

(China, b. 1960)

International Currency

2015

Ink on paper

70x70cm

Stamped in the (middle)

PROVENANCE
Private Collection, Asia
Acquired Directly from the Artist

HKD 100,000-150,000
USD 13,000-19,000
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NAN Ql

(China, b. 1960)

Dollars

2015

Ink on paper
71x70cm

Stamped (upper right)

PROVENANCE
Private Collection, Asia
Acquired Directly from the Artist

HKD 100,000-150,000
USD 13,000-19,000

[B)=2
s

2015
HBARIKE
$E0: B (60

IR CRINFA N BT
BEBMRAA



011
WALASSE TING THS

(China, 1929-2010)

5]
VARRYA =&Y
Untitled (964
1964 AAKEBERIE
Ink and acrylic on paper M. For Joan Love Ting 64 (Z L)
71x96cm Walasse (GN)
inscribed 'For Joan Love Ting 64’ (upper left)
signed "Walasse’ (lower right) BB, TSINFAA NG
&8, ETBDE 2016 FE 58298, IDDBMIE 441
PROVENANCE B KO (1926-1992) ERFZE 1980 - DHAM
Private Collection, Asia + - B - BEHTE (Carl Plansky)
Christies’s Hong Kong, 29 May 2016, Lot 441 BIFZ T 1999 FHEE3 R I
Formerly in the collection of Joan Mitchell (1926-1992) L YN
until mid-1980s Gifted to Carl Plansky ERERES FRRE

Acquired from the above in 1999
Private Collection, New York
Acquired from the above sale by the present owner

HBhRk: 1972 F [FFRBRE: U SAREET. B - KXo,
TR 1972/73] FREBHRENBERNLZE (

LITERATURE o \
Museum of Art, Carnegie Institute, Fresh Air School, RE: 1972F [MF=REE: Uﬂ;%%@gﬁ B R
Exhibition of Paintings: Sam Francis, Joan Mitchell, THR1972/73] FAEBRENBERLELE

Walasse Ting, 1972/73, Pittsburgh, USA, 1972 (illustrated)

EXHIBITED

Museum of Art, Carnegie Institute, Fresh Air School,
Exhibition of Paintings: Sam Francis, Joan Mitchell,
Walasse Ting, 1972/73, Pittsburgh, USA, 1972

HKD 350,000-650,000
USD 45,000-83,000

Walasse Ting was born in Jiangsu Province in 1920, he THR 1920 EHETFIIHL, SEREALBENE
lived in Paris, Netherlands and New York. Influenced by NER (IRERENER) 22, 1946 ToBRESE,

Fauvism, his colorful and feminine—themed styles praised the 1952 FEHRECR . AXNREEEEN. BERREEHR
beauty of life and connections between us and the world, B TIRESIEIE (CoBrA) BBER, MinSmEEas
became popular in the 70s. His work has been collected SRBHERSET R OBME,. FEanESEBIs

by numerous public institutions, including the Amsterdam

FE, BER70ER, HePWHIEErEE Tz
WERERAK. NENASEHANEL, BREY
EURIZE, FmblZA. ErEsRER. 2RE
HESHBHRERMNERS, BHRENREEH LM

City Museum, the Tate Modern, the Museum of Modern Art
and the Metropolitan Museum of Art. Ting’s important solo
exhibitions include the solo exhibition in the Scheringha

Museum of Realist Art in Amsterdam in 2000 and "Walasse

Ting’s retrospective exhibition — from heroic to beautiful ENEE, CREFRVNLABACENARER,
colors” at the Municipal Art Museum, Taipei in 2010. RBERBRENMRE. HEFDRRDAKLEEIN

., SEEMBEmIIEYE. RBRAEME. d
NRABNBYENALSENBYES: SZ2ORE
& 2000 T SHATRIIIATIMIS IR E L H2NIEYEE
fE, DIk 2010 E2ICFOIIEMEN [ THRORRE —#
HRSRENERRY ] BRS5.






Pan Yuliang was the first Chinese female painter who painted in
the Western style, she studied in Shanghai and Paris. Pan returned
to Paris in 1937 to live and work for the next 40 years. She taught
at the Ecole des Beaux Arts, won several awards for her work, had
exhibits internationally in Europe, the United States and Japan, and
was collected by major institutions. After her death in 1985, most of
her art had been sent back to China and collected by the National

Art Museum in Beijing and Anhui Museum in Hefel.
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PAN YULIANG

(China, 1895-1977)

Reclining Nude

1948

Ink on paper

42.5x62cm

Signed, stamped and dated 1948 (upper right)

PROVENANCE
Private Collection, Asia
Arthur Tooth & Sons Gallery, London

HKD 650,000-850,000
USD 83,000-109,000
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Xu Beihong, as one of the pioneers of our
art, his stories are of course endless and
countless, one of the most charming stories
should be his love and hatred with Jiang
Biwei. In 1916, Xu Beihong taught at the
University of Sage Canjie and Enlightenment
(Cangsheng Mingzhi Daxue), during this
period, he got to know Jiang Meisheng, a
professor of Fudan University, when they got
to know each other on a deeper level, Xu
Beihong met his daughter Jiang Tangzhen.
Their relationship became more intimate and
closer. When Xu Beihong got an opportunity
to study in Japan, they both left China and
ran away together. From then on, Jiang
Tangzhen was no longer Jiang Tangzhen,

she was Jiang Biwel, the wife of Xu Beihong.

Afterwards, they flew to Paris, they devoted
themselves to art, Xu Beihong was learning
painting, while Jiang Biwei was learning
music. Although the days were hard to
live, they gave each other nice gifts in the
festival: a trench coat that Xu Beihong
bought by selling his paintings and pocket
watch Jiang Biwei bought from saving her
living expenses. This pocket watch stayed
with Xu Beihong until he was buried, while
Jiang Biwei had an oil painting “Violin
Lesson” to accompany her to the end of
her life. This is the draft sketch of the oil

painting “Violin Lesson”, which records Xu
Beihong’s moment of inspiration, it is more
relaxed and emotional than the original
painting. In the painting, the rhythm of black,
white and gray is properly grasped, the
detail is mainly reflected in the left hand that
holds the violin, the elbow and the violin. Xu
Beihong used multiple layers to show Jiang
Biwei’'s left hand muscles, from this point of
view, she should be playing a strong melody
like "pearls falling into a jade plate”. From
the language of brushwork, the left hand is in
tune with the rhythm of the violin with a firm
texture, for a moment, it is like the figure and
the violin are in a harmony. Xu Beihong used
soft and loose brushstroke to express Jiang
Biwei’'s head, as if the lens is out-of-focus,
which forms a strong contrast. In this kind
of instability, we seem to see while playing
the violin, Jiang Biwei swaying her body
with the rhythm of music and her unbridled
dedication. At that time, Xu Beihong was still
studying painting, although he was good but
he was not perfect yet. As Fu Ningjun wrote
in his book about Xu Beihong (Tun Tu Da
Huang), “Chinese Zodiac is the middle—aged
breakup confession, while “Violin Lesson” is
the love record of youth, Xu Beihong used
his paintings to tell the later generations that
his relationship with Jiang Biwei, which was

love in the early stage and hate in the late

stage, it actually had a profound impact on

the master’s creation process.”

| ' was madly in love with you, though now |
was just a traveler in your life. At the end,
love becomes hate. When Xu Beihong and
Jiang Biwei got divorced, she demanded
compensation of 1 million yuan, 40 ancient
paintings and 100 paintings by Xu Beihong.
Xu Beihong added one to the 100, and the
one is her favorite “Violin Lesson”. The
world often says that Jiang Biwei charged
exorbitant prices, who could understand that
she had been poor and borne the children
for him, however, he made a scene just to
break up with her; The world often says Xu
Beihong valued loyalty but was inconstant
in love, who knows he is really afraid of the
empty heart behind the vigorous love that
always need love to nourish. In any case,
“Violin Lesson” witnessed the most beautiful
period of Xu Beihong and Jiang Biwei's
love, that year, he was a poor painter, she
was rich lady who gave up a good life to
be with him. Whether the draft sketch or
the oil painting, Xu Beihong had poured his
heart into the paintings and shared the most

sincere emotions of his life.
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Oil Painting of "Violin Lesson"
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XU BEIHONG

(China, 1895-1953)

Violin Lesson

circa. 1920s
Pencil on paper
36x49cm

Signed (mid right)

PROVENANCE
Private Collection, Asia
Duo Yun Xuan Shanghai, 15 Dec 2017, Lot 608

LITERATURE

1. Sketch collection of Xu Beihong, Chonghwa Bookstore,
1929, P8

2. Huge Outbreak, People’s Literature Publishing House, P182
3.Chan Liu Art Monthly, No. 143, Chan Liu Art Monthly
Publishing Ltd., Taipei, 2002, Back Cover

EXHIBITED
Xu Beihong Special Exhibition, Chan Liu Gallery, 2012

HKD 400,000-700,000
USD 51,000-90,000
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2017 128158, 1BR4mSE 608

HhR: 1. GRIRRBEY . P8, DEZSIKIBRIHIR, 1929 F
2. (BIEKFRY . P182, ARNEBHRIT, 2006 &F
3. ARAZHEY . HE, BAEM, 2002 4
. FEREERE, RANEBM, 2012F

Xu Beihong was primarily known for his Chinese ink paintings  {RIEEWESBEDIBERAENHABENEES. PEIRAER. =
of horses and birds and was one of the first Chinese artists HER, HEHERNERE, FEREBEVR. MERNLAEEH
to articulate the need for artistic expressions that reflected a B IIUARE] , Z2845UthE. 2/EAZ, 1953 FHER

modern China at the beginning of the 20th century. He was TISHtHS, HEREARERLSE, SEARKETRSE “Chinese Zodiac is the middle—aged breakup confession, while Violin Lesson is the love record of youth, Xu Beihong used his paintings to tell
also regarded as one of the first to create monumental oil B. AEROSENBEAEREIE 1253, B 1134 4, the later generations that his relationship with Jiang Biwei, which was intimacy in the early stage and broken in the late stage, it actually had
paintings intergrating Chinese and Western art. He was one L N R a profound impact on the master’s creation process.”

of the gj‘our pmgneersgof Chinese modern art who earned the ARARERINRR. B8, SHS, JRHYIMIE 3000 S, — Fu Ningjun
title of “The Four Great Academy Presidents”. The Xu Beihong

Memorial Hall collected 1,253 pieces of Xu Beihong’s paintings [ (TTHEEEY BPFHHTFED, M (BR) SEBNEMCR. REFAMNESHREA, MEEEFHNORE, FHIBEF2
and 1,134 pieces of his collection after his death. BHITRSY, B DRAFE T SN AEINRIEER. |



SAN YU

Sanyu, known as “Chinese Matisse”, was born in Nanchong, Sichuan
Province in 1901. His family was rich, and he learned calligraphy and
painting from the Sichuan calligrapher Zhao Xi when he was young,
he was deeply influenced by the traditional Chinese culture. In the
early 1920s, by the upsurge of the "May Fourth Movement”, Sanyu, Xu
Beihong, Lin Fengmian and others together, became the first Chinese
artists traveled to Europe to further their studies, in France, Sanyu
did not enter the formal art academy as most artists did, but chose
to start his artistic journey at “Academie de la Grande Chumiere,”, a
place which gave him more freedom to create and explore Western
Modern Art. The uniqueness of learning style reflects the unique
artistic orientation of Sanyu, and also highlights Sanyu’s modern
consciousness of rebellion and creation, and finally forms his unique

"Sanyu style” in artistic creation.

At the early stage of his stay in France, Sanyu’s exploration of art
was mainly reflected in his excellence in sketching technique, he
tried to combine what he had learned from Chinese tradition with
western modernity, achieved the acme in the exquisite use of "line”
and the unique presentation of "form”, and freely shuttled between
eastern freehand brushwork and western expression, the Reading
Lady is a painting of this period, Sanyu is well versed in ink painting,
he unreservedly released his skillful brushwork language in his sketch
works, and created flowing and beautiful works with freehand lines
of calligraphy; The uniqueness of “shape” is that Sanyu likes to use
exaggerated proportions of buttock and legs to show a woman’s
plump and flamboyant appearance. This feature of creation is called
"Cosmic Thighs” by his lifelong friend Xu Zhimo. As a rare Chinese in
the "School of Paris”, Sanyu set off a strong "Oriental style” in Paris
at that time. When Wu Guanzhong talked about Sanyu, he said, "the
Oriental painters who attracted the attention of the art circle in Paris
in the 1920s and 1930s only seemed to be Tsuguharu Foujita from

Japan and Sanyu from China... ”

Sanyu and Robert Frank, 1946
BRRETEES « AWM, 1964

28 [RSFHEH] 2BONBE, 1901 FETFOIImERE. D
FRRE, ) EIRKNRERBEEE. B8, REPHBEHX
EEMRE. 20 tB4c 20 FFAURDES, 7= [HIDES)] M6t
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NIERBENSGRS, MBREAENS8. B, 888 [K
ZEER| RAUHNBEMNKE—HRSRABHNARR, kKB
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RABNERRARR,. REPRUEBEMRIFLBE—BH [BE
R .

BEBANHEBENNRREZRREHRERBOBENKE,
tZBRTENPREBREBOESBES, £ [ t9BUE
B0 2] 59BN 2R EMERH, FRAORSABHRRPS
BEFE, (FEENZAY BRE—HIER, BERBXE,
HEERBNARBIFRPERNMEVRNEERES, BEEG
RE|ESOEERISDRENBENFR: [TB) NERRERERES
TETAERNEERBEPIRERRBZAISBIR, B8RS
HNER. E—RIFBHNERRSERRNER [FEAR] .
1B/ [EREIR] FENEAN, BIEERVERER2I6Y
[RHEE] . REPLRESEERD, [C=1TFRrEERs]
EEMRBESNRHEZRLUTREBANEBRICHNPENE

Sanyu’ s studio, 1949
BENTIEE—, 1949

Hello Sanyu

Old friend,

You have been gone a long way

and now you are back — your spirit

your dreams and your paintings.

The pink nudes with their small feet

the lonely animals in grandiose empty
landscapes

The flowers so elegant and cold

Today, would you be surprised?

Years ago, when | arrived from New York
Rang the bell at your studio in Paris

You open the door — you look at me
and everytime you say:

"Qu’est-ce que tu fais ici ?”

—Robert Frank (French Photographer,
Sanyu’s friend) in June 1997

Sanyu’ s studio, 1949
BENTIEZET, 1949
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SANYU

(China, 1901-1966)

The Reading Lady

Circa. 1920-1930s

Ink and Charcoal on paper
45x28cm

Signed (lower right)

PROVENANCE
Private Collection, Asia
Christie’s, Taipei, 1998 Spring Auction, Lot 23

LITERATURE

SANYU Catalogue Raisonné: Drawings
and Watercolors, The Li-Ching Cultural &
Educational Foundation, 2016, Numbered D2034

HKD 250,000—450,000
USD 32,000—58,000
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WALASSE TING

TTER

Rhythms of Life

Walasse Ting was born in Wuxi, Jiangsu
Province in 1928. He spent his childhood in
Wuxi and Shanghai, traveled to Hong Kong
at the age of 18 and was active in France,
the United States and the Netherlands.
Since he had lived in three major cities,
Shanghai, Paris and New York, where he
had been experienced many art movements,
his art reveal multiple cultures. The English
name “Walasse” he gave himself is the
combination of his childhood nickname
and the name “Henri Matisse”. “Walasse”
sounds like his childhood nickname “Huai
Lai Xi”, which means “spoiled” in Shanghai
dialect. Moreover, “Walasse” is similar to
“Matisse”, referring to Henri Matisse, the
artist who had influenced Ting deeply in his
art. Just like his name, Ting's art also show
a beautiful complexity of combining Chinese

and Western style.

In 1952, Ting arrived at Paris with only $5

in his pocket and started his journey in the

West, which brought a lot of change into
his art and became important turning points
in his artistic career. After witnessing the
exquisiteness of Western abstract art. he
was deeply touched and even burned all the
sketches of his early years. The rising bonfire
burned his heavy burden, like his resistance
of ordinariness. He is good at socializing
and has worked with the advanced artists
of the Cobra School, Karel Appel and Pierre
Alechinski. The Cobra School of Painting
(CoBrA) thinks that art is as from the
innocent heart of a child. This coincides with
Ting's creative idea. Even after many years,
Ting said, “Artists should paint like a person
who can’t paint to create true arts. If you
spend time training your skills you will be
able to paint things as they are, however that
is not the real art. An artist should not waste
his time focusing on the skills, otherwise
it will be like as old lady knitting a sweater

everyday.”

In the late 1950s, center of the art world

moved from Paris to New York, abstract

expressionism and pop art were in full swing.
In 1958 Ting moved to New York and met
with American abstract expressionist Sam
Francis and pop artist Tom Welshman. The
friendship brought the high—-definition and
contrasting colors into the darkness in Ting’s
works. His works became more and more
colorful like the summer flowers in their
best times, also more and more people got
to know artist Walasse Ting. In 1964, Ting
published a collection of poems edited by
Sam Francis entitled "One Life” (1 ¢ Life).
Many artists and friends have been invited to
create illustrations for his lyrics, including the
talented female artist Joan Mitchell. In the
1970s, Ting, Sam Francis and Joan Mitchell
held a joint exhibition which Ting entitled
"Fresh Air Group” at the Carnegie Academy
Gallery in Pittsburgh, USA. Untitled ( LOT 611)

was given to Joan Mitchell at that time.

If the Cobra School changed Ting’s narrative
habits, let the pen and ink follow his heart;
American abstract expressionism changed

his way of control lines and colors, added

rich colors to his art world. The rough and
unrestrained black ink at the bottom layer
not only has the beauty of ancient Chinese
calligraphy, but also has a strong visual
energy. The blue and green acrylic oil paints
on the top are clean and smooth like the
lotus flower that is about to bloom, bringing
in a strong visual impact. In the late 1970s,
he started to paint on Chinese rice paper.
He first sketched the image with ink lines
and then used acrylic color to make large
patches. This is the most well-known Ting
style with women and flowers as the eternal
theme in his paintings. In 1987, Ting acquired
a studio in Amsterdam, the woods and river
reminded him of the scene of West Lake
in Hangzhou. He was homesickness in his
later years, as he wrote in "Spirit of Red
Flowers and Green Willows”: "It has been 30
years since | left China. From time to time,
in spring or rainy days, it is always easy to
suffer from homesickness. A little Chinese
music. A bowl of soup, a piece of rice paper,
a bottle of ink, a brush and a glass of water,

| started to paint Chinese women like a

spring breeze.”

If we compare the journey of life to an ever
changing graph, sometimes it is a curve,
and sometimes it is a straight line. Within
those are countless days and nights, when
we are waiting for the big events in our
lives, just like a child waiting for birthday.
Ting’s "Untitled” ( LOT 615 ) focuses on the
important gatherings in life, showing four
dressed up ladies. Two of them are secretly
whispering to each other, their company is
holding a fan and smiling at them. Flowers
are blooming, the four ladies are surrounded
by freshly picked fruits and vegetables,
the singing birds and colorful robes. It is a
party capturing the most beautiful things
and moments in our life, before they start
to disappear later. Just as Joshua Judd
wrote in The World of Sophie, “Life is always
sad and serious. We come to this beautiful
world, meet each other, greet each other,
and travel together for a short time. Then we
lost each other and disappeared inexplicably,

just as we suddenly came to the world

LOT615

inexplicably.” After all the happiness and
sadness, gathering and separation in Ting's
life, he has a deep understanding of his
life. Maybe is part of the reasons he always
paint fast, like he was trying to capture the
fleeting beauty of life. In "Untitled” ( LOT 615
), his brushwork is still unrestrained, calmer
than he has painted when he was young.
His color is still changing from time to time,
but not as arrogant as before. The way he
control ink blends the characteristics of Asia,
Europe and America, free him from paying
too much attention to the unnecessary
details. Behind the colorful painting,
viewers can feel the joy of gathering, the
sentimentality of separation, also touches
from a pure soul. This is Walasse Ting’s
artistic pursuit — life should have its own

voice.
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Love comes like a butterfly, and leaves like flower blooming on paper.
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WALASSE TING

(China, 1929-2010)

Untitled

1990

Acrylic on rice paper
128x301cm

Stamped (bottom left)

PROVENANCE

Private Collection, Asia

Christie’s Hong Kong, 23 November 2014, Lot
282

Acquired from the above sale by the present
owner

EXHIBITED

Colours of Fragrance: Works of Walasse Ting,
Kwai Fung Hin Art Gallery, 11 May — 30 May
2015.

LITERATURE

Colours of Fragrance: Works of 1968 — 2000,
Walasse Ting, Kwai Fung Art Publishing House,
May 2015, p.27-28

HKD 1,800,000-2,500,000
USD 231,000-321,000
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Ju Ming was trained as a woodcarver, apprenticed to
Lee Chinchuan as a teenager. He developed his skill and
applied it to a range of media, including bronze, styrofoam,
ceramics, and stainless steel. From 1980, Ju continued to
gain international acclaim and exhibited abroad. From the
late 1980s onwards, Ju Ming gradually shifted his focus
from the “Taichi Series” to the “Living World” Series.
These bright figures are made of bronze, stainless steel,
painted wood, foam rubber and cast bronze, giving him
freedom to depict the human form in all its varieties. He
was awarded the 18th Fukuoka Asian Culture Prize in 2007,
his art has been collected by the Taipei Fine Arts Museum

and Kaohsiung Museum of Fine Arts.
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JU MING

(China, b. 1938)

Lion
1982

Bronze
13x15x25.5cm

PROVENANCE

Private Collection, Singapore

Taipei, Zhong Cheng Auction, 20 December 2015, Lot 246
Acquired from the above sale by the present owner

HKD 40,000-70,000
USD 5,000-9,000
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ALAN CHAN

PRADEX

As technology advances, the popularity
of digital photography has completely
changed our behavior and habit of taking
photographs. When we were still practicing
traditional photography in the past, with each
click of the shutter, a frame of film is used;
and it was not until the film is developed that
we know what the final outcome is. With the
digitization of photography nowadays, we
can shoot unlimitedly and review the photos
right away for elimination. Therefore, photo—
shooting becomes much easier and naturally
leads to the widespread of photography.
If one were to compare traditional
photography with digital photography by
using a simple metaphor, it is just like
having a serious relationship or a one-night
stand. Conventional photography requires
attentive care and is time—consuming;
it is only through a lengthy process that
the photographer and his equipment can
become one to arrive at a satisfactory
work. Digital photography is all about
instant sensation; the work is immediately
available to be viewed for elimination, with
an instantaneous or fortuitous feeling, just
like the relationships the youngsters have

nowadays.

The launch of iPhone brought revolutionary
changes to communication and mobile
phone photography; taking photographs has
become increasingly convenient allowing
anyone to take photos easily. Along with the
rapid growth of social media, people can
make their work public easily as long as one
is equipped with basic knowledge of internet
access. Mobile phone photography has
turned into a tool that can instantly share
and disseminate information in real time,
consequently affecting the rapid development

of global social events.

It has been nearly two years since | first
started the “iEye-ai” project. The decision of
using iPhone to take photos and to publicize

them was nothing but accidental.

At that time | was just starting to use my
first iPhone, | had to travel frequently for
business; there were instantaneous moments,
either when | was wandering in the street
or stuck in traffic, an interesting scene or
beautiful composition would flash by so
quickly that there was not enough time to
fetch my camera, | would then capture those

instants with my iPhone. The title “iEye—

ai” actually means the process of using the
iPhone camera to capture things that | love
(“ai” is the Mandarin pronunciation of “love”).
It was to my surprise that when the images
are printed out, the resolution is good
enough for publication. Such discovery led
to the initial thought of turning them into a

photography series.

The idea of repeating the images to form
patterns initially came about when | tried
to maximize the use of the photo images
which have relatively small output sizes, thus
making the display of the final artwork more
flexible. It is through repeating the same
image to form patterns that a new visual
effect is created, bring the image of a single
photo to another level, thus, creating new
possibilities of reading the visual structure
and context. Besides, | have applied the
iPhone “frame” to the images, making
them look as if they are viewed from the
iPhone — just like when | was shooting the
photographs. By doing so, this will not only
maintain the coherence of the patterns, it is
also paying homage to iPhone itself. Without
doubt, iPhone has completely changed

our pace of living and communication, its

“frame” is just like another Coca-cola bottle
that has become the icon of contemporary
lifestyle culture. | hope “iEye-ai” will not
be only regarded as a photographic work
but an expression that represents our
contemporaneous lifestyle. Interestingly
enough, the kaleidoscope-like patterns
also bring “iEye—ai” a sense of nostalgia of
the 1960s period, which was unintentional
and came as a surprise along the creative

process.

In the last two years, | have been trying to
categorize “iEye-ai” — Is it photography?
Is it design? Is it a documentary? Is it a

narrative?

| do not wish to conclude this series of
“snapshots” in haste, or from another
perspective, it is a body of work that
encapsulates the medium or genre described
above. A friend of mine once said it is hard
to imagine a professional photographer
would use iPhone as a photo-taking tool,
and further develop the photographs into a
series of works. And the concept of applying
graphic design elements onto a photograph

is also very different from what we normally

perceive as photography.

| have to admit that | am not a professional
photographer; | only attempt to document
and tell stories of interesting sceneries by
capturing them through photography. There
are mainly three ways of shooting for “iEye—
ai”; it all took place when | was on business
trips — either shooting from inside the car at
traffic jams, or while the car was moving (thus
came up with images of lamppost being

bended in certain photos), as well as strolling

on the street. From the first launch of‘iEye-ai,

all photos are mostly kept in its original form
except minimal retouching, they are also
shot without additional tools (such as tripod
or apps), simply using the iPhone camera to
capture the original status of “snapshots”.

Ever since working in the advertising
industry more than 40 years ago, | have
already been taking photos to create
storyboards for print and TV advertisements.
Nowadays | am purely photographing for
inspiration, that its content and composition
is more important to me compared to
technique. The iPhone camera lens is so
sharp that it is comparable to a small

digital camera, with our habit of carrying

&

Alan Chan
feRshER

our mobile phones wherever we go, iPhone
makes photography more spontaneous than
ever before, those occasional happenings
and unpredictable moments can be captured
instantly. What really matters to me about
photo-taking is what you shoot; how
you shoot or what kind of equipment you
use becomes secondary. The process of
capturing images and rearranging them has
brought great satisfaction even beyond my

commercial design projects.

When | take part in commercial design
projects, | have to meet different
expectations and preconditions set by the
market. Every single time my team and |
had to go against all odds to complete the
project. In the world of art | have found the
creative freedom to produce works that
reflect my innermost thoughts through visual
language with great passion, a process that
is most enjoyable to me. Therefore, | am very
grateful to every organization and curator
who has given me the opportunity to exhibit
my work; they have allowed me as a “kidult”
to keep on be playful and having fun.
Alan Chan
20August 2012
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“Now that | look at the photography of Alan Chan, the very same thought
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seizes me, giving substance again to my initial impression of

vision within, through which we are reminded of the way we lose the landscape of everyday happenstar

Vice President of the School of Communication and Design of Sun Yet-sen University Guangzhou China
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(China, b.1950) —
RANRF
Serving the People

2012

2012 KB\ C—print
C—print on glossy paper

R 171.6x92.4cm A . TINFA A IR
A 106.8x84.1cm REBRRAN
A 141.6x111.6¢m

BB 121.2x120.2cm

% 162x100.2cm

PROVENANCE
Private Collection, Asia
Acquired Directly from the Artist

HKD 400,000-600,000
USD 51,000-77,000

Born in 1950, Alan Chan is a designer, brand consultant and visual artist based in Hong
Kong. He founded Alan Chan Design Company in 1980, and together with his company,
have won more than 600 local and international awards. Besides being selected twice for
Shanghai Biennale and Hong Kong Contemporary Art Award respectively, he is also the
first Hong Kong designer ever being invited to hold a solo exhibition at the Shanghai Art
Museum in 2007 and the prestigious Japanese graphic design gallery — Ginza Graphic
Gallery in Tokyo in 2002. His works of art and design have been collected by institutions
such as Museum fur Gestaltung in Zurich, the National Art Museum in China, M+ museum
for visual culture in Hong Kong, Hong Kong Museum of Art and Hong Kong Heritage
Museum, as well as private collectors in Hong Kong, mainland China, Japan, Italy and the
USA.
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WANG GUANGY!

The “Post-Classical” series Wang Guangyi
created from 1986 to 1987 are his famous
works. After the "Post Classic” series was
completed and photographed, it was sent to
some artists and critics, and then the media,
soon the series drew lots of attention from
the art world. At that time in China, society
was concerned with history and culture, and
the main stream of the art world was anti—
formalism. People thought that formalism
weakened the ideological connotation of
artistic creation. Just as the "post—classical”
series has the interpretability of thought
and history, and the reference system of
the context, it has attracted attention in the

theoretical circle.

The “Post-Classical” series is based on
Wang Guangyi’s recognition of Western
classical art. The Post-Classical series
begins with a comprehensive revision of
the great works of the West related to
religion, morality, faith, and ideology. These
paintings use different shades of gray
as well as general human shapes and no
details. The purpose of Wang Guangyi is
to construct a detailed interpretation of
the deviation from classical art. This is a
strategy he uses to express his ideas and

personal positions after reading Gombrich,

and he has established Wang Guang’s later
creations and The thread of thought — the
reason of the essence of art is history, it is

an important reference in history.

“The Great Criticism Series” is Wang
Guangyi’s most historical landmark. From the
perspective of his creation, it has the typical
pop art characteristics, that is, extensive
use of the massive images that already
exist in popular culture, through structure,
misappropriation, The post—-modernist
approach, such as juxtaposition, processes
the image and ultimately gives the story
multiple contexts. In the black background
of “Great Criticism — Disney”(LOT 635),
the center is hung with the "Disney” icon,
and the workers, peasants and soldiers
below reach out in the waves. Under such a
background, it seems that the heroic workers
and peasants and the image of Disney Fairy
Tales constitute a coincidence, and there will
be a sensation of the workers, peasants and
soldiers in the rescue of the princess. And
because the growing environment constitutes
a different perception of the world, "Great
Criticism — Disney” has a different context:
those who have a capitalist cognition, first
notice the workers, peasants and soldiers

in the works. Those who have a socialist

cognition, on the other hand, pay attention
to Disney instead.The dual context of the
work has it its unique charm. This plausibility
is a modern expression of Chinese classical

wisdom that is “indispensable”.

“Faith”(LOT 618) is also a historical
coordinate. The works imitate the
technique of woodcut color printing. After
the founding of New China, the belief of
workers, peasants and soldiers in socialist
construction is projected into the works.
Before and after the founding of New China,
printmaking as a kind of diffuse and high—
radiation propaganda technique penetrated
the hearts of the people. The prints laid a
deep public foundation for several important
wars before and after the founding of
New China, and became a collective visual
aesthetic. He created this 40s and 70s new
Chinese Pop Art Style and universal aesthetic
and language of Art. The form and color of
the imprinting originated from the traditional
techiques of chinese woodcuts and the
“New Chinese Woodcut Movement” guided
by Lu Xun. traditional techniques of Chinese
woodcuts and the “woodcut movement”
guided by Lu Xun. It is the belief of Chinese
workers, peasants and soldiers, and their

enthusiasm and dedication to building a new

REREESNN—EHR, SEREEHA. —RKEZFSEEMN. BHRESR
FRIE—HALFRE—HAGBEESEN. RBHAERT—E.

—TEX

“Fear is a source of faith. A person without fear, in general, has no faith. It doesn’t mean that

China. In the series, “The Beliefs”, the female
and male ratio is fifty—fifty. This echoes on
the famous saying by Mao Zedong, “ Women
can hold up half of the Sky.”

The digital code that emerged from the
work began with the Great Criticism series,
which represents a kind of review from the
modern era. On the one hand, it emphasizes
the historical sense of this woodcut color
print, on the other hand, it also symbolizes
the reproduction of a machine age, it also
reflects the replication of the general public’s
faith. In any case, this historical memory will
eventually be digitized and incorporated into

the river of time.

“Materialists”(LOT 619) is a group of
sculptures composed of 12 workers,
peasants and soldiers from the posters
created by Wang Guangyi. In this series, the
materialist holding the writing brush is the
most prominent in this series. Workers, as a
member of the industrial factory, have the
materialistic nature of themselves; writing
medium, represents the existence of non
industrial , cultural and service industry . The
contradiction between the two existed for a

long time.

ation have more faith than the younger ¢

eration, but the era is differetnt.”

g Guangyi

In the age of 1949, the illiteracy rate was as
high as 80%. Therefore, in that historical
context, New China chose “dialectical
materialism” as the guiding ideology, but
because knowledge is often spread in the
process of mass communication. When
it reaches the mass level, “dialectical
materialism” is often recognized as
“materialism”. During the period of the
reform and opening up in 1978, the people
at that time had unlimited desires for
different cultures and knowledge. The
conflict of individuality vs society made
people questioned about the definition of

“materialism.”



LOT 618

HFTEHRMRS, MHEVRBIER 1986 F
£ 1987 FRIERY [fE 88 RVIES. (/6
oot RVERRIEDRBAERM KM
FREEBANZEFE KA. (GG R
DM HIBIRG, WEHhE—LEAT KA
R, BASTRARRER, BEFA
BEUSSBERRMIELAUL, FEE
FENFNBEREERIEINESE, 815
ENENEENEet Y [PNEE] |
ARBRIPIEZEHT T BRRIFNERR
P, 1855 [IBh#] RIESREBIE
PN, EBBHN2RAN, T
AR RS ERE,

(EhEY RIRIATERLSGM
ZMEBEA, (BHHY RIERKILS
MR B, BIUREHEPEER
BAFRVREIBIERMBN. BLEE®
AT FAEHNNEEULEHEE ARG,
REBENERER. TEZNENEER—
BRECHENNESFEEENEN,

BR-BHANREMAERE ST BMES
ZERTTEROVE RSB AR, &
ES TEEZEEHRIFIRRRE—2
WAEHEBMEREL, CRARPPE
SHSREIR.

CRIHRTY BTEENRERERS
ENEPEE, fAEST LS. ©ER
HANEZBRHE, BEZAARES
EERARINPREBR, BBEE.
WA, ASSHAINERAEESTHE
BETRE, RREPIERIEDBE. (KX
HH—BLBY (LOT 635) BEER

PhhaE BLEl B8R, TENIE
TEERMBF. BEOAEET, HE
BRI ERAEBTREFESHERER
T8, —HSELREAEMAERE
B, XARBREBEEN T HHERNT
BRK, CKHH—BILEY XBTR
B8R BEEATERNEE, 85T
RIMERePNTEE, MARRIEH

RS, BEUSEERBANES. AR
EIRIBLIE. MEBEME. FRlEsE
BRWPTTHEBBD, SBLIEMIFE
B-RBPECHER [FHIERT] 097
==

(EI0Y (LOT 618) AR —BFERLEEE,
EREHAZAEBREINF =, BHFPE
WG, TRANTSERERNER
HEERCP. HPERIIAG, REME
R—EZEH. SBIENSEFERA
RV, WREBERRIPEIMIIAIGHEE
ZHPUTITRENRRER, HRRET
—BEBREEE. IBERLE/REXEE
TR, Bihie—i& 40-70 FRBYPE
ZREARNS B =L HEERREDI}
oA, AN REEENFART
PEIBHRAZNER. BAs18XN [AZE
) AL KANR, BB (RE) B
I, RETE, BSIERRRERSZH
[#HhE ] MERPEIEENEM, Mk

IR RSPV REREE, 2
I, EEI0ARIE, BUEHIRE ¥R,
REREEE/AT 1955 FEEHRREY
B [BaEla¥ax] B0k,

1EG DFIRAVENTIAIHIE F AHHAIRI,
AEB-—BRRAEOEDBBEN, BF
BIROVEAR. — KB BATEBALE
BIREBRNELR, S—HE. EXRIE—
BrSHAERI, RO Oy
BEARDESINEGERHM. Emld,
B EBECIRAHE BN, AR
TRE.

CIEMEEEY (LOT 619) EFEZAIE
HN—HB 12 BEREEBEEPHNTA. B
RAOTOSHATERNBEESE:. MFHE
BENE-NENEESTE—RIE, ©
NHTIMEREARREN. TA, EREZ%E
IHmN—8, HASMEaEEY TS
NEM: EE, FR—BEREM, EX

LOT 619

wEFER, WX, RBEESHEE,
EMEEHNPBBREA.

£ 199 FEBEEENFEN, NEXSE
80%, AL, HHEELERE, HPE
BET [HREEss) (FRIBERAE,
BEBFHEEANRRBENBEPELE
ZRE. CRAREBBE, [FEEEY
FEIERBOM MEWEE]  FEmldT,
MemEsx] BBNE T T RANELG
HBE. TREROER, XEBET L
DEBENER, & 1978 FNEHMZ
B, SrE8RNARERENC. HH
BEZANRE; BEEPIAR. BxH
R, WHWEBSTH-—HESRHRZRY
—RERX—ERMREENER, @1
HEKREEE LENTH [EYEER]
B, ABROPEENL, ST
EISRREVEHHENN (B, K.
T ] RERIGHEND 1B, B, B] 8
ANE SRR BN, TERANE

MBE, BRITRIIN—BSHK: T8N
B, —RREEERBLETREREHHIRT
TR [VIEe] , BEBP ENEES]
BEEEEMNER. EEERSD, [ EY
IEE fEEE BB MR,
TR EMEEE KRB —BYE
ST, DB EE S SR,

WEEAFIHSFT NERA, B [HEYE
o DBERREHTEREOKE, [HE
YT TEHERFEHNEITO,
FFHEMA (S AT, BEFARXK
BRE26y, BFRIEHHNE [MEYEEH]
ARSI, BETHTEEEERNFE
2, KKESTPEHNEERRE, (&5
REFENER. BF EREE) 0=
2., Bit, B EEIEAT, EAGES
E. Blt, EPEHBY £5K, EX
BRITHVVEONEORE: 8%, F
EXORTE.



618 A Set of Two —4HFH

WANG GUANGYI

(China, b. 1957)

The Belief

2003

Oil on Canvas

50x40cm (each)

Signed in Pinyin and Chinese and dated 2003 (reverse)

PROVENANCE
Acquired directly from the artist by the present owner

HKD 250,000-350,000
USD 32,000-45,000
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FE. 2003, Wang Guangyi, TEZx (/FRE

TR BREXEEOENRES

|)

619
WANG GUANGYI

(China, b. 1957)

Materialist

2002

Resin Sculpture

200x180x153cm

Signed and dated 2002 (bottom right)

HKD 800,000-1,100,000
USD 103,000-141,000
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. 6/6 Wang Guangyi 2002 ()




Although Ma Desheng has disabilities from a young age, he
was still a model worker in the factory who loves art and
literature and keeps creating. In 1978. the first volume of
"Today” magazine published his prints and novels. By 1979,
with the appearance of the [Star Society] , he was finally
able to express himself and his beliefs. During this period,
most of Ma’s works are woodcuts and ink paintings. His
works combine traditional ink painting, abstract expression
and expressionism, and are widely exhibited in art galleries
in Japan, Europe and America. In 1986, Ma moved to Paris
and became one of the first group of Chinese ink painters
to be exhibited in France by the French Ministry of Culture.
In 1992 he had an accident and experienced death in the
United States, however, his determination of pursuing art is

stronger than ever.

Since 2002, Ma Desheng started to create huge stone
paintings with acrylic. The stones are stacked into various
forms in a humorous way, the thick textures of stones are
covered by small white dots like snowflakes, to suggest the
various changes of thoughts. Four stones are placed on the
top, bottom, left and right, with the stone above it is the
largest. It is pressed against the rest of the three stones,
forming an unbalanced crisis, indicating the embarrassment
and difficulties of a toddler. The thick black lines from the
upper layer provides a thick and stable visual sense, with
the black and white alternating in the stone forms a sense
of fluidity, forming a contrast between the movement and
the static, which is closely related to his outwardly soft
personality. When looking closely into the texture of the
stones, white suggest the existence of a background,
among them are black ink forming an unsound dynamic. The
brushstrokes are like a person waving his arms against the
darkness with “gi(translation unknown)” within his moves.
Those bizarre twists and turns intend to express the fate.
The white background under the stone consists of rough
handwriting, expressing beautiful and subtle emotions of his

personal experience.

Ma Desheng was born in Beijing in 1952, a poet and painter. In
1979, he initiated the avant-garde “Star Painting school” which
is the beginning of Contemporary Chinese Art. His ink works
were first exhibited in galleries in Lausanne, Switzerland, in
1983 and have been exhibited in galleries and galleries in Japan,
Europe and the United States ever since. He settled in Paris in
1986 and his works were collected by the Paris Municipality and
Museums, and for the first time recognized and sponsored by

the French Ministry of Culture with Chinese ink paintings.
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MA DESHENG SEH

(China, b. 1952)

mm et
The Toddler 2004
2004 ThERR
Acrylic on Canvas e MA 04 (£ TF)
130x97cm

Signed and dated 2004 (bottom left) R TRMNFLN TR

PROVENANCE HhR: OFOHEY ZSYERDBMRLL, 2006 558, P53,
Private Collection, Asia

LITERATURE

Ma Desheng Faceted Symphonies, Kwai Fung Art
Publishing House, May 2006, P53

HKD 110,000-150,000
USD 14,000-19,000



Born in 1960 in Inner Mongolia, Su Xinping graduated from the
Printmaking Department of the Central Academy of Fine Arts,
obtained a master’s degree, and stayed on as a lecturer in 1989.
He has won the Bronze Award of the 7th National Art Exhibition,
the Nomination Prize of the UNESCO Art Promotion Award, and
the Lu Xun Printmaking Award. In 2011, he was awarded the title
of the 7th Beijing Teaching Master. In 2014, he won the “8th AAC
Art China Artists and Oil Painting Awards” and in 2015 he was
awarded the title of “four batches of talents”. His works have
been collected by the British Museum, the Ashmore Museum of
Oxford, the Ludwig Museum of Art, the Portland Art Museum,
the San Francisco Museum, Fukuoka Art Museum, the National
Museum of Australia, the National Art Museum of China, the
Shanghai Art Museum, and the Central Academy of Fine Arts.

Collections such as art galleries.
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SU XINPING

(China, b. 1960)

Cheers

2003

Pastel on paper

109%x79cm

Signed and dated 2003 (bottom mid)

HKD 120,000-180,000
USD 15,000-23,000
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In March 1989, Wu Guanzhong visited
and created in Paris at the invitation of
president of Japan Seibu Department Store,
during this period, Wu Guanzhong created
paintings at Monument to Balzac, Arch of
Triumph, Claude Monet’s former residence,
Jean Francois Millet’s former residence,
a bridge over the Seine river, Paris Zoo,
Boulevard Montmartre and the Palace of
Versailles, after returning to Beijing, he
created more than 40 oil paintings and ink
paintings themed on Paris. This painting
Corner of Versailles is one of his sketches
in Paris, and then it was participated in the
opening ceremony of “Paintings of Paris by
Wu Guanzhong” held in Tokyo in September
of the same year, and was included in the
exhibition catalogue Expression on Paris by

Wu Guanzhong.

Wu Guanzhong started painting landscape in
the 1950s. His early works were influenced
by the Paris painter Maurice Utrillo, the
colors of the paintings depicting the Paris
cityscape are soft and the strokes are loose,
but with a taste of simplicity and elegance.
By the end of the 1980s, Wu Guanzhong

had experienced several stages of change

in art, from figurative to semi-abstract,
from realistic to freehand brushwork, from
pure objective expression to formalized
construction integrating geometric interests.
Revisited the old scene, he was not the
young school boy, but still keep painting in
his seventies; He no longer rigidly adhered
to the objective image, but simplified and
generalized his creations; Instead of insisting
on finishing the painting on the spot, he
sketched his initial impressions of the
scene and then returned to create on the
canvas. Due to the changes of times, artistic
viewpoints and creation methods, both the
Paris in front of his eyes and the landscape

creation have long been changed.

When Wu Guanzhong was 28 and a student
in Paris, he had been to Versailles. Originally
built by Louis XlII as a hunting lodge,
and Louis XIV rebuilt it as a precaution
against the danger of vassal separation,
immediately after its completion, Louis
XIV asked the country’s leading nobles to
move to Versailles. Bourbon Dynasty was
the most powerful dynasty of the French
monarchy, and the peak of the Bourbon

Dynasty was the reign of Louis XIV, the

palace was spectacular and splendid in
appearance and magnificent in interior,
and filled with rare and priceless treasures.
The area of the outdoor garden is about
100 hectares (1 hectare = 10000 square
meters), the garden is a masterpiece of
European classical garden art, with bridle
paths, fountains, pools, rivers, artificial hills,
parterres and pavilions. Such a magnificent
building embodies the centralization and
absolute monarchy of France at that time,
but it is also one of the triggers of the
French Revolution. After the Revolution,
Versailles was destroyed, until 1833, King
Louis Philippe | of July Monarchy ordered
its restoration. As Mark Twain once said,
"History doesn’t repeat itself, but it often
rhymes”. the Palace of Versailles, like the
Epang Palace in Qin Dynasty, was built and

destroyed by people.

From the perspective of narrative mode,
Wu Guanzhong did not really choose one
corner of such a proud and grand object to
paint, he adopted the viewpoint of Chinese
landscape painting: do not aim at objectively
reproducing nature and purely subjective

formal beauty. This painting is not a simple

Wu Guanzhong at Versailles, 1947
1947 FRBWHENBES

sketch, but the scenes that Wu Guanzhong
sketched from different places in the palace
of Versailles, gathered into one painting
through the integration of his mind, it is a
way of expressing the artist’s thoughts and
feelings as he walked around the Palace of
Versailles. Therefore, it is not surprising that
Wu Guanzhong used cavalier perspective not
the focus perspective in Corner of Versailles,
and the change of virtual and valid in the

painting is far apart from the visual sense.

Corner of Versailles is composed in a
triangle, with exaggerated perspective to
highlight the dense forest in the center,
and with the color rhythm of light, deep
and light from top to bottom, the center
of the picture is deliberately focused on
the three statues in front of the dense
forest. Although the three statues are in
the "dominant position”, the brushwork is
quite few, only described with a delicate
touch, instead, the dense forest behind
them were depicted by the comprehensive
use of a variety of techniques. The wall of
vegetation cultivated with meshed support of
the Versailles gardens was thickly painted,

creating the thick surface like a screen.

From bottom to top, the pigments changed
gradually from thick to thin, the colors and
directions of brushwork gradually become
rich, with loose and light strokes, he painted
a scene of spring and vitality; The slender
trunks among the leaves pointing to the sky,
are drawn as a signature row of horizontal
strokes, and the branches are elegant and
outstretched as beautiful as the branches in
Ma Yuan's paintings; the branches are dyed
yellow, green and emerald green, indicating
the growth of new buds. With more than
ten different colors from yellow to green,
and three different formal beauties of point,
line and plane, Wu Guanzhong decorated
the plants in the Palace of Versailles in two
different painting views of China and the

west.

What Wu Guanzhong depicted is the Palace
of Versailles, but the painting is not intended
for the resplendent and magnificent of the
palace, also not the mythical sculptures, it
was the early spring woods that he took the
trouble to describe, the warning that appears
on the painting floats above water after
all: along the history of times, by the wash

of rain, the evergreen tree will be lush and

Wu Guanzhong at Versailles, 1989
1989 FRXBWPAENHES

green day after day, but a statue will become
pale and unrecognizable. It seems that in
the eyes of Wu Guanzhong, who is familiar
with French history, the palace creations are
fine and delicate, but they are also a simple
vanity, the only eternal thing is the cycle of

life.

Corner of Versailles shows the history of
Paris from a unique perspective, and also
expresses the painter’s impression and
emotion of the Palace of Versailles in a
personal way. From the painting, we can
also find Wu Guanzhong’s typical style in the
late 1980s, at that time, the painter’s use of
ink and oil painting had reached a level of
complete harmony, the freehand brushwork
elements in ink painting permeate into the
performance with oil color as the medium,
the oil painting has apparent freehand
brushwork tendency, and it expands the
performance space of oil painting, this marks
Wu Guanzhong’s application of various
materials and techniques has entered a more

free and perfect state.



%
1

!-"_: 155

VERTA

1989 F 3 3, RLEBPEOATBESES
HREEDERRE, HERBPEER
ERiLRR. gliers. E5UE. KW
B, BWTE. ERBVE. ZRFHAE.
NBRESZRIB T THEEL, ORI
REXAWEST ERBBMEHE. KE
EZ0OHR1B. W (NEE—R) 2R
EERNREERC—, BRIZNTEE
9 BEBARERETN [REBPEERE
Bl BRI, FRcREREER (REBD
ERRUSY P,

KBPR -+ LA+ FERRBRERSR
£, ARHNFERITERERRE
MERERENTE, BLBECREM
BEXHNEIFRER, EMEL, 5@
BAUB VIR, BT /N\THEAKRE, 2
BPRERN CEEERET 2 EBR0E
B, REREO¥ R, RREEORE.
RAENSHITREEONS 5 ZDTBIK
BETIMEE., BREE. HEEREH
BEREKBEDE, BECRIEEF ARG
ARBORTSHENR. MeETHA
S A BESERETMFR, M
BEBRRCRAKZORDTZ, RS
OREMETERIF. BFEHR. 28
B, REOTHEK, FERRAINE
R, EEFNNARBFEREMWEAI.

[

Sculpture at Versailles
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WU GUANZHONG

(China, 1920-2010)

Versailles

1989

Oil on Canvas

65x59cm

Inscribed "VERSAILLES’, signed and dated 1989
(bottom right)
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CHEN DANQING

RE

Anyone who is familiar with Chen Danging’s
art, it's difficult to discuss it without
mentioning his two visits to Tibet. His first
visit in 1976 inspired his painting "Harvest
Fields Flooded by Tears” and helped him
rise to fame right after. The piece depicts a
supposed-to-be joyful scene of harvesting
the golden crops in the background to
set off the solemn, grievous atmosphere
among a group of Tibetan people weeping
or mourning the death of Mao Zedong,
which can be boiled down to an impressive
approach of developing after repressing.
During his second visit to Tibet in 1980,
Chen wandered around Tibet from lane to
lane and sketched from the everyday life of
Tibetan people. On his way out of Tibet, he,
at the age of only 25, was already a giant in
the art world of China because of the seven
oil paintings in his luggage, which have even
been acclaimed as a realist classic that
transcends time.

A significant series in Chinese art history,
Tibetan Paintings are liberated from the
influence of the Cultural Revolution and
Soviet socialism, came to us with its sincerity
and humaneness, which resulted from the
great amount of time Chen Danging spent
sketching from the life of Tibetan people
during his stay in Tibet. There were over
20 drawings for the series piece "Go to
Town”, and many among them failed to be
developed into oil paintings. The Tibetan
paintings he made after moving to the United
States in 1982 are based on his sketches

from people’s life in Lhasa, just as he once

said — “In the U.S., | never ceased missing
my life in China, but being where | was at the
time, what reminded me of China were only
the sketches | had made in Tibet and taken
overseas with me — that’s also why they are

so precious to me.”

“On a snowy day in January, 1982, | paid
a visit to the Metropolitan Museum of Art
and rambled like a sleepwalker as it was the
first time in my life around so many original
pieces of the classics. | just kept walking
until | couldn’t feel my legs and got really
thirsty. | came to realize that it could be so
painstaking to visit an art museum, but still
| refused to take any break. My eyes were
open, but | don’t know if they were able
to receive any messages or not. My mind
seemed full of ideas, but it was actually

empty.”

After he set foot in the U.S., Chen Danging
spent a great amount of time visiting
the Metropolitan Museum of Art, the
Guggenheim Museum, the Frick Collection
and the Museum of Modern Art, New York.
Sometimes he'd lose himself in art for
hours. His study of Western painting and
accumulation of relevant knowledge also
reformed his art gradually. Between the
blue sky and the celadon grassland, there is
a herd of sheep, and, in front of the stone
fence, two young shepherds are sharing the
trivialities on their life leisurely. Compared
with the grey tone of Tibetan Paintings,

this piece is illuminated a bit more by the

strong sunlight the artist created, and adds
dynamics to the human figures. To depict
the Tibetan man, Chen Danging applied lose
brushwork for his facial structure to give
vividness and fun to the character. Different
brushworks are applied by the artist to
present the different textures of the hair
and ornaments, plait and hairs atop the
Tibetan girl who seems to be murmuring and
handing the water bottle over to the man.
With her back to the sun, there’s no clear
view of her face. Through changeful and
delicate brushwork, Chen Danqging has made
a perfect depiction of the leisureliness and
romance of the young shepherd couple. The
colorful stones on the road give the scene
a stage effect, weaving a light—hearted,
delightful visual rhythm together with the
two young shepherds. By the time, Chen
Danging’s art had moved from outdated Scar
Art into a new stage with the spirit of a new

age.
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(China, b. 1953)

Two Young Shepherds

1986

Oil on Canvas

100x74.5¢cm

Signed and dated 1986 (bottom right)
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The appearance in 1980 of Chen danging series of Tibetan paintings allowed the old battleship of Chinese culture, long lost on the seas of

politics drive near to the shores of life. From then on, poetry, literature, film, and of course art started to engage with daily life in what

a3

was commonly called a revival of Naturalism. No praise is enough when it comes to Chen’s work. While this historic change happened only

erendipity in the form of a 27-year-old artist’s work, it in essence ended the Cultural Revolution, and glimmers of humanity, long hoped
for, started to emerge.

Liu Xiaodong: “For Danging” March 2010
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Thomas Scheibitz is a German painter and sculptor. Together
with Tino Sehgal he created the German pavilion on the 51st
Venice Biennale in 2005. A student of Professor Ralf Kerbach,
he studied alongside Frank Nitsche and Eberhard Havekost at
the Dresden Art Academy. He started painting and producing
sculpture in 1990 and quickly gained international recognition.
Through the use of both mediums, he explores the boundary
between figuration and abstraction, playing with the traditional
genres of landscape, still life and portraiture. According to
Roberta Smith, “his sculptures resemble architectural models or

fragments of logos; his paintings are vaguely figurative”.
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THOMAS SCHEIBITZ

(German, b.1968)

GP24

2002

lacquer, vinyl, gouache, spray paint, pigment marker
on rag paper

194x166¢cm

PROVENANCE
Spruth Magers Gallery

HKD 400,000-600,000
USD 52,000-76,000
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Julian Lethbridge is a British Ceylon—born, US—based, British
abstract painter and drawer. Lethbridge was educated at
Winchester College, where he was a boarder from 1960 to 1966.
He enrolled at the University of Cambridge in 1966, graduating
in 1969.His work is in permanent collections of museums in

North America and Europe.
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JULIAN LETHBRIDGE

(British, b.1947)

Whitehall Dinghy

2016
oil pigment stick on linen
244%x203cm

PROVENANCE
Private Collection, Asia

LITERATURE
Julian Lethbridge, P28, Paula Cooper Gallery New
York, Contemporary Fine Arts, Berlin

EXHIBITED
Julian Lethbridge, Contemporary Fine Arts, Berlin,
Germany, 2017

HKD 1,200,000-1,500,000
USD 152,000-191,000
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McKeever is a contemporary British artist who was born and
raised in Withernsea, East Riding of Yorkshire. He studied English
Literature and began working as an artist in 1968. In 1970 he
took his first studio at SPACE, St. Katherine’s dock, London,
an artists’ initiative set up by Bridget Riley and Peter Sedgley.
His first group exhibition was held in West Berlin in 1971, and
this was soon followed by his first solo exhibition at Cardiff
Arts Centre. He was awarded the Arts Council Bursary in 1973
and in the same year held his first London solo exhibition at the
Institute of Contemporary Arts (ICA). In 1989 he was awarded the
DAAD scholarship in Berlin. This was followed in 1990 by a major
retrospective exhibition of his work at the Whitechapel Gallery,

London. In 2003 he was elected a Royal Academician.
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IAN MCKEEVER

(British, b.1946)

Assembly Painting P7

2006-2007
Qil and acrylic on Canvas
190x270cm

PROVENANCE
2013.10.16 Christie’S London Modern British and Irish
Art LOT185

EXHIBITED
lan Mackeever, Cristea Roberts Gallery, London, 2014

HKD 1,500,000-1,800,000
USD 191,000-229,000
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AGOSTINO BONALUMI

SO 2K HT 56 R AN E XK

“Giallo”, like the image of a shining golden
sun is one of Agostino Bonalumi’s most
intensely sensual works. In some places
of the works appeared to be sinuous and
vibrant and in others featureless and stark,
Giallo blurs the boundaries between painting
and sculpture, breaking out from two into
three dimensions in a fascinating landscape
of concave and convex, volume and space.
Bonalumi focused on three dimensional
space arrangements. He used different

elements to break the evenness of the

painting and create shadows and curves.

Born in 1935 in the town of Vimercate,
only a few kilometres from Milan, Agostino
Bonalumi originally intended to study
technical and mechanical design. Dissatisfied
with the direction he was taking, it was
probably his proximity to what was at that
time a hotbed of the creative avant-garde
which finally inspired Bonalumi to leave
his studies, and instead turn his attention

towards art. Bonalumi’s talent was evident

and celebrated when he was offered his first
solo exhibition at Milan’s Galleria Totti at the

tender age of twenty—one.

Created from layers of vinyl tempera painted
onto a shaped canvas, the surface of Giallo
(which simply translates as ’'yellow’) is

flawless with endless curves and imagination.
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Born in 1935 in the town of Vimercate, only a few kilometres
from Milan, Agostino Bonalumi originally intended to study
technical and mechanical design. Dissatisfied with the direction
he was taking, it was probably his proximity to what was at that
time a hotbed of the creative avant—garde which finally inspired
Bonalumi to leave his studies, and instead turn his attention
towards art. Bonalumi’s talent was evident and celebrated
almost immediately to the extent that he was offered his first
solo exhibition at Milan’s Galleria Totti at the tender age of

twenty—one.
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AGOSTINO BONALUMI

(Italy, 1935-2013)

Giallo

1967
vinyl Tempera on Modeling Canvas
120x95%x20.5¢cm

PROVENANCE

Galleria d’arte Studio f.22, Palazzolo sull’Oglio

Galerie Michael, Heidelberg

Bankhaus Carl F. Plump & Co AG Collection, Bremen
Sale: Ketterer Kunst, Berlin, 31 October 1997, Lot 293
Lot 11, Bonhams London, 26 November 2016

HKD 1,200,000-1,500,000
USD 152,000-191,000
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“Painting relates to both art and life. Neither can be made. | try to act in that gap between the

twi

0.

— Robert Rauschenberg

M@ERATEMEETE. MESTRRE. REZEMS ENEBLPITH. |
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Robert Rauschenberg was a prominent member of the
American Post-War avant-garde as well as pop art. The artist’s
sculpture—painting hybrids known as Combines, broke through
the two dimensionality of the canvas at a time when Abstract
Expressionism dominated the scene. Many of the artist’s ideas
foresaw the emergence of Andy Warhol and Pop Art in the 1960s.
His exhibition held in 1985 in National Art Museum of China
had indispensable influences over many Chinese artists who
become important figures today, which also further stimulates
the development of 85" Art Movement. Today, Rauschenberg’s
works are held in the collections of the Tate Gallery in London,
The Museum of Modern Art in New York, the Walker Art Center in

Minneapolis, and the Kunstmuseum Basel, among others.
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ROBERT RAUSCHENBERG

(America, 1925-2008)

Kennel Club (Scenarios)

2005
Pigment Transfer on Polylaminate
213x303cm

PROVENANCE
Private Collection, Asia

EXHIBITED

Scenarios 2005-2006, Waddington Galleries, London,
2006

Robert Rauschenberg: Three Decades, Faurschou
Foundation, 2007

LITERATURE

Scenarios 2005-2006, Waddington Galleries, London,
2006, Cover

Robert Rauschenberg: Three Decades, Cover page and
page 28, Faurschou Foundation, 2007

HKD 9,800,000-11,800,000
USD 1,256,000-1,513,000
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Park Seo-Bo is a Korean Dansaekhwa painter. Best known
for his large—scale Minimalist paintings, his work conflates the
ethos of traditional Korean culture with the formal language
of linear abstraction. With a practice that is both meditative
and violent, Seo—-Bo employs a variety of techniques such as
sewing hemp onto canvas stretched over junkyard metal, and
burning and corroding the surface of his works with blowtorches
and chemicals. Seo—-Bo’s work has been widely met with
critical acclaim, with pieces featured in the collections of such
important institutions as the Hirshhorn Museum and Sculpture
Garden in Washington, D.C., the Museum of Contemporary Art in

Tokyo, and the Musée d’Art Moderne de Saint-Etienne.
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PARK SEO-BO

(Korea, b.1967)

No. 060214

2006
Mixed media on Canvas and Korean paper
160x260cm

PROVENANCE
Lot 0192, Modern and Contemporary Art, Poly Hong
Kong 2017 Autumn Auctions

EXHIBITED

1.2006 China International Gallery Exposition, Big
Trend Gallery, China, 2006;

2.International Trade Exhibition Hall, Beijing, China,
April 12-16, 2006;

HKD 1,500,000-1,800,000
USD 191,000-229,000
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NAM KWAN

MR

Nan Kwan in studio
AREEIIER

Nam Kwan is one of the best recognized
painters in the history of Korean modern
art along with other contemporary artists,
Rhee Seundja and Kim Whan-Ki. Like many
other modern Korean artists, Nam Kwan first
encountered Western abstract art in Japan.
Studied under the Japanese academicism,
Nam explored a wide range of European
painting style from Impressionism to Cubism
and Fauvism, seeking his own colors and
compositional forms. In 1950, the Korean
War began, changed his style of art into
an express of his tragic and horrendous

experience of war.

In 1954, Nam decided to move to Paris in
order to study more deeply into Western art.
He developed his own visual language by
learning from Western masters who had also
shared their war experiences and through art
practice. At that time, in Paris was appealing
the Art Informal movement and Nam
vigorously absorbed Tachisme technique of
dripping paints, a technique he found it most
appropriate to create texture help him to

express.

After extensive experiments with various
materials and techniques, by the early
1960s, Nam started to build up his
signature style and motif: unique shapes
connected to letters, historical remains,
stones, crown from the Silla Dynasty, and
Korean traditional mask. As he recalls, ’| am
employing old themes from my motherland—
ancient remains, masks, ancient plant
pattern.” Unlike renowned Western abstract
calligraphy painters such as Hans Hartung,
Mark Tobey, and Franz Klein, who pursued
free brushstrokes of spontaneous energy
and action, Nam preferred to carefully
rebuilt letter shapes and make them more
constructive and figurative. Nam’s signature
ideogram style continued to evolve into
the next stage; emphasizing structure by
employing the repeated letters and various
shapes of ideograms combined with masks
in an architectural format, which occupied
more of his canvas during the 1970s and
1980s.

Inner Reflection featured here is a
representative example that demonstrates

his mature technique and evolved styles

employing the ideograms in the 1980s. Blue
colour in the painting is associated with
Korean traditional royal garments dyed by
extraction from plants and flowers. Nam’s
signature ideograms combined with historical
ruins, Chinese and Korean characters, and
human faces, referring to the rich history of
humans, along with the hope and futility of
life. French critics, Bernard Dorival, wrote
in 1973, 'Nam’s work is a great example of
sophisticated and exquisite sensibility of

East Asia’

Nam’s artworks are held in many public
collections and institutions including the
Musée National d’Art Moderne, France,
thw Musée d’art moderne Grand-Duc Jean,
Luxembourg, Torino Galleria d’Arte Moderna
e Contemporanea, Italy and the Museum of
Ecole polytechnique fédérale de Lausanne,

Switzerland.
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‘Nam’s work is a great example of sophisticated and exquisite sensibility of East Asia.’

—European critic, Bernard Doriva

MREOERE [REMWEMRALBRBERNEE. | - BNS2ETRIBIRE.
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Nam Kwan was one of the most pioneering artists in the history
of modern art in Korea. Having studied oil painting in Tokyo
in the 1930s and 1940s, it was his fascination to gain direct
exposure to Western abstract art that led him to Paris in 1954.
Nam further studied oil painting at the Académie de la Grande
Chaumiére, where Chinese masters such as Zao Wouki and
Chu Teh—Chun studied. His exposure to lyrical abstraction
encouraged him to create a timeless and poetic universe while
remaining faithful to his cultural roots. The fact that Nam was
awarded a GrandPrize in Manton Biennale in 1964 proves his

artistic achievement.
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NAM KWAN

(Korea, 1911-1990)

Inner Reflection

1981
Qil on Canvas
211x452cm

HKD 3,200,000-3,800,000
USD 407,000-483,000

PROVENANCE
Christie’s, Hong Kong, 22 November, 2014, lot 3357
Private Collection, Asia

LITERATURE

Nam Kwan Retrospective Exhibition” National Museum
of Modern and Contemporary Art, orchard, Korea,
1981 edition, Cover No. & p229

EXHIBITED

Southern Wide Retrospective Exhibition, National
Modern and Contemporary Art, Gwacheon, South
Korea, August 1-30, 1981.
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— Gao Minglu
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Cai Guo—-Qiang is a Chinese artist who currently lives and
works in New York City and New Jersey. Cai Guo—Qiang’s
work crosses multiple mediums including drawing, installation,
explosion event, and performance. Drawing upon Eastern
philosophy and contemporary social issues as a conceptual
basis, his artworks respond to culture and history and establish
an exchange between viewers and the larger universe around
them. His explosion art and installations are imbued with a force
that transcends the two-dimensional plane to engage with

society and nature.
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CAI GUOQIANG

(China, b.1957)

The Art of War (Album)

1998
Powder and ink on paper
34.8x2070.6cm

PROVENANCE
Lot 31565, Painting and Sculptures, Beijing Council
2014 Spring Auctions

HKD 1,800,000-2,200,000
USD 229,000-280,000
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/ZHAN WANG

s

Artificial Rocks, begun in 1995, brought a
paradoxical question: when we face these
Taihu stones recreated with industrial
materials, we face a double visual challenge,
as both positive and negative responses to it
will leave us unsettled. Through the familiar
approach of imitating antiquity, it probes our
cultural complexity, and casts it before the
masses. When Artificial Rocks truly became
the object of collection, as well as of
meaningful interpretation, its great success
brought it back to a more fundamental
question, that of how we understand the
material essence of a stone. The 2010 work
Suyuan Stone Machine shifted from the

imprinting of rocks to the making of rocks.

This artwork was not so much a‘technological”

experiment in the formation of Taihu stones
as it was a playful re—creation of myth,
compressing time into space, and turning
hundreds of millions of years of geological
history into a momentary spectacle of

happening.

Artificial Rock No. 29 is an integration of
appreciate the rock and observe the world.
On the posture, one side is perfectly round
and fierce, mountains overlapping mountains
with dangerous ridge and endless exquisite
craggedness; Another side is smooth and
steady, like the continuous water, which is
crystal clear, gentle and graceful. The artist’s

meticulous and even paranoid reproduction

of rocks reflects an attempt to repair the
fracture; The purpose of remaking rocks is
never to mix the spurious with the genuine,
but to create an inseparable connection
between the theme (the genuine) and the
sculpture (the spurious), so as to reconstruct
an aesthetic order with "China” as the main
axis. Artificial Rock No. 29 has plump figure
and sharp bone, the holes and spaces are
interlaced, the virtuality and reality are
integrated with each other, it seems like the
strong and muscular shadow of a pride man,
and the rare rock of towering mountain,
thick and vigorous, divine and admirable.

— excerpt from Huang Zhuan’s Piecing

Together A World In Sculpture
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Zhan Wang was born in Beijing in 1962. He graduated from
the Sculpture Department of the Central Academy of Fine Arts
in 1988. He graduated from the Sculpture Department of the
Central Academy of Fine Arts in 1996. Currently living in Beijing,
working in the Sculpture Department of the Central Academy
of Fine Arts. Zhan Wang is one of the most important and most
valuable concept sculptors in contemporary China, and the first
Chinese artist to be permanently collected by the Metropolitan
Museum of the United States. His works are widely collected by
large cities and private institutions, including the Metropolitan,
the University of Chicago’s SMART Art Museum, and the Boston

Museum of Art.

B, 1962 FHET IR, 1988 FEEFPREMSMHE
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ZHAN WANG

(China, b.1962)

Artificial Rock series No.29 ED 3/8

2001

Stainless steel
131x70x211cm

Signed and dated 2001

PROVENANCE

Lot 0139, The Ullens Collection — Experimentation
and Evolution, Sotheby’s Hong Kong 2011 Autumn
Auctions

LITERATURE

Garden of Mirror: Zhan Wang, Han Art TZ Gallery,
Hong Kong, China, 2007, P52,

Zhan Wang the New Suyuan Stone Catalogue, Edizioni
Charta, Milan, Italy, 2001,

Paris and Beijing, Art Center of Cardin, Paris, France,
2002, P243

EXHIBITED

Garden of Mirror: Zhan Wang, Han Art TZ Gallery,
Hong Kong, China, 2007,

Fake Nature: Solo Exhibition of Zhan Wang, Ham Art
TZ Gallery, Hong Kong, China.

HKD 1,800,000-2,200,000
USD 229,000-280,000

R
BUBARIZ —+N

2001
5 A 28

ED 3/8

R RE 2001

TR REXLSB 2011 NTDESAMAESPEEN
Wi: 2 —ERPHABNNEHEBELES
LOTO139

BhR: (B2 . BrER)Y , P52, ZHETEM, &8, O,
2007 £,
(R . $T=BEAEtY, P47, Edizioni Charta, @,
BAR, 2011 &£, (B, BFENRIIER) ;
(BR, tRY FHRBNTE. B2, EB, 2002
F1087, 2438,

B. (RErRY —RENERUER. EHET, B

(RENBERY —REXFHRBRLUCEBRE, ZHEF,
58



Zhang Xiaogang is a contemporary Chinese symbolist and surrealist
painter. Paintings in his Bloodline series are predominantly
monochromatic, stylized portraits of Chinese people, usually with
large, dark-pupiled eyes, posed in a stiff manner deliberately
reminiscent of family portraits from the 1950s and 1960s. Recently,
he also created sculptures, translating for the first time into three
dimensions many characters of the sort seen in his “Bloodlines—
Big Family” portrait series. These sculptures have featured in many
exhibits and continue his work as one of China’s leading, and most

highly sought—after, contemporary artists.

FEBREAPEREEHZNBRELEHEERMOMGAINESRD
ITEERORBENTPEABGE, @85 —¥ReNARE,
EEBEBHEE RIS 20 842 50 UK 60 EANREHEZR
2. R, WEAIFITREEIER, B RGFZPEANTRE
EM =AM [MEARE] RIBEPERNINE. SLEE
BirmrstRaPEaREY, FHERPEERBNFHREAN
MRS BENEMNRZ — BB ROES.
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ZHANG XIAOGANG

(China, b.1957)

Amnesia and Memories: Male

2003

Qil on Canvas
200x260cm

Signed and dated 2003

PROVENANCE

Lot 1040, Christies Hong Kong Autumn Auctions,
Asian Contemporary Art and 20th Century Chinese Art
Evening Sale

LITERATURE

The Umbilical Cord of the Era: Zhang Xiaogang
painting, Hong Kong Art Gallery Association and
Galerie Enrico Navarra, 2004, P150, 152-153, Chart
and Back cover

EXHIBITED

The Cord of the Era: Zhang Xiaogang Painting 1990
— 2004 Hong Kong Art Institute Hong Kong China,
March 6-14, 2004

HKD 6,800,000-8,800,000
USD 864,000-1,118,000

FREED

KISHETIR: BA
2003
THEHE

R SRBEM 2008

TR: ELB/BE010MZHES DMNERBNRPE
e EMEERESE LOT1040

HhR: 2004 FF (OB REMEEY 2RI
Galerie Enrico Navarra B0 (8ik, I,
& 150 % 152—153)

RE:. 2004 FE3F6-148 [BHANES: REBSE
1990—2004 ] BEBHBISEDE



Liu Ye is a Beijing-based contemporary Chinese painter known
for his bright—-hued paintings of childlike female figures, his
favorite cartoon character Miffy the bunny and works inspired
by Piet Mondrian. Liu Ye is part of a generation of artists who
grew up during the Cultural Revolution. However, unlike most
acclaimed Chinese contemporary art, his works have little
political implications. Instead, he prefers to use a universal
language to depict his inner world. His work has been exhibited

extensively in China, Europe and the United States.

AFBIAREAPEER, LHETHBNRELMER.
RSB FEANKFERUVER B EBELZHNIFRMED.
BTN RERRERN-—RNBENXPH—8, R, 2
AZHPEASARNRENE, MOFREISERESHE
BR, HESEE—EERNEBSIEBENRLER, 1
BFREPE. BUIMEBERZRE.
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LIU YE

(China, b.1964)

Untitled

1994

QOil on Canvas
200x171cm

Signed (lower right)

PROVENANCE
Private Collection, Asia

LITERATURE

1. Liu Ye.. Painting 1993-1995 Taube Gallery Berlin
Germany,1995 |

(Picture, Figure 16)

2. Liu Ye: Catalogue Raisonne 1991-2015 Hatje Cantz
Ostfildern Germany, 2015 , (Picture, Fig. 94-07, p.
261)

EXHIBITED
Liu Ye: Painting 1993-1995 Taube Gallery Berlin
Germany, April 7th to June 10th, 1995

HKD 11,000,000-17,000,000
USD 1,398,000-2,160,000

2%y

B
1994
HEhE
NG BYE (T

FR: RINBRFABTE

BER: 1. (R8P, 4B 1993-1995) Taube =T 1AM &2
& ,1995, Bk, 5166
2. (B, BIRE)5T 1991-2015) B% - Ik B
S IERERR =R ,20155F , Bk, £94-078,
P261
& 28 : 82 1993-1995
Taube ZEGOMER ,1995F 487868103
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WANG GUANGYI

(China, b.1957)

Great Criticsim Series: Disney

2006

QOil on Canvas
200x160cm

Signed and dated 2006

PROVENANCE
Lot0495, Asian Contemporary Art Day
Sale, Christies Autumn Auctions Il 2012

EXHIBITED
Shanghai 21st Contemporary Art Fair,
Zhongshi Building, Shanghai, 2013

LITERATURE

Shanghai 21st Contemporary Art Fair,
Zhongshi Building, Shanghai, 2013

HKD 700,000-1,400,000
USD 90,000-180,000

TE=
RILHIFRS 2 BETE

2006
EdmE
M EEFE 2006 Wang Guang Yi

TR ELBEBO2NZBES (D)
DNBREN (BEBE) 5
LOT0495

RE: bhBg——&RENEE
g, 2013

HER: (TEZ 1985-2012) , HiEH -
BEEE, 20134, P139

i)

, PEXE,

Born in 1952, Wang Guangyi is known as a leader of the new art  FEFLETF 1952 F, B—UPBEBENR, EE—{@BfF 1980
movement that started in China after 1989, and for his Great  FERPNDEFBERHBEIN T ERERE,0 —MPECINA. MHEIVE
Criticism series of paintings which use images of propaganda from BNZE R NAVWERLHES TS HRNET. 258F
the Cultural Revolution (1966—1976) and contemporary brand names BENER— BRI OB S RS HAT — B BER
from western advertising. BN BI—E5E. SNBRIEEE MG,




Fang was one of several iconic Chinese contemporary artists
emerging in the 1990s. He was among the group of the Chinese
"new” artists to win international fame in the post—-Mao era. In
February 1989, his work was presented as the first part of the
China Modern Art Exhibition (China/Avant-Garde). These paintings
have received much attention and Fang'’s insight have been initially
praised. In the next few years, His insight became a powerful voice
of “contemporary Chinese art” both in China and overseas. The
discussion of Fang’s works spread out, people inevitably notice that
the reflection of human nature is commonly presented in his artistic
expressions. Fang ’s art is a visual tour of the existence of human
nature and the suffering, or the joyful, trivial subconscious fear as

well as the inner weakness.

BA#ER LELENTERRRENZIITIREENPEERNER
PH—8 (AEEEERFKAE—HRSEREEPE 5]
EMR) . 1989 F 2 BHNFR/FRPERAEMRE (China/
Avant-Garde) 59—\, ETTBRNLART. BELEIFE
SEOE, MASEAHARDDEE R, £ TROKED,
HmEPEREERI, SRARDER/NR [PESAEM] B
—BRENNES. WS DPNEGETRS, DARASEIRIH
ANHEHRIBRE BEAT MO —DBERREDRS. HHBNER
ERAMCFHEURERSE, BAOEE. HENEBRE0E
FAETRE — RIRBIEE .

Fang Lijun was born in 1963 in Handan, Hebei Province. Graduated
from Printmaking Department of Central Academy of Fine Arts in
1989, now he is a professional painter. In recent years, his works
have been collected by important art galleries, museums and private
institutions at home and abroad: Art Museum of New South Wales,
Australia, lufavich Museum, lufavich forum, Heine enstafa Art
Center, Fukuoka Art Museum, Tokyo Modern Art Museum, Hiroshima
Modern Art Museum, San Francisco Modern Art Museum, Seattle
Art Museum, Melbourne Modern Art Museum, New York Asian Art
Museum, Shenyang Dongyu Art Museum, Chengdu Shanghai Art

Museum, San Francisco Contemporary Art Museum, etc.
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FANG LIJUN

(China, b. 1963)

Work No.112

2009

Qil on Canvas

181x250cm

Signed and dated 2009 (bottom left)

PROVENANCE
Private collection, Asia

HKD 1,200,000-1,800,000
USD 152,000-223,000

yspALS

EGE 112
2009

HEmHE
e T8 2009

AR COMFL AL

Jo89, 1963 FEF UL BHENT, 1989 FEEFPRE
RBR, RRBXER. EFXFRRERNNEZEMNE. ¥
YDEB KM NBEIB TR : RARH B LM, RBEE
EFREYE, FERAETRRE, MRS ERMPL.,
BEEME, RRB|AEME, ESRAEME, =FHRA
BNEYE, BEBRNBEYE. EMHARNEME, HOR
MEMEE, MBRTEME, WE DBEME, —BmEN=E
NEEE-



Master degree from Lu Xun Academy of Fine arts. As an
artist born in the 1970s, Qin Qi’s paintings have some typical
characteristics of contemporary artists: Taking self-expression
as the core and self experience as the starting point, he has
established a visual performance system integrating reality,
imagination and fiction. Qin Qi’s uniqueness lies not only in
his changeable style, but also in his persistent and mature
allegorical exploration, which gradually gives up the direct use
of real things and turns to capture the self characteristic and

typical side of things.
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QIN Ql

(China, b. 2004)

Basketball

2004
Qil on Canvas
180.3x218cm

PROVENANCE
Private Collection, Asia

EXHIBITED

Yongchi Qingi solo exhibition, Beijing present Gallery,
Beijing, 2005

A Chair can be a Life Saver, Minsheng Art Museum,
Shanghai, 2010

LITERATURE
A Chair can be a Life Saver, Minsheng Art Museum,
Shanghai, 2010

HKD 500,000-800,000
USD 64,000-102,000

=1
EIX

2004
hEbhE

IR TN B

RE: 1. 30 - =BERE. TRRASBM, LR, 2005
2. BFETUMA, RERAEME, BB, 2010

HiR: (BFHIUBAY ., RERAEHNE. B8,
2010

BErEXTFEAERBER. FR 70 FRBENBENZR,
ZBHBEERRABRM RN — LMK DUERTER
7, UBFERF/LER, BRIL-BHSREM. 8%
MREBENREBERRER. RENERFRETMSE
BERS, EAFHAEEP-BRFHEEFRANBSHR
R—RHNFHRESYNEREAH, MBAHSBYPR
BEFRFIAIHEIN N —EE TRk,



Zhang Hui, born in Heilongjiang Province, China in 1967,
graduated from the Central Academy of drama. He is one of the
most important members of the “post sensibility” group active in
Chinese contemporary art from the late 1990s to the early 21st
century. The field of practice includes painting, installation, live

drama and performance.
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ZHANG HUI

(China, b.1967)

Life Ring No.2

201

Acrylic on Canvas

182x227¢cm

Signed and dated 2011 (lower mid)

PROVENANCE
Private Collection, Asia

LITERATURE

Art World, Shanghai Literature and Art Publishing
House, Shanghai, September 2016, P124

Zhang Hui: Vacant Land, cover page and p.88, Long
March Space, Beijing, 2012

EXHIBITED
Zhang Hui: Vacant Land, Long March Space, Beijing,
April 28, 2012 to June 17, 2012

HKD 500,000-800,000
USD 64,000-102,000

§$$

=)
JUON

WEBE —2

2011
HEA
59 . FBE 2011 (PTF)

R INFL AL

HhR: 1. (BHERY , EBXYEHiRE, LE, 2016
FEFE 9B P24
2.CRE: Ty, RIERR, LR, 2012, @ & 0. 88

RE: 2. =i, RIE=Z[, IR, 2012F48288
268179

BN RER 1967 FHEEFTPERELS. BETFPRES
B, B L4 90 F£AKE 21 B ERTPEERE
WR BN NVERESENEC—. HERRSBEEE.
HE. REBBIURITREE.



Qiu Xiaofei, Born in Harbin in 1977, graduated from the oil
painting department of the Central Academy of Fine Arts in 2002.
Now living in Beijing. His works of art include oil painting, three—
dimensional painting, sculpture and installation, watercolor and
S0 on. He connects concept and aesthetics in a unique way. To a
great extent, his works are concerned with the role of perceived
material; the relationship between memory and history; and the

subjective nature of life experience.
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QIU XIAOFEI

(China, b. 2003)

Film Projection

2003

Qil on Canvas

160x180cm

Inscribed, signed and dated 2003 (reverse)

PROVENANCE
Lot 211, Modern and Contemporary Art, Poly Auctions
Hong Kong Spring Auctions

HKD 600,000-900,000
USD 76,000-114,000

EER
TR

2003

nEmnE

e Ry film projection Fo@@E oil on canvas
2003 {7/ VR Qiu xiaofei (B@E)

TR: RNEE 2018 BT HESRENBMESE 211 BB

(s[u]

iR, 1977 FEFISEE, 2002 FEEXFPREMSBM
BER., BEIR. EHBNFREBEE. BB
REE. KEZRRIEFE, HRHRSEESUERBNEE
B k. OFeRNEE ERIVNERBAINIEE
RETENES; RRELCENEAR: TEERmEE
A=



)

.

Works on urban debris depict the verge of losing control, but they don’t really get out of control. China’s development in the
past few decades has the feeling that the rapid development of the city will feel particularly disorderly, particularly chaotic, but
has not been out of control, has been on the verge of losing control.

- Liang Wei

BEIEHRR I FREEEAKRENER. TBRXAGHENKE, PESETFNERPHUELELS, idiR6Y
LRSEASSHIES, BB, IRX-—BREXE, —BRERENER.

Liang Wei, Born in Suining, Sichuan Province, China, graduated
from the printmaking department of Sichuan Academy of fine
arts. Since 1991, professional painters have lived and worked
in Seattle, Washington, USA. His works are collected by Beijing
import and Export Bank of China, Shanghai Everbright Bank,
Microsoft Corporation, Seattle electric power company, Bank
of America, Boeing University of Washington, Washington Art
Committee, University of Arizona, Toyota Motor of Japan,

private collection group, etc.
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LIANG WEI

(China, b. 1966)

Untitled

2006

Oil on Canvas

230x180cm

Signed and dated 2006 (reverse)

PROVENANCE
Private collection, Asia

HKD 250,000-350,000
USD 32,000-45,000

RI2

8

VARRYA =&

2006
hEdasE
e . Liang Wei 2006

R - TIINFLN IR

Rig, £FPENIe%ETH, EEFIIENSERE
A, 1991 2S5, BEERLETIFFEZBERBING
B, CRPEELDRT. DBERIRT. EEIER
NG, =ZABEBENNT. EEHRT. KRELTERE
A2 ENBENEES. DARIINAS., SXFBEIKRE
5. BAgBRE. BAMISEAT. HANBREES.
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WANG JINSONG

(China, b.1963)

Untitled

1998

Qil on Canvas

71x80cm

Signed and dated 1998 (lower right)

PROVENANCE
Private Collection, Asia

HKD 150,000-200,000
USD 19,000-26,000

FoHA

8

VARRYA =AY

1998
hEbE
R D 1998 (GF)

R CIINFLA B

Weang Jinsong was born in Suiling County, Heilongjiang FTOINEF RETDFIE%, 1987 F£8RFETF
Province. He graduated from the Department of WL EMSBRPEZA NN, BETEN],

Chinese painting, Zhejiang Academy of Fine Arts in

1987 with a bachelor’s degree.
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LENG GUANGMIN

(China, b. 1966)

Alternation

2013

Mixed Media on Canvas

150x120cm

Signed and dated 2013 (upper right)

PROVENANCE
Private collection, Asia
Hive Center for Contemporary Art

EXHIBITED

2013 Taipei International Art Fair,
honeycomb Contemporary Art Center,
Taipei, 2013

HKD 100,000-150,000
uSD 13,000-19,000

R
g
2013

e
T SEM 2013.9 (GLH)

IR - EIMFAN T
EEEARMPIL

RBE: 013F2NERENEES, &
HEABRDIN, S0, 201345

Born in 1986, Leng Guangmin graduated from Tianjin Academy 1986 EHERVEM, BEXT REENSMR, UHREE
of fine arts. He is good at abstract painting. Because of the REFRE. AREFRPEHERNEENBFRILMNAR
unique interest and intriguing tension of Zhang Chi Youdao, his BEBUSE ), e EEXMESINES. ERABFESRER
works have attracted people’s attention before he graduated. D, ST B A E 2 E R BB IR B R S R

During the period of school, many awards have been won, and
many works created by graduate students have been collected

by the National Art Museum.
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KONG LINGNAN

(China, b.1983)

Beach No.1

2014
Oil on Canvas
200x400cm

PROVENANCE

Gallery Yang
Private collection, Asia

HKD 150,000-250,000
USD 19,000-32,000

L
o —

2014
hEbhE

FIR: BB
SIMALN TR

Kong Lingnan, born in 1983 in Jilin, China, graduated from 3,518, 1983 EHAEFPEISHR, 2007 FEHETF PR
the Central Academy of Fine Arts in 2007, majoring in graphic ENBRFEHREE. DFELEEREMR EH AN
design. Eager to express the observation and thinking of HRMEBRFBE, HRABENTE—FiR2, WELE
people and the world in a deeper way, she began to convey BEEEF SR BN EREE, BENELTEERN
these ideas and concepts through oil painting in the last year M ETITES  (EIG/ER RIS St 2 S T 4

of University. Good learning experience of professional graphic o
HEGEEM.

art design makes her works present a rational and meticulous

style of design aesthetics.

It seems that there are physical laws to follow in the ever—changing world to follow, but it can never be

touched. We always s

— Kong Lingnan

[FRECHESNHR, SNENERETE, RIXEELER, \DRDRSR, FE8REE
NEE, BRRIANERMNSS, |
-3
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LING JIAN

(China, b. 1963)

Beijing’s Sky
2007
QOil on Canvas

180x150cm
Signed and dated 2007 (reverse)

PROVENANCE
Lot 1975, Latitude/Attitude: the Schoeni

Family, China Guardian Autumn Auctions
2017

LITERATURE
Over the Clouds: Lingjian, Schoeni Art
Gallery, 2007, P56-57

EXHIBITED
Over the Clouds: Ling Jian, Schoeni Art
Gallery, 2007

HKD 180,000-280,000
uSD 23,000-36,000

=2

ERXE

2007
hEhE
P& B LING 2007 (@)

TR PEIZEM 2017 NZTHEE BE /&
E—DORREETRERNBMNES,
1975 $£1068

Ehe: CEEREZE:. &Y , P56-57, DA
EEC, &8, 2007 TR,
RE: BRRAE: REHEERE, DBEK,

&, 2007 &,
Lingjian was born in Weifang, Shandong Province, China. In 1982, BREBEFPERISEHIHH. 1982 = kE2F FERNEER
he studied at the Academy of Fine Arts, Tsinghua University EBlR (FIPRTEBEREM) . 1986 ERETFESFEABE
(former Central Academy of Arts and crafts). He graduated from HTEBR, BTEN . SRERSERETYAINE, AT A
the Academy of fine arts of Tsinghua University in 1986 with a MrHEYE. RpEesSTroslE. DISMEmSSEY
bachelor’s degree. Ling Jian has been creating works all over the SRR FRRE.

world, and has set up works exhibitions in the world-class halls

such as the Museum of dillingz, the theater of St. Petersburg

Youth Palace, and barthel stadt Museum.
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ZHOU TIEHAI

(China, b.1966)

Placebo Series No.3

1999
QOil on Canvas
311x250cm

PROVENANCE
Lot 0863, Asian Contemporary
Art, Sotheby’s Hong Kong Autumn
Auctions 2015

HKD 100,000-200,000
USD 13,000-26,000

Si2)=:
ZRERYAZ=

1999
hEHE

R SBHSHLIVE 2015 FENF
BESENRIMNENFLES 0863

Zhou Tiehai was born in Shanghai in 1966. Graduated from the BfEE 1966 £ F i, 1989 8= F MR KBERBMR,
school of fine arts, Shanghai University in 1989. In 1998, he 1098 FER TOREA BN FEEENPERESBHES,
was awarded the prize of Chinese contemporary art by Swiss BIREBAENENTER.

Chinese Contemporary Art Association, and now he is the

executive director of Minsheng modern art museum.




Tracy Emin

2275 o KR

Tracey Emin is often called the "bad girl
of British art” for autobiographical and
confessional artwork which are quite contrary
to societal norms in England, and previous
notions of femininity. She is considered to
set a new standard for confessional art,
and had raised many controversies including
both her artwork and her way of expression.
When the name ‘Tracey Emin’ is mentioned,
many might recall her most controversial art
piece, which was the installation My Bed.
It was exhibited to the public for the first
time at Tate Modern, London, in 1999. With
empty vodka bottles, condoms, cigarettes,
period-stained bedsheets around, the messy
bed Tracey had stayed for days after a bad
breakup was a representation of her life low
points and was then transformed into an
installation, which was selected as a finalist

for the Turner Prize in the same year.

Tracey Emin’s past with a struggling

childhood and traumatic adolescence turned

her into an artist that is extra—sensible and
soft—hearted, which also became her source
of inspiration. Instead of hiding her wounds,
she fearlessly shows them to the world.
During the years, Tracey had explored a
variety of media. Her neon signs were also
widely known for her handwriting quotes
combining with powerful statements using
the fragile material, which delivers her
emotions directly and bluntly to the audience
showing an enormous extent of empathy.
Phrases such as “The Kiss Was Beautiful”,
“I don’t believe in love but | believe in you”,
“In Between Your Heart and Soul, | Rest
With You”, are considered so touching
yet beautiful and quickly gained popularity
around the globe. The quotes that shine in
different colours of neon lights warm the
audience’s hearts as if the artist is providing
hugs and whispering to them on a gloomy

day, telling them if they are not alone.

Emin has been recognized as one of the

Tracy Emin
208 » UM

leading figures of YBA (Young British Artists)
in the 1990s. She graduated in fine arts
from the Maidstone College of Art in 1986,
and was awarded an MA in painting by the
Royal College of Art in 1989.In 1999, Emin
was shortlisted for the Turner Prize herself
and exhibited My Bed at the Tate Gallery.
Tracey Emin represented Britain at the 52nd
Venice Biennial in 2007. In the same year,
she was made a Royal Academician and was
awarded an Honorary Doctorate from the
Royal College of Art, London. Elton John
and George Michael are both collectors of
Emin’s work, with Michael, and his partner
Kenny Goss, holding the A Tribute To
Tracey Emin exhibition in September 2007,
at their Dallas—based museum, the Goss—
Michael Foundation. Emin’s works have been
collected by the National Portrait Gallery and
the Tate Modern in UK.

200 - VHIERBR " REENEERT
Z", MBRESENEBMERMES,

BREERERE, URLAINTME
TR, NEVRRD - LB, ARZRI
HEHEFRE 1999 FFRIFEMBRELY
HEBIER (ROVKY My Bed—IFK L
WIERES, REBEM. W\, MR
FEFER. BB EPIRRE
TEMNETRERS. CE2FKR/DF
HEEEANAE#HNMEBT —RASE
REENBMSE, BEREENEE,

REGCEMNANEEFRTTZEBRE., I
BEEHER. ERBXEMERTBCH
1998 FRIB N E F AR RE—— A B MR AL
MO —RE . (HEBIKY KR/
BEERME (Turner Prize) HIIRS.
CFRBVRY F 2000 R BN INEREIE
By - S 16 BEFEWEE., 2014 F (F

"I realized | was my work, | was the essence of my work — | always
say that after I'm dead my work isn’t going to be half as good.”

BIFRY LA 254 BIFEMR, RILBOBRE
120 BRFENHBERS. BEE (FEIERD
BRI RIIEBRERERLE, REF104E,
R - UHASUBHIERNERBBER
3, BERIAN-RINER. WAHANS
EEREFEENRESTIR N THAR
E0RRECHBIMEALIBENREE
B—T2. BFEE. BB o
FRBIT, NWBEE, HESIARR:
DR (Wanting You). THBIRZE]
(The Kiss Was Beautiful). [#5E48
ERBULEEIR] (| Can’ t Believe
How Much | Loved You); St
ASBINECHRIET ., HEEERRY
BHENENEZ—NFERMIE S
BF, REEFHRIEBBNOAL, H
BIRFIFRIME.

—Tracey Emin

2205 - D 1990 EAR AR YBA

(REISTFENR) NEZANZ—. i
F 1986 FEREFHEANEDM BHREMN
B, HTF 1980 FREBIEREM B
BRHEEBITBA, 199 F, THFAA
NERNE, HERBENERE T (X
IRy . BRKREBRSNS 2007 F5 52
EBREHEERE. @F, WREDREX
frr, HRiRAERBNRREFRER
T2, REIE - 4989 (Elton John)
NBEA - BR@ (George Michael) #3
ENENER . BoRItNEEER 5
7 (Kenny Goss) F 2007 &£ 9 B4R
FINIFERNNIEYESHE - BREE
& & (Goss—Michael Foundation)
BT OFER - YEHE BRE.
Emin WERE R EBRR BREFHRE
RAERBNR,



Certificate of Authenticity Oscar Auction Catalogue
confirmed by the artist RETFIBEBHR JERESEE

TS s
EMRBEAREE

Tracey Emin is an English artist known for her autobiographical
and confessional artwork. She has been recognized as one of the
leading figures of YBA (Young British Artists) in the 1990s. She
graduated in fine arts from the Maidstone College of Art in 1986,
and was awarded an MA in painting by the Royal College of Art
in 1989.In 1999, Emin was shortlisted for the Turner Prize herself
and exhibited My Bed at the Tate Gallery. Tracey Emin represented
Britain at the 52nd Venice Biennial in 2007. In the same year, she
was made a Royal Academician and was awarded an Honorary
Doctorate from the Royal College of Art, London. Elton John and
George Michael are both collectors of Emin’s work, with Michael,
and his partner Kenny Goss, holding the A Tribute To Tracey Emin
exhibition in September 2007, at their Dallas-based museum, the
Goss-Michael Foundation. Emin’s works have been collected by the

National Portrait Gallery and the Tate Modern in UK.

Menu of the Viewing Party

R UHE—NREENRK, UBEMIFREMED. Wi
1990 B NBE YBA (HREASERRR) VE2AMZ—.
T 1986 FRETREBITEBM BRERFE, HF 1989 F
BRASRENBRBHEEIBLEM. 1999 F, VEAAA
BFNE, HERBENERET (HKY . 2AREHS
M5 2007 F 56 52 BAB IS T R. BF, WRTFaRERMR
T, HRRIAZ2XRLN SRR PREFE L2, KRB - 46
(Elton John) f0&5H - & (George Michael) g2
UHBER, BRBIOMNEEsR - a8 (Kenny Goss)
F 2007 £ 9 BAMPINI T EAHTNEYESHE - BRRETS
(Goss—Michael Foundation) £33 [O4FETS - WHIEEU
B8, Emn BER SR RBIBIRBZ BRI R ER BT,
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TRACEY EMIN

(UK, b. 1963)

The Heart has its Reasons

2013

Neon

57.1x140cm

Private Collection, USA

Acquired from The 27th annual Elton John AIDS
Foundation Academy Awards Oscars Viewing Party by
the present owner

This piece was selected by Tracey Emin specially for
the Elton John AIDS Foundation
This work is accompanied by a Certificate of
Authenticity confirmed by the Artist, the Oscar auction
catalog, the Oscar party invite, the Oscar menu and
the footage of the live auction.

HKD 900,000-1,200,000
USD 115,000-154,000

275 - U
BEIMNETE)

2013

BUNEHEE

EBMA BRI

REXETH 27 B NHMIE - 48 (Elton John) B
BY AR SRS DERELE R TR EBRZIRY

I Be S RIB2200 . BURENEG H5 27 BXRAE - 1Y
BNBREES

LIFaRNERNRBEAGESE, REFREER, B
FFkBEER, SRIXBENREGHENREZK.
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KAWS (BRIAN DONNELLY)

(US, b. 1974)

ORIGINAL FAKE COMPANION (BLACK)
Brian Donnelly, known as KAWS, is an American artist and designer. His work 2009
ol o . ¢ of fourative charact 4 morit ot Sculpture (painted cast vinyl)
includes repeated use of a cast of figurative characters and motifs, some dating 195x50x33cm

back to the beginning of his career in the 1990s, initially painted in 2D and Stamp '© KAWS..09’ on the underside of the left foot

Stamped with fabricator’s name and date 2009 on the
underside of the right foot.

later realised in 3D. Some of his characters are his own creations while others
are reworked versions of existing icons. His work is exhibited in galleries and

museums, held in the permanent collections of public institutions, and avidly
PROVENANCE

collected by individuals including music producer Swizz Beatz, famous singer Justin ) ) )
Private Collection, Asia

Bieber, internet sensation PewDiePie and rapper Pharrell Williams.

HKD 400,000-700,000

X_;:.g% i g , =] g/‘-.—*—.
B -EMF) (Brian Donnelly) BZKAET (KAWS) , 2EFHBERZRI HiKD 400,000 7001

s5te0. MEUREFHEEERIERENAYNEZETEIE, DUTFESE
ERU=MIERER, HPp—LIFHPREZ QBRI 90 FRBFHRIE,
REBRAIAE, SENMEH IP /FhR, HEIFREERMABYEPHNE
B, WAHBEXRAMNE, THRSLEIEARRIL R (Swizz Beatz)
HERFEHI LD (Justin Bieber) , HEBAIAMBIK (PewDiePie) £
PISHFEBH BERIGHT (Pharrell Williams) FHANFBE.

FHHT (AR - BAAD)
RERE - BH

2009

BEIFERE

ZHIEDE '© KAWS. .09'
CHENBBRIER R E T 2009

IR CRINFL AR
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b.wing: One Fine Day, One Fine A

D.wWing . \;:35.— - A



b.wing

To a lot of people, b.wing is a well-known illustrator and designer. Who really cares
that she has been painting for a long time? She has been crying for her soul and has
never stopped pursuing Art in its purest form. Fine A doesn’t just represent A, the
little boy, it is also a kind of b.wing’s attitude towards Fine Art. She walks on the road
of art, listens to her inner voice to become a Fine Artist and her paintings are always
filled with emotions and her response to this world. Holly’s International (HK) Autumn
Auctions specially features ” b.wing: One Fine Day, One Fine A” b.wing’'s 2017-2019

newest unique artworks.

S AP b.wing E—2ABHEER. 6160, HXERE—EAEEAED
KRR, —BEAERECHERNE., —BEREIDEHMERRTDIBX. Fine A
FREBARAL, EE—Bb.wing ¥ Fine Art VREE, MAZMISHIT, B
BALNNDE, HOREE50BOKIE. AEREER (F8) 2019 MG [ b.wing
Al SEEMNENENTER, RIRFKEMHE b.wing T = 2017-2019
B—EZHINMZIE.

Yes, things change.

Life seems to be something of your own, but it is also connecting to
many others.

Certain things become less important.

Hopefully as you get older you make peace with yourself.

your relationship to yourself and the world.

Because then you are forming yourself as a PERSON.

Now | am what | am.

looking deeply into the world with my hands and color

[ am b.wing

| am an artist.

‘I am Present”"—b.wing

BB, SE2T.

LB lEECHRA, BERREEMAN -8

RUESERESRLLAERTS .
HEBEFRNER, RFESCHEERE.
URBEBCAIEFREEEAR.

BRHER, BIEEENR—EA.
REZMZH.
AEN—SFHRRRNSELR.

HE b.wing, HE—UEMR. | —b.wing



From the day when a person comes to life,
he or she is signing a treaty of ”life and
death”, which states “Life gives us physical
freedom, but in the future, we will have to
take care of the rest of our own problems.”
Childhood is considered to be the most
carefree time in a person’s life. It seems
that the first obstacle we would have is the
beginning of the 7-year-old, when we have
to go to school. In fact, this may not be
the case. We've forgotten something at our
babyhood, the first time we learned to sit
and walk, the first time we learned to pick
up a piece of food with my fingers, the first
time | talked to a stranger, the first time |
go to a stranger’s party, etc. The troubles
actually start from the moment we were
born, it began to follow, and b.wing just

magnified these troubles.

The prototype of A is derived from childhood
of b.wing. She grew up in a family where
parents were divorced. To spend her time
alone, she started to picked up her brush
at the age of 3 and express her emotons.
Around 2000, b.wing came back from the
UK to take care of her mother. After her
mother passed away, she was indulging in
sadness. It was not until one day that she
learned from friends that no one in the world
doesn’t have sad times. She then decided
to quit her job, dedicated herself to art
creating. "When | paint my whole heart, | feel
very free. | enjoyed this state of mind every
day.” She once painted on the paper towel,
accidentally smeared the ink around the
eyes of the doll and turned the image of the
doll into a boy with dark circles. That boy
became A. As b.wing said, ”I didn’t give him

life, but he appeared naturally.”

Psychologist Alfred Adler once said, "Lucky
people have been cured by their childhoods
throughout their lives; unfortunate people
have been curing their childhood throughout
their lives.” Also in the childhood of many
people, parents are absent again and again,
in a dilemma between survival and raising,
children try to understand their parents,
but who can understand the children’s
loneliness? However, at least the black dogs
and stray cats know that because they have
had the temperature of A, as those waste
paper and short diary. It is no wonder that in
most b.wing’s works, A is always alone. He
embraces the creature, asks himself when
travels through the grasslands and jungles,
and despite his lack of companionship, he
can still enjoy his own little world. A will
never grow up, he stays at the age that less
than eight. This may be because growth
has spurred us to forget, it is better to let
this little body hide the childhood of many
people. As B.wing once said, "People are the
easiest to forget about childhood. | use the
children’s perspective and vision to evoke

the most memorable moments.”

Perhaps behind the growth is desensitization,
if | still know the pain of the skin, there is
still the warmth of the boy. A is not just a
child, he is also the reflection of the ordinary,
lonely and childlike in the city. Even after a
traffic light, there is a "beep” sound from the
machine, and today’s big city life has been
accelerated to an unprecedented fast pace.
In human relations, the human temperature
has plummeted, the interests are staggered,
and the mind is emerging. As a member of
the adult city, in order to protect ourselves,

we often lived as a walking cactus, but

this cactus also wants to have a stranger’s
embrace, really like the hedgehog that warms
each other in the winter. Or even if | don’t
care, | can ask myself and answer. "How do
you feel today?” "I am only a little depressed
today. This is a great improvement for me.”
Or stay away from home and rent a house in
the field. You can also hide in a corner and
comfort yourself. I and myself are a happy
family. Amen. — This is A.” A is so relieved
of the lonely traveller in the big city, perhaps
because of Zeng In the trap, b.wing is
exceptionally clear: in fact, just holding your
hand in silence is enough to feel each other’s
hearts. B.wing once collected a message
from this Scottish man. "His girlfriend bought
my book for him in the mainland. He had
suffered from depression for a long time, but
he saw that my paintings have improved. It is
because | feel that someone understands his

sadness.” A long smile.

In the past 19 years, A was accompanied
by b.wing to Beijing, Tokyo, Shanghai, and
Taipei. In her travel notes, A has a Daruma
doll shape, a panda shape and so on. The
information revealed in A’s image is not only
fuller than ever, but is also more positive
and stronger than in the past. b.wing
accompanied and grew up, leaving them
in many activities. On July 20, 2019, at the
China World Trade Center in Beijing, the
“International Trade, Summer AA Summer
Party” greatly exposed the image of A,
bringing parents, art and business together.
Perhaps in time, b.wing will become the next

Nara Yoshimoto , who knows?
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—— b.wing

Art is my destiny.
— b.wing

BEFFEABIEE, AERAEIRETHRE
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b.wing

(China, b. 1974)

Hug me hug me, until | smell like you

2019

Acrylic on paper

29x20cm

Signed and dated 2019 (lower right)

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a Certificate of
Authenticity confirmed by the Artist

HKD 40,000-80,000
uSD 5,000-10,000

b.wing

STk
2019

BRI
E . b.wing 2019 (BTF)

AR - ERMFL AR
D3E Art
IIFERMEZENRBEEDEE

| am the one telling story here.
let me show you my kind of ‘reality”
So thanks to my damaged brain.

You are the most exquisite.

[EESHBHAZRH.
RAEMBRSHR, HOVB—& [RE
BT, ZEHATEMEREIEL,
MBI BEMXELS. |



How are You

megw
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649 A Set of Two —#AFR4

b.wing

(China, b. 1974)

How are you feeling today? (Can | call

you? | can’t play alone)

2019

Acrylic on paper

29x271cm

Signed and dated 2019 with "Fine a” (lower right)

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a Certificate of
Authenticity confirmed by the Artist

HKD 80,000-120,000
usSD 10,000-16,000

Dﬁ? ?\X,Z—Etj%gf)‘ﬁ;z)

2019
BRI
. b.wing 2019, Fine a (G7TF)

IR TINFL AT
D3E Art
IFEMEENRBEEmES

Oﬂh{ a il JEPw!reJ
totad RIG | MP?O!@I’H

lmpmyeﬂg't

Big Improvement

2019

Acrylic on paper

29x21cm

Signed and dated 2019 (lower right)

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a
Certificate of Authenticity confirmed
by the Artist

Y

b.wing
ANEH

2019

ARG
=, b.wing 2019 (BTF)

FOR: EIMARAN LR
D3E Art
IAFGeMBBNRBERGES
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b.wing

(China, b. 1974)

With Love

2019

Acrylic on paper

25.56x36cm

Signed and dated 2019 (bottom right)

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a Certificate of
Authenticity confirmed by the Artist

HKD 40,000-80,000
USD 5,000-10,000

b.wing

BN RBAR AEHREEE
2019

EARIE

;. b.wing 2019, Fine A (1)

IR CRMFL A BT
D3E Art
IIFRMBEENR Bz E

653

b.wing

(China, b. 1974)

Free Hugs, Free Hugs

2019

Acrylic on paper

29x20cm

Signed and dated 2019 (lower right)

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a
Certificate of Authenticity confirmed
by the Artist

HKD 35,000-55,000
USD 4,000-7,000

b.wing
REBHER, RBENR

2019
ARG
=M. b.wing ()

HEIR . SoMAL A BT
D3E Art
IIEFRNEENRBEEREE



"We cannot be happy forever, but we can always
find ways to make ourselves happy.”

[BFIFERXEBREY, FTEBMBEXRFIDEEES
BE—RORLE. |

654

b.wing b.wing

(China, b. 1974)
_ HLEELL—R, IR
| hope some day, | can give you BSIR, SERESIAINER

the star | see in the morning. 2019
2019 ARG
Acrylic on paper ;M b.wing 2019, Fine A (1)
36x26cm
Signed and dated 2019 bottom right IR TONFL A TR
D3E Art
PROVENANCE IEGRIBEEMN R Be Enm=
Private Collection, Asia
D3E Art

This work is accompanied by a Certificate
of Authenticity confirmed by the Artist

HKD 50,000-90,000
USD 6,000-12,000
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b.wing

(China, b. 1974)

Sometimes. The moon is all | have.

2017

Acrylic on paper

30x20cm

Signed and dated 2017 (lower right)

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a Certificate of
Authenticity confirmed by the Artist

HKD 40,000-70,000
USD 5,000-9,000

LY

b.wing
B, BRBARY

2017

BARG
2. b.wing 2017 (G F)

R INFL AT
D3E Art
IFRIEENRBEE DS

| never interested in meditation.

| would closed my eyes for what seemed 15 minutes has gone, only to open them and
realise that it was only 3 minutes.

Reality and expectations was painful.

ok, let’s concentrate on this 3 minutes.

i read this the other day

“When thinking about life, remember this,

no amount of guilt can solve the past and no amount of anxiety can change the future.”

so even for 3 minutes, keeping your attention firmly placed in your feet and imagine
yourself standing in the middle of tornado, the courage you explore your life further. There
is no right or wrong experience. (unless you are a bank robber) Whatever your experience
is, please treasure them, Please treasure this 3 minutes, this is your experience in this
moment.

Take a deep breath, and say to yourself

‘I am present.”

[F3R , 260
BN Sl SR
HE LIRS, LR 15 DEEERY, RERRRE, T3R8 3 niE.
RENHER RS,
B, BEFIEPBENEE 3 DiE.

BRERED
[ERZL R, sCEE—R/S
BREDDRATGUEREE, BB DERYUNERR.

PTCABDEE 3 D88, EITEVERDBUEIMEIAIR £, HRERISAESRNPRE, W
ER, E—PRRAAINES. ERSR0, REEENER. (RIFMERITER)
HRITEVERENT, FRIBER  BRBERIMIE 3 DEEE.

AR, HESH
MBER . T
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b.wing

(China, b. 1974)

Will Be Back on Friday

2019

Acrylic on paper

18x27cm

Signed and dated 2019 upper right

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a Certificate
of Authenticity confirmed by the Artist

HKD 40,000-80,000
USD 5,000-10,000

b.wing
REHRLBDOK

2019

ARG
. b.wing (BL)

USRI AN
D3E Art
HIFRIEENRBERRESE

What is painfulness?
Nothing, just a bug in the system.
But if you find a bug, please don't forget to hug yourself.

Because you are the one and only in this world.

7=

A, —BRERE. J
[B—IMNARRLRTHE. shEC—B%E. |
[RRIFERPHE—6. |
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b.wing

(China, b. 1974)

Dancing Queen

2019

Acrylic on paper

50x35cm

Signed and dated 2019 lower right

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a Certificate of
Authenticity confirmed by the Artist

HKD 80,000-150,000
USD 10,000-19,000

SEEESEIE

2019
BARIG
. b.wing 2019 Fine (HF)

USRI FAYNIE -
D3E Art
HIFEMEE2NRBEEmEE

Fortune Closet

2019

Acrylic on paper

50x35cm

Signed and dated 2019 lower right

PROVENANCE

Private Collection, Asia

D3E Art

This work is accompanied by a
Certificate of Authenticity confirmed
by the Artist

BEKENSF

2019
BARG
. b.wing 2019 Fine (ATF)

IR TINFL AT
D3E Art
IFEMEENRBEEmES
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Wang Jiyuan:
The Art Wanderer
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WANG JIYUAN

T \73\(& \—=

TR

The mainstay of the early Western Painting
Movement in Shanghai, Wang was the
forerunner of early modern art education
in China and also a devoted practitioner
of early modern painting. Curated by Cai
Tao, the exhibition features up to dozens
of Wang’s oil paintings, watercolours and
ink paintings created in the 1920s, 40s till
his later years; archival materials of his
plentiful artistic career, vows to present to
the audience a comprehensive, profound
and enriched facet to the artist’s creative
exposures and life that brings traditional art
forms to the west. Comparing to peers that
rose to fame in earlier years, Wang avoided
the spotlight since his migration to the
US. Most exhibits were the first time to be
shown in public, making the exhibition a rare
chance for us to take a glimpse of Wang

Jiyuan’s profuseness life journey.

Along the history of modern art, Wang
Jiyuan's reputation has been closely
connected to Liu Haishu. Wang offered
significant assistance and support to Liu
during the crucial stage of the development
and operation of Shanghai Academy of
Fine Arts. In 1932, Wang joined the Storm
Society, becoming a member of Chinese
Avant—-garde Arts Movement. In many
aspects, Wang was considered as a pioneer
since the New Culture Movement — who was
highly active in various fields of the foreign
painting movement, modern art education,
art publishing, art societies and cultural
diplomacy. In other words, it was exactly with
simultaneous gradual accumulation of social
network and vibrancy of Shanghai Academy

of Fine Arts, Wang established his public

figure as a well-known Chinese modern

artist.

Despite the lack of formal overseas
education, Wang engaged in acquaintance
with Japanese art field and even the
school of Paris since the late 1910s. He
was one of the earliest practitioners of
post—impressionism in China, as well as a
respected teacher of Pan Yuliang, a friend
of San Yu, a reliable and long-time friend
of Zhang Dagian; at the same time he
maintained the role of being a socialite in
the art world, who was often associated
with German ambassador Trautmann and
Japanese diplomat Yakichiro Suma, while
dedicated in practicing and exploring modern
painting, for example in 1932, he executed
life drawings with ink and colours to
document the scenes of January 28 incident,
starting an early practice of wartime art.
Since the full outbreak of anti-Japanese
war, he successively held exhibitions in
Philippines, Singapore, Saigon and Annam,
finally residing in America — although being
gradually distant from his motherland, he
never ceased to introduce and promote
Chinese traditions and Chinese modern art

in the world of strange culture.

Wang Jiyuan's practice on modern painting
spanned across three major medium of ink,
watercolour and oil, forming a distinctive
method in pursuit of Chinese modern
painting clashed between interactions of
western and eastern cultures. Confronting
the Japanese counterpart, his practice in
western painting slipped between academism

and post—impressionism, reflecting a new

trend in the art world of early modern East
Asia; Confronting the west, very often he
revealed a concern over local styles as of
Montparnasse artists, addressing a self-
awareness of the eastern local; With a vision
wandering between the Japanese and the
western, the artistic world of Wang Jiyuan
gradually established its characteristic
early modern structure, while strongly
embracing cosmopolitanism, asserting
that “our work is to make a contribution
on human beings”, he took attempts to
resolve the modern transformation of the
ink tradition, which was the deeply-rooted
contradiction underneath the mediation of
the Chinese and the western: “ Today’s so—
called Chinese painters only know how to
copy from the ancients, while today’s so—
called western painters only know how to
pick up from the foreigners — therefore,
Chinese painters became printing machines
of the ancients, and the western painters
turn out phonographs of the foreigners —
in this way painting becomes lifeless. Under
this circumstance, | must endeavor to get
rid of these shortages and habits to study
painting.” (Wang Jiyuan, “Innovating Chinese
Painting”, 1933)

In 1945, American writer Pearl S. Buck
commented that there are no paintings
as Chinese or modern as Wang's. This
indicated the painter’s artistic ideal, and
the conundrum he faced. Pearl S. Buck
praised on Wang's sense of direction in his
combination of Chinese and western — the
ambiguous outline of the past is set as a
background, bringing forward the brave and

the new.

“There are no paintings as Chinese or modern as Wang's.”

— Pearl S. Buck, American Writer, 1945
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WANG JIYUAN

(China, 1893-1975)

Self Portrait

1949
Oil on panel
91.5x76.3cm

ItiBGmTREEE

This lot is offered without a reserve
Estimate &8

HKD 200,000-400,000

USD 26,000-51,000
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1949
ARDE

<
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659

WANG JIYUAN

(China, 1893-1975)

Lady’s Portrait
circa 1940-1950s

Qil on panel

44x55cm

Signed ’c.y.” (upper left)

IWIBBAHEE

This lot is offered without a reserve
Estimate &

HKD 50,000-100,000

USD 6,000-13,000

TR
2gN-

49 1940—1950 4t
AIRBE
M;H: c.y. (AD)
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WANG JIYUAN

(China, 1893-1975)

Portrait

circa 1940-1950s
Qil on canvas
61x51cm

8GR RHEE
This lot is offered without a reserve
Estimate (&8

HKD 60,000-120,000
USD 8,000-15,000

T
N

4 1940—1950 FEA
EHE
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661
WANG JIYUAN

(China, 1893-1975)

Peony Flower

1952

Qil on canvas

30x40cm

Signed and dated 1952 (lower right)

IWIBBFEEE

This lot is offered without a reserve
Estimate {458

HKD 50,000-100,000

USD 6,000-13,000

.

S i?ﬁ % ik

E\D(ﬁ@
A

1952
TREME

Me#: B c.y.52 (BF)
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WANG JIYUAN

(China, 1893-1975)

Lotus

circa 1950-1960s
Colour on paper
31x49.5cm

Stamped (lower right)

PROVENANCE

HIBGEFHEE

This lot is offered without a reserve

Estimate (&8
HKD 30,000-80,000
USD 4,000-10,000

= \=
TSR
RS

47 1950—1960 £
AR E
PED: R (G F)

663

WANG JIYUAN

(China, 1893-1975)

Landscape

circa 1940-1950s

Qil on Canvas
30x40cm

Stamped bottom right

IWIB@mAHEE
This lot is offered without a reserve
Estimate (&8

HKD 60,000-120,000
USD 8,000-15,000

\\—\‘(K\:I:
TR
R=

7 1940—1950 A%,
hEbhE
PED: R (GT)
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WANG JIYUAN

(China, 1893-1975)

Landscape

1970

Watercolor on canvas
30.5x40.5cm

Stamped (bottom right)

BB RHES
This lot is offered without a reserve
Estimate &8

HKD 30,000-80,000
uSD 4,000-10,000

B S L S T i ]

==
TR
R=

1970
hEXF
BE0: TR (B 1)

065
WANG JIYUAN

(China, 1893-1975)

Nude

circa 1940-1950s
Pen drawing on paper
48x32cm

BB AREE
This lot is offered without a reserve
Estimate &8

HKD 30,000-80,000
USD 4,000-10,000

== \—=
TR
N

) 1940—1950 A%,
iz
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WANG JIYUAN

(China, 1893-1975)

Nude

circa 1940-1950s
Pen drawing on paper
48.5x32cm

IWiBRAHEE

This lot is offered without a reserve
Estimate &8

HKD 30,000-80,000

USD 4,000-10,000

=\ =
T 5=
N

47 1940—1950 A
AZEE

06/

WANG JIYUAN

(China, 1893-1975)

By the Riverside

1959

Ink on paper

29x44cm

Stamped (bottom right)

IWiBRAHREE

This lot is offered without a reserve
Estimate &8

HKD 30,000-80,000

USD 4,000-10,000

\\—\‘(K \==
+ 5=

1959

AN

#3560

[ EE=ED ]

(61
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WANG JIYUAN

(China, 1893-1975)

Winter Landscape

1974

Ink on paper

73x122cm

Inscribed and stamped (upper right), signed
and stamped (lower right)

ItIBEAHEE

This lot is offered without a reserve
Estimate {4518

HKD 50,000-100,000

USD 6,000-13,000

i a.j'u"J:h _E"b l_-!r

Tz
SINRNBSIE

1974
HEARIKEE

Bl SNENBEFE. PERBELERE

rwes. (6L
BREREFT. (B T)

WEN: MR, 1R, BE. mERS.

/v};‘rx

669
WANG JIYUAN

(China, 1893-1975)

Tulips

1958

Ink on paper

61x46¢cm

inscribed ’Jiyuan painted on March 17th
1958’in Chinese (right)

IWBRAHEE

This lot is offered without a reserve
Estimate &8

HKD 40,000-80,000

USD 5,000-10,000

=\ =
TR
s

1958
AKX ZE

BE: —NO/NE=B+TB.
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