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Predmluva / Foreword

+Jsou prosté piilis odlisné,” poznamenala badatelka, se
kterou jsem prohlizela kolekci $perkd z Ciny v depozi-
tafi Naprstkova muzea. Na stole pred nami lezely jeh-
lice do Ucesu s dlouhymi bodci, navleky na nehty vzne-
Senych dam a ,knofliky” na ¢apky urednikd. A také
malované lahvi¢ky na tabak, broze ze slonoviny s de-
tailné vyfezadvanymi scénami, a ozdoby hlavy a kvétiny
ze stfibra a lednacc¢iho pefi na stocenych dratcich,
které se pfi dotyku rozechvivaly. ,To je nadhera, ze?”
usmala se spravkyné depozitare, kdyz rovnala pied-
méty pred nami: ,Kdyz byly kdysi vystavené, kazdy se
na né rad podival.

V mysli jsem se k této scéné vracela jeSté nékolikrat.
Sesly jsme se tfi, abychom si prohlédly sbirku ¢inskych
Sperkl. Pro dvé z nas nepredstavovaly nic neobvyk-
Iého. Byly jsme zvyklé vnimat je spolu s ostatnimi pred-
méty cinského uméleckého femesla. Rozumély jsme
jejich symbolice a mnohokrat jsme je vidély i na dobo-
vych malbach a fotografiich. Pro nékoho, kdo je uvykly
na evropské Sperky, véak skute¢né mohou predstavo-
vat pohled do jiného chapani krasy, ucelu, materiala
a zpracovani. Pro¢ jsou vedle sebe zasazené drahé ka-
meny a barevné sklo, které je z naseho pohledu oby-
Cejné alaciné? Jak a pro¢ viibec se nosily hacky na opa-
sek? Pro¢ byl matny, zelené zbarveny kamen vice
cenény nez blystivé zlato? Jak to, Ze znacka, kterd ozna-
Cuje ryzi stfibro, je vyraZzena do obycejné médi? A kde
jsou nahrdelniky, fetizky a broze, které zhotovovali
evropsti Sperkafi jiz od antiky?

Z téchto otdzek vychazely dalsi, které se jiz pfimo ty-
kaly pGvodu sbirky a interpretace ¢inského Sperkafrstvi
v evropském kontextu. Jak to, ze motivy z ¢inské kul-
tury a ¢inského $perkafstvi maji ve 20. stoleti své pevné
misto jako inspiracni zdroj pro slavné evropské Sper-
kafské domy, avsak pravé historické Sperky jako by ve
sbirkdch mnoha evropskych muzei tvofily jen mensinu
v porovnani s jinym uméleckym femeslem a ¢inskymi
odévy? Nikdo je nekupoval pro muzejni sbirky ani
k obdarovéni svych blizkych? Nikdo je nenosil? Zda se,
Ze slouzily jako inspirace Sperkaflim a designériim,
byly ale az pfilis,,odlisné” na to, aby se staly ve 20. sto-
leti soucasti evropského odivani, jak byly vyuzivany
arabské, berberské, indické nebo jiné etnické Sperky.

Moznd i proto dosud chybi souhrnna prace o ¢inském
Sperkarstvi v anglickém jazyce, na rozdil od fady pub-
likaci vénovanych etnickym Sperkim a ¢inskému umé-
leckému remeslu a odivani. Stejné tak v cestiné jesté
nebylo mnoho prostoru vénovano ¢inskym sperk{im
obecné, ani tém v Naprstkové muzeu. Fond v Naprst-
kové muzeu je navic pocetné velmi maly, coz by snad
mohlo ponékud osvétlit, pro¢ mu nebyla vénovana

‘They're just too outlandish; said the researcher with
whom | was looking over a collection of jewellery from
China in the depository of the Naprstek Museum. On
the table in front of us lay long hair pins, nail guards
worn by noble ladies, ‘buttons’ for hats of scholar-offi-
cials, as well as inside-painted snuff bottles, ivory
brooches with detailed scenes carved into them, and
head jewellery and flowers made of silver and king-
fisher feathers on coiled wires that fluttered when
touched. Beautiful, aren’t they?, the depositary custo-
dian smiled as she straightened the objects in front of
us,‘'when they were on display, everyone loved looking
at them!

In my mind, | traced back to this scene several times.
There were three of us viewing the collection of Chi-
nese jewellery. For two of us, the collection was noth-
ing out of the ordinary. We were used to seeing such
jewels along with other Chinese works of art. We un-
derstood their symbolism and saw them many times
in historical paintings and photographs. For someone
who is accustomed to European jewellery, however,
these objects may be a glimpse into a different under-
standing of beauty, purpose, materials and craftsman-
ship. Why are precious stones used together with
stained glass, which is too ordinary and cheap from
our point of view? How and why did the Chinese wear
belt hooks? Why was a dull, green-coloured stone
more prized than shiny gold? How come the mark that
indicates pure silver is stamped into plain copper? And
where are the necklaces, chains and brooches made
by European jewellers since antiquity?

These questions were followed by others that were di-
rectly related to the origin of the collection and the in-
terpretation of Chinese jewellery in a European con-
text. How is it that motifs from Chinese culture and
Chinese jewellery have a firm place in the 20" century
as a source of inspiration for famous European jew-
ellery houses, yet genuine historical jewels seem to be
a minority in the collections of many European muse-
ums compared to other arts and crafts and Chinese
clothing? Did no one buy them for museum collec-
tions, or as gifts for their loved ones? Did no one wear
them? It seems that Chinese jewellery did inspire jew-
ellers and designers, but it was simply too ‘outlandish’
to become part of European clothing in the 20t cen-
tury, as was the case of Arab, Berber, Indian or other
ethnic jewellery.

Perhaps that is why we still lack any kind of summary
thesis on Chinese jewellery written in English, unlike
many publications devoted to ethnic jewellery and
Chinese arts and crafts and clothing. Likewise, not



vétsi pozornost. Sbirka ¢inského odévu a odévnich do-
plnkd ¢ita na tisic pét set pfedmét(, zatimco Sperky
z Ciny Ize spocitat jen na desitky kusti pfedstavujicich
nékolik malo typud. Ackoli obsahuje jen malo typl
$perkll z daleko bohatsi 3perkafské tradice Ciny, Ize
diky nim predstavit zakladni principy, materidly a tech-
niky ¢inského Sperkafstvi, ukazat Sperky v jejich pa-
vodnim historickém a socidlnim kontextu, a upozornit
na to, jakou estetickou a spolecenskou roli ziskaly poté,
co se staly predmétem obchodni a kulturni vymény
mezi Cinou a zapadnim svétem v 19. a 20. stoleti.

much has been discussed in the Czech language about
Chinese jewellery in general, not even about the jew-
ellery in the Naprstek Museum. Furthermore, the col-
lection in the Naprstek Museum only contains a few
specimens, which could perhaps explain why it has not
received more attention. The collection of Chinese
clothing and clothing accessories counts one thou-
sand five hundred items, while Chinese jewellery is
only represented by dozens of a few types of speci-
mens. Although the jewellery collection only contains
a few types of jewels from China’s much richer jew-
ellery tradition, they can be used to introduce the fun-
damental principles, materials and techniques used in
Chinese jewellery making, to show the jewels in their
original historical and social context, and to highlight
their aesthetical and social importance after they be-
came the subject of trade and cultural exchange be-
tween China and the Western world in the 19" and 20"
centuries.



Terminologie / Terminology

Sperkem jsou v této monografii minény drobné ozdob-
né pfedméty noSené na odévu nebo na téle, které jsou
vyrobené z kovu, Sperkovych kamen ¢i jinych mate-
riald pouzivanych k jejich vyrobé v Cing, jako je led-
Nacci pefi, perly, sklo. DalSim terminem, ktery je zde
pouzivan, je bizuterie (costume jewellery), ktera je vy-
rabéna dilenskym nebo tovarnim zplsobem z pre-
fabrikovanych dilG a ve velkych sériich. Od po¢étku
20. stoleti se bizuterie zhotovovala jako doplnék mod-
niho obleceni, ktery mél vydrZet jen jednu dvé sezény.
Mnozi designéfi vyuzivali bizuterii jako prostfedku
rychlé reakce nejen na pozadavky trhu, ale i na ménici
se umélecké styly a inspirace. V této monografii me-
zi takovou bizuterii patfi vyrobky s ¢inskymi motivy
z dilny bratfii Neiger( (viz kapitola Il.).

Odborna $perkarska terminologie v ¢eském jazyce je
prevzata z u¢ebnice Technologie pro I. aZ lll. ro¢nik SOU,
ucebni obor zlatnik a klenotnik od Antonina Branise,
kterd je dodnes pouzivana pro praktickou vyuku stu-
dentl tohoto oboru. Ke studiu terminologie v anglic-
kém jazyce byly pouzity prace Understanding Jewellery
od Davida Bennetta a Daniely Mascetti (2007) a Look-
ing at Jewelry: A Guide to Terms, Styles and Techniques
od Susanne Gabsicke a Yvonne J. Markowitz (2019).

Cinsky termin Sou-$’ (shoushi 5 fiff) doslovné znamena
,0zdoby hlavy” a plivodné pojmenoviéval zejména tyto
Sperky. Priblizné v dobé dynastie Ming (1368-1644)
zacal oznacovat rdzné typy Sperkll a ozdob, nejen
ty, které zdobily uces. Cinska terminologie déle zna
terminy kuan-su (guanshu e A7), ,éapky a hiebeny”,
a ¢chaj-Echuan (chaichuan $X4l), ,jehlice a naramky”,
kam byly zafazovany i pfivésky a prsteny. Termin Sou-$’
se vztahoval spise k zenskym $perkdim nez k muzs-
kym," ale v soucasnosti je obecné pouzivan ve vy-
znamu,,Sperk”. Ve slovniku Kchang-si c’-tien (Kangxi zi-
dian FEEL T i) termin & (shi £fi) vyjadfuje ,ozdobu” ¢i
,zdobit” a,zdobit se”?

Odborna dobova terminologie v ¢inském jazyce je za-
loZzena na encyklopedickém dile Zobrazeni ceremonidl-
nich odévi a doplnkd (Chuang-cchao li-¢chi tchu-3’, Hu-
angchao ligi tushi, 554145 & 5X) z 18. stoleti,* a dale
na slovniku Kchang-si c-tien, jehoz vydani inicioval
cisaf Kchang-si roku 1710. Pfipady starsi terminologie

In this monograph, a jewel is a small decorative item
worn on clothing or the body, made of metal, jewellery
stones or other materials used for jewellery production
in China, such as kingfisher feathers, pearls and glass.
Another term used here is costume jewellery, crafted
in workshops or factories from prefabricated parts and
in large series. Since the beginning of the 20t century,
costume jewellery has been made as an accessory to
fashionable clothing that was intended to last only one
or two seasons. Many designers have used costume
jewellery as a means of a quick response to not only
market demands, but also to changing artistic styles
and inspirations. In this monograph, costume jewellery
includes products with Chinese motifs by the Neiger
brothers (see Chapter Il).

The jewellery terminology used in the Czech Republic
is based on the textbook Technologie pro I. aZ lll. ro¢nik
SOU ucebni obor zlatnik a klenotnik by Antonin Branis,
used to this day for practical teaching of students in
this field. To study the English terminology, the books
Understanding Jewellery by David Bennett and Daniela
Mascetti (2007) and Looking at Jewelry: A Guide to
Terms, Styles and Techniques by Susanne Gabsicke and
Yvonne J. Markowitz (2019) were used.

The Chinese term shoushi fifii literally means ‘head
decorations’ and was originally used for such jewels.
Around the time of the Ming Dynasty (1368-1644), the
term started to be used to refer to various types of jew-
ellery and ornaments, not just those that adorned the
hair. Chinese terminology also uses the terms guanshu
& #i, meaning ‘hats and combs’ and chaichuan$¥ #l
for ‘hairpins and bracelets, also including pendants
and rings. The term shoushi was used more for
women's jewellery than men’s!, but it is now generally
used as the term ‘jewellery’ In the Kangxi Dictionary
HEEE- L, the term shi fifi means ‘to adorn’and ‘adorn
oneself'?

Historical Chinese terminology is based on the lllustra-
tions of Imperial Ritual Paraphernalia (Huangchao ligi
tushi, S 34L 2% K 5) from the 18™ century? and the
Kangxi Dictionary, the publication of which was initi-
ated by Emperor Kangxi in 1710.% Instances of older
terminology were verified in Discussing Writing and

1 Luk Yu-ping, “Collecting Chinese Jewellery at the Victoria and Albert Museum.” Transactions of the Oriental Ceramic Society,

81 (2016-2017): 31-32.
2 Kchang-si c’-tien, 1418#42. / Kangxi zidian, 1418#42.
https://gallica.bnf.fr

w

4 https://ctext.org/Kangxi-zidian, které pouziva edici nakladatelstvi Tchung-wen su-tii (Tongwen shuju). / https://ctext.org/kangxi-

zidian, which uses the Tongwen shuju edition.



byly ovérovany v dile Popis pisma a vysvétleni znak{
(Suo-wen tie-c’, Shuowen jiezi it XL fi# 7" z 2. stoletin. I,
ktery je prvnim znamym vykladovym slovnikem ¢in-
ského jazyka. Je vSak nutné upozornit, Ze k prekladu
terminologie, ktera se tyka Sperkafrstvi, z ¢instiny do
Cestiny je tfeba pfistupovat opatrné, nebot mnohé ma-
teridly a technologie jsou specifické pro ¢inskou kul-
turu. Slovnicek pojmd, ktery je uveden v Rejstiiku, tak
zahrnuje jen zakladni terminologii uzivanou v této
praci.

Cinské znaky jsou do ¢estiny pfepsany mezinarodni
transkripci pinyin. Pro usnadnéni ¢etby i laikiim je po-
uzita téz Ceska transkripcni abeceda, v niz je vyse uve-
deny termin zapsan takto: pchin-jin. Zapis ¢instiny je
proveden v tradi¢nich, tzv. nezjednodusenych znacich.

Dé&jiny Ciny jsou tradi¢né déleny na dynastie, z nichz
zde je zminovana predevsim posledni dynastie Cching
(Qing i, 1644-1911) a ji pfedchazejici Ming (Ming H,
1368-1644). Starovékem jsou s ohledem na snadnou
orientaci ¢tendre v chronologii statnich Gtvard na ¢in-
ském uzemi minény tfi prvni dynastie — Sia (Xia &2, pfi-
blizné 2070-1600 pF. n.1.), Sang (Shang ¥, 1600-1046
pt. n. 1) a Cou (Zhou )i, 1046-256 pt.n. 1.).

Terminy Mandzu, Mandzuové, Mandzusko a mandzu-
sky jsou pouzivany v souladu se Slovnikem spisovného
jazyka ceského (https://ssjc.ujc.cas.cz/). Takto jsou uva-
dény iv jinych pracich v ¢eském jazyce jako napt. v Dé-
jindch Ciny, Taiwanu a Tibetu v datech (Vladimir Li¢ak,
2008) a encyklopedii Universum (2000). Starsi encyklo-
pedie (Ottuv slovnik naucny, nové vydani z roku 1999,
a Masarykuv slovnik naucny) zminuji mistni nazvy
Mandzujsko a Mandzursko plvodem z rustiny a angli¢-
tiny, které tyto encyklopedie oznacuji za nespravné. Je
viak otazkou, zda by z hlediska ohybani slov a vyslov-
nosti v ceském jazyce nebylo vhodné pouzivat pro pfi-
slusniky tohoto etnika terminy Mandzurové a Mand-
zurka namisto Mandzuové a Mandzujka.

Pro oznaceni vojenské a organizacni jednotky mand-
zuské spole¢nosti v dobé dynastie Cching pouzivdm
termin,prapor” namisto terminu,korouhev” (viz napf.
Lis¢ak, 2008), ktery povazuiji jiz za mirné zastaraly.

Terminy ,Cina” a ,¢insky” jsou v této praci pouzivany
nika a dynastie Cching neni pojednavan etnicky, histo-
ricky a spolecensky vyvoj této geograficky rozsahlé ob-
lasti ve vychodni Asii. Tato prace je zaméfena na sbirku
Naprstkova muzea a pfredméty predevsim z 19. stoleti,
a nezaméruje se obecné na vlivy ¢inské materialni kul-
tury na evropské femeslo a uméni.

Explaining Characters (Shuowen jiezi it X fift) of the
2" century AD, which is the first known explanatory
dictionary of the Chinese language. It should be noted,
however, that the translation of terminology from Chi-
nese into English relating to jewellery making should
be approached with caution, as many materials and
technologies are specific to Chinese culture. Thus, the
glossary of terms provided in the Index only contains
the basic terminology used in this monograph.

Chinese characters are transcribed into English using
the international transcription system Pinyin. To make
reading easier for the laymen, the English transcription
alphabet is also used, in which the above term is writ-
ten as follows: pinyin. Chinese is written in traditional,
non-simplified characters.

The history of China is traditionally divided into dynas-
ties, of which the last Qing Dynasty & (1644-1911)
and the preceding Ming dynasty H (1368-1644) are
mentioned here. To facilitate the reader’s orientation
in the chronology of state formations in the territory
of modern China, ancient history includes the first
three dynasties - Xia &, approximately 2070-1600 BC,
Shang ¥, 1600-1046 BC and Zhou Jf, 1046-256 BC.

In the Czech version of this monograph, the terms
Manchu and Manchurian are used in accordance with
the Dictionary of the Written Czech Language
(https://ssjc.ujc.cas.cz/).

The terms ‘China’ and ‘Chinese’ are used in this mono-
graph in the broadest sense possible. With the excep-
tion of the Manchu ethnic group and the Qing dynasty,
the ethnic, historical and social history of this geo-
graphically vast area in East Asia is not discussed here.
This monograph focuses on the collection of the
Néprstek Museum and items mostly from the 19t cen-
tury, and it does not focus on the influence of Chinese
material culture on European crafts and artin general.



Panovnici dynastie Cching

Chung Tchaj-ti (Hong Taiji &£ K Ai), *1592 11643, vlada
1636-1643, éra Cchung-te (Chongde) 1636-1643
Sun-¢’ (ShunzhillEiif), *1638 11661, viada 1643-1661,
éra Sun-¢' 1644-1663

Kchang-si (Kangxi H¢ &), *1654 11722, vldda 1661-
1722, éra Kchang-si 1662-1723

Jung-¢eng (Yongzheng %E 1E ), *1678 11735, vlada
1722-1735, éra Jung-Ceng 1723-1736

Cchien-lung (Qianlong ¥z [% ), *1711 11799, vlada
1735-1796, éra Cchien-lung 1736-1796

Tia-¢ching (Jiaging 57 B#), 1760 11820, vlada 1796-
1820, éra Tia-¢ching 1796-1821

Tao-kuang (Daoguang & ¥ ), *1782 11850, vlada
1820-1850, éra Tao-kuang 1821-1851

Sien-feng (Xianfeng Ji '), *1831 11861, vlada 1850-
1861, éra Sien-feng 1851-1862

Tchung-¢’ (Tongzhi [[]f1), *1856 11875, vlada 1861-
1875, éra Tchung-¢' 1862-1875

Kuang-su (Guangxu J:4%), *1871 11908, vlada 1875-
1908, éra 1 Kuang-sii 875-1909

Stian-tchung (Xuantong ‘& #i ), *1906 11967, vlada
1908-1912, 1917, éra Stian-tchung 1909-1912, 1917

10

Rulers of the Qing Dynasty

Hong Taiji & K #% *1592 11643, reign 1636-1643,
Chongde Era 1636-1643

Shunzhi JIEif, *1638 11661, reign 1643-1661, Shunzhi
Era 1644-1663

Kangxi F¢ G, *1654 11722, reign 1661-1722, Kangxi
Era 1662-1723

Yongzheng % 1F , *1678 11735, reign 1722-1735,
Yongzheng Era 1723-1736

Qianlong ¥Z[%, *1711 11799, reign 1735-1796, Qian-
long Era 1736-1796

Jiaging 7% &, *1760 11820, reign 1796-1820, Jiaging
Era 1796-1821

Daoguang & )% , *1782 11850, reign 1820-1850,
Daoguang Era 1821-1851

Xianfeng Jil ¥, *1831 11861, reign 1850-1861, Xian-
feng Era 1851-1862

Tongzhi [F]¥f1, *1856 11875, reign 1861-1875, Tongzhi
Era 1862-1875

Guangxu Jt % , *1871 11908, reign 1875-1908,
Guangxu Era 1875-1909

Xuantong & 4, *1906 11967, reign 1908-1912, 1917,
Xuantong Era 1909-1912, 1917



Metodololgie a zdroje ke studiu /

Methodo

ogy and study resources

Sperky jsou soucasti materialni kultury, tedy naseho
materidlniho svéta a pfedmétd, které do ného patfi
a které pouzivame k nasemu Zivotu. Materialni pfed-
méty jsou zhotovovany z rznych materidl(, maji roz-
méry a véhu, ¢imz zaujimaji urcity prostor, a my je diky
tomu muizeme vnimat nasimi smysly. Avsak jejich vy-
znamy nejsou jejich pfirozenou a neménnou soucasti.
Ty jim pfikladame tim, ze je dosazujeme do neviditelné
sité mezilidskych vztah(. K pfedmétdim si vytvarime
spolecenské a osobni vztahy, skrze které je vnimame,
hodnotime a ocenujeme. Predméty pouzivame, dosta-
vame jako dar, proddvame, vyhazujeme jako nepo-
tfebné harampadi, nebo je naopak s laskou opecova-
vame a uchovdvame po generace. Pfedméty, které
zname z nasi kultury, umime ,¢ist”. Jiz jsme se do pro-
stiedi, v némz jsou pouzivany, narodili.> Umime je
proto zafadit do pfediva mezilidskych vztahd. Vime, jak
s nimi zachdazet a pecovat o né, rozumime rdiznym so-
cidlnim situacim a vime, jak do nich konkrétni pred-
méty zapadaji. Vime, jakou maji financni, estetickou
nebo emocionalni hodnotu. Diky tomu pfedméty na
kolektivni Urovni udrzuji nase spojenis minulosti a tim
pieddvaji nase kulturni hodnoty, které tak prechazeji
z generace na generaci, nebot ackoli jsou tyto hodnoty
svoji povahou symbolické, jsou zosobriovany mate-
ridlnimi predméty.®

Sezndmime-li se s pfedméty, které patfi jinym kultu-
rdm, snazime se je porovnat s témi, které jiz zname.
Hledame, jak je pfifadit k jiz znamému svétu, a najit
v ném pro né misto. Snazime se zapojit je do mezilid-
skych vztahu, tak jak jsme zvykli, a tim jim dat vy-
znamy, o nichZ se domnivame, Ze jim patfi. Ridime se
pfi tom tim, co jiz zname. Ocenujeme tak materialy,
které jsou cenéné v nasi kulture, ackoli v jiné kulture
cenéné byt nemuseji. Jestlize predmét pfipomind tva-
rem to, co jiz zndme, pojmenovavame ho stejné jako
ten, ktery je ndm uz znam. Citime tak urcité zadostiuci-
néni, Ze cizi kultufe rozumime, protoze jsme schopni
porozumét cizimu materidlnim svétu. Mnohdy v3ak
nechdpeme, ze si vytvafime vlastni realitu postavenou
na interpretaci jiné kultury podle pfedstav, které vzni-
kaji v prostoru mezi tim, co jiz zname, a co teprve po-
znavame. V tomto prostoru s predméty komuniku-
jeme, pfemyslime o nich, vytvafime jejich pfibéhy, diky
nimz hleddme misto, které jim ndlezi v nasem zndmém
svété, a zaclenujeme je to néj.” Snad pravé proto, ze
¢inské Sperky jsou tak nepodobné tomu, co zndme
z evropského Sperkafstvi, obtizné je v¢leriujeme do na-

Jewellery is a part of material culture: our material
world and the objects that are part of it and that we
use in our lives. Material objects are composed of dif-
ferent materials, dimensions and weight, through
which they occupy a certain space, allowing us to per-
ceive them with our senses. However, their meanings
are not their natural and inherent part. We attach
meanings to them by placing them in an invisible web
of interpersonal relationships. We form social and per-
sonal relationships with objects, through which we
perceive and evaluate them. We use objects, receive
them as gifts, sell them, throw them away as useless
rubbish, or we take care of them lovingly, preserving
them for generations. We can read the objects we
know from our culture, because we were born into the
environment in which they are used, and we are able
to place them in our interpersonal relationships.” We
know how to handle them and care for them, we un-
derstand the different social situations and know how
specific objects fit into them. We know their financial,
aesthetic or emotional value. As a result, at a collective
level, objects maintain our connection to the pastand
thus transmit our cultural values, which are passed on
from generation to generation, for although these val-
ues are symbolic in nature, they are personified by ma-
terial objects.®

When we encounter objects from other cultures, we
try to compare them to those we already know. We
look for ways of assigning them to a world that is fa-
miliar to us and we try to find a place for them within
that world. We look to connect them to interpersonal
relationships as we are used to, thus giving them the
meanings we believe they have. In doing so, we are
guided by what we already know. We appreciate ma-
terials that are valued in our culture and may not have
much value in others. If a shape of an object resembles
something known to us, we give it the same name.We
feel a certain satisfaction in being able to understand
a foreign culture, since we are able to understand the
foreign material world. However, we often fail to un-
derstand that by doing so, we are creating our own re-
ality built on the interpretation of another culture ac-
cording to the ideas that arise in the space between
what we already know and what we are getting to
know. In this space, we communicate with objects,
ponder about them, write stories about them, which
helps us find a place for them in our world, thus fitting
them into it.” Perhaps because Chinese jewellery is so

5 Klaus Roth, “Material Culture and Intercultural Communication.” International Journal of Intercultural Relations 25 (2001): 572.
6 Arthur Asa Berger, What Objects Mean. An Introduction to Material Culture. Routledge, 2014: 14-15.
7 Sherry Turkle, Evocative Objects: Thing We Think With, MIT Press, 2011: 9-10.
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Seho pojeti, co je Sperkem, z jakych materiald ma byt
vyroben a kdo ho mize nosit a za jakych okolnosti. Ne-
umime je,Cist’, nebo je,tteme” s obtizemi a teprve po-
stupné jim pfifazujeme vyznamy v nasem kontextu.

Myslenka ,¢teni” a s tim spojenych mnohocetnych
vyznamu, které predmétliim davame, vychazi z filo-
zofického sméru poststrukturalismu, ktery se mimo
jiné zabyva otazkou, jak je tvofen vyznam. Vyznam
nevidi jako neménnou inherentni entitu, ale jako vy-
sledek vzajemné interakce predmétli mezi sebou
,Cteni” jsou pak modelovymi svéty pro tvofeni vy-
znamu.

Poststrukturalismus vznikl v Sedesatych letech 20. sto-
leti mezi francouzskymi filozofy a literdrnimi teoretiky
jako urcita kritika a pokracovani strukturalismu. P{-
vodné jazykovédny a literarnévédny strukturalismus
se rozsifil na dalsi obory, jako napfiiklad na etnografii.
Poststrukturalismus se posléze zacal uplatiiovat i v dal-
Sich oborech vcetné studia materidini kultury. Na rozdil
od tradi¢ni hermeneutiky, v niz je tfeba co nejlépe
poznat zaméry autora dila, at jiz literarniho nebo umé-
leckého ¢i femesiného, abychom mohli dojit spravné
interpretace, poststrukturalismus vychazi z toho, ze
Ctenar ¢i pozorovatel je spolutvlircem, ktery vytvari
vlastni interpretaci. Pokud jde o materidlni kulturu, tra-
di¢ni hermeneutika hleda plvodni kontext, a teprve
v jeho ramci interpretuje. Poststrukturalismus nabizi
moznost mnohocetnych interpretaci, hleda, jak pred-
méty ziskavaji vyznam, jaké myslenky podnécuiji a jak
jsou pfedméty znovu a znovu interpretovany v novych
kontextech a s novymi poznatky.® Tato prace vénovana
$perkiim z Ciny v Naprstkové muzeu vychazi z tradi¢-
niho pristupu, jimz je hledani pavodniho spolecen-
ského kontextu, zaroven viak chce ukazat na nové vy-
znamy, které 3perky z Ciny ziskaly v novém kontextu
poté, co se staly soucasti soukromych a muzejnich sbi-
rek na nasem Uzemi.

Téma prace navazuje na dvé monografie vénované
odévu ve sbirce Naprstkova muzea a na dalsi studie,
které byly k tomuto tématu publikovany.’V obou mo-
nografiich byly popisovany odévy a odévni doplnky
konce dynastie Cching, $perkdim se v3ak ani jedna vice
nevénovala. Podobné jako u zminénych monografii
o odivani v Cing, zamétuje se tato prace pfedeviim na
pUvodni i pozdéji ziskany socialni kontext popisova-

dissimilar to what we know from European jewellery
making, we find it difficult to incorporate Chinese jew-
els into our perception of what a jewel is, which mate-
rials should be used to make it and who can wear it
under what circumstances. We are unable to ‘read’
them, or we do ‘read’ them with difficulty, only gradu-
ally assigning meanings to them in our context.

The notion of ‘reading’ and the associated multiple
meanings that we assign to objects is based on the
philosophical movement of post-structuralism, which
is concerned, among other things, with the question
of how meaning is formed. The movement does not
see meaning as an inherent entity, but as the result of
objects interacting with each other and with people.
A text in its broadest sense and its ‘reading’ are model
worlds for the creation of meaning.

Post-structuralism originated in the 1960s among
French philosophers and literary theorists as a form
of critique and continuation of structuralism. The
originally linguistic and literary structuralism spread
to other fields, such as ethnography. Post-structural-
ism later began to be applied in other disciplines,
including the study of material culture. Unlike tradi-
tional hermeneutics, which requires the best possi-
ble knowledge of the intentions of the author of
a creation, whether literary, artistic or craft work, to
arrive at the correct interpretation, post-structu-
ralism assumes that the reader or observer is a co-
-author who comes with his own interpretation.
As far as material culture is concerned, traditional
hermeneutics seeks the original context and only in-
terprets within it. Post-structuralism offers the pos-
sibility of multiple interpretations, looking for how
objects gain their meaning, what ideas stimulate it,
and how objects are reinterpreted in new contexts
and with new insights.® This monograph, dedicated
to the Chinese jewellery in the Naprstek Museum, is
based on the traditional approach of searching for
the original social context, but it also attempts to
point out the new meanings that Chinese jewellery
obtained after becoming part of private and mu-
seum collections in the Czech Republic.

The topic of this monograph is related to two mono-
graphs on clothing in the Naprstek Museum and to
other studies published on this topic.® Both these
monographs discuss the clothes and clothing acces-

8 Bjornar Olsen, “Scenes from a troubled engagement. Post-Structuralism and Material Culture Studies.” Handbook of Material

Culture, SAGE, 2013: 85, 86, 87, 90.

9 Helena Heroldova, Mezi kulturami: odévni vysivka v pozdnim obdobi dynastie Cching. Praha: Narodni muzeum, 2015.
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nych Sperku. Koncipovéana je do deviti kapitol vénova-
nych urc¢itému typu $perku ¢i materialu. Kazda kapitola
zacind Uvodni eseji, po niz nasleduje obrazova cast,
ktera téma dale rozviji.

Prvni kapitola shrnuje historii sbirky od konce 19. sto-
leti po druhou polovinu 20. stoleti. Sperky z Ciny v N&-
prstkové muzeu nikterak nevycnivaji ze sbératelské
a akvizi¢ni historie celého ¢inského fondu. Vyjimku
viak predstavuje kolekce bizuterie patfici spisovatelce
Siné Drahoradové-Lvové (1897-1976). Je natolik zaji-
mava z nékolika hledisek, ze si zaslouzi samostatnou
kapitolu. Uvedena je nedokoncenou eseji o ¢inskych
Spercich, kterou Sina Drahoradova-Lvova jako celozi-
votni obdivovatelka ¢inské kultury napsala a ktera je
ziejmé jednim z mala textd v nasem prostiedi, jez jsou
tomuto tématu vénovany.' Z toho dlivodu je této eseji
ponechan velky prostor tézZ jako urcité ocenéni auto-
réiny tvorby a znalosti. Obrazova ¢ast k této kapitole
pak navazuje na téma inspirace ¢inskymi Sperky, a také
predstavuje typy ozdob, které byly dovazeny z Ciny od
poloviny 19. stoleti a nasly si misto jako doplriky ev-
ropského odévu. Tato kapitola téZ spolu se zavérecnou
kapitolou vénovanou sbératelskému fenoménu ¢in-
skych lahvicek na tabak tvofi interpretacni ramec této
monografie. Zatimco se obé tyto kapitoly vénuji z po-
hledu tvilirci a sbérateli evropské interpretaci ¢inské
materialni kultury, ostatni kapitoly se pak cele zabyvaji
Sperky, které byly typické pro urcité spolecenské kon-
texty v Ciné v dobé dynastie Cching.

Kapitola nasledujici po vénované kolekci bizuterie s ¢in-
skymi motivy popisuje materidl, ktery je od starovéku
po dnesek v Ciné nejvice cenén, a to nefrit a jadeit. A&
jde o dva nerosty s odlisnym chemickym slozenim, jsou
v Ciné zndmé pod jednim nazvem jii (yu k). Kdmen ji
ma v ¢inské kultute a Sperkafrstvi vysadni postaveni. Byl
povazovan nejen za krasny, ale byly mu téz prifazo-
vany mordlni vlastnosti a ctnosti. Obrazova ¢ast je
potom vénovana Sperkdm, které se z ného vyrabély.
Ve starovéku to byly disky, plakety, pfivésky a hacky na
opasek, které mély nejen estetickou, ale i ritudIni a spo-
lecenskou hodnotu. Opasky a spony na opasek jiz od
starovéku symbolizovaly spolecenské postaveni muze.
V dobé dynastie Cching o tom svéd¢i cisafské predpisy
pro dvorské a formalni odévy, kde byly opasky zobra-
zovany a popisovany.

sories of the Late Qing, but neither devote more atten-
tion to jewellery. Like the two monographs on clothing
in China, this monograph focuses primarily on the
original and later acquired social context of the jewels
discussed herein. This monograph is divided into nine
chapters, each focusing on a particular type of jew-
ellery or material. Each chapter starts with an introduc-
tory essay, followed by a pictorial section that further
develops discussion on the topic.

The first chapter summarizes the history of the collec-
tion from the end of the 19" century to the second
half of the 20™ century. The Chinese jewellery in the
Naprstek Museum does not stand out in any way from
the collecting and acquisition history of the entire Chi-
nese collection. However, the costume jewellery col-
lection of writer Sina Drahoradova-Lvova (1897-1976)
is an exception. This collection is so interesting in
a number of aspects that it deserves a separate chap-
ter. This chapter is introduced by an unfinished essay
on Chinese Jewellery, written by Sina Drahoradova-
Lvova as a lifelong admirer of Chinese culture, which
is probably one of the few texts in our country de-
voted to this topic.’® For this reason, the essay is given
a great deal of space as a form of appreciation of the
author’s work and knowledge. The pictorial part of
this chapter follows the theme of inspiration from Chi-
nese jewellery and presents the types of jewels that
have been imported from China since the 19* cen-
tury, finding their place as accessories for European
clothing. This chapter, together with the final chapter
on the collector’s phenomenon of Chinese snuff bot-
tles, forms the interpretive framework of this mono-
graph. While both chapters deal with the European in-
terpretation of Chinese material culture from the
perspective of makers and collectors, the other chap-
ters deal entirely with jewellery that was typical of cer-
tain social contexts in China during the reign of the
Qing Dynasty.

The chapter that follows the section on costume jew-
ellery with Chinese motifs discusses the material that
has been valued in China the most since ancient times
- nephrite and jadeite, known in China under the sin-
gle term yu k. Although these are two minerals with
different chemical compositions, the yu stone holds
a prominent position in Chinese culture and jewellery
making. The stone is not only considered to be beau-
tiful, moral qualities and virtues were also attributed

10  Kapitola vénovana historii a charakteristice ¢inského $perku byla otidténa v katalogu vystavy Sperky a ozdoby z mimoevropského
svéta, Naprstkovo muzeum, 1990-1991: 27-28./ The other example is the chapter on the history and characteristics of Chinese
jewellery published in the exhibition catalogue Sperky a ozdoby z mimoevropského svéta, Naprstek Museum, 1990-1991: 27-28.

13



Pfedpisim dvorskych a formalnich odévl vlddnouci
vrstvy dynastie Cching zachycenym v encyklopedii
Zobrazeni ceremonidlnich odévi a doplrikii z 18. stoleti
je vénovana ctvrtd kapitola. Tato encyklopedie méla za
cil ustanovit podobu odévu a Sperkid a definovat tak,
jak vypada odév cisafského dvora, pfislusnikd aristo-
kratickych rod( a ufednictva. Encyklopedie zachycuje
detailné odévy, doplnky a Sperky podle pribuznosti
nositele k cisafi a podle stupnili urednickych hodnosti.
Obrazova c¢ast této kapitoly predklada posmrtné por-
tréty vysoce postavenych prislusnikl dynastie. Odévy
a Sperky, které jsou na portrétech zachyceny, nesvédci
o osobnim vkusu nositel(l, ale o jejich spole¢enském
postaveni.

Pata kapitola se zabyva dalsimi materialy, oblibenymi
pfi vyrobé Zenskych Sperk(, a to lednaccim pefim
a perlami. Obrazova ¢ast kapitoly predstavuje nejen
ozdoby ucesu, které byly hlavnimi Zenskymi Sperky,
ale dalsi ozdoby jako naudnice a navleky na nehty.
Kapitola Sesta seznamuje s lukostieleckymi prsteny,
které byly jak praktickou pom(ickou pfi lukostielbé,
tak Sperkem a statusovym symbolem.V dobé dynas-
tie Cching lukosttelecké prsteny a dal$i vybaveni
lucistnika symbolizovaly zpUsob Zivota a hodnoty
Mandzud, zakladatel(i posledni dynastie v Ciné.V dal-
Si kapitole jsou predstaveny Sperky s blahopfejnou
tematikou, které nosily déti a zeny. | z pohledu divaka
neznalého ¢inské kultury patii k nejkrasnéjsim z celé
sbirky ¢inskych Sperkl v Naprstkové muzeu. Posledni,
osma kapitola se vénuje sklenénym lahvi¢ckam na
tabdak. Nejsou typickym $perkem, patfily spise k muz-
skym odévnim doplnikim. Byly a dodnes jsou sbéra-
telskym fenoménem v Ciné i jinde ve svété. Vyrabgji
se dodnes, v Ciné patfi vyroba lahvi¢ek mezi cenéné
umélecké femeslo. Z kolekce vice nez stovky lahvicek
v Ndaprstkové muzeu byly do této kapitoly vybrany
ty, které byly vyrobené ze skla. Sklo v dobé dynas-
tie Cching predstavovalo vzacny a cenény material,
na jehoz technologii vyroby se podileli odbornici
z Evropy. Tato kapitola tak spolu s kapitolou o ¢eské
bizuterii s ¢inskymi motivy pfedstavuje dialog mezi
evropskou a ¢inskou kulturu, v jehoZ rdmci jsou na-
hlizeny a zkoumany jednotlivé typy ¢inskych Sperki
v Naprstkové muzeu.

Zé&kladni informace o dé&jinach $perkaistvi v Ciné Ize
najit v souhrnné praci Hugha Taita 7000 Years of Jewel-
lery (2016), ktera pojedndva o historii Sperkd z global-
niho pohledu a zahrnuje vedle evropského Sperku
i mimoevropské kultury. Prace je koncipovana chro-
nologicky a zaroven podle kulturnich oblasti. Cinsky
Sperk se objevuje v kapitolach vénovanych obdobi
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to it. The pictorial part is dedicated to jewellery made
from this stone. In ancient times, these were discs,
plaques, pendants and belt hooks, which had an aes-
thetic, ritual and social value. Belts and belt buckles
have symbolized the social status of men since ancient
times. During the era of the Qing Dynasty, this was ev-
idenced by imperial regulations for court and formal
clothing, where belts were depicted and described.

The regulations for court and formal dress of the Qing
Dynasty’s ruling class, captured in the 18th-century
encyclopaedia lllustrations of Imperial Ritual Parapher-
nalia, are the subject of the fourth chapter. This en-
cyclopaedia was intended to establish the form of
clothing and jewellery and to define what the cloth-
ing of the imperial court, members of aristocratic
families and scholar-officials looked like. The ency-
clopaedia depicts the clothing, accessories and jew-
ellery according to the wearer’s relationship to the
emperor and according to his official rank. The picto-
rial part of this chapter presents posthumous por-
traits of high-ranking members of the Dynasty. The
clothing and jewellery depicted in the portraits are
not indicative of the wearers’ personal taste, but of
their social status.

The fifth chapter deals with other materials popular in
the making of women’s jewellery — kingfisher feathers
and pearls. The pictorial part of the chapter presents
hairstyle accessories, which were the primary female
jewellery, as well as other ornaments such as earrings
and nail covers. Chapter six introduces thumb rings,
which were practical accessories for archery as well as
a status symbol. During the Qing Dynasty, thumb rings
and other archery equipment symbolized the way of
life and values of the Manchus, the founders of the last
dynasty in China. The next chapter presents jewellery
with auspicious symbols worn by children and women.
Even from the point of view of an observer unfamiliar
with Chinese culture, these jewels are the most beau-
tiful of the entire collection of Chinese jewellery in the
Naprstek Museum. The last, eighth chapter deals with
glass snuff bottles. These are not typical jewels, as they
were mostly men’s clothing accessories. However, they
were, and still are, a collector’s phenomenon in China
and elsewhere in the world. They are still made today,
and in China, bottle making is one of the prized arts
and crafts. From the collection of over a hundred bot-
tles in the Naprstek Museum, those made of glass have
been selected for this chapter. During the reign of the
Qing Dynasty, glass was a rare and valued material, the
production technology of which was being developed
by experts from Europe. This chapter, together with
the chapter on Czech costume jewellery with Chinese



