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Note from Guest Editor

In celebration of the 10th anniversary of Liang Yi Museum, I have invited a diverse group of authors to contribute essays
exploring selected objects from the collection. These essays blend personal reflections with scholarly analysis, providing a multi-

embedded within each object.

faceted understanding that goes beyond mere aesthetic appreciation to uncover the rich historical, cultural, and social contexts

and provoke thoughtful consideration.

The essay attests to the enduring allure of the collection and their power to inspire reflection and inquiry. From tracing the
origin of a grand zifan shrine to linking the concept of travel with the production of silverware, these writings offer fresh insights

I extend my gratitude to Peter and Lynn Fung for their invitation to participate in this meaningful project, and to the authors
for their invaluable contributions. As you explore these essays, I hope you find them as enlightening and engaging as I have. May
they inspire you to see Liang Yi Museum in a new light and foster a deeper appreciation for the rich collection they steward.

Yifawn Lee
Guest Editor
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FOREWORD

When my father started collecting, I was very young. I don’t think it really registered at the time that my father was “starting
a collection” per se. It was just a hobby: we knew that he liked to go to Hollywood Road and Cat Street every Saturday, rain or
shine, to visit his friends the antique gallery owners. They would expound for hours on topics that were frankly incomprehensible
to me. My father started collecting very slowly, and I think it was really a few years before we started noticing that the furniture
in our home (mostly modern Italian) was being gradually edged out by Chinese antique furniture. It’s not unlike the parable of
the frog in the pot. It all happened so slowly and in such a piecemeal way that I think it wasn’t until I realised that I had a Ming
side table as my writing desk; and my sister was sleeping in a Ming six-poster bed, both made of huanghuali, that it clicked that
this has gone beyond just a hobby. By this time I was a teenager and I think the main feeling I remember was a slight sense of
embarrassment when my friends came over, as our furniture was so unlike everyone else’s, and of course, as a teenager all you
wanted to do was to fit in. I also remember I was always slightly irritated at walking into things: tiny footrests; small stools that
have no obvious place in the furniture set up so you were constantly getting knocked at the knees by some stool that felt very

much in the way.

Of course we eventually ran out of space inside our house to store my father’s growing collection, so he started storing it in
various storage units around Hong Kong. He would invite his dealer friends to come over to these storage spaces, and they would
do what they had also done: drink tea, mull over the furniture, chat. When the current site for Liang Yi Museum became available,
there was some thought of using it just as a massive storage space. But the space itself was so large that the idea of opening a
museum started to become a possibility. Of course we thought about all the various ways we could operate a museum. Would we
have everything in glass cases? Would we have free admission? My father’s vision was basically to expand what he already had: a
meeting place for like-minded people to come and admire, learn and talk about the collection. I had a more specific idea in mind: a
private museum that would be accessible to a general public, not just to people who already loved Chinese furniture. To that end,
I fought hard to have the Museum be an open-display museum. There was a part of me that wanted to recreate my childhood: I
have distinct memories of sitting on one of those uncomfortable footstools near my father’s feet, while he droned on and on about
the genius of Chinese mortise and tendon technique. He would take my hand and trace it over a specific part of the chair leg;
maybe suggesting I close my eyes so I could use my fingers to feel the grain of the wood. So much information came to me almost
by osmosis, and this was what | wanted to recreate: that process of teaching via dialogue, and using the five senses. I didn’t
believe in a traditional museum that relied on labelling and reading would be able to replicate that experience, and that was what I

wanted for the Museum.

In the 10 years since Liang Yi Museum opened, we have accomplished so much more than we thought we would. We worked
with institutions from around the world. We started travelling our collection to museums in mainland China, introducing not only
our furniture, but also our silver and Japanese collections to new audiences. We presented over a dozen beautifully designed,
thoughtfully curated exhibitions that drew connections not only between our own permanent collections, but also between
collections of French furniture and Persian objects which were entrusted to us by partners around the globe. In a city and a market

that is besotted by contemporary fine art, we made a space for ourselves and for decorative art, and continue to do so.

The Liang Yi Collection is led by the vision of a single collector, like many collections and private museums around the
world. We have also had the immense good fortune to have my father be incredibly active in the running of the Museum in its first
10 years, providing guidance and vision to how he would like his collection to be shown to the world. That undoubtedly makes us
unique, and as I said, incredibly priviledged.

When we started the Museum, I got some advice from a PR guru, who was a friend of my father’s, and wanted to help him
realise his vision. She said, you need to think of three key words to define your museum, your identity and your vision. Once you
have those key terms in place, never stop questioning whether everything you do aligns with them. This is how you will keep your
focus, and your message clear for your audience. Our words were craftsmanship, design and heritage. My father, in addition, had
three criteria always in mind when pondering a new acquisition: beauty, authenticity and rarity. With just half a dozen words, we
created a Museum that I hope continues to inspire future generations of lovers of beauty, admirers of decorative art, and students
on a continual quest for knowledge.

Lynn Fung
Director
Liang Y1 Museum
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INTRODUCTION

In April 2024, Liang Yi Museum celebrates a remarkable
milestone - its 10th anniversary. The exhibition /0 Years of
Liang Yi Musewm: Authenticity; Rarity; Beauly commemorates
the occasion, and offers visitors a unique opportunity to step
into the mind of founder, Peter Fung, and to experience the
evolution of the Museum’s world-class collections. Filling
the galleries are 150 of the most significant pieces from the
Museum’s permanent collection, showcasing Fung’s personal
collecting criteria of authenticity, rarity and beauty.

This essay looks at the first objects acquired into each
collecting category; the reason behind each acquisition, and
uses that to trace not only the journey of a collector, but also
eke out the connections between each admittedly disparate
category.

The exhibition begins, fittingly, with the Museum’s first
and most renowned collecting category - classical Chinese
furniture. Fung’s passion for classical Chinese furniture was
the driving force behind the founding of Liang Yi Museum,
and the collection has grown to become one of the largest and
most comprehensive of its kind. 40 pieces of classical Chinese
furniture, personally selected by Fung, are the centrepieces
of this exhibition, including the 10 most remarkable objects
from the sub-categories of huanghuali; zitan; small objects; and
baibaogian pieces.

The intricate details and refined aesthetics of classical
Chinese furniture have long captivated collectors and
connoisseurs alike. These pieces, often crafted from rare and
precious woods huanghuali and zitan, embody the pinnacle of
Chinese carpentry during the Ming (1368-1644) and Qing
(16644-1911) dynasties, blending function and beauty in a
harmonious synthesis. With an engineering background, Fung
was fascinated by the construction and craftsmanship of these
pieces using only mortise and tenon joinery. Fung’s passion for
this art form was ignited during the 1980s: and the founding of
the collection was marked by the acquisition of the following
pair of lounge chairs.

1980s: The Story of the First Collection

In fact, the first set of chairs acquired by Fung was made
of neither huanghuali or zitan; nor made in the Ming or Qing
dynasties. It was a pair of vuanzhi (another type of wood which
is not in the rare woods category) lounge chairs made in the
Republican period (1912-1949). This pair of lounge chairs was
originally purchased for home use. The Fung family had just
moved house and they needed a new sofa, only to discover that
to get rid of the old one required paying movers to transport
it to a refuse collection point. Fung was adamant that he was
going to only buy furniture from that point on that, as he puts
it, “someone would pay to take off my hands, not the other
way round.” With this mindset, Fung began to collect furniture

6 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY

A Pair of Lounge Chairs Ee: e —

China, 20th century R 20 TS

Suanzhi 7253

77 x 104 x 53 cm (each) 77 x 104 x 53 N5 (F={&)
LYMF-256 LYMF-256

made of precious woods such as huanghuali and zitan - pieces
with great appreciation potential.

1990s: Vanities Comes Next

The second collection highlighted in this exhibition is
vanities - an area in which Liang Yi Museum has amassed an
unparalleled number of minaudiéres and nécessaires. From
this vast assemblage, 50 of the collection’s best - some of
which have been loaned to prestigious institutions around the
world including Goldsmiths' Hall in London and the Palace
Museum in Beijing - have now returned home for this special
occasion. These exquisite cases, with their intricate designs
and constructions, offer a glimpse into the world of personal
adornment in the early 20th century.

The vanity collection at Liang Yi Museum is a testament
to Fung’s keen eye for beauty and his appreciation for the
craftsmanship that defined the luxury goods of bygone eras.
These dainty bejewelled cases - used to hold cosmetics and
personal items - were once the epitome of refined taste and
social status. They allowed their owners to maintain their
grooming rituals even when away from home.

The first vanity acquired by Fung is a 1920s gold and
enamelled piece by French jeweller Rozanes, adorned with
diamond, jade and onyx sold in a sale in 1998 by Christie’s
London. It was intended as a gift for his wife, but when he
gave it to her, she didn’t share the same fascination with the
intricate designs and mechanisms of these small boxes.

2000s: From Bejewelled Boxes to Silver

As the collections at Liang Yi Museum evolved over the
past decades, its collecting focus expanded to include two new

categories: European historic silver; and Japanese works of
art. 10 Years of Liang Yi Museum showcases 10 historic silver
pieces; as well as 50 exceptional objects from the Japanese
collection, including enamelled vases, hair ornaments, samurai
stirrups, lacquerware, bonbonniéres, imperial pouches,
ukiyo-e, yatate (portable writing implement), and kiveru
(tobacco pipes). These diverse collections not only reflect the
breadth of the Museum’s holdings but also demonstrate Fung’s
discerning eye and his commitment to preserving the cultural
heritage of various traditions.

A cranberry glass-lined silver centerpiece caught Fung’s
eye at a vendor’s showcase at the Mandarin Oriental hotel
in Hong Kong in the mid-1990s. Perhaps it was the pierced
fretwork of the silver that echoes the openwork carvings on
classical Chinese furniture that captured his attention. In the
next decades, over 600 sets of historic silver were acquired
into the Liang Yi Collection, mainly through auctions. The
collection attests to the enduring artistry and technical mastery
of silversmithing: from ornate ceremonial pieces to delicate
tableware, these objects embody the skill and creativity that
defined the height of the craft and their historical significance.

The Museum’s impressive holdings of Japanese works
of art, in point of fact, began with two silver kweru pipes that
were acquired initially for the silver collection. While Fung did
not intend to begin a collection on Japanese works of art, he
was serendipitously able to acquire a number of deaccessioned
silver objects from the Kiyomizu Sannenzaka Museum in
Kyoto. This acquisition then turned into a systematic collecting
of more Japanese works of art. The diverse collection now
encompasses a wide range of media, including lacquerware,
metalwork, and textile. The 50 objects chosen for this
exhibition offer visitors a glimpse into the rich cultural heritage
of Japan from the Momoyama period (1573-1603) to present,
showcasing the country’s mastery of materials, attention to
detail, and reverence for nature. From everyday pipes to ornate
writing implements, these pieces captivate visitors with their
beauty, functionality, and the stories they have to tell.

The Three Collecting Principles: Authenticity,
Rarity and Beauty

Throughout the exhibition, the three core principles that
have guided Fung’s collecting journey - authenticity, rarity
and beauty - are explored and highlighted. The inclusion of
original archival materials, such as photographs and receipts,
will shed light on the complexities surrounding the notion
of authenticity, particularly in the context of historic objects
without definitive provenance. The rarity of the Museum'’s
collections, both in terms of the physical objects and the
unique visitor experience, will be celebrated, underscoring the
Museum'’s status as a true repository of cultural treasures.

Compact

Rozanes

France, c. 1925

Gold, enamel, jade and diamond
0.7x4.5x7.6 cm

LYMV-012

ey

Rozanes

BB #1925 F

£ FEB - =F0#EA
0.7 x 4.6 x 7.6 N5
LYMV-012

Perhaps the most subjective of the three is “beauty”.
What is beautiful? Selected exhibits including Ming-style and
Qing-style chairs; in addition to Jensen silver and Russian
Tsarist-style enamelware, are juxtaposed to offer visitors the
opportunity to engage with these remarkable works of art,
with an aim to foster dialogue about the nature of beauty and
its role in the collector’s journey.

The concept of beauty, as it pertains to the Museum’s
collections, is multifaceted and deeply personal. For Fung, the
pursuit of beauty has been a driving force behind his collecting
endeavours, leading him to seek out objects that not only
possess exceptional craftsmanship and historical significance
but ones that also captivate the senses and evoke an emotional
response. Whether it is the graceful lines of a Ming dynasty
table, the intricate enamelling of a nécessaires, or the simplicity
of a Japanese silver vase; each object in the exhibition has
been chosen for its ability to inspire awe, wonder, and a deeper
appreciation for the artistic achievements of past eras.

A Dialogue between the Collector, the Collection,
and the Public

Through this landmark exhibition, visitors are invited to
step into the mind of a passionate collector, to trace the journey
of building a collection, and the sharing of his passion with the
public.

Whether you are a seasoned collector, a curious
enthusiast, or simply someone who appreciates the beauty
and cultural significance of exceptional objects, this exhibition
will offer a unique opportunity to engage with the collector’s
perspective and gain a deeper understanding of Fung’s
remarkable journey in building Liang Yi Museum.

Stephanie Fong
Chief Curator, Liang Yi Museum
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Set of Three Southern Official’s Armchairs
China, 17th century

Huanghuali

114 x 69.5 x 61.5 cm, seat height : 49.5 cm (each)
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114 x 69.5 x 61.5 X9 » & 49.5 N5 (FE)

LYMF-022
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2
Game Table
China, 18th century

Huanghuali
72 x 116 x 86 cm

HE
FRED - A
)

EXIES
72 x 116 x 86 N7

LYMF-083
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3
Altar Table
China, 17th century

Huanghuali
87 x 105 x 65 cm

=

] - +EHiE
=LA

87 x 105 x 65 N

LYMF-054
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Formal Side Table Game Table
China, 16-17th century China, 18th century
Huanghuali Huanghuali
92 x 320 x 70 cm 89x91 x91 cm
LYMF-058

HE
REEMERMBESE E A
FE . HAETTi E(ZS
=EH 89 x 91 x 91 %)
92 x 320 x 70 N7

LYMF-081
LYMF-058
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6
Pair of Cabinets
China, 17th century

Huanghuali, tieli wood, marble and brass
258 x 141 x 63 cm (each)
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FRE - it

BEEE - AR KEATIEN
258 x 141 x 63 N9 (&)

LYMF-095
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7
Daybed
China, 17th century

Huanghuali and ivory
51.6 x 225 x 138 cm

13

e - +EiE
=ERARET

51.5 x 225 x 138 N5

LYMF-245

8
Pair of Cabinets
China, 18-19th century

Huanghuali and bactong
198 x 105.5 x 47.5 cm (each)

FAEE—%
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198 x 105.5 x 47.5 X% (&)

LYMF-099
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Six-Panel Screen Bookcase

China, Early 18th century China, 18th century
Huanghuali Huanghuali, ebony and baitong
308 x 58 cm (each panel) 196.6 x 110 x 47.5 cm
NEHETERER £

L sIE I AN LT G SIE I ANL:E

g2 R - SRR
308 x 58 N () 196.5 x 110 x 47.5 2353
LYMF-288 LYMF-287

- - oy :
|
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Set of Four Qing-Style Armchairs

China, Late 18th-Early 19th century

Zitan

91.5 x 60.5 x 46.5 cm, seat height 50 cm (each)

KFHEE
EF' C HAHCERERE AL SR
®1E8

91.5 x 60.5 x 46.5 N7+ #m 50 N7 (FHE)

LYMF-031
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Pair of Lounge Chairs with Retractable Footrest Pair of Horseshoe Armchairs

China, 19th century China, 17th century

Zitan Zitan

101 x 67.5 x 98.5 cm (145.5cm extended), seat height 52 cm (each) 102 x 69 x 55 cm, seat height 52 cm (each)
WEKFHE— Bt —H

FE - A E o Eitie

%18 &g

101 x 67.5 x 98.56 N7 (FEMER 1466 ) - HBE 62 N (EE) 102 x 69 x 55 N9 w52 N7 (FE)

LYMF-033 LYMF-020

R —
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Kang Table Shrine

China, 17th century China, 1769
Zitan Zitan

28 x 101 x 656.5 cm 109 x 63 x 54 cm
M= 5

HRE - i R 1769 5
18 18

28 x 101 x 65.5 X9 109 x 63 x 54 25>
LYMF-043 LYMF-243
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Pair of Square Tables

China, 19th century

Zitan

87 x 91.5 x 91.5 cm (each)

HE—H

FE - At

%18

87 x91.56x91.6 N7 (E1@)

LYMF-077

26 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY 27



17

A Pair of Cabinets

China, 17th century

Zitan, huanghuali and baitong
278 x 137.5 x 62.5 cm (each)

EfEE—%

FRE - it

%18 - FEHMAN

278 x 137.5 x 62.56 N7 (£1&)

LYMF-093
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Standing Screen
China, 18th century
Zilan

206 x 135 x 65 cm

|y

S IET I AN L F
®E

206 x 135 x 65 N9

LYMF-109
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Stool

China, Late 17th-Early 18th century
Zitan

53.56 x 63 x 63 cm

AR
EF' TR E A\ ISR
®1E8

53.5 x 63 x 63 N5

LYMF-002
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Pair of Southern Official’'s Armchairs
China, late 18th to early 19th century

Zitan

110 x 59.5 x 45.5 cm, seat height 52 cm (each)

HEEEG—

EP o ANLE Gl A Risg Sl

E3]

110 x 59.5 x 45.5 N7 » fam 52 N7 (BE)

LYMF-027
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A Wooden Shrine from Chengde

Nancy S. Steinhart

The red sandalwood shrine, 63 x 54 cm at the base,
stands 109 cm high. Carved in exquisite detail in 1769 by order
of the Qianlong emperor to house a statue of the bodhisattva
of wisdom Mafijusri, it exhibits details befitting miniature
architecture of late imperial China (fig. 1).

It 1s unknown where the shrine was made, but in the
1930s it was at Bishushanzhuang, the Summer Villa for
Escaping the Heat, in Rehe, today known as Chengde (fig. 2).
Begun in 1703 by Kangxi (r. 1661-1722), the second emperor
of the Qing (1644-1911) dynasty, for the next eighty-nine years
Kangxi and his successors, notably his grandson the Qianlong
emperor (r. 1736-1796), built a spectacular summer hunting
retreat of palaces, gardens, a lake, and temple complexes amid
a 5.6 sq-km mountainous setting in Hebei province about 225
kms northeast of Beijing. The shrine was there in 1933 when
it was taken and sold by Tang Yuling (1871-1937), who would
have had access to the complex.

Born in Chaoyang, then part of Zhili and today in
Liaoning province, Tang became an officer in the imperial army
in Fengtian (today Shenyang), about 550 kms east of Chengde
in Liaoning province, in 1902. Tang stayed in Liaoning through
the years of political transition, becoming
an inspection official in northeastern
China in 1919 during the era sometimes
known as the Beiyang Period,when
powerful military leaders in Zhili and
Fengtian functioned as warlords. From
1926-1932, as commander of Fengtian’s
12th Army, Tang was in charge of the
government in Rehe. He then became
commander of the 36th Division of the
Guomindang army as well as governor
of the region. By this time, Tang had an
opium factory at his residence in Rehe,
a mansion in the Italian concession in
Tianjin, and was selling antiquities from
his region of command at treaty ports
in China. When the Japanese attacked
Rehe in February of 1933, Tang diverted
trucks assigned to army transport and
filled them with personal items. The
trucks were seized at the Great Wall

Tibetan Buddhist master and translator who advised Qianlong
on political as well as spiritual matters. Born to a Mongolian
family in Amdo, a part of Tibet that borders Gansu, he began
training as a monk in Tibet. In 1724, he was brought to the
Qing court after his monastery was destroyed by Qing troops.
At that time, Yongzheng (r. 1722-1735) was the emperor.
Changkya Rélpé Dorjé interacted closely with Yongzheng’s
son, who would become the Qianlong emperor. Qianlong was
six years older than him. In 1734, Changkya Rélpé Dorjé went
to Lhasa where he received training from the Seventh Dalai
Lama and the Panchen Lama. He was ordained at Tashilhunpo
Monastery the next year. In 1736, the year after Yongzheng’s
demise, he returned to Beijing and became Qianlong’s chief
lama, sometimes advising him in administrative affairs. Fluent
by birth and education in Mongolian, Chinese, Tibetan,
and Manchu, he oversaw the translation of Buddhist texts
into these languages, the four official languages of the Qing
dynasty, sometimes known as the Manchu dynasty because its
rulers were of Manchu descent. These are the four languages
on the back of the shrine. In addition to his other services to
Qianlong, Changkya Rélpé Dorjé was the emperor’s primary
translator; eventually he rose to National
Preceptor. The monk was influential
in Qianlong’s decision in 1751 to name
the Dalai Lama the political as well as
religious leader of Tibet. When the Dalai
Lama died, Qianlong sent Changkya
Rélpé Dorjé back to Lhasa. In 1779, the
monk arranged for the Panchen Lama to
come to Chengde to celebrate Qianlong’s
birthday. In preparation for and to honor
the Panchen Lama’s visit, Xumifushou
Monastery was built in Chengde. This
temple complex where the Panchen
Lama would live and teach followed the
style of Tashilunpo.

During his time in Beijing,
Changkya Ré&lpé Dorjé lived at
Yonghegong. Today nicknamed the Lama
Temple, Yonghegong, in the Dongcheng
district on the south side of Beijing’s
second ring road, began as an eunuch

and Tang was arrested. He managed 1 ) i residence in 1694. In 1702, the Kangxi
K Zitan Shrine . K
to flee to Chahar, a region at the border 1769 emperor converted it to a residence
of northern Hebei and Inner Mongolia. 109 x 63 x 54 cm for his son, Yongzheng. Qianlong was
It is believed that the shrine left Rehe Liang Yi Museum (LYMF-243) born there. Qianlong converted it to a
under Tang Yulin’s watch. Its journey e monastery for the practice of Tibetan
. . . el . . . .

for the next ninety years is uncertain. 1769 4E Buddhism in 1744. At that time its

It is known that the shrine was 109 x 63 x 54 N9 rooftiles were changed from turquoise
made for and sanctioned by Changkya KT IEYIEE (LYMF-243) to golden, signifying imperial status.

Rélpé Dorjé (1717-1786), a renowned

Eminent monks who practiced Tibetan
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Buddhism, including Changkya Ré&lpé Dorjé, have lived there
since. He died at Mount Wutai in 1786.

The quad-lingual inscription on the shrine confirms that
it was indeed made for Qianlong’s highest-ranking monk and
that the object was in the Bishushanzhuang, the Summer Villa
for Escaping the Heat. It reads:

By imperial order, on the second day of March in the
34th year, Zhangjia Khutuktu (Changkya Rélpé Dorjé)
was asked to verify the great significance of the newly
made Mafijusri icon and invoke the offering ceremony for
it. In Tibetan, Mafijusri is usually pronounced Jiamuyang,
in Manchu it is pronounced Nesuken Horonggo Fusa, and in
Mongolian, it is Manzusiri (transl. Oi Ling Chiang and Cai
Yayuan). Many small-scale shrines are painted on the walls of
Mogao cave 419 at Dunhuang.

Not every shrine, however, is this exquisite. The use
of sandalwood and superior craftsmanship befit an imperial
workshop. The openwork in the design follows passages
of wooden interior decorative detail seen on buildings in
the imperial palace at Chengde; on altars of the temples at
Yonghegong; and in the Forbidden City such as the altar that
houses the clepsydra in a rear hall of the Forbidden City.

Two design processes are displayed. The first is
ataomuzuo, or small-scale carpentry. Xiaomuzuo is the subject of
six of the thirty-four chapters of the most important Chinese
architectural manual, Yingzao fash/ (Building Standards),
compiled by the Board of Works, presented to the Chinese
court in 1103, and re-issued in 1145. Instructions for
constructing ceilings, cabinetry, miniature wooden design
features, and shrines are presented in the text and examples of
each of them are illustrated. Extraordinary shrines or cabinets
sometimes include a feature known as tiangong louge (heavenly
palace tower-pavilion). The Qianlong-period cabinet to
Maifjusri is an 18th century version of such a tower-pavilion.
At the same time, it is a period piece, exhibiting structural
features present in large and small-scale construction of
its time. These period features are not articulated in the
contemporary construction manual issued at the Qing court,
Gongbu gongcheng zuofa zeli (Construction Regulations of the
Board of Works), but can be confirmed by existing small and
full-size construction. Most important is the use of purely
decorative, or non-structural features. The most noticeable
are the two curved projections at the four corners of both
sets of roof eaves. The bracketing at the ends of each side of
each architrave (the panels below the eaves) similarly follows
purely decorative simulated bracket sets of 18th century
architecture on large and small scale. Further, the use of six
bracket sets between the end pillars across the front and back
is a number that can go as high as eight when found between
the span of two pillars in a 17th or 18th century building. The
hip~gable roof at the top of the shrine and the use of two sets
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of roof rafters, the upper circular and lower four-sided, and
the end tiles that cover them are standard features of Chinese
architecture for important purposes since the 7th century.

Nancy S. Stetnhardt (s Professor of East Asian Art and Curator of
Chinese Art at the University of Pennosylvania.

Selected reading

Oi Ling Qiang. “The Story Behind a Wooden Shrine of Palatial
Construction.”

Xiangyun Wang, The Qing Court’s Tibet Connection: Lcang skya
Rol pa’i rdo rje and the Qianlong Emperor.” Harvard Journal of
Asiatic Studies 60, 1 (2000): 125-163.

Bishushanzhuang, the Summer Villa for Escaping the Heat, in Rehe,
today known as Chengde
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/ J \ Table-Top Dressing Chest
China, 18th century

Huanghuali, brass and baitong
14: 37 x 34.5 x 30.5 cm
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37 x 34.5 x 30.5 X9}

LYMF-171

SMALL OBJECTS
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Pair of Chests
China, 18th century
Zitan and brass

28 x 48.5 x 24 cm (each)
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28 x 48.5 x 24 N7 (HFE)

LYMF-362
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Three Meditations on a Brush Pot

Susan L. Beningson

When we look at this elegant huanghuali brush pot,
what do we see (fig. 1)? The sensuous sheen of the rosewood
conjures up imaginary worlds, the knots of the wood and the
lines in the grain pattern on the surface reflect the wisdom
of age and the passage of time. The interlocking design - of
dragons, bats, lotus pods, cloud wisps and flowers - illustrates
a conceptual cosmology alluding to realms of immortality and
ritual power. The bodies of omnipotent dragons merge with
other auspicious symbols. The flow - created by deeply carved
sinuous lines - frames the symbols, evoking the design patterns
on later Art Nouveau glass objects.

What did the Ming dynasty (1368-1644) scholar-
official who used the brush pot see? The Suzhou-born taste-
maker Wen Zhenheng (15685-1645), author of the manual
Treative on Superfluous Things (circa 1615-20), would have
embraced the spectacular wood grains as embodying literati
ideals of elegance (ya) and plainness (pingdan). The brush pot
prominently displayed on the desk of a scholar would have
held the “upright brush” through which he might reveal the
Confucian virtues he upholds. Those who used the brush,
through their paintings or calligraphy, could be one with
nature, in harmony with the “qi” lifeforce animating their
world. Would the Confucian scholar sitting in his garden with
requisite restraint, use the brush taken from this brush pot,
to create quiet and exquisite images? Would their meaning
be amplified by his poems and colophons and be used to
evoke magical, autumnal moments in that setting? The brush
pot, as well as the brush it held, were integral parts of the
scholar’s self-fashioning, illuminating the scholar’s studio as a
microcosm of the literati (wen ren) world view. Brush pots were
emblematic not only of the creation of the scholarly aesthetic
and self-conscious sophistication, but also the formation of
patronage and taste. The Ming brush pot, like porcelains of the
same era, might have been transformed from object to concept,
feeding notions of cultural hierarchy and elite styles in society,
creating “canons of taste” for others to aspire to. The brush pot
was a vessel, not just for the actual brush but embodying the
construction of cultural identity of the refined elite and ideals
of Confucianism. The aesthetic ideals of the Chinese scholars’
studio and the objects it held, led to the commodification of
literati culture; these tastes perpetuated in later dynasties in
China influencing connoisseurs up to the present day.

When I saw this brush pot in person at Liang Yi Museum,
I had recently visited the Hong Kong Palace Museum where 1
joyfully saw the iconic painting Onre or Tivo? from the collection
of the Beijing Palace Museum. This painting, in four versions,
was both an art object viewed independently, as well as a
painted backdrop for the real Qianlong emperor himself (r.
1736-1795), a date later than our brush pot although the
scholarly context still bears some similarities. Without going
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into too much detail over the painting, it should be noted
that the Qianlong Emperor dressed as a Confucian scholar
surrounded by scholar’s objects, which in turn epitomised the
creation of literati identity as a symbol of Confucian moral
rectitude and elite taste. It signaled the cultural sophistication
and refinement which the Manchu Emperor saw as a necessary
and integral part of his political legitimacy and power to rule.

What did the brush pot see? Let’s give this inanimate
object, a symbol of Confucian rectitude, some agency here.
The brush pot holding court on the scholar’s huanghuali desk
might bear witness to palace intrigue and political subterfuge.
Indeed, the brush might have written words to hinder or
help those engaging in the suspenseful intrigue of court
life. The brush pot might have seen dangerous romantic
liaisons as lovers climbed over garden walls in the moonlight
to engage in scandalous affairs of the heart. The brush in
the brush pot might have written words of ritual piety or
encouraged someone’s fall from grace. What we do know is
that this treasure of the scholar’s desk, through its beauty and
lustrous patinated timber, encouraged the creation of idealised
scholarship. Would you invoke Confucian ideals or plot
someone’s downfall with your brush? What poetry would this
brush pot and its brush inspire you to write?

Suvsan L. Beningoson ts an independent curator based in New York. Her
moot recent exhibitions include "Xu Bing: Word Alchemy" (20249) and
"Summoning Memories: Art Beyond Chinese Traditions" (2025) at The
Avta Society Texas Center. Dr: Beningson was previously curator of Asian
Art at the Brooklyn Museum where she organized the reinstallation of
the permanent galleries for the Arts of China, and worked at Princeton
University Art Museum. She has taught Asian Art history at New York
University, City University of New York and Columbia University. She
hao lectured and published widely on both contemporary and historical
Avian art. She received her PhD in Chinese art and archaeology at
Columbia University, writing her dwvertation on the Buddhist cave-
chapels at Dunbuang and the ancient Silk Roads.
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Brush Pot

China, 18th century
Huanghuali

18x 17 ecm

Liang Yi Museum (LYMF-219)
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Brush Washer Balance Stand
China, 17th century China, Late 17th-Early 18th century
Zitan and lacquer Zitan and baitong
11x5cm 81 x 62.5x22.5cm
£ KRR
FE - it FE > i CHREIZE +/\ HHC )
SLEMR KEMRE
11 x5 X9 81 x 62.5 x 22.5 N7}
LYMF-365 LYMF-213
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Brush Pot

China, 18th century

Huanghuali

18 x 17cm
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Sceptre (Ruyi)

China, 18th century
Zitan
48x 9cm
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27
Double Sixes Gameboard
China, 16th century

Zitan and ivory
8.5 x47 x 28 cm

EREH

FRET - 7N
KEAIREF

8.5 x 47 x 28 N4

LYMF-205

28
Carriage Harness
China, 18th century

Zitan and enamel

16 x 32.5 x 26.56 cm

BE
R - AT
SRAGFITEID
15 x 32.5 x 26.5 N5

LYMF-215
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29
Ceremonial Lampstand
China, 18th century

Zitan and boxwood
178 x 32 cm

BE

S IET I AN L F
KENEGA
178 x 32 N4>

LYMF-106

30
Pair of Hanging Vases
China, 18th century

Zitan and Copper
36 x 23 cm

BNETER—¥

PR A
K1BMR

36 x 23 N7

LYMF-343
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31

Chest

China, 18th century
Tortoiseshell, lacquer and mother-of-pearl
36 x 48.5 x 26 cm

£

e IET R AN LF
RIE - KA
36 x 48.5 x 26 N5

M I

=i

LYMF-377

BAIBAOQIAN

32

Carrying Case

China, 18th century

Huanghuali, semi-precious stones and brass

21 x26.5x 16 cm

Ba

FRE o A\
=EE - FEAMEN
21 x26.5x 16 N7

LYMF-218
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34
Pair of Southern Official’'s Armchairs
China, 18th century

Huanghuali and semi-precious stones
102 x 69 x 55 cm, seat height 52 cm (each)

BB EE—#
FRED - AT
BIEAAIEER
102 x 69 x 55 N5 » & 52 N5 (FE)

LYMF-021
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35
Pair of Kang Tables
China, 17th century

Huanghuali and semi-precious stones
29 x 95 x 62.5 cm (each)

e —E

FE - HEiiE
BIEAA¥EL

29 x 95 x 62.5 N7 (F1&E)

LYMF-044

L

S g e

e —

i Epﬁzggp-—w__“”
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36
Table with Shelf
China, 17th century

Zitan and semi-precious stones
78 x 75 x 38 cm

BEIRTEER
e - +EiE
KEEEL
78 x 75 x 38 N5

LYMF-060
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38
Set of Trays
China, 17th century

Zitan, agate, ivory, coral, jichimu and mother-of-pearl

2 x 10 x 15cm (Left)
1.3 x 7 x 12.7cm (Right)

EREE
PE - it

I8~ IBH - R W SBRANPIRE

2x10x 156 29 (k)
1.3x7x 127 N5 (FH)

LYMF-157

40

Small Case
China, 19th century
Zitan and mother-of-pearl

6x11x11cm

E¥F

FE - At
LENZEHRA
6x1lx11 A%

LYMF-159

37
Brush Pot
China, 18th century

Huanghuali, mother-of-pearl and semi-precious stones

20.8 x 20.8 cm

3]

R - AT

=L BIRANI¥ER
20.8 x 20.8 %

LYMF-349

39
Incense Box
China, 18th century

Zitan and mother-of-pearl

10.56 x 8 cm

58

R AR
LEMNHK
10.5 x 8 N7

LYMF-222
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VANITIES

10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY

If Vanity Cases Could Talk...

Dr. Estelle Niklés van Osselt

It is said that one day, Charles Arpels (1880-1951)
noticed his friend Florence Gould (1895-1983) was carrying
her tube of rouge, powder compact, lighter and a few
banknotes thrown into a battered tin box. It was practical and
clever, but did not match the elegance of the socialite. This
simple event gave the jeweller the spark of an idea — the so-

called minaudiere was born (fig. 1).

In the first decades of the 20th century, this accessory
became essential for stylish ladies. Subsequently and to fulfil
their wishes, the Parisian jewellers would create some of the
most beautiful works of art.

Between the two world wars, these little wonders were
skilfully designed by the greatest jewellery houses (Van Cleef
& Arpels, Cartier, Lacloche, Boucheron, to name just a few).
They were made of precious materials and conceived with
refined decoration. Upon opening, it is surprising to discover
that there is no wasted space on the inside. Beneath a mirror
and carefully embedded in the receptacle, cosmetics, most
often powder compact and a lipstick, could be concealed (fig. 2).

Sometimes a comb, perfume, a lighter and cigarettes, a
miniature watch as well as a few dollar bills could be added to

the essentials a lady should always carry with her. This novelty

was named a ‘vanity case’ in English — sounds a warning — as if

2

Nécessaire with Cigarette

Holder (with a comb)
Boucheron

c. 1940

Sil\'E‘l‘, gOld, Sélppl"lil"e, I’Ub)'

and tortoiseshell
13x11.7x 8.5 cm
Liang Y1 Museum (56)

[#e

BFE

B2, #1940 &
R EEA
A EAMRIE

13x 11.7 x 8.6 N7

MK IEYIEE (56)

1

Minaudiére

Van Cleef & Arpels
c. 1950

Gold, silver,

ruby and enamel

10.2x9.8x 3.2 cm

Liang Yi Museum (A-25)

{tiz&

Rt

#1950 &£

£~ IR~ fIE AL
10.2 x 9.8 x 3.2 N7

KT B VIR (A-

what it contained could only be futile and pointless. While the
French term ‘nécessaire’ (lit. essential) suggests the complete
opposite...

For a long time in the West, women had been considered
as indoor creatures. According to the new fashion magazines
of the early 20th century — dedicated to women but still written
by men — ladies were supposed to become ‘the fairies of their
home’. While going through this literature, the readers would
surely learn how to be a ‘good companion’ for their mate
(“Soyons de bonne compagnie!” Gazette du Bon Ton, 1912),
how to be well-dressed, have good manners, knowing what
to talk about and how to behave in all circumstances. What
an achievement it should have been to please her man! But it
would never stop women to feed ambitions of their own.

In the same publications, meaningful images of ladies

raising a bird locked in a cage or a few goldfish swimming in
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Gold, diamond, turquoise,

Liang Yi Museum (N-136)

LILH = cle PR o S

3

Advertisement for a
furniture shop with
a lady looking at her
goldfish

1926

Private collection.
Picture by

Thierry van Osselt.

REJEES  —L
TTIEERZEMN
& 1926 F o
FANIRR ©

&/ FH Thierry van
Osselt 12t ©

4
Compact

Van Cleef & Arpels
c. 1930

ruby and enamel

84x4.5x1cm

wa

ReHsE

B2 #1930 &

& 8BA
A EG
84x4.5x1 1%

K EYIRE (N-136)

a tank could easily be understood as a reflection of their own
grief, while no other than this small, bejewelled box, could
better fulfil their dreams (figs 3 & 4).

In fact, every single item it contained was carefully
chosen and representative of its owner’s personal aspirations.
Vanity cases were whispering to ladies’ ears like the ocean
could be heard out of a shell it seems (ﬁg. 5).

The first decades of the 20th century were a long path to
emancipation. Women wanted to pass the threshold of their
homes and live out their best social life. In order to do so,
they should first get rid of their corset. This piece of garment
that imprisoned their body to shape a wonderful silhouette
was gradually thrown away. It has been imposed on them for
centuries and represented an important step towards freedom.
The couturiers were quick to follow up by proposing new fluid
designs allowing their clients to go out more freely. Then, the

54 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY

hair was cut short — ending centuries of conventions dictating
that women should wear it long. This time-consuming demand
was another fashion restraint, preventing them from living
the life they wanted. Consequently, ladies started to gather in
circles, practice sports, go dancing — some of them even began
to travel, to drive cars or to earn money of their own! Like a
faithful companion, the vanity case would go on these outings
with them. Quietly listening to their conversations, held in
the palm of the hand — sometimes secured to a ring by a chain
— slipped into a satin bag or gracefully placed on a table, this
precious object shared their most intimate secrets (fig. 6).

Along with the changes in fashion, women could start to
wear makeup in public. It was another daring step as cosmetics
had long been banned and considered inappropriate — being
the sign of loose morals. Perfumers like Guerlain would thus
add more products to their range of offerings, proposing
significant innovations. The rouge formed into a baton was
introduced in a tube with sliding or rotating technologies. A
new long-lasting colour was created in 1920 by the chemist
Paul Baudecroux and registered as “rouge baiser” — meaning it
allowed to kiss without leaving any trace (fig. 7).

5

Compact

M. Buccellati

c. 1980

Silver
8.1x69x1.4cm
Liang Yi Museum (125)

wa

BiTE2EaVE

#1980 £

Bic

8.1x69x 14185
UK B8R (125)

6

Nécessaire

Boucheron

1930s

Gold, jade, enamel,
diamond and ivory
(writing pad)
18.56x5.5x2.2cm
Liang Yi Museum (A-352)

{ftiz&

BT

1930 FAX

& E - BEBE -
BaMRT
18.5x5.5x 2.2 N7
PRI ISR (A-352)

Gold, enamel, diamond,

Liang Yi Museum (N-77)

This idea was so successful that it was offered in
numerous shades — often bearing suggestive names (Intrigue,
Froufrou, Prelude, Bagatelle...) — and closely followed by
competitors (fig. 8).

Soon, assorted nail polish was also offered for a perfect
match. Women were finally ready to go out looking their best
and the vanity case could back them up everywhere they go.

At the time, these so-called ‘modern’ ladies were also
frowned upon when smoking. They were accused of being
vulgar for trying to take ownership of this powerful male
symbol. As a vestige of a bygone era, cigarettes still needed
to be conquered. Cleverly advertised as “torches of freedom",
they were consciously used as an instrument to fight social

barriers. In fact, ‘vanities’ were apparently containing highly

dangerous and revolutionary items!

7

An advertisement for
“Rouge baiser” made by
Paul Baudecroux

1948

Private collection.
Picture by Thierry

van Osselt.

Paul Baudecroux &Y
rrouge baiser | BIES -
1948 4F ©

FANIER ©

B F B Thierry

van Osselt 324 o

9
Nécessaire by Cartier

c. 1925

jade, onyx and ivory

8.33x4.72x2.74 cm

tbiza

+i#hn

#9 1925 4

£ BAaNE
8.3x4.7x2.7 NH
MK B EE (N-77)

Between the two world wars and by escaping the
established rules women dreamt of having a life of their own by
discovering new horizons filled with unexpected encounters.
In order to keep up with this new trend, creators would let
their imagination run wild and provide them with the perfect
clothes, assorted jewels and accessories. Inspiration was drawn
from many sources — art, literature, architecture, archaeology —
and soon ‘looking foreign’ was considered daring and beautiful!
One day, women might be invited to travel to the palaces of St.
Petersburg, glimpse the tsars’ most valuable pieces — thanks to
the enamelling techniques applied on a guilloché background,
inspired by Karl Fabergé’s (1846-1920) Easter eggs (fig. 9).

The following day they would find themselves sitting on a
flying carpet, in their own One Thousand and One Nights with
a decoration borrowed from a Persian miniature (fig. 10).

g e i LT ——

8

An advertisement for the “Rouge kitien” (lit. ‘Red that resists’) colour palette
1948

Private collection. Picture by Thierry van Osselt.

[ Rouge kitien ] FEZ » 1948 4F ©
FANWER © [B A Thierry van Osselt T2 ©

They could also travel to India, be received in a
Maharajah’s secret garden greeted by colourful peacocks, or
wander in the land of the pharaohs (fig. 11).

From a little tin box, the jewelled case was transformed
into a treasure chest offering the whole world to women’s hand.

Consequently, a large choice of nécessaires was displayed
in the Parisian boutiques where ladies would rush to find their
new companion — the right match for their needs, taste and
aspirations. Vanities offered so many styles, and among them,
many examples were inspired by the souvenir of a remote
empire: China (fig. 12).

In the aftermath of First World War, and due to an
important shortage of precious materials, jewellers had to look
out for new ideas. The downfall of the Qing dynasty (1644-
1911) led to the discovery of imperial artifacts — suddenly
released to the West — offering creators fresh perspectives.
The sudden influx of jade, rock crystal, rose quartz, coral,
jasper, carnelian, onyx, turquoise, tainted mother-of-pearl
(or ‘burgauté’), lacquerware, kingfisher feathers helped them
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Nécessaire (with a comb) by Cartier

c. 1930

Copper, lapis lazuli, ruby, leather and tortoiseshell
156.56x11.3x2.38 cm

Liang Yi Museum (N-112)

@i

b

#1930 £

i Feh0 185G - FEMRIE
155x11.3x 2.3 A5

KR B8R (N-112)

overcome their supply difficulties. Adding to this, they also
explored a new decorative repertoire enlivened with playful
dragons, phoenixes, lions, buddhas, intriguing figures, beautiful
flowers or pagodas rising under the moonlight enhanced with
bright colours (figs 13, 14 & 15).

Designers were inspired, European women were stunned
and China became in vogue.

Interestingly at the same time in Shanghai (also
nicknamed ‘The Little Paris of the East’) Chinese women were
experimenting a similar path to emancipation by getting rid
of foot binding, cutting their hair short, putting on makeup,
smoking, singing, dancing — and resolutely turning to...
European fashion! Women were closely observing and
admiring each other from two different ends of the world, all
longing for a better life.

The clothes, jewels and precious objects that were then
tailored for ladies still recount this immense thirst for freedom.
Among them, the vanity case appeared like a manifesto for
independence. It challenged the restrictions that prevailed and
became a true mark of female modernity. How fascinating it
is to think about all the things the mirrors inlaid in the boxes
could have seen (fig. 16)!

And there is definitely no better example than Liang Yi
Museum’s definitive collection of bejewelled clutches, compact
and powder boxes to tell this whole story. Almost 800 beautiful
pieces patiently gathered over 25 years with taste and expertise
like an anthology of ‘girl’s best friends’.
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11

Compact by Boucheron
Paris, 1945-1955

Gold, silver, diamond, ruby
13x85x2.2cm

Liang Yi Museum (62)

waE
E;-*fﬁE

%2 5 1945-1955 4F
£ R EBATMEA
13x8.5x2.2 N7
KL B EE (62)
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Nécessaire s

Lacloche Fréres ?.Lﬁ/%'ﬁ'%%

Paris, c. 1925 B #1925 &

Gold, carnelian, enamel, jade, KB B R
diamond and ivory AR

3.8x4.1x9.2 NG
KR AR (N-40)

3.8x4.1x9.2 cm
Liang Yi Museum (N-40)

Dr Eutelle Nikles van Ouvelt studied art history, sinology, Astan arts
and archaeology at the universities of Geneva, London (SOAS) and
Betjing (Peking University). Currently working for the Heritage of a
Jamous Swiss watch brand, she was previously involved as Curator at
the Hong Kong Palace Museum, the Baur Foundation in Geneva and
the Guy 5 Myriam Ullens Foundation (UCCA), bavsed in Geneva and
Beljing. She had curated many exhibitions around the world and (s also
the author of several books — moJ[/y re/a[[ny to the meeltng of East and
Weust, including fashion, jewellery and watchmaking history — that were

rewarded on two occasions by international institutions.

IR BB ..

Dr. Estelle Niklés van Osselt

B B— K> BEIRH - #E (Charles Arpels -
1880-1951 ) EFEEMMNARGEMRT - & &8
= (Florence Gould ' 1895-1983 %) H—EKEN
LBaEBHMNEE *ﬁé S ITOKHE RN SR 80 U o
EEMEMERXIER  BEHEMUER %tﬁﬁ’]fﬁﬁ&
ERIEAER - L#F”"E’J%%%?f‘ﬁ??ﬁ 1 &= =X
m [t & ] (minaudiere) fELLFEAE o (B 1)

ELEERY tRRERARHETENARESR
PEte > M CHPMMNESE  ERMNKEEMEEDR
BERBBNENSR -

EMRERRE2HE  ZE2NKERE (K2
B FHE - RRMtRE  BEFESE) BETHELD

XEflELEtbiZE - EMBARENM R R K &

MigXx MEITHE TREAMBHEEDRE -
THEREBN RIZCTERHERANESR  BE
MEStHEE < ENLkR - (E2)

14

Compact Mma

Lacloche RITEE MR
Paris, c. 1925 Bz ‘ﬁ’] 1925 £
Gold, lacquer, mother-of-pearl, & & + BKF »
diamond and tortoiseshell B IE
71x54x1cm 71x 54x 1 "%

Liang Yi Museum (10) YRR IEIEE (10)

13

Nécessaire

Lacloche Freres

Paris, c. 1925

Gold, enamel, diamond, jadeite, rock crystal and pearl
8.7x4.6x1.2cm

Liang Yi Museum (X-15)

{tiz&

R &t

BE2R . #9 1925 4

% B B8R - KR BRIE
8.7x4.6x 1.2 N7

KR B EE (X-15)

TUHRBEETNYRERSEER K- TX
wFE-NERNMERDEST  ERLLLES -
EEMTNEFERXEA [ vanity case] - FBE R
BRE—BES - UFMENKRANEESERN -
MIESXHF M [ nécessaire| (FEm) AITE2MEK -

RBUR  AA—ERLERA [EREY] -
20 HICHI BITHREHMAEHERERBEEALE B
MESMHEETERE - HPRE Uﬁliﬁ:;iﬁifb [ &
FHNANBEE] HEHEXFR THEBEEES
AR BEBHN [FH#E]1 ([ Soyons de bonne
compagnie! ] Gazette du Bon Ton * 1912 &) - 2 F 10
MEEGR B2UETE  MEEXESASTXHAR
FREUKRMAEKIE - WIRLRE—HZER RN
MFIER EBEHEATXUEERBCHWED -

ER—AHMET —LEREARNEBE/HETX
THAESHEERTHNRENERIFNE » HFFA
UHEBARLLTALBMEGHNIRE - HEFRTE
BHRAEBRNNRFIN BEMFERAEF MR
EMHNERT o (B3 %k4)
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EFEL tHMEENE-—AHYREERBER OB
EZR > eMARKRTEETENEAER - Lz Bl
FEXFIABEEEZ  BHEERTRIBNES
fix o (& 5)

FHICEHRLZUERBRE KR ERNEBN I -
THEREBELERM BEEFHAEREE - Btk
MAELRRBERORE - E4XE FREEZM
PNEERTEEHEYHENRREHWRESE -
RERFMMATLERE  #EHTTEZEEMAE
HAHRIGRE - ETREZETFEZE T HIMI
MREWRE  RANRETERERK  FTATEBEE
ERRE - Bt XEFPHABREE—EES - Bk
Z O BANREART FHEEEEBCKRE ! tkam
B—ELENEF MM —END  FHedthil
MARHE  BMKREEFST RBMEEEME L
FRABREMBREIREHRBRNEER L -
GHRENYRIPEZEELUERILENWE - (B6)

PEERHNESE  TUERRBRELARBSEILL - &
XE—EBRENEE BAatiiaRBUKRKRREL
EA ERIAHEFAREN TEBRENRE -
ATHRH KREFENEKECEETEHEBARATN
EmELmE  PIOKREZSERER BLUBH
HREBNEEHZEAERETSRP 1920 F » 2R
Paul Baudecroux BE T —BEERH AL ENEET & It
FHEMA [rouge baiser] - ERARVKEARAGE TEME
BE o (B 7)

(i

]
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Compact

Ostertag, c. 1925

Gold, enamel, coral and jasper
98x 5x 1.6cm

Liang Yi Museum (N-58)
wa

BHTRFEE S

#91925 5

&~ TEER - A E &

9.8 x5x 1.5 A%

MK IEYIEE (N-68)

[ Rouge baiser] FFE NI AL BEERMNE
mAEEME  BEHBEEEAERIENET W
[ Intrigue] ~ [ Froufrou] ~ [ Prelude] ~ [ Bagatelle]
FoCURREFRFHFFHERN - (BS)

AR HBERCHEFRHERERY » LXEERER
XEHE  RRTUEIUMURENZERELEPT - M1t
iz & Bl BT LURE s B8 3 2 ot P 4R (g S 3% o

ERERS - [REA] TENERERDEES
FE ERNERABSHERE . aHEAZMEAEN
ZARELER FTEBDHYHEFELF BH
AR  ARHEALEER Bk [igg ]
gENTAdESECRNESENY S !

EMARERKRBECE > AHELETEHEERRE -
WHASZRERRAMBNBEBENH X - SREH
EEHCHMEE RKRTRLEE-MBY  REFFMAS
BFREBRND  AARALXERHTRORE - B

ENGKEMNRM tMPNERKB RN X2 &
EMEHELZEBEE BR TEZEAKB] AKX
EMEENRB ERKENLtRER—EB/NEE
M BLEER T —EEEH RIEIEERTE
EHR - EFZZAEH (Karl Fabergé » 1846-1920 £ )
EEMEENZZEMERAE/ALE LNBRMIEE
ARE—R THEEBBIETERSENETR  —
BVERVENESG - (B9)

E_R MR ECLERREER R
FMZENREL ESRBMECH (—FF—
&Y 1 (E10) -

WHPEHUEINE EEETNWETLE+RE
BERBMHNILE XFEEINEZEZW LM L8 -
(& 11)

H# BXEBEM [ nécessaires] (LA &) B
NEBRNEREEFR  XETMEFESHRBMAOHT
B . —EAFAHEMNER RRANBENRER
B -tHREeaERTOLLZHNEAK MEPFLEH
NERTNETHEERNEHE - (B 12)

EE—RHERARKXRBzzER HREEMBNESE
B RERAASIARAAHESETINARE - BLTH
(1644-1911) WEZFERSEEXYAREA S » E
BAAXRTAMRERTEFNEA EAKEAR
WEARA KRB ®KE WMH - -B2F - LERE- B
B A EBHRE - AENHBEDMMATR
THERHE - FENL > MEERT —RIFH
£ [BE] UHEBENECERERLE BE W7 -
BB~ AR TEAMUKESE . (B 13 14 X 15)

HERMRERTRE BRNNZETMACERE
[ A EJE | BEENE BE— B o

FENE  ER—FHE> £E (LEBA [HA
NWNER]) WPRBEZHEEEREZHUNERE
WMMEETER > HETHEEZ  BERtia - RE-
IEEr ~BkEE - 8Em ... ... BOM s | T RO IR
THERYMEEINRETEZEHS > FEMMNZE - i
MBLBLEEBTIFNEE -

MEALZLIMESEFNNRE - KREMNMBZEY
MR EMMEERNERELE - HF > kX &ER
BE—OHXENBIEE ERBTERETERE
BRil  MATXZHERERRAMENEEZERS - BEELER
EETENETFTUREIN U BZ2EXRA!
(& 16)

MKBEYEEZBNKEBRESD HEMNIIK
8 EREEREEAMENRESHM - 800 HiE
EMEMME BR 25 FROKE > BIRE 7 RN S
MEEXENZEEND NRA—F [ZEFRHEFNBEER] B
EE o

wouve o
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Tre. oL FOPETRES
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16
Advertisement for “Ricils-doux” (Now you may laugh until

you cry, or cry of joy)
1960s

Private collection, Picture by Thierry van Osselt

& [Ricils-doux | (GREMRALEKEEIR - HEMMAL)
20 HHHC 60 FAS » TR ©
& F 5 Thierry van Osselt 32 o
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152 & 1T o0 56

Compact

LACLOCHE FRERES ~

Gold, lacquer, mother-of-pearl and diamond

70x 54x 1cm

wa

R &t

B2 #1925 F

£ 3 BHRENEL

71x 54x 1 N5

10

43

Compact

Lacloche Fréres

Paris, c. 1925

Gold, (]iaITIOn(], l&l})is laleli an(] 91181116‘1
9.2x4.5x 1.1 cm

na

RITEE 5

B3R #9 1925 4

& Bh - AT

9.2x4.5x 1.1 %

& N-124

Nécessaire
Lacloche Freres
¥ 7 Paris, c. 1925
" Gold, enamel, diamond, jadeite, rock crystal and pearl
87x 46x 1.2cm

iz&

r/ Yy

BE22 #1925 &

£ BEED A - K& BERIE

8.7x4.6x 1.2 "%

X-15

41 45
Nécessaire Vanity
Lacloche Fréres Lacloche Fréres
Paris, c. 1925 Paris, c¢. 19056
Gold, carnelian, enamel, jade, Gold, moonstone, diamond and I‘ley
diamond and ivory 82x4.5x1.56cm

3.8x4.1x 9.2 cm

INE
Lig& A58 056
RIT& L5 B2 - #9 1905 F

B2 #1925 &F £ BXA - BENIEAR
& FIIERS - BEER - R - 8.2x4.5x 1.5 8N
AR
38x4.1x9.2 N7 A-129
N-40
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Nécessaire — Something that 1s Necessary

Isabelle Frank

The term vanity case evokes 18th century square boxes made
from luxury materials filled with powder, wigs, perfumes, brushes
and so on —everything a travelling aristocratic would need to make
themselves presentable. It also makes me think of small, plastic
make-up kits, prevalent from the mid-twentieth century on and
still much in use today, and of contemporary hand-carried bags for
professional make-up artists.

I discovered how these small, precious objects embodied
major artistic, cultural, and historical shifts occurring between
the two World Wars when I curated the exhibition “Art Deco. The
France-China Connection” at the Indra and Harry Banga Gallery at
Hong Kong’s City University in 2019, and borrowed 90 vanity
cases from Liang Yi's collection. My professional interest in these
functional luxurious objects ended with the exhibition, but not
my fascination. Each object, as I had learned, held many layers
of meaning, such as this Lacloche nécessaire, a miniature work of
art, not quite 10 centimeters high and 4.1 centimeters wide, dating
from circa 1925, and resplendent with gold, carnelian, enamel,
jade, diamond and ivory (fig. 1).

The boxy shape of the piece makes one want to handle it,
while its sensuous carnelian surface seems to ask to be caressed.
The barely visible centre seam allows one to open this beautiful
object. Inside, like a magic trick, one discovers miniature, movable
features installed with clockwork-like mechanisms: a lipstick
holder, a mirror, spaces for powder and rouge (others can include
a miniature comb, pencil and so on). Though made in Paris, there
is a Chinese-looking emblem on the lid, done in diamonds against a
black ground, and the sides have Chinese jade plaques.

Why were such precious yet functional items made? And for
whom? Perhaps one can start with this piece’s name. The French
term nécessaire means something that is necessary —seemingly
inappropriate for such a luxury product. The name, like its English
equivalent, vanity case, originally referred to 18th and 19th century
traveling cases, accompanying the upper classes on their grand
European tours. From its origins then, the vanity case or nécessaire
has been associated with personal grooming of the aristocracy.

The Liang Yi nécessaire, however, clearly meets a different
set of expectations and needs. What it documents, first of all, is
a major transformation in the lives of all women —aristocratic,
middle-class, and even working-class. Much has been written
about the emancipation of women during World War I and
between the two World Wars. World War I enabled women for
the first time to enter the professional work force, discreetly taking
over jobs formerly occupied by men. This also meant a freedom of
movement and communication, facilitated by new transportation
systems and the invention of the car, the airplane and the
telephone; in some countries women could even vote. Their new
freedom was Visually represented through bobbed hair, shorter
dresses (even trousers), smoking, and perhaps most relevant here,
the use of make-up.

The sense of innovation, of the beginning of a modern era,
was encouraged by radio, newspapers, women’s magazines, and

especially the new medium of film. Within the vast new Art Deco
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cinemas, where women could go by themselves, they would see
the latest fashions and modes of living, whether fictional or real.
And from the film stars, who wore foundation, blush, lipstick and
mascara, formerly called face paint, they learned how to use make-
up, a product that became available to all. What had once been
frowned upon because of its association with prostitutes, actresses
and loose women, became acceptable —even expected —for society
ladies. For the manufacturers, the question then became how
best to provide and package make~up for the newly emancipated,
Wealthy ‘woman.

Jewellers and manufacturers quickly developed a solution.
Women who went about town during the day, and attended
evening parties at night, needed their make-up kits close at hand,
ideally as small accessories. And as an accessory, just like belts,
shoes, and jewelry, these objects also needed to meet the rigorous
standards of high fashion design. And thus the nécessaires or
vanity cases were born, to be worn as bracelets, attached to belts,
kept in small purses, used and displayed as needed.

The precious stones and level of craftmanship of the
Lacloche nécessaire transformed it into a precious object meant
to be admired. The miniature levers and hinges that create nested
compartments also represent a wonderous achievement, based
on the craftsmanship of watchmakers. The beautiful case opens,
revealing these mechanical parts to the surprise and delight of the
owners’ friends. The variety of forms these luxury items could take
is truly astounding, ranging from attached lipstick and powder
cases, sporting miniature watches, to slim and elegant ones,
resembling cigarette cases, some encrusted with jewels, others
with plain gold surfaces. The evident commercial success of these
luxurious items can be seen by the thousands still in existence
today. And, one should add, these only represent the jeweled
variety; most were produced in cheaper versions, such as Bakelite,
making them accessible to different classes of women.

I have chosen this particular piece for several reasons all
connected to its artistic style. Vanity cases from the 1920s and
30s naturally reflect the contemporary style of Art Deco. First
developed in France, Art Deco intentionally sought to capture
the spirit of the modern age through pulsing colour, geometric
forms and stylised, moving lines; it soon became a truly global
style, spreading across Europe, Asia, the Americas, and Africa.
Art Deco was carried by travellers on trans-Atlantic steamers (and
the ships’ interior decorations as well), spread through journals
and magazines, and was brought to distant lands through external
commission by patrons wishing to import the latest European
fashion. Because of its geometric, stylised forms, Art Deco could
seamlessly adopt artistic features from other countries into its
overall pattern.

The Lacloche vanity case exhibits the simplicity and
appeal of Art Deco. Its rectangular shape on four sides has a
veneer of carnelian stone, with a rich, gold-orange timber. The
simple, untouched surface provides the main decoration of the
object, a hallmark of Art Deco that privileged the beauty of
pure materials. Here the sensuous surface is only broken by

discreet hinges along the horizontal axis for the opening and

closing of the container. In addition, there is a central seal or
character in the middle of the lid, done in small, studded diamonds,
against a green ground and outlined in black enamel. The shape
resembles that of a Chinese character (perhaps vhou or ‘long life’),
but it is not completely legible as such. Rather, it is probably an
imaginary creation, playing with the horizontal and vertical lines
normally making up a Chinese character. Like the centerpiece’s
external frame, the small rectangular emblem is discreetly outlined
in rows of small diamonds enhanced by black enamel.

The only other decorations are two carved jade plaques,
each attached to the rectangle’s square end. These are also placed
against a black enamel ground and held in place by four diamond-
studded clasps. The two carved jade pieces are slightly different,
but both depict a coiled ¢4/ dragon (hornless dragon) with clouds,
all clearly of Chinese origin. Apparently these original Chinese
plaques were chosen by the French designer to add a colourful
and (for the French) unusual material, the jade’s green contrasting
beautifully with the red orange of the carnelian. One can admire
how the coiled dragons also fit perfectly within the Art Deco
aesthetic. They are contained within a loose square, and their
coiled forms tress the jade’s boundaries, enhancing the sense of
constricted energy —another feature much used by Art Deco
designers, who liked to contain moving lines and stylised forms
within clear geometric frames.

The three Chinese or Chinese-like elements of this vanity
case display the designer’s taste for the exotic, especially Asian
motifs and materials. Such a preference was prevalent among

Nécessaire

c. 1925

Gold, carnelian, enamel, jade, diamond and ivory
38x41x92cm

Liang Yi Museum (N-40)

{tit&

#1925 £

& KBNS - BRI - £ AR
3.8x4.1x9.2 N5

RUKTE AR (N-40)

French designers and jewelers of that period, who looked to Africa,
Asia and South America for new inspiration. As here, they would
sometimes insert finished pieces created elsewhere into their own
work, in what today we might call cultural appropriation.

Of course, the French love of Chinese styles and materials
dates back to the 17th and 18th centuries, when fine porcelains and
silks began arriving in larger quantities in Europe. The French also
developed an artistic style characterised by an imaginary Chinese
design termed “Chinoiserie.” They too would dismantle Chinese
and J apanese woodwork to reappropriate and insert the lacquered
sections into French desks and cabinets for the aristocracy. The
Lacloche nécessaire is a descendant of this earlier tradition, though
it attempts to be slightly more correct in its creative interpretation
of Asian motifs. It displays the beauty of relatively unfamiliar semi-
precious materials, such as jade, and one wonders whether the
carnelian might not have been a substitute for amber, of similar
color, highly prized by the Chinese.

Rarely does a single object capture the multi-faceted spirit
of an epoch as does this Lacloche vanity case. A functional yet
luxurious object, the nécessaire was designed for the newly
emancipated soclety lady, whose educated tastes would make her
appreciate its unusual materials, Chinese carvings, subtly luxurious
decoration, miniature mechanisms and, of course, the latest beauty
products contained therein.

lsabelle Frank w Conoulting Curator; Indra and Harry Banga Gallery,
City University of Hong Kong.
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Isabelle Frank
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Nécessaire

c. 1925

Gold, carnelian, enamel, jade, diamond and ivory
38x41x92cm

Liang Yi Museum (IN-40)
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Compact with a Separate Lipstick

BOUCHERON e

Jade, gold, diamond and ivory
14x 6.4 cm

B2 #9 1920 &
& EAMRT

l4x6. WA

X-65

48

Compact
Boucheron

Paris, c. 1950
Gold

2.3x 6.5x 82 cm

naE

BT

B2 - #1950 &£
&

2.3x6.5x8.2 17D

A-237

49

Compact
Boucheron
Paris, c. 1945

Gold, silver, diamond and ruby

22x 85x 13cm

wa

B2 #1945 F
B ER

2.2x85x 13 N5

62

50
Nécessaire
46 Boucheron
Nécessaire Paris, c. 1940
Boucheron Silver, gold, sapphire, ruby and tortoiseshell
1930s 85x 11.7x 13cm
Gold, jade, enamel, diamond and ivory
185x55%x2.2cm b &
BT
fLig = B2 #1940 &
R R & EEO - AIEATHIE
1930 1% 85x11.7x 13 R’5Y

£ E - BEER - SRR
18.5x 5.5 x 2.2 N

A-352

56/P3
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+ i 52 |

Cartier

! I \ * R c. 1960
CAR I ER Iy ; Gold, diamond and sapphire
: ' 6.8x 48x 2.5cm

wna

+H#hEn

#9 1960

& BATNEEAR

6.8x4.8x2.5N%

N-110

53

Compact

Cartier

c. 1920

Gold, diamond and ruby
0.8x 89x 4.6 cm

na

+FibEn

#1920 &£

& EBAOMER
0.8 x89x4.6 X%

A-11

54

Nécessaire

Cartier

c. 1930

Copper, lapis lazuli, ruby, leather and tortoiseshell
166x 11.3x 2.3 cm

et &
Fhae
#1930 &
i BFea - EA - KREMKISE
155 x11.3x 2.3 X9
. ; N-112
g
M
s 55
A, . Compact
b Cartier
¥ c. 1950
Yellow gold, diamond, enamel and nephrite
. 3x 11.3x 4.9cm
f— _;: : *ﬁA
o~ i S iEE
- 91950 £
A EE - BA - HBNE
‘ 3x11.3x4.9 A%
A-326
V4 51 56
—— Nécessaire Evening Bag
Cartier Cartier
c. 1925 4 c. 1950
Gold, enamel, diamond and jade Silk, gold and sapphire
83x 4.7x 2.7 cm 20x 13 cm
fete n : e 2 %
5 B +ihEs
+FihEa
; ; #9 1950 £
#1925 : A~ SANEHE
& W - EATE iy e

¢ . VAYAN
8.3x4.7 x 2.7 N7 20x 13 N7

X-82
N-77
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VAN CLEEF & ARPELS

-l i

e

—~

While the terms “minaudiére” and “nécessaire” appear
interchangeable in modern usage, it was in fact Van Cleef
& Arpels which coined the term “minaudiére” in 1933, after
the name of the family estate outside Paris. Strictly speaking
therefore, a minaudiére should only refer to a VCA vanity,
while a nécessaire can be made by any other jewellery house.

B 7A [minaudiere ] 1 [nécessaire | F& LBERBEHFE R -
B L minaudiere ] —FAHERIEE (Van Cleef & Arpels)
R1933 FEIE  ERKEREHERBNIUR ﬁ%ﬁﬁf
& o AL [minaudiere | EIER T HERUENLLE

M [nécessaire | BITTIEERIBRE MEREILE ©
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Minaudiére

Van CLeef & Arpels
c. 1950

Gold, silver, ruby and enamel

10.2x 9.8 x 3.2 cm

ftiz&

ReiteE

#1950 &£

£ iR~ {EAFBLE
10.2 x 9.8 x 3.2 A%

A-25

59

Compact

Van Cleef & Arpels

Paris, c. 1930

(‘Jold, (lialT]On(], laC(lLlel‘ an(l enarﬂel

1.6 x6.2x9.2 cm

*ﬁ%
?EHEE
B3R . #9 1930 £
&~ SO  RTNDEAED

59 x 9.9 N4
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Evening Bag
Van Cleef & Arpels
New York, c. 1900
Gold, turquoise, ruby and diamond
9.8x 3.1 cm

=R

s

9 %9 1900

£ A fIEAER

9.8 x 3.1 22 /\/\

X-22

58

Minaudiére

Van Cleef & Arpels

c. 1940

Gold, lacquer and ruby
2x 12x 16 cm

tiz&
Rreites

#9 1940 &£

& FLER

2x12x 15 A%

117
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Compact

Van Cleef & Arpels
Paris, c. 1930

Gold, diamond, turquoise and ruby

84x4.5x1cm

*ﬁ'.%-;

%EEEE

B2 #1930 &F
& A RRaaEa
84x4.5x 1A%

N-136
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TIFFANY & CO.

62

Vanity

Schlumberger (made for Tiffany & Co.)
c. 1950

Gold, sapphire and emerald
2.2x 4.8 cm

hg
g Bt (A ERBEME)
1950 £
& EBONKEAR
2.2 x4.8 N

A-70
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64
Compact

Schlumberger (made for Tiffany & Co.)

c. 1950

Gold, peridot and turquoise

6.3x 54x 54 cm

na

Hrig B (B EREME)
#1950 4E

&~ BIERRRG

6.3 x54x54R%D

A-110

66

Evening Bag

Tiffany & Co.

c. 1955

Gold, (lialnond and en’lerald
6.3x 8x 14.7 cm

fRE LR

HER

#1955 £

& BARTRER

6.3x8x 14.7 N5

N-174
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Vanity

Pierre Brun (made for Tiffany & Co.)
c. 1940

Gold

6x 4.3 cm

h=
Pierre Brun (A% x/BH1ME)
#9 1940 4F

65

Compact

Tiffany & Co.

c. 1950

Gold, emerald and diamond
2.3x 43x 54 cm

wa

EEIE

#1950 £

& REANEA
ﬁj\

23x4.3x54 N0
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BUCCELLATI

74
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Evening Bag with Accessories

Buccellati

c. 1970

Gold, emerald, diamond, silver and tortoiseshell

1.56x4.5x15.5cm

MR E S R A

EhIIR

#1970 £

& REL - #BA - BNHIE
1.5x4.5x15.5 "%

A-363
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Compact
M. Buccellati
Italy, c. 1970

Gold and diamond

0.5x 6x 6cm

na

EirE kv

BERF #1970 F
0.5x6x6 1D

71

Compact

M. Buccellati

c. 1980

Silver

81x 69x 14cm

Bne

EE2EaTE

#1980 £

R

8.1x69x 1.4 A%

125
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Evening Bag

M. Buccellati
1970-1980

Silver and gold
49x 89x 17.8 cm

MRS
EiTE2EVE
1970-1980 £
SRS

49x89x17.8 N7

118
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Compact
Buccellati

Italy, c. 1970
Silver and diamond
29x 10.3x 14 cm

naE

HIERNR

BRI #1970 4
RANER
29x10.3x 14 A%

123
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BULGARI
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72
Compact
Bulgari

c. 1960

Gold, enamel and diamond

701x 64x 2.2cm

na

BILEE

#1960 £

& - BRERAIEA
7.1x64x22 AR5

111
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Evening Bag
Bulgari

c. 1950

Tortoiseshell, gold and diamond

16.56 x 10.2 cm

MR 4R

BN

#1950 &£

RIg - &MEA
16.5 x 10.2 A%

X-70
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Vanity with a Compact and a Lighter

Bulgari
c. 1960
Gold and diamond
2.3 x 6 x 156.4 cm (Vanity)
< 8.4 cm (Compact)
x 6.8 cm (Lighter)

;Jg}ﬁs MEMTAEEE

2.3 x 154 cm (/\&)
1.9x59x84cm (&)
1.7 x 2.8 x 6.8 cm ( FTNHE )

A-117

73

Evening Bag
Bulgari

c. 1920

Gold

17 x 8 cm

RELR
BIRE

#9 1920 &£
&

17 x 8 NG

N-149

75
Compact
Bulgari

c. 1960

Gold and sapphire
2.1x 6.1 x 84 cm

wa

BIRE

#1960 £
SMEER
2.1x6.1 x84 1%

N-72
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OSTERTAG

77
Compact
Ostertag, c. 1925

GOld, enamel, cora] and jasper

98x 5x 1.65cm

na
BAHTRRE IR
#1925 4
& - EE - HHARE
98x5x 1.5 A%

N-58
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Nécessaire

Ostertag

c. 1940

G()ld, dialn()nd 311(1 )7311()\\' Sapphil‘e

8x 7 x 1.7 cm

ftiaa

BRHTIFIERS

‘F’] 1940 £

& ERATEBEER

8x7x 1.7 "%

A-36
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Neécessaire
Ostcrtag

c. 1930

G()ld, I‘Ul)‘V and diam(md

7x 85x 1.7 cm

tiz&

BT EEIR
#1930 FE1X

i %I’EEW*%E

7x8 \1/7_\\63\

A-251
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Nécessaire

Arnold Ostertag

c. 1940

Gold, silver, sapphire and beryl
7x 8x 1.7 cm

&

BUHTRFEE

#9 1940 &

& R EEATRIER

7x8x 1.7 N

N-14

NN

AN
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Compact

Ostertag

c. 1925

Gold, diamond and enamel

81x 5.1x 0.8cm

Be
BRI IR
‘F’J 1925 £
- DRIEpFOE
b.l x5.1x 0.8 %

N-95

10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY




PR BFX

RENE BOIVIN

82

Compact with a Lipstick
René Boivin

c. 1950

Gold and diamond Compact
Compact 1.4 x 8.1 cm
Lipstick 5.3 x 1.8 cm

HEREES
B} - BEX
#1950 £
SMER
:14x 8117
:53x 1.8 17

it
B B

7]

N-125
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Compact
René Boivin
Paris, c. 1960
Gold

3x 6x 7 cm

na
B - BHEX
B2 - #1960 F

86

Evening Bag

René Boivin, c. 1960
Gold and suede

10.8 x 6.8 cm

M=

A - FEFEX
#1960 4
BEE

10.8 x 6.8 A%

N-1563

83

Compact

René Boivin

c. 1940

Silver and wood

1.6 x 7.7 cm

naE

#$}A - BEX
#9 1940 &£
SRANA

1.6 x 7.7 N7

A-313
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Compact with a Perfume Bottle and a Lipstick
René Boivin

Paris, c. 1938

Silver, enamel and ruby

Compact:7x 7x 1.7 cm

Perfume bottle : 4 x 34x 2 cm

Lipstick : 5.9x 2.7x 1.7 cm

MaE. EKENEEELR
R - BHEX

B2 #1938 &£

iR~ EFIALE A
WE:7x7x 1.7 1%

%Eﬂ(ﬁﬁ 4 x
o)
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B 5
ﬁ VAR 88

Nécessaire

> . 1':'-::. : ":_ :__ = Hermeés
I I I‘,IRH"I‘,:S : e c. 1960
S * Silver and sapphire

158 x 6.5x 2.8 cm

s
BEML
#1960 £
SRINEER

158 x 6.5 x 2.8 N7

N-46
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Compact
Hermes

c. 1970

Silver and gold

8.04 x 6.91 x 1.09 cm

we

BEL

#91970 £

RMNE

8.04 x 6.91 x 1.09 A%

N-168

90

Nécessaire

Hermes

c. 1950

T Sil\'el‘ 311(1 gol(l

- 1 e 11.62 x 6.14 x 2.88 cm

iz&
BEML
#9 1950 &£

91
Nécessaire
74 Hermes
Compact c. 1950
Hermés Silver, gold and tortoiseshell
c. 1940 169x7 x4.2 cm
Enamel, leather and precious metal
71x7.1x15cm iz s
B4
HE 9 1950 4F
BEM4 R, BIE
#1940 169 x7 x 4.2 X9
- RENEEE
71x7.1x 1.5 X% 119
N-11
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The Audacious Life of the Jazz Age Vanity Case

Patricia Zilkha

The roaring twenties had barely concluded when F. Scott
Fitzgerald wrote his nostalgic 1931 essay on the Jazz Age.
He wrote, “It was an age of miracles, it was an age of art, it
was an age of excess, and it was an age of satire.” It was this
age that gave birth to the vanity case, objects so luxurious
and extravagant, made of solid gold and inlaid with the most
precious gems, yet ones that ladies casually wore for their
outrageous nights out on the town.

If only we could retrace their steps, bear witness to
Fitzgerald’s “upper tenth of a nation living with the insouciance
of grand dukes and the casualness of chorus girls.” What was
it like getting ready for one of these evenings, touting a vanity
case? Where did one go? What did one see, drink, experience?

Gone were the days of corsets and ladies’ maids trussing
women into elaborate outfits that took hours to button, lace,
trim, pin and sew one into. The flapper merely slithered into
airy, gauzy, silky dresses. The dropped waist, the shortened
hem line, the sequins and the fringes embellishing these dresses
all intended to highlight the dance movements later in the

Plemuran. Kby s il o orpr Br oo oty
ey e oy vl Ao W g G e

Cotntion Diuilles
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evening. Bobbed hair required much less attention, a strategic
spit curl (literally affixed with spit) here and there would do.
And, whereas the wearing of makeup was seen as scandalous
a short decade before, it was now essential. Max Factor,
Maybelline, Shiseido, among many, started creating products
designed for the modern woman. Kohl was applied around the
eyes along with mascara (a technique known since the time
of Cleopatra); eyebrows were drawn with pencil; powder and
blush applied liberally onto the face and cheeks; and don’t
forget the knees! Last, but most importantly, the lips were
shaped into a fashionable “Cupid’s Bow” possibly using Helena
Rubinstein “self-shaping lipstick” or with a delicious cherry-
flavored stick.

Some of these products were packed into one’s precious
vanity cases, “the necessaires” for the evening, ready to re-
apply as needed throughout the night of revelry. Last, but
not least, cigarettes were indispensable, along with the iconic
cigarette holder, which sometimes thrillingly matched the
vanity cases. Finally, one was ready for the evening.

Automobiles, another new luxury in this era, would
whisk one around town hopping from bar to club. Women
could drive, adding to their independence. Conveniently,
automobiles also provided privacy for late night kisses and
more!

But first, there were drinks and there were shows and
there was music and there was dancing.

In London, drinks at the Savoy or the Ritz were de
rigueur to launch the evening, with champagne or cocktails,
the new craze coming from America. One could order a
Sidecar, invented at the Ritz, a delectable blend of cognac,
orange liqueur and lemon juice with a sugared rim. Or a
Hanky Panky, created at the Savoy, with sweet vermouth,
Italian amaro and mostly gin. Then onto a nightclub like The
Cave of the Golden Calf for some avant-garde entertainment
or the Kit-Cat Club for an eclectic mix of performances and
to sweat the night away on the dance floor to the rhythm of
the charleston, fox trot, Brazilian samba, or the irresistibly
salacious shimmy.

In Paris, the most glamorous, the most liberated, and
the least segregated city, the Ritz was also on the roster for
the evening. One could arrive with a puma on a leash, like the

Art - Taste - Beauty, leaflets of feminine elegance

February 1926, No. 66, 6th Year, p. 12: Creation Premet / Creation
Doeuillet, anoniem, 1926

Rijksmuseum

17 - Mk - £2 . (B MEER
1926 F 28 66 F6F HI2:
Creation Premet / Creation Doeuillet, anoniem, 1926

P AT PRI R IS8

Woolworth heir Woolie Donahue, no judgement or explanation
required. Le Petit Bar, one of the first stylish bars to accept
single women, was the place to casually encounter Cole Porter
or Ernest Hemingway sipping a cognac or a Dry Martini with
friends Zelda Fitzgerald and our writer F. Scott.

A quick tour of the powder room with the bejeweled
cases, to fix one’s lipstick and re-powder one’s nose and then
off to Montmartre, to the Grand Ecart with its glittering
interior lined with mirrors. Or to visit the fashionably chic
Chez Brick-Top where Bricktop, thus named because of her
red hair and who was described by Cole Porter as having
"talking feet and talking 1egs," would teach the latest dance
moves to celebrities and socialites by day and entertain
them by night. And, of course, there was the Folies Bergere,
notorious for its outrageous costumes, lavish backdrops and
women on stage practically in the nude. The star attraction was
none other than Josephine Baker who caused a furor with her
energetic, exotic, erotic performances and her scanty costumes.
In her most infamous dance, she vigorously gyrated her hips
wearing a thong made from a string of bananas... and little
else.

With its dazzling jazz clubs and intrepid African
American expatriate performers, Montmartre was known
as Harlem on the Seine. However, to truly witness this
cultural effervescence one had to experience New York and,
specifically, New York under prohibition, where flouting the
rules was a game and finding tantalisingly illicit speakeasies,
preferably with secret entrances and passwords required, was
a nightly endeavour. After all, jazz was the direct product of
the African American experience and cocktails were conceived
not merely for fashion but as a necessity to mask the terrible
taste of hooch and appalling quality of bootleg liquor.

Not all clubs were secret. One could join the nightly
cavalcade of opulent cars bursting with a lavishly clad set,
ladies dripping in diamonds, carrying vanity cases and zooming
up to 142nd Street and Lenox Avenue. The Cotton Club, at the
heart of Harlem, was operated by gangster Owney Madden.
He ensured everything ran like clockwork from his prison cell
in Sing Sing. He hired dancers that were “tall, tan and terrific”
and guaranteed a steady stream of cocktails and exotic dishes
to be served by men in red tuxedos whilst listening to the likes
of Duke Ellington. A few blocks down, Small’s Paradise would
do well to round up the night, the breakfast dance featuring
a full floor show which began at 6am and, after, perhaps one
could have another drink at someone’s fabulous house. Night
and day merged into each other, an infinite cycle of delights.

It seemed like it would never stop, this glamorous world
of decadence, loose morals and nocturnal amusement. Yet
in 1929, the party ended. In Fitzgerald’s words, “the most
expensive orgy in history was over”.

Joséphine Baker
wearing her banana belt
By Lucien Waléry
(1863-1929), circa 1926

Josephine Baker

FERERR
Lucien Waléry (1863
1929 ) - #9 1926 &

A hundred years later, Liang Yi Museum holds more than
seven hundred vanity cases. Exquisite examples, wonderfully
crafted of gold, enamelled, impressively inlaid with brilliant
gem material, designed by renowned maisons like Van Cleef
and Arpels, Lacloche Freres, Cartier, many date from the Jazz
Age. Did they partake in the frenzied excess of that period?
The only clues that remain are the occasional chunk of lipstick
at the bottom of a bejewelled tube or some powder residue
and shriveled puff inside the hidden gold compartments of the
cases. One Cartier compact from 1920 bears the inscription,
“Always & Always G 23.1.41”, the inner ivory notepad of a
1920 Belioz Leroy necessaire, a barely discernible scribbled
“Call Freddy.” Beyond those barely decipherable and meager
hints, we have no further evidence of the journey of these
cases.

The vanities now live stored in museum protective cases,
veritable relics, as unusable in our world as any other obsolete
object from an ancient time. We would never dream of toting
one of these to a rowdy evening out. Despite drawing parallels
between the 1920s and the 2020s following the Covid-19
pandemic, our 20s seem timid and tame by comparison. Our
roaring has yet to materialise. And whilst reviving the use of
the vanity case is beyond our realm of possibilities, we should
consider taking a page out of Cole Porter’s lyrics, “Let’s be
outrageous, let’s misbehave”.

Patricia Zilkha ts an art historian, gemologist and lecturer at

L'ECOLE, School of Jewelry Arto.
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Patricia Zilkha
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Cosmetics advertisement with actress Gloria Swanson,

Shadowland, November 1919, p. 75
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(Gloria Swanson),Shadowland, 1919 & 11 B , B 75
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Charleston, 1926-1927

By Else Ernestine Neuldnder-Simon (1900-1942)
Gelatin silver print

Height 22.7 x width 16.9 cm
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Where theres smoke there fire

By Russell Patterson (1893-1977).
Ink and watercolor on board

45.1 x59.2 cm
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Compact
Maker unknown
c. 1925

Gold, diamond and enamel

856x 5x 1.1 cm

we

B TIFE
#1925 £

£ EBAFITEE
85x5x 1.1 N7

A-2564
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Nécessaire

Berlioz-Leroy

Paris, c. 1920

Gold, enamel, jade and diamond

1.7x 51x 9.6 cm

tiz&
HELTHEF

B2 . #1920 &F

£ UAMB - £FO0EA
1.7 x56.1x9.6 A%

A-143
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Silver: A Pilgrim Art

Juan José Morales

Liang Yi Museum, within its remarkable collection of
western historical silver, houses three outstanding examples
that share something in common: the idea of a journey. These
are a Victorian bottle made by Robert Garrard in London, in
1881 (fig. 1); and a pair of George V bottles, made by Edward
Barnard and Sons Ltd. also in London, in 1929 (fig. 2). They
are defined as pilgrim bottles for their shapes, flasks to hold
water, each with two handles and a strap, for they are meant to
be carried away. Such concepts were brought to England in the
17th century by Huguenot exiles fleeing persecution in France,
these craftsmen brought along not only their skills but also
inspiration in ancient art from distant places.

Yet the idea of journey rests not only in the function and
form or in foreign skills and inspiration: in fact, this concept of
travel is also essential to silver. In these three vessels the silver
shines with a patina that speaks of the highest standards of both
workmanship and raw material, the British hallmarks preserved
since the Middle Ages. And it is precisely the perfection that can
be achieved and the purity of this silver that invites reflection
about silver’s nature and its source. Britain has excelled in the
art of silver for centuries, but the material has likely been only
processed there, or rather, re-fashioned (the apt term in the field
instead of recycled). And there is no contradiction that the local
sublime is an expression of the universal appeal and value of
silver. The intriguing question about the origin of silver then,
blurred as it is, points beyond, to the transnational character of
silver, and to its historic and global role.

Leather, ceramic, and metal pilgrim flasks
had been made in the Mediterranean region
since antiquity and later became relatively
common in China and the Islamic world. Many
earthenware ampoules with two handles
have been found as pilgrims’ relics in early
Christian sites in Egypt. Their interesting
shape eventually spread to other media,
including glassmaking. Over time, it was
only natural that some precious objects were
created from this model, with the same shape,
but designed to be works of art and no longer
real traveller flasks. Thus, the allegory: a

1

Pilgrim Bottle

Robert Garrard, London, 1881
Silver

67 x 30 cm

Liang Yi Museum (LYMS-003)

E)=kiidh

Robert Garrard » 3 » 1881 4
iR

67 x 30 N7

MIRIEIEYEE (LYMS-003)

utensil intended to be portable, transports the collector or the
viewer elsewhere. Nothing new, but here eloquently portrayed.
Ernest Gombrich, in his fundamental Art and Hllusion, writes
about objects as intermediaries —objects that represent the
faraway, the concealed, the absent—between the spectator that
looks at them and the invisible from where these objects came.

The word ‘pilgrim’ means foreign —the origin is Middle
English, from Provengal pelegrin, from the Latin peregrinus
‘foreign’. It conveys a potent idea: crossing into another
land, not only a person who journeys to a sacred place for
religious reasons, but also a traveller, a vagabond, a guest.
Philosophically, we are all journeying through life, we are all
pilgrims in this world. Two major works of literature consist
of a group of stories bound together by a pilgrimage, Geoffrey
Chaucer’s The Canterbury Tales and The Conference of the Birds by
Farid ud-Din Attar, also known as Attar of Nishapur; both use
figurative pilgrimage or journey as the mean for self-knowledge
and seeking God. From the east, the cultural significance of
the Buddhist pilgrimages by Faxian, Xuanzang, and Yijing
reverberate even today. Examples and references are endless,
and so are its profound connotations. “Where are you headed?”
is the question in Novalis’s great novel Hewnrich von Ofterdingen.
“Back home as always,” is the reply.

Unlike other functional vessels, these art forms conjure
distant worlds back home, and the British collectors -
discerning, educated - were well aware of these pilgrim bottles

as metaphors. Let’s look first at the one made by Robert
Garrard, round as a canteen, and bearing more than

a slight resemblance to a military bottle. Made in
the 1870s, at the height of British expansion, it is
no surprise that this elaborated silver bottle exalts
the military values of the time, but also the age
of Victorian explorers, David Livingstone
and Richard Burton, and, for the first time,
women explorers, Mary Kingsley and

Isabella Bird. The pair of emblazoned bottles

made by Edward Barnard and Sons Ltd., in
pear shape, carries on the same self-confidence;
made in 1929, it also marks a watershed. In
autumn that year, the world economy crashed,
and the Great Depression began.
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The prominence of silver in old civilisations from the
Middle East to ancient Greece or India is attested by their
surviving home wares, ornaments, and coins. In Song dynasty
China, known for its vast ceramic production and technological
achievements, it was however metalware, mainly silverware,
and not ceramics, that was held in the highest esteem. Its use
was widespread, as the eminent ceramic scholar Rose Kerr
observed, noting that lack of vestiges, as silver can be melted
away, may distort our understanding of that period. But there
is a transcendental moment in the history of silver that has
never been sufficiently emphasised when discussing silver as
art: the “discovery” of silver mines in Spanish America in the
mid-sixteenth century, which triggered a chain of events that
transformed the world.

Mines in the Viceroyalty of New Spain (today Mexico
and Central America), and in the Viceroyalty of Peru, mainly in
Potosi, in present-day Bolivia, became seemingly inexhaustible
sources of silver. In 1565, the expedition Legazpi-Urdaneta led
to the Spaniards’ taking over the Philippines and to the charting
of a safe route across the Pacific, linking it with Mexico, the
jewel of the Spanish empire. Asia and America were united at
last, and for the first time, people, goods, and ideas could travel
around the world. The founding of Manila in 1571 as the capital
for the Spaniards attracted Chinese traders, mainly Fujianese,
that came to offer their wares from all over China but also to
settle in ever-growing numbers, Manila becoming a Chinese
city outside China though under Spanish rule. Instantly, a new
maritime route was established between Manila and Acapulco,
served by a yearly galleon sailing in each direction, the Manila
Galleon or Nao de China. The ship carried Chinese silk and
other Asian luxuries to America, while the west-bound ship
brought silver from Spanish America. This was the longest
lasting trading route in history, not a Silk Road, but a Silver
Way, since silver and not silk was the crucial item of the trade,
a trading route that was a catalyst of economic and cultural
exchanges, with consequences beyond the parties directly
involved.

By the late 16th century the Ming dynasty had
consolidated all taxes into payments in silver —the Single-Whip
system —even for peasants, who were no longer permitted to pay
in kind. The Chinese money supply, serving more than a quarter
of the world’s population had been standardised in silver. China
was a manufacturing powerhouse and had the largest population
on earth, their need and huge demand for silver would have
worldwide implications.

Potosi, a veritable silver mountain, amounted to 60 percent
of the world’s silver production in the 16th and 17th centuries —
it was so renowned that Matteo Ricci marked the place in
Chinese in his world map of 1602. Besides, the Spaniards
developed the technology of mercury amalgamation that made
silver extraction fast and more efﬁcient, at a lower cost than
anywhere else. The figures are staggering. In the eighteen
century the Spanish American mines produced more silver than
in the 16th and 17th centuries combined. Peru’s production
in the 18th century more than tripled and surpassed its 17th
century maximum. Even so, Mexico’s output was well over
double Peru’s for most of the 19th century. The same rankings
have remained thereafter and up to this day: Mexico continues
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to be the largest producer of silver in the World, double than the
second, now China on par with Peru, while Bolivia and Chile
round out the leading positions.

Other economic factors played out. During the end of
the sixteenth and early 17th centuries the value of silver in
China was twice as high in China as in Spain. The ratios of
silver to gold were such that earnings from arbitrage alone
were enormous. There was every incentive to channel silver to
China, not only across the Pacific via the exclusive monopoly
of the Spanish galleon, but also shipped from America to
Europe across the Atlantic —the nearer to China, the higher
its purchasing power. And as China was the largest and most
populated country on earth and the factory of the World, the
world economy was born, as Dennis O. Flynn and Arturo
Giraldez put it, “with a silver spoon.” The world population
then was small; in 1600 it was about 545 million, 610 million in
1700, and 900 million in 1800. And at a time of price volatility,
uncertainty, risks, and large profits, one ship could make all the
difference; nonetheless, the Spanish galleons were the largest
ships in the age of sail, they could carry 2000 tons.

A last step in the integration of distant places around the
world came with the perfection of the minting of the Spanish
silver coin since 1732, with modern design and features, called
real de a ocho or peso, the “piece of eight”immortalised in Robert
Louis Stevenson'’s Zreasure lsland. 1t had a more tangible reality,
for this widest circulating coin became the first international
currency, the precedent of the US dollar, and the foundation of
the Chinese yuan, the Japanese yen, the Malaysian ringgit, all
silver coins that followed the features of the Spanish coin, later
dubbed Mexican dollar. Until recently, the New York Stock
Exchange continued to quote stock prices in bits, another legacy
of the Spanish silver coin.

Adam Smith acknowledged the significance of the Manila
galleon trade in 7he Wealth of Natwons, published in 1776:

[Silver] is the most valuable article in the Acapulco
ships which sail to Manila. The silver of the new
continent seems in this manner to be one of the
principal commodities by which the commerce
between the two extremities of the old one is carried
on, and it is by means of it, in a great measure, that
those distant parts of the world are connected with

one another.

The idea of globalisation before such term was coined
has never been more cogently expressed : a maritime route
linking the Pacific shores of Asia and America had the effect of
connecting Asia and Europe, indeed the entire world, all thanks
to silver, which has continued to adorn our homes, like these

pilgrim bottles remind us, as a cosmopolitan art.

Juan José Morales is contributing author to The Lanqing Preference:
Blue-and-Green Paintings by the Master of the Water, Pine
and Stone Retreat (2020), and co-author of Painter and Patron:
The Maritime Silk Road in the Cédice Casanatense (2020),
and The Silver Way: China, Spanish America and the Birth of
Globalisation, 1565-1815 (2017).
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Pair of Pilgrim Flasks

Edward Barnard and Sons Ltd., London, 1929
Silver

Height 53 cm (each)

Liang Yi Museum (LYMS-077)
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Monteith

Patrick Robertson
Edinburgh, England, 1782
Silver-gilt

Diameter 54cm

Ladle

Maker Unknown
London, 1728
Silver-gilt
Length 47cm

b ik

Patrick Robertson

HE - BTE 1782 F
RiEE

B 54 A5

RIRZR

HETIE

e 1728 5
RiES

LYMS-H-142
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Jardiniére
Odiot

Paris, c. 1900
Silver

18.5x 69 x 43.5 cm

ta
Odiot
225 #1900 £
Eic)
18.5 x 69 x 43.5 N9

LYMS-H-139
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Pair of Six-Light Candelabra
James Charles Eddington
London, 1837

Retailed by Green & Ward, 1838
Silver

Height 90 cm (each)

BHE—H

James Charles Eddington
R » 1837 £

1838 ZEF Green & Ward &
ik

=90 7 (FE)

LYMS-009
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Pair of Twelve-Light Candelabra

Designed by Francois Gilbert, chased by Paul Dioméde, retailed by Odiot
Paris, 1867

Silvered-bronze

90 x 35 cm (each)

BE—Y

HH Frangois Gilbert 825t » Paul Diomede M
Odiot FE

B2 1867 F

SR

90 x 35 73 (FHE)

LYMS-018
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Centrepiece

Designed by Francois Gilbert, chased by Paul Diomede, retailed by Odiot
Paris, 1867

Silvered-bronze

80 x 68 x 56 cm

BH

H Frangois Gilbert 8%t » Paul Diomede M
Odiot HE

BE%2 > 1867 £

IRIEER

80 x 68 x 56 N7

LYMS-018
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Pilgrim Bottle
Robert Garrard
London, 1881
Silver

67 x 30 cm

AR

Robert Garrard
B3 > 1881 &
)

67 x 30 X9

LYMS-003

100

Tray

G. R. Collis and Co.
Birmingham, England, 1838
Silver

17 x 88 x 58 cm

£

G. R. Collis and Co.
HERAEE 0 1838 &
iy

17 x 88 x 58 N

LYMS-H-243
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Pair of Pilgrim Flasks
Edward Barnard and Sons Ltd.
London, 1929

Silver

Height 53cm (each)

AL —%

Edward Barnard and Sons Ltd.
@3 1929 &

58

& 53 N (BE)

LYMS-077
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Pair of Wine-Coolers
Joseph Chaumet

Paris, c. 1918

Silver

Height 35 cm (each)

Commissioned by Simén Iturri Patifio

IR

Joseph Chaumet

B2 #1918 &

i

&35 A (BE)

Simén Iturri Patifio Zs53R4E

LYMS-022
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Table Service

Wallace Silversmiths
Sheffield, England, 1998
18-karat gold and steel

Various dimensions
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Wallace Silversmiths
REHTERER 0 1998 F
18K AN
LR

LYMS-H-280
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Pair of Seven-light Candelabra
Salvadori Natale e Figlio
Florence, Ita]y, c. 1970

Silver

Height 167.5 cm (each)

BE—¥

Salvadori Natale e Figlio
BARIGEERET - £9 1970 £
iR

= 167.56 X7 (EE)

LYMS-081
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The Fisher Dinner Service

Hans Brassler & Eleder-Hickok Co.
Newark, United States, c. 1936
Silver, silver-gilt and lapis lazuli

Centrepiece width 94cm

ERXRKBREERE—F
Hans Brassler & Eleder-Hickok Co.
XERRE » #1936 &
iR - REFESNEFSH
FROURERE 94 N0

LYMS-025

: i
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Miniature Cabinet

Mitsuyuki
Japan, Meiji period (1868-1912)
Silver, wood, lacquer on ivory, mother-of-pearl, coral and tortoiseshell
35 cm
Vi
ﬁﬁ( HIEH]
BA - Bk (1868-1912 £F)
oo Bk BHRIF - DR - MR

B 35 N5

LYMS-043

JAPANESE SILVER
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Three-Piece Tea-Service and Tray
Musashiya

Yokohama, Japan, c. 1905

Silver

Diameter: 84 cm (Tray)

15.5 x 23.5 cm (Sugar bowl)

20 x 30 cm (Tea pot)

13 x 20 cm (Creamer)

XE—E

REE

BAEE » £ 1905 4
Eic)

B84 N (BHK)
15.5x 23.5 N9 (¥EHE)
20 x 30 N (FREE)
13x 20 9 (PhiHEE)

LYMS-042

108 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY

107
Incense Burner
Japan, 1927

Silver
11 x13.5cm

&5IE

HA » 1927 &£
R

11x13.5 2%

LYMS-211
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Vase

Kyoun

Japan, Showa period (1926-89)
Silver

30 x 28 cm

1Ei#R

=Sy

HA - BRFIREA (1926-89 )
R

30 x 28 A%

LYMS-199

110

Pair of Vases
Yoshihiko

Japan, 1920
Bronze and silver

Height 38 cm (each)

iR —%
RE

HA » 1920 4
SHANIR

=38 2D (FE)

LYMS-079
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§ Incense Burner with a Catalogue
Japan, Edo period (1603-1868)

Silver

\l}:E 115 x 9.5 cm
[==]
m

& IE T E 8%

BHA  STERHA (1603-1868 £F)
R

11.3 x 9.5 N5

LYMS-111

INCENSE BURNERS

112
Incense Burner
Japan, 1850

Bronze

90 x 27 x 26 cm

&5IE

HA > 1850
5

90 x 27 x 26 N7

LYMA-075
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113

Incense Burner

Japan, Meiji period (1868-1912)
Silver

Diameter 16 cm

&I

B4 > BBRRFHEE (1868-1912 4F)
iR
B 16 %

LYMS-103

Pair of Incense Burners
Japan, Meiji period (1868-1912)

Silver

12 x 17 cm (each)

HE—%
HA IR (1868-1912 &)

58

12x 17 A9 (EE)

LYMS-040
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Incense Burner
Japan, 19th century

Silver
20.4 x 39 cm

&5IE

HA > +Att#e
R

20.4 x 39 N9

LYMA-091
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% A Pair of Stirrups (Abumi)
A Shokuro Yoshinori (fl. c. 1650-1675)
Japan, Edo period (1603-1868)
Iron and mother-of-pearl

yAY
JAvs 24 x 29.5 x 13.5 cm (each)

EE—%

BsALBRES B CERER 1650-1675)
HA  STERHA (1603-1868 £F)
B2 HKA

24x29.5x 13.56 N5 (E{@E)

LYMHS-1

STIRRUPS
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A Pair of Stirrups (Abumi)
Japan, Edo period (1603-1868)
Iron and mother-of-pearl

26.5 x 13 x 25 cm (each)

EE—%

HA > ST (1603-1868 4F)
BT

26.5x13x 25 N9 (FE)

LYMHS-2

114 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY 115



118

A Pair of Stirrups (Abumi)
Masahide (n.d.)

Japan, Edo period (1603-1868)
Iron and lacquer

28.5 x 13.5 x 24.5 cm (each)

BiE—%

EH

BA  JIFKHA (1603-1868 4F)
EAE

28.5x 13.5 x 24.56 N7 (BA)

LYMHS-3
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A Pair of Spurs

Japan, Edo period (1603-1868)
Iron

22 x9.6 x 11 cm (each)

B —%

HA

HA > STERFEE (1603-1868 £F)
22x9.6x 11 A% (&)

LYMHS-8

= of
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A Pair of Stirrups (Abumi)

Kuninaga (n.d.)

Japan, Azuchi-Momoyama Period (1573-1603)

Iron and lacquer

31.5x 13.8 x 25.6 cm (each)

BiE—8

EiES

HA » ZEHRILR (1573-1603 &)
31.5x 13.8 x 25.6 N7 (E1&)

LYMHS-10

Bu, Bun, and Bushido: Japanese Horsemanship
and the Art of the Stirrup

Rachel Parikh

Revered for their grace, strength, intelligence, and
resolute spirit, horses have played an innate role in Japanese
culture for centuries, from religious practices to warfare. The
earliest visual evidence of their use on the battlefield comes in
the form of terracotta funerary objects known as haniwa that
were produced during the Kofun period (3rd to 6th centuries
CE). These figures are typically shown with harnesses, saddles,
as well as stirrups, and were often accompanied by armoured
men (Barbier-Mueller, 2011, p. 79). However, it is not until
about two hundred years later, during the Heian period (785-
1185), that the idea of the Japanese warhorse truly emerges.
During this time, Japan was under a power struggle between
two military clans, the Minamoto and the Taira. They would
engage in ritualised forms of warfare in which the horse
played an essential part, as it would commonly include duels
between mounted archers “issuing challenges before charging
each other, shooting their arrows, then wheeling their horses
and returning to their lines” (Barbier-Mueller, 2011, p. 79).
It was only after these initial confrontations that the armies
would engage one another on foot, wielding swords and staff
weapons. During these skirmishes, infantry would try to
prevent the unhorsing of mounted samurai, while retainers
would assist if they did.

Despite changes to military practices, such as an increase
in utilising mass infantry, and other factors, including Japan'’s
difficult terrain, from treacherous mountain ranges, to areas
that had been cultivated for centuries, horses continued to

play the dominant role in combat. The 12th to the first quarter
of the 17th century was a markedly brutal time for Japan.
During the Muromachi period (1392-1573), political and social
upheaval resulted in warring provinces; incessant rivalries
between the daimyo (warlords) and the ruling shogunate; and a
rise in bandits. The political instability and continuous conflict
culminated in the Onin War (1467-1477), which resulted in
the Collapse of the ruling shogunate and the destruction of
Kyoto. Japan then plummeted into over a century of warfare,
known as the Sengoku Jidai, or “The Age of the Country at
War” (1467-1615). One can see, based on the dates, that
the Sengoku period largely overlapped with the Muromachi
period.

Most combat during the Muromachi and Sengoku
periods was carried out by cavalry. This elite team, made up
of lords; nobles; and high-ranking samurai, and whose lofty
status granted them access and ownership of horses, would be
used as shock troops, carrying out sudden assaults and charges
that not only placed the army at a great advantage, but also
often resulted in decisive victories. Cavalry used tachi, a saber-
like sword, and/or a yumi (bow), which was considered the
principal weapon. Kyitba-no-michi, or “the way of the horse and
the bow”, was a highly revered military practice amongst the
samural, which was later formalised into their code of idealised
behaviour, known as bushido (way of the warrior), during the

Edo period (1615-1868).

1

Stirrup (Wa Abumi)

Japan, Wada, Nara Prefecture

c. 5th century

Iron

Height 26.7 cm x Weight 20.6 cm

Gift of Bashford Dean, by exchange, 1906
The Metropolitan Museum of Art (06.310.21)
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In action, the mounted warriors would stand up in their
saddle to either slash or cut down with their tachi, or take aim
and fire with their yum:. The Japanese abumi, or stirrup, with
its distinct comma- or swan-shape was critical in facilitating
this. Before discussing the Japanese stirrup as it is known
today, its technical evolution deserves mention. Abumi have
been in use since the 5th century. Its earliest form, known as
wa abumi, is believed to have originated from China or Korea
and consisted of a simple, flat-bottom iron ring that is similar
to the European stirrup (fig. 1).

This was then replaced by tvubo abumi, a cup-shaped
iron stirrup that enclosed the front half of the rider’s foot.
During the Nara period (710-794), the stirrup was further
modified to include a small extension that provided some
support to the soles of the rider’s feet, and was known as
hanshita abumi. This style remained popular until the Heian
period (785-1185), when the Japanese stirrup evolved into its
last and most recognised form, known as vhitanaga abumi, or
“military stirrup”. With this solid iron form, the front of the
stirrup curves up and backward, creating a deep toe cap that
protects the front of the foot and prevents it from slipping too
far forward. This portion of the abumi also brings the buckle
or loop for the leather strap that secures it to the horse over
the instep, allowing one to achieve the correct balance when
standing up. The footbed was extended to full-length and
made flatter to provide greater stability and support. Finally,
if a rider was unhorsed, the now open sides of the toe cap
prevented his feet from getting caught in the stirrups and being
dragged. Abumi were hung from the saddle by a double strap
that was passed through the sidebars of the kura, or saddletree
(fig. 2).

Due to the heft of the solid iron stirrups, saddles were
often outfitted with aori, padded saddle flaps that provided
some protective buffer for the horse.

The peaceful Edo period (1615-1868) brought about
notable changes to the samurais’ position within Japanese
society. While they initially rose to power due to their military
prowess, they maintained their elevated positions through
political, financial, and cultural acumen. They were expected
to hold administrative positions within their government. In
addition, and in contrast to the brutality of their profession,
they also became highly cultivated individuals, practicing and
supporting the arts, such as calligraphy and painting.

The production of samurai arms and armour, including
equestrian equipment, adapted to these changes. While
these objects continued to be made to withstand the
rigours of warfare, there was a great emphasis on elaborate
ornamentation, making them aesthetically beautiful for
ceremonial purposes and public display. They not only
reflected the samurai’s feudal past and role as warriors, but also
symbolised their lofty positions as statesmen. During the Edo
period, only feudal lords, the shogun’s guards, and samurai of
middle or high rank were permitted to own horses, and their
riding equipment was appropriately decorated to signify their
social position and noble image. Shitanaga abumi, for example,
were thus ornamented with intricate familial (heraldic crests
known as mon), auspicious, authoritative, and literary motifs.
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Saddle

Japan

c. 1700

Wood, lacquer, gold, leather, iron, textile and silk
Various dimensions

Rogers Fund, 1932

The Metropolitan Museum of Art (32.163.1a-r)
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The Liang Yi Museum houses three exquisite examples
of Edo-period vhitanaga abum:. They collectively represent a
specific shape known as hato mune (or “pigeon breast”), which
refers to the moulded shape of the toe cap that resembles the
puffed chest of a male pigeon. Moreover, their elaborate silver
ornamentation highlights the popular decorative techniques
of nunome-zogan (overlay) and honzogan (inlay). The first pair
(fig. 3) features a cherry blossom pattern executed by Shokuro
Yoshinori (fl. ca. 1650-1675).

He is regarded as a master of honzogan, having been
part of the large Koichi family school. His abumi are not only
known for the cherry blossom pattern, but also, as seen here,
the distinct footbed featuring cherry blossoms and irregular-
shaped flakes of mother-of-pearl reserved on a red lacquer
ground. The second (fig. 4) pair is embellished with a large
crane with outstretched wings amongst swirling clouds.

It is signed by the artist Masahide, whose name is
affiliated with other types of iron and metal work, particularly
toubas (sword guards). What is interesting about these stirrups
is that, instead of being the usual solid iron, they only have
an iron frame with a red lacquered wood base. This distinct
feature would have rendered the stirrups impractical for use.
Instead, they would have been used for ceremonial purposes,
put on display, or given as a gift. In fact, vhitanaga abumi were
Javourite gifts amongot the datmyo (Barbier-Mueller, 2011, p. 84).
The third (fig. 5) pair’s entire surface is ornamented by an
unknown artist, with scrolling leaves, vines, and flowers on the
outside, and medallions of different patterns, such as waves, on
the footbed.

What is so awe-inspiring and profound is the attention
to detail executed for all three pairs of stirrups. No surface is
spared, including the bottom, which, if the stirrups were worn
during ceremonial processions or official events, would not
have been readily apparent. And yet, the designs are treated
with such great care; there is no hierarchy when it comes to
where the design is placed on the vhitanaga abumi. This sort
of intimacy with the designs was truly shared by the master
artisan who executed it, and the owner who is represented
through it. While in many cases the stirrup owner’s identity
remains unknown, the intricate designs, in a sense, reveal
personal details about them, whether it be through the family
crest, or motifs that would have represented his rank or
individual personality and taste. And although these objects
typically invoke notions of war and violence, these beautiful
designs provide a human aspect to them; that somebody
owned, used, or cherished them as prestigious symbols.

What is also particularly intriguing about these decorated
stirrups, and Edo-period samurai arms and armour in general,
is the paradoxical nature of their characteristics. Their solid,
utilitarian structures are juxtaposed with delicate designs; the
traditions of beauty and craftsmanship are juxtaposed with the
traditions of warfare and conflict. They also strike a delicate
balance between several dualistic natures, that of functional
military gear and coveted symbols of status and power;
the importance of horsemanship in active combat, and the
importance of horsemanship in warrior philosophy (bushido);
as well as a few that they share with Japan’s great warriors,
particularly the relationship between bu and bun, or the arts of
war (bu) and of culture (bun). The abumi and its development,
from a simple ring to a distinct and iconic design, symbolises
the evolving position of samurai arms and armour in Japanese
society, culture, and craftsmanship, which beautifully parallels
the samurais’ own societal and political transitions through

time.

3

Abumi (Stirrups)

Shokoru Yoshinori (fl. c. 1650-1675)
Japan

Edo period (1615-1868)

Iron, lacquer, silver and mother-of-pearl
24.0 x 29.5 x 13.5 cm (each)

Liang Yi Museum (LYMHS - lab)
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R YER  (LYMHS - lab)

Rachel Parikh (s curator, scholar, and author of South Asian and
Islamic art.
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Abumi (Stirrups)

Masahide

Japan, Edo period (1615-1868)
Iron, silver, and lacquer

28.5 x 24.5 x 13.5 cm (each)

Liang Yi Museum (LYMHS - 3ab)
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Abumi (Stirrups)

Unknown artist

Japan

Edo period

Iron and silver

26.5 x 25 x 13 cm (each)

Liang Yi Museum (LYMHS - 2ab)
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Toxic Tastes: The Art of Smoking

Frank Feltens

Smoking is an art, at least in Japan. The culture
of creating elaborate accoutrements for this most unhealthy
of habits began almost as soon as tobacco and smoking were
introduced to the country. Liang Yi Museum’s extensive
collection of pipes and other items that aestheticise the
consumption of tobacco and elevated it to an expression of
taste, time, and money is a testament to the art of smoking
in Japan. The lavish maki-e lacquer décor of a Meiji-era
tobacco tray (tabakobon) in the Museum’s collection speaks of
the devotion and continuity among Japanese consumers and
artists that turned the use of tobacco into an elaborate form of

recreation and inspiration (figs. 1 and 2 — tobacco tray).

But the tray holds a twist that embodies the association
of smoking and writing —both pensive pastimes —in traditional
Japan. The tray is a writer’s tool in disguise, with brushes
concealed as pipe stems, a quirky yet elegant pun on two
customs of leisure that often find themselves connected.

Ironically the aestheticisation of smoking obscures its
undeniably toxic nature. Instead, the tray declares that the
consumption was as much a celebration as an expression of
status. The tray reminds us that time was and is a luxury. As
today’s Japan becomes increasingly —if reluctantly —aware of
the devastating health effects induced by actively and passively

inhaling tobacco smoke, it is a good moment to step back and

1-2

Tabakobon-Shaped Yatate

Koma Kansai

Japan, Meiji period (1868-1912)

Maki-e lacquer over wood and silver
Height 11.5 x Width 10.5 x Length 8.6 cm
Liang Y1 Museum (LYMY-241)
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Southern Barbarians in Japan

Japan, 17th century

Ink, colour and gold on paper

Height 1563 x Width 221cm

Freer Gallery of Art Collection

Purchase — Charles Lang Freer Endowment (F1965.22-23).

reflect on the history of tobacco use on the archipelago.

Tobacco originated in Central and South America,
where the burning of dried tobacco and inhaling the smoke had
been a custom since at least the second century BCE (Nagano
1996, p. 6). From there, in the late 15th century, Christopher
Columbus is said to have brought back to Europe tobacco
leaves that quickly gained traction as a coveted stimulant
and elite diversion. Among the global network of trade,
colonialism, and oppression, tobacco consumption arrived in
Japan with Portuguese traders around the late 16th century.
Contemporaneous records give various accounts on the
exact timing, but scholars agree that the period between the
1570s and 1610s is the most likely window when smoking
was adopted and began to proliferate (Nagano, 1996, p. 6).
During the first fifty years or so after its arrival, tobacco was
associated with Portuguese traders, whose unusual outfits
and unfamiliar habits provided the Japanese with subjects of
ridicule and admiration alike.

Smoking, just like the balloon trousers and strange textile
patterns of the Portuguese, offered templates of taste that often
fused seamlessly with the cutting-edge of urban fashion at the
time, it did not take long for the habit to take literal roots in
Japan —the first tobacco plants were cultivated in the first
decade of the 17th century. Those efforts formed the basis
of a domestic tobacco agriculture and cottage industry that
gave rise to home-grown accoutrements of consumption. The
habit and affect of smoking proved addictive enough that a
string of legislations trying to ban smoking between 1616 and
1624 proved so ineffective that they were dropped soon after
(Tobacco and Salt Museum, 2010, p. 29). In cities and towns
made largely of wood and paper, smoking was a fire hazard
where an unattended pipe or brazier could incinerate entire
neighbourhoods. Laws of the mid-17th century first banning
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then permitting smoking in private homes and designated
premises inside Edo Castle reflect both official fears and
succumbence to public pressure.

Throughout the Edo period (1603-1868) smokers
were everywhere. Paintings, prints, and other depictions of
contemporary life from the 17th into the 19th centuries are
replete with people smoking pipes, carrying pipes, selling
pipes, and otherwise engaging in the sale and consumption of
tobacco and tools for smoking. The pipes (kiseru) used were
a science onto themselves. About a dozen basic shapes were
produced throughout the Edo-period and into the Meiji-era
(Nagano, 1996, p. 82). Liang Yi Museum’s collection ranges
from the slender kobone shape to the stubby natamame form.

The basic construction of a traditional Japanese
tobacco pipe is split into three detachable sections. The
stem, or vuckuchi (literally “mouth for inhaling”), in silver or
some other metal, was followed by a tube, or rau, made of
bamboo, antlers, bone, or other materials. The stummel —
composed of the bowl and shank —is called gankubi, or “goose’s
head.” The gankubi is also made of metal and the bowl —
called hizara (“fire plate”) —holds the kind of finely cut tobacco
that was customary in Edo-period Japan. The variety and
intricacy of pipes and tobacco trays illustrates how important
and pervasive the custom of smoking was between the Edo-
period and the Meiji-era—two periods when traditional aspects
intersected with new imports.

The visual culture of the Edo-period and the Meiji-
era afterwards showcase the different facets of tobacco
consumption. Smoking was both a habit and a trope. For
example, an 18th-century print by Suzuki Harunobu (1724-
1770) shows a sex worker holding a pipe that she lit using a
tobacco tray that is not unlike the one in Liang Yi Museum’s
collection.

4
Indoor Occupations

Japan, 15668-1615

Ink, colour and gold on paper

Height 58.9 x Width 232.7cm

Freer Gallery of Art Collection

Gift of Charles Lang Freer (F1903.208)

5

Rau-Kiseru, Pipe with red lacquer stem, decorated in family emblem, bowl
and mouthpiece are silver and cloisonné

Japan, mid-Edo period

Lacquer, silver and clowonné

Length 42.3cm

Liang Yi Museum (LYMP-040)
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Nobe-Kiseru, Pipe with pattern of DoJoji story (Anchin & Kiyohime)
Gyokyoken Katunori

Japan, Meiji period (1868-1912)

Silver, vhibuichi, gold and vhakudo

Length 26cm

Liang Yi Museum (LYMP-012)
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Her smoke emanates upwards forming the words of
the print’s inscription, as if the woman’s thoughts materialise
through the puffing of her pipe.

The trope of tobacco smoke manifesting as words or
thoughts is used in other works as well and highlights how
smoking was an idle pastime more often than not performed
quietly, its intoxicating effect perhaps inducing the lofty
daze that is manifest in many such works, just like the art of
writing. Smoking, like writing, evoked allure and intimacy.

7

Beauties of the Yoshiwara: Ayasato

Japan, 1615-1868

Ink and colour on paper

Height 21.3 x Width 14.7 cm

Freer Gallery of Art Collection

Gift of the family of Eugene and Agnes E. Meyer (F1974.48)
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The joining of pipes to share a lit fire is another visual
trope that carried connotations of love and comradery, not
unlike issuing a poem that the recipient responds to.

Similar connotations of leisure, companionship, and
eroticism continued to be linked with tobacco smoking well
into the Meiji-era. Around the time when Liang Yi Museum’s
tobacco tray was made, the artist Tomioka Eisen (1864-
1905) conjured the image of a young woman underneath a
blanket with a pipe in front and a tobacco tray next to her.

The picture likely captures a night-time scene or
afternoon rest, though the woman’s thoughts seem to wander
elsewhere. Unlike in the image by Harunobu a hundred years
earlier, the smoke of her pipe does not rise up to make visible
her thoughts, we are left guessing instead. She wears two
rings, one on each hand, as if to alert us to a promise whose
weight lies heavy on her mind. Where is the person who gave
her these rings? The pipe and tobacco tray here take on the
role as ampliﬁers of thought and reminders of the restlessness
of our minds even —or especially —during idle hours.

The Museum’s tobacco tray-turned-writing box is
another such reminder, where tradition of carefully crafted
lacquer culminates in an object of contemplation and use
during times of self-indulgence. In Japanese imagery, the
posture and moments of smoking are often likened to the act
of writing. The leisurely posture of a person smoking, reclining
on an armrest or underneath a blanket, is the same as the age-
old image of a poet or writer gazing into the distance as they
ponder a thought.

The same linkage of smoking and writing occurs
in the Meiji-era tobacco tray that doubles as a tool for
calligraphy. The tray is fully functional, with a drawer for ash,
a brazier to hold fire, and two sets of hooks for pipes to rest.
Yet the pipe stems conceal brushes that are ready to be used
whenever inspiration strikes, bridging the two diversions in
one object.

In this way, the art of smoking and its tools in Liang
Yi Museum also serve as reminders of the fluid boundaries
between the different traditional arts in Japan—lacquer,
painting, woodwork, prints, and so on—where distinctions
between genres, themes, and materials were not as clear-cut
as modern art history proposes. Similarly, the connections
between tobacco as an unhealthy if popular stimulant and its
use for expressing wealth, refinement, and simply free
time permeate Japanese arts from the 17th well into the
19th centuries. Just as in the works of Harunobu, Hokusai,
and Eisei, where smoking evokes lofty thoughts and
introspection, capturing those thoughts in writing offered
the ultimate goal, reminding us in our busy lives that creativity
requires time and quiet to be at its best.

Frank Feltens (s Curator of Japanese Art at the Smithsonianss
National Museum of Asian Art in Washington, D.C.
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shi Hakubutsukan, 1996.

Tobacco and Salt Museum, ed., Zobacco ¢5 Salt Museum, Tokyo:
Tobacco & Salt Museum, 2010.
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8

Woman Holding a Tobacco Pipe
Katsushika Hokusai (1760-1849 )
Japan, 1814-1815

Ink and colour on silk

Height 71.9 x Width 26.9cm

Freer Gallery of Art Collection

Gift of Charles Lang Freer (F1898.107)

FRHESNLE
BHfIbE (1760-1849 4E)
H7 1814 -1815 £
BAKE
2719 x E 26.9 A%
FE R B =T AR
EFET . B - 3 FEIEE (F1898.107)

REBMEEFANEEERXE TR BIEK
i  HHAAERNEHHAREZERS  BEAXRN
HR F—#HATEEBHEN 17 LY AEEXE
EEXENMREFIXxEETER EBETEESH
MEERE - IRE2WHS A LB BIEEHABA
1616 E 1624 FEBEH —RINB L EHBEERE
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(EEHEBYE > 2010 F 0 H29) - MESRKE
EHAEBKBEENBRES  REXE—EBAXKER
BAEBENEERIANRATEREGEREEALRERE - 17 11
CHFERRERMAGFERIFBAEESRER
EEORBLEIALTF RMTEAHERAXNEE
EBEx&MERRERES -
EEEIFRFR (1603-1868 F£) IRIEHBEE A
RefgE2 - MREUKEM—EH 17 F 9HILBEAR
AENHREELSRAMAER  BF LEEEN
EF#EHBEAEENESR BHANEE (kiseru) &5
meE—F2E RIFIHEAER RNWEERT%
BERMNEELR (KEBA  1996F » B 82) -
MEBEYERBOEERZREEBOTE L
(kobone) FZEMMEF (natamame) R~F o

10

Woman with pipe and tobacco tray

Tomioka Eisen (1864-1905)

Japan, late 19th century

Ink and colour on paper

Height 21.9 x Width 29.2 cm

National Museum of Asian Art Collection

Robert O. Muller Collection late 19th century (52003.8.2524)

AR

E MK (1864-1905 £ )

BA 0 19 ek

AR E

=219 x & 29.2 N7

S22 2R FE Bl L M BT ) AR I
Robert O. Muller 58 (S2003.8.2524)

130 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY

9

Amorous Couple

Okumura Masanobu (1686-1764)

Japan, early 18th Century

Monochrome woodblock print; ink and colour on paper
Height 26.4 x Width 35.6 cm

The Francis Lathrop Collection, Purchase by Frederick C.
Hewitt Fund, 1911 (JP683)

BREXZE

BNBUS (1686-1764 £ )

B - 18 T #)

BEAZRE ; KRR

B 264 x E 35.6 N9

AEBEEYER

Francis Lathrop 7 » 1911 4

FH Frederick C. Hewitt =& E (JP683)

EHEAEENEAGEEI A ZEATFDN
2 HRIEMESBEEBNERE (suikuchi ' kO)
HTF BA BBEXEMHANERNEF (rau
BF) MEBEMEMW [EE] (gankubi) E [ A ]
(hizara) o XKMFIRKREARAANBRNEIEE
EEREEINEEE S  REHET > KRBT RE
BEEIFEHABENEZRIT  BHTRERH
SIEEYRBIAT o

TEREREEZEMNEARANEEXERRTIRES
BENZEER REE—ETIE LE2—EBEW -
Flan > 18 HIACHWMRERIHEAEFRE (1724-1770 ) B
@R TEET —R2REUIENLXEFHEE
WHEA—HEMEREEYEBRQEUNEER R
fEE o

11

Woman smoking and reading

Japan, 1615-1868

Full colour on silk

Height 30.3 x Width 67 cm

Freer Gallery of Art Collection

Gift of Charles Lang Freer (F1903.135a-c)

BEERZANFOBAL  LAREEFLEHX
FoHHRTENBREEREESINEEMSEL -
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BARE
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FF =M AR

Charles Lang Freer 8B (F1903.135a-c)
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126

Pipe

Japan, Edo period (1603-1868)
Lacquer, silver and cloisonné enamel

Length 42.3 cm

EE

BAE  SIERHER (1603-1868 4F)
2 SRFIIEHREANE

R 42.3 N5

LYMP-040
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127

Pipe
Japan, Edo period (1603-1868)
Silver, bamboo and antlers

Length 21.3 cm

EE

BA  STERE (1603-1868 £F)
iR~ TTHIEEA

R 213050

LYMP-078

128

Pipe

Gyokyoken Katunori (n.d.)
Japan, Meiji period (1868-1912)
Silver, shibuichi, gold and vhakudo
Length 26 cm

EE

EIGEF B5R

BHA  BaRER (1868-1912 )
iR~ U — ~ IR

R 26 N5

LYMP-012

129

Pipe
Japan, Meiji period (1868-1912)
Ceramic

Length 13.8 cm
EE
HA - BRRER (1868-1912 )

fg&
R 13.8 "%

LYMP-102

10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY

133



130

Set of Five Coloured Glass Pipes
Japan, Meiji period (1868-1912)
Glass

Length 20 cm

AEHBEE—HE

BHA - BERRER (1868-1912 £F)
FEIFE

K20 A%

LYMP-143-147
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Yatate

Japan, End of Edo/Early Meiji (19th century)
Copper, shakudo and gold

Length 14 cm

&3L
BA  SIEERREZRROE (Hh)
87~ FREAFNE
R 14 1%

=)

LYMY-125

YATATE

132

Yatate

Japan, Meiji period (1868-1912)
Maki-e¢ lacquer over wood and ivory

Length 20.5 cm

X3L
HA » BEARFER (1868-1912 £F)
ABREHGTIRAF
K205 N7

LYMY-242
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133
Yatate
Ogawa

Shomin (1847-1891)

Japan, Meiji period (1868-1912)
Wood, lacquer and silver
21.56x2.8 cm

K3L

IR (1847-1891 £F)

HA > BBRKFHEE (1868-1912 £F)
N~ ORFIER
21.56x 2.8 A%

LYMY-

134
Yatate
Japan,

029

Meiji period (1868-1912)

Maki-¢ lacquer over wood, mother-of-pearl, ivory and metal

10.8x4.5x 3 cm

KL
=Py

BESRIFER (1868-1912 4E)

NEREE - %R > KTFNESE
10.8x4.5x3 N5

LYMY-207

138
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135

Yatate

Kansai (n.d.)

Japan, Meiji period (1868-1912)
Maki-e lacquer over wood and silver

8.6x11.6x10.56 cm

KiL

Bk

BHA » BRRHER (1868-1912 £F)
ABRFFE@iR

8.6x11.5x10.5 A%

LYMY-241
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MAKI-E
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A set of Writing Desk (Bundai) and Writing box (Suzuribako)
Japan, 19th century

Maki-e lacquer over wood and silver

Writing desk : 44 x 67.2 x 37.6cm

Writing box : 5.5 x 24.5 x 27.5 cm

XEMEE—E

HA > +AttHe
ABREHGFIR

Z8F . 44x 67.2 x 37.5 ND
RFE 5.5 x24.5x27.56 N7

LYMA-089
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Tiered Box (Jabako)

Kajikawa Bunryiisai (1751-1817)
Japan, 19th century

Maki-¢ lacquer over wood

18.9 x 20.3 x 26.7 cm

£y

R)IXBER (1751-1817 £F)
HA » +AttHe

PN

18.9 x 20.3 x 26.7 N7

LYMA-090
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138
Shelf for Cosmetic Boxes (Kurodana)
Japan, 19 century

Maki-e lacquer over wood
90.5 x 44.5 x 89.5 cm

21

HA > +Att#e
PN

90.5 x 44.5 x 89.5 N5

LYMA-092
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Shelf for Cosmetic Boxes (Kurodana)
Japan, 19th century

Maki-e lacquer over wood

80.5x40.2 x 102 cm

21

HA » +Attfe
NEREHG

80.5x40.2 x 102 A%

LYMA-093

140
Storage Trunk (Vagamochi)
Japan, Edo Period (1603-1868)

Maki-e lacquer over wood

35x 64.5 x 46 cm

Ri

BHA  STERHA (1603-1868 £F)
PN

35x 64.5x 46 N5

LYMA-104
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ANDO VASES
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Vase

Ando Jubei (1876-1953)

Japan, Meiji period (1868-1912)
Cloisonné enamel

18.8 x 25 cm

1Ei#R

THEELR (1876-1953 £F)
BHA » BRRHER (1868-1912 £F)
S ERRIEHREAES

18.8 x 25 NG

LYMA-103
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143

Vase

Ando Cloisonné Company
Japan, c. 1920

Cloisonné enamel

31 x 13.3 cm

1tih

Tt EE

HA - #1920 &
31 x 13.3 D%

LYMA-107
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Vase

Ando Jubei (1876-1953)

Japan, Meiji period (1868-1912)
Cloisonné enamel

24 x 13 cm

1E#h
TEEELIR (1876-1953 £F)
HA » BRRFER (1868-1912 £F)
EEBIRIBHIEER
24 x 13 N5

LYMA-131

144

Vase

Ando Jubei (1876-1953)
Japan, Showa period (1926-89)
Cloisonné enamel

16 x 15.5 cm

1Ei#R

LTREELR (1876-1953 )
HA » BFIRER (1926-89 £F)
B RRIEHREANE

16 x 15.5 N5

LYMA-033
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Vase

Ando Jubei (1876-1953)

Japan, Showa period (1926-89)
Cloisonné enamel

17 x 23 cm

1EiR
TREELR (1876-1953 4F)
BHA > BRE (1926-89 £F)
SBRRIEHEEED
17 x 23 N5

LYMA-035
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A Set of Combs (Kushi)

Japan, 18th century

Maki-e lacquer over wood and gold

& K

Dimensions vary

i—H

BHA >+
P NG
ZERY

=1
—

LYMC-232

COMBS

147 :
Hairpin (Kanzashi) |

Japan, 20th century ; | -~

Silver and tortoiseshell a" ﬁ =

12.6cm JT
LI

3 . .!i‘

B4« —HE T

RIS
12.6 N5

LYMC-099

| 148
Hairpin (Kanzashi)
Japan, 19th century
Tortoiseshell, lacquer and
mother-of-pearl

156.6cm

E3

BA  +AitHT
I8 - RMER
15.5 4353

LYMC-2943
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A Set of Makeup Tools and Hairpin (Kanzashi)
Japan, Edo period (1603-1868)

Silk, copper, silver and lacquer

164x74%x4.3 cm

tiER

HA  STERHER (1603-1868 £F)
i - 3R~ SRR

164 x7.4x4.3 N5

A-196
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A Set of Trousseau

Japan, Edo period (1603-1868)

Maki-¢ over wood, ivory, lacquer, inkstone and metal
Dimensions vary

BigE R

BA  JIFKHA (1603-1868 4F)
REREHE - R~ 5 - IRENEE
LR

LYMC-M-44
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I8 N TS S

IMPERIAL POUCHES
FROM THE OTANI COLLECTION
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Pipe Case with Tobacco Pouch (Zabako-ire)
Japan, 20th century

Textile

Pipe case : 0.8 x 21.4 x 24.4 cm

Tobacco pouch: 1.6 x 10 x 7.4 cm

R REEEE

HA » Z1it#e

R

EEE . 08x214 x 244 N5
EEE 1.6x 10x 74 A5

LYMV-JP-565
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Cosmetic Cases 1 ¥ 4 Cosmetic Case
Japan, 20th century i - ¥ ' Bt - ] Japan, 20th century %
Textile - : o '-::__ } =t te Textile - . J
2 x 8.3 x 10.5 cm (Left) ) fper L E ] frr =T 1.6x184x9 cm tk
2.1 x 8.5 x 10.7cm (Right) i F : - Afl h i - )
; foiss . 18
fL ik ss— R 5 B o o oot g g e e g s
B e R Tl e p@E e T e
bk T R . Aiemeae }.55A8:4 3 SN, 2 L n BT SE g an b : i i )
2 X 8.31% 1l ZSAAUCEr =k s O £t : PP S AT £
2.1 x 85107 G0 Gihartt = R 0 Ry Ay N LYMV-JP-32 - T R gt i
LY VUL TP 647 v g im0
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Cosmetic Case with Mirror
Japan, 20th century

Textile, metal and tortoiseshell
2x15.7x8.2 cm

bix s

BHA » Z+itHe
Wi B
2x15.7 x8.2 N7

LYMV-JP-28

153

Pipe Case with Tobacco Pouch (Zabako-ire)
Japan, 20th century

Textile and metal

Pipe case : 0.3 x 25 x4 cm
Tobacco pouch : 6.6 x 22.4 x 13 cm

BEREEEE

BHA » Z+itie
WhiRmiSE

@%E :0.3x 25 x4 NN
EELS: 6.6x224x 13 N

LYMV-JP-56
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Famous Restaurants from the Eastern Capital (76to komei kaiseki tsukishi)
/ Utagawa Kunisada (1786-1865)

Japan, 1853

'-H' Ink and colour on paper
25.2 x 36.5 cm
A
[0a]

RS2 ERFE

FEE (1786-1865 £F)
= HA » 1853 &£

HRERA

25.2 x 36.5 N5

LYMA-065

UKIYO-E

160 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY 10 YEARS OF LIANG YI MUSEUM: AUTHENTICITY; RARITY; BEAUTY 161



167

Samurai Calligrapher - Twelve Months of Geographical Names (Chimei Juni ka Getsu no Uehi)

Kunichika Toyohara (1835-1900)
Japan, c. 1890
Ink and colour on paper

23.5x 35.5 cm

W +ZsrBA2A=ZA ELFHEE NE=EB
EBREERE (1835-1900 £F)

HA > #9 1890 &

REARA

23.5x 35.56 N9

LYMA-078
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Mirror of Historical Eras (Jidai Kagami)
Toyohara Chikanobu (1838-1912)

Japan, 1897

Ink and colour on paper

37.56x25.5 cm

BF 2 85

HMEE (1838-1912 &)
HA » 1897 &£

RERA

37.5x25.5 N9

LYMA-066
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A Copperplate Print of a Yatate and Kiseru Shop
Ryusendo (Publisher)

Japan, Meiji period (1868-1912)

Ink and colour on paper

8.3x7.8cm

BB ERAMRE

BERE (R

HA  BRRFER (1868-1912 4F)
HREEA

8.3x7.8 N7

LYMA-077
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