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Foreword
 Who doesn’t get a slight thrill out of the idea of royalty? Of powerful kings, stately queens, 
glamourous princesses? I wager that even the staunchest anti-monarchists harbour a secret fascination 
ZLWK�UR\DO�FRXUWV��ERWK�SDVW�DQG�SUHVHQW��:KHQ�ZH�ßUVW�VWDUWHG�FXUDWLQJ�WKLV�H[KLELWLRQ��DQG�LQGHHG��ZKHQ�
I first started writing this foreword, the fourth season of The Crown – which fictionalised the beginning of 
&KDUOHV�DQG�'LDQDÖV�UHODWLRQVKLS�Ó�ZDV�SURYLQJ�WR�EH�LWV�PRVW�H[SORVLYH�VHDVRQ�\HW��DQG�WKH�DFWUHVV�.ULVWHQ�
Stewart was garnering Oscar buzz for her depiction of Princess Diana. We thought that royal fever was 
probably as frenzied as it could be, until alas, just before this catalogue went to the printers, Queen Elizabeth 
II passed away. Her funeral procession, attended by 250,000 members of the public – some of whom 
queued for 25 hours just to pay their respects – was watched by millions around the globe, not to mention 
the 18 monarchs, 55 presidents and 25 prime ministers who attended the service at Westminster Abbey. 

 It was a timely reminder that part of what makes royalty so endlessly fascinating is the pomp and 
circumstance that is deliberately infused into the mythology and presentation of each country’s monarch, 
and a large part of that is the material culture that each king, queen, emperor or empress chooses to 
surround themselves with. Here at Liang Yi Museum, out of a permanent collection that numbers in 
the tens of thousands of objects, we have a small percentage to which we can trace a royal provenance. 

� :KHQ�ZH�VWDUWHG�FXUDWLQJ�WKLV�H[KLELWLRQ��ZH�FRXOGQÖW�KHOS�EXW� ORRN�IRU�FRQQHFWLRQV�EHWZHHQ�WKH�
imperial furniture commissioned by the Emperor Qianlong; the silver platter commissioned by Napoléon; 
the bonbonnières the Japanese emperors distributed at royal banquets. What we found was that despite the 
difference in the raw materials, what each object which was lucky enough to trace a direct provenance to a 
UR\DO�FRXUW�VKRZHG�ZDV�DQ�DOPRVW�VXUUHDO�DWWHQWLRQ�WR�GHWDLO��D�OHYHO�RI�FUDIWVPDQVKLS�WKDW�LV�VR�FOHDUO\�WKH�DSH[�
RI�ZKDW�DUWLVDQV�DW�WKH�WLPH�ZHUH�FDSDEOH�RI��DQG�D�FRQßGHQFH�WKDW�WKLV�ZDV�ZRUN�DQG�DUW�ZRUWK\�RI�DQ�HPSHURU�

 In mounting Majestic: Royal and Imperial Objects from the Liang Yi Collection, we hope to introduce visitors 
to worlds where money was no object; where the pleasure of the sovereign was the only criteria; where we can 
imagine what it truly is to live like kings and queens, amidst some of their most beloved objects. Personally, 
RQH�RI�WKH�PRVW� LQWHUHVWLQJ�DVSHFWV�,�IRXQG�LQ�FXUDWLQJ�WKLV�H[KLELWLRQ�LV�REVHUYLQJ�WKH�GLIIHUHQFH�EHWZHHQ�
what kings commissioned for themselves, versus the gifts that were presented to them from diplomats, 
courtiers, foreign envoys, with hopes of catching the royal eye and favour. In essence, this confrontation 
between how one chooses to present oneself, versus how one is seen by others, is a truly universal human 
H[SHULHQFH��ZKHWKHU�LW�LV�H[SHULHQFHG�E\�SULQFH�RU�SDXSHU�

� $V�ZH�RSHQ�RXU�H[KLELWLRQ��ZH�KDYH�H[DFWO\�WKUHH�PRQWKV�EHIRUH�WKH�FRURQDWLRQ�RI�.LQJ�&KDUOHV�,,,��
)RU�WKRVH�RI�XV�XQDEOH�WR�JHW�WR�/RQGRQ�IRU�ZKDW�,�LPDJLQH�ZLOO�EH�\HW�DQRWKHU�DZH�LQVSLULQJ�FHUHPRQ\�ßOOHG�
ZLWK�ROG�IDVKLRQHG�JOLWWHU�DQG�SRPS��,�KRSH�WKDW�RXU�JXHVWV�FDQ�FRPH�WR�RXU�H[KLELWLRQ�DQG�HQMR\�MXVW�D�WRXFK�
of the royal magic.

       Lynn Fung
       Director, Liang Yi Museum
� � � � � � � 'HFHPEHU�������+RQJ�.RQJ
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Introduction
‘Provenance is an essential part of the context of any work of art; it contributes to its cultural relevance 

and provides the foundation of scholarly engagement.’ 1

 Provenance is referred to as ‘the detailed history of where an artefact has been since its 
creation’2 , and is richly embedded within the memory and history of an object. A significant 
provenance – which could take the form of an inscription; colophon; emblem or coats of arm; or 
WH[WXDO�UHVHDUFK�Ó�QRW�RQO\�DGGV�YDOXH�WR�DQ�DUWHIDFW��EXW�DOVR�FUHDWHV�D�VWURQJ�OLQHDU�QDUUDWLYH�
WKDW�VWUHWFKHV�IURP�WKH�FUHDWRU�RI�WKH�REMHFW�WR�LWV�PRVW�FXUUHQW�EHKROGHU��7KH�H[KLELWLRQ�Majestic: 
Royal and Imperial Objects from the Liang Yi Collection draws from the permanent collections of Liang 
Yi Museum to present an array of artefacts with royal and imperial provenances. 

 Throughout history, the royal and imperial courts all around the world played their role 
as leading art collectors, connoisseurs and tastemakers. The art collections these courts built 
DPSO\�UHàHFW�WKHLU�PRQDUFKÖV�UHVSHFWLYH�SHUVRQDO�WDVWHV��WKHLU�SHUFHSWLRQV�RI�WKH�ZRUOG��DQG�FDQ�
be viewed as the sociocultural reflections on the periods when the objects were created. The 
styles of the objects patronised by the royal and imperial courts set the trend for craftsmen and 
collectors outside of the court to create and commission objects of similar styles, to be sold to the 
commonfolk.

 7KH�REMHFWV�VHOHFWHG�IRU�WKLV�H[KLELWLRQ�DUH�ERWK�GHFRUDWLYH�DQG�XWLOLWDULDQ��DQG�ZHUH�HLWKHU�
produced in workshops under the patronage of a royal court; or formerly in the possession of a 
royal or imperial family.

Personal Taste and Hidden Agendas

 Any royal or imperial art collection usually have myriad sources, including antiques 
passed down as heirlooms; tributes from diplomats; and commissions from the reigning king or 
emperor. In China, Emperor Qianlong (r. 1735–96) of the Qing dynasty (1644–1911) was one of 
the longest-reigning rulers in the history of the world. Under his rule, the Qing court amassed 
one of the greatest art collections of the day. Not only did he build a comprehensive collection 
WKDW� LQFOXGHG�SDLQWLQJV��SRUFHODLQ��WH[WLOH��HQDPHOZDUH��ZRRGHQ�DUWHIDFWV�DQG�MDGH��EXW�KH�DOVR�
dictated which of the related craftsmanship were worthy of notice. Historian Craig Clunas noted 
WKDW�ÕWKH�PDWHULDOV�H[FOXGHG�E\�KLP�>(PSHURU�4LDQORQJ@�KDV�EHHQ�FRUUHVSRQGLQJO\�PDUJLQDOLVHG��
or had not been preserved.’ 3
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1 *¡OG\�HW�DO��������[YLL�
2  Feigenbaum et al. 2013, p. 54.
3  Clunas 2002, p. 15.



 The Qing court, a newly established dynasty ruled by Manchurians instead of Han 
&KLQHVH��PDLQWDLQHG�RUGHU�DQG�GRPLQDQFH�E\��WR�D�ODUJH�H[WHQW��KDUQHVVLQJ�WKH�VXSSRUW�RI�HWKQLF�
minority groups including the Mongolians and Tibetans. Religion thus became a means to 
connect the various ethnicities. A large number of Buddhist statues and related objects were sent 
as tributes by the Mongolians and Tibetans; and these, in addition to those made by imperial 
patronage, were placed in palace temples and sacred Buddhist halls.

 The zitan shrine (fig. 1) is one of the rarer pieces with an inscription that records the 
occasion where Emperor Qianlong commissioned its construction in the 34th year of his reign 
(1769). It was possibly housed at the Chengde Mountain Resort in Hebei province, where a vast 
number of Tibetan Buddhist and ritual objects were also housed. Shrines of imperial provenance 
usually share the following characteristics: (1) a form that references palace constructions;         
(2) made of zitan; and (3) bears inscription in Chinese, Manchurian, Mongolian and Tibetan 
scripts.

 This particular shrine was designated for the worship of Manjushri, the Bodhisattva 
of Wisdom, in which Emperor Qianlong recognised himself as his earthly incarnation. The 
double-eaved hip-and-gable roof construction of the shrine was regarded as the highest level of 
FRXUW�FRQVWUXFWLRQ��7R�DSSHDVH�IRUHLJQ�WULEHV��HPSHURUV�RI�WKH�4LQJ�G\QDVW\��HVSHFLDOO\�.DQJ[L�
and Qianlong, allowed the construction of numerous temples. These artefacts fully reflect the 
H[WUDRUGLQDU\�DUWLVWLF�DQG�FXOWXUDO�DFKLHYHPHQWV�RI�WKH�4LQJ�G\QDVW\�LQ�LWV�KH\GD\��

 In Europe, arts during Napoléon I’s rule (r. 1799–1815) were similarly embedded with 
the personal taste and political agenda of Napoléon I. As he rose to power, Napoléon I aspired to 
D�UHYLYHG�5RPDQ�UHJLPH��WRJHWKHU�ZLWK�WKH�LQàXHQFHV�IURP�KLV�(J\SWLDQ�H[SHGLWLRQ��1DSRO©RQ�
commissioned works that featured symbols and patterns of the neoclassical and Egyptian revival 
styles. His taste created the foundation of the ‘Empire style’, and it soon dominated silversmithing 
in France.

� 7KH�VLOYHU�JLOW�WUD\��ßJ�����E\�-HDQ�%DSWLVWH�&ODXGH�2GLRW������Ó������LV�H[HFXWHG�LQ�WKH�
(PSLUH�VW\OH�ZLWK�WKH�DUPV�RI�1DSRO©RQ�,�DV�.LQJ�RI�,WDO\�LQ�WKH�FHQWUH��VHUSHQWLQH�KDQGOHV��DQG�
lion’s paws feet. The entire tray is designed to be perfectly symmetrical. The frieze that surrounds 
the tray is identical to a band of frieze on the Arc de Triomphe du Carrousel in Paris, a typical 
piece of neoclassical architecture. The animal features and stylised palm leaf pattern on the tray, 
on the other hand, are motifs of Egyptian revival style.  

 In Japan, Emperor Meiji (r. 1867–1912) instigated the Meiji Restoration in 1868 to 
restore imperial rule. During that time, major westernisation campaigns were carried out not 
only politically and economically, but on all facets of life in Japan, including clothing; education; 
and art, to show that Japan was now a player on the world stage who can hold its own. One 
curious emblem of this time is the bonbonnière, which was introduced circa 1894 during the 25th 
wedding anniversary celebrations of Emperor Meiji. 

 Originating in France in the early 18th century, bonbonnières are celebratory miniature 
ER[HV�XVHG�WR�VWRUH�bonbons��L�H���FRQIHFWLRQV�RU�VZHHWV���UHßQHG�JLIWV�SUHVHQWHG�DW� MR\RXV�HYHQWV�
such as weddings and birthdays of aristocratic children4 . In Japan, bonbonnières started being 
GLVWULEXWHG�DW� LPSHULDO�EDQTXHWV�� H[SOLFLWO\� IRU� WKH� IRUHLJQ�JXHVWV� WR� WDNH�KRPH�� WR�SURPRWH�
-DSDQHVH�FUDIWVPDQVKLS�DQG�FXOWXUH��2QH�H[DPSOH�LV�D�UHFWDQJXODU�VKDSHG�VLOYHU�bonbonnière��ßJ�����
which was likely presented when Prince Henry (1900–74), Duke of Gloucester, visited Japan in 
�����WR�SUHVHQW�WKH�2UGHU�RI�WKH�*DUWHU�IURP�.LQJ�*HRUJH�9�WR�(PSHURU�6K̝wa.

 Close to 30 bonbonnières were acquired into the Museum’s permanent Japanese collection in 
������7KHVH�VPDOO�VLOYHU�ER[HV�DUH�D�UHàHFWLRQ�RI�WKH�PLQXWH�GHWDLOV�RI�-DSDQHVH�FUDIWVPDQVKLS�DQG�
the historical event that led to the creation of these pieces.
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4 Sensu 2009, p. 18.

Fig. 1
Shrine
1769
Zitan
Collection of Liang Yi Museum
⛽ 1
䴒㩧ὂ潼
1769 ⹛
䴒㩧
⅐ᾄ営⍁䉐椏営



Memorialising History

 The majestic pieces of the show represent more than three centuries of decorative arts 
from the 16th through the 20th century from China, Japan, England, France, Italy and Austria. 
)HDWXULQJ�ZRUNV�RI�DUW�LQ�DQ�H[WUDRUGLQDU\�UDQJH�RI�VW\OHV�DQG�PDWHULDOV�– from classical Chinese 
IXUQLWXUH��YDQLWLHV��KLVWRULF�VLOYHU��WR�-DSDQHVH�SLSHV�DQG�VPDOO�ER[HV�– this publication and the 
H[KLELWLRQ�WKDW�LW�DFFRPSDQLHV�GRFXPHQW�D�SDQRSO\�RI�DUWLVWLF��SROLWLFDO�DQG�HFRQRPLF�DVSLUDWLRQV�
of empires and kingdoms across the world. With Majestic, we aim to acknowledge and address 
each work’s significance by looking at their provenance, and to rediscover their splendour� in 
WKHLU�SDVW�FRQWH[W�DV�ZHOO�DV�SUHVHQW�GLVSOD\�

� .LQJV�DQG�HPSHURUV�FRPPLVVLRQHG�ZRUNV�QRW�RQO\�IRU�WKHLU�VWDWHO\�SOHDVXUH�GRPHV��EXW�DV�
a way to encourage greater glory for their empire or nation. With Majestic, visitors will be able to 
discover the artistic value, in addition to the important historical and cultural references, that each 
individual object reflects and through that, step inside the sumptuous royal courts of centuries 
past.

Stephanie Fong
Curator, Liang Yi Museum

'HFHPEHU�������+RQJ�.RQJ
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㜏壤⒨⑳䍰♏˛㭋⣽Əẽ㈧朹䝅䙫ⷌ嗄䙭㛪䍙⽾憴好Ə㭞⏙⭟⮝㟖⽲㠣⯒怺Ɲ˥悊Ẃᷴ⎾ṥ晭䙮⸄憴好䙫㜷㖀惤

䛟乣㷈⇡Əㇽ㘖ⅴᷴ奲⽘幋˛˦3

 㷬㜄ὃ䂡ᷧῲ䔘㻦ạ俳杅㼉ạ䵘㲢䙫㖗䙮㜄Ə⽯⤎䧲⺍曧奨ᾄ峛咀⏋㖶˚営㖶䬰⯸㕟㯸㖶䙫㔖㋨Ὥ䶔㋨

䧐⑳㲢㫱˛⛇㭋Ə⭾㕀ㇷ䂡ṭ怊㎌ᷴ⏳䨕㖶䙫㈲㮜˛咀⏋ạ⎱営ạ㉱⤎憶ὂ₶⎱䛟旃䉐⒨ὃ䂡岉⒨忨⇡˛ᷴ媽

悊Ẃ⭾㕀ὃ⒨㘖␍䔘⮕Ḕ⇡岮壤ὃƏ惤㛪⭰㔥✏⮕㮦⯡⻆⑳ὂ㕀⤎⻚˛

 䴒㩧壤ὂ潼 ( ⛽ 1) 㘖⅝Ḕᷧờ似奲ὃ⒨Əᷱ杉䙫承㕮姿廰ṭṥ晭䙮⸄✏⍚ἴᷰ⌨⛂⹛ (1769 ⹛ ) 㘩ᷲị

壤怇 ㎏̨㖞⭪㛥⬿㔥㖣営㛰⤎憶営ₚὂ㕀⎱⃧䔏⒨䙫㲚⋾䛨㉦⾞恦㙸ⱘ危 䙮̨⮋壤䙫ὂ潼态⸟㛰Ọᷲ䉠滅Ɲᷧ )

⎪䅎⮕Ḕ⻡䮰㨊ƞṳ ) Ọ䴒㩧䂡㜷ƞᷰ ) 㛰㼉˚㻦˚咀˚営㕮⬾承㕮˛

 怀ờ䍏ᷧ䄈ṳ䙫ὂ潼䂡ᾂ⤰屈⾜㙡ㅎ䙫㕮㭱叐喐俳壤Əṥ晭䙮⸄ẍ䨘凑ⷘ䂡塑ạ敺䙫⋽庒˛ὂ潼㎈䔏ṭ

憴䰞㬮ⱘ柩娔姯Ə㘖凚檿䄈ᷱ䙫ₚ䵘⻡䮰ⰲ柩㨊˛䂡ṭ⭰㒒⣽㖶Ə㷬㜄䙮⸄Ⰻ⅝㘖⺞䆀⑳ṥ晭Əℨ娘⻡怇⤎

憶⯡⻆˛怀Ẃ㕮䉐ℬ⇭⎴㘇ṭ㷬㜄滵䛂㘩㜆杅⇈䙫嗄堺⑳㕮⋽ㇷⰘ˛

 ✏㬷㴙Ə㋦䠛ⴀ᷽ᷧ䵘㲢㘩㜆 ( ✏ἴ⹛敺 1799–1815 ⹛ ) ㈧䛂堳䙫⸄⛲梏㠣Ə⏳㨊凮怀ἴ⸄䍲䙫ῲạ⒨

⑳㔦㲢⎽ㄲざざ䛟旃˛䔘㖣ẽ㍳㫱㘩ᷧ䛛㸛㜂⾐凯佬榓⸄⛲Ə俳᷻⎾恇⽨➪⎱⽘柦Əẽ⦻姾壤ὃ䙫ὃ⒨ᷱ惤僤

㉥∗⅞㛰㖗⏋⅟Ḣ侐⑳➪⎱⾐凯梏㠣䙫䬍噆⑳⛽㠯˛ẽ䙫⒨⥇⮁ṭ˥⸄⛲梏㠣˦䙫⟡䣵Əḍ⽯⿒ㇷ䂡ṭ㲼⛲执

♏䙫Ḣ媦˛

1 *¡OG\�HW�DO���������[YLL�
2  Feigenbaum et al. 2013, p. 54.
3  Clunas 2002, p. 15.
4  Sensu 2009, p. 18.
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Fig. 2
A French Empire Silver-Gilt Tray

Jean-Baptiste Claude Odiot
Paris, France

1809–14
Silver-gilt

Collection of Liang Yi Museum
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Fig. 3
Bonbonnière

1929
Collection of Liang Yi Museum
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 While Chinese jades, porcelain and ceramics 
are often seen as the best of what 3000 years of 
Chinese material culture has to offer, the furniture 
made during the last two dynasties (the Ming 
1368–1644; and the Qing 1644–1911) should also 
be given a place in this pantheon. Furniture from 
these two dynasties demonstrate the accumulation 
of technique and technology that propels it from 
functional object to veritable art form. Imperial 
furniture, commissioned by or on behalf of the 
emperor and his family, are refined versions of 
the furniture used by the masses, representing the 
DSH[�RI�GHVLJQ��KHULWDJH�DQG�FUDIWVPDQVKLS��$V�
a result of the value and care placed upon these 
REMHFWV�RI� ILQH�DUW��PDQ\� VXUYLYLQJ�H[DPSOHV�RI�
antique Chinese furniture often have an imperial 
or noble provenance. However, therein lies the 
question this article endeavours to answer: what 
differentiates imperial furniture from its everyday 
contemporaries? 

 There are three main characteristics to be 
highlighted in its identification; first, the use of 
H[SHQVLYH�DQG�TXDOLW\�PDWHULDOV��VXFK�DV�huanghuali 
and zitan�� VHFRQG��PRWLIV�XVHG�H[FOXVLYHO\�E\� WKH�
imperial family such as the five-clawed dragon, 
IRXU�FODZHG�GUDJRQ��DQG� WKH�SKRHQL[��DQG� WKLUG��
the masterful use of decorative craftsmanship such 
as carvings and inlays. It is important to note that 
while these characteristics are often shared among 
H[DPSOHV�RI� LPSHULDO� IXUQLWXUH�� WKH\�FDQQRW�VROHO\�
be used as a means of authentication. Liang Yi 
Museum is home to over 450 pieces of Ming and 
Qing dynasty furniture, only a handful of which can 
be directly traced back to the court. Taking these 
H[DPSOHV� IURP�WKH�FROOHFWLRQ�� WKH�DIRUHPHQWLRQHG�
FKDUDFWHULVWLFV�DUH�H[SORUHG��

Ming and Qing Dynasty Imperial Furniture

 While Ming dynasty furniture is known 
for its high artistry and simplicity, Qing dynasty 
furniture is known for dense ornamentation, 
designed to produce an almost overwhelming sense 
RI�ZHDOWK� DQG� OX[XU\��0LQJ�G\QDVW\� IXUQLWXUH�
show a preference for huanghuali as a material and 
highlights the natural characteristics of the wood 
– such as its grains – in its design and decorations. 
Qing dynasty furniture, on the other hand, mainly 
used zitan as a material and can be categorised into 
three main styles – Canton; Jiangsu; and Beijing, all 
of which mostly produced by workshops within the 
palace. 

 Imperial furniture during the Ming dynasty 
were managed by the 24 yamen (administrative 
offices responsible for the management and 
maintenance of the imperial palace), particularly 
the yuyongjian ( ⾈ 䔏 䛊 ) which specialised in the 
acquisition and management of wood and precious 
materials in the inner palace. Generally, these 
woodwares came from the Suzhou area, but carved 
lacquerware and painted wares were produced in 
Beijing, and black lacquerware and luodian (a 
decorative technique of inlaying thin layers of 
VKHOOV��ZHUH�SURGXFHG� LQ�6KDQ[L2 . In contrast, 
imperial furniture during the Qing dynasty were 
mainly produced in the centralised imperial 
ZRUNVKRSV� �ILJ����� VHW� XS�E\�(PSHURU�.DQJ[L�
(1654–1722) in 1680. The best craftsmen across the 
country worked at these workshops, and furniture 
produced here were personally authorised by the 
emperor at every step starting with the design.
 

Imperial Furniture
Judy Lee

Õ,QVHSDUDEOH�IURP�VRFLDO��SROLWLFDO�DQG�HFRQRPLF�LQàXHQFHV��
IXUQLWXUH�GHVLJQ�DQG�LWV�KLVWRU\�UHàHFW�WKH�FKDQJLQJ�OLYLQJ�FRQGLWLRQV�DQG�OLIHVW\OHV�RI�GHYHORSLQJ�FLYLOLVDWLRQV�Ö 1

            Joclyn Oats

1 Oats 2021.
2  Hu 2010, p.1.

 Furniture could also be added to the imperial 
inventory through government procurements and 
foreign tributes, from the nobility, diplomats and 
envoys. Rather than officials specialising in the 
procurement of furniture, the Ministry of Internal 
Affairs issues a decree to local governments to 
purchase items from local furniture workshops, with 
GUDZLQJV� DQG� H[DFW� GLPHQVLRQV� SURYLGHG� IRU�
commissioned pieces. When Beijing officials leave 
the city for business, they are often required to buy 
and commission local specialties from their 
destination, such as high-end furniture, antiques, and 
daily necessities, to present to the emperor upon their 
return to the capital 3 . The same goes for foreign and 
FRXQWU\�RIßFLDOV�ZLWK�EXVLQHVV�LQ�%HLMLQJ��$FFRUGLQJ�
to a Qing palace document jindan (怙▕ , a document 
that records all incoming goods to the imperial 
palace), nine officials entered or returned to the 
palace in the 36th year (1771) of Emperor 
Qianglong’s (1711–99) reign, presenting 150 pieces 
of furniture as tributes 4 .

 Precious Hardwoods: Huanghuali and Zitan
 
 In China, hardwood generally refers to 
tropical woods that are dense and impervious to 
wood-boring insects. There are two main types of 
hardwood that were the most coveted in the 
manufacture of furniture. One is huanghuali (fig. 2) 
sourced from the island of Hainan. According to 
Curtis Evarts (2007), huanghuali was appraised at 4 
fen of silver per catty 5 in 1567, making it one of the 
PRVW�H[SHQVLYH� WLPEHUV�DW� WKH� WLPH��7KH�SULFH�RI�
huanghuali was halved during the Qing dynasty, 
suggesting a period of better supply. 

 On the other hand, the huanghuali price cut 
during the Qing dynasty may also reflect the 
preference for another wood, zitan (fig. 3) , 
superceding huanghuali. Zitan� LV�DQ�H[WUHPHO\�GHQVH�
deep-red wood that sinks in water. As another 
member of the rosewood family, it has a perfumed 
fragrance and a surface that polishes to a shimmering 

3 Hu 2010, p. 5.
4  Hu 2010, p. 6.
5  A catty in the Ming dynasty is equivalent to 500 grams according to Moll-Murata (2018).
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Fig. 1
Imperial workshops in the southwest corner of the Forbidden City
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lustre, representing virtuous characteristics of the 
nobility and those of rank. The wood is indigenous 
to tropical regions of south-east Asia such as 
+DLQDQ�� ,QGLD��9LHWQDP��&DPERGLD�� WKH�0DOD\�
peninsula and Indonesia, and early references 
show the timber was imported from abroad  6 . 
Zitan�ZDV�D�UDUH�DQG�H[RWLF�PDWHULDO��XVHG�PDLQO\�IRU�
manufacturing small objects, and its hardness 
made it suitable for the intricate and ornate 
carvings beloved by the Qing emperors. Similar to 
huanghuali, the wood takes 300 to 400 years to 
mature, but zitan is even rarer and few pieces are 
known to grow over one foot in width. It has been 
speculated that the imperial family had a monopoly 
on the zitan available for imperial use, further 
highlighted by the absence of zitan objects in the 
WKRXVDQGV�RI� OX[XU\� LWHPV�FRQILVFDWHG� IURP�WKH�
deposed grand secretary, Yan Song, and his son, 
Yan Shifan7 ��$FFRUGLQJ�WR�:DQJ�6KL[LDQJ���������
zitan was sold for 2.2 cash per catty and each 
visible square metre of zitan was equal to 70 
catty8 . To put this in perspective, Wang Shizhen 
(1634–1711), a scholar and official during the 
UHLJQ�RI�(PSHURU�.DQJ[L��UHFRUGHG�WKH�WUDQVDFWLRQ�
of 120 ounces of silver for an inlaid zitan chair, and 
Prince Yi (1686–1730), the brother of Emperor 

Yongzheng (1678–1735) and supervisor to the 
imperial inventories of zitan, is recorded saying, ‘It 
is not necessary to use zitan – make it with lacquer’, 
when it was proposed for zitan to be used in the 
construction of a screen for a throne chair, 
VXJJHVWLQJ� WKDW� WKH� WLPEHU�ZDV�DQ�H[WUDYDJDQW�
H[SHQVH� HYHQ� IRU� WKH� LPSHULDO� IDPLO\ 9 .  The 
H[RUELWDQW�SULFHV�RI� OX[XU\�KDUGZRRG�PDWHULDOV�
huanghuali and zitan suggest that furniture pieces 
were only affordable to the upper-class, and large 
pieces of furniture made purely from these 
materials, such as cabinets and tables, could only 
be purchased by the imperial family.

Imperial Motifs: Dragons, Phoenixes and 
Immortal Beasts

 Certain symbols and motifs were used as 
representation of rank. The dragon has been 
present in China since the neolithic Yangshao 
culture (5,000BC–3,000BC) in Henan during the 
fifth millennium BC. As a powerful creature 
representing rain, fortune, justice and strength, 
the dragon has long been associated with the 
emperor. It has been theorised that this association 
may have emerged from a myth surrounding the 

6 Evarts 2007b, p. 9.
7  Evarts 2007b, p. 9.
8  Wang 1989, p 140.
9   Evarts 2007b, p. 13.
10 7KH�3DFLßF�$VLD�0XVHXP�������S�����

11 Lambert 2011, p. 26.
12 Chen 2019, pp. 420-421.
13���7KH�3DFLßF�$VLD�0XVHXP�������S����
14   Chen 2019, p. 422.

Figs. 2 & 3
([DPSOHV�RI�huanghuali and zitan woods
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first legendary Emperor of China, Huangdi (Yellow 
Emperor) – who originally used a snake as his emblem 
– merged emblems with tribes that he conquered, 
hence the dragon’s features of various animals. The 
dragon was first claimed by imperial powers as a 
symbol of the emperor to bring fortune to the land 
during the Han dynasty (206BC–220AD). In the 
Ming dynasty, the motif was further specialised, and 
WKH�ßYH�FODZHG�GUDJRQ��VXFK�DV�WKH�RQH�RQ�ßJ�����ZDV�
WKH�H[FOXVLYH�V\PERO�DQG�SUHURJDWLYH�RI�WKH�HPSHURU�
and empress. The heir apparent, imperial sons and 
princes of the blood were represented by the four-
FODZHG�GUDJRQ��%\�WKH�4LQJ�G\QDVW\��WKH�ßYH�FODZHG�
dragon was allowed to be used by the emperor, 
empress, heir apparent, imperial sons, and 1st and 2nd 
rank princes, whereas the four-clawed dragon was 
used by princes of the 3rd rank and below, as well as 
dukes and marquesses 10 . It was a capital offense for 
anyone other than the emperor to use a golden five-
clawed dragon motif, and the improper use of claw 
numbers and colour was treason and punishable by 
WKH�H[HFXWLRQ�RI�WKH�RIIHQGHUÖV�HQWLUH�FODQ 11 . 

� $QRWKHU�PRWLI� LV� WKH� SKRHQL[� �ILJ�� ���� RU�
fenghuang�� UHSUHVHQWLQJ� WKH�HPSUHVV��7KH�SKRHQL[�
PRWLI�KDV�H[LVWHG� LQ�&KLQD�IRU�WKH�SDVW�������\HDUV�
since the Hongshan culture (4,700BC–2,900BC) and 
HDUOLHVW�NQRZQ�H[DPSOHV�KDYH�EHHQ� IRXQG�DW� WKH�
Gaomiao archaeological site in Hunan province. The 
SKRHQL[�UHSUHVHQWV�YLUWXH�DQG�JUDFH�DV�ZHOO�DV� WKH�
union of yin and yang��,Q�WKH�WH[W�Classic of Mountains 

and Seas��GLIIHUHQW�SDUWV�RI�WKH�SKRHQL[ÖV�ERG\�UHSUHVHQW�
a different word; the head denotes virtue, the wings 
duty, the back propriety, the abdomen credibility, and 
WKH�FKHVW�PHUF\��3KRHQL[HV�ZHUH�PRWLIV�XVHG�E\�WKH�
empress and princesses; and by the Ming dynasty, 
FRPPRQHUV�DQG�RIILFLDOV�FDXJKW�ZHDULQJ�WKH�SKRHQL[�
motif would be punished with 100 lashes by a heavy 
stick and penal servitude for three years 12 . Together, 
WKH�GUDJRQ�DQG�WKH�SKRHQL[�UHSUHVHQWHG�WKH�HPSHURU�
and the empress ruling in harmony. 

 Other immortal beasts such as the douniu 
�ßJKWLQJ�EXOO��GUDJRQ�OLNH�ZLWK�WZR�FXUYHG�KRUQV�DQG�
D�ßVK�WDLO���WKH� feiyu��à\LQJ�ßVK��GUDJRQ�KHDG�ZLWK�D�
carp body and two horns), and the qilin (a deer-like 
animal with a single horn) were also symbols of 
imperial power that the emperor bestowed on those 
he favoured13 . During the Ming dynasty, the douniu 
were worn by noblemen equal to the rank of 
marquess, and the feiyu was bestowed on eunuchs 
and officials. The qilin was a symbol of virtue and 
perfection, and in the Qing dynasty, was the mark of 
a first-rank military officer. The unauthorised 
production of these motifs was a capital offense for 
artisans 14 ��2YHUDOO��WKH�XVH�DQG�UHJXODWLRQ�RI�WKH�ßYH�
FODZHG� DQG� IRXU�FODZHG� GUDJRQ�� SKRHQL[� DQG�
immortal beasts highlighted imperial power, and as 
the prerogative of the emperor and imperial family, 
items with these motifs are likely of imperial 
provenance.
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Fig. 4
Small Case with Dragon Decoration
19th century
Zitan and mother-of-pearl
Collection of Liang Yi Museum
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Fig. 5
&KHVW�ZLWK�'UDJRQ�DQG�3KRHQL[�&DUYLQJ��RQH�RI�D�SDLU�
18th century
Zitan 
Collection of Liang Yi Museum
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 Decorative techniques, such as carvings, 
lacquering and inlays, were time-consuming, costly 
DQG�UHTXLUHG�D�OHYHO�RI�H[SHUWLVH�IURP�FUDIWVPHQ�WKDW�
took many years to perfect; in most cases, intricate 
details and technique are equally key indicators 
in determining imperial provenance in furniture. 
7KH�PRUH�FRPSOH[�WKH�GHVLJQ�DQG�WKH�PRUH�IDFHWV�
decorated, the more value and prestige was put on 
WKH�IXUQLWXUH��)RU�H[DPSOH��FDW��QR������ LV�D�VHW�RI�
four Qing-style armchairs with carved panels from 
the Prince Gong Mansion. The flush-panels of the 
backrests depict a lively five-clawed dragon rising 
IURP�WKH�ZDYHV�LQ�SXUVXLW�RI�D�àDPLQJ�SHDUO��Haishui 
jiangya (meaning ‘waves and cliffs’), another motif 
used typically by the nobility, is under the dragon. 
Each spandrel pierced with scrolling dragon patterns 
decorate the space between the apron and leg. The 
delicate and vivid carvings combined with imperial 
PRWLIV�PDNH�WKLV�VHW�RI�FKDLUV�DQ�H[DPSOH�RI�H[TXLVLWH�
craftsmanship. Similarly, fig. 6 shows the generous 
XVH�RI�PDWHULDOV�DQG�GHWDLOHG�FDUYLQJV��DOO�VL[�VLGHV�
RI�WKH�KH[DJRQDO�VWRRO�DUH�GHFRUDWHG�ZLWK�WKH�VDPH�
motifs on the panels and high waist. 
 
 Inlays and lacquering are both ancient 
techniques that require additional materials to be 
added to the initial furniture piece. Inlays often use 
precious materials such as ivory, mother-of-pearl, 
tortoiseshell and semi-precious stones to create a 
pictorial composition, often with a lacquered or wood 

base. Lacquerware are wooden objects treated with 
dyed and dried sap from the lacquer tree, creating a 
durable and waterproof surface. Inlays and lacquer-
work were also used in conjunction with carvings, 
DQG�ßJ����LV�D�SULPH�H[DPSOH�RI�FDUYLQJV��LQOD\�DQG�
lacquered decorative techniques as produced by the 
Qing dynasty imperial workshops. The wooden base 
and frame are made from thick panels of zitan carved 
with imperial motifs on both sides, and the central 
panel is inlaid with stone to depict the auspicious 
motif of ‘Magu’s birthday’ on one side; and on the 
other side, a lacquered black and gold painting of 
bats. 

Conclusion

 From the use of precious hardwoods 
huanghuali and zitan, imperial motifs of the five-
FODZHG�GUDJRQ�DQG�SKRHQL[��WR�LQWULFDWH�GHFRUDWLYH�
craftsmanship of carvings, inlays and lacquer, 
imperial furniture is an amalgamation of the best 
GHVLJQ� DQG� FUDIWVPDQVKLS� RQ� RIIHU�� H[SUHVVHG�
through material, structure, decorations and 
motifs. When lacking direct traceable history or 
provenance, these characteristics provide a helping 
hand in identifying imperial furniture from the 
Ming and Qing dynasties. 

Decorative Craftsmanship: Carvings, Lacquer and Inlays

‘Superior quality material was not as highly valued as complex workmanship.’ 15

Curtis Evarts

15 Evarts 2007, p. 16.
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Fig. 7
Large Standing Screen
18th century
Zitan
Collection of Liang Yi Museum
⛽ 7
䴒㩧㎹ⰶ忶暼⤎⺎ⰶ
⌨⅒᷽䳧
䴒㩧
⅐ᾄ営⍁䉐椏営
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001
A Set of Four Qing-Style Armchairs with Carved Panels
Zitan
Late 18th to early 19th century
+HLJKW������[�:LGWK������[�/HQJWK�����FP��HDFK�

䯩㤾㳃ⷍㄴㄉ㟃▙ⷳ
䴒㩧
⌨⅒᷽䳧㙁㜆凚⌨Ṅ᷽䳧∄㜆
檿 �����[�⯓ �����[�敞 46.5 ⅓⇭ ( 㮶ờ )

'UDJRQ�LV�WKH�GRPLQDQW�PRWLI�RQ�WKLV�VHW�RI�ORZ�EDFN�DUPFKDLUV��(DFK�FHQWUDO�SDQHO�GHSLFWV�D�ßYH�FODZHG�GUDJRQ�

ULVLQJ�IURP�WKH�ZDYHV�DPRQJVW�ELOORZLQJ�FORXGV��LQ�SXUVXLW�RI�D�ODUJH�àDPLQJ�SHDUO��7KH�DUPUHVW�UDLOLQJV��DSURQV�

and foot rests are decorated with cloud motifs. Identical armchairs from Yamanaka & Co. were auctioned in 

1935 and likely housed in Prince Gong’s mansion. According to the biography of Yamanaka Sadajiro, founder of 

Yamanaka & Co., he and two colleagues visited Prince Gong’s mansion during a trip to China in 1912. Believing 

that soldiers who worked for the Chinese leader General Yuan Shikai (1859–1916) would loot the property soon, 

Puwei, grandson of Prince Gong as well as the owner of the Mansion, decided to sell some of the collection to 

Yamanaka Sadajiro. After a lengthy negotiation, Yamanaka acquired the entire collection apart from calligraphy 

and paintings.

潴㘖怀䴫㉝㈲㣬䙫Ḣ奨壄棥⛽㠯˛杇傳㝦Ḕ⾪暼㝦䙫㵕暼㭊杉ṻ䈑潴✏⥩ヶ㍙曙Ḕ勌暘勌䏥Əᷲ䂡䥶⣤ⱘ㵞Ə
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凑ₚ姿廰Əẽ⑳⅐⏴⏳Ṳ㖣 1912 ⹛∗娑ご妑䍲⺃˛䔘㖣塨᷽⇘ (1859–1916 ⹛ ) 㔦⺃䕝㘩㭊杉减岈⛗Əご妑

䍲䙫⭒⬷㚏ご妑䍲⺃Ḣạ㺌‰䂡ℴ⣒⅜≤㎇䍲⺃Ə㖣㘖㱡⮁⇡┕⺃ⅎ⏋告䵍ⱘḔ┭㛪˛䵺怵㼒敞䙫⌻┭Ə晋
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002
Shrine
1769
Zitan
+HLJKW�����[�:LGWK����[�'HSWK���FP

䯩㤾ḙ湓
1769 ⹛
䴒㩧

檿�����[�⯓����[�㷘 54 ⅓⇭
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Altar shrines are widely used in Chinese households. They come in different variations, such as this Buddhist altar 

shrine modelled after Qing-style architecture with a roof that resembles the Hall of Preservation of Harmony 

(Baohedian, one of the three grand halls in the Forbidden City). Imperial decorations in keeping with its design 

source include dragons amidst clouds and stylised lotus scrolls – both images associated with the imperial family. An 

inscription is engraved at the back of the shrine in Manchurian, Chinese, Mongolian and Tibetan scripts, stating that 

starting from 1769 the shrine was used to worship Manjushri, a bodhisattva. Emperor Qianlong was a devotee of 

Tibetan Buddhism and became student of the famous Buddhist master Zhang Jia in 1745.
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Portraits of the Qianlong Emperor and His Twelve Consorts (partial)
Giuseppe Castiglione and others
Qing dynasty
The Cleveland Museum of Art, John L. Severance Fund 1969.31
ṥ晭⸄⎱⏵⥪⛽⍞ ( Ⱗ惏 )
悵᷽⯎⑳⅝ẽ䕒⸒
㷬㜄
Ⅎ∐⤒嘔嗄堺⍁䉐椏ƏJohn L. Severance ⟡憸 1969.31
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This pair of cabinets was discovered 

in Wuwei, an important trading 

centre at the intersection of the Silk 

Route and Great Wall in Gansu 

province. They were likely owned 

by Princess Quejing (1689–1736). 

Princess Quejing was the youngest 

GDXJKWHU�RI�(PSHURU�.DQJ[L������–

1722). During the Qing dynasty, 

most princesses were diplomatically 

married to Mongolia to maintain 

good relationships between the 

Qing and Mongol courts. Seven out 

of eight of Princess Quejing’s sisters 

were married to Mongol princes. 

$V�(PSHURU�.DQJ[LÖV� IDYRXULWH�

daughter, she was married to Sun 

Chengyun in 1706, grandson of an 

admiral stationed in Gansu, who 

was of Han ethnicity.

003
A Pair of Cabinets
17th century
Zitan, huanghuali and baitong
+HLJKW�����[�:LGWK�������[�'HSWK�����FP��HDFK�

䯩㤾⍊涁兯㝦᳇⸌倽曀䩯㦁Ჾ⫋
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䴒㩧˚溪劘㢏⑳䙤扬
檿 ����[�⯓�������[�㷘 62.5 ⅓⇭ ( 㮶ờ ) 
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004
Cabinet
17th century
Huanghuali
+HLJKW�����[�:LGWK�����[�'HSWK�����FP

涁兯㝦㑷墐㦁
⌨᷽ᷪ䳧
溪劘㢏

檿 ����[�⯓�����[�㷘 62.3 ⅓⇭

005
Display Cabinet
18th century
Zitan, black lacquer and copper
+HLJKW�����[�:LGWK����[�'HSWK�����FP

䯩㤾涏㷄㊍悏⟘⪴㛺
⌨⅒᷽䳧

䴒㩧˚溸㻭⑳䳬扬
檿 ����[�⯓����[�㷘 37.5 ⅓⇭



006
Cabinet
17th century
Huanghuali
+HLJKW�����[�:LGWK������[�'HSWK���FP

涁兯㝦㦁
⌨᷽ᷪ䳧
溪劘㢏

檿 ����[�⯓������[�㷘 52 ⅓⇭

007
Cabinet
19th century
Huanghuali, nanmu, zitan and brass
+HLJKW�����[�:LGWK����[�'HSWK���FP

涁兯㝦㦁
⌨Ṅ᷽䳧

溪劘㢏˚㥇㜏˚䴒㩧⑳溪扬
檿 ����[�⯓����[�㷘 45 ⅓⇭
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008
Small Cabinet
18th century
Zitan and baitong
+HLJKW����[�:LGWK����[�'HSWK�����FP

䯩㤾⫍㑷㛺㦁
⌨⅒᷽䳧
䴒㩧⑳䙤扬
檿 ���[�⯓����[�㷘 34.5 ⅓⇭

009
Kang Table
17th century
Zitan
+HLJKW����[�:LGWK�����[�'HSWK�����FP

䯩㤾榖㘝倮㽓㜊
⌨᷽ᷪ䳧
䴒㩧
檿 ���[�⯓�����[�㷘 65.5 ⅓⇭

010
Large Standing Screen
18th century
Zitan
+HLJKW�����[�:LGWK�����[�'HSWK���FP

䯩㤾㊐⬍ⷍ廍斓⟥ⵥ⬍
⌨⅒᷽䳧

䴒㩧
檿 ����[�⯓�����[�㷘 65 ⅓⇭
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011
Large Standing Screen
Early 19th century
Zitan and marble
+HLJKW�����[�:LGWK�����[�'HSWK���FP

䯩㤾㊐⬍ⷍⵥ⬍杦
⌨Ṅ᷽䳧∄㜆
䴒㩧⑳⤎䏭䟚

檿 ����[�⯓�����[�㷘 93 ⅓⇭

MAJESTIC                41

012
Large Standing Screen
Base: Early 19th century
Screen and marble panel: Late 20th century
Zitan and marble
+HLJKW�����[�:LGWK�����[�'HSWK���FP

䯩㤾㊐⬍ⷍⵥ⬍杦
⺎Ɲ⌨Ṅ᷽䳧∄㜆

㎹ⰶ⑳⤎䏭䟚Ɲṳ⌨᷽䳧㙁㜆
䴒㩧⑳⤎䏭䟚

檿 ����[�⯓�����[�㷘 93 ⅓⇭



016
A Set of Eight Calligraphic Panels
19th century
Bamboo and lacquer
+HLJKW�����[�:LGWK����[�'HSWK����FP��HDFK�

㖶㮓㉙⬍Ჾ⠕ ㄅ
⌨Ṅ᷽䳧
䫠⑳溸㻭

檿 ����[�⯓����[�㷘 4.5 ⅓⇭ ( 㮶ờ )

017
Formal Side Table
Early 19th century
Zitan
+HLJKW����[�:LGWK�����[�'HSWK���FP

䯩㤾⟼曫ⴱ曫㜆
⌨Ṅ᷽䳧∄㜆
䴒㩧
檿 ���[�⯓�����[�㷘 46 ⅓⇭

013
Five-Screened Cosmetic Case and Mirror Stand

18th century
Huanghuali and baitong

+HLJKW�����[�:LGWK����[�'HSWK���FP

涁兯㝦ᵒ⬍抟傸
⌨⅒᷽䳧

溪劘㢏⑳䙤扬
檿 ����[�⯓����[�㷘 36 ⅓⇭

014
Zitan Screen
18th century
Zitan, jade and lapis lazuli
+HLJKW�����[�:LGWK������[�'HSWK���FP

䯩㤾㊐⬍
⌨⅒᷽䳧
䴒㩧˚䍰⑳朹憸䟚
檿 ����[�⯓������[�㷘 40 ⅓⇭

015
Table Screen
18th century

Zitan and marble
+HLJKW����[�:LGWK����[�'HSWK���FP

䯩㤾㊐⬍
⌨⅒᷽䳧

䴒㩧⑳⤎䏭䟚
檿 ���[�⯓����[�㷘 21 ⅓⇭
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018
A Pair of High Stands
Early 19th century
Zitan
Height 90 x Width 45 x Depth 45cm (each)

019
High Stand
19th century
Zitan and boxwood
Height 89.5 x Width 45 x Depth 45cm

䯩㤾兯
⌨Ṅ᷽䳧
䴒㩧⑳溪㤱㜏
檿 89.5 x ⯓ 45 x 㷘 45 ⅓⇭

䯩㤾㗇㘝倮䚧⸠兯Ჾ⫋
⌨Ṅ᷽䳧∄㜆

䴒㩧
檿 90 x ⯓ 45 x 㷘 45⅓⇭Ƌ㮶ờƌ
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020
Folding Chair
17th century
Huanghuali
Height 89.5 x Width 52.5 x Depth 56.5cm

涁兯㝦ᵢ㟃
⌨᷽ᷪ䳧
溪劘㢏
檿 89.5 x ⯓ 52.5 x 㷘 56.5 ⅓⇭



023
Hexagonal Stool
18th century
Zitan
Height 53.5 x Diameter 44cm

䯩㤾❧☎㑷
⌨⅒᷽䳧
䴒㩧
檿 53.5 x 䛛⽸ 44 ⅓⇭

024
Carved Scroll Pot
1950s
Zitan
Height 51 x Diameter 41cm

The precious hardwood zitan that was used to make this 
scroll pot during the 1950s was the last remaining stock 
of zitan from the imperial palace of the Qing dynasty.

㭋廟䬹Ọ㷬⮕⻞€⬿䙫䎴岛䡓㜏䴒㩧壤ㇷ˛

䯩㤾斓湋䐩嶶䨐
1950 ⹛Ị
䴒㩧
檿 51 x 䛛⽸ 41 ⅓⇭

021
A Pair of Horseshoe Armchairs
17th century
Zitan
Height 102 x Width 69 x Depth 55cm (each)

䯩㤾◆㟃Ჾ⫋
⌨᷽ᷪ䳧

䴒㩧
檿 102 x ⯓ 69 x 㷘 55 ⅓⇭ ( 㮶ờ )

022
A Pair of Square Stools
19th century
Zitan
Height 53 x Width 47.5 x Depth 47.5cm (each)

䯩㤾㗇㘝倮桪崂㑷₱Ჾ⫋
⌨Ṅ᷽䳧

䴒㩧
檿 53 x ⯓ 47.5 x 㷘 47.5 ⅓⇭ ( 㮶ờ )
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026
Brush Pot with Dragon Carving
18th century
Zitan
Height 15.5 x Diameter 15cm

䯩㤾斓湋䨄䨐
⌨⅒᷽䳧
䴒㩧
檿 15.5 x 䛛⽸ 15 ⅓⇭

025
Brush Pot
1755
Tin
Height 15.3 x Diameter 17.7cm

䨄䨐
1755 ⹛
挒
檿 15.3 x 䛛⽸ 17.7 ⅓⇭

027
Octagonal Case
18th century
Zitan 
Height 5 x Width 40 x Depth 40cm

䯩㤾搵㓣⩬䏦…䖐
⌨⅒᷽䳧
䴒㩧
檿 5 x ⯓ 40 x 㷘 40 ⅓⇭

028
Table-Top Dressing Chest with Inlay Decoration
17th century
Huanghuali and mother-of-pearl
Height 43 x Width 40.2 x Depth 30cm

涁兯㝦Ⰺ䔼⪴⩖䕬䩯
⌨᷽ᷪ䳧
溪劘㢏⑳䎴䏇㮴
檿 43 x ⯓ 40.2 x 㷘 30 ⅓⇭

029
A Pair of Zitan Chests with Dragon and Phoenix Carving
18th century
Zitan 
Height 28 x Width 48.5 x Depth 24cm (each)

䯩㤾斓湋殱䩯Ჾ⫋
⌨⅒᷽䳧
䴒㩧
檿 28 x ⯓ 48.5 x 㷘 24 ⅓⇭ ( 㮶ờ )

The top of each chest is carved with dragon and cloud motifs. 
㮶ῲ䮘䙫柩㝦✮暼㛰曙潴䳲˛
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034
Ceremonial Lampstand
18th century 
Zitan and boxwood
Height 178cm

This lampstand, which exhibits exquisite 

workmanship in fine materials, was likely 

intended for ceremonial use within a Buddhist 

context. The boxwood base is shaped as three 

elephant heads supporting a lotus leaf and pod, 

wherein the zitan post is seated. The boxwood 

top is also carved as three elephant heads 

supporting a sacred alms bowl carved in relief 

with rising cloud heads. The elephant heads are 

finely sculpted with ornamental mounts, and 

pendant streamers may well have hung from 

their upturned elephant trunks.

䯩㤾涁㠈㗦䂆傸
⌨⅒᷽䳧
䴒㩧⑳溪㤱㜏
檿 178 ⅓⇭

㭋䆯凡䂡ᷱ䬰㜏㖀䴷⏯檿嵬㉧嗄䙫⭳併䏥Ə

娔姯㥜⏖僤䂡ὂ㕀㲼♏Ḳ䔏˛溪㤱㜏⟡⺎暼⇡

ᷰ屈栔Ə⏯⊂柩嵞ᷧ䈮哕吰凮哕哓Ə哓ḔṆ䪲

䜧ᷧ㠠䴒㩧⛺㟘˛柩䫖惏⇭Ṇ㛰溪㤱ᷰ屈栔Ə

㔖㑷嵞曙䳲壄棥㈿扉˛暼∢䴗䷢䙫屈栔㛰ὃ摙

ⴳ滅䶛Ə屈漢∮⏖ὃ❩㎂棥⸝䔏˛

030
Carved Paperweight
1807
Zitan
Height 21.8 x Width 8.3cm

㳃Ⓡ〴㧼䯩㤾扬䯗
1807 ŭ
மᥣ
Ƭ 21.8 x 8.3 ࠺ ȓŒ

031
A Pair of Sutra Streamer Frames
18th to 19th century
Zitan
Height 19.3 x Width 37.5 x Depth 2cm (each)

䯩㤾䱑ⴟ㘽Ჾ⫋
⌨⅒凚⌨Ṅ᷽䳧
䴒㩧
檿 19.3 x ⯓ 37.5 x 㷘 2 ⅓⇭ ( 㮶ờ )

032
Small Case with Dragon Decoration
19th century
Zitan and mother-of-pearl
Height 6 x Width 11 x Depth 11cm

䯩㤾Ⰺ噸惽斓湋⇡
⌨Ṅ᷽䳧
䴒㩧⑳䎴䏇㮴
檿 6 x ⯓ 11 x 㷘 11 ⅓⇭

033
Brush Washer
20th century
Agate and agarwood
Vessel: Height 7.5 x Width 7.2 x Depth 4.5cm
Base: Height 5 x Width 17 x Depth 7cm

䌨䌗䨄㯕
ṳ⌨᷽䳧
䑑䑀⑳㱰榀
䬭㳾Ɲ檿 7.5 x ⯓ 7.2 x 㷘 4.5 ⅓⇭
⺎Ɲ檿 5 x ⯓ 17 x 㷘 7 ⅓⇭
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This 17th-century huanghuali�GD\EHG�KDV�WKH�FRQYHQWLRQDO�FRQßJXUDWLRQ�RI�D�GD\EHG�ZLWK�FDEULROH�OHJV�DQG�D�KLJK�ZDLVW��GHFRUDWHG�

with vertical struts shaped as bamboo. The (restored) cane mat seating reveals a hidden swastika pattern. Dragons dominate as 

PDLQ�GHFRUDWLYH�PRWLI��D�SDLU�RI�ßYH�FODZHG�GUDJRQV�SOD\LQJ�ZLWK�D�SHDUO�RQ�WKH�EHDGHG�DSURQV��chiwen, the ninth son of the Dragon 

ZKR�ZDV�EHOLHYHG�WR�SURWHFW�KRXVHKROGV�IURP�ßUH��DW�WKH�FRUQHUV�RI�WKH�EHG��DQG�WKH�VKRXOGHUV�DUH�FDUYHG�ZLWK�WKH�IDFH�RI�bi’an, the 

seventh son who is the symbol of justice.

怀ờ壤㖣⌨᷽ᷪ䳧䙫溪劘㢏㦢怇❲ₚ䵘Ə檿㝆兗ᷱ杉壄棥䜧䫠⽉䙫❩䛛䟕俨Əᷲ∮㘖ᷰ⼵兦Ə俳䔏嗋䷏主俳ㇷ䙫⺎杉暘

䳫僤䛲奲⌴⬾䳲˛怀⼜㦢䙫壄棥㗵桖Ọ潴䂡Ḣăă㲦恱嵞晤䷁䙫䉀㢄棥㛰ṻ䈑曀潴㈙䏇⛽ƞ恱ᷱ棥㛰䛟ₚ僤徆悑昙䁒䙫䬓

Ṅ⬷垔␢ƞ兦傐ᷱ∮暼㛰⥤⟞⅓侐䙫䬓ᷪ⬷䋛䊛˛

035
Huanghuali Ivory-Inlaid Daybed
17th century
Huanghuali and ivory
Height 51.5 x Width 225 x Depth 138cm

涁兯㝦Ⰺ嬟䄗㡹
⌨᷽ᷪ䳧

溪劘㢏⑳屈䉀
檿 51.5 x ⯓ 225 x 㷘 138 ⅓⇭

Swastika pattern on the cane mat
嗋䷏⺎杉ᷱ䙫⌴⬾䳲

Front-facing bi’an on the shoulder
兦傐ᷱ䙫䋛䊛㭊杉

52               MAJESTIC MAJESTIC                53



Europe
㨎㯰

A Masked Ball in Bohemia
Attributed to Andreas Altomonte 
c. 1748
The Metropolitan Museum of Art
Bequest of Mariana Griswold Van Rensselaer, 1934
㮠Ⳋ䬱ᵜ映‵僜㗁
(ά ) Andreas Altomonte
 䯂 1748ⴲ
⟥徻㗁咛圑∘䄧柦
Mariana Griswold Van Rensselaer弸密 1934ⴲ



 When we look at silver nowadays it is all too 
easy to feel detached from the importance of history 
and ancestry placed on this precious metal. From 
the very earliest discoveries of deposits of silver in 
Anatolia (modern Turkey), silver has been used to 
represent wealth, refinement and reverence. 
Similarly, royalty also embodied these three 
qualities under the Divine Right of Kings. To get a 
proper sense of the importance silver played in the 
pageantry of courtly life we need look no further 
than the historical inventories of the many royal 
residences throughout Europe, which habitually 
contain vast sections dedicated to silver, or ‘plate’1  
as it is usually referred to. Silver was not merely for 
FHUHPRQLDO�XVH�� LW�JDYH�D� VHQVH�RI� LPSRUWDQFH� WR�
WKRVH�ZKR�XVHG�LW�DQG�VHUYHG�DV�D�VLJQLßFDQW�UHVHUYH�
of funds in times of need before the rise of modern 
banking systems. Taking this idea of silver as a 
reserve of funds, it can also be viewed as a direct 
representation of the prosperity of the court. Lavish 
displays of silver gave credence to the strength, 
resilience and might of the monarchy itself.

 It was not always enough to have silver 
objects, but also important to display enlightened 
good taste and armorial bearings, demonstrating 
one’s divine right to the throne. Commissioning silver 
with personalised heraldic devices was a way of 
establishing a dynastic legacy. A fascinating example 
of this in the Liang Yi collection is an octagonal tray 
(cat. no. 040), specially made for Napoléon I (1769–
1821) by Parisian master goldsmith Jean-Baptiste 
Claude Odiot (1763–1850). The centre of the tray is 
engraved with the coat of arms of Napoléon as King 
of Italy, a title he held from 1805 to 1814, used solely 
to represent his authority in Italy. It was created 
for his coronation in Milan, on the 20th May, 1805 
and was used until his abdication on 11th April, 

1814. This short rule, which only included a small 
portion of northern Italy, was replete with conflict, 
yet in spite of this turmoil he made time to consider 
his dynastic legacy. 

 A second interesting example in the Liang 
Yi collection is a pair of tureens by celebrated 
Parisian silversmith Jean-François Guion (cat. 
no. 045) originally owned by William, 8th Duke 
of Brunswick (1806–84). This pair of tureens, 
which were made between 1809 and 1819, predate 
William’s time as Ruling Duke and were probably 
prized family heirlooms. William updated them 
with his own armorial bearing sometime after being 
made Knight of the Garter, an honour bestowed on 
him by William IV of England (1765–1837). 

          When it comes to design from the 17th to the 
early 20th centuries, good taste was everything. 
Both royalty and aristocracy were obsessed with 
being up-to-date where fashion was concerned. 
Being à la mode was an important way of displaying 
one’s ability to acquire and therefore enduring 
wealth and prosperity. When it comes to domestic 
silver, even royal domestic silver, objects were 
routinely sent to silversmiths to be melted down to 
make newer, more fashionable objects. Even now, 
the inventories of the British royalty show that there 
is a vast disparity between the number of silver 
objects predating 1800 and those made afterwards. 
Silver in particular was particularly susceptible 
to fashion trends: when a new piece was needed, 
what was normally done was the owner would 
take all of the silver he considered expendable to a 
silversmith. He would then pay for merely labour 
costs and sometimes design expenses which – in 
comparison to the value of the silver itself – was 
usually LQVLJQLßFDQW��

Royal Silver: A Brief History
  Daniel Roberts

 
 
 A pair of entrée dishes (fig. 1)in the 
FROOHFWLRQ�H[HPSOLßHV�WKLV�PHQWDOLW\��(QJUDYHG�ZLWK�
the initials ‘CR’ above ‘MS’ surmounted by the 
Royal Crown, they were made for Queen Charlotte 
of Mecklenburg-Strelitz (1744–1818), wife of King 
George III (1738–1820), in 1805 by Robert 
Garrard I2 . Although George III’s later life was 
blighted by mental health issues and the Regency, 
for which he is remembered as Mad King George, 
his early reign was a period of prosperity. Both he 
and Queen Charlotte embraced a simpler life than 
that of their equals on the Continent. George in 
par t icu lar  was  fasc inated  by  agr icu l tura l 
innovations and gained the nickname Farmer 
George. During this period 70% of the population 
worked directly in agriculture which helped to 
endear them both with the public. The simple lines 
and utilitarian nature of this pair of entrée dishes 
are reminiscent of this idealised bucolic lifestyle. 
When Queen Charlotte died in 1818, she left all her 
personal possessions, including these entrée dishes 
to her four youngest daughters, Augusta, Elizabeth, 
Mary and Sophia, in equal proportions. After they 
chose what they wanted to keep, they held a series 

of 35 auctions to sell the vast number of remaining 
objects. Unfortunately, the auction catalogues have 
not survived so we cannot be sure, but it is probable 
that this pair of entrée dishes was included in the 
sale. 

            Another example of domestic silver in 
the collection is a salt cellar (cat. no. 046) which 
once belonged to Louis Phillipe I (1773–1850), 
the last king of France. Louis Phillipe’s reign was 
fraught, culminating in his eventual abdication 
during the Revolution of 1848. He fled France 
for England where Queen Victoria lent him a 
mansion, Claremont House in Surrey. He escaped 
with his life but didn’t have time to bring any of 
his possessions with him. The French government 
refused to grant him funds or give him access to 
his property. A number of years later, a few of his 
possessions arrived in England surreptitiously. 
Among the various precious and sentimental objects 
was this salt cellar. We are very fortunate that 
the next owner of this salt cellar had it engraved 
‘Formerly the Property of Louis-Philippe King of 
the French’ ‘Silver Wedding. C.J.D. A.E.D. 2 June 
1912’. 

            More often than not, when we see silver 
in royal collections, we are looking at pieces of 
exceptional quality, commissioned by members 
of the royal family for a particular purpose. 
Occasionally they also acquired antique pieces such 
as in the case of Prince Henry, Duke of Gloucester 
(1900–74) who, like his mother Queen Mary 
(1867–1953), was a voracious collector of fine 
antique silver. He was given a number of important 
pieces of silver for his wedding in 1935, after 
which he began to collect, resulting in an enormous 
collection, much of which was sold by Christie’s in 
2006. The sale was replete with a range of mostly 
early 19th century pieces of exceptional quality. It is 
fascinating to look at the contents of a single owner 
collection sale such as this and build a picture of 
the nuances of the collection. Liang Yi Museum 

Fig. 1
A Pair of George III Silver Entrée Dishes
Robert Garrard I 
1805
Collection of Liang Yi Museum
⛽ 1
ἷ㲢᷽ᷰḢ參䛋ᷧ⯴
Robert Garrard I
1805 ⹛
⅐ᾄ営⍁䉐椏営

1 In historical documents, silver is usually referred to as plate, an old name of silver derived from the Latin ‘plata’. After the invention of electroplating in the mid-19th century, the word 
plate for solid silver fell out of use.
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Queen Victoria in 1843, a position which they held until 2007. As Crown Jewellers they were responsible for maintaining the Crown Jewels. In addition to this they also supplied the 
Royal Family with some of their most iconic jewels including Diana, Princess of Wales’ (1961–97), sapphire engagement ring, now worn by Catherine, Duchess of Cambridge (b. 1982). 
The distinction between a jeweller with a royal warrant and the Crown Jeweller, is that a warrant holder is a person or company which has consistently supplied the Royal Household 
for several years. A Crown Jeweller is tasked with looking after the Royal Collection.



 
From the Continent, the last gift (fig. 4) was 
a gift from Austrian Emperor Franz Josef I 
(1830–1916) (fig. 5) to Count Eduard Clam-
Gallas (1805–91) and Clothilde von Dietrichstein 
(1828–99), daughter of Prince Joseph-Franz von 
Dietrichstein (1709–1858) of Germany who were 
married in 1850. The gift comprises an exquisitely 
made Viennese silver-gilt desk set ornamented 
with lapis lazuli, ivory, rubies and pearls. The 
figural inkstand features St. George slaying 
the dragon. In the 19th century, pearls were 
vastly more expensive than diamonds. Before 
the invention of pearl farming, the only pearls 
available were natural and therefore rare and 
covetable. When this piece was presented the tiny 
pearls on St George’s crown would have been far 

was fortunate enough to acquire a set of four entrée 
dishes (cat. no. 053) by the celebrated silversmith 
Benjamin Smith dating to 1813 from Prince Henry’s 
collection. 
 
            Silver and other precious metals have, for 
centuries, been traditional gifts for weddings and 
christenings. Unlike today, there were no wedding 
registries. Gifts were presented to the bride and 
groom after the wedding invitations were sent out 
and on the wedding day, all of the gifts would be 
displayed with notes saying who gave what. In the 
case of royal and aristocratic weddings, lists of the 
gifts and details of who gave them were published 
in national newspapers. As one can imagine, this 
might have increased the generosity of the guests. 
In the collection, there are three charming examples 
of wedding presents with royal connections, two of 
which were given to royalty and the other given by 
royalty.
 
 The first is an 18-carat gold freedom casket 
(cat. no. 042) presented in 1921 by the Corporation 
of the City of London to H.R.H. Princess Mary, 
Princess Royal (1897–1965) and her husband 
Viscount Lascelles, later 6th Earl of Harewood 
(1882–47). In this instance we only have part of the 
gift, the casket originally contained a pair of scrolls 
presenting the couple with the Freedom of London, 
an honorific title bestowed on public figures. The 

box itself was designed for the occasion and includes 
the couple’s initials, the coat of arms  of the City of 
London (fig. 2) as well as an inscription. Princess 
Mary was an extremely popular figure at the time: 
such was her popularity, her wedding was far larger 
and more extravagant than that of her brother, the 
future King George VI (1895–1952).

 The second royal gift (cat. no. 054) is more 
personal in nature. This 18-carat gold paperweight, 
made of Kenyan gold and in the form of an urchin, 

Fig. 5
Emperor Franz Joseph I
c. 1910
© Bundesmobilienverwaltung Vienna
Photographer: Marianne Haller
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3 The Happy Valley set was a group of hedonistic, mainly British colonials who settled in the ‘Happy Valley’ region of the Wanjohi Valley in Kenya between the 1920s and the 1940s. 
The group members became notorious for their decadent and promiscuous lifestyles. The group included British aristocrat Hugh Cholmondeley, 3rd Baron Delamere (1870–1931) and 
Danish author Karen Christenze von Blixen-Finecke (1885–1962) as well as Jack Soames, Pyers Mostyn and Ernest Caswell Long, also known as by ‘Boy’, whose signatures appear on 
the paperweight.

Fig. 2
The coat-of-arms of the City of London from the focal point
on the front of main body of the freedom casket ( cat. no. 042)

⛽ 2
‒㕍ⷩ⾤壄棥✏何䉐䚹 (圖錄號碼 042) 䙫䚹庒ᷱ

Fig. 3
The underside of the 18ct gold paperweight (cat. no. 054) has been inscribed with a list 
of names.
⛽ 3
掕䴀 ( ⛽拫噆䢣 054) 惏㑠∢ṭᷧ䳢⇾⏴⬾˛

Fig. 4
An Austrian Desk Set
Franz Jauner
c. 1850
Collection of Liang Yi Museum

⛽ 4
⥎✗∐执挴憸㠳ᷱ⤾壄
Franz Jauner
䳫 1850 ⹛
⅐ᾄ営⍁䉐椏営

⛽ 5
䙮⸄㲼嘔匙 · 䳫䑆⤒᷽ᷧ
䳫 1910 ⹛
© Bundesmobilienverwaltung Vienna
㔄⽘ƝMarianne Haller

was presented to Prince Henry, Duke of Gloucester (1900–74) and Princess Alice, Duchess of Gloucester 
(1901–2004) by a group of friends based in Kenya. Both Princess Alice and Prince Henry visited Kenya 
before their marriage in 1935 on separate occasions and perhaps this is where they met this group of friends. 
The names, which are engraved on the base as facsimile signatures, are not completely legible and some appear 
WR�EH�QLFNQDPHV��ßJ������2QH�RI�WKH�VLJQDWXUHV�RI�SXEOLF�QRWH�LV�WKDW�RI�)HUGLQDQG�&DYHQGLVK�%HQWLQFN���WK�
Duke of Portland (1889–1980). A number of the other names appear to be associated with the infamous 
Happy Valley set. 3

LiangYi
© Bundesmobilienverwaltung Vienna, Photographer: Marianne Haller

LiangYi

LiangYi
© Bundesmobilienverwaltung Vienna, Photographer: Marianne Haller

LiangYi
© Bundesmobilienverwaltung Vienna, Photographer: Marianne Haller

LiangYi
© Bundesmobilienverwaltung Vienna, Photographer: Marianne Haller

LiangYi
© Bundesmobilienverwaltung Vienna, Photographer: Marianne Haller

LiangYi
© Bundesmobilienverwaltung Vienna, Photographer: Marianne Haller

LiangYi
© Bundesmobilienverwaltung Vienna, Photographer: Marianne Haller



more valuable than the rest of the set put together.
 
 Silver has also been used to commemorate 
other types of royal events, both directly and 
indirectly. As the monarchy adapted to a more 
modern way of life at the beginning of the 20th 
century, they strove to become more personable 
under the enlightened guidance of Queen Mary 
(1867–1953). She recognised that attending a wide 
range of public events helped to bolster her family’s 
position at a time when many of the other European 
royal houses were losing their crowns. She not only 
attended prestigious royal events but also places 
of industry and education, a tradition which the 
royal family have continued to this day. Within the 
collection, there are two pairs of scissors which 
were once owned by Princess Margaret, Countess 
of Snowden (1930–2002), sister of Queen Elizabeth 
II (1826-2022), both presented to her at markedly 
prosaic events. One (fig. 6) was presented to her 
when she opened a car brake factory in Carnarvon 
in 1964. The other (fig. 7) was given to her when 
she opened a new wing at Haberdashers’ Aske’s 
School for Girls in 1974. It is probable that both 
pairs of scissors were used to cut ribbons during the 
ceremonies.

 Indirectly, silver has also been made for 
public consumption to commemorate royal events. 
Certainly since the 16th century, there has been a 
tradition in England of producing commemorative 
ceramics to mark coronations, marriages and births 
of members of the royal family for the public. The 
tradition of commemorative silver objects didn’t 
arise until the late 19th century when silversmiths 
began producing firstly copies of the anointing 
spoon  4 and then later objects engraved with images 
of the royal family. It wasn’t until the marriage of 
Charles, Prince of Wales (b. 1948) and Lady Diana 
Spencer (1961–97) that elaborate contemporary silver 
was produced for public sale. The pieces made are 

often inspired by locations that formed part of the 
ceremony and also royal insignias and crests. In the 
co l l ec t ion ,  there  i s  a  group  o f  s i lver-g i l t 
commemorative objects made by Garrard in 1981 
for the royal wedding. They consist of candlesticks, 
tazzas, goblets, candelabra and a large bowl, all 
replete with royal symbology.  

 In conclusion, silver represents a snapshot in 
time. When looking at a piece of silver, particularly 
one of historical interest, we can envisage the 
original owner peering into the piece and looking 
at their reflection. We can also imagine what they 
were wearing and perhaps even in some cases say 
ZLWK�FRQßGHQFH�ZKLFK�URRPV�LQ�D�SDUWLFXODU�SDODFH�
they were in. These objects form a direct link to 
a context and a person who would otherwise be 
clouded over by the passing of time, shining a light 
RQ�VSHFLßF�RFFDVLRQV�DQG�HYHQWV��

䕅⩢愾┦άㄽ
 Daniel Roberts

4 A precious spoon which forms part of the Crown Jewels which is used during the coronation ceremony. It was originally made in the 12th century and was one of the few pieces to 
survive the purges of Cromwell in the 17th century. 
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䔉䦿⮭怲㊜勘⛲Ə⏫⏫㨊䎴岛᷻ℬ㻦䳧⃠‣䙫䉐

⒨Ḕ⋬㋓怀ῲ湤伷˛怲䙫㘖Ə湤伷䙫ᷲỢḢạ✏

惏∢ᷱ˥㛥䂡㲼⛲⛲䍲巖㗺 -叙∐㙕䙫岈䔉˦Ọ⎱˥执

⩁˛ C.J.D. A.E.D. 1912 ⹛ 6 㛯 2 㗌˦˛

 䙮⮋ㇷⓈ㔝営䙫执♏态⸟惤㘖䔘ẽῸ䉠ヶ⦻姾

壤ὃƏ㈧Ọ峑憶惤杅⸟檿˛ẽῸ⁝䈥Ṇ㛪峣⅌ᷧẂ⏋

告Ə㮻⥩佬⣒㈺⅓䈜ẏ∐䍲⬷㮦ᷲ (1900–1974 ⹛ )

⑳ẽ䙫㮴妑䑑湾䙮⏵ (1867–1953 ⹛ ) 惤⯴䲥併䙫⏋告

执♏嶏Ḳ勌槽˛ 1935 ⹛Əẽ✏⩁䦕ᷱ㔝䍙ṭ娘⤁⯝

岛执♏Ə凑㭋敲╆㔝営Ḳ巖ḍㇷ䂡执♏㔝営⤎⮝Ə⅝

Ḕ⤎惏⇭営⒨㖣 2006 ⹛✏⣒⽾㊴峊Ə婙㬈㊴峊Ḣ

奨Ọ⌨Ṅ᷽䳧∄㜆䙫ℑ峑执♏䂡Ḣ˛妧䛲怀㨊ᷧ⠛㈧

㛰㊴⒨惤Ὥ凑⏳ᷧἴ営⮝䙫㊴峊㛪Əḍ⾅Ḕ⋥⊹㮶ờ

営⒨Ḳ敺䙫䴗⾕ⷕ∌Ə㘖ᷧờ⽯㛰ヶ〄䙫Ṳガ˛⅐ᾄ

営⍁䉐椏㛰峣⽾ẏ∐䍲⬷㮦ᷲ営⒨ḔƏ䔘吾⏴执⌇

Benjamin Smith 㖣 1813 ⹛壤ὃ䙫ᷧ䴫⛂ờḢ參䛋 ( ⛽

拫噆䢣 053)˛

 ῲ᷽䳧ỌὭƏ执⑳⅝ẽ岛憴憸ⱓᷧ䛛㘖⩁䦕

⑳㳾䦕⃧䙫ₚ䵘䦕䉐˛ᷴ₶ằ⤐Ə㱹㛰⩁䦕㷬▕ㇽ

奨㰩˛㖗悵⑳㖗⧿✏⩁䦕媲㟓䙣⇡⽳Ⱈ㛪㔝∗䦕䉐Ə

俳怀Ẃ䦕䉐✏⩁䦕䕝⤐ⰼ䤡Əḍ㛪娢㗵忨䦕ạ䙫⏴䨘˛

✏䙮⮋⑳岛㖶䙫⩁䦕ḔƏ䦕䉐㷬▕⑳忨䦕ạ䙫婚ガ㛪

✏⅏⛲⠘䴀ᷱ⅓Ἧ˛⏖Ọペ₶Ə⅓敲ⰼ䤡⏖僤㛪ὦ⮉

ạ⇡㈲㛛斱䶤˛⅐ᾄ営㰟Ḭ执♏䎴営ḔⰘ㛰ᷰờ⩁䦕

䦕䉐凮䙮⮋㛰旃Ə⅝Ḕ⅐ờ㘖忨䵍䙮⮋䙫Ə⏍ᷧờ∮

㘖䔘䙮⮋峯忨˛

 䬓ᷧờ㘖 18K 憸壤䙫何䉐䚹 ( ⛽拫噆䢣 042)Ə

䔘‒㕍ⷩ㲼⛿✏ 1921 ⹛峯忨䵍䑑湾⅓Ḣ㮦ᷲ ( ⍚⽳㝌

䙫⒯Ỵ⾞䈜⤒ạ , 1897–1965 ⹛ ) ⎱⅝ᷯ⤒㊰⡅䈥㖖

⬷䈜 ( ⍚⽳Ὥ䙫䬓⅔Ị⒯Ỵ⾞䈜 , 1882–1847 ⹛ )˛

怀ῲ何䉐䚹⏑㘖䕝㘩䦕䉐䙫ᷧ惏⇭Ə䚹Ḕ⎆㛰柹䙣䵍

⒯Ỵ⾞䈜凮䈜⤒ạ䙫˥‒㕍ⷩ㦕孤ⷩ㯸˦嬰㛟Ə

Ọ匙嬰㗵ẽῸ㘖˥‒㕍ⷩ㦕孤ⷩ㯸˦˛俳㭋䚹⬷䉠ヶ

䂡婙⠛⏯娔姯Əᷱ杉㛛棥㛰䈜⤒⩍䙫楽⬾㮴丕⯒˚

‒㕍ⷩ⾤ ( ⛽ 2) Ọ⎱承㕮˛䑑湾⅓Ḣ㮦ᷲ䕝㘩杅⸟

⎾㭈徵Ə⥠䙫⩁䦕䔁凚㮻⥠ⓌⓌ⛲䍲▓㲢⅔᷽ (1895–

1952 ⹛ )䙫⩁䦕㛛䛂⤎⥉取˛ 

 䬓ṳờ䙮⮝䦕䉐 ( ⛽拫噆䢣 054) ∮廪䂡岣徸

ῲạ䔆㴢˛怀ῲ 18K 傖Ⱓẅ溪憸壤˚⽉ἣ㵞冤䙫掕

䴀䔘Ⱜ㖣傖Ⱓẅ䙫㛲⎲Ὸ忨䵍佬⣒㈺⅓䈜ẏ∐䍲⬷

㮦ᷲ (1900–1974⹛ )⑳湾㖖䍲⥪ (1901–2004⹛ )˛

⅓䈜⤒⩍✏ 1935 ⹛䴷⩁∴惤⇭∌∗娑怵傖ⰣẅƏㇽ

娘Ⱈ✏悊㘩婴嬿ṭ怀例㛲⎲˛掕䴀惏㑠∢ṭᷧ䳢⇾

⏴⬾ ( ⛽ 3)ƏἭ▕ㅸ悊Ẃ⦺⏴ḍᷴ僤⭳⅏忤㺖∗⅝䜆

㭊庒ỤƏ㛰Ẃ䔁凚⏑㘖㚘䨘˛ⷙ䟌⅝ḔḲᷧⱓ㖣䬓⅒

Ị㳉䉠嘔⅓䈜 Ferdinand Cavendish-Bentinck (1889–

1980 ⹛ )Ə俳㛰Ẃ⏴⬾ἣḵ凮偙⏴䋣喰䙫˥㭈㧩尞˦3

㛰旃˛

 㛧⽳ᷧỤ䦕䉐 ( ⛽ 4) Ὥ凑㬷㴙⤎晟Ə㘖⥎✗∐

䙮⸄㲼嘔匙 · 䳫䑆⤒᷽ᷧ (1830–1916 ⹛ )( ⛽ 5) 忨䵍
Eduard Clam-Gallas  䈜 (1805–1891 ⹛ ) ⎱ Joseph-

Franz von Dietrichstein 䍲 ⬷ (1798–1858 ⹛ ) Ḳ ⥚

Clothilde von Dietrichstein (1828–1899 ⹛ )䙫䦕䉐Əㅝ

岧ẽῸ㖣 1850 ⹛ㇷ⩁˛怀Ụ䦕䉐㘖ᷧ⤾壤ὃ䲥併䙫䶔

Ṇ䳴执挴憸㠳ᷱ䔏⒨Əᷱ杉壄棥ṭ朹憸䟚˚屈䉀˚䳬

⯝䟚⑳䎴䏇˛⢏㰛㞝䏥ṭ˥倽▓㲢ⱇ潴˦䙫ₚ⤮㔬

Ṳ˛✏ạⷌ棱㭽䎴䏇⇡䏥∴Ə㈧㛰䎴䏇惤㘖⤐䄝䙫Ə

⛇㭋䎴䏇✏⌨Ṅ᷽䳧㘩杅⸟㗩岛˚䧧㛰᷻ịạ妓妍Ə

⃠‣䔁凚恇嵬摤䟚˛䕝怀⤾ὃ⒨忨⇡㘩Ə倽▓㲢䍲ↇ

ᷱ䙫⯶䎴䏇㮻⅝ẽ㈧㛰㜷㖀⊇✏ᷧ嵞恫奨䎴岛⽾⤁˛

 执♏Ṇ䔏㖣䳧ᷴ⏳桅❲䙫䙮⮋㴢⊼Ə䄈媽

㘖␍凮䙮⮋㛰䛛㎌偖乒˛ ∗ṭṳ⌨᷽䳧∄Ə暏䜧␂

Ḣ∝忷㼟坴⅌巆㎌庳䏥Ị䤥㛪Ə䙮⮋ㇷⓈ✏䑑湾䙮⏵

(1867–1953 ⹛ ) 敲㗵柿⯵ᷲ⊑⊂孱⽾㛛⒨屳Ⅳℑ˛怀

㘖⛇䂡⥠ヶ嬿∗䨴㥜⎪凮ᷴ⏳桅❲䙫⅓⅘㴢⊼Ə㛰⊐

⥠✏⅝ẽ㬷㴙䙮⮋㱹吤㘩杶⛡✗ἴ˛⥠ᷴ€⇡⸔⮳㛰

偙㜂䙫䙮⮋㴢⊼Ə恫㛪㎉娑ⷌ⠛⑳⭟㠈Ə㭋ₚ䵘ᷧ䛛
3  㭈㧩尞㘖ᷧ例Ẓ㧩Ḣ侐俬ƏḢ奨㘖勘⛲㭽㯸俬ƏẽῸ✏ 1920 ⹛Ị∗ 1940 ⹛Ị㜆敺⮁Ⱜ✏傖Ⱓẅ Wanjohi ⱘ尞䙫˥㭈㧩尞˦✗⌧Ə⛇栠⻉㿒ẋ䙫䔆㴢㖠俳ト⏴㘔吾˛怀例
ạ⋬㋓勘⛲岛㖶 Hugh Cholmondeley ( 䬓ᷰỊ⾞㊰䱚䈥䔞䈜Ə1870–1931 ⹛ )˚Ḡ溌ὃ⮝ Karen Christenze von Blixen-Finecke (1883–1962 ⹛ )ƏỌ⎱䵘䨘䂡˥䔞⭐˦(Boys) 䙫
Jack Soames˚Pyers Mostyn ⑳ Ernest Caswell Long˛ẽῸ䙫䰤⏴Ṇ⇡䏥✏掕䴀ᷱ˛
4  ✏⊇ⅼ⃧ᷱὦ䔏䙫䎴岛⋡⬷Ə㘖勘⛲䍲㫱Ḳ䉐䙫ᷧ惏⇭˛㛧∄⇡䏥㖣⌨ṳ᷽䳧Ə㘖⌨᷽ᷪ䳧㙕厘⾞㷬㳾Ṳờ⽳⯸㕟´⬿ᷲὭ䙫䉐⒨Ḳᷧ˛
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Fig. 6
A Pair of Presentation Scissors
Barker Brothers Silver Ltd.
5HWDLOHG�E\�*DUUDUG�	�&R��/RQGRQ
1950
Collection of Liang Yi Museum
⛽ 6
≑䶜≑⇧
Barker Brothers Silver Ltd.
䔘‒㕍�*DUUDUG�	�&R��択┕
1950 ⹛
⅐ᾄ営⍁䉐椏営

Fig. 7
A Pair of Presentation Scissors
'HDNLQ�	�)UDQFLV
1973
Collection of Liang Yi Museum
⛽ 7
≑䶜≑⇧
'HDNLQ�	�)UDQFLV
1973 ⹛
⅐ᾄ営⍁䉐椏営



The front of this gold evening bag has 

the cypher of Grand Duchess Maria 

Georgievna (1876-1940). She was also 

known as Princess Maria of Greece 

DQG�'HQPDUN��DQG�ZDV�WKH�GDXJKWHU�RI�

King George I of Greece. She married 

Grand Duke George Mikhailovich 

of Russia in 1900, and she was also a 

first cousin of Tsar Nicholas II. The 

reverse inscribed with: ‘Presented to 

/ Her Imperial Highness’ The Grand 

Duchess George of Russia / as a 

PDUN�RI� HVWHHP�	�JUDWLWXGH� �� IURP�

the Harrogate boys / who have been 

under her care / 1914–1918’.

䬓ᷧ㬈᷽䔳⤎㈗㜆敺Ə䑑湾ẅ⥚⤎

⅓✏⒯佬咲䉠娔䪲ᷰ⮝庴䔏憒晉˛

⥠⭳ㇷṭ䳬⌨⬾㛪䙫孞䏭媙䧲ḍ妑

凑孞䏭䖬ạ˛怀䱰䚹⎱ᷧ㉱执峑晤

ⁿƏ㘖⥠㈧㛴⋀䙫䤥⌧峯忨⥠䙫䦕

䉐˛

036
Evening Bag
Maker’s mark ‘H.M.’
c. 1910
Gold
Height 9.06 x Width 6.7 x Depth 0.92cm

㔘⩲䭇䖐
壤怇俬㨀姿˥H.M.˦
䳫 1910 ⹛
憸
檿 9.06 x ⯓ 6.7 x 㷘 0.92 ⅓⇭

037
Compact
Cartier
c. 1935
Gold and enamel
Height 7.1 x Width 5.3 x Depth 1.9cm

䭇䖐
⍈✗ẅ
䳫 1935 ⹛
憸⑳䐡䑖
檿 7.1 x ⯓ 5.3 x 㷘 1.9 ⅓⇭

038
Compact
Cartier
1950–60
Gold and diamond
Height 9.3 x Width 5.9 x Depth 1.4cm

䭇䖐
⍈✗ẅ
1950–1960 ⹛
憸⑳摤䟚
檿 9.3 x ⯓ 5.9 x 㷘 1.4 ⅓⇭

This immense chandelier of baluster form 

and in several tiers is intricately decorated 

with husked garlands, lambrequins and 

scale work on a matted ground with scenes 

depicting the life of Saint Walburga (AD 

710–777 or 779). This immense chandelier 

was most probably made to celebrate the 

coronation of Holy Roman Emperor Charles 

VI (1685–1740) as King of Bohemia in 1723.

The chandelier is on loan to the Hangzhou 

Museum from March, 2023 to July, 2023.

怀䛅⤎⏱䆯劘䓝䊧Əⅎ惏ⱋⱋ憴䕱ḍ棥

Ọ劘䒗˚❩⸞Ə⏱䆯塏杉∮⤎杉䨴暼∢ṭ倽

㱪䈥㙕⊇ (710–777 ㇽ 779 ⹛ ) 䙫Ṳ巈˛⏱

䆯⽯㛰⏖僤㘖䂡ㅝ䥄䥅倽佬榓䙮⸄㟌䏭⅔᷽ 

(1685–1740 ⹛ ) 㖣 1723 ⹛ㇷ䂡㳉ⷳ䱚ẅ⛲䍲

俳壤˛

㭋⏱䆯䔘 2023 ⹛ 3 㛯凚 2023 ⹛ 7 㛯 ⰼ㝔ⷅ

⍁䉐椏˛

039
A Bohemian Silver Five-Light Chandelier
Michael Josef Cocsell
Prague, Czech Republic
1723
Height 190cm

㮠Ⳋ䬱ᵜ杦㛺⋈䂆
Michael Josef Cocsell
㍞ℲƏⷪ㊰㠣
1723 ⹛
檿 190 ⅓⇭
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Previously owned by Princess Margaret (1930–2002), 
Countess of Snowdon.
㛥䂡⏙嫥䙢䈜⤒ạ䑑㠣湾䉠⅓Ḣ (1930–2002 ⹛ ) ㈧㒨㛰˛

The centre of the vanity is engraved with a monogram of a  
Caucasian alphabet ‘P’ with a crown above.
䱰䚹䙫Ḕ⾪ἴ何∢㛰檿⊇䴉㕮⬾Ḕ䙫˥P˦Ə⬾㮴ᷱ㖠
㛰䙮ↇ˛

During the First World War, Grand 

Duchess Maria founded three military 

hospitals in Harrogate. She completed 

the Red Cross nursing course and 

nursed patients herself. This gold 

purse, together with a silver-mounted 

parasol, was given to her by the 

community that she served.

㭋憸㙁⮛䱰䚹㭊杉⍗㛰䑑湾ẅ · 㠣⥎

䈥⟡倝⤒⨃⥚⤎⅓䙫⾤噆˛怀ἴ⥚⤎

⅓⏳㘩Ṇ㘖ⷳ冿⑳Ḡ溌䙫䑑湾ẅ⅓

ḢƏṆ㘖ⷳ冿⛲䍲▓㲢᷽ᷧ䙫⥚ℹ˛

⥠晋ṭ㖣 1900 ⹛ㇷ䂡ṭᾫ佬㖖⤎⅓㠣

⥎䈥⟡Ƒ䱚⒯ự㴂䶔⤮䙫⦢⬷Ə恫㘖

㲀䙮Ⱓ⏋㊰ṳ᷽䙫塏妑˛傳杉∢㛰Ɲ

˥䍢䵍 / ᾫ佬㖖⸄⛲▓㲢⥚⤎⅓ / Ọ塏

⯱㕓⑳ㄆ嬄 / Ὥ凑⒯佬咲䉠䙫⭐⬷Ὸ /

✏⥠䙫㔸⊐ᷲ /1914–1918˦˛



The Emperor Napoléon in His Study at the Tuileries
Jacques-Louis David 

1812
Courtesy of National Gallery of Art, Washington / Samuel H. Kress Collection

㛟㈦Ḕ䙫㋦䠛ⴀ
Jacques-Louis David

1812 ⹛ 
取䛂柺⛲⮝併堺椏 Samuel H. Kress Collection 

040
A French Empire Silver-Gilt Tray
Jean-Baptiste Claude Odiot
Paris, France
1809–14
Silver-gilt
Width 61cm

㮓◉愾戋悏ㄖ䖢
Jean-Baptiste Claude Odiot
㲼⛲Əⷛ溵
1809–1814 ⹛
执挴憸
⯓ 61 ⅓⇭
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Commissioned by Napoléon I (1769–1821) during his reign as King of Italy, the dense gilding and classical figures of this 

serving tray are characteristic of the Empire style. Combining classical ornament with Napoléon’s imperial symbols, the Empire 

style also featured exotic motifs encountered during Napoléon’s campaigns in North Africa – here in the form of snakes and 

sphinxes on the handles and sides. The coat of arms at the centre are those of Napoléon as King of Italy, used from the time of 

his coronation in Milan on the 20th May, 1805 until his abdication on the 11th April, 1814.

⏋⅟ạ₶⑳䨇⮭䙫挴憸壄棥㘖⸄⛲梏㠣䙫䉠⾜Ə㘖㋦䠛ⴀƋ1769–1821 ⹛ ) ὃ䂡ヶ⤎∐⛲䍲㘩䉠∌姩壤˛䴷⏯⏋⅟壄棥⎱

㋦䠛ⴀ䙫⾤䫇Ə⸄⛲梏㠣ẍ⛇㋦䠛ⴀ䙫⋾杅㈗⽠⇡䏥⅞䕗⛲ガ媦䙫⛲㠯ă嚮Ọ⎱䌬庒ạ杉₶⇡䏥✏㉱㈲⑳恱㲦˛Ḕ⾪

䙫䛥⽉⾤䫇屈⾜㋦䠛ⴀὃ䂡ヶ⤎∐䙫⛲䍲Ə⾅ẽ 1805 ⹛ 5 㛯 20 㗌✏䱚嘔⊇ⅼ㘩╆䔏Ə䛛∗ 1814 ⹛ 4 㛯 11 㗌忧ἴ˛

Snake on one handle
嚮⽉㉱㈲ 

Border design
䛋恱娔姯 



041
A Danish Coffee Service
Georg Jensen 
(Designed by Sigvard Bernadotte)
Denmark
1950s
6LOYHU�DQG�UDIßD
Coffee jug height 23cm

Comprising a coffee pot, cream jug and sugar bowl on a tray, 

this set was designed by Swedish Prince Sigvard Bernadotte 

(1907–2002), an internationally recognised designer, 

illustrator and industrial designer.

怀⤾⋬㋓ṭ⑽╈⣡˚⥝⣡˚䲽䡾⎱㈿䛋䙫⑽╈⤾

壄 䔘 䑅 ⅟ 䍲 ⬷ Sigvard Bernadotte (1907–2002 ⹛ )

娔姯Əẽ㘖⛲暂Ẓ岇䛂⏴䙫娔姯⸒˚䕒⸒⑳ⷌ㥔娔姯˛

᳷浣⍔␟⠕垛
Georg Jensen 
( 䔘 Sigvard Bernadotte 娔姯 )
Ḡ溌
1950 ⹛Ị
执⑳愹㤗
⑽╈⣡檿 23 ⅓⇭

Sigvard Bernadotte holding the coffee pot he designed with silversmith Georg Jensen
1954

Willem van de Poll, National Archives of the Netherlands / Fotocollectie Van de Poll
Sigvard Bernadotte ✏执⌇ Georg Jensen 㖨㏈䜧ẽ娔姯䙫⑽╈⣡

䔘 Willem van de Poll ㈧㔄
1954 ⹛

⛽䈮Ὥ凑卞嘔⛲⮝㩻㠯椏

042
Freedom Casket
*DUUDUG�	�&R��/WG�
London, England
1921
18ct gold
Length 28.5cm

This freedom casket was presented as a wedding gift from the 

City of London to Princess Mary and her husband Viscount 

Lascelles, later 6th Earl of Harewood. The now-empty casket 

would have contained a scroll granting the couple the freedom 

of the City of London. 

The front of this freedom casket is an enamelled coat of 

arms of the City of London. The inscription on the back 

reads: ‘Corporation of the City of London. Presented with an 

Address of Congratulation to Her Royal Highness Princess 

Mary and Viscount Lascelles, D.S.O. On Their Marriage. 

Guildhall.E.6. 22nd February, 1922.’  
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怀ờ何䉐䚹㘖‒㕍ⷩ忨䵍䑑湾敞⅓Ḣ㮦ᷲ⑳⥠

䙫ᷯ⤒㊰⡅䈥㖖⬷䈜 ( ⽳Ὥ䬓⅔Ị⒯Ỵ⾞䈜 )

䙫䴷⩁䦕䉐˛㭋䚹ⅎ惏䏥ⷙ䩡何Ə⅝㘩ㆰ㛰㍯

ṯ  䈜 凮 ⒯ Ỵ ⾞  䈜 ⤒ ạ 䙫˥ 㦕 孤 ⷩ 㯸 ˦ 嬰

㛟ƏỌ匙嬰㗵ẽῸ㘖˥‒㕍ⷩ㦕孤ⷩ㯸˦˛

ẕ湾䙫䐡䑖壤‒㕍ⷩ⾤慹䛕✗壄棥✏䚹庒Ḣ檻

ᷱƏ䚹傳㝦ᷱ∢㛰㕮⬾Ɲ˥‒㕍ⷩ⅓⏟㕓峯Ə

䥄岧䑑湾敞⅓Ḣ㮦ᷲ凮㊰⡅䈥㖖⬷䈜  D .S .O. ⤎

⩁Ḳ▃˛ Gui ldha l l .E .6 .Ə1922 ⹛2 㛯22 㗌˛˦

丬䄧䖐
*DUUDUG�	�&R��/WG�
勘⛲Ə‒㕍
1921 ⹛
18K 溫憸
敞 28.5 ⅓⇭

Excerpt of The Sphere, published 
on the 4th March, 1922. 
䮧拫凑 The SphereƏ⇡䈯㖣
1922 ⹛ 3 㛯 4 㗌˛



$SSOLHG�ZLWK�FDVW�FRDW�RI�DUPV�ßQLDO��WKLV�WXUHHQ�ZDV�PDGH�DV�SDUW�RI�WKH�<XVXSRY�VHUYLFH�ZKLFK�ZDV�FRPPLVVLRQHG�E\�
Prince Nikolai Borisovich Yusupov (1827–91) and Princess Tatiana Alexandrovna (1828–79). The service remained in 
the family until the Russian Revolution (1917–23). After they were seized by the government, most of the service was 
sold. A punch bowl from the service remains at the State Hermitage Museum in St. Petersburg. 
 
怀ῲ柩棥ἴ何搫ᷱ䳲䫇䙫㹖䡾㘖Ⰻ嗮㳉⤒⮕棷⅞⤾壄䙫⅝ḔᷧờƏ⎾ Nikolai Borisovich Yusupov 䍲⬷ (1828–1891
⹛ ) ⎱ Tatiana Alexandrovna ⅓Ḣ (1828–1879 ⹛ ) ⦻姾壤怇˛䛛凚˥ᾫ⛲材⑤˦(1917–1923 ⹛ ) Ḳ∴Ə怀⤾棷⅞
ᷧ䛛䂡ẽῸ⮝㖶㈧㋨㛰˛㔦⺃㱹㔝ṭ怀⤾⤾壄Əḍ⯮⤎惏⇭棷⅞峊⇡˛婙⤾棷⅞⅝Ḕᷧờ媦愹䡾䏥営㖣倽⽣⽾⠈
䙫➪䈥䱚⠻㗌⍁䉐椏Ḕ˛

043
A French Tureen from the Yusupov Service
Alexandre Gueyton
Paris, France
1843–63
Height 24cm

⫢哅㮠⟩⩬咍㮓◉㴭䝕
Alexandre Gueyton
㲼⛲Əⷛ溵
1843–1863 ⹛
檿 24 ⅓⇭

Portrait of Prince Nikolai B. Yusupov

Image used is from www.hermitagemusum.org, courtesy of The State Hermitage Museum, 

St. Petersburg, Russia

Nikolai B. Yusupov 䍲⬷Ḳ偽₶䕒

⛽䈮䔘ᾫ佬㖖倽⽣⽾⠈➪䈥䱚⠻㗌⍁䉐椏㎷ᾂƞὭ㹷 www.hermitagemusum.org
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The coat of arms of the Yusupov family
Ⰻ嗮㳉⤒⮝㖶䙫䳲䫇



044
An Elizabeth II Tea and Coffee Service
Gerald Benney
London, England
1968–71
Silver, silver-gilt and ebonised wood
Coffee pot height 25cm

This iconic tea and coffee service bears all of the visual 
WUDGHPDUNV�RI�LWV�FUHDWRU�*HUDOG�%HQQH\������Ó�������WKH�ßUVW�
English craftsman to hold four Royal Warrants simultaneously. 
Each piece of the service is of a plain utilitarian form enhanced 
with his novel textured surfaces ‘Benney Bark Finish’. 

᷈則剌䔻ᵊ᳔凴⊈⍔␟┦‵Ჾ⠕
Gerald Benney
勘⛲Ə‒㕍
1968–1971 ⹛
执˚执挴憸⑳Ủ䂶㜏
⑽╈⣡檿 25 ⅓⇭

怀⤾⅞㨀婳『䙫匝⎱⑽╈⤾壄曙暭ṭỊ塏ⷌ⌇ 
Gerald Benney (1930–2008 ⹛ ) 䙫㈧㛰┭㨀˛Benney
㘖楽ἴ⏳㘩㋨㛰⛂ῲ䙮⮝⦻Ợ婴嬰䙫勘⛲ⷌ⌇˛怀
⤾ὃ⒨䙫㮶ᷧờ匝⎱⑽╈♏⅞䙫塏杉✮棥Ọẽ䵺⅟
䙫˥Benney 㨠䚕䳲˦˛

045
A Pair of French Silver Soup-Tureens, Covers and Liners
Jean-François Guion
Paris, France
1809–19
Height 28cm

㮓◉厉廡⁃偻㴭䝕Ჾ⫋
Jean-François Guion
㲼⛲Əⷛ溵
1809–1819 ⹛
檿 28 ⅓⇭

The applied cast coat of arms belonged to William Augustus 
Louis Maximilian Frederick, 8th Duke of Brunswick (1806–84).

㹖䡾ᷱ∢ᷱ䙫䳲䫇ⱓ㖣ᷴ‒䑅Ⅎ䬓⅒⅓䈜 William 
Augustus Louis Maximilian Frederick (1806–1884 ⹛ )˛

046
A French Silver-Gilt Double Salt-Cellar
Probably Jean Cheroux
Paris, France
c. 1840
Silver and silver-gilt
Height 15cm

㮓◉愾戋悏活与廡㙴⠕垛
㎏㸓䔘 Jean Cheroux 壤ὃ

㲼⛲Əⷛ溵
䳫 1840 ⹛
执⑳执挴憸
檿 15 ⅓⇭

The underside of the base is inscribed with ‘Formerly the Property of Louis-Philippe King of the French’ and a 

second inscription which reads ‘Silver Wedding. C.J.D. A.E.D. 2 June 1912.’ Louis Philippe I (1773–1850) was 

.LQJ�RI�)UDQFH�IURP������WR�������'XULQJ�WKH�)HEUXDU\������5HYROXWLRQ�KH�DEGLFDWHG�DQG�àHG�WR�(QJODQG�RQ�WKH�

invitation of Queen Victoria (1819–1901).

惏∢ᷱ ˥ 㛥䂡㲼⛲⛲䍲巖㗺 澽叙∐㙕䙫岈䔉˦Ə⎱䬓ṳ⏌˥执⩁  ̨C.J.D. A.E.D. 1912 ⹛ 6 㛯 2 㗌˛  ˦巖㗺 澽

叙∐㙕᷽ᷧ (1773–1850 ⹛ ) 㘖 1830 ⹛凚 1848 ⹛✏ἴ䙫㲼⛲⛲䍲˛ ✏ 1848 ⹛䙫ṳ㛯材⑤ḔƏẽ忧ἴḍㆰ䶔⤁

∐ẅ⥚䙮 (1819–1901 ⹛ ) 䙫恧媲∗勘⛲˛
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047
An Austrian Tea Service
Josef Carl Klinkosch
Vienna, Austria
c. 1880
Silver, silver-gilt and ivory
Kettle height 26cm

Each piece has been carefully engraved with a 
crowned monogram ‘BS’. It is believed that this set 
once belonged to Italian aristocrat and statesman, 
Prince Scipione Borghese, Duke of Salviati (1823–92).

㮶ờὃ⒨ᷱ惤∢㛰ↇᷱ䙮ↇ䙫˥BS˦Ə⛇㭋䛟Ὲ怀
⤾匝⅞㛥䵺ⱓ㖣ヶ⤎∐岛㖶㚏㔦㲢⮝喐䈥䶔ẅ呩⅓
䈜 Scipione Borghese 䍲⬷ (1823–1892 ⹛ )˛

048
A German Silver Tureen, Cover and Stand
Mark of Georg Christian Friedrich Sick 
or Johann Christoph Sick
Stuttgart, Germany
c. 1800
Height 45cm

◉厉㴭䝕廡㏭㙴
Georg Christian Friedrich Sick
ㇽ Johann Christoph Sick ⍗姿
⾞⛲Ə㖖⛽⊇䉠
䳫 1800 ⹛
檿 45 ⅓⇭

The most likely original owner would have been 
either Anton Aloys, the 7th Prince (1785–1831) or 
Karl, the 8th Prince (1831–48) of Hohenzollern-
Sigmaringen.

怀ờὃ⒨㛧嵞∄㥜㛰⏖僤㘖ⱓ㖣更ẏ䴉‒ 澽 挒㠣榓
㝾㠠᷽ᷪ䙮⬷ Anton Aloys (1785–1831 ⹛ ) ㇽ⅒᷽
䙮⬷ Karl (1831–1848 ⹛ ) ㈧㛰˛

050
An Elizabeth II Parcel-gilt Silver Commemorative Set
*DUUDUG�	�&R��/WG�
London, England
1981
Parcel-gilt silver
Centerpiece bowl height 11.5cm

In celebration of the wedding of Prince Charles 
and Lady Diana Spencer on the 29th July, 1981.

᷈則剌䔻ᵊ᳔愾才悏䮾⺳⠕垛
*DUUDUG�	�&R��/WG�
勘⛲Ə‒㕍
1981 ⹛
执捶憸
Ḕ⤕㓡ờ檿 11.5 ⅓⇭

䂡ㅝ䥄勘⛲䍲ℙ㟌䈥㖖䍲⬷⑳滂⭰⨃
⅓Ḣ㖣 1981 ⹛ 7 㛯 29 㗌ㇷ⩁俳壤˛

049
An Elizabeth II Commemorative Dish
Richard Comyns
London, England
1972
18ct gold
Diameter 23cm

᷈浕剌䔻ᵊ᳔䮾⺳悏䝝
Richard Comyns
勘⛲Ə‒㕍
1972 ⹛
18K 溪憸
䛛⽸ 23 ⅓⇭
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⠥◮⃧凴‵ ᶴ⠕
Josef Carl Klinkosch
⥎✗∐Ə䶔Ṇ䳴
䳫 1880 ⹛
执˚执挴憸⑳屈䉀
㰛⣡檿 26 ⅓⇭



051
A Pair of Presentation Scissors
Barker Brothers Silver Ltd.
5HWDLOHG�E\�*DUUDUG�	�&R��/RQGRQ
Birmingham, England
1950
Silver and stainless steel
Length 17.7cm

ℨ䱳ℨ₾
Barker Brothers Silver Ltd.
䔘‒㕍�*DUUDUG�	�&R��択┕
勘⛲Ə㗵俗
1950 ⹛
执⑳ᷴ揤拣
敞 17.7 ⅓⇭

Cat. no. 051 was presented to H.R.H. Princess Margaret, Countess of Snowdon (1930–2002) when she 

IRUPDOO\�RSHQHG�)HURGR�/LPLWHG��&DHUQDUIRQ��:DOHV��FDW��QR������ZDV�SUHVHQWHG�RQ�KHU�YLVLW� WR�RSHQ�

Haberdashers’ Aske’s School for Girls in Elstree, Hertfordshire in 1974.

⛽拫噆䢣 051 䙫≑⇧✏㖖嫥䙢䈜⤒ạ䑑◰䂯⅓Ḣ H.R.H (1930–2002 ⹛ ) ⎪⊇⧨䈥⣒⍈䳴劓 Ferodo 

Limited 䙫㭊敲⸼⅟䦕㘩峯ṯ⥠ƞ俳⛽拫噆䢣 052 ∮✏⥠⇡⸔ἴ㖣嵒䉠䥶⾞惈➪䈥㖖䉠憳䙫⒯⍁㈛㖖

昦㖖Ⅎ⥚⬷⭟㠈䙫憴敲⅟䦕㘩䍙峯˛

052
A Pair of Presentation Scissors
'HDNLQ�	�)UDQFLV
London, England
1973
Silver-gilt
Length 18.5cm

ℨ䱳ℨ₾
'HDNLQ�	�)UDQFLV
勘⛲Ə‒㕍
1973 ⹛
执挴憸
敞 18.5 ⅓⇭

These were once part of the collection of His Royal Highness Prince Henry Duke of Gloucester (1900–74). He was the fourth son 
of King George V (1865–1936) and Queen Mary (1867–1953) and served as Governor-General of Australia.

怀⤾ὃ⒨㛥㘖佬⣒㈺⅓䈜ẏ∐䍲⬷㮦ᷲ (1900–1974⹛ )䙫凱営  ̨ẽ㘖ἷ㲢ṻ᷽ (1865–1936⹛ )⎱䑑湾䙮⏵ (1867–1953⹛ )
䙫䬓⛂⏴ℹ⬷Ə 㛥䍙Ợ⑤䂡㾚㴙两䝊˛

053
A Set of Four George III Entrée Dishes
Benjamin Smith
London, England
1813
Diameter 27cm

Ḏ㭹᳇᳔᳹劚䖢▙ᶴ⠕
Benjamin Smith

Ӆř뼷
1813 ŭ

ˢ 27 ȓŒ

Henry, Duke of Gloucester
c. 1940
Courtesy of State Library Victoria
佬⣒㈺⅓䈜ẏ∐䍲⬷㮦ᷲ
䳫 1940 ⹛
⛽䈮䔘ᾫ佬㖖倽⽣⽾⠈➪䈥䱚⠻㗌⍁䉐椏㎷ᾂ

054
Kenyan Gold Paperweight
7KRPDV�%UDGEXU\�	�6RQV
6KHIßHOG��(QJODQG
1935
18ct gold
Height 5cm

佭⫺ᵜ涂悏扬䯗
7KRPDV�%UDGEXU\�	�6RQV

勘⛲Ə嬄叙䈥⾞
1935 ⹛

18K 溫憸
檿 5 ⅓⇭

Possibly a wedding present for Prince Henry (1900–74) and 
Princess Alice (1901–2004). See page 58 for the underside.

⽯㛰⏖僤㘖峯䵍ẏ∐䍲⬷ (1900–1974 ⹛ ) ⑳湾㖖䍲⥪
(1901–2004 ⹛ ) 䙫䴷⩁䦕䉐˛掕䴀惏媲奲柨 58˛
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055
A Pair of George III Silver Entrée Dishes
Robert Garrard I 
London, England
1805
Length 47cm

Ḏ㭹᳇᳔᳹劚䖢Ჾ⫋
Robert Garrard I
勘⛲Ə‒㕍
1805 ⹛
敞 47 ⅓⇭

Each of oval form with reversible lids, reeded rims and twin loop handles. Engraved with the initials ‘CR’ above ‘MS’ surmounted 
by the Royal Crown, to the lid exterior and the base interior. The cypher is that of Queen Charlotte Sophia of Mecklenburg-
Strelitz (1744–1818), wife of King George III (1738–1820).
  
㮶ῲ㩉⛺⽉䙫䛋⬷惤愴㛰⏖俢弰咲⬷˚⸝⇠㧤䙫䛋恱⑳㈲㞫˛咲⬷⣽惏⑳䛋⬷ⅎ惏惤⏖奲⏳ᷧ⾤䫇Ɲ✏˥MS˦ᷱ杉∢㛰楽
⬾㮴˥CR˦Ə⬾㮴ᷱ杉∮∢㛰䙮ↇ˛㭋⾤䫇ⱓ㖣ἷ㲢᷽ᷰ (1738–1820 ⹛ ) 䙫⦢⬷⣶㴂䉠䙮⏵ (1744–1818 ⹛ )˛

057
A Victorian Silver Tea Service
(GZDUG�	�-RKQ�%DUQDUG
London, England
1861
Teapot height 14cm
Private Collections of Daniel Roberts, Hong Kong

䱫⟘⃧ᵜ㔀ᶡ愾垻凴‵᳇ᶴ⠕
(GZDUG�	�-RKQ�%DUQDUG
勘⛲Ə‒㕍
1861 ⹛
匝⣡檿 14 ⅓⇭
Daniel Roberts 䦨ạ㔝営

056
An Austrian Desk Set
Franz Jauner
Vienna, Austria
c. 1850
Silver-gilt, lapis lazuli, ivory, pearl and gems
Inkstand length 19cm

⠥◮⃧愾戋悏㜊⠕垛
Franz Jauner

⥎✗∐Ə䶔Ṇ䳴
䳫 1850 ⹛

执挴憸˚朹憸䟚˚屈䉀˚䎴䏇⑳⯝䟚
⢏㰛㞝敞 19 ⅓⇭

Presented by Franz Josef I (1830–1916) to Count Eduard Clam-Gallas (1805–91) and Clothilde von Dietrichstein 
(1828–99), daughter of Prince Joseph-Franz von Dietrichstein (1798–1858).

⥌✗∐䙮⸄㲼嘔匙 澽 䳫䑆⤒᷽ᷧ (1830–1916 ⹛ ) 峯忨䵍⾞取ƑℲ㊰⦭Ƒ呂㊰㖖䈜 (1805–1891 ⹛ ) ⎱㲼嘔匙Ƒ
䳫䑆⤒．榕Ƒ忑䉠憳ⷳ㖤㳗⛇䍲⬷ (1798–1858 ⹛ ) Ḳ⥚Ⅎ㴂呩䈥Ƒ榕Ƒ忑䉠憳ⷳ㖤㳗⛇ (1828–1899 ⹛ ) 䙫䦕䉐˛
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Three pieces of silver tea service in its original oak baize-lined box, engraved with the royal cyphers of Queen Victoria (1819–1901) 
and Prince Albert (1819–61) in addition to ‘F D’A’ and the date 1861. An inscription on a brass label in the box reads ‘The gift of H.M. 
4XHHQ�9LFWRULD�	�WKH�3ULQFH�&RQVRUW�WR�)ORUD�'Ö$OEHUW�$QVRQ��RQ�WKH�RFFDVLRQ�RI�KHU�PDUULDJH�WR�-DPHV�&DPHURQ�0�'��RI�%UDHPDUÖ��

怀䴫ᷧ⤾ᷰờ䙫执壤匝⅞⬿㔥✏⎆壄䙫㩈㜏䚹ḔƏ㮶ờ惤∢㛰䶔⤁∐ẅ⥚䙮 (1819–1901⹛ )⑳剥䉠妑䍲 (1819–1861⹛ )䙫⾤䫇˚
楽⬾㮴˥F D’A˦Ọ⎱⹛Ụ˥1861˦˛䚹恱䙫扬壤㨀䱋∮∢㛰˥㭋䂡䶔⤁∐ẅ⥚䙮⑳䙮⤒忨䵍 Flora D’Albert-Anson ⑳嗮㠣嘔⯝榓
憒⭟⍁⣒ James Cameron 䙫䴷⩁䦕䉐˦˛
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Japan
㒣㗪

Autumn Foliage at the New Imperial Palace
1888

The Metropolitan Museum of Art
Gift of Lincoln Kirstein, 1959

㑮䕅⬃䯃匇ᴉ◐
1888ⴲ

⟥徻㗁咛圑∘䄧柦咍
Lincoln Kirstein 1959ⴲ密庿



Introduction

 Originating in France in the early 18th 
century, bonbonnières are celebratory miniature boxes 
used to store bonbons (i.e., confections or sweets), 
refined gifts presented at joyous events such as 
weddings and birthdays of aristocratic children.1 

The Japanese court adopted this custom in the 
PRGHUQ�HUD��XVLQJ�VPDOO�VLOYHU�FRQWDLQHUV�ßOOHG�ZLWK�
sweets to present to guests on important occasions, 
a practice that continues to this day. The earliest 
documented Japanese bonbonnière dates to 1894: it 
was commissioned for the 25th wedding anniversary 
of Emperor Meiji 2 . These silver boxes were usually 
made by the emperor’s master craftsmen such as 
Hirata Shigemitsu (1855–�������DQG�QRWDEOH�ILUPV�
LQFOXGLQJ�.��+DWWRUL�	�&R���/WG��IRXQGHG�LQ�������
which later became Seiko Corporation in 1997), 
Miyamoto Shoko (Ginza), Kobayashi Tokei 
(Ginza), and Ando Cloisonné Company. Bonbonnières 
were mostly made of silver but also cloisonné and 
lacquer3 . This essay will discuss the origin of 
Japanese bonbonnières and explore the variety of 
styles and functions that developed over the 
centuries, using examples from the permanent 
collection of Japanese silver of Liang Yi Museum.

Emergence of Japanese Bonbonnières – 
A Blend of East and West
 
 Since the early 18th century, Europeans had 
put sweets in bonbonnières, usually boxes made of 
paper or glass, or bags made of tulle or satin, and 
displayed them on tables for guests. In a sense, they 
are the origin of what we now know as wedding 
favours, or party favours. In Europe at that time, 
refined sugar was a luxury product, the toil and 

dangerous labour required in its manufacture an 
insurmountable barrier to mass production4 . 
Beginning in the early 16th century, British colonists 
enslaved millions of Africans and brought them to 
the Americas to work on sugar plantations. The 
sugar harvested by this backbreaking labour was 
used in Europe to create extravagant confectionary 
and desserts, which were then used to denote the 
high social status and wealth of the host. Similar to 
the Europeans, the Japanese had a custom of using 
sugar and sugared confections as gifts from the 
1890s. In the imperial court, this custom took on a 
more ritualistic aspect. In a book written by Austrian 
diplomat Alexander Hübner (1811–92), he mentions 
receiving a wooden box with the name of the 
emperor, filled with sugared confections, after an 
audience with him5 . A British woman named Ethel 
Howard (1865–1931) also mentioned in her memoir, 
Japanese Memories, that she received sweets as a 
souvenir when she left Japan in the 1910s. Prince 
Henry, Duke of Gloucester (1900–74), visited Japan 
in 1929 to present the Order of the Garter from 
King George V to Emperor Sh̝wa, and received a 
rectangular-shaped bonbonnière (fig. 1) carved with 
stylised scroll pattern with the Chrysanthemum Seal 
at the centre.

 

The Art of Giving: 
The Origin and Evolution of Japanese Bonbonnières

Cheryl Ng and Stephanie Fong

Fig. 1
Bonbonnière
1929
Collection of Liang Yi Museum
ʍ 1
ư૿
1929 ŭ
ƨ֘څűˀڅࢱ

 The Western custom of distributing bonbonnières 
was borrowed, quickly adopted and improved upon 
by the Japanese, and used as souvenirs of imperial 
banquets during the Meiji period (1868–1912). This 
was when the Meij i  government advocated 
modernisation and wanted to project the emperor as 
a national ruler who compared favourably with 
European monarchs 6 . Bonbonnières were distributed 
at imperial banquets, with the explicit intention for 
the foreign guests to take them home, to promote 
Japanese craftsmanship and culture. While the 
bonbonnières given by the imperial family typically 
contained the Chrysanthemum Seal, family crests or 
logos were carved on those given out by the nobility 
or corporations. Over the past centuries, bonbonnières 
have become a part of Japanese culture and as such 
has developed its own uniqueness while retaining its 
European origins.

The Function of Japanese Bonbonnières

 Most Japanese bonbonnières are made of 
silver or pure silver. During the Second World War, 
luxury items such as gold and silver were controlled 
by the government, so other materials were also 
used, including lacquered wood and bamboo. Gold 
is used occasionally to plate the imperial crest or 
patterns. In addition, the inside of the lid is often 
plated with gold, to prevent the sweets from silver 
oxidation. 

 Bonbonnières are used to hold kompeit̢ bonbons 
or other sugared confections, and are often designed 
as containers. There are quite a few bonbonnières that 
are shaped uniquely as miniature okimono, such as 
cranes, zeppelins and sculls, each with a slot to store 
bonbons. Most of the bonbonnières are formed with a 
OLG�DQG�ERG\��RWKHU�H[DPSOHV�FRQWDLQ�GUDZHUV��SLOO�
cases (a body and part of a lid are hinged and open 
vertically), doors (opening outwards) or inr̢ 
(disconnecting joints)7 . The craftsmanship of each 
bonbonnière is precise and delicate. They are works 

that combine both traditional craftsmanship and 
function, while presented as a souvenir. 

 Minako Nagasako, curator of the Gakushuin 
University Museum of History, suggests that the 
ßUVW�EDWFK�RI�FUDIWVPHQ�ZKR�SURGXFHG�bonbonnières 
were the metal engravers, metalworkers and lacquer 
craftsmen out of a job when the Sword Abolishment 
(GLFW��DOVR�NQRZQ�DV�WKH�+DLW̝�(GLFW��ZDV� LVVXHG�
in 1876. To a certain extent, the commissioning of 
bonbonnières by the Imperial Household Agency 
created jobs for this sector and preserved many 
aspects of traditional silver craftsmanship.

The Japanese Mon and Other Crests

 The imperial seal (kikumon) is often featured 
on bonbonnières commissioned for imperial events. 
Since 1869, the use of kikumon was limited to the 
emperor and the imperial family, but the actual 
chrysanthemum was not standardised yet8 . As a 
result, the number of petals or the size of the central 
medallion of the crest varied, and a number of Meiji 
bonbonnières are not decorated with the crest. It was 
only after the promulgation of the Article 12 of 
Koshitsu Giseirei (the act that sets the ceremonies of 
the imperial court, crests of imperial family, banners, 
seating arrangements in imperial ceremonies, etc.) of 
1926 that the standard use limit of the chrysanthemum 
FUHVW�ZDV�RIßFLDOO\�ß[HG��7KH����FRPSRXQG�SHWDOOHG�
‘seen-from-the-front’ chrysanthemum was limited to 
the emperor, the empress, the crown prince and 
princess, the eldest grandson of an emperor and his 
wife. The other 14 single-petalled ‘seen-from-the-
back’ chrysanthemum was used by collateral 
imperial princes, their wives and imperial princesses. 
Even though the Ordinance was abolished in 1947, 
a ban on the use of the Chrysanthemum Crest 
lingers today as it was designated as the Imperial 
(PEOHP�LQ������E\�(PSHURU�0HLML��ßJ�����
 
 

1 Sensu 2009, p. 18.
2 ‘No. 21 Celebratory Miniature Boxes – The Decorative Beauty of the Bonbonniere,’ The Imperial Household Agency.
3 ‘Bonbonniere,’ The Japanese Gallery. 
4 Muhammad 2019, ‘The sugar that saturates the American diet has a barbaric history as the “white gold” that fueled slavery’.
5 Sensu 2009, p. 18.

6 ‘No. 21 Celebratory Miniature Boxes – The Decorative Beauty of the Bonbonniere,’ The Imperial Household Agency.
7 Sensu 2009, p. 26.
8 Sensu 2009, p. 28. 
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 Other family crests also feature on numerous 
pieces. A fan-shaped bonbonnière (cat. no. 085), for 
example, has the crest of Kan’in-no-miya. Kan’in-
no-miya was one of the four cadet branches of the 
imperial family of Japan. They were entitled to 
succeed if the main line failed to produce an heir. 
Another example is a suhama (sandbar)-shaped 
bonbonnière (cat. no. 067) with the crest of the 
princely House of Takamatsu. It was created for 
the wedding of Prince Takamatsu and Princess 
Takamatsu Kikuko on the 4th February, 1930.

Liang Yi Museum’s Collection of Bonbonnières

 Liang Yi Museum’s collection of Japanese 
bonbonnières (fig. 2), reflects the minute details of 
Japanese craftsmanship and the historical event 
that led to the creation of these pieces.

 Two of the oldest bonbonnières from the 
collection date to 1915, when they were commissioned 
IRU�WKH�HQWKURQHPHQW�RI�(PSHURU�7DLVK̝��,W�ZDV�WKH�
ßUVW�HQWKURQHPHQW�FHUHPRQ\�KHOG�DV�D�VWDWH�HYHQW�LQ�
modern Japan. Decorated with kashiwa leaves, this 
bonbonnière (cat. no. 062) was commissioned for the 
2nd day of the Great Banquets at the enthronement 
RI�(PSHURU�7DLVK̝� LQ�1RYHPEHU�������Kashiwa is 
also called the Japanese emperor oak or daimyo oak. 
Withered leaves do not fall from the branches until 
new shoots emerge, so the tree carries the blessing 
of having a successor.

 Emperor Sh̝wa ascended the throne in 
1928. The enthronement ceremony of Emperor 
Sh̝wa took place at the Kyoto Imperial Palace on 
WKH���WK�1RYHPEHU�� IROORZHG�E\� WKH�FHUHPRQLDO�
rituals of Daijosai (Great Thanksgiving Ceremony) 
RQ� WKH���WK�DQG���WK�� DQG�Daikyo-no-Gi (Grand 
Banquets) on the 16th and 17th. A dadaiko-shaped 
bonbonnière (cat. no. 058) was commissioned for 
the second-day luncheon of the Grand Banquets. 
Usually a pair of dadaiko are set on both sides 
of the gagaku orchestra, and is hence a symbol 
of celebration. The W̢U̢-shaped (cat. no. 070) 
bonbonnière was distributed at the dinner held at 
Nijo Castle, Kyoto, which entertained 2,779 guests 
on the second day of the Grand Banquets of Emperor 
Sh̝wa’s enthronement.
 

Fig. 2
A group of bonbonnières exhibited at Family Silver: Highlights from the Liang Yi 
Collection at Liang Yi Museum in 2021 and 2022.
⛽ 2
㖣 2021 ⹛⑳ 2022 ⹛✏⅐ᾄ営⍁䉐椏ˣ执♏ₚ㉦Ɲ⅐ᾄ営执♏䲥恟ˤⰼ⇡䙫
䲽㞃䚹˛

 Apart from enthronements, bonbonnières housed 
in the Liang Yi collection also witnessed imperial 
weddings, including an egg-shaped bonbonnière (cat. no. 
069) with tortoiseshell (NLNN̢) pattern commissioned for 
the wedding of the Crown Prince Hirohito (Emperor 
Sh̝wa) and Princess Nagako Kuni  on the 7th June, 
1924. Another example (cat. no. 076) is engraved with 
a pair of mandarin ducks and the Chrysanthemum Seal 
for a tea party celebrating the wedding of Crown Prince 
Naruhito and Crown Princess Masako in 1993.

Conclusion

 ‘The story of bonbonnières seems to symbolise 
not only the path . . . but also the history and ideals 
of the imperial family’, says Princess Akiko in an 
interview in 2019. The custom of distributing imperial 
bonbonnières continues today with the most recent one 
being commissioned for the enthronement of Emperor 
Naruhito in 2019. Bonbonnières are a blend of East and 
West – originated in Europe and adapted to embody 
the rich culture of Japan. Each one of these bonbonnières 
was made with a historical occasion in mind, which 
UHàHFWV�WKH�VRFLDO�FRQGLWLRQV�DQG�FRQWH[WXDO�EDFNJURXQG�
of the era in which they were produced. 
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Mutsuhito, The Meiji Emperor
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1873
The Metropolitan Museum. 
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䚹 ) 㘖䔏Ὥ䛂㔥䲽㞃䙫⾕❲䚹⬷Ə䔏㖣ᷧẂ▃ㅝ⠛⏯

⥩⩁䦕ㇽ岛㖶⯶⭐䔆㗌㘩ὃ䂡䦕䉐峯忨1˛㗌㜓⮕⻞⾅
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ἷ㲢ṻ᷽⏸㘔⑳⤐䙮㍯ṯ◰⾞⋚䫇Ə⅝⽳䍙峯ᷧờ∢
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 Ọ䲽㞃䚹䂡䦕䙫侹ι㹷㖣奦㖠Ə䵺㗌㜓ạ 搸

ḍ㔠剖⽳Ə✏㗵㲢㘩㜆 (1868–1912 ⹛ ) ㇷ䂡䙮⮋✏⮛
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ㇽ⍗䱇 ( ⴳ⤾⯶䚹 )7˛ὃ䂡䳧⒨䙫䲽㞃䚹䏥⭳併

䴗䷢䙫ⷌ嗄⑳Ⅳ⅞⊆僤『˛

 㠠㓁⭟侹晉⤎⭟⏙㖀椏䬽ⰼạ敞ἷ⏋併⤯⬷㎏

㸓Ə壤ὃ䲽㞃䚹䙫䬓ᷧ㉠ⷌ⌇㘖1876⹛柹ⷪx ⻉⇧ịˤ

㘩⤘㥔䙫憸ⱓ暼∢⮝˚憸ⱓⷌ⌇⑳㻭⌇˛⛇㭋Ə⮕ⅎ⻚⦻姾悊Ẃⷌ⌇壤ὃ䲽㞃䚹⏖媑㘖䂡ẽῸ≜怇ṭⰘ㥔㩆㛪Ə

⏳㘩ẍὦₚ䵘执♏ⷌ嗄ᷴ凛㵯⤘˛

劈䯉僅‴ᶔ䯉䦞
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⮝㖶Ə㨊⑳ὦ䔏㖠暽䄝ⷙ㛰婚䴗奶⮁ƏἭ⍢㱹

㛰㭊䢡䪲8˛⛇㭋Ə厱䳲䙫劘䓊㕟憶⑳劘⾪⤎⯶⏫
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⅓Ḣὦ䔏˛䮈婙㲼ị✏ 1947 ⹛墒⻉晋ƏἭ䔘㖣㗵

㲢⤐䙮 ( ⛽ 3) 㖣 1868 ⹛⮊Ἧ⅝ㇷ⛲⾤Ə㈧Ọ凚ằẴ
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䢣 058ƌ✏⤎椾Ḳ⃧侳㗌⌯⮛ᷱ峯䵍Ὥ岺˛滰⤑滺态

⸟䪲㖣暬㧩刅⏗⅐⁛Ə⛇㭋㛰䥄岧Ḳヶ˛俳䆯䱇⽉䙫

( ⛽拫噆䢣 070) ∮✏⤎椾Ḳ⃧侳㗌✏ẓ惤ṳ㢄➵凰堳

䙫㙁⮛ᷱƏ⇭䙣䵍✏⠛䙫 2,779 ⏴岺⮉˛

 晋ṭ䙢⟡⅟䦕Ə⅐ᾄ営㔝営䙫䲽㞃䚹Ṇ奲嬰ṭ

䙮⮋ㇷⓈ䙫⩁䦕Ə⋬㋓怀㬥⸝㛰澃䔙⛽㠯䙫嚲⽉䲽㞃

䚹 ( ⛽拫噆䢣 069)Ə⭪㘖䂡䙮⤑⬷墼Ẩ妑䍲 ( ⽳䂡㘔

⑳⤐䙮 ) ⑳剖⬷⥚䍲 ( ⽳䂡榀㷚䙮⏵ ) ✏ 1924 ⹛ 6 㛯
7 㗌凰堳䙫⩁䦕俳姩壤˛⏍ᷧῲὲ⬷ ( ⛽拫噆䢣 076)

∢㛰ᷧ⯴洂洍⑳厱劘䳲䫇Ə㘖䂡ṭ⾞Ẩ䙮⤑⬷⑳⤑⬷

⥪暬⬷㖣 1993 ⹛ㇷ⩁䙫ㅝ䥄匝㛪俳壤˛

䰎奜

 ˥䲽㞃䚹ᷴ€奲嬰䜧ᷧ巖嵗Ὥ䙫㭞䧲Ə⏳㘩ẍ

屈⾜䙮⮋䙫㭞⏙⑳ㆰ㛰杉屳˦Ə⽓⬷⥚䍲✏ 2019⹛䙫

㎈娑Ḕ媑怺˛㗌㜓䙮⮋Ọ䲽㞃䚹ὃ䦕䙫侹ιᷧ䛛⻝乳

∗ằ⤐Ə㛧㖗ὃ㘖䂡ṭ 2019⹛⾞Ẩ⤐䙮䙫䙢⟡⃧俳

壤ὃ˛䲽㞃䚹㘖㝘奦㕮⋽ẋ坴䙫䔉䉐Ə暽嵞㹷㖣㬷㴙Ə

⍢檻䏥ṭ㗌㜓尷⮳䙫㕮⋽˛㮶ờ䲽㞃䚹志媑䜧ᷧῲῲ

㭞⏙㔬ṲƏẍ⎴㘇ṭ壤ὃ㘩䙫䤥㛪ガ㲨⑳傳㙖˛

1 Sensu (2009 ⹛ )ƝˡImperial Silver Bonbonnièresˢ⇱䙢㖣曃婳ˣDaruma: Japanese Art and Antique MagazineˤƏ柨 18˛
2    ⮕ⅎ⻚Əˡ䬓 21 ⛅ㅝ̫ͥ͋͆͠⯶䮘ϭβωβΡ;쨣ρ͆ヶ⌇併ˢ˛
3ˡBonbonnièreˢƏ The Japanese Gallery˛
4   㠠㓁 Muhammad (2019 ⹛ ), ˥併⛲ạ㗌⸟棙棆Ḕ䙫䲽㛰䜧ᷧ㮜憵堢䙫㭞⏙Əḍ㛥墒䨘䂡⊐敞⥛暟∝䙫˧䙤憸˨˦˛
5 Sensu (2009 ⹛ )ƝˡImperial Silver BonbonnièresˢƏ柨 18˛
6    ⮕ⅎ⻚Əˡ䬓 21 ⛅ㅝ̫ͥ͋͆͠⯶䮘ϭβωβΡ;쨣ρ͆ヶ⌇併ˢ˛
7 Sensu (2009 ⹛ )ƝˡImperial Silver BonbonnièresˢƏ柨 26˛
8    ⏳ᷱƏ柨 28˛
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ḟⰁ唜椏ⰼ妎ἁ⛚挙˛

058
Bonbonnière
1928
Silver
Height 7 x Width 4.5 x Depth 4.5cm

(PSHURU�6K̝ZD�DVFHQGHG�WKH�WKURQH�LQ�������7KH�HQWKURQHPHQW�
FHUHPRQ\�RI�(PSHURU�6K̝ZD�WRRN�SODFH�DW�WKH�,PSHULDO�3DODFH�
in Kyoto on the 10th November; followed by Daijosai (Great 
Thanksgiving Ceremony) on the 14th and 15th; and Daikyo-
no-gi (Grand Banquets) on the 16th and 17th. This bonbonnière 
was commissioned for the second-day luncheon of the Grand 
Banquets and distributed to 203 guests.

䮔㙚䖐
1928 ⹛
执
檿 7 x ⯓ 4.5 x 㷘 4.5 ⅓⇭

㘔⑳⤐䙮㖣 1928 ⹛䙢⟡Ə䙢⟡⃧㖣 11 㛯 10 㗌✏ẓ惤⾈㈧
凰堳Əḍ㖣 14⑳ 15㗌凰徍⤎◾䥔Ə16˚17㗌凰堳⤎椾Ḳ⃧˛

怀ờὃ⒨㘖䂡䬓ṳ⤐䙫⤎椾Ḳ⃧⌯⮛俳壤ὃƏ⅘峯忨䵍 203

ἴ岺⮉˛

059
Bonbonnière
1928
Silver
Height 5 x Diameter 8cm

This spear-shaped bonbonnière with silk banner was distributed during the 
banquets held between 7th to 11th December, 1928 in Tokyo for Emperor 
6K̝ZD’s enthronement. 

䮔㙚䖐
1928 ⹛
执
檿 5 x 䛛⽸ 8 ⅓⇭

㭋扥⽉䲽㞃䚹㖣 1928 ⹛ 12 㛯 7 㗌凚 11 㗌㜆敺䂡ㅝ䥄㘔⑳⤐䙮䙢⟡俳
㖣㝘ẓ凰堳䙫⮕Ḕ椾⮛㴥峯˛
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䮔㙚䖐
1925 ⹛
执
檿 13.9 ⅓⇭

䂡ㅝ䥄⤎㭊⤐䙮䴷⩁ṳ⌨ṻ
怘⹛俳壤Əḍ㖣 1925 ⹛ 6 㛯
30 㗌峯䵍 232 ἴ岺⮉˛

067
Bonbonnière
1930
Silver
Height 1.5 x Width 6.2 x Depth 4cm

Created for the wedding of Prince 
Takamatsu (3rd son of Emperor 
7DLVK̝�� DQG�3ULQFHVV�7DNDPDWVX�
Kikuko on the 4th February, 1930.

䮔㙚䖐
1930 ⹛
执
檿 1.5 x ⯓ 6.2 x 㷘 4 ⅓⇭

䂡ㅝ䥄檿㝥⮕⮊Ẩ妑䍲 ( ⤎
㭊⤐䙮䙫䬓ᷰ⏴ℹ⬷ ) 凮⮊
Ẩ妑䍲⥪▃Ḭ⬷㖣 1930 ⹛ 2
㛯 4 㗌ㇷ⩁俳壤˛

066
Bonbonnière
1930
Silver
Height 1 x Width 4 x Depth 8cm

Commissioned in 1930 when Empress 
7HLPHL�PRYHG�LQWR�̜PL\D�3DODFH��7KH�
palace was built for Empress Teimei 
ZKHQ�(PSHURU�7DLVK̝�SDVVHG�DZD\��

䮔㙚䖐
1930 ⹛
执
檿 1 x ⯓ 4 x 㷘 8 ⅓⇭

壤㖣 1930 ⹛Ə⏳⹛岅㗵䙮⏵
㐓怙⤎⮕⾈㈧˛⾈㈧㘖✏⤎

㭊⤐䙮怄᷽⽳⻡怇䵍岅㗵䙮
⏵˛

䮔㙚䖐
1925 ⹛
执
檿 3 x 䛛⽸ 6 ⅓⇭

䂡ㅝ䥄 1925 ⹛ 5 㛯 10 㗌⤎
㭊⤐䙮ṳ⌨ṻ怘⹛⩁䦕俳
壤˛

062
Bonbonnière
1915
Silver
Height 2.5 x Width 6 x Depth 6cm

Produced to commemorate the 
HQWKURQHPHQW�RI�(PSHURU�7DLVK̝�
in 1915, distributed on the second 
day of the Grand Banquet.

060
Bonbonnière
1898
Silver
Height 1.7 x Diameter 5.5cm

Commissioned for the wedding of 
Prince Higashifushimi Yorihito and 
Iwakura Kaneko, the eldest daughter 
of Prince Iwakura Tomomi, on the 
10th February, 1898.

䮔㙚䖐
1910 ⹛
执
檿 4 x ⯓ 4.4 x 㷘 5 ⅓⇭

䂡ㅝ䥄⮳併⮕ℨ⬷ⅎ妑䍲
(㗵㲢⤐䙮䙫䬓⅒⏴⥚ℹ )凮
㜄榀⮕泐⽌䍲㖣 1910 ⹛ 5 㛯
6 㗌ㇷ⩁俳壤˛

䮔㙚䖐
1915 ⹛
执
檿 2.5 x ⯓ 6 x 㷘 6 ⅓⇭

䂡ㅝ䥄 1915⹛⤎㭊⤐䙮䙢⟡
俳壤Əḍ✏䬓ṳ⤐⤎椾Ḳ⃧

ᷱ⇭䙣䵍岺⮉˛

䮔㙚䖐
1898 ⹛
执
檿 1.7 x 䛛⽸ 5.5 ⅓⇭

䂡ㅝ䥄㝘Ỷ奲⮕ᾄẨ妑䍲凮
Ⲑ⬷ ( Ⲑ⅞⮁⅓䈜Ḳ
敞⥚ ) 㖣 1898 ⹛ 2 㛯 10 㗌
ㇷ⩁俳壤˛

063
Bonbonnière
1915
Silver
Height 2.5 x Diameter 6cm

Commissioned for the enthronement 
RI�(PSHURU�7DLVK̝�LQ������

䮔㙚䖐
1915 ⹛
执
檿 2.5 x 䛛⽸ 6 ⅓⇭

䂡ㅝ䥄 1915⹛⤎㭊⤐䙮䙢⟡
俳壤˛
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061
Bonbonnière
1910
Silver
Height 4 x Width 4.4 x Depth 5cm

Commissioned for the wedding 
of Princess Nobuko Asaka (8th 
daughter of Emperor Meiji) and 
Prince Yasuhiko Asaka on the 6th 
May, 1910.

065
Bonbonnière
1925
Silver
Height 13.9cm

Commissioned for the 25th wedding 
DQQLYHUVDU\�RI�(PSHURU�7DLVK̝�ZLWK�
232 guests on the 30th June, 1925.

064
Bonbonnière
1925
Silver
Height 3 x Diameter 6cm

Created for the 25th wedding 
DQQLYHUVDU\�RI�(PSHURU�7DLVK̝�
on the 10th May, 1925.
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072
Bonbonnière
1929
Silver
Height 2 x Width 5.5 x Depth 4.3cm

Prince Henry, Duke of Gloucester 
(1900–74), visited Japan in 1929 to 
present the Order of the Garter from 
.LQJ�*HRUJH�9�WR�(PSHURU�6K̝ZD��
This bonbonnière was likely made for 
the occasion of Prince Henry’s visit 
to Japan.

䮔㙚䖐
1929 ⹛
执
檿 2 x ⯓ 5.5 x 㷘 4.3 ⅓⇭

佬⣒㈺⅓䈜ẏ∐䍲⬷㮦ᷲ
(1900–1974⹛ ) 㖣 1929⹛娑
┶㗌㜓ḍỊ塏ἷ㲢ṻ᷽⏸㘔
⑳⤐䙮㍯ṯ◰⾞⋚䫇˛㭋ὃ
⽯㛰⏖僤䂡ṭẏ∐䍲⬷㮦ᷲ
∗娑㗌㜓俳壤˛

073
Bonbonnière
1929
Silver
Height 2.6 x Width 2.6 x Depth 7cm

Commiss ioned for  the  naming 
ceremony of Kazuko Takatsukasa 
(Princess Taka), the 3rd daughter 
of Emperor 6K̝ZD�and Empress 

.̝MXQ�

䮔㙚䖐
1929 ⹛
执
檿 2.6 x ⯓ 2.6 x 㷘 7 ⅓⇭

䂡ṭ㘔⑳⤐䙮⑳榀㷚䙮⏵䙫
ᷰ⥚ℹ淠⏟⑳⬷ ( ⎆䨘噆䂡
⭄⮕⑳⬷ⅎ妑䍲 ) 䙫⎽⏴⃧
俳壤˛

074
Bonbonnière
1935
Silver
Height 5.5 x Diameter 6cm

It is uncertain what occasion the 
bonbonnière was commissioned for, but 
the base of this bonbonnière is inscribed 
ZLWK�ÕWKH���WK�\HDU�RI�6K̝ZDÖ�

䮔㙚䖐
1935 ⹛
执
檿 5.5 x 䛛⽸ 6 ⅓⇭

⠛⏯Ⰱ⽬俪䩝Ə⺎ᷱ∢㛰
˥㘔⑳⌨⹛˦˛

075
Bonbonnière
1976
Silver
Diameter 6cm

Commissioned for the 50th year of 
(PSHURU�6K̝ZDÖV�UHLJQ�LQ������

䮔㙚䖐
1976 ⹛
执
䛛⽸ 6 ⅓⇭

䂡ㅝ䥄 1976 ⹛㘔⑳⤐䙮䙢
⟡ṻ⌨怘⹛俳壤˛

068
Bonbonnière
1932
Silver
Height 5 x Width 7.4 x Depth 3.1cm

Commissioned when Takahito, Prince 
0LNDVD���WK�VRQ�RI�(PSHURU�7DLVK̝��
enrolled in the Imperial Japanese Army 
Academy.

䮔㙚䖐
1932 ⹛
执
檿 5 x ⯓ 7.4 x 㷘 3.1 ⅓⇭

䂡ㅝ䥄ᷰ䬇⮕ⳮẨ妑䍲 ( ⤎
㭊⤐䙮䙫䬓⛂⏴ℹ⬷ ) 䍙㗌
㜓晟庴⣒⭿⭟㠈拫⎽俳壤˛

069
Bonbonnière
1924
Silver
Height 5.5 x Diameter 7cm

Commissioned for the wedding 
of Crown Prince Hirohito (later 
(PSHURU�6K̝ZD��DQG�GLVWULEXWHG�DW�
the luncheon held on the 7th June, 
1924.

䮔㙚䖐
1924 ⹛
执
檿 5.5 x 䛛⽸ 7 ⅓⇭

䂡墼Ẩ䙮⤑⬷ (⽳Ὥ䙫㘔⑳
⤐䙮 ) 䴷⩁俳壤Əḍ㖣 1924
⹛ 6 㛯 7 㗌凰堳䙫䴷⩁⌯⮛
ᷱ㴥峯˛

070
Bonbonnière
1928
Silver
Height 4.8 x Width 5 x Depth 5cm

Distributed at the dinner held at Nijo 
Castle, Kyoto, which entertained 
2,779 guests on the second day of 
the Grand Banquets of Emperor 
6K̝ZDÖV�HQWKURQHPHQW�

䮔㙚䖐
1928 ⹛
执
檿 4.8 x ⯓ 5 x 㷘 5 ⅓⇭

䂡㘔⑳⤐䙮䙢⟡㜆敺㖣ẓ惤
ṳ㢄➵凰堳䙫⤎椾Ḳ⃧㬈㗌

㙁⮛Əḍ峯忨䵍✏⠛䙫 2,779

ἴ岺⮉˛

071
Bonbonnière
1928
Silver
Height 5 x Diameter 8cm

This bonbonnière was distributed at the 
luncheon for officials who assisted 
in the enthronement ceremonies 
held at the Imperial Palace in Kyoto 
a month after the enthronement of 
(PSHURU�6K̝ZD�RQ�WKH���WK�DQG���WK�
December, 1928. 

䮔㙚䖐
1928 ⹛
执
檿 5 x 䛛⽸ 8 ⅓⇭

✏㘔⑳⤐䙮䙢⟡ᷧῲ㛯⽳Ə
⍚ 1928 ⹛ 12 㛯 18 㗌⑳ 19
㗌Ə娔⌯⮛ㅗ⋅ḍ峯ṯ⭿Ⓢ
怀ờὃ⒨ƏỌㄆ嬄ẽῸ㛥⌻
⊐㖣ẓ惤ṳ㢄➵凰堳䙫䙢⟡
⅟䦕˛
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076
Bonbonnière
1993
Silver
Height 2 x Diameter 5cm

Commissioned for the tea party hosted 
by the Crown Prince Naruhito (later 
Emperor Reiwa) and Crown Princess 
Masako  (later Empress Masako) on 
the 21st June, 1993 at the Imperial 
Palace for the celebration of their 
wedding. 

䮔㙚䖐
1993 ⹛
执
檿 2 x 䛛⽸ 5 ⅓⇭

䙮⤑⬷⾞Ẩ ( ⽳Ὥ䙫ị⑳⤐䙮 )
⑳䙮⤑⬷⥪暬⬷ ( ⽳Ὥ䙫暬⬷䙮
⏵ ) 㖣 1993 ⹛ 6 㛯 21 㗌䂡ㅝ䥄
ㇷ⩁俳✏䙮⮕凰徍ṭ匝㛪˛

077
Bonbonnière
1926
Silver
Height 2 x Width 7.9 x Depth 4cm

Commissioned for the wedding of 
.DFK̝�+LURQREX�DQG�.DQÖLQ�+DQDNR��
5th daughter of Prince Kan’in Kotohito. 
The couple subsequently divorced 
in 1951. They were the first imperial 
couple to divorce.

䮔㙚䖐
1926 ⹛
执
檿 2 x ⯓ 7.9 x 㷘 4 ⅓⇭

䂡取柩⍁Ὲ⑳䔗取⬷ ( 數
晉⮕廰Ẩ妑䍲䙫䬓ṻ⏴⥚
ℹ ) 䙫⩁䦕俳壤˛怀⯴⤒⩍
暏⽳✏ 1951 ⹛曉⩁Ə㘖䬓
ᷧ⯴曉⩁䙫䙮⮋⤒⩍˛

078
Bonbonnière
1932
Silver
Height 2 x Width 6 x Depth 4.6cm

This bonbonnière, with a 14-petalled 
chrysanthemum crest, was commissioned 
for the 50th anniversary of the Navy 
Assembly. 

䮔㙚䖐
1932 ⹛
执
檿 2 x ⯓ 6 x 㷘 4.6 ⅓⇭

怀ờ⸝㛰 14 䓊厱䳲䙫ὃ⒨㘖䂡
㵞庴⤎㛪 50 怘⹛俳壤˛

079
Bonbonnière
1925
Silver
Height 2 x Diameter 5cm

Commissioned for the coming-of-age 
ceremony of Tsukuba Fujimaro (formerly 
Prince Fujimaro). 

䮔㙚䖐
1925 ⹛
执
檿 2 x 䛛⽸ 5 ⅓⇭

䂡䬸㳉嗋䣏 ( ∴嗋溦䍲 ) 䙫
ㇷạ䦕俳壤˛

080
Bonbonnière
1935
Silver
Height 1.6 x Width 5.6 x Depth 4.6cm

Commissioned for the coming-of-age 
ceremony of Takahito, Prince Mikasa. 

䮔㙚䖐
1935 ⹛
执
檿 1.6 x ⯓ 5.6 x 㷘 4.6 ⅓⇭

䂡ᷰ䬇⮕ⳮẨ妑䍲䙫ㇷạ䦕
俳壤˛

081
Bonbonnière
1959
Silver
Height 2.2 x Diameter 5.8cm

Commissioned for the wedding of 
Crown Prince Akihito (later Emperor 
Akihito) and Crown Princess Michiko 
(later Empress Michiko). 

䮔㙚䖐
1959 ⹛
执
檿 2.2 x 䛛⽸ 5.8 ⅓⇭

䂡ㅝ䥄䙮⤑⬷㗵Ẩ ( ⽳Ὥ䙫㗵
Ẩ⤐䙮 )⑳䙮⤑⬷⥪併㙡⬷ (⽳
Ὥ䙫併㙡⬷䙮⏵ ) 俳壤˛

082
Bonbonnière
20th century
Silver
Height 5.6 x Diameter 4.6cm

It is uncertain what occasion the 
bonbonnière was commissioned for, but 
a mark of the Governor-General of 
Taiwan is present.

䮔㙚䖐
ṳ⌨᷽䳧
执
檿 5.6 x 䛛⽸ 4.6 ⅓⇭

⠛⏯Ⰱ⽬俪䩝Ə㛰凡䁊两䝊
⺃⾤䫇˛

083
Bonbonnière
1912–26
Silver
Height 3 x Diameter 5.6cm

䮔㙚䖐
1912–1926 ⹛
执
檿 3 x 䛛⽸ 5.6 ⅓⇭



084
Bonbonnière
1912–26
Silver
Height 1.5 x Width 4.5 x Depth 6.5cm

䮔㙚䖐
1912–1926 ŭ
ݫ
Ƭ 1.5 x ࠺ 4.5 x ͢ 6.5 ȓŒ

086
Bonbonnière
20th century
Silver
Height 2 x Width 4.5 x Depth 7cm

䮔㙚䖐
ṳ⌨᷽䳧
执
檿 2 x ⯓ 4.5 x 㷘 7 ⅓⇭

085
Bonbonnière
20th century
Silver
Height 1.5 x Width 6 x Depth 6.5cm

䮔㙚䖐
ṳ⌨᷽䳧
执
檿 1.5 x ⯓ 6 x 㷘 6.5 ⅓⇭

088
Bonbonnière
1912–26
Silver-gilt and silver
Width 10cm

䮔㙚䖐
1912–1926 ⹛
执挴憸⑳执
⯓ 10 ⅓⇭

087
Bonbonnière
20th century
Silver
Height 6 x Width 8 x Depth 11cm

䮔㙚䖐
ṳ⌨᷽䳧
执
檿 6 x ⯓ 8 x 㷘 11 ⅓⇭

090
Cup Stand
Hirata Muneyuki
1915
Silver
Height 23 x Width 21.5 x Depth21.5cm

Hirata Muneyuki (1851–1920) was a renowned metalsmith 
DFWLYH� GXULQJ� WKH�0HLML� DQG�7DLVK̝�SHULRGV��+H�ZDV� D�
professor of the Tokyo Fine Arts School (now Tokyo 
University of the Arts) since 1918 and was appointed 
to the rank of Imperial Household Artist, specialising in 
metalwork.

㘭ⵥ
⹚䔗⭾
1915 ⹛
执
檿 23 x ⯓ 21.5 x 㷘 21.5 ⅓⇭

⹚䔗⭾ (1851–1920 ⹛ ) 㘖㴢年㖣㗵㲢⑳⤎㭊㘩㜆䙫憸
ⷌ⌇˛ẽ凑 1918 ⹛嵞㒻Ợ㝘ẓ併堺⭟㠈 ( 䏥㝘ẓ嗄堺⤎
⭟ ) 䙫㕀㍯Ə⎯㛥䍙䙮⮋Ợ⑤䂡⯯㔢捂憸䙫⸄⮋㉧嗄Ⓢ˛

089
Bonbonnière
20th century
Silver-gilt and silver
Height 2.5 x Diameter 6.5cm

䮔㙚䖐
ṳ⌨᷽䳧
执挴憸⑳执
檿 2.5 x 䛛⽸ 6.5 ⅓⇭
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Kikumon
           劈䯉
Kikumon, also called the Imperial Seal of Japan or Chrysanthemum 
Seal, is one of the national seals and a crest used by the Emperor of 
Japan and members of the imperial family. The symbol is a 16-petalled 
chrysanthemum with 16 tips of another row of petals showing behind 
WKH�ßUVW�URZ��7KH����SHWDOOHG�&KU\VDQWKHPXP�6HDO�ZDV�H[FOXVLYHO\�XVHG�
by the Emperor of Japan during the Meiji Period (1868–1912). Other 
members from the imperial family used a version with 14 single petals. 

厱䳲㘖㗌㜓⛲⾤Ə⏳㘩ẍ㘖㗌㜓䙮⮋䙫⮝⾤Ə⏖ᾂ㗌㜓⤐䙮⑳⤐䙮⮝
ㇷⓈὦ䔏˛厱䳲㘖ᷧ㜜⌨⅔䓊厱劘Ə⽳杉⏍㛰ᷧⱋ⌨⅔䓊厱劘˛⌨⅔
䓊曀ⱋ厱䳲✏㗵㲢㘩㜆 (1868–1912 ⹛ ) ⏑㛰⤐䙮僤⤇ὦ䔏Ə俳⅝ẽ䙮
⮋ㇷⓈ∮ὦ䔏⌨⛂䓊▕ⱋ厱䳲˛

091
A Japanese Parcel-Gilt Silver Box and Cover
D. Kobayashi
Tokyo, Japan
c. 1930
Parcel-gilt silver
Length 15cm

愾才悏䡬䄧䖐
⯶㝾㘩壄
㗌㜓Ə㝘ẓ
䳫 1930 ⹛
执捶憸
敞 15 ⅓⇭

092
A Japanese Parcel-Gilt Silver and Lacquer Box and Cover
Tokyo, Japan
Late 19th to early 20th century 
Parcel-gilt silver and lacquer
Length 15cm

愾才悏⊈㷄垻䡬䄧䖐
㗌㜓Ə㝘ẓ
⌨Ṅ᷽䳧㙁㜆凚ṳ⌨᷽䳧∄㜆
执捶憸⑳㻭
敞 15 ⅓⇭

093
Tabakobon
Meiji period (1868–1912)
Maki-e over wood and silver
Height 24.5cm x Width 27.4cm x Length 16cm

䀗切䖄
㗵㲢㘩㜆 (1868–1912 ⹛ )
㜏債呻乑⑳执
檿 24.5 x ⯓ 27.4 x 敞 16 ⅓⇭

094
An Imperial Presentation Jardinière
Hattori Tadasaburo
Early 20th century
Cloisonné enamel and silver
Height 32 x Diameter 44cm

䕅⩢㎸ᶴ兯䖄
㛴惏┖ᷰ悵
ṳ⌨᷽䳧∄㜆
㍷䵙䐡䑖⑳执 
檿 32 x 䛛⽸ 44 ⅓⇭
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Tokugawa Clan
ⲛ㫍

Tokugawa Ieyasu
(r. 1603–05)

⾞ⷄ⮝⺞
( ✏ἴ 1603–1605 ⹛ )

Tokugawa Yorinobu
⾞ⷄ峛⮊

Tokugawa Hidetada
(r. 1605–23)

⾞ⷄ䦧⿇
( ✏ἴ 1605–1623 ⹛ )

Tokugawa Iemitsu
(r. 1623–51)

⾞ⷄ⮝ℰ
( ✏ἴ 1623–1651 ⹛ )

Tokugawa Ietsuna
(r. 1651–80)

⾞ⷄ⮝䶘
( ✏ἴ 1651–1680 ⹛ )

Tokugawa Tsunayoshi
(r. 1680–1709)

⾞ⷄ⮝䶘
( ✏ἴ 1680–1709 ⹛ )

Tokugawa Tsunashige
⾞ⷄ䶘憴

Tokugawa Ienobu
(r. 1709–12)

⾞ⷄ⮝⮊
( ✏ἴ 1709–1712 ⹛ )

Adopted
怵乣

Tokugawa Ietsugu
(r. 1712–16)

⾞ⷄ⮝乣
( ✏ἴ 1712–1716 ⹛ )

Tokugawa Mitsusada
⾞ⷄℰ岅

Tokugawa Yoshimune
(r. 1716–45)

⾞ⷄ⏰⭾
( ✏ἴ 1716–1745 ⹛ )

Tokugawa Ieshige
(r. 1745–60)

⾞ⷄ⮝憴
( ✏ἴ 1745–1760 ⹛ )

Tokugawa Munetada
⾞ⷄ⭾Ⱐ

Tokugawa Ieharu
(r. 1760–86)

⾞ⷄ⮝㲢
( ✏ἴ 1760–1786 ⹛ )

Tokugawa Harusada
⾞ⷄ㲢㿆

Tokugawa Ienari
(r. 1786–1837)

⾞ⷄ⮝漱
( ✏ἴ 1786–1837 ⹛ )

Adopted
怵乣

Tokugawa Ieyoshi
(r. 1837–53)

⾞ⷄ⮝ㅝ
( ✏ἴ 1837–1853 ⹛ )

Tokugawa Nariyuki
⾞ⷄ漱柭

Tokugawa Iemochi
(r. 1858–66)

⾞ⷄ⮝勩
( ✏ἴ 1858–1866 ⹛ )

Tokugawa Iesada
(r. 1853–58)

⾞ⷄ⮝⮁
( ✏ἴ 1853–1858 ⹛ )

Adopted
怵乣

Tokugawa Yorifusa
⾞ⷄ峛㈦

Matsudaira Yorishige
㝥⹚峛憴

Matsudaira Yoritoshi
㝥⹚栣ᾖ

Matsudaira Yoritoyo
㝥⹚峛尷

Tokugawa Munetaka
⾞ⷄ⭾⠖

Tokugawa Munemoto
⾞ⷄ⭾俗

Tokugawa Harumori
⾞ⷄ㲢ῄ

Tokugawa Harutoshi
⾞ⷄ㲢䳧

Tokugawa Nariaki
⾞ⷄ漱㘔

Tokugawa Yoshinobu
(r. 1866–68)

⾞ⷄㅝ▃
( ✏ἴ 1866–1868 ⹛ )

The last VK̢JXQ of the 
Tokugawa shogunate 
㱆㈝⸼⺃㜒Ị⯮庴

The Tokugawa shogunate, established by Tokugawa Ieyasu (1543–1616) after winning the Battle of Sekigahara in 
1600, led the military government of Japan during the Edo period (1603–1868). Although the imperial family was 
WKH�RIßFLDO�UXOLQJ�FODVV�RI�-DSDQ��WKH\�KHOG�QR�UHDO�SRZHU�DV�(GR�-DSDQ�ZDV�JRYHUQHG�E\�WKH�7RNXJDZD�VK̢JXQV in a 
feudal system and administered by GDLP\̢V�through their system of domains. Japan experienced rapid urbanisation 
and economic growth under the Tokugawa shogunate. During the Bakumatsu (literally ‘the end of the shogunate’) 
period between 1853 to 1867, the power of the Tokugawa shogunate declined and was eventually overthrown in the 
Meiji Restoration in 1868.

⾞ⷄ⮝⺞ (1543–1616 ⹛ ) ✏˥旃⎆Ḳ㈗˦⎽⋄⽳⻡䪲ṭ˥⾞ⷄ⸼⺃˦Əḍ✏㱆㈝㘩Ị (1603–1868 ⹛ ) 䵘㲢㗌
㜓˛暽䄝䙮⮋㘖⏴侐ᷱ㗌㜓䙫㛧檿柿⯵俬ƏἭ⍢㱹㛰⯍㫱˛⾞ⷄ⸼⺃⯍㖤⯨⻡㔦㲢∝⺍㲢䏭㗌㜓Ə俳⤎⏴∮
⏫凑䮈䏭弫ᷲ䙫柿✗ ( ⍚˥嗐˦)˛✏⾞ⷄ⸼⺃䵘㲢ᷲƏ㗌㜓䵺㿆「怆⢅敞Ə⏳㘩ẍ孱⽾➵ⷩ⋽˛✏ 1853 ⹛凚
1867 ⹛䙫⸼㜒㘩㜆Ə⾞ⷄ⸼⺃䙫㫱⊂忷㼟塗吤Əḍ㛧䴩✏ 1868 ⹛䙫㗵㲢䶔㖗Ḕ墒㎏俢˛

7KH�ßUVW�VK̢JXQ of the 
Tokugawa shogunate 
㱆㈝⸼⺃楽Ợ⯮庴

* Names in yellow represent the VK̢JXQ of the Tokugawa shogunate
* Ọ溪剙㨀䤡䙫⏴⬾Ị塏㛥Ợ㱆㈝⸼⺃⯮庴
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095
Incense Burner with Stand and Catalogue
Incense burner: Edo period 
Wooden box: 1928
Silver
Height 9.5 x Diameter 11.3cm

愾斓兯桗䃎僅◔懂
榀䇷Ɲ㱆㈝㘩㜆
㜏壤⺎Ɲ1928 ⹛
执 
檿 9.5 x 䛛⽸ 11.3 ⅓⇭

096
Palanquin-Shaped Yatate
Meiji period 
Bronze and gilt
Length 16cm

匳䯉梓䬞⸠䚠䦉
㗵㲢㘩㜆
扬⑳挴憸 
敞 16 ⅓⇭

097
Gun-Shaped Yatate (marked Baitetsu)
Meiji period 
Copper, silver and gilt
Length 20cm

匳䯉㢋⸠䚠䦉 (Ƽ㝃⎰ƽ㧼 )
㗵㲢㘩㜆
扬˚执⑳挴憸 
敞 20 ⅓⇭

098
Gun-Shaped Yatate
Meiji period 
Copper, silver and gold
Length 17.3cm

匳䯉㢋⸠䚠䦉
㗵㲢㘩㜆
扬˚执⑳憸 
敞 17.3 ⅓⇭

099
Gun-Shaped Yatate
Meiji period 
Copper and silver
Length 14cm

匳䯉㢋⸠䚠䦉
㗵㲢㘩㜆
扬⑳执 
敞 14 ⅓⇭

100
Gun-Shaped Yatate (marked Baitetsu)
Meiji period 
Copper and silver
Length 5.6cm

匳䯉㢋⸠䚠䦉 (Ƽ㝃⎰ƽ㧼 )
㗵㲢㘩㜆
扬⑳执 
敞 5.6 ⅓⇭
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The Otani Family
⟥嫵⩴㒍

7KH�2WDQL�IDPLO\�RI�.\RWR�ZDV�LQàXHQWLDO� LQ�ERWK�UHOLJLRQ�DQG�SROLWLFV� LQ�-DSDQ�GXULQJ�WKH�7DLVK̝������Ó����DQG�
6K̝ZD������Ó����SHULRGV��3URPLQHQW�PHPEHUV�RI�WKH�2WDQL�IDPLO\�LQFOXGH�2WDQL�.RVRQ������Ó�������2WDQL�.̝HL�
�����Ó�������2WDQL�.̝]XL������Ó�������2WDQL�6RQ\X������Ó������DQG�2WDQL�.̝VK̝������Ó�������0DQ\�PHPEHUV�RI�
the family held the position of abbot at the Nishi and Higashi Honganji Temples, the two dominant sub-sects of Shin 
Buddhism in Japan.

The Otani family maintained a close relationship with the imperial family and achieved great cultural and political 
DFFRPSOLVKPHQWV��2WDQL�.̝]XL��WKH���QG�DEERW�RI�WKH�1LVKL�+RQJDQML�7HPSOH��ZDV�D�QRWHG�H[SORUHU�ZKR�RUJDQLVHG�
three expeditions to Central Asia from 1902 to 1913 following the route of Tang dynasty monk Xuanzang (c. 602–664) 
WR�LQYHVWLJDWH�KLVWRULFDO�%XGGKLVW�VLWHV��+LV�ßQGLQJV�FRQWULEXWHG�WR�WKH�UHVHDUFK�RI�UHOLJLRXV�DQG�FXOWXUDO�GHYHORSPHQWV�
of Buddhism in Japan. He was also a member of the cabinet and strived to reinvigorate Japan. He married the elder 
VLVWHU�RI�(PSUHVV�7HLPHL������Ó�������ZLIH�RI�(PSHURU�7DLVK̝������Ó�������+LV�QHSKHZ��2WDQL�.̝VK̝��ZDV�D�FORVH�
FRPSDQLRQ�RI�(PSHURU�6K̝ZD�DQG�DFFRPSDQLHG�-DSDQHVH�WURRSV�WR�WKH�EDWWOHßHOG�WR�SHUIRUP�YDULRXV�FHUHPRQLHV�DQG�
rites, as well as to boost the morale of the soldiers.

The collection of kiseru�SLSHV�DQG�SRXFKHV��FDW��QRV������WR������DUH�JLIWV�IURP�WKH�0HLML�DQG�7DLVK̝�LPSHULDO�FRXUW�WR�
the Otani family.

Otani Koson
⤎尞ℰ⯱ Kujo Michitaka

Ṅ㢄怺⭄

Kujo Takeko
Ṅ㢄㭍⬷

Kujo Yoshimune
Ṅ㢄剖凛

Otani Sonyu
⤎尞⯱䔘

Konoe Fumimaro
徸塅㕮溦

Otani Kinuko
⤎尞䴄⬷

2WDQL�.̝P\R
⤎尞ℰ㗵

Tokudaiji Saneatsu
⾞⤎⯡⮆⎁

Otani Kazuko
⤎尞䰳⬷

2WDQL�.̝]XL
⤎尞ℰ䑅

Empress Teimei
岅㗵䙮⏵

Kujo Michizane
Ṅ㢄怺⮆

Kujo Yasuko
Ṅ㢄ぜ⬷

Takako
檿⬷

Okazaki Shinichi
Ⲉ䜆ᷧ

Masuko
䚱⬷

Kosaka Zentaro
⯶✩╫⤑悵

2WDQL�.̝VK̝
⤎尞ℰ䅎

Fumitaka Konoe
徸塂㕮晭

Masako
㭊⬷

Yoshiko
⫰⬷

2WDQL�.̝VKLQ
⤎尞ℰ䜆

Noriko
䮫⬷

2WDQL�.̝MXQ
⤎尞ℰ㷚

Ruzumi
㴨尭併

(PSHURU�6K̝ZD
㘔⑳⤐䙮

21st abbot of the Nishi Honganji 
Temple

奦㜓栿⯡ṳ⌨᷽ᷧ敧Ḣ 

22nd abbot
ṳ⌨ṳ᷽敧Ḣ 

23rd abbot
ṳ⌨᷽ᷰ敧Ḣ

24th abbot ṳ⌨⛂᷽
敧Ḣ�

25th abbot
ṳ⌨ṻ᷽敧Ḣ 

ẓ惤⤎尞⮝⮝㖶✏⤎㭊 (1912–1926 ⹛ ) ⎱㘔⑳ (1926–1989 ⹛ ) 㘩㜆✏㗌㜓㒨㛰ᷧ⮁䙫⭾㕀⎱㔦㲢⽘柦⊂˛䕝
Ḕ⮝㖶⏴ạ⋬㋓⤎尞ℰ⯱ (1850–1903 ⹛ ) ˚⤎尞ℰ䑐 (1852–1923 ⹛ ) ˚⤎尞ℰ䑅 (1876–1948 ⹛ ) ˚⤎尞⯱䔘
(1886–1939⹛ ) ⎱⤎尞ℰ䅎 (1911–2002⹛ ) ˛奦㜓栿⯡䙫敧ḢỌ⎱㝘㜓栿⯡䙫敧楽惤䔘⤎尞⮝䙫㖶ạ㈧㒻Ợ˛

⤎尞⮝⮝㖶凮⤐䙮ᷧ䛛ῄ㋨⮭⇮䙫旃ᾩƏ✏㕮⋽⎱㔦㲢ᷱṆ⎽⽾憴⤎ㇷⰘ˛奦㜓栿⯡ṳ⌨ṳ᷽敧Ḣ⤎尞ℰ䑅
䂡吾⏴㎉暑⮝Ə㛥㖣 1902 凚 1913 ⹛ᷰ㬈∗Ḕẅ忤暏⓷Ị䍫⤿㲼⸒ ( 䳫 602–664 ⹛ ) ㈧∗Ḳ嘼Ə俪⯆ὂ㕀㭞⏙
恡✧˛⅝俪⯆ㇷ㞃⯴㗌㜓⭾㕀⎱㕮⋽䙣ⰼ䙫䟻䩝ὃ⇡㷘恇䙫岉䍢˛庒䂡ⅎ斊ㇷⓈ䙫ẽƏ㎏⊼憴㌖㗌㜓䙫⛲⊂˛
ẽ徵⨝ṭ⤎㭊⤐䙮 (1879–1926 ⹛ ) ⦢⬷岅㗵䙮⏵ (1884–1951 ⹛ ) 䙫⦱⦱˛⅝⣽䔌⤎尞ℰ䅎凮㘔⑳⤐䙮旃ᾩ⮭
⇮Əḍ暏⏳㗌庴∗㈗⠛怙堳⭾㕀⃧ƏṆ䂡惏晱⢅怙⣒㰊˛

⅐ᾄ営⤎尞⮝⮝㖶䅀䮈⎱䅀塲㔝営 ( ⛽拫噆䢣 101 凚 179) 䂡㗵㲢⎱⤎㭊⤐䙮⾈峃⤎尞⮝䙫䦕䉐˛
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*Members of the imperial family
* Ὥ凑䙮⮋

*Members of the Otani family
* Ὥ凑⤎尞⮝㖶

*Members of the Kujo family
* Ὥ凑Ṅ㢄⮝㖶

*Neither from the Otani nor the Kujo family
* ḍ杅Ὥ凑⤎尞ㇽṄ㢄⮝㖶

(PSHURU�7DLVK̝
⤎㭊⤐䙮



101
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Wood, silver-gilt and maki-e
Length 34cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
㜏˚执挴憸⑳呻乑
敞 34 ⅓⇭

102
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Gold and silver
Length 24cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
憸⑳执
敞 24 ⅓⇭

103
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Gold and silver
Length 24.6cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
憸⑳执
敞 24.6 ⅓⇭

104
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Gold and silver
Length 24.8cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
憸⑳执
敞 24.8 ⅓⇭

105
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Bronze
Length 24.2cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
扬
敞 24.2 ⅓⇭

106
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Silver
Length 25cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
执
敞 25 ⅓⇭

107
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Gold and silver
Length 24.3cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
憸⑳执
敞 24.3 ⅓⇭

110
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Silver
Length 23cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
执
敞 23 ⅓⇭

111
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Gold and silver
Length 24.2cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
憸⑳执
敞 24.2 ⅓⇭

112
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Silver and bamboo
Length 24.5cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
执⑳䫠
敞 24.5 ⅓⇭

108
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Wood and silver
Length 23cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
㜏⑳执
敞 23 ⅓⇭

109
Kiseru
0HLML�WR�7DLVK̝�SHULRG
Gold and silver
Length 24.4cm

䀗䩟
㗵㲢凚⤎㭊㘩㜆
憸⑳执
敞 24.4 ⅓⇭
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113
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 22.4 x 13cm
Case: 25 x 4cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ22.4 x 13 ⅓⇭
䅀䮈⤾Ɲ25 x 4 ⅓⇭

114
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 23.6 x 12.3cm
Case: 24. 5 x 2.7cm

倮摑䀗切坉僅䀗䩟⠕
ǆܬχęȢĲʿ
 ȞṦ͏࢛็
॑쨰23.6 x 12.3 ȓŒ
ϯӝ쨰24.5 x 2.7 ȓŒ

A tobacco pouch (tabakoire) was the essential accessory 
for a smoker to carry hosokizami��ßQH�FXW�WREDFFR��XQLTXH�
to Japan. While men inserted their waist tabakoire with 
the kiseru-zutsu (pipe case) into the obi; women carried the 
breast pocket tabakoire in the breast pocket of a kimono.

118
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 22.5 x 12cm
Case: 25 x 2.7cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ22.5 x 12 ⅓⇭
䅀䮈⤾Ɲ25 x 2.7 ⅓⇭

120
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 20 x 11.2cm
Case: 25 x 3.3cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ20 x 11.2 ⅓⇭
䅀䮈⤾Ɲ25 x 3.3 ⅓⇭

122
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 20 x 12cm
Case: 26 x 3cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ20 x 12 ⅓⇭
䅀䮈⤾Ɲ26 x 3 ⅓⇭

124
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 17.6 x 12.3cm
Case: 26.5 x 3.5cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ17.6 x 12.3 ⅓⇭
䅀䮈⤾Ɲ26.5 x 3.5 ⅓⇭

119
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 19 x 13cm
Case: 22 x 3cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ19 x 13 ⅓⇭
䅀䮈⤾Ɲ22 x 3 ⅓⇭

121
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 19.7 x 11.2cm
Case: 24.3 x 3cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ19.7 x 11.2 ⅓⇭
䅀䮈⤾Ɲ24.3 x 3 ⅓⇭

123
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 13 x 12cm
Case: 25.6 x 3.3cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ13 x 12 ⅓⇭
䅀䮈⤾Ɲ25.6 x 3.3 ⅓⇭

125
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 18.3 x 12.5cm
Case: 25.5 x 3.2cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ18.3 x 12.5 ⅓⇭
䅀䮈⤾Ɲ25.5 x 3.2 ⅓⇭

␟䅀俬㛪䔏䅀塲㔃⸝㗌㜓䉠㛰䙫䴗⇮䅀匰˛䔞
⣒㛪㉱兗敺䅀塲㎹✏⑳㛴兗⸝ᷱƏ俳⥚⣒∮㛪
㉱僟塲䅀塲㔥✏⑳㛴僟塲ⅎ˛ 
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115
Breast Pocket with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.6 x 7cm
Case: 20 x 3.4cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.6 x 7 ⅓⇭
䅀䮈⤾Ɲ20 x 3.4 ⅓⇭

116
A Pair of Cosmetic Cases
0HLML�WR�7DLVK̝�SHULRG
Fabric
Height 2.4 x Width 8 x Depth 10.6cm

⇔⡛坉Ჾ⫋
㗵㲢凚⤎㭊㘩㜆
䴈主⒨ 
檿 2.4 x ⯓ 8 x 㷘 10.6 ⅓⇭

117
A Pair of Cosmetic Cases
0HLML�WR�7DLVK̝�SHULRG
Fabric
Height 2 x Width 8.5 x Depth 10.7cm

⇔⡛坉Ჾ⫋
㗵㲢凚⤎㭊㘩㜆
䴈主⒨ 
檿 2 x ⯓ 8.5 x 㷘 10.7 ⅓⇭

MAJESTIC                109

Tobacco Accessories 
and Cosmetic Cases 
from the Otani Family
⟥嫵⩴㒍䕂䀗切怋ᶴ
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126
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 19.7 x 12.4cm
Case: 18.3 x 12.5cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ19.7 x 12.4 ⅓⇭
䅀䮈⤾Ɲ18.3 x 12.5 ⅓⇭

128
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 15.5 x 12.2cm
Case: 24.8 x 3cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ15.5 x 12.2 ⅓⇭
䅀䮈⤾Ɲ24.8 x 3 ⅓⇭

130
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.5 x 6.3cm
Case: 26.4 x 3cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.5 x 6.3 ⅓⇭
䅀䮈⤾Ɲ26.4 x 3 ⅓⇭

132
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.5 x 8.4cm
Case: 26.1 x 3.2cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.5 x 8.4 ⅓⇭
䅀䮈⤾Ɲ26.1 x 3.2 ⅓⇭

127
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 18 x 10.3cm
Case: 26 x 3cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ18 x 10.3 ⅓⇭
䅀䮈⤾Ɲ26 x 3 ⅓⇭

129
Waist Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 16.8 x 12cm
Case: 23 x 3cm

倮摑䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ16.8 x 12 ⅓⇭
䅀䮈⤾Ɲ23 x 3 ⅓⇭

131
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12 x 6.4cm
Case: 26 x 3.5cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12 x 6.4 ⅓⇭
䅀䮈⤾Ɲ26 x 3.5 ⅓⇭

133
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.3 x 6cm
Case: 25 x 3.4cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.3 x 6 ⅓⇭
䅀䮈⤾Ɲ25 x 3.4 ⅓⇭
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134
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 11.3 x 6cm
Case: 24.5 x 3.3cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ11.3 x 6 ⅓⇭
䅀䮈⤾Ɲ24.5 x 3.3 ⅓⇭

136
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.1 x 6.4cm
Case: 26 x 3.2cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.1 x 6.4 ⅓⇭
䅀䮈⤾Ɲ26 x 3.2 ⅓⇭

138
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 10.5 x 6.3cm
Case: 25.2 x 3.4cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ10.5 x 6.3 ⅓⇭
䅀䮈⤾Ɲ25.2 x 3.4 ⅓⇭

140
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.3 x 6.7cm
Case: 25.5 x 3.3cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.3 x 6.7 ⅓⇭
䅀䮈⤾Ɲ25.5 x 3.3 ⅓⇭

135
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.4 x 6cm
Case: 26.3 x 3.4cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.4 x 6 ⅓⇭
䅀䮈⤾Ɲ26.3 x 3.4 ⅓⇭

137
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 9.5 x 6cm
Case: 25.2 x 3.1cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ9.5 x 6 ⅓⇭
䅀䮈⤾Ɲ25.2 x 3.1 ⅓⇭

139
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.5 x 6.1cm
Case: 25 x 3cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.5 x 6.1 ⅓⇭
䅀䮈⤾Ɲ25 x 3 ⅓⇭

141
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 11.5 x 5.8cm
Case: 25.3 x 3.2cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ11.5 x 5.8 ⅓⇭
䅀䮈⤾Ɲ25.3 x 3.2 ⅓⇭
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142
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 10 x 7.4cm
Case: 21.4 x 4.4cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ10 x 7.4 ⅓⇭
䅀䮈⤾Ɲ21.4 x 4.4 ⅓⇭

144
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 10.3 x 9cm
Case: 25 x 3.3cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ10.3 x 9 ⅓⇭
䅀䮈⤾Ɲ25 x 3.3 ⅓⇭

145
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 12.5 x 6cm
Case: 18 x 4cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ12.5 x 6 ⅓⇭
䅀䮈⤾Ɲ18 x 4 ⅓⇭

146
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 11.5 x 6cm
Case: 20 x 3cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ11.5 x 6 ⅓⇭
䅀䮈⤾Ɲ20 x 3 ⅓⇭

143
Breast Pocket Pouch with Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Pouch: 10.4 x 7.3cm
Case: 25.4 x 3.2cm

侶坉䀗切坉僅䀗䩟⠕
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
䅀匰塲Ɲ10.4 x 7.3 ⅓⇭
䅀䮈⤾Ɲ25.4 x 3.2 ⅓⇭

147
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 0.3 x Width 21 x Depth 10cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 0.3 x ⯓ 21 x 㷘 10 ⅓⇭

148
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 18.8 x Depth 9.6cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 18.8 x 㷘 9.6 ⅓⇭

149
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 22 x Depth 10.8cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 22 x 㷘 10.8 ⅓⇭

150
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 18.7 x Depth 9.5cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 18.7 x 㷘 9.5 ⅓⇭

152
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 21.5 x Depth 14.5cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 21.5 x 㷘 14.5 ⅓⇭

154
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 21.5 x Depth 15cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 21.5 x 㷘 15 ⅓⇭

156
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 27 x Depth 12cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 27 x 㷘 12 ⅓⇭

158
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 18.7 x Depth 8.5cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 18.7 x 㷘 8.5 ⅓⇭

151
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 3 x Width 21.6 x Depth 14.5cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 3 x ⯓ 21.6 x 㷘 14.5 ⅓⇭

153
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 3 x Width 21.5 x Depth 14.7cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 3 x ⯓ 21.5 x 㷘 14.7 ⅓⇭

155
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 18.8 x Depth 9.5cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 18.8 x 㷘 9.5 ⅓⇭

157
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 18.2 x Depth 13.3cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 18.2 x 㷘 13.3 ⅓⇭
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159
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1.6 x Width 10.2 x Depth 6.6cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1.6 x ⯓ 10.2 x 㷘 6.6 ⅓⇭
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170
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2.2 x Width 7 x Depth 12.4cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2.2 x ⯓ 7 x 㷘 12.4 ⅓⇭

172
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2.2 x Width 13.4 x Depth 8.5cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2.2 x ⯓ 13.4 x 㷘 8.5 ⅓⇭

174
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2.4 x Width 12.3 x Depth 7.4cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2.4 x ⯓ 12.3 x 㷘 7.4 ⅓⇭

176
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1 x Width 18 x Depth 9.3cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1 x ⯓ 18 x 㷘 9.3 ⅓⇭

178
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 0.9 x Width 10 x Depth 7.8cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 0.9 x ⯓ 10 x 㷘 7.8 ⅓⇭

171
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 0.8 x Width 12.5 x Depth 6.1cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 0.8 x ⯓ 12.5 x 㷘 6.1 ⅓⇭

173
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1.6 x Width 10.4 x Depth 6.8cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1.6 x ⯓ 10.4 x 㷘 6.8 ⅓⇭

175
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1 x Width 12.5 x Depth 6cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1 x ⯓ 12.5 x 㷘 6 ⅓⇭

177
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 3 x Width 9.2 x Depth 6.6m

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ
檿 3 x ⯓ 9.2 x 㷘 6.6 ⅓⇭

179
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric
Height 0.6 x Width 10.3 x Depth 6.3cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨ 
檿 0.6 x ⯓ 10.3 x 㷘 6.3 ⅓⇭
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160
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 21.7 x Depth 11.5cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 21.7 x 㷘 11.5 ⅓⇭

162
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2 x Width 15.7 x Depth 8.2cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2 x ⯓ 15.7 x 㷘 8.2 ⅓⇭

164
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1.5 x Width 27 x Depth 14.8cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1.5 x ⯓ 27 x 㷘 14.8 ⅓⇭

166
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1.5 x Width 21.7 x Depth 14.5cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1.5 x ⯓ 21.7 x 㷘 14.5 ⅓⇭

168
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1.5 x Width 18.4 x Depth 9cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1.5 x ⯓ 18.4 x 㷘 9 ⅓⇭

161
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1.5 x Width 18.4 x Depth 9cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1.5 x ⯓ 18.4 x 㷘 9 ⅓⇭

163
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1.5 x Width 16.8 x Depth 8.7cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1.5 x ⯓ 16.8 x 㷘 8.7 ⅓⇭

165
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 2.5 x Width 18 x Depth 12cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 2.5 x ⯓ 18 x 㷘 12 ⅓⇭

167
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 1.2 x Width 18.6 x Depth 9.3cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 1.2 x ⯓ 18.6 x 㷘 9.3 ⅓⇭

169
Cosmetic Case
0HLML�WR�7DLVK̝�SHULRG
Fabric and metal
Height 0.8 x Width 19.6 x Depth 11.2cm

⇔⡛坉
㗵㲢凚⤎㭊㘩㜆
䴈主⒨⑳憸ⱓ 
檿 0.8 x ⯓ 19.6 x 㷘 11.2 ⅓⇭
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Stirrups
桪拗

181
A Pair of Stirrups

Edo period
Iron and mother-of-pearl

Height 24 x Width 13.5 x Depth 29.5cm

桪拗Ჾ⫋
㱆㈝㘩㜆

搜⑳䎴䏇㮴 
檿 24 x ⯓ 13.5 x 㷘 29.5 ⅓⇭
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Known as abumi, Japanese stirrups have been in use since the 5th century and were a vital component for the 
mounted samurai in feudal Japan. The earliest form of Japanese stirrups had a simple metal hoop with a flat 
bottom, similar to European stirrups. During the Nara period (710–794), a new style known as tsubo abumi (cup-
shaped stirrups) came about, in which the base of the stirrup was elongated and enclosed the front half of the 
rider’s foot. By the mid-Heian period (794–1185), shitanaga abumi (military stirrups) came into use. This type 
of open-sided stirrups retained an element of the toecap with a longer and flatter foot shelf, increasing the 
rider’s mobility and stability. By the Edo period (1603–1868), the samurai had become the ruling caste, and 
only warriors of middle or high rank were permitted to own horses and could only decorate their riding tack 
in accordance to their social position. The shitanaga abumi stayed in use until European-style stirrups were 
introduced in the late 19th century.

㗌㜓榓搀䙫㭞⏙㛧㗐⏖Ọ忤㺖∗⅓Kṻ᷽䳧Ə㘖㗌㜓⯨⻡䤥㛪Ḕ㭍⣒晵ⱋ槵榓㘩⾬䔏榓⅞˛㛧∄䙫㗌
㜓榓搀⽉ἣ㬷㴙榓搀Ə䔘䰈▕䙫憸ⱓ搀䒗怊㎌⹚党巶䴫ㇷ ✏̨⤯剖㘩Ị (710–794⹛ )Əᷧ 㬥㖗⽉䙫˥ ⣡
榓搀˦杉᷽Ə怙⋽ㇷ僤⋬奭槵㈲∴党㍳䙫榓搀˛∗ṭ⹚⭰㘩ỊḔ㜆 (794–1185 ⹛ )Ə㗌㜓㭍⣒敲⦲⻊㳂
ὦ䔏˥凳敞榓搀˦˛怀䨕榓搀晋ṭῄ䕀⋬⛴党⯽䙫惏⇭Ə㉦廰党㍳䙫巶㝦Ṇ孱⽾㛛敞⑳㛛⹚❍Əὦ槵
㈲僤㛛䩐⮁凑⥩✗✏榓ᷱ㴢⊼˛✏㱆㈝㘩Ị (1603–1868 ⹛ )Ə⏑㛰Ḕ檿ⱋ䙫㭍⣒㈴僤棱榓Əḍ曧㋰䅎
䤥㛪✗ἴὭ壄棥ẽῸ䙫槵榓壄₀˛ 凳敞榓搀ᷧ䛛㲦䔏凚⌨九᷽䳧㜒Ə䛛∗㗌㜓⅌㬷㴙榓搀㈴㱹吤˛

180
A Pair of Stirrups
Edo period
Iron and lacquer
Height 28.5 x Width 13.5 x Depth 24.5cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜⑳㻭 
檿 28.5 x ⯓ 13.5 x 㷘 24.5 ⅓⇭
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182
A Pair of Stirrups
Edo period
Iron and mother-of-pearl
Height 29 x Width 12.8 x Depth 29.5cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜⑳䎴䏇㮴 
檿 29 x ⯓ 12.8 x 㷘 29.5 ⅓⇭

183
A Pair of Stirrups
Edo period
Iron
Height 26.5 x Width 13 x Depth 25cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜 
檿 26.5 x ⯓ 13 x 㷘 25 ⅓⇭

184
A Pair of Stirrups
Edo period
Iron and lacquer
Height 28.8 x Width 12.7 x Depth 24.9cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜⑳㻭 
檿 28.8 x ⯓ 12.7 x 㷘 24.9 ⅓⇭

185 
A Pair of Stirrups
Edo period
Iron and lacquer
Height 30.9 x Width 12.3 x Depth 24.5cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜⑳㻭 
檿 30.9 x ⯓ 12.3 x 㷘 24.5 ⅓⇭

186
A Pair of Stirrups
Edo period
Iron and lacquer
Height 28.5 x Width 13.8 x Depth 23.5cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜⑳㻭 
檿 28.5 x ⯓ 13.8 x 㷘 23.5 ⅓⇭

187
A Pair of Stirrups
Edo period
Iron and lacquer
Height 29.5 x Width 13.3 x Depth 24cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜⑳㻭 
檿 29.5 x ⯓ 13.3 x 㷘 24 ⅓⇭

188
A Pair of Stirrups
Edo period
Iron and lacquer
Height 30.5 x Width 12.3 x Depth 24.3cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜⑳㻭
檿 30.5 x ⯓ 12.3 x 㷘 24.3 ⅓⇭

189
A Pair of Stirrups
Edo period
Iron, lacquer and mother-of-pearl
Height 31.5 x Width 13.8 x Depth 25.6cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜˚㻭⑳䎴䏇㮴 
檿 31.5 x ⯓ 13.8 x 㷘 25.6 ⅓⇭

190
A Pair of Stirrups
Edo period
Iron and lacquer
Height 28 x Width 13.2 x Depth 26cm

桪拗Ჾ⫋
㱆㈝㘩㜆
搜⑳㻭 
檿 28 x ⯓ 13.2 x 㷘 26 ⅓⇭

191
A Pair of Spurs
Edo period
Iron
Height 22 x Width 9.6 x Depth 11cm

桪Ჾ⫋
㱆㈝㘩㜆
搜 
檿 22 x ⯓ 9.6 x 㷘 11 ⅓⇭
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