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Foreword

Is there anything more deeply personal yet widely representative of a society than female beauty? In today’s
political environment, the very idea that women should be told what to wear, or how to style their hair, would be
frowned upon. But for most of history, that was exactly the case. Women - seen first and foremost as someone'’s
wife, mother, daughter or sister before being seen as a person in her own right - were given stipulations on how to
present themselves, whether this was through specific edicts, or accepted social mores that were no less binding.

In Crowning Glory: The Beauty of Ladies’” Ornaments from Asia and Europe, the first part of the exhibition looks at
how this was doubly the case in traditionally Confucian societies such as China and Japan. With low literacy rates,
minimal property rights, and a limited voice in affairs outside the domestic sphere, women - especially those in
higher social strata - were seen mostly as ornaments, and were accordingly accessorised. Societal norms and beliefs
were manifested through in the items deemed acceptable for women to adorn themselves with. Even hairstyles
were not immune, and were visual markers of the female hierarchy: in 16th century Japan, for example, working-
class women had their hair tied up near the waist; upper-class women had hair longer than their kimonos; while
courtesans wore their hair in a top-knot. By the Edo period, however, the top knot was popular with women of all
classes, and the aristocrats distinguished their top knots from more plebian ones by inserting elaborate hair combs
and pins into theirs.

But if feminine beauty standards are a mirror of social norms, what happens when society is confronted with
major upheavals such as war, revolution, or foreign invasion? This is what the second part of Crowning Glory looks
at: in the late 1800s, China found itself infiltrated by foreign influences, whether through the dire results of the
Opium Wars or development of port cities such as Shanghai and Tianjin; while Japan - under Emperor Meiji -
encouraged its citizens to adapt to a Western lifestyle, even shunning the traditional samurai swords for guns.

Kimonos and ¢ipaos gave way to European dress; women discovered that elaborate hairpins and combs
no longer suited this newfound modernity; and in China, elaborate marriage dowries (with their exquisite
accompanying objects destined for the boudoir, such as mirror stands, garment chests, and even six-poster beds)
faded in significance. Women fell into two camps: the traditional ones holding fast onto their old styles of dressing
and thinking; and the modern ones, rushing headlong into their new, Western-influenced lifestyles, reﬂecting the
larger chasm between traditionalists and modernisers in wider society.

However, it is worth keeping in mind that culture and fashions are never a one-way street: just as the women
of China and Japan modelled themselves on their European counterparts (at least in terms of attire) as a sign
of modernity; European designers were also incorporating Chinoiserie and Japonism into their arsenal of ideas.
And that is where the last part of this exhibition takes us: to the 1920s and 1930s European world of vanity cases
for aristocratic European women, who were finally leaving their cocooned salons and putting on their armour
(makeup) in very public spheres such as jazz clubs and restaurants. And how were they carrying all these symbols
of progress? Why, in the chicest accessory at the time of course: a minaudiére by Van Cleef or a Cartier nécessaire,
adorned with jade, onyx and coral, and festooned with interpretations of “Asian” motifs such as dragons, landscapes,
clouds, or even Buddhas.

We hope that this exhibit will be beautiful and dazzling but more importantly, we hope that it will encourage
our viewers to examine more closely how the most seemingly trivial trimmings could be a magnifier of social issues
of much higher importance.

Lynn Fung
Director

Liang Y1 Museum
September, 2019
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Introduction

Clothing and accessories: for nearly all of human
history, they have been a mirror of aesthetic and cultural
progression. When socio-economic reality shifts, so do
they: perhaps best encapsulated by the hemline index, a
theory presented by economist George Taylor (1901-72)
in 1926 (when stock prices rise, so do women’s hemlines).
One could even argue that the pursuit of beauty lies in the
very root of human nature and civilisation. Our autumn
2019 exhibition Crowning Glory: The Beauty of Ladies’
Ornaments from Asia and Europe explores specifically the
evolution of women’s clothing and accessories from
the late imperial era in China and Japan to the early
modern period, characterised by the shift in clothing
especially among the urban dwellers in large cities such
as Shanghai and Tokyo. Through looking at the material
culture, we examine the fast-changing attitudes of that

specific era, as both Japan and China were confronted
by the influences of the West.

Fig. 1

A Beauty at Leisure: Watching
Snow Beside a Brazier
Anonymous

China, Qing dynasty

Provided by the Palace Museum
(Photographer: Liu Zhigang)
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Both Chinese and Japanese societies are deeply
rooted in Confucian beliefs. Men provided the core
of the family; and the rights of women were limited to
being subordinates, or at best, satellites, to men - their
wives, mothers, sisters, daughters or granddaughters.
Marriages were often arranged and women had little
or no economic independence; literacy rate was
low among women and they were seldom invited to
participate in public affairs. Even though rights greatly
varied between social classes, with aristocratic women

generally receiving more education and perhaps a tad
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Fig. 2

A Beauty at Leisure: Distant
Thoughts among Antiquities
Anonymous

China, Qing dynasty

Provided by the Palace Museum
(photographer: Liu Zhigang)
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more social freedom, life would still be described as
constricted for women of all social strata. Powerful
women such as Empress Wu (624-705) of Tang Dynasty
China and Empress Suiko (5564-628) of Asakusa Japan

were very much the exceptions, rather than the norm.

Crowning Glory starts in the 17th century, when
China and Japan were under the administrations of the
Qing dynasty (1644-1911) and the Edo period (1603—
1868) respectively. We start at a period when artefacts
remained distinctively “Chinese” and “Japanese”; as
modern Western values had_yet to become viable cultural
options. The Qing dynasty in China as well as the Edo
to Meiji period Japan were bridges that connected the
historical to the modern era of each country. Women of
both cultures during this time period wore traditional
clothing characterised by a loose fit that covered most
parts of the body. Chinese robes and Japanese kimonos
were the most common garments. Regardless of class,
women were mainly confined to the domestic sphere
and seldom left their houses.

Portraits of Beautiful Women

To orient the reader in this world, we start with a
series of paintings on silk panels titled Zwelve Beauties
at Leisure, reproduced with permission from the Palace
Museum in Beijing. The paintings were presented
to Prince Yinzhen in 1709 - who later succeeded the
imperial throne as Emperor Yongzheng (r. 1722-35)
of the Qing dynasty - to decorate his Deep Willows
Reading Hall in the Summer Palace. The series of
paintings belong to the genre of meiren hua (paintings



of refined beautiful ladies), and each painting (figs.
1-4) depicts a beautiful woman dressed in layers of
elaborate garments; adorned with fine jewellery and
hair ornaments within an enclosed setting filled with

carefully curated objects.

Each woman portrayed in the series is dressed in
Han Chinese attire, characterised by the v-collar of
the overdress; high collar of the robe and the overall
loose fitting. They wear luxurious jewellery such as
gold bracelets and kingfisher feather inlaid hairpins
surrounded by furniture appropriate in a woman’s
chamber like the rose chair and canopy bed. The
paintings offer an authentic visual documentation on
the fashion and hairstyles popular during the Qing

dynasty; as well as a glimpse into a lady’s chamber.

Fig. 3

A Beauty at Leisure: Watching
Magpies from a Couch
Anonymous

China, Qing dynasty

Provided by the Palace Museum
(Photographer: Hu Chui)
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The Japanese series Mirror of Historical Eras (Jidai
Kagami) (fig. 5) by YUshO Chikanobu (1838-1912),
on the other hand, is a series of woodblock prints
created in the 19th century. The series includes fifty
portraits of women from previous historical eras from
the Kenmu era in 1334 to the Meiji period (1868-1912),
highlighting the evolution of women’s makeup, clothing
and hair ornaments.

In contrast to Zwelve Beauties at Leisure, the women
depicted in the paintings of Mirror of Historical Eras
are from the past. Created in the late 19th century,
Chikanobu’s work is a documentation of history, and a
reminder to his contemporaries of the traditional beliefs
and values, which are being directly challenged by the
influx of Western ideas during the Meiji period.

Both TZiwelve Beauties at Leisure and Mirror of
Historical Eras present to the modern viewers the
ideal physical beauty of premodern China and Japan
in terms of makeup; hairstyle; clothing; and jewllery.
Traditional garments from both cultures, compared to
the Western models, are distinguished by their modest
nature. The wide and voluminous robe composed of
layers of undergarments inherently reveals the ideal of
modesty - an ideology often emphasised in Confucian
teachings - but in a sense is also democratic, as both
bodily weaknesses and admirable figures were equally

buried.

"Obey your father before marriage; your husband after
marriage; and your son after the death of your husband."
(The Book of Etiquette and Ceremonial)

Confucian Roots

Confucianism is one of the most important belief
systems in China. It laid out the foundations to a stable
society by defining the ideal behaviour of all parties
in a society based on ethics and moral responsibility.
Confucian values were highly regarded throughout the
history of China by the Han Chinese, and especially so
under the rule of the Manchurian Qing emperors. The
Qing imperial court actively promoted Confucianism to
solidify their legitimacy to the throne, and by doing so,

winning support from the Han Chinese scholar-elites.

For women, one important Confucian principle
was “three-fold obedience” (vancong): “Obey your
father before marriage; your husband after marriage;
and your son after the death of your husband”. The
strict social order and hierarchy in imperial China were
reflected in the separated spheres and roles of men and
women. In the design of an architectural building, for
exarnple, while men had the freedom to enter any major
space including the main hall; studios and chambers; a
woman was confined to her living quarter which was
at the rear of a house.

Confucianism was introduced to Japan from China
in the 3rd century via Korea. It remained an important
concept in Japanese society and became the most
important philosophy in the Tokugawa administration

Edo

particular, became the ruling doctrine of the Edo

during the period. Neo-Confucianism, in
government to maintain peace among the powerful
lords. Political, social and familial relationships were
strictly maintained by means of dress, language and
propriety. Like their Chinese counterparts, Japanese
women were subordinate to men. Greater Learning for
Women (Kaibara Ekken), a treatise which defined roles
for women (published in 1762) documents that “the

only qualities that befit a woman are gentle obedience,

chastity, mercy and quietness.”

The premodern era in China and Japan was
dominated by the values of Confucianism which exerts

CROWNING GLORY 7



its influence on every aspect of life. Under such a rigid
social structure, the limited freedom in selecting clothes
and accessories was, perhaps, an escape from the
normative social restrictions imposed by the Confucian
virtues which would soon be contested in the modern

era.

The Introduction of Western Values
The 19th

modernisation in China and Japan, primarily in the
political realm, which also filtered down to the field of
visual self-representation such as clothing, accessories

century saw a phase of active

and hairstyles‘ Western technology; lifestyle; language;
religion; and values were introduced to China and Japan
from the West. While China was resistant to Europeans
and their cultural influences, especially during the
Opium Wars (1839-60) and the Boxer Rebellion
(1899-1901), changes - some of which were no doubt in
part due to a growing influence of the Europeans - was
just around the corner. Empress Dowager Cixi (1835—
1908) of the late Qing dynasty eventually broke the
traditional Confucian segregation of men and women;
abolished the centuries-old custom of women foot
binding; and advocated modern education for women

during the 1910s.

Meanwhile, Japan had already endured almost two
centuries of isolationist policy (with few exceptions,
trade with China in the port of Nagasaki being one
of them), which only ended in 1853. Although there
was anti-Western resentment due to the unequal
trade treaties forced upon the country (similar to the
situation in China), by the turn of the 20th century,
Emperor Meiji (1852-1912) had started to encourage
his people to adapt to a Western lifestyle, and under
his rule, young girls were accepted into the Tokyo
Woman School (Tokyo Jyogakko) established by the
Meiji government in 1872. The introduction of modern
education for women signified a general improvement
in women’s social status. Such a change also altered
the traditional Oriental ways of life, and for women,
the notion of beauty, and clothing and accessories were
major visual signifiers of these changes.

Antiquated Tradition and New Fashion

During the early 20th century, generational change,
as well as yet more major shifts in the political situation,
resulted in an alteration in fashion - traditional Chinese
robes and Japanese kimonos gradually gave way to
Western clothing; elaborate hair accessories became
obsolete with modern clothing, hairstyles and lifestyles.

In China and Japan, women were broadly
categorised into one of two identities during the early
20th century - the traditional woman who followed the
Confucius model to serve her family as a good wife or
mother and persisted in wearing traditional costumes

that covered most parts of her body; and the modern

8 CROWNING GLORY

woman who embraced the idea of freedom as well as
the adaptation of a more Western lifestyle. The modern
woman participated in public life; and increasingly
challenged the Confucian ideal of male dominance and
the patriarchy.

The modern woman stirred up mixed feelings: on
the one hand, she was a direct threat to a society that was
rnostly still Confucian and patriarchal; on the other, she
also became a symbol of modernisation, representing
progress. She was depicted more routinely in modern
literature and art; on magazine covers and spreads
(fig. 6); and used in advertisements for commodities
such as cigarettes. The change in what was acceptable
as feminine beauty could be seen as another outlet of
changing social consciousness due to major upheavals
and events such as the May 4th Movement (1919)
in China that attempted to subvert the Confucian
patriarchal system; and the women’s suffrage
movement in Japan that began around the same time.
Women’s gradual rejection of their traditional gender
became evident through a notable change in personal
style. Mao and communism also played a major role,
as his proclamation that “women hold up half the sky”
allowed for women to take on roles and responsibilities

historically reserved for men.

Chinese women abandoned the robes and dresses
from the Qing dynasty and wore gipao - a transitional
garment between traditional robes and full Western
dress. Bearing a slight resemblance to Manchurian
clothing, the g¢ipao was originally a type of men’s
clothing. It was worn in the early 1920s, as the women'’s
emancipation movement reached its peak. Eventually,
the Clothing Regulations issued by the Nationalist
government in 1929 declared that the gipao was an
accepted type of formal dress for women.

Because modernity was firmly on the agenda of
both the Chinese and Japanese governments in the
early 20th century, the co-existence of Eastern and
Western cultures emerged. Western ideas and lifestyles
were worked into the traditional way of life, creating a
unique hybrid in the more sophisticated cities of China
and Japan; and bequeathing us with many artefacts
that reflect this moment of cross-cultural exchange.

The Exhibition - Crowning Glory: The Beauty of
Ladies’ Ornaments from Asia and Europe

While our previous exhibitions focussed largely on
scholars and the literati, who were mostly men, Crowning
Glory looks at the aesthetic preferences of Chinese and
Japanese women, and how their traditional preferences
evolved under Western influences. The exhibition
features 250 objects from the 17th to 20th century,
including everyday objects such as traditional Chinese
furniture associated with the boudoir; Japanese hair
ornaments and silver pieces; and textiles from both
cultures to explore the traditional and modern concepts



of feminine beauty. The objects on display provide
visual guidance to the traditional concept of feminine
beauty in the East; and the dilution and evolution of
that concept thanks to the introduction of Western
notions, morals and ideas. In addition to presenting
an extensive introduction to the traditional notion of
beauty in China and Japan and the reciprocal influences
between the East and the West, the exhibition also aims
to explore the major visual symbols of traditional China
and Japan.

Geographical location, climate, culture, history
and customs are some of the usual factors that shape
each society’s perception of beauty. The narrative of
the exhibition unfolds in three parts - the first section
provides a visual reference to the beauty standards
of traditional women with paintings and illustrations
from China and Japan. The second sees a display of
selected objects used and worn by traditional Chinese
and Japanese women from the 17th to 19th century
which include wooden objects and furniture; and
Japanese hair ornaments from the museum’s permanent
collection, as well as the following kind loans from local
collections - textiles from collector Chris Hall; kimonos
from collector Akemi Takahashi; and Chinese hair
ornaments from collector Peter Chu. The exhibition
also marks an exciting debut of the museum’s recent
acquisition of Japanese hair ornaments.

Cultural exchanges of ideas are never one-sided:
the West was equally attracted by the exotic cultures
of the East. Traders and missionaries based in the
“Paris of the Orient”, Shanghai, as well as the other
designated port cities of China, absorbed Chinese
fashions and introduced their versions of these trends
back to their home countries. The first wave of desire
for “Asian” goods began in the late 16th century. The
Dutch East India Company, founded in 1602, opened
up trade routes between Asia and Europe, and for two
centuries, the Western market imported extensive and
affordable Oriental goods. The company connected
the East and the West via trading and commerce,
contributing greatly to the popularity of Chinoiserie
and Japonism in the West. Though these movements
waxed and waned, they never varnished entirely from
the European imagination, all the way up to the 20th
century. It is also worth remembering that Guangzhou
in China and Nagasaki in Japan were, in the 18th
century, the only ports opened to Western traders.

The importation of Oriental goods such as textiles,
lacquerware, furniture and porcelains into European
and American markets allowed Westerners to learn
about Asian motifs and aesthetic principles from the
original source. The fascination with Orientalism
resulted in the creation of Chinese- and Japanese-
inspired arts. The terms “Chinoiserie” and “Japonism”
were coined between the 1830s to 1870s to refer to the
styles of art that reflect Chinese and Japanese elements.
Western designers were inspired not only by the motifs,

but also by decorative techniques such as mother-of-
pearl inlaying, enamelling and wood carving.

The popularisation of Chinoiserie and Japonism
among major FEuropean and American jewellers
led to the incorporation of exotic materials such as
coral, jade, and lapis lazuli. Themes such as pagodas,
pavilions, birds and flowers were frequently featured.
The last section of Crowning Glory showcases a selection

of European vanities from the museum’s permanent

collection, with a particular focus on objects influenced

by the East.

Stephanie Fong
Curator

Liang Y1 Museum
September, 2019

Fig. 4

A Beauty at Leisure: Wearing
a Fur-lined Coat, Looking in a
Mirror

Anonymous

China, Qing dynasty

Provided by the Palace Museum
(Photographer: Liu Zhigang)
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Jidai Kagami (Mirror of Historical Eras): Annex Page
YUsh Chikanobu; Publisher: Matsuki Heikichi, 1897
Collection of Liang Yi Museum
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Image courtesy Columbia University
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Adorning the Self: Feminine Enchantment and Social Changes
in the Life of the Modern Woman

Dr. Sandy Ng
Assistant professor of culture and theories, School of Design, Hong Kong Polytechnic University

Fig. 1
Garden in Spring, from Ladies’ Etiquette Pictures
YOsh( Chikanobu, c. 1893

Image courtesy Clark Art Institute

(g EE) 5
HIMNERE + 471893F
B AR RS ETR L

Modern concepts of feminine beauty are
sumptuously demonstrated in Crowning Glory: The
Beauty of Ladies’ Ornaments from Asia and Europe through
objects from China, Japan and Europe, all meticulously
selected with designs that embody traditional notions of
feminine charm alongside progressive beauty standards
and integrity. The exhibition presents woodblock prints
from the series Mirror of Historical Eras (Jidai Kagami)
by YUsh[l Chikanobu (1838-1912) and an authorised
reproduction of Zwelve Beauties at Leiwure from the
Beijing Palace Museum that contextualise designs used
and worn by Japanese and Chinese women from the
17th to the 20th century, including furniture, textiles
and hair ornaments. European vanities from the
museum’s permanent collection, with a specific focus
on Chinoiserie and Japonism between the 1920s and
1930s, are also on display.

Women'’s social roles transformed steadily in recent
history and the complexity of the Modern Woman
in different cultures has been much researched and
discussed. In Asia, women were increasingly regarded
as protectors of customs and virtue while men were
expected to negotiate Western ideals and modernisation.
Traditional values such as filial piety, restraint and
respect for social hierarchies were highly emphasised
when attitudes towards woman’s social status altered

significantly. In the second decade of the Meiji period
(1868-1912) in Japan, numerous books concerning
proper behaviour for women were published. Ladies’
Etiquettes (Onna reishiki) instructed women on how to
dress and behave with specifications on hand gestures
and body movements; the way to receive guests with
the appropriate manner of hospitality; and how to
eat gracefully. Etiquette for Japanese Ladies (Nihon onna
relohiki) published by Tsuboya Zenshiro (1862-1949)
in 1891 provided instruction on different aspects of
women’s lives and was enormously popular. It was
in this context that YOsh[J Chikanobu produced a
series of triptych titled Ladies” Etiquette Pictures (Onna
reiohiki no zu) in 1893 (fig. 1) that depicts elegantly
dressed women entertaining guests or preparing for
festive celebrations. The kimonos are so beautifully
designed and meticulously coloured that the prints
likely functioned as fashion plates for affluent women.
Sophisticated and wealthy ladies who possessed a
sense of propriety and respect for tradition were the
targeted viewers of these prints. Instead of rendering
women of the pleasure quarters, Chikanobu portrayed
sophisticated and wealthy individuals who were
dressed elegantly and had an air of confidence. These
women were the ideal contributors to the new nation
that Japan was cultivating.
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In more than three hundred prints that depict
women of the past, Chikanobu maintained an idealised
portrayal of women who are slender, youthful and
elegant. He was likely inspired by Kitagawa Utamaro’s
(1753-1806) Bijinga (pictures of beautiful women) that
illustrates mostly courtesans while Chikanobu chose to
portray bourgeois women. He also added features that
were distinctly from the Meiji period such as wedding
rings, eyeglasses and newspapers, which updated the
genre and enhanced the visual appeal of the portraits.
His works reflect traditional values and social roles
with figures that express emotions and intelligence.
The emotive depth and inner feelings generated
psychological ambiguities that echoed modern life in the
Meiji period. Mirror of Historical Eras portrayed women
who were fashioned distinctly to represent different

Subtle

variations in facial features, hairstyles and gestures

social classes and narrative backgrounds.
convey temperaments and inner states of mind. Combs
and hairpins that distinguished the diverse hairstyles
are boldly detailed and placed deliberately as the focal
points in the prints, echoing the pieces selected for this
exhibition that accentuate the beauty of the material
and the superb artisanship in the execution of delicate

patterns.

Dramatic social changes took place in modern
times, especially in China and Japan where intellectuals
began to challenge the viability of traditional culture,
resulting in eventual emancipation that led to the pursuit
of further education for women. The May 4th Movement
(1919) in China that aimed to subvert the Confucian
patriarchal system and the women'’s suffrage movement
in Japan that rejected restrictive gender roles were
integral in female self-assertion. Apart from various
types of social reforms, modernity signalled a radical
reshaping of both cultural character and individual
identity. Women’s appearances and fashion became
the focus for debates about gender roles and identity
at the turn of the 20th century. The commercialisation
of womanhood deemed negative by many also helped
women realise their social and cultural status in these
increasingly capitalistic societies. Gradual introduction
of Western garments and accessories brought about
transformation of appearance, freedom of expression
and redefinition of the self and self-presentation.

"Women were increasingly regarded as protectors of
customs and virtue while men were expected to negotiate
Wedtern ideals and modernisation."

Urban educated females were the role model for
the Modern Woman in the early 20th century. Their
presence was notable in public domains such as school
campuses, shops and cinemas. Female representation
was also prevalent in newspapers, literature, films
and popular adverts. In the past, only daughters from
affluent and open-minded families were educated,
typically by private tutors. This practice changed
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with the establishment of public schools where women
could study in a shared environment of mass education
previouslyreserved only formen, challenging patriarchal
social structures. This change marked a reformation of
Chinese and Japanese societies that were based on a
reinterpreted Confucian philosophical system, dictating
how women ought to behave in different phases of
life. Fervent calls to intensify progress became more
frequent as young women became concerned with their
new responsibilities as citizens. These transformations
defied the antiquated familial structure that had kept
women away from their social roles and rights until
that point.

The rise of woman’s adornment coincided with
this re-evaluation of women’s rights, and an expansion
of their roles beyond the context of domesticity. By
the late 19th century, women were encouraged to
be physically strong and intellectually enlightened,
anticipating an improvement in their education. Young
women began to participate in sporting events such as
gymnastics and swimming - unprecedented activities
as they were rarely encouraged to show physical
strength or expose their bodies. Redefining a woman'’s
place became symbolic of a nation’s struggle. ‘For
the rise and fall of the country’, it was proclaimed by
politicians and the intelligentsia, ‘women’s adornment
bears responsibility’. While new feminine fashions
became popular in the city; and debates about women’s
education strengthened, those living in the countryside
did not benefit from the changes that were associated
with urban improvements in education, social equality
and wealth. Many continued to live under strict rules
dictated by tradition and social constraints.

Politics sought to shape female appearances as men
attempted to dictate feminine fashion styles; meanwhile
women strove to make their own choices. Despite
debates on gender equality that encouraged young
women to improve themselves through education,
many continued to focus on adorning themselves
with makeup and jewellery. This focus on feminine
appearances helped reinscribe traditional ideals of
social behaviour: namely, a woman ought to display her
feminine attributes that denoted her gender.

Evidently, many women were not keen to give
up the luxury of adornment that was key in their self-
Henrik Ibsen’s (1828-1906) A Dolly
House prompted a series of Chinese plays and novels in
the 1920s that highlighted the dilemmas facing young
women, such as the choice between love marriages and

presentation.

arranged ones; and the contrasts between progressive
students and materialistic concubines. The latter theme
echoed the prevalent idea amongst both conservatives
and intellectuals that adornment was corrupting.
Decorating the body was regarded as frivolous for it
obstructs natural beauty and intellectual development.
Women were encouraged to give up their imported

perfumes, jewellery and high heels while plain garments



and simple hairstyles were advocated. Those who
continued in their traditional garments could, therefore,
be either viewed as serious young women focussed on
improving their intellectual abilities and not fripperies;
or unsophisticated rural dwellers not yet exposed to the
bright lights and new fashions of the cities.

Body size during the early 20th century also
changed significantly both in reality and in terms of
ideological representation. Generally speaking, women
in the 1910s were petite and delicate while their
counterparts in the 1930s were robust and voluptuous.
Euro-American images, such as those from Hollywood,
combined with the promotion of physical health
accounted for the change. Visual media emphasised
femininity that empowered women but also exposed
them to public scrutiny. The growing popularity of
fashionable designs coincided with conflicting social
developments and the symbolic nature of the women’s
appearance was palpable, particularly when coupled
with the short hairstyle young women favoured.

Modern Women became in danger of being
mistaken as prostitutes who also dressed stylishly and
were exposed to the male gaze in public. Such views
negated the constructive social impact generated by
female consumers’ purchasing power. Women were
deemed marketable like the luxury items they desired
and used. Despite social progress, they were considered
equal to men only in the context of consumption; they
could only modernise through the usage of products
that beautified their appearances, either to please the
opposite sex or aspire to become like the models featured
in the pictorials. The new feminine modernity, turned
women into shoppers, subjugated by a culture that used
their appearance and sexuality. For some, the Modern
Woman remained trivial and without any genuine

social purpose. By the mid-1920s, popular magazines

regularly featured photographs of beauties. Deliberate
interaction with the viewers was evident through the
models” appeal, unlike docile female representation in
traditional media. Stylish cover girls were role models
for aspiring young women, who wanted to look desirable
and attract the right suitors. Female representation and
women’s self-presentation became notable in cultural
development. How a woman dressed not only reflected
her taste, but also characterised social progress.
Woman’s liberation was thus restricted by a new set
of rules: to be fashionable and to advocate traditional

values at the same time.

The European vanities featured in the exhibition
provide a glimpse of the designs that were integral
to female self-presentation. The variety of designs
reflects the divergent tastes and the luxurious materials
combined with ingenious craftsmanship demonstrate
that they were created to be objets d’art that symbolised
woman'’s taste and social position. Several of the
vanities were inspired by Asian-themes such as Chinese
painting, furniture design and decorative techniques.
Art Deco-style patterns and colours also prominently
strengthened the visual allure of the designs. A few
particularly notable designs include an early Qing
buanghuali powder box (cat. no. 9) with inlay of
multiple gems that imitates the appearance, decorative
technique and motif of the lidded dressing chests (cat.
no. 21). A rare silver-gilt powder compact (cat. no.
237) with a Makowsky ornamented panel top evokes
a decorative motif commonly used in furniture design,
which in turn is inspired by the bird-and-flower genre in
Chinese painting. Lacloche Fréres’ rectangular powder
compact (cat. no. 220) draws its inspiration from the
intensity of the materials (gold, amber, carved jadeite,
and diamond) that gives the design substantiality and a
jewel-like quality.

Fig. 2

Compact

Lacloche

c. 1925

Gold, lacquer, mother-of—pearl, diamond and tortoiseshell
Collection of Liang Yi Museum
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In a rectangular powder compact (fig. 2), figures
in landscape are depicted with mother-of-pearl and
black lacquer that reinforce their visual presence.
Lacloche’s use of the landscape motif adheres to the
European tradition of transferring popular painting
genres to decorative objects. Depicting people from
Asia (or what was known as “The Orient”) was a
popular subject in Chinoiserie-style designs in the 17th
and 18th centuries. Cartier’s complex combination of
luxurious materials demonstrates superb craftsmanship
and keen sense of colour contrast in a rectangular
compact (cat. no. 231) made of gold, enamel, sapphire,
jade and diamond. The design highlights the materiality
of the object and mimic the structure on a zitan seal
case (LYMF332, fig. 3) in the museum’s collection of

classical Chinese furniture.

As cultural and social values underwent immense
transformations in recent history, the way women are
now being regarded began to disengage with traditional
boundaries and other age-old paradigms of virtue.
Women became progressively liberated, educated and
more aware of their rights and social roles. Adorning the
female body in the modern era was crucial in redefining
gender. The presence of the West compelled Chinese
and Japanese intellectuals to examine how European
ideology and modernisation could help build a stronger
nation. Clothing and accessories did not simply create
fashionable looks but they also reinforced a sense of
individuality. Redefining the female gender became a
metaphor for a process of cultural metamorphoses n
which liberation from traditional roles ensured that
women’s bodies became the site of unending debates
about how they could be best understood. Femininity
as an emblem of culture is constantly interjected with
hybrid versatility in which spectators were free to
envisage their ideologies. Through modifications of
appearance, Modern Women established their status
with the freedom of choice that allowed them to
emphasise parts of their bodies and identities that were
hidden traditionally under layers of clothing.
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Fig. 3

Seal Case with Inlay Decoration
China, 19th century

Zitan and mother-of-pearl

Collection of Liang Yi Museum (LYMF332)
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The Culture of Japanese Women’s Hairstyles and Hair Ornaments

Takako Murata
Senior researcher, the POLA Research Institute of Beauty & Culture

"A female s life (s bher hacr."
(Japanese proverb)

‘Keppatsu’ (topknot) and ‘Suihatsu’ (long straight
hair)

The culture of styling hair can be traced back to
ancient times in Japan. Wooden combs were excavated
from the shell middens of the Higashimyl] site in Saga
Prefecture dating to around 7,000 years ago during the
early JUmon period (c. 14,5600-300BC). These combs
are 11.5cm in length and the widest measures 7.2cm in
width. They are constructed of thin wooden sticks tied
together and folded in half; and seemed more likely to
have been used as hair decorations rather than practical

brushing tools.

The creation of haniwa figurines (clay figures made
for ritual and burial purposes) of miko (shrine maiden)
during the 5th to the 6th century (fig. 1) confirmed
the existence of combs. The terra-cotta figure has her
hair set in a vhimada-mage (a kind of topknot style that
was popular during the Edo period (1603-1868) with a

comb inserted into the topknot.

During the 8th century, Chinese fashions pertaining

Fig. 1

Seated liko (Maiden in Service of God) (Terra-cotta Tomb Figurine)
Japan, Kofun period (c. 250-538)

Tokyo National Museum Collection (J21160)

PZIEE (SAERIE)
B HERR (49250-5384F)
R E YRR (J21160)

- Fig.2

Screen Panels with Bird Feathers
- Decorating a Lady under a Tree

- Japan, Nara period (710-794)

- Collection of Shls[-in

| (BEvARA)
| BAR RBRRR (710-794%F)
ER b

to makeup, clothing and updos were introduced in the
Nara period (710-794) of Japan. The Zorige Ritowjo no
Byobu (Screen Panels with Bird Feathers Decorating
a Lady under a Tree) (fig. 2), a set of folding screen
panels made in the Tenpyl] era (729-749) now housed
at the ShUs[-in in Nara; as well as the Buddhist painting
of Kichijoten (fig. 3) from the Yakushi-ji collection,
both reflect the fashion at that time. During the Heian
period (794-1185), however, diplomatic missions to
China were aborted. With less influence from China,
Japan began to focus on developing its own unique
culture. Up until the Nara period, the dominant trend
in hairstyling was the keppatsu style (bound-hairstyle)
but gradually shifted to the vuibhatou style of wearing
women'’s hair long and straight becoming dominant.

The vuibatsu hairstyle was worn when wearing
the jnibitoe (a type of traditional Japanese clothing
originating from the Heian period). It was a hairstyle
believed to embody the very essence of feminine
beauty, and for nearly 600 years from the Heian period
towards the end of Muromachi period (1392-1573),
it was considered the beauty standard. In an excerpt
from Makura no S shi (The Pillow Book) written by Sei
Shllnagon (c. 966-1017?) during the mid-Heian period,
it records that ‘envious...one with long and beautiful
hair straight down at the back...” - depicting a hairstyle
worn long at the back with a neatly-cut forelock that
touches the shoulders.

The chapter Hatsubana (First Flower) from the
famous Heian Eiga Monogatari (Story of Splendour)
also precisely records:

‘the eldest princess who s turning seventeen lo elghteen years
0ld has hair that (s around fifteen centimetres longer than her
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heilght, and the second princess who i turning fifteen or vixteen
years old has hair around nine centimetres shorter than her
height. Both of their hair (s well-treated and elegant.’

However, according to another reference from
Makura no S shi, working women such as servants wore
their hair up to ensure that their chores can be executed.
This can be seen from the pictorial scrolls of the same
period in which upper-class women are depicted with
hair longer than their kimono; while the working class
women have their hair tied up around the waist area.

Towards the end of the Muromachi period, the
suthatsu hairstyle trend gradually shifted back to the
top-knot keppatsu style. During the Azuchi-Momoyama
period (1573-1603), aside from upper-class women,
women in general tied their hair up on a daily basis,
especially while they worked. Some would roll it at the
back and tie it with a white ribbon, known as tamamusubi
(thread knot). Folding screen paintings often focussed
on depicting the everyday life of this period, but little
emphasis was put on hairstyles. Women such as y o
(women of pleasure) and courtesans began to set their
hair in a high topknot otherwise known as karawa-mage
during the Tensh( era (1573-92). Such style is also
known as “wheel of Tang” as it was believed to have

been strongly influenced by Tang China.

Edo Period: The Beauty of Black Hair

In terms of Japanese women'’s hairstyles, the Edo
period was the pinnacle, with hundreds of different
styles and techniques in vogue. A lady’s hairdo and
makeup depended on a variety of factors including her
age, occupation, birthplace and marital status. During
the early Edo period, noblewomen or those from the
warrior class kept the traditional straight hairstyle;
kabuki theatrical
performers and women of pleasure began to set their

while “vulgar” women such as

hair up in chignon styles such as by go-mage, shimada-
mage and katsuyama-mage which later gained great

Fig. 3

Buddhist painting of Kichijoten
Japan, Nara period (710-794)

Collection of Yakushiji Temple

(EHEXE)
BA  REER (710-794%F)
BEEDSFIR
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popularity among the common people.

Hy go-mage is a topknot hairstyle that came into
fashion at the beginning of the Kan’ei era (1624-44)
(fig. 4) as a simplified form of a contemporary Chinese
hairdo. The name Ay go-mage is believed to have named
after a woman of pleasure from the Settsu province; as
well as a type of bucket that the hairstyle resembles. In
the beginning, only women of pleasure were wearing
such a hairstyle. In 1686 during the third year of the
JUkyl era (1684-88), the novel K uhoku Ichidal Onna
(The Life of an Amorous Woman) written by Saikaku
Thara (1642-93) was published. An excerpt comments
on the hy go-mage style which was then going out of
fashion. It reads:

‘the low Shimada topknot and o zurt hairstyle are trending

nowadays... Jsometimes  the by‘qa-mage atyle

dometimeds even a five-layer topknot - it (s not beautiful.’

returnd,

Shimada-mage is a topknot hairstyle transformed
from the boy’s wakashu-mage, and it was said to have
been created by ay jo from the Shimada-juku of TUkaid[
(present-day Shimada in the Shizuoka prefecture).
In the Edo period, vhimada-mage was worn by single
women with variations and it remained popular for
over two centuries.

Katsuyama-mage, on the other hand, is a topknot
hairstyle developed throughout the JO-0 to the Meireki
era (1655-58) (fig 5). Also developed by a y o, this
one named Katsuyama from Edo Yoshihara (present-
day Taitll in Tokyo). She took the end of her ponytail
and brought it up on to the top of her head, tying it
with a white ribbon resembling a samurai style, while
embarking on a journey. A trend was then created with
others copying this hairstyle, which came to be known
as katsuyama-mage.

Hy go-mage, shimada-mage and katsuyama-mage are
all distinctive topknot hairstyles of the Edo period,
popular at first only amongst the yjo and kabuki
actresses but gradually drew the attention of the general
public. For those from the upper class, they incorporated
hair ornaments into these existing hairstyles and created
distinctive new looks. One example is k& gai-mage. The
style began in the Muromachi period (1392-1573) when
court ladies used £ ga: (hairpin) to roll and hold their
hair up, which later filtered down to the general public
from the Jllkyll to the Genroku era (1684-1704) (figs.
6-7). Although in some cases, a k£ gai-mage requires more
accessories and techniques than the single use of a £ ga.

From “Mage” to “Tabo”

Hy go-mage, ohimada-mage, katsuyama-mage, and
k gai-mage were the dominant hairstyles during the Edo
period. There were times, however, when the emphasis

was placed on the tabo or tsudo (hair on the back of the
head).

Maegami (forelock), bin (sections of hair on both
sides of the face), tabo and mage (central section of hair
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Fig. 4
Jidai Kagami (Mirror of Historical Eras): Beauty of the Kan’ei Era

YUsh[J Chikanobu; Publisher: Matsuki Heikichi, 1897
Collection of Liang Yi Museum
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up in a knot) are four basic parts of a hairstyle. The
distinctions between the four were not solid during
the early Edo period. During the Enpl] era (1673-81),
women wore the hair on the back long and eventually
by the Genroku era (1688-1704), a new style was
formed called kamome-tapo with a long strand of hair
loose on the back that resembles the tail of a seagull.
The woodblock prints from this period often depict a
yuj with by go-mage set low with loose hair at the back.

Towards the end of the Ky[Jh[] era (1716-36), a
hair ornament known as tabo-zashi was introduced to
lift the hair up to avoid hair oil staining the kimono
collar. The hair ornament, mainly made from whale
whiskers, was used to set hair that had been plied with
bintsuke-abura (soy based wax) to create the ideal tabo
shape. The wax was first used by the yu/ in the Meireki
era (1655-58) and soon after women in general also
began to use wax to set their hair. This technique of
adding a hair ornament along with the application of
hair wax continued throughout the Meiwa to Anei era
(1764-81). In a series of biin-ga (portraits of beautiful
women) by Harunobu Suzuki (1725-70), an active
Japanese woodblock artist from the 18th century,
women in the paintings are often drawn with their
hair set in kamome-tapo or vekirel-tapo. However, as
these hairstyles required complex skills in setting, they
were not everyday hairstyles and the trend eventually

dwindled.

T r -bin: From “Tapo” to the “Bin” Style
In the Meiwa to Anei era (1764-81), the bin

Fig. 5

Jidai Kagami (Mirror of Historical Eras): Beauty of the Meireki Era
YUshO Chikanobu; Publisher: Matsuki Heikichi, 1897

Collection of Liang Yi Museum
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style made its first appearance and gained popularity
simultaneously as the tabo hairstyles. They were
introduced in the essay Waga Koromo (My Robe) by
Kato Eibian (1763-?). The toro-bin hairstyle was
popular from the HOreki era (1751-64), and there
were a variety of bin-hairstyles during the Meiwa era.
An excerpt from the illustrated essay HMorivada mank

(Morisada’s Sketches) by Morisada Kitagawa (1810-?)

reads:

“oup until the H reki period, women dressed their hair up
every day, when the t r -bin trend started, women dressed their
hair up every few days... A published printing from the Meiwa
period of female hairstyles in a brothel ...ousume, kinsh jo,
noberashi, nijyu, t r-bin and so on...."

The ¢ r -bin was in vogue throughout the Tenmei
(fig. 8) to Kansei era (1781-1801). 7' r -bin is named
so because of its resemblance to scenery seen through
a tr lantern when the sides of the hair are loosely
adjusted and the light goes through. Women depicted
on woodblock prints by Utamaro Kitagawa (1753—
1806) often wear their hair in the ¢ r -bin style with bin-
zashi or tiny bells as accessories. The perceived beauty
of jet-black hair was most effectively presented by such
hairstyle.

Returning to “Mage”

The ¢r-bin style was gradually phased out in
the Bunka era (1804-18) (fig. 9). By the end of the
Edo period, hairstyles using bin-zashi also went out of
fashion; and the trend returned to putting the emphasis

CROWNING GLORY 21



Fig 6

Jidai Kagami (Mirror of Historical Eras): Beauty of the Jlky[l Era
YUsh[ Chikanobu; Publisher: Matsuki Heikichi, 1897

Collection of Liang Yi Museum
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on mage. These hairstyles are different than the
predominant four mentioned earlier and were mainly
worn by the common people. However, as with all
styles, the mage style eventually went out of style.

The hairstyle culture during the Meiji period
(1868-1912) ventured in yet another new direction. As
Japan began to modernise, hairstyles were influenced
by the West. Yet, the admiration for long, black hair
remained unchanged. Until the end of the Taish{ period
(1912-26), Japanese women kept their long hair, along
with the saying, ‘a female’s life is her hair’.

Hair Ornaments from the Edo Period

The mainstream vuchatsu style in the early Edo
period meant that hair ties and paper strings were
required to tie hair up. It was only in the later period
that kushi (hair comb), kanzashi (ornamental hair piece)
and & gal (hair pin) were introduced. Meireki-era
literature records that yu/ used hair ornaments such
as touge-kushi (comb made from boxwood) and kujira-
k gal (hairpin made from whale); while wives of daimy[]
(powerful Japanese feudal lords) and women from the
upper class used combs and accessories made from
tortoiseshell.

In addition to tortoiseshell, hair accessories were
made of wood, ivory, metal, glass and horse hoof; and
produced in different sizes and shapes. To decorate
these hair accessories, craftsmen applied the techniques
of lacquering, inlaying and openwork carving on the
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Fig. 7

Jidai Kagami (Mirror of Historical Eras): Beauty of the Genroku Era
YUsh[J Chikanobu; Publisher: Matsuki Heikichi, 1897

Collection of Liang Yi Museum
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limited surface with themes inspired by the scenery
and landscape of the four seasons; auspicious motifs;
literature; and daily living tools. Hair ornaments such as
k gai eventually became more ornamental than practical.

Kanzashi is considered as one of the most
glamourous hair ornaments, with a history dating back
to the Nara period with influences from Tang China.
Combs and hairpins were mainly imported. Kanzash:
depicted in the Buddhist paintings of Kichijoten from
Yakushiji is possibly the same kind that originated
from the Chinese dual-legs hairpin known as vaishi
in Chinese. These hair ornaments were used to bring
vitality to hairstyles. However, when long and unbound
hairstyle became the predominant trend, the use of hair
ornaments also became obsolete. Kanzashi only began to
reappear during the Ky[lh[Jera (1716-36). The varieties
of kanzashi include tama-kanzash: (hairpin decorated
with a coloured glass, coral or jade ball; cat. no. 99),
hirauchi-kanzashi (hairpin decorated with a round
openwork decoration; cat. no. 106), birabira-kanzashi
(hairpin with dangling decoration; cat. no. 102), bana-
kanzashi (flower-shaped hairpin made of pinched
textile; cat. nos. 103-105) and matsuba-kanzashi (pine

needle-shaped hairpin usually made of tortoiseshell;
cat. nos. 90-91).

Note: This text originally appeared in Takako Murata,
BEEBLPN (Kyoto: Hosomi Museum, 2013), 8-16.
Reprinted by permission of the author Takako Murata.
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Fig. 8

Jidai Kagami (Mirror of Historical Eras): Beauty of the Tenmei Era
YUsh[ Chikanobu; Publisher: Matsuki Heikichi, 1897

Collection of Liang Yi Museum
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Fig. 9

Jidai Kagami (Mirror of Historical Eras): Beauty of the Bunka Era
YUsh[J Chikanobu; Publisher: Matsuki Heikichi, 1897

Collection of Liang Yi Museum
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Japonism in Art and Fashion
Dr. Yuki Morishima

Associate Curator of Japanese Art, Asian Art Museum

For much of its history, Japan and its cultural
riches were hidden from the Western world. Strict
trade policies and self-imposed isolation meant that few
examples of Japanese artworks and textiles made their
way to Europe. It was not until the late 1850s that Japan
officially reopened its ports to international trade, and
from then on, a myriad of Japanese products reached
Western shores.! Many artists and clothing designers
were captivated and inspired by Japanese motifs,
patterns, and techniques, which they encountered for
the first time. These new sources transformed their
works beyond the traditional bounds of European art
and fashion of the time. This embrace of Japanese
aesthetics and the resulting explosion of new creative
expression in Western art and fashion came to be
known as “Japonism.”

“All my work (s baved to some extent on Japanese art.”

(Vincent van Gogh, 1888)

Japan’s Impact on Western Painting

Japonism emerged in both Western art and
fashion.? As Japanese artworks began to spread through
Europe, many painters employed “exotic” objects such
as fans, kimono, and woodblock prints (ukiyo-e) as
props. In Young Women Looking at Japanese Articles
(1869), the French artist Jacques-Joseph James Tissot
(1836-1902) painted two women looking closely at a
model of a Japanese boat. The Japanese items in this
painting are treated as foreign and out of context: a
lavishly embroidered kimono is repurposed as drapery,
while Japanese dolls are incongruously exhibited in
an ornate black-lacquered Buddhist altar. In 1876 the
French Impressionist painter Claude Monet (1840-
1926), who collected more than 200 Japanese prints,
captured his wife, Camille, posing in an elaborate
red uchikake, or padded outer robe, with a design of a
mustached samurai-like figure unsheathing his sword.
Camille holds a Japanese folding fan and stands before
a wall decorated with many round Japanese fans.

In the early stages of Japonism, artists were
simply depicting beautiful foreign objects and imitating
Japanese woodblock prints. The Dutch artist Vincent
van Gogh (1853-1890), another avid collector of
ukiyo-e, modelled several of his paintings on such
prints, an example being Courtesan, which he based on
a print by Keisai Eisen (1790-1848) that in 1886 had
been reproduced on the cover of the magazine Paris

Illustré (Paris Illustrated) (fig. 1).° Van Gogh created

26 CROWNING GLORY

a frame around his subject, filling it with Japanese-
inspired motifs-a pond with water lilies, bamboo,
cranes, and frogs-that added hidden meanings alluding
to the central figure (the French words for “crane” and
“frog” were common slang for prostitutes at that time).

Following the initial contact with Japanese objects,
Western artists moved away from direct copying and
began to analyse Japanese artistic principles. Many of
the techniques taken up by these artists can be seen in
Mannen Bridge, Fukagawa by the Japanese printmaker
Utagawa (1797-1858). He

surprising contrast and an interesting viewpoint with

Hiroshige achieved
the juxtaposition of a turtle hanging from a rope in
the foreground and a small, distant Mount Fuji in the
background. The handle and basin of a wooden bucket,
almost completely cropped out of the picture, and the
edge of the window have been employed to subtly
frame the scene. Below the turtle, glimpses of a boat
and a man wearing a straw hat with a pole in hand
suggest that the figure is a boatman steering with an
oar. The bold contour lines, novel style, and exciting
compositional techniques used in this print were rarely
seen in Western paintings before the late nineteenth
century.

Western artists began applying unusual viewpoints,
asymmetric compositions, extreme foreground close-
ups, flatness created by bold outlines and colours,
and radically cropped objects to create something new
in their art. For example, the French artist Henri de
Toulouse-Lautrec (1864-1901) frequently incorporated
Japanese compositional techniques. In his 1892-93
lithograph Divan Japonais, Lautrec depicted Jane Avril
(1868-1943) watching fellow actress Yvette Guilbert
(1865-1944) performing on stage at Divan Japonais,
a café-concert in Paris. The presence of the orchestra
is implied by the arms of the conductor and the tops
of string instruments. Although the artist cropped
Guilbert’s head out of the frame, fans would have
recognised the performer by her trademark long black
gloves. There is no Japanese object or motif present
in this poster, yet the impact of Japonism can be felt

through Lautrec’s dramatic composition, unusual
viewpoint, bold outlines, and flattened forms.
Late-nineteenth-century =~ Western art critics

were excited about these fresh ideas and commented
on the compositional approaches commonly found in
Japanese prints. In an 1878 essay French art historian

and critic Ernest Chesneau (1833-1890) remarked on

“the unexpected compositions, the science of form, the



richness of tone, the originality of picturesque effect”
in Japanese art. In 1898 the French critic Louis Gonse
(1846-1909) commented on Japanese art’s “bold and
unprecedented way of framing a composition” and how
earlier European artists would not have thought to use
the boundaries of the canvas to “cut off the subject of
a painting as they do today.”” Around the same time,
the German art historian Richard Muther (1860-1909)
noted Japanese artists’ ability to suggest “the whole by
a part” and their “manner of giving the impression of
the object without the need for the whole of it being
executed.”® This represented a break with traditional
European oil painting, where each canvas usually
represents a completely independent and self-contained
scene. The aesthetic of the fragment to suggest what
1s beyond the edges of the canvas was a revelation to
European critics.

Artists were as enthusiastic about the Japanese
aesthetic as the critics. Van Gogh expressed his passion
in an 1888 letter, saying, “All my work is based to some
extent on Japanese art.”” The American painter Arthur
Wesley Dow (1857-1922) wrote in a 1890 letter:
“One evening with Hokusai gave me more light on
composition and decorative effect than years of study
of pictures. I surely ought to compose in an entirely
different manner.”® In a conversation with a critic in
1909, Monet stated, “If you insist on forcing me into an
affiliation with anyone else...then compare me with the
old Japanese masters; their exquisite taste has always
delighted me, and I like the suggestive quality of their

aesthetic, which evokes presence by a shadow and the

whole by the patrt"9

| Fig. 1

Japonism in International Fashion

In the same way artists adopted motifs, principles,
and techniques from Japanese art, fashion designers
learned from newly introduced Japanese models. The
process was similar, but Japonism in fashion evolved
more gradually at the turn of the twentieth century.
Considered exotic garments, kimono imported from
Japan were first used as dressing gowns. Some kimono
made of beautiful textiles were taken apart and remade
into Western dresses. Like the painters, Western
clothing designers imitated Japanese motifs as their
initial way of incorporating those elements into their
works. An anonymous fashion designer, for example,
employed appliqués with
samurai-helmet (kabuto) and cherry-blossom motifs on

of embroidered fabrics

his 1890s visits. In addition to using Japanese motifs,
the designers of this time created kimono-shaped
garments. A dress from the 1920s by French designer
Paul Poiret (1879-1944), who was first inspired by
kimono in the early 1900s, exemplifies this new form,
Incorporating details such as kimono sleeves, an obi-
like belt, and overlapping kimono closures.

Designers eventually grasped the core principles
of kimono design and moved away from mere imitation.
They particularly responded to the flat, T-shaped
structure of the kimono, which creates a simple,
straight-lined silhouette without decorations such as
frills, lace, ribbons, and tassels. Designers also focussed
on the fabrics of the kimono in order to create original
outfits. In 1923 Madeleine Vionnet (1876-1975), an
influential French fashion designer and collector of
Japanese woodblock prints, pioneered a loose-fitting
look that departed from the restrictive, corset-board
silhouette common at the turn of the century.'” She
applied the flat construction of kimono to Western
garments, which were traditionally tailored to fit
individual body shapes. The pattern for the dress makes
clear the linear cut of the garment, and the shimmering
gold and silver textiles of this dress are reminiscent of
the gold and silver leaves applied to Japanese folding
screens (byllbu). These details acknowledge highly
sophisticated craftsmanship as one of kimono’s unique

features.!

Cover page of Paris Illustré “Le Japon”,
Volume 4 (May 1886).

EREE ATIHE - 4 (18865F557)
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Since the 1920s the flat construction, shapes,
motifs, and fabrics of kimono have inspired the creation
of exciting new garments. Contemporary Japanese
and Western fashion designers such as Issey Miyake
(b. 1938), Rei Kawakubo (b. 1942), John Galliano
(b. 1960), and Sarah Burton (b. 1974) continue to
incorporate kimono elements into their designs today.
Miyake, in particular, went a step further with his
132 5. collection, applying an origami-like flat kimono
to his
explained that one (1) piece of cloth becomes a wearable
three-dimensional (3) garment, and then is folded

construction multidimensional dresses. He

back into its two-dimensional (2) form. According to
Miyake, the number five (5) in the title of this collection
symbolises “the temporal dimension that comes into
being when the clothing is worn by people.”'? The
principles of kimono have continued to stimulate not
only Western, but also Japanese contemporary fashion
designers to create new garments.

Conclusion

The importance of cultural borrowing is
acknowledged in a statement by Siegfried Bing (1838—
1905), a German-French dealer of Japanese art and the
publisher of the illustrated journal Le Japon artistique
(Artistic Japan): “Unless we strengthen ourselves by a
transfusion of fresh blood, how can we maintain our
energy? And where is the civilised country - ancient
or modern, far or near - that has not borrowed even
a small bit of its artistic culture?”® As Bing noted,
cultural borrowing has occurred in many places
and times; still, Japonism in art and fashion was an
exceptional phenomenon. It inspired many of the most
famous Western artists and fashion designers to break
away from tradition and take a different point of view,
and it left a lasting mark on Western aesthetic and

transformed the international world of art and fashion.

Note: This text originally appeared in Yuki Morishima
and Rie Niui, ed., Kimono Refashioned: Japany Impact
on International Fashion (San Francisco: Asian Art

Museum, 2018), 27-31. Reprinted by permission of the

Asian Art Museum of San Francisco.
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1. Goods from Japan, such as lacquers and porcelains,
had been exported to the West in the sixteenth
century and even during the period of self-seclusion
from 1630s to 1850s. The opening of Japan to trade
led to a much greater flow of Japanese goods into

the West.

2. The nineteenth-century understanding of Japonism
as “a craze for Japanese art and culture” has today
shifted to “the Japanese influence on Western
art.” Art critic Philippe Burty (1830-1890) used
the French term Japonisme for the first time in
“Japonisme,” La Renatssance littéraire et artiltigue,

May 1872, 25.

3. Van Gogh also painted Flowering Plum Orchard (1887)
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Hiroshige (1797-1858).

4. Ernest Chesneau, “Le Japon a Paris,” Gazette des
beaux-arts, September 1878, 387.

5. Louis Gonse, “L’Art japonais et son influence sur le
gout Europeen,” Revue des arts décoratifs, April 1898,
112.

6. Richard Muther, The History of Modern Paintings
(London: Dent; New York: Dutton, 1907), 104.

7. Vincent van Gogh to Theo van Gogh, July 15, 1888,
letter 640,  http://vangoghletters.org/vg/letters/
let640/letter.html.

8. Richard J. Boyle, “Arthur Wesley Dow in Japan,”
Archives of American Art Journal 52, nos. 1-2 (Spring
2013): 60.

9. Roger Marx, “’Les Nymphéas’ de M. Claude Monet,”
Gazette des beaux-arts, June 1909, 528.

10.Designers such as Poiret and Vionnet moved away
from the corset. In addition to kimono, the cylinder
form can be attributed to ancient Greek garments:
the chiton, peplos, and himation. Although the
source of inspiration for these styles cannot be
precisely and positively identified, it is apparent that
their flat construction draws on traditions outside
nineteenth-century Western fashion.

11.Japanese textile artisans developed a wide range
of luxurious fabrics to embellish kimono, in part
possibly because of its simple structure.
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Chinese Furniture

FEIREA

For centuries, the manufacture, acquisition
and collecting of Chinese furniture has been closely
related to politics; culture; customs; belief systems;
and lifestyles. Rituals and customs, in particular, had
profound influences on the design and placement
of furniture. Chinese culture is deeply influenced by
Confucianism, and furniture used by a person revealed
his place in the social order. For example, when the
Chinese was still practising “low-seating” culture
during the Han dynasty (206BC-220), low platforms of
various lengths were used for seating. Longer platforms
that accommodated two to four were for less important
people; and seats that fit only one person was reserved
for the person of highest status. The seniority and
gender of a person defined the types of furniture he or

she was allowed to use.

Manners and Customs for Daily Life written in the
11th century by Sima Guang (1019-86) records that:
“the men are in charge of all affairs on the outside;
the women manage the inside affairs. During the
day, without good reason the men do not stay in their
private rooms nor the women go beyond the inner
door.” During the Ming and Qing dynasties, men and
women used different furniture. While men used formal
chairs such as horseshoe armchairs or southern official
armchairs; women used the smaller rose chairs. It was
also said that the lower back of the rose chairs allowed
these chairs to be placed right up to the windowsill,
where women could look out into the larger world. This
section explores furniture that a woman used within
her living chamber, and through these objects one can
gain valuable insight into the everyday life of women in
premodern China.
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Bed
=

The patriarchal structure of a Chinese family
means that a woman was confined to the domestic
sphere; and hence she would have spent most of her
time in her private chamber - a space where she slept;
ate; received guests; played games; and embroidered.
For a woman, a bed was the most important part of her
dowry, and was one of the very few objects that would
remain in her possession regardless of divorce or the
death of her husband. It was also the symbol of her
status within the family.

1

Canopy Bed
China, 18th century
Huanghuali

Height 227cm x Width 221em x Depth 157cm
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Chair and Stool
X

Paintings and illustrations often depict women
sitting on stools; benches; and beds, but seldom on big
formal chairs. Rose chairs are the smallest standard
chair design in the category of armchairs in classical

Chinese

outdoors; and due to the smaller size of the chair, they

furniture. They were used indoors and
were also considered appropriate for ladies. Stools
were another type of seating furniture popular among

upper-class women in ancient China.

—LUBERHEESEHRELMELTERE  RERK
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2

Hexagonal Stool

China, 18th century

Zitan

Height 53.5cm x Diameter 44cm

KRG LB
FE AR
S

=53.5 x ER442 5

3

A Pair of Rose Chairs

China, 18th century

Huanghuali

Height 88cm x Width 57.5cm x Depth 44cm (each)

BERRBAF B
FE - AR
ZHEF

HAER
=88 x BE7.5 x FAARD (FF)

4

A Pair of Spindle-Back Armchairs

China, late 18th to early 19th century

Zitan

Height 91em x Width 55cm x Depth 42em (cach)

ZERERFR Y
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5

A Pair of Square Stools

China, 19th century

Huanghuali

Height 51cm x Width 47.5cm x Depth 47.5cm (each)

FE-H
FE AR
EIEH

=51 x BA7.5x FA7.500 (B4)

6

A Pair of Square Stools

China, 19th century

Zitan

Height 563cm x Width 47.5cm x Depth 47.5cm (each)

SEERESEHIEZ ¥
FE - AL
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7

Spindle-Back Armchair

China, 19th century

Huanghuali

Height 84cm x Width 52.5¢m x Depth 43cm

BRAREKFH
FE AR
R

HAIEAR
=84 x E52.5 x F43ZND

8

Armchair

China, late 19th to early 20th century

Zitan and bur wood

Height 87.5cm x Width 52cm x Depth 45cm

SEERKFH
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Mirror Stand, Dressing Chest and Washbasin Stand

RE -EBEREREAESE

During the early Qin dynasty in the 3rd century
BC, only imperial court members and high officials
were allowed to use mirror stands. They were the
symbol of high social status, and it only became more
common for people to own mirror stands by the Song
dynasty (960-1279). There are three major styles of
mirror stands, including the folding mirror stand (cat.
no. 12-13); throne-form mirror stand (cat. no. 10);
and mirror stand with panel screens (cat. no. 14-16).
Cosmetics and accessories were stored in powder boxes
(cat. no. 9, 26) or the drawer units of the mirror stand.
A guanpixiang, or table-top dressing chest (cat. no. 20-
25), evolved from the mirror stand of the Song dynasty.
Literally translating as “official leather chest”, a
guanpixiang is a versatile storage unit that could be used
by a scholar-official to carry documents and stationery;
or to store a woman'’s cosmetics and jewellery. The top
of a guanpixiang, when lifted, can be used to hold a
folding mirror stand.

A washbasin stand with towel rack (cat. no. 27),
or separately made washstand and rack, were essential
components in the bedroom of the affluent. Placed
on the side of the bed, the washbasin stand and towel

rack formed a complete set of dressing furniture. On
a daily basis, servants would bring the wash basins to
their masters or mistresses to wash their hands. A brass
basin filled with water would have been placed on the
stand and towels hung on the rack.

EATA-HAENERKE  REERKE R KERE
FREREE ERBEELEME - HERRA (960-1279
F) THERTRER BREFZEEF=ZBXA - BEITR
$#2= (cat. no. 12-13) - EEX$EZE (cat. no. 10) EFEERE
%2 (cat. no. 14-16) o (LM R EHHIZENMHE (cat. no.
9, 26) KIREMMEA - MEKAM (cat. no. 20-25) 2 K FA
WIEZERERAEMK - NEE - EXMARER T AKMHIT -
AXRXEZE  XFWmgtithmkathioA - BX
M EEITHNEREREERER -

HAKREMRMES (cat. no. 27) ' ABIUMNEARZER
ENMRRERFREERLENERSEY - EMAZHRER
R MERTEENEXRRAMES - EHELE GRS
MAERTENEAME - AHBRXRET - BAKNFRS
MR E - MEMTEHRNRREL -

9

Powder Box

China, 18th century

Huanghuali, coral, ivory and mother-of-pearl

Height 3.9cm x Diameter 8.63cm

EXRBERILLALE
PR AL

=LA - M - KB HKRE
3.9 x Hf$8.63 2%
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Throne-Form Cosmetic Case and Mirror Stand
China, Late 16th to early 17th century

Huanghuali

Height 48cm x Width 39¢m x Depth 22.5¢m

ERNEEARE
BB AR RE )
o Ul

=LA
=48 x B39 x RK22.525

11

Mirror Case

China, Qing dynasty

Huanghuali

Height 9.6cm x Width 23.6cm x Depth 23.8cm

BERRER

FE B

v

59.6 x E23.6 x F23.825

12

Folding Mirror Stand

China, 18th century

Huanghuali

Height 39cm x Width 37cm x Depth 44.5cm

BERERITRER
B AR
o)

BHAER
539 x B37 x JF44.6D D

13

Folding Mirror Stand

China, 18th century

Zitan

Height 23cm x Width 30cm x Depth 29.5cm

EEFTBERR
R R
e

=23 x B30 x K29.52%
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Mirror Stand

China, 18th century

Huanghuali

Height 79cm x Width 56cm x Depth 33.5cm

ERXRIRRE
FE - TR
SR

HAESR
579 x E56 x (R33N0

15

Mirror Stand

China, 18th century

Huanghuali

Height 100cm x Width 70cm x Depth 36cm

ERNIREE
RE - R
S

EX[#2S
=100 x 70 x FE36 25

16

Mirror Stand

China, 18th century

Hardwood

Height 94em x Width 74cm x Depth 42em

BAEREE
PE N
A

594 x B74 x JF4A2ND

17

Cosmetic Chest with A Folding Mirror Stand
China, 18th century

Zitan

Height 21.2cm x Width 41.7cm x Depth 41.5cm

EEETBRES
R R
=18

521.2 x B41.7 x SFR415RD
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Cosmetic Case with Foldable Mirror Stand
China, 19th century

Zitan

Height 13cm x Width 24.5cm x Depth 31em

REETRES
FE AR
e

=13 x B24.5 x RIIDD

19

Cosmetic Case with Foldable Mirror Stand
China, 19th century

Zitan

Height 13cm x Width 28cm x Depth 39cm

RETHEER
hE - AR
S

=13 x E28 x SFEIINH

20

Table-Top Dressing Chest

China, 17th century

Huanghuali

Height 32cm x Width 34cm x Depth 23cm

HENERME
FE R

232 x B34 x 723D

21

Table-Top Dressing Chest

China, 18th century

Huanghuali, tieli wood, mother-of-pearl, agate, coral, ivory and
lapis laZuli

Height 36cm x Width 36cm x Depth 26cm

ERXAHRBEEERR

FE - AL

=R BK - BIRE B W KT FBEEA
236 x E36 x F26NH
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22

Table-Top Dressing Chest

China, 18th century

Zitan

Height 32.5cm x Width 35cm x Depth 29¢m

EEERRE

PR AESLR

ESi

532.5 x B35 x JR29ND

23

Table-Top Dressing Chest

China, 18th century

Zitan and huanghuali

Height 32cm x Width 32cm x Depth 26.5cm

SZEERRELRMA
YT ANt
Evpiilvil

232 x E32 x F26.5 2D

24

Table-Top Dressing Chest

China, 18th century

Huanghuali

Height 37cm x Width 34.5cm x Depth 30.5cm

ERNTHERERME
B AR
o)

AR
237 x E34.5 x JR£30.5A9

25

Table-Top Dressing Chest

China, 18th century

Huanghuali

Height 22.8cm x Width 30.7cm x Depth 22cm

BERENEERA

YT AN

ENE

£22.8 x E30.7 x SR22A5
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A Pair of Powder Boxes

China, 19th century

Zitan, jade and gold

Height 5cm x Length 10cm x Depth 9cem (each)

BRERBE-Y

FE - AR

EX e

=5 x B10x RIRS (1)

27

Washbasin Stand with Towel Rack
China, 18th century

Huanghuali

Height 206cm x Width 66cm x Depth 62cm

EEFEER
)T AN
e

ERlaS
2206 x E66 x FK62AD

CROWNING GLORY 41



Reverse paintings on glass was
one of the many objects exported
from China to the West during
the 18th and 19th centuries. The
technique of reverse glass painting,
however, was not native to China.
Instead, it originated from medieval
Europe, where it was used primarily
to depict religious subjects and was
introduced to China by the Jesuits
in the mid-17th century. Emperor
Qianlong (1711-99) was especially
fond of this art form and gathered
artists from Guangdong to Beijing to
produce reverse paintings on glass;
he also commissioned the Jesuit
missionaries and imperial painters
Giuseppe Castiglione (1688-1766)
and Jean Denis Attiret (1702-68)
to paint on glass for the Summer
Palace.

42 CROWNING GLORY

Due to the complex techniques
required to master glass painting,
domestic production of reverse
paintings on glass in Europe had
declined.  Concurrently,
painting artists including Spoilum,
Chitqua and Fatqua in
started to

reverse

export

Puqua,
produce
paintings

Guangdong
high-quality
on glass and

ironically, soon

became one of the most popular
This

often

forms of export paintings.

type of export painting
references meiren hua and combine
both Western painting techniques
such as perspectives and outline
with Chinese figures in traditional

costumes.

28

Framed Reverse Painting on Glass
China, 19th century

Huanghuali and glass

Height 96cm x Width 49cm

ERENAERE
FE AR
EIERANLE

=96 x B49ND

wEE /LA 2
FREEANAESFNEEIINEERZ
— oA WEREBIZUWITZREA
FE - MERRRPHELEIN 2
AREERBETE T+ Hta
PEHIHKEEATR  LEEF
(1711-1799%F ) L HEEEEBEI
R BEERMILRONENKEI1E
RE oI MEBEDEHKSERT
EEREERPMHE (1688-17664F)
MESH (1702-17684F ) fEMHEAME
R LEE -

MR EERIERRE MM - B
MR EEEBM T - ELRE -
SHEZR - EWM - &0 B EERS
HERMRAIESEEMNIRE - RIR
BRARZELHE OEE - FHEI
HETEBEXIAE  ARGESHEF
REFOEMBENBE - M= EE
BEMBFEHAD -



Chinese Clothing and Accessories

o B Bk < 52 F fif

The development of clothing and costumes richly
reflects a culture’s economy, political background and
way of life. They are often highly symbolic and illustrate
each individual’s position in society. Up until the late
imperial period, Chinese women wore loose-fitting
garments — sometimes a robe; other times a coat with a
skirt. As a multi-ethnic culture, it was not uncommon
for women to mix-and-match garments from other
ethnic groups within China. For instance, Han and
Manchu clothing co-existed during the Manchurian-
ruled Qing dynasty. Traditional clothing includes robe;
vest; skirt; and ankle covers that functioned to cover
the bandages used for foot-binding. Very often, robes
and vests were not designed with functional pockets,
hence, purses were used to carry valuables.

Affluent families spent fortunes on materials and
embroidery for their garments. Intricate patterns;
auspicious symbols and motifs were embroidered onto
the clothes to show-off both the skills of the seamstress
and the status of the family. Collars (cat. no. 36-38), in
particular, were made and sold separately. Robes and
jackets from the late dynastic periods were made with
round neck, and the separate collars were then added to
display wealth and status.

The mid to late 19th century saw an increase in
foreign contacts in China due to the various treaty
ports established along the coastline. Not only was
foot-binding abolished along with men cutting off their
queues; there was also a change in clothing. From the
1910s onwards, garments became narrower; and darker
colours replaced bright hues. And before long, mass-
produced clothes started to replace labour-intensive
handmade garments. Such a shift in the fashion of
clothing was in parallel with the increased mobility
of women after the abandonment of foot-binding
and the gradual loosening of the Confucian virtue in
nugong (women’s work), with weaving regarded as the
preferred pastime for a wife or a daughter since time
immemorial.

RENERERREEHNEE  BAESEE
EER - REREALSHUARBRER - AEPET
BIARH  PELZEZURGKEIRE > Bm&E KWk
ERUNETF  FPEUEERSZEEGXE  THERPEL
e TRKRBENRZREFE - PIIEMKSA THIE
AR - REEFETERAKRS - ERKREERE - £
K -RELEE ETPHREANESERZANME - &
BWh EXEEIELEAIINKER  BEFEARGEHNBESE
Exy/E I

ERREFEEETNRBROMBRREL - S
PEMOBRMEFTREN XY EAZBRERERTT R
XY FRFHBLREENEEMNER (cat. nos. 36-38)
c RBEIIEGETH RBALUBER  MBUNERS
MMBEER R EARTHEY ) K -

THAURLF IR - PEREEE@EME DN
BAHEBEEEE - BRTEURMLAETBERN - K
AR INBE 2B % - B1910FHKE - REEBBES RAREH
MR ZEH o LNEREKEANDEENKE IR BTN
EAENKRYEBAK - BRHRERXE  REHBESRKE
WRREBFERALZEENHEE - KYRITHEE - HEH
MIABRERREDENESUMBERLIXUELRZ LSRN
B o
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Lady’s Informal Robe on Voided Velvet
China, late 19th century

Height 107cm x Width 144cm

The Chris Hall Textile Collection

R4

RE - A AR
5107 x EI44R5
B BT E

30

Lady’s Jacket

China, mid-19th century

Height 99cm x Width 119em
The Chris Hall Textile Collection

EagRegtcy

B At
=99 x BI19R 5
BT B RE
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Lady’s Robe Embroidered on Velvet
China, mid 19th century

Height 108cm x Width 170cm

The Chris Hall Textile Collection

R4
RE - Rt R
5108 x EI702%)

B BHMER

32
Lady’s Robe

China, early 20th century

Height 100cm x Width 134cm
The Chris Hall Textile Collection

Rk

HE - LA
=100 x F1342 %5
BB
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33

Lady’s Vest

China, 19th century

Height 46cm x Width 55cm

The Chris Hall Textile Collection

RB
R Tt
546 x E55A5

B BHMER

34

Lady's Vest

China, 19th century

Height 60cm x Width 60cm

The Chris Hall Textile Collection

B
FE - +htt
=60 x E60A5

BT B



Lady’s Vest

China, 1900-08

Height 76cm x Width 86cm

The Chris Hall Textile Collection

"B

B - 1900-19084F
=76 x 86D
B BHHEZHE

Empress Dowager Cixi (1835-
1908) was born into a family of
Manchu government officials.
Unlike girls from the Han ethnic
group, Cixi was not obliged to bind
her feet; and
valued by her
After
concubine for Emperor Xianfeng
(r. 1850-61) in 1852, she gave
birth to Zaichun (who later became
Emperor Tongzhi, r. 1861-75)
four years later, the only surviving
son of Emperor Xianfeng. After
Emperor Xianfeng’s death in 1861,
the 5-year-old Tongzhi succeeded
the throne with the widowed Cixi
presiding over meetings from behind

her opinions were
father as highly as

a son’s. being chosen as a

a curtain. Even though Cixi never
set foot in the foremost section of
the Forbidden City, she ruled and
controlled China’s fate for almost
fifty years.

Sarsh Fangor

T PV )

During her rule, Empress

Cixi advocated partial

and led China

through waves of internal

Dowager
Westernisation;
and
externalturmoilincludingrebellions,
foreign invasions and wars. Modern
industries; railways; electricity;
telegraph; and an army with state-
of-the-art weapons were developed
in China. She was, however, hesitant
in the expansion of textile factories
as she feared its development
would negatively affect women’s
livelihoods.  More importantly,
she promoted women’s liberation,
modern education and abolished
the custom of foot-binding. This
vest, given by Empress Dowager
Cixi as a gift, represents both her
appreciation in the manual skills of

Chinese

and her openness towards the West.

traditional seamstresses;

51 BRITANNIA RO
LATSDRN %50 21
TEL: G38-7770 6% FaX: abi 7736 10
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Lady’s Back Collar

China, 18th to 19th century
Height 56.5cm x Width 34cm
The Chris Hall Textile Collection

2R

FE - FAETAEL
®56.5 x E3ARD

B B2 E

37

Lady’s Back Collar

China, 18th to 19th century
Height 46cm x Width 29cm

The Chris Hall Textile Collection

£R
FE - TNAETAMLL
=46 x B29ND
BT R DR

38

Lady’s Back Collar

China, mid 19th century

Height 29cm x Width 38cm

The Chris Hall Textile Collection

£5
B AT
=29 x B38AD
BITRABERE

39

A Pair of Embroidered Ankle Covers
China, mid 19th century

Height 26cm x Width 32cm (each)

The Chris Hall Textile Collection

By

hE - AR E
226 x B32R0 (84)
BT BE T

40

A Pair of Ankle Covers

China, late Qing dynasty

Height 12cm x Width 22.5c¢m (each)
The Chris Hall Textile Collection

BRE— 8

HE R

Z12x E2252%5 (FH)
B EGHHEE
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Pair of Ear Muffs

China, 1851-74

Height 9cm x Width 9cm (each)
The Chris Hall Textile Collection

RE—%

FIE - 1851-18744F
=9x BIRD (B)
B B2 E

42

Pair of Ear Muffs

China, late Qing dynasty

Height 9cm x Width 9cm (each)
The Chris Hall Textile Collection

EE 8

R ER

=9 x BIRSD (F)
B BB

43

Pair of Ear Muffs

China, late 19th century

Height 7.5cm x Width 6cm (each)
The Chris Hall Textile Collection

EE Y

R AR
=7.5x B6RD (FF)
B BHBLR

44
Incense Holder

China, 1800-70

Height 13cm x Width 7.5¢m

The Chris Hall Textile Collection

-
F1E - 1800-18704F
513 x B75AH

B B2 E
45
Purse

China, 19th century
Height 44cm x Width 13cm
The Chris Hall Textile Collection

e

R AR
B4 x B3R5
BT BEEET
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46

Purse

China, 19th century

Height 12cm x Width 12cm

The Chris Hall Textile Collection

Gk
B A

S12x BI12RH
B EHBEZHE

47

Purse

China, late 19th century

Height 11.5cm x Width 12cm
The Chris Hall Textile Collection

ma

B AR
S5 x EI2RH
B BB RE

48

Embroidered Da Lian Purse
China, late 19th century

Height 37cm x Width 9cm

The Chris Hall Textile Collection

- )

R AR R
537 x BIRD
B BH L

49

Da Lian Purse

China, 1850-1900

Height 26cm x Width 9cm

The Chris Hall Textile Collection

- )

D - 1850-19004F
=25 x BIRSD
BB

50

Da Lian Purse

China, mid 19th century

Height 15cm x Width 8cm

The Chris Hall Textile Collection

BENE

FE Atttk E
=15 x B8RD

B BH 2
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Da Lian Purse

China, 3rd quarter of 19th century
Height 15cm x Width 8cm

The Chris Hall Textile Collection

BENE

FE - +AELPTE
=15 x E8AD

B B2 E

52

Vase-Shaped Purse

China, 1850-80

Height 16.5cm x Width 9em

The Chris Hall Textile Collection

EREEE
FE - 1850-18804F
216.56 x EORAD

B B EZHE
53
Purse

China, 19th century
Height 9cm x Width 7.5cm
The Chris Hall Textile Collection

wHa
R AR
B9 x B7EDH

B BHBR

54

Partly-Made Embroidered Purse
China, late Qing dynasty

Height 11cm x Width 12cm

The Chris Hall Textile Collection

YRRAEEE
FEER

Bl x BI2A%D
BB

55

Pair of Pre-Embroidered Purse Flaps
China, late Qing dynasty

Height 6.5cm x Width 11em (each)

The Chris Hall Textile Collection

REFERE—H
FE - BR

565x BIIAY (84)
BB E

56

Partly-Made Embroidered Purse
China, late Qing dynasty

Height 9cm x Width 9cm

The Chris Hall Textile Collection

YR mREREE
HE - BER

=9 x BIRD

B BHHZE
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The gipao (cat. nos. 57-60) eventually replaced
traditional gowns and skirts and became the daily
staple of urban women in big cities like Shanghai.
The establishment of the Republic in 1912 required
government officials to dress in the Western style.
The traditionally bulky top and skirt worn by women
became more fitted; and gradually merged into one
piece. Coinciding with the
during the same period, the ¢ipao became an iconic

political movements

garment representing the modern Chinese women who
embraced suffrage and freedom. In terms of accessories,
European-style handbags were also fabricated in China

during the early 20th century (cat. nos. 63-65).
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JE# (cat. nos. 567-60) BEMKEHREREF - I
AR ATt A EERKE < 191255
VHWHERBEZRBUAEEUTRARTA - Al - EHEE
B ERRBRRIEIEEFA S KFHK R — R - HETR
RAETRRERPELUEESZ2EER B HNZRFEXRY -
mEssmE  BUNRASFRE -+ L2080 B IRE
BE—HRF (cat. nos. 63-65) ©

57

Qipao

China, 1910s

Height 127cm x Width 138cm
The Chris Hall Textile Collection

&)

R - 19104E 1%
=127 x 13825
BB E

58

Qipao

China, 1920s

Height 129cm x Width 138cm
The Chris Hall Textile Collection

i)

R 19204F 1%
=129 x 13825
B BB R



59

Qipao

China, 1920s

Height 129cm x Width 86cm
The Chris Hall Textile Collection

E

FE - 19205
5129 x ER6AH
BN BHEZHE

60

Qipao

China, early 1930s

Height 129cm x Width 81lcm
The Chris Hall Textile Collection

E

FE - 1930 K1)
2129 x ESI'AD
BN BHEEZHE
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61

Fabric for Purse Making
China, early 20th century

Height 32cm x Width 20cm

The Chris Hall Textile Collection

REREATH
PR e
32 x WAOAH
B BB

62
A Pair of Drawstring Purses
China, c. 1900

Height 24.5cm x Width 35cm (each)

The Chris Hall Textile Collection

mE—%
B - 4919004
224.5 x B352D (B14)

63

Handbag

China, c. 1920s

Width 20cm

The Chris Hall Textile Collection

FH

FRED - #91920%F
EARAD

B BB E

64

Handbag

China, c. 1920s

Width 21em

The Chris Hall Textile Collection

FH

R - 4919204
BEARD

BT BAHEE

65

Handbag

China, c. 1920s

Width 18cm

The Chris Hall Textile Collection

FH

FRE - 4919204
BISAHD

B BHETE

66

Cigarette Box

China, Republican period
Height 8cm x Width 5cm

The Chris Hall Textile Collection

Jegy
FE - REIRE
=8 x EHAD

B BB RE



Hairstyling was an important ritual for
Chinese women. Hours were spent combing and
styling fashionable hairstyles. Tang dynasty poet
Duan Chengshi (?-863) in his Jipin Bin (Notes on
Hairstyles) recorded hundreds of varieties of hairstyles
created with techniques such as combing; coiling; and
twisting to form buns and topknots and finishing off
with hair ornaments including hairpins, headbands and
crowns. Complex hairstyles were favoured by Chinese
noblewomen and the hair accessories were essentially
just another type of jewellery. Hair ornaments were both
decorative and functional - often made with precious
materials like gold, silver, coral and jade; and used to
pin elaborate hairstyles in place. Beautiful women with
exquisite hair ornaments were often made the subject of
poetry, for example in Song of Everlasting Sorrow by Bai
Juyi (772-846) mentions “Hairpins like flowers flung
to the ground, with no one to catch them; a kingfisher
crown, golden birds and hair tassels of jade.”

The earliest hairpin was made more than four
thousand years ago with jade during the Neolithic
period. A simple hairpin was multi-functional, it serves
as an ornament; an ear pick; and a scalp scratcher. Hair
ornaments in the Ming and Qing dynasties splintered
off into a rich varlety, including hairpin; hair clasp;
crown; and headdress. The hair ornaments were styled
into different forms of birds and insects, and the
materials used to produce and decorate hair ornaments
were also highly sumptuous, such as gold; precious
metal alloys; jade; kingfisher feather; and coral. Coral,
for example, was imported from Central Asia and the
Chinese believed that coral flowers only once every one
hundred years in the sea, hence it symbolises health,
longevity and career advancement.

The technique of kingfisher feather inlay, on
the other hand, has more than two thousand years of
history in China. Also known as diancui, meaning “a dip
of blue”, an object decorated with the inlay of kingfisher
feather required the laborious efforts of a craftsman
to cut and glue the feathers onto the metal base with
extreme precision. The feather of kingfisher was scarce
as it was very difficult to capture a kingfisher in the
wild; and rearing them in captivity was not easy, either.
Consequently, the striking blue colour of kingfisher
feather became a symbol of wealth and social status.

However, with the rise of popularity of gipao and
Western-style clothing during the early 20th century,
and the corresponding shift in hairstyle, traditional
hair ornaments became antiquated when short hair and
simpler hairstyles became fashionable.

EAERNRPELMEEEZRHEH - I TIELEE AR
AAREME R ERRITER - ERFARKN (?7-863
F) EEFR (BEER) P TERAAANEL LRI
AR - R N IEAS - SHUASREINEEE - A B R E
B ZENEDNMINRKEREENEHZ I PE LR
EE  EMRARRARMHZANIENE  EMAREUNEE
mEtmES R ML EARK  XAUNEERHENE
B MUABHEMNELEERAFRNEIE - WARES

(772-846%F) (RIRH) TEIW [TEMEZHEAY - 2
PeEREA] -

BEFHBENEEREWINTFAN AR TSR
%  ZEEAZAVE  TEUEREM  TAEEER
HBRER A - BRPNEHERSE  WEE £
i ERIE - EMERFARIEAENRS - MEEHM
BOMETItoZE  WET BEoBaT £40 X
NIMHY - M@ ERTR AL - A B ARSI E
RegaF— 0 BAhKETRE RSREXAK -

ERVEBERNTEETEEGEB _TFNESL - X
BEHB -HB BEHNE - UBRPERHHYME
BREARBBMAFLETOE L EPEINBRE -
REREFERRFR  BFEBHMATIES  IAREN
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AT - BEMEAANARAE —_tHELVIBRERT - ARE

MRS  EERERENRERATN - SERE
#4118 -

CROWNING GLORY 55



67

Phoenix Crown

China, Qing dynasty

Parcel-gilt, kingfisher feather and ivory

Height 30cm x Width 29.5cm

Collections of Mr. Chu, Kit Wing Peter, Hong Kong

B

FE B

o BENRT
=30 x E29.62%
SRBEER S A MR



68
A Set of Hairpins

China, Ming dynasty
Parcel-gilt
Dimensions vary

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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Fan-Shaped Head Ornament with Kingfisher
Feather Inlay

China, Qing dynasty

Velvet, tourmaline, pearl and kingfisher feather
Height 40.5cm x Width 21cm x Depth 11.9cm
Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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A Set of Hairpins

China, Qing dynasty

Parcel-gilt, amber, jade and tourmaline
DimenSiOnS Va[‘y

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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Forehead Ornament

China, Qing dynasty

Textile, parcel-gilt, pearl and kingfisher feather
Height 7.7cm x Width 43cm

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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A Set of Hairpins and Headband

China, Qing dynasty

Parcel-gilt, amber, pearl and kingfisher feather
Dimensions vary

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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A Set of Hairpins

China, Qing dynasty

Silver, coral and semi-precious stone

Height 18cm (cach)

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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Head Ornament

China, Qing dynasty

Parcel-gilt

Height 16cm x Width 6cm x Depth 3cm

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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Hairpin

China, Qing dynasty

Silver and enamel

Height 22.2cm x Width 12cm

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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Forehead Ornament

China, early Republican period

Textile, Parcel-gilt, kingfisher feather and amber
Height 8.8cm x Width 37.7cm

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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A Pair of Hairpins

China, Qing dynasty

Parcel-gilt

Height 14.1cm x Width 5.7cm (each)

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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Hairpin

China, Qing dynasty

Parcel-gilt

Height 14cm x Width 10cm

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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A Set of Hairpins

China, Qing dynasty to early Republican period
Silver

Dimensions vary

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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Forehead Ornament

China, early Republican period

Textile, kingfisher feather, jade and parcel-gilt
Height 10.6cm x Width 40.5cm

Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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A phoenix crown was a key ornament in ancient
China, serving as an indicator of a woman’s power
and status. The number of dragons, phoenixes and
pheasants represents her empresses’

rank: were

decorated with dragons and phoenixes; imperial
concubines and princesses had pheasants on theirs;

whereas noblewomens’ had pearls and stones.

This exceptional example is decorated with a rising
sun motif using a round amber with a pair of dragons
on the side; and underneath, it has nine pheasants,
indicating the imperial origin of this crown.

81

Phoenix Crown

China, Qing dynasty

Parcel-gilt, kingﬁsher feather, amber and pearl
Height 27cm x Width 23.5cm x Depth 13cm
Collections of Mr. Chu, Kit Wing Peter, Hong Kong
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Japanese Clothing and Accessories

B 75 AR 5% B o i

Like Chinese clothing and accessories, Japanese
garments and ornaments also reflect a wearer’s cultural
identity and social status. Prototypes of courtly dress
were introduced from China in the 7th century when
the Japanese imperial court adopted Chinese clothing
- from there, various forms of Japanese garments
evolved from the Chinese model, distinguished by long
sleeves and a high collar. In the 8th century Nara period
(710-794), it became the fashion for noblewomen to
wear layered garments of different colours and lengths,
sometimes up to fifteen or sixteen layers.

period (794-1185), the

fashion pendulum swung the other way, and the

During the Heian
layering of garments was reduced to only wearing an
undergarment and a long skirt - hada-kosode, which
became the prototype of the present-day kimono. The
garments of the Edo period (1603-1868) developed in
two directions - courtesans and women of the merchant
class wore robes with heavy embroidery made of
luxurious materials, while conversely, women of the
samurai class wore simple garments.

Different types of garments are worn according to
different seasons and occasions. The 11th-century epic
Tale of Genyc by Murasaki Shikibu (c.973—c. 1014) writes
“When the colours of a robe do not match the seasons...
then the whole effort is futile as the dew.” Matching
textures, colours and motifs to the appropriate season
was given thorough consideration by the wearer. Lined
kimonos are worn when it is cold; whereas unlined
kimonos and yukata are generally worn in the summer
months. Originally denoting women’s use of a plain
white undergarment with an overlayer of a coloured
robe, the term “kimono”, literally means “something to
wear”. The term gradually came to refer to all types
of garments indigenous to Japan, to differentiate
traditional Japanese clothing against Western clothing.

The Meiji period (1868-1912) was a period of
reformations. Western clothing such as Victorian-style
dresses with bustles began to be sold in traditional
kimono shops. The adaptation of Western clothing
also affected the hairstyles of women. Kimono and hair
ornaments soon became old-fashioned, worn only at
ceremonial occasions.
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Lined Komon

Japan, late Showa period

Height 143cm x Width 64cm

Collection of Akemi Takahashi, Hong Kong
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Lined Komon

Japan, late Showa period

Height 160cm x Width 63cm

Collection of Akemi Takahashi, Hong Kong
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84

Lined Tuukesage

Japan, late Showa period

Height 153cm x Width 65cm

Collection of Akemi Takahashi, Hong Kong
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Unlined Houmongi

Japan, late Showa period

Height 165cm x Width 65.5cm

Collection of Akemi Takahashi, Hong Kong
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Collection of Akemi Takahashi, Hong Kong
Collection of Akemi Takahashi, Hong Kong

Unlined Houmongi

Japan, late Showa period
Height 1562cm x Width 64.5cm
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Japan, late Showa period
Height 167cm x Width 63cm
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Hairstyling was considered a very important
component in the Japanese ideal of beauty. Styles
varied among women of different occupations and social
status. When Japanese women shifted their hairstyle
from straight and long to elaborate updos of topknots,
they began to use hair ornaments to hold their hair in
place. Hair ornaments, known as kanzashi, were made
of a variety of materials, such as lacquered wood; metal;
tortoiseshell; and silk. The Edo period (1603-1868)
saw the pinnacle of the production of hair ornaments
as craftsmen produced objects of superior quality, and
continued demand as trends changed rapidly.

Simple ribbons were used at the early Edo
period, but during the Meiwa (1764-72) and Anei
(1772-81) eras of the early Edo period, hair ornaments
made of tortoiseshell and ivory became popular.
Towards the end of the 18th century during the Tenmei
era (1781-89), swaying hairpins made of metal (cat.
no. 102) became fashionable and they were used at
the back of the head. By the end of the Edo period,
tama-kanzashi (hairpins decorated with coral or jade
balls, cat. no. 99) became highly sought-after. Celluloid
was introduced to Japan during the mid-Meiji period,
which was a cheap alternative to creating tortoiseshell-
like hair ornaments; at the same time, Western clothing
and hairstyles were also introduced to the East and hair
ornaments were made to suit both traditional Japanese
and Western clothing.

Similar to kimonos, the choice of hair ornaments
was also season-sensitive. With distinctive seasons in
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A Set of Comb and Hairpin (Marked Eisai)
Japan, 20th century

Maki-¢ lacquer over tortoiseshell and mother-of-pearl
Comb: Length 9.1cm

Hairpin: Length 16.7cm
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Japan, Japanese craftsmen often utilised the visual
vocabulary of each season as decorative inspiration. For
example, cherry blossom and butterflies are symbols
of spring; fans represent summer; chrysanthemum
symbolises autumn; and pine tree stands for winter.
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Hairpin

Japan, 19th century
Tortoiseshell
Length 14cm
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A Pair of Hairpins
Japan, 19th century
Tortoiseshell

Length 20.5cm (each)
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Comb

Japan, 19th century
Tortoiseshell and jade
Length 9.4cm
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Hairpin

Japan, 19th century
Tortoiseshell
Length 23.7cm
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Comb

Japan, 19th century

Metal, glass and tortoiseshell

Length 11.6cm
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Hairpin

Japan, 19th century
Tortoiseshell
Length 23.3cm
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Comb

Japan, 19th century
Wood, enamel, lacquer, gold and tin

Length 11.6cm
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Comb (Marked Kogyoku)
Japan, 19th century

Maki-e lacquer over wood

Length 9cm
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Hairpin

Japan, 19th century
Metal and jade
Length 14.5cm
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Comb

Japan, 19th century
Maki-e lacquer over wood

Length 8.1cm
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Hairpin

Japan, 19th century
Jade

Length 22.3cm
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Comb

Japan, 19th century

Maki-e lacquer over wood and mother-of-pearl

Length 11.9cm
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Hairpin

Japan, 20th century
Tortoiseshell and silver

Length 12.6cm
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Hairpin

Japan, 20th century
Copper and silver
Length 18.8cm
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Hairpin

Japan, 20th century
Wood and silk
Length 14cm
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Comb

Japan, 20th century
Wood and silk
Length 14cm
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A Pair of Hairpins (Marked Mitsuharu)
Japan, 20th century

Silver and shakudll

Length 20cm (each)
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Comb

Japan, 20th century
Wood and silk
Length 11.7cm
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A Set of Comb and Hairpin (Marked Eishun)
Japan, 20th century

Maki-e lacquer over tortoiseshell

Comb: Length 10cm

Hairpin: Length 16cm
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A Set of Comb and Hairpin (Marked Mitsuharu)
Japan, 20th century

Maki-¢ lacquer over tortoiseshell and pearl
Comb: Length 9cm
Hairpin: Length 16.8cm
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A Set of Comb and Hairpin (Marked Hideo)

Japan, 20th century

Maki-e lacquer over tortoiseshell
Comb: Length 9.8cm

Hairpin: Length 16.5cm
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Hairpin (Marked Yoshihiko)
Japan, 20th century

Silver

Length 12.4cm
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A Set of Comb and Hairpin (Marked Hashiichi)
Japan, 20th century

Tortoiseshell, lacquer and silver

Comb: Length 8.8cm

Hairpin: Length 14.5cm
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Comb

Japan, 20th century

Tortoiseshell, mother-of-pearl and coral

Length 10.3cm
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Comb

Japan, 20th century

Tortoiseshell, coral and mother-of-pearl

Length 10.1cm
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A Set of Comb and Hairpin

Japan, 19th century

Maki-¢ lacquer over tortoiseshell and mother-of-pearl
Comb: Length 9.6cm

Hairpin: Length 16.6cm
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A Set of Comb and Hairpin (Marked Youkei)
Japan, 19th century

Maki-¢ lacquer over wood and mother-of-pearl
Comb: Length 9.3cm

Hairpin: Length 13.5cm
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A Set of Comb and Hairpin (Marked Youkei)
Japan, 19th century

Maki-e lacquer over wood and mother-of-pearl
Comb: Length 8cm

Hairpin: Length 14cm
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Hairpin

Japan, 19th century
Tortoiseshell

Length 15cm
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A Set of Comb and Hairpin (Marked Youkei)
Japan, 19th century

Maki-e lacquer over wood and mother-of-pearl
Comb: Length 10.2cm
Hairpin: Length 16.4cm
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Comb (Marked Yoyusai)
Japan, 19th century

Wood, lacquer and coral

Length 9.4cm
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A Pair of Hairpins

Japan, 19th century
Silver, copper and coral

Length 18.6cm (each)
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A Set of Comb and Hairpin (Marked Eikou)
Japan, 20th century

Maki-¢ lacquer over tortoiseshell and mother-of-pearl
Comb: Length 10.2cm

Hairpin: Length 16.6cm
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Hairpin (Marked Houmin)
Japan, 20th century

Maki-¢ lacquer over tortoiseshell

Length 14.4cm
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A Set of Comb and Hairpin

Japan, 20th century

Maki-¢ lacquer over wood and ivory
Comb: Length 10cm
Hairpin: Length 15.7cm
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Comb

Japan, 19th century

Maki-e lacquer over wood and mother-of-pearl

Length 13.3cm
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Comb

Japan, 19th century

Maki-¢ lacquer over wood and mother-of-pearl

Length 13cm
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Comb

Japan, 19th century

Maki-¢ lacquer over wood and mother-of-pearl

Length 7.6cm
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Hairpin

Japan, 19th century
Tortoiseshell and ivory

Length 13cm
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Comb

Japan, 19th century
Glass

Length 9cm
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A Pair of Hairpins
Japan, 20th century
Silver

Length 20cm (each)
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Hairpin

Japan, 19th century

Tortoiseshell, lacquer and mother-of-pearl

Length 15.5cm
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A Set of Comb and Hairpin

Japan, 20th century

Maki-¢ lacquer over tortoiseshell and mother-of-pearl
Comb: Length 9.1cm

Hairpin: Length 15.4cm
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Comb (Marked Yoshihiko)
Japan, 20th century

Tortoiseshell and silver

Length 9.7cm
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A Set of Comb and Hairpin
Japan, 20th century

Maki-e lacquer over tortoiseshell, mother-of-pearl and pearl

Comb: Length 10.5cm
Hairpin: Length 18.7cm
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Comb

Japan, 19th century

Maki-e lacquer over wood and mother-of-pearl

Length 13.6cm
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A Set of Comb and Hairpin (Marked Nagamasa)
Japan, 19th to 20th century

Maki-e lacquer over tortoiseshell
Comb: Length 8cm
Hairpin: Length 14cm
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A Set of Comb and Hairpin (Marked Hosai)
Japan, 20th century

Maki-¢ lacquer over tortoiseshell and mother-of-pearl
Comb: Length 9em

Hairpin: Length 15cm
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A Set of Comb and Hairpin (Marked Eiko)
Japan, 20th century

Maki-¢ lacquer over tortoiseshell and mother-of-pearl
Comb: Length 10.2cm

Hairpin: Length 16.6cm
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A Set of Comb and Hairpin (Marked Nanko and

Koryu)
Japan, 20th century

Maki-e lacquer over tortoiseshell
Comb: Length 8.2cm
Hairpin: Length 13.8cm
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A Set of Comb and Hairpin (Marked Eiho)
Japan, 20th century

Maki-e lacquer over tortoiseshell

Comb: Length 8.4cm

Hairpin: Length 14.6cm
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A Set of Comb and Hairpin

Japan, 20th century

Tortoiseshell, coral, lacquer and mother-of-pearl
Comb: Length 10.6cm

Hairpin: Length 14.8cm
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Comb

Japan, 20th century
Ivory and mother-of-pearl

Length 12.5cm
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Comb (Marked Gyokuju)
Japan, 20th century
Tortoiseshell and lacquer

Length 8.4cm
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A Set of Comb and Hairpin (Marked Misa and
Eisai)

Japan, 20th century

Maki-e lacquer over tortoiseshell
Comb: Length 8.9cm
Hairpin: Length 14.5cm
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Comb (Marked Koyusai)
Japan, 20th century

Maki-¢ lacquer over wood

Length 11.7cm
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Comb (Marked Shorin)
Japan, 20th century
Maki-e lacquer over ivory

Length 8.3cm
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Comb

Japan, 19th century
Maki-¢ lacquer over wood

Length 13cm
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Hairpin

Japan, 19th century
Tortoiseshell and ivory

Length 8.4cm
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Comb (Marked Yoshihiko)
Japan, 20th century

Silver

Length 9.5cm
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Comb
Japan, 20th century

Maki-¢ lacquer over tortoiseshell, mother-of-pearl and coral

Length 10.4cm
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10425

150

A Set of Comb and Hairpin (Marked Syusei)
Japan, 20th century

Maki-¢ lacquer over wood and mother-of-pearl
Comb: Length 9.6cm

Hairpin: Length 16.7cm

MABE—F ([F£] X
A —Fttag
NI IR

o K9.6AD

2% K167

151

Comb
Japan, 20th century

Tortoiseshell and mother-of-pearl

Length 12cm

EMm

= N—— g ]
MIBFZ TR
RI2AD
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Comb

Japan, 20th century

Tortoiseshell, lacquer and ceramics

Length 11em

EHm

=7/ N 1
IE - ANEE
%11/‘\/\

T T——
T B
]

154

A Set of Combs
Japan, 18th century

Maki-¢ lacquer over wood

Dimensions vary

BER—F

= N AN
7'(512 E#
ZERT
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153
Comb

Japan, 20th century

Maki-¢ lacquer over tortoiseshell and mother-of-pearl

Length 10.2cm

L%
AR — g
HIE - AT IRE
EIO 2/-\/\

Different from the other combs
in the museum collection, the spines
of this set of combs (cat. no. 154)
are relatively narrow, leaving
limited space for decoration. One
major reason for such a difference
is because this set of combs was
intended for practical use rather
than being an ornamental piece
placed on the head to secure a
hairstyle.

This type of comb sets is rarely
seen. It was generally used by a
servant to comb the hair of a lady
from the aristocratic class. The
sequence of use was from the widest
teeth to the finest teeth to smooth
and untangle the hair; and to remove
dirt or dandruff. As combs enhance
the beauty of a lady, they were
highly treasured and would have
been included as part of her dowry.

B B R1E Y) £8 MR Y B b B2 A
EEEMR (cat. no. 154) Y AL EE
HtEez=mAR - —EAXZENREA
ERAAEEENMEEERAM - MIER
TEREIEEE M R e fREM -

ERAMNEMRMERLELRER B
FREEASERRENLLMPERE
B (52 B Y o 2 1P 55 DA AR 85 &% 5% 69 B2 AR
PIBSEE r EEUAMEBERENEMRM
BEERIE UEBEHEE - MBEKRE
EHSHERERE  c-@BREMBIEL
SN FTAREHEMEmMEZ - X
SERBAN —FHD -
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A Set of Cosmetic Tools
Japan, Edo period

Silver, lacquer and mother-of-pearl

Dimensions vary

ftHAE—F
BA - IR
iR RMPIRE
ZERT
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A Handy Box (Tebako) Containing Toiletries with Travelling Writing Utensils
Japan, Edo period

Maki-e lacquer on wood

Dimensions vary

BRARLEEERARBAR
BA TP
PN

ZRRT
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The way in which modern Japanese women apply
their makeup is rooted in the Edo period. According
to Metropolitan Custom Makeup Book (Miyako fzoku
kewaiden), a manual on skincare, hair care, makeup,
hairstyle and how to put on a kimono published in
1813 by Hanshichimaru Sayama (1767-1823), the
fashionable makeup trend during the late Edo period
was to have a pale white face with blackened teeth.
Cosmetics used to create the ideal look mentioned
in the book include oshiroi (white face powder); and
ohaguro (teeth blackener). Towards the 20th century,
different shades of powder and lipsticks were developed
to embrace feminine individuality; and with increased
mobility, there was also a demand for portable cosmetics
tools and simpler makeup.

Lavishly decorated toiletry boxes such as
hairdressing boxes (kakage-no-hako) or lidded comb
boxes (kushi-bako) were made to store cosmetics, makeup
utensils and hair ornaments during the Edo period. Cat.
no. 156 is an example of a full set of cosmetics tools
including powder boxes; combs; brushes; trays; and an
inkstone that is part of the portable cosmetic box, all
decorated with maki-e lacquer.

BRBARLZME AT EPRTPER - Bkl
FEh (1767-1823%F) #Eumm (HEAM(EHE) (1813
FHIR) BRERNERIER  -NABRIEEE  HEERE -
et - ZERRMRFEE - EFRET P REIRITHEHK
RHMREEAMBREARE - LAXK BEERVEERNBAK
AERE B ED RIETERENFRRAERZIEBE
Wit - BB —H1EL - BAREAFTEMEFNSEREES
FARBNEEOMER  RRELLENBHLE  BLE
ERRABZINLEE - HRAEITHERBENTRAR L
T thiBmk EREENKRE -

PR — LB A FE R M LAk dn 2 20 HH A6 A A
Wimibiam ~ b A AR EZMHAM A - Cat. no. 15661E2 —
ENREBRHNZBLELAAE  EFEEDE R
MR -

157
A Set of Cosmetic Tools

Japan, Edo period

Silver and gold

Compact: Height 4cm x Width 3.1cm x Depth 0.3cm
Brush: Length 9.7cm

tHARE—E
A TR
RS

ME  =24x 3.1 x 50327
BT RO.7TRS
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158
A Set of Cosmetic Tools

Japan, Edo period

Silver and gold
Compact: Height 3.6cm x Width 2.8cm x Depth 0.4cm
Brush: Length 11cm

tAA—%
HAR TP
R

ME  33.56x H2.8x K040 %D

mF : R1I1AD

159
A Set of Cosmetic Tools

Japan, Edo period

Silver and brass

Dimensions vary

tHARE—F
B - STPREHR
SR
LR
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A Set of Cosmetic Tools
Japan, Edo period

Silver, silk and paper

Dimensions vary

tHBAARE—E
A TP
iR - AR
LR
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A Set of Cosmetic Tools
Japan, Edo period

Metal, maki-¢ and bone

Dimensions vary

tHARE—E
AR - STERE
2B HENe
LR

161

A Set of Cosmetic Tools
Japan, Edo period

Silver, silk and silver-gilt

Dimensions vary

tAAR—%
HAR - IFRH
iR HANRES
ZRRT

164

Evening Bag

Japan, ¢. 1900

Metal, ivory and embroidered cloth
Length 33cm x Width 14cm

FH
BZK » 4919004
S8 - 2RISR

K33 x BI4AD

162

A Set of Cosmetic Tools
Japan, Edo period

Silk, copper, silver and lacquer

Dimensions vary

ftiRA—F
BHA - TP
A R SRR
ZRRT

165

Vanity
Japan, Meiji period
Silver

Height 5.2cm x Width 3.4cm x Depth 0.5cm

*ﬁé
B - BAJAHREHf
i

5.2 x B34 x RO5RD
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166

A Set of Cosmetic Tools
Japan, Meiji period

Silver and brass

Dimensions vary

ftBAR—F
HAS - 8RR H)
A=
ZRRT

169

A Set of Cosmetic Tools
Japan, Taisho period

Silver and metal

Dimensions vary

ftixRE—F&
AAS - KIEEH)
RMEE
ZRRT
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167

A Set of Cosmetic Tools

Japan, Meiji period

Silver

Compact: Height 4.3cm x Width 1.9cm
Brush: Length 5cm

Ei
WE: 543x B1IDD
RIF : RS

170

A Set of Cosmetic Tools
Japan, Taisho period

Wood and lacquer

Dimensions vary

‘tiBARE—%E
BA - KIEREA
RFZ

ZRBRT

168

A Set of Cosmetic Tools and Accessories

Japan, Taisho period

Silver, wood, glass and tortoiseshell

Dimensions vary

tHAAEMGm—FE
HA - KNIEFRH]

R R BIEANHIE
ZRRT

171
A Set of Cosmetic Tools

Japan, Taisho period
Silk, plastic, metal and lacquer

Dimensions vary

ftiEBRE—F

B NIEEH]

M BB SEAMR
ZRERT



European Dressing Sets and Vanities

MR ERERENE

172
An Assembled French Silver Dressing Table Set
Gustave Keller

France, early 20th century
Silver

Dimensions vary

LAREH
Gustave Keller
JEB - — 4 H
iR

ZERT
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A lady’s dressing room, or boudoir, is a private
sphere for self-expression; and houses materials for
contemplation. It was also a popular subject in literature
of the 17th and 18th century as a vehicle to explore
topics such as female autonomy and gender roles.

Western women’s use of cosmetics before the late
19th century was frowned upon; putting on makeup
was regarded as a prostitute’s way of advertising her
profession. Even so, the trend of using cosmetics and
putting on makeup can be traced back to ancient times.
For example, people of the 16th century believed that
beauty amplifies female power. Queen Elizabeth 1
(15633-1603), who reigned from 1558 until her death,
was scrupulous about her appearance - from hair,
makeup to costumes - in order to validate her claim
to the throne. In a dressing room of the same period,
one can easily find essentials such as mirrors; combs;
brushes; and dressing trays.

From the 18th century onwards, female cosmetics
and costumes became more extravagant than their male
counterparts. Makeup in this period was distinguished
by the bright red blush on a white powdered face,
complementing the ornate garments in Rococo style. Art
Nouveau prevailed in the late 19th century and makeup
trended more naturalistically. It was only by the 20th
century that women could use cosmetics freely without
social restrictions, a freedom that was once seen in

173

A Victorian Silver-Mounted Lady’s Travelling Dressing Table Set
Mark of Thomas Whitehouse

England, 1862

Silver

Dimensions vary

HSFERPEBLEER
Thomas Whitehouse
R - 1862%F

i

SRR

84 CROWNING GLORY

ancient Egypt. With increased social mobility, portable
cosmetic tools such as compacts and lipstick tubes were
also produced first by jewellers for women of the upper
class; and later by cosmetics companies for all.
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174

Two Arts and Crafts Dressing Table Trays
Mark of William Snelling Hadaway

England, 1904

Silver, enamel and gem

Dimensions vary

EMISHMITERHG
William Snelling Hadaway
R - 19044

iR BEME A

ZBRT

176

Dressing Table Set

Designed by Arno Malinowski with the mark of Georg Jensen
Denmark, 1933-44

Silver and ebony

Dimensions vary

fLiEEX

Arno Malinowski BB At 4 &E
FIZE + 1933-1944%5F

RFSA

SRR

176

A Composite Danish Silver Dressing Table Set
Designed by Harald Nielsen with the mark of Georg Jensen
Denmark, 1933-44 or 1945-77

Dimensions vary

AZ{HEEEHR

BHRRE  ERRATARERS
FHEE 193319444 519451977 4F
SRR

177

An Elizabeth II 18ct Gold Vanity Set
Maker’s Mark KW Conjoined

England, 1983

Gold

Dimensions vary

FAFT AL EE
KW

HET - 19834

&

LR
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early 20th

and Japonism greatly influenced European art and

During the century, Chinoiserie
literature. Elements of Chinese and Japanese arts and
crafts were incorporated into designs, with European
and American designers in thrall to the exotic Oriental
cultures and reinterpreting traditional motifs into their
own works. Using Chinese and Japanese aesthetic and
techniques, jewellers and gem setters in this period
created works inspired by the East, using motifs such as
Chinese landscape paintings and Japanese woodblock
prints; the Chinese symbol for “longevity”; the iconic
key fret pattern originally used on bronze objects; and
the Japanese flying crane. Decorative materials distinct
to the East such as jade, coral and pearl were also

adapted to the designs of vanity cases and jewellery.

Europeans have a long history of incorporating
Chinese subjects into their designs. The Dutch East
India Company introduced Chinese motifs to the West
through trade and commerce. The fascination with

Chinese culture created a boom in Chinoiserie in all

aspects of arts and crafts including textile; fine art; and
furniture. King Louis XV in France (1715-74) decorated
rooms at Chateau de Chantilly in the Chinoiserie style.
The introduction to Japanese arts and crafts came a
century later. The Exposition Universelle held in Paris
in 1867 revealed to the world (for the first time after
a span of isolation which lasted two centuries) the

86 CROWNING GLORY

craftsmanship of Japan including textiles, porcelain,
netsuke and wooden artefacts; and the Meiji restoration
in 1868 marked the end of Japan’s isolation to the rest
of the world by opening up trade with the West.
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Inro-Shaped Vanity
Unknown maker

c. 1916

Ivory

Length 10cm

NEFtHRE
BETR
#1915

R

EI10A%

179

Compact

Unknown maker

c. 1920

Gold, diamond, enamel and mother-of-pearl

Height 1.1cm x Width 7.3cm x Length 4.7cm

nE

EZTR

#719204F

& A TEBME RS
S1.1xB73x BR47TRD



Auspicious motif

SR EIES

180

Compact

Lacloche

c. 1920

Gold, enamel and diamond

Height 1.2cm x Width 8cm x Length 6.3cm

wE

W&t

#919204F

& - TRUAEA
512x E8x K6.3A%

183

Compact

Attributed to Janesich

c. 1920

Gold, enamel and diamond

Height 0.9cm x Width 6cm x Length 4.2cm

we
(%) BB Hr

#919204F

& - BRIAER

209 x E6 x RA422D

181

Nécessaire

Cartier

c. 1920

G()ld, enamel and diamond

Height 1.7cm x Width 11.3cm x Length 4.2cm

b=

RibIE

4919204

© - DRUPAER
517xE11.3x R4.2A8%5

184

Nécessaire

Lacloche

c. 1920

Gold, enamel, diamond, jadeite and crystal

Height 1.2cm x Width 8.7cm x Length 4.6cm

e =

5o iR

#91920%F

& - DAES - A - BBRIIKE
=12 x BR7 x RA6AD

182

Compact

Lacloche

c. 1920

on}'X, enamel, diamond and gold

Height 1.4cm x Width 6.8cm x Length 4cm

nae
PR

#719204F

I - PR - EAFS
S14x E68x BARH

185

Compact

Cartier

c. 1925

Silver, enamel, diamond and platinum

Height 1.5cm x Diameter 5.4cm

B

Rihde

#1925

R BEEP - EAMAD

=L.5x ES540%
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186

Compact with a Lipstick Container
Boucheron

c. 1930

Gold, silver, enamel and diamond

(Compact) Height lcm x Width 6.8cm x Length 4.3cm

BENOLE
EH

#719304F

© iR PERRES

(B&) Bl x E6.8x R4.32%

189
Evening Bag

Cartier

c. 1950

Silk, gold and sapphire
Width 20cm x Length 13cm

mER
R IE
#919504F
F0x KIZAD
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187

Compact

Unknown maker

c. 1935

Gold, lapis lazuli, diamond, platinum and ivory

Height 1.7cm x Width 8cm x Length 5cm

nE

|ELTIR

4919354

® - Feh - #BA - HEMRT
217 x B8 x R6AH

190

Nécessaire

Cartier
. 1920
Ivory, white gold, enamel and coral

Height 2.8 x Width 9.4 x Length 4.5cm

et =

Ribs

#919204F

KIF - B2 - TEEANHH

=28 x B4 x RALNSD

188

Minaudiére

Van Cleef & Arpels

c. 1950

Stryptor, gold and diamond

Height 1.9cm x Width 15cm x Length 11.9cm

L=
R
#719504F
RPeE  £MBA

519x El5x R11.92D

191

Minaudiére

Van Cleef & Arpels

c. 1950

Gold, silver, ruby and enamel

Height 3.2cm x Length 9.8cm x Depth 10.2cm

s

#719504F

& 1R - ATE LA
532xE98x E10224%



Oriental landscape

& 12 11 7K

192

Carnet de bal

Attributed to Jean Ducrollay

1752

Lacquer and gold

Height 1.2cm x Width 9.2cm x Length 6cm

SEELELX

({8) Jean Ducrollay
17524

BE

=12x B9.2x R6AD

193

Compact

Unknown maker

c. 1920

Gold, enamel and diamond

Height 0.7cm x Width 3.4cm x Length 2.3cm

B»na
mETIR

4919204

© - DRUPAER

0.7 x B34 x 2309

194

Compact

Unknown maker

c. 1920

Gold, jadeite, agate and diamond

Height 1.2cm x Width 7.3cm x Length 4.9cm

nae
EZTR

#719204F

% IR IEAEL
512x EB7.5x R49DD

195

Nécessaire

Lacloche

c. 1920

Gold, diamond, enamel and sapphire

Height 1.5cm x Width 8.2cm x Length 4.1cm

tt#E
W&t
#919204F
& B DHEFEBRA
516x E82x RAIAD

196

Compact

Attributed to Lacloche

c. 1920

Enamel, gold, diamond and pearl

Height 1.1cm x Width 8.6cm x Length 4.8cm

¥

(%) frze /&1t

#919204F

THEP - & - BAMPIR
511 x E8.6x K481 D

197

Compact
Lacloche

c. 1920

Gold and enamel

Height lem x Width 8.5cm x Length 6.1cm

»na

s R T
#719204F
B MTEEP

=1 x B5x K6.IAD
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198

Compact

Lacloche

c. 1920

Gold, diamond, enamel, pearl and jade

Height 2.2cm x Width 9cm x Length 4cm

wEaE

5 &t

#919204F

& BA B BIRAME

222x EI9x BARD

201
Vanity

Unknown maker
c. 1920
Gold, silver, mother-of-pearl and coral

Height 0.5cm x Width 8.8cm x Length 6.4cm

NE

BEIRE

#919204F

% R BDIREPNHEA

0.5 x 8.8 x 64NN
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199

Compact

Cartier

c. 1920

Gold, mother-of-pearl, enamel, coral and ruby

Height 1.6cm x Diameter 5.4cm

»na

Rb3E

#719204F

© PRS- 3 - MMRAaEs
ml.6x Ei$540 %

202

Compact

Lacloche

c. 1925

Gold, lacquer, mother-of-pearl, diamond and tortoiseshell

Height lem x Width 7.1cm x Length 5.4cm

wne
At

4919254

£ % BIKE - BOIRIE
=l x E7.1 x R6ARD

200

Nécessaire
Attributed to Janesich
c. 1920

Gold and enamel

Height 1.2cm x Width 8cm x Length 4.5cm

L=
(%) fEekR
#71920%
MBI

51.2x B8 x F461H

203

Compact

Lacloche

. 1926

Gold, enamel, diamond and pearl

Height lem x Width 8.2cm x Length 3.8cm

wna

s Rt

#91925%F

£ B OB

®lx BE82x R3IZAHD



204

Compact

Unknown maker

c. 1925

Gold, enamel and diamond

Height 0.6cm x Width 6.5cm x Length 3.7cm

nE

mETIT

#1925

& - TRHAER

50.6 x E6.5x £3.720%9

206

Nécessaire

Unknown maker
c. 1925
Gold, lacquer, diamond, onyx, ivory and mother-of-pearl

Height 2.2cm x Width 7.9cm x Length 3.5cm

&

mATIR

#919254F

&R BO - REN - KRTNBHKE
522x E7.9x K36/

206

Compact

Janesich

c. 19256

Gold, enamel, diamond, ruby, onyx and silk

Height 1.1ecm x Width 7.9cm x Length 5.4cm

Ba

GEFEHT

#71925%

P BA - ABA - RIS

S11xE79x R6A4ARHD

207

Compact

Unknown maker

c. 1925

Gold, enamel and diamond

Height 1.1cm x Width 4.6cm x Length 3.3cm

nE
mATIRE
4919254

& - PREPAE A

511 x B45x R3325
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208

Nécessaire

Cartier

c. 1920

Gold, enamel, jadeite, diamond and onyx

Height 1.1em x Width 11.1cm x Length 3.2cm

s

b

#919204F

© - BAEP - R - BEAMBIFI
211x Bl x B3.22%9

211

Compact with a Lipstick Container
Unknown maker

c. 1920

Jade, enamel, diamond and gold

Height 1.4cm x Width 8.4cm x Length 5.3cm

BEMOAE
ELTIT

#]19205

ESE S I - Vay kA
=14xE84x R53AD
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209

Compact with a Lipstick Container
Boucheron

c. 1920

Jade, gold, diamond, ivory and pearl

Height 1.4cm x Diameter 6.4cm

BRENMOAE
4919204
& #BA RFNB2LK

ml4x Bf6409

212

Nécessaire

Berlioz-Leroy

c. 1920

Gold, enamel, jade, diamond and ivory

Height 1.7cm x Width 9.6cm x Length 5.1cm

btz

ME L - s

#919204F

© I K EBANRT
217 x E9.6 x K515

210

Compact

Wedderien

c. 1920

White jade, gold and ruby
Height 2.2cm x Diameter 6.9cm

»aE

Wedderien
#91920F

HE - @MAEA

=22 x Eff6.92%5

213

Compact

Cartier

c. 1925

Gold, enamel, jade, lapis lazuli and diamond

Height 1.8cm x Width 8.5cm x Length 5.6cm

wE

Kb Zn

#719254F

K FRAMER
51.8x E85x R56A%



214

Compact

Van Cleef & Arpels

c. 1925

Gnld, enamel, jﬂde and dialnond

Height 1.2cm x Width 8.2cm x Length 4.2cm

wE

RuiEeE

#1925

& BEEP - EFEA
1.2 x E8.2x RA2AD

216
Compact

Cartier
c. 1925
Gold, enamel, jadeite, diamond and onyx

Height 1.3cm x Width 8.2cm x Length 4.6cm

we

R IE

#919254F

© - PAEB - 35 - BAMBITI
51.3x E82x R4.6A%H

215

Compact

Rozanes

c. 19256

Gold, enamel, jade, diamond and onyx

Height 0.7cm x Width 7.6cm x Length 4.5cm

na

BE

#)19254F

& B X EAFGAIE
507 x B7.6 x K429

217

Compact

Berlioz-Leroy

c. 1925

Gold, jade, enamel and diamond

Height 0.6cm x Diameter 6.1cm

wne
TR - S5
4919254

- X TEEAEA

0.6 x Hf€6.12%
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218

Compact

Bourdier

c. 1925

Gold, jade, ruby, diamond and enamel
Height 1.3cm x Width 7.6cm x Length 5cm

»na

=R

#4919254F

© - MBR - EBAMPEH
S21.3x E7.6x READ

219

Evening Bag

Cartier

c. 1925

Silk, jade and gold

Width 22.5cm x Length 16.5cm

"mER

iy s

#1925

M - ENe
F22.5x K16.52%

220

Nécessaire

Lacloche

c. 1925

Gold, enamel, jade, diamond and ivory

Height 3.7cm x Width 9.1cm x Length 4.1cm

L=
frse st
4919254
T X BAONKRT

®3.7x 8.1 x RA1RD
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221

Nécessaire

Cartier

c. 1926

Gold, enamel, diamond, jade, onyx and ivory

Height 2.7cm x Width 8.3cm x Length 4.7cm

bt E

Rins

#1925

& DREP - A - E - RBEART
2.7 x B83x RATAHD



222

Compact with a Lipstick Container
Cartier

c. 1930

Gold, jade, diamond, enamel, ruby and sapphire
Height 1.9cm x Diameter 6.1cm

BEMODAE

R Es

#919304F

& #BA P AEANEER

=19 x Eff6.1R5

225

Vanity
Cartier
c. 1935
Yellow gold, enamel and jadeite

Height 1.6cm x Width 8.1cm x Length 5.5cm

/J\g

RibIs

4919354

¢ TREPAIER
=1.6x E8.1 x B552%D

223

Evening Bag

Cartier

c. 1930

Fabric, enamel and jade

Width 21.56cm x Length 14.1cm

BmER

RibIE

4919304
e~ TEFI T
L6 x RI4IDD

226

Compact

Unknown maker

c. 1920

Gold, jade, diamond and ruby

Height 1.1cm x Diameter 8.1cm

»E

BEZTR

#919204F

©- X EBANALEAR

mllx BE8.12%

224

Compact

Cartier

c. 1930

Gold, jade, enamel, ruby and diamond
Height 1.6cm x Width 7cm x Length 4.3cm

nE

iy Zs

#719304F

e F W ABANEAR
21.6xE7x B432%D

227

Compact

S Nardi

c. 1960

Gold, jade and diamond

Height 1.6cm x Diameter 8.6cm

»aE

S Nardi
#919604F

& - EMEL

=16 x HIE8.62 %
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Bird and flower

228
Nécessaire
Unknown maker
c. 1920

Gold and enamel

Height 1.3cm x Width 9cm x Length 5cm

t#E
EELTIR
#919204F
S BEHP

21.3x BIx B6AH

229

Compact with a Lipstick Container
Unknown maker

c. 1920

Enamel, gold and sapphire

Height lem x Width 5.2cm x Length 4.9cm

BRENMOAE
B|ET[R

#719204F
THER - SMEE

51 xE52x B49RH

230

Compact

Black, Starr & Frost
c. 1920

Gold and enamel

Height 0.9cm x Width 7.1cm x Length 4.5cm

*ﬁ =

Black, Starr & Frost
#719205

S BLHP

0.9 x B7.1 x RALDHD
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231

Compact

Cartier

. 1920

Gold, enamel, sapphire, jade and diamond
Height 0.9cm x Width 7cm x Length 4.2cm

wea
Kb e

#4)19204F

& DEE - EBA - ENEA
509 x E7 x K420



232

Compact

Cartier

c. 1920

Gold, enamel and diamond

Height lem x Width 7.2cm x Length 4.4cm

»a

R Es

#919204F

© - TREAEAR

Sl xE72x B44ARD

234
Compact

Cartier
c. 1920
Gold, enamel, jade, diamond and lapis lazuli

Height 1.4cm x Width 7.7cm x Length 5.4cm

®E

Rihae

#719205

MK BENESA
S14x E7.7 x R54ARH

233

Compact with a Lipstick Container
J. Chaumet

c. 1920

Gold and enamel

Height 1.1cm x Width 4.8cm x Length 4.8cm

BEMOAE

e

#719204F

& FTLHP

1.1 x E4.8x E482%H

235

Compact

Unknown maker

c. 1920

Gold and lacquer

Height lem x Width 4.6cm x Length 3.4cm

nE

mATIR

#4)19204F

=1 x B4.6x R3ARD
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236

Compact

Cartier

c. 1925

Gold, enamel, coral, emerald and diamond

Height 1.4cm x Width 6.3cm x Length 4.2cm

wE

b 35

#4919254F

© - DAEP - W - B AMER
S14x E6.3x RA2AHD

239

Compact

Van Cleef & Arpels
c. 1930

Gold, diamond, lacquer and enamel

Height 1.5cm x Width 9.2cm x Length 6.1cm

»E

RrjE=

4919304

& - B - RTBEH
51.56x B9.2x £6.12A%
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237

Nécessaire

Makowsky

c. 1925

Silver, enamel, tortoiseshell and coral

Height 1.5cm x Width 9.2cm x Length 6.9cm

s

l“akowsky

#1925

85 - TEUP -« RIS A
=1.56x 9.2 x E6.92%9

240

Compact

Van Cleef & Arpels

c. 1930

Gold, diamond, turquoise, ruby and enamel

Height lem x Width 8.4cm x Length 4.5cm

wna

s

#19304F

® - #0  FINA - ABEAMIER
=l x B84 x RALAHD

238

Compact

Unknown maker

c. 1925

Gold, diamond and enamel

Height 0.9cm x Width 6cm x Length 4.5cm

»E

E\BLT[T

#719254F

& - SERMBEHP

509 x E6x RA5A5



Coral carving

3t 34 B %l

241

Compact

Cartier

c. 1920

Gold, enamel, diamond and coral

Height 1.4cm x Width 9cm x Length 5.5cm

wEaE

Rithgp

#919204F

© - TAER - $EA AN
F14x BIx RELAHD

242

Compact

Lacloche

c. 1920

Gold, enamel, diamond and coral

Height lem x Width 8.5cm x Length 4.8cm

nE

PR

#719204F

& - BEP - BAFIHRE
51 x E86x FASAH

243

Compact

Attributed to Auguste Peyroula
1930

Silver-gilt, enamel and coral

Height 1.3cm x Width 7.4cm x Length 4cm

bl s

(f2) Auguste Peyroula
19304F
RS - TEHRANHA
21.3xE74x RAND

244

Compact

Cartier

c. 1930

Yellow gold, enamel, diamond and coral

Height 1.7cm x Diameter 5.3cm

nE

Ribas

#919304F

= - 3AP - EARHH

®1.7 x B30 9

CROWNING GLORY 99



100 CROWNING GLORY

245

Compact

Cartier

c. 1930

Gold, enamel, diamond and coral

Height 1.4cm x Width 6.6cm x Length 4.5cm

nE

iy Zs

#719304F

% - DEEP - A AN
S14x 6.6 x B450D

246

Compact

Attributed to Ghiso

c. 1940

Gold, diamond, silver and coral

Height 1.1cm x Width 7.6cm x Length 5.1cm

B

({2) Ghiso
#1940
%~ B4 R

211 x E7.6 x K519

247

Compact

Cartier

c. 1950

Gold, enamel, diamond and coral

Height 1.8cm x Width 6.7cm x Length 4.7cm

nE

Kb dn

4919504

& - PP - BRI

=1.8x B6.7 x RATRASD



248

Lipstick Container with Integral Clock
Cartier

c. 1930

Silver and enamel

Length (including the tassel) 16.9cm

[ AL & % B 35

RihIE

4919304

SRANBAED

RE (BIERH) 16909




Bibliography

Choll, Kyoll. The Search for the Beautiful Woman: A Cultural History of Japanese and Chinese Beauty. Lanham, MD: Rowman
& Littlefield, 2012.

Chu, Petra ten-Doesschate and Jennifer Milam. Beyond Chinoiserie : Artistic Exchange between China and the West
during the Late Qing Dynasty (1796-1911). Boston, MA: Brill, 2019.

Dalby, Liza C. Kimono: Fashioning Culture. New Haven, CT: Yale University Press, 1993.
Finnane, Antonia. Changing Clothes in China: Fashion, History, Nation. New York: Columbia University Press, 2008.
Garrett, Valery M. Chinese Dress: From the Qing Dynasty to the Present. Tokyo: Tuttle Publishing, 2008.

Goggin, Maureen Daly, and Beth Fowkes Tobin, eds. Material Women, 1750-1950: Consuming Desires and Collecting
Practices. London: Routledge, 2016.

Ito, Sacico. The Kimono: History ¢3 Style. Tokyo: Pie International, 2011.

Jacobsen, Robert D., Nicholas Grindley, and Sarah Callaghan. Classical Chinese Furniture in the Minneapolis Institute
of Arts. Minneapolis: Paragon Publishing, 1999.

Koizumi, Kazuko. Traditional Japanese Furniture. Tokyo: Kodansha International, 1986.

Mancoff, Debra N., and Lindsay J. Bosch. lcons of Beauty Art, Culture, and the Image of Women. Santa Barbara, CA:
Greenwood Press, 2010.

Mazurkewich, Karen. Chinese Furniture: A Guide to Collecting Antigues. North Clarendon, VT: Tuttle Publishing, 2017.
Smith, Richard J. The Qing Dynasty and Traditional Chinese Culture. Lanham: Rowman & Littlefield, 2015.
The 500 Years of Hairotyles and Make-up. Tokyo: POLA Research Institute of Beauty & Culture, 2006.

Yang, Shaorong. 7Traditional Chinese Clothing: Costumes, Adornments ¢35 Culture. San Francisco, CA: Long River Press,
2004.

Zhang, Xiaoming. Chinese Furniture. Cambridge: Cambridge University Press, 2011.

102 CROWNING GLORY
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