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Foreword

Adrian Cheng

Founder and Chairman, K11 Craft & Guild Foundation

Heading into the year 2023, | am excited

to launch the second research publication

of the K11 Craft & Guild Foundation (KCG)
craftsmanship publication series, which
introduces a centuries-old but less told
traditional Chinese art — Luodian. This series
of Chinese craftsmanship research and
publication projects commences in 2020

with the publishing of the book K11 Art and
Craft Heritage: Baibaogian. The precious but
fast-disappearing traditional Chinese artisanship
can be conserved through publication and
spread to the wider domestic and overseas
communities. These projects are a clear
manifestation of my resolution and idea to
promote Chinese art and craft. | hope to bring
about new stimulus to the Chinese art scene.

Along my academic and career path, | have

had the opportunity to live in and travel to
many countries. | love looking into the art and
cultural landscapes of these places. In my
personal experience there, | discovered that a
lot of art and craft pieces as well as beautiful
architectures were related to Chinese works

of art in ancient times. These linkages have
inspired and encouraged me to invest efforts
and resources in exploring the history and
techniques of Chinese art, and presenting them
to the public in various forms. Besides economic
and technological development, the incubation
of soft power is equally important. This is

to celebrate the culture of China, as well as
building a stronger Chinese cultural identity.

Dedicated to support Chinese art and culture,
| established the K11 Group in 2008 and

K11 Art Foundation in 2010. In order to make

art accessible, | have strived to promote Chinese
contemporary art and traditional craftsmanship
by building a creative ecosystem, so as

to stimulate artistic development and art
appreciation in society. Along the way, | came
across many Chinese works of art and master
craftsmen. The delicacy of Chinese craft pieces
made me intrigued in Chinese artisanship.

| also greatly admire the high attainments and
perseverance of the craftsmen. The creative
side of China is shown not only through its
contemporary art; unbounded ingenuity is

also revealed in the artisanship and historical
development of the traditional crafts. | was
compelled to ponder and set up a sustainable
cultural platform — K11 Craft & Guild Foundation
— in 2018, in the hope of conserving and
rejuvenating the intangible cultural heritage

and creating it as a shared value in society.

The meaning of “Craft & Guild” is derived from
having a group of committed craftsmen working
towards a common goal — to preserve and
perfect the craftsmanship and meaning of craft.
Chinese craft has its splendid history. Back in
the day, it was widely spread and applied in court
and among commoners. Chinese craft pieces
were exported and highly praised by overseas
consumers. With no time, Chinoiserie was all
the rage in Europe. The scene has completely
shifted with a lack of successors and systematic
efforts in preservation and promotion, making
inheritance of craftsmanship difficult. In view

of this, | hope to create a craft ecosystem

and expand the crafts market through KCG.
Craftsmen could apply their knowledge and
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experience into our projects, which help
conserving the vanishing crafts and revitalising
them with new means. This platform gives
greater room for craftsmen to develop their
crafts and gain economic returns. It also makes
craft approachable to the general public and the
younger generation.

Similar to the first featured craftsmanship of
the research publication series — baibaogian,
luodian refers to inlay arts but with the finest
seashells to create richly colourful decoration
on the surface of lacquerware, wood or metal.
This craft is said to be originated in remote ages,
matured during the Tang Dynasty and reached
the apex in the Ming and Qing Dynasties.

The craft of luodian went from the court to the
everyday life of the common folk. In response
to the change of times and demands, a great
amount of luodian treasures have been created.
In Tang Dynasty, the craft was introduced

into Japan and the Korean Peninsula. Distinct
artistic styles have been developed from a
single origin, allowing different kinds of luodian
art blossom internationally. The craft of luodian
has been gradually recognised as an intangible
cultural heritage in recent years. However, the
inheritance of the craft is facing hardship due
to talent drought and insufficient academic
research. There is a great need to push forward
the conservation and promotion of luodian.

We are honoured to have Dr. lvy Yi Yan Chan
to write this book with shared conviction and
enthusiasm. She has enriched the narrative of
luodian art and shed light on its contemporary
development with her professional knowledge
and insight. | hope that you will find this book

enjoyable as | do. Let us uncover the profound
Chinese culture underneath in the exploration
of luodian art, and continually pass on these
traditional crafts to generations.
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Foreword

Ivy Yi Yan Chan
Author / Art Historian

In my years of study as an art history student,
and throughout the course of my career

as a Chinese art specialist, the splendour

and intricacy of Chinese artworks inlaid

with mother-of-pearl, luodian, have always
captured my imagination. Indeed, people of
different cultures and civilisations have long
appreciated the myriad ways in which exquisite
shells produced by Mother Nature could be
transformed into ingenious decorative designs,
conveying auspicious wishes and illustrating
popular stories and motifs. The sheer volume

of Chinese mother-of-pearl masterpieces

held in private and museum collections

around the world testifies to the universal and
continuous appeal of this treasured art form.
From elaborate Tang Dynasty bronze mirrors
inlaid with mother-of-pearl preserved in Japan
and Korea, to impressive lacquered furniture
inlaid with mother-of-pearl held in Europe and
America, it is evident that the beauty of Chinese
mother-of-pearl has reached far corners of

the world. As | embarked upon this exciting
journey of research into mother-of-pearl, | was
captivated by the rustic charm of early works
found in archaeological excavations, fascinated
by the dramatic changes in decorative styles
throughout the Tang, Song and Yuan Dynasties,
and mesmerised by the lavish combination of
exceptionally thin pieces of shell with gold and
silver foil which reached an apogee in the late
Ming to early Qing period. | was also particularly
moved to discover exciting new artworks that
reinvent the use of mother-of-pearl, produced
by contemporary artists both working within
and outside of China. Their artworks pay
homage to age-old traditions yet simultaneously

break apart conventional barriers, signifying
the aesthetic and conceptual concerns of a
new generation.

As | traced the historical development of the
ancient art form of mother-of-pearl in China,

it soon became apparent that resources on

the subject are few and far between. This is in
stark contrast to other more widely celebrated
categories of Chinese art, such as paintings,
calligraphy and ceramics, which have been more
thoroughly and systematically researched by
scholars worldwide. Despite the pioneering work
of a handful of distinguished scholars, curators
and collectors who have dedicated much of
their time and effort to study Chinese mother-
of-pearl inlay — among them Wang Shixiang,
Harry Garner, Nishioka Yasuhiro, James Watt,
King-tse Lee, Hu Shih-chang, Denise Leidy and
Chang Bei — this subject has curiously remained
in the periphery of Chinese art scholarship,

and is seldom the focus of major exhibitions or
publications. In fact, it can be observed that
Chinese mother-of-pearl inlay is more often
discussed as a subcategory under general Asian
mother-of-pearl inlay or Chinese lacquerware,
and is rarely studied in its own right. It is thus
particularly important that K11 Craft & Guild
Foundation not only acknowledges the historical
significance of Chinese mother-of-pearl inlay,
but is strongly committed to documenting

and reviving this unique art form. The trust

and support | consistently received from the
enthusiastic and conscientious team at K11 Craft
& Guild Foundation have ensured that the book
production process was as smooth and efficient
as possible.
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This book is intended to serve as a guide to the
historical development of Chinese mother-of-
pearl inlay which could be useful for specialists
and general readers alike, hence some existing
questions in the historiography of Chinese
mother-of-pearl inlay could not be addressed
in great detail. For example, in some cases

it remains difficult to differentiate between
southern Chinese or Ryukyuan lacquerware
inlaid with mother-of-pearl, due to close
connections between the two production
centres. Despite its limitations, | hope that
this bilingual publication bridges some gaps

in Chinese and English scholarship, and can

be considered as a welcome addition to the
short list of existing publications dedicated to
discussion on Chinese mother-of-pearl inlay.

Work on this book began in late 2020 and

was completed in early 2022. During this period
a global pandemic posed substantial challenges
to the research process, mostly in terms of
reduced access to museum collections and
textual records. | am indebted to my friends and
colleagues working in academia, auction houses,
galleries and museums, who generously offered
me their advice and assistance to overcome
these challenges. | would like to thank Ying Lau
in particular for introducing me to the KCG
team, and Charlotte Horlyck, Kuniko Matsui and
Ai Fukunaga for answering my queries in relation
to Korean and Japanese references respectively.
The following individuals and organisations

(in order of appearance in the book) have kindly
granted us permission to illustrate images in
their ownership: the British Museum in London,
the Leeum Museum of Art in Seoul, the Imperial

Household Agency of Japan, the Suzhou
Museum, the National Palace Museum in Taipei,
the Museum of Fine Arts in Boston, Christie’s
and Bridgeman Images, the Tokyo National
Museum, the Victoria and Albert Museum in
London, the Museum of Far Eastern Antiquities
in Stockholm, the Metropolitan Museum of

Art in New York, the Cleveland Museum of Art,
the Palace Museum in Beijing, the Royal
Collection Trust in London, Sotheby’s, Staatliche
Museen zu Berlin, Museum fir Asiatische
Kunst/Stiftung Humboldt Forum im Berliner
Schloss, the Minneapolis Institute of Art,
Eskenazi Ltd., the Freer Gallery of Art and Arthur
M. Sackler Gallery of the National Museum of
Asian Art in Washington D.C., the Eisei Bunko
Museum in Tokyo, the Asian Art Museum of San
Francisco, the Los Angeles County Museum of
Art and Zhong Sheng.

| am grateful to have enlisted the help of my
talented friend and former colleague Aster Ng,
whose translations not only accurately capture
the essence of the original English text, but

also add flair and elegance to the Chinese text.
Her diligence in producing accurate translations,
which often involved further contextual research,
has not gone unnoticed. The editors, my parents
Hoicheong Chan and Kitching Wong, are not
only my toughest critics, but also my greatest
supporters. Their mastery of the written word

is infectious and inspiring, and they have always
held me accountable to the quality of my writing.
Of course they are also responsible for instilling
in me a deep appreciation of Chinese art and
literature from a young age, without which this
book would never have come to fruition.
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