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Foreword

This Annual Bulletin No. 12 records the activities of the National Museumn of Western Art, Tokyo (NMWA) during fiscal
year 2007, namely from April 1, 2007 through March 31, 2008. The reports cover acquisitions, exhibitions, research,
education, information sciences, conservation department activities, and their related materials.

On April 1, 2001, the NMWA joined the National Museum of Modern Art, Tokyo, and two other museums to form the
Independent Administrative Institution National Art Museum. The first five-year “Midterm Plan” for this new entity ended
on March 31, 2006, and fiscal year 2007 marked the second year of the second five-year “Midterm Plan " begun on April 1,
2006. In January 2007, the number of member museums in the Independent Administrative Institution grew to five
museums with the opening of the National Art Center. There is a growing awareness of the importance of preserving the
continuity and unique nature of the NMWA and its activities and projects, all while positioning the NMWA within the
diverse array of activities carried out by members of the Independent Administrative Institution. Fortunately, the
evaluation committee of MEXT (Ministry of Education, Culture, Sports, Science and Technology), which governs the
conduct of Independent Administrative Institutions, gave the NMWA an essentially clear evaluation for fiscal year 2007
activities. The NMWA's greatest mission is to respond to the needs of visitors to the museum and to do the utmost to
attract into the museum those who have not previously visited the museum. It is likely that by more closely approaching
these two goals the NMWA will attain a completely clear evaluation from the evaluation committee, Of course, all
members of the NMWA stalf are fully aware of many areas for improvement and are looking forward to receiving the
unstinting advice, opinions and reprimands that will help the NMWA achieve those goals.

On the other hand, each year under the Second Midterm Plan, as during the First Midterm Plan, there is a set
percentage decrease in the operating funds and human resources funds received from the government as the basic
funding for the museum’s activities and programs. The current amount of this budget is close to 30 percent less than the
fiscal year annual budget for the year immediately before the establishment of the Independent Administrative Institution.
If the present budgetary pattern continues the museum will not be able to meet its budgetary limits simply by revising
expenditures and lowering staff numbers. Of course this means raising an increasing amount of funds through the efforts
of the museum community, while also ensuring maintenance of the quality of the museum’s cultural projects. In the midst
of the narrowing options available in these circumstances, we must remember the museum’s original mission while
working to advance necessary improvements and revisions.

The NMWA staff, with the above organizational issues in mind, has clarified the following goals and roles as it carries
out its operations and activities. The first priority will be clarification of the special features of the NMWA as the only
national museum in Japan, and the only museum outside of the western cultural sphere, dedicated to western art. In
other words, along with Japan’s traditional, distinctive culture, the museum can be seen as functioning all the more as a
measuring point in the changing nature of our national culture, which has been defined since the Meiji period partially in
relation to elements of western culture, within contemporary culture.

The second priority is the advancement of studies and research regarding the policies and resources that will allow the
expansion of the national art museum as a public asset and public service. Please see my comments in this regard in
Annual Bulletin No. 41 for fiscal 2006. In addition, during this fiscal 2007 the NMWA set the goal of acquiring UNESCO
recognition of the NMWA Main Building, completed in 1959, as a World Heritage site. The Le Corbusier Foundation in
Paris and numerous other organizations, such as the Agency for Cultural Affairs, the Tokyo Metropolitan Government, the
Taito Ward government, the Architectural Institute of Japan, and the Ueno Merchants Association, have supported the
museum in this effort. We are clearing any obstactles to such registration as we working vigorously towards this goal.

March 2009

Masanori Aoyagi
Director-General, National Museurn of Westemn Art, Tokyo
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New Acquisitions

FAN 72357 DRk [14156] — 1475]
(FEL Ao

Fiii AT
45% 31 cm
RHATTD TSR

Follower of Dirk Bouts [Haarlam c. 1415 -? 1475]
Mater Dolorosa

il on panel

45x31 cm B

Inscription on the lower part of the frame: O UOS OMES QUI TRANSITIS
(Lamentationes Jererniae, 1. 12)

Inscription on the reverse of the panel: “Esta ymagen, m[and]o / En su
testam[ent]o, A este mon[a]s / t[eri]o, de la concepcion, de / la puebla, la mui
jll[ustr]e, sefiora / dona leonor chacd patron / y fidadora, del dicho
monas(terio] / Mandose las con cédicion / que no las puedan dar ni / prestar, y
que si las prestan / las puedan tomar los cler / gos para la yglesia de es / ta villa”
P.2007-0001

JelE /Provenance: Dofia Leonor Chacén (according to an old inscription on the
reverse); By whom given to the Monasterio de la Concepcién, La Puebla de
Montalbén; In the collection of Joachim Cabot | Rovira (1861-1951), Barcelona;
Thence by descent to his great-grandchildren, the present owners, collection of
Balanzé Family.

JE R/ Exhibition: La Imagen de Maria, Barcelona, Palacio Guell- Comillas, 1954.
SR/ Literature: W. Schine, Dierc Bouts und Seine Schule, Berlin & Leipzig, 1938,
p.129, no.19 Al, reproduced plate 48a; E.-F. Michel, L'école flamand du XVe siécle au
Musée du Louvre, Brusselles, 1944, pp.93-94, as “école de Thieny Bouts”; M. Davies,
Les Primitifs Flamands: Corpus de la Peinture des Anciens Pays-Bas Meridionaux au
Quinzieme Siecle, The National Gallery, London, vol.l, Antwerp, 1953, p.34, under ‘F.
Comparative Material', no.A(1); J. Font Espina, ‘La Imagen de Maria en el Palacio
Guell’, in Revista Garbo, Barcelona, 1954, pp.18-19, reproduced; C. Eisler, Les
Primitifs Flamands: Corpus de la Peinture des Anciens Pays-Bas Meridionaux au
Quinzieme Siecle 4, New England Museums, Brussels, 1961, p.59, under 'F.
Comparative Material’, no.A(1); Seiro Mayekawa, “On the New Acquisitions 1980,
Annual Bulletin of the National Museum of Western Art, No.15, Tokyo, 1981, pp.8-12;
E. Bermejo Martinez, La Pintura de los Primitives Flamencos en Espaia, Madrid,
1982, vol.l, p.35, no.17b, reproduced p.179, fig.26, as circle of Dieric Bouts.
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About the Artist

This work, Mater Dolorosa, is one of a pair of paintings with Christ as the
Man of Sorrows by the same Follower of Dirk Bouts. Christ as the Man of
Sorrows was acquired by the NMWA in 1980. )

In the past, both works were in the Cabot collection Barcelona. The
inseriptions on the front and back of the two paintings are continuous
across the two works.

Dirk Bouts was born in Haarlem around 1415 and he was active in
Louvain (Leuven) from around the middle of the 1450s, a time when his
works began to show a striking influence from Rogier van der Weyden.
His brushwork matured in the 1460s and he died in 1475. The figures
depicted by Bouts are characterized by their long, attenuated body
proportions, small heads and narrow necks, with a strikingly subtle
warping of the figural proportions, mat texture and ephemeral outlines.
Further, thanks to the suppressed shading expression, there is little sense
of three-dimensionality or formative power. Bouts' son Albrecht (ca.
1452 - ca. 1549) continued his father's style while taking his outlines to a
further level of clarification, stronger shading, and a palette
characterized by slightly more translucent pigments than those used by
his father. However, his style also featured an excessively detailed
expression that could be called eccentrie, a stylistic characteristic that
differs somewhat from the subdued, “refined elegance” of the
expression found in this work.

Regarding the Attribution

The NMWA version of Christ as the Man of Sorrows and this work, Mater
Dolorosa, were first mentioned by Schone in 1938. Schdne stated,
prefaced with the remark, “known only through photographs,” that the
diptych panels are copies of lost originals by Dirk Bouts, and compared
them to versions in the London National Gallery (37.3 x 28.0 cm), and
the Louvre (38.6 % 29.7 em). He also evaluated the artistic quality of the
NMWA works."” In 1944 Michel listed the diptych then in Barcelona,
along with the versions in London, Paris and Vienna, in a catalogue of
Follower of Bouts versions of the Mater Dolorosa / Christ as the Man of
Sorrows.”

The pictorial quality of this Mater Dolorosa and the Christ as the Man
of Sorrows now in NMWA, as compared to the London and Paris
versions, has been recognized by many studies between Michel's listing
and the present. However, at the same time, other compositional
comparisons have been made with works atiributed to Bouls’ own
hand, such as his Portrait of a Man inscribed with a date of 1462 and his
Entornbrnent (both in the National Gallery, Londen). Such comparisons
have found that while the Bouts works have the characteristically
opaque palette and use of irregular crosshatching lines in black pigment
across the gold background, the NMWA version, with its translucent
pigments, finely worked regular crosshatching and slightly more
emphatic use of red of the eyes of the Christ and Madonna, is quite
different from the autograph works by Dirk and Albrecht. These features
that emphasize psychological pathos make it hard to consider that the
NMWA version was made either as direct copies from original Bouts
panels or as studio works painted while Bouts was alive. Further, the
reddened, crying eyes and pathos of the Christ as the Man of Sorrows
paired with this Mater Dolorosa, are reminiscent of the Fra Angelico
Christ as the Man of Sorrows (ca. 1435, Museo civico "Giovanni Fattori”,
Livorno). Thus, rather than seeing the NMWA diptych as simple Bouts
studio works, it is natural to consider the pair to be works with similar
compaositions by an unknown painter who continued Bouts’
iconography while also showing that the painter, who had trained to a
mature painting technique, was searching for new expressive content.
At the same time, the high quality of this work should not be
underrated.

According to Schone, Dirk Bouls’ original diptych was executed in
Haarlem ca. 1450, while Adhémar states that it was painted ca. 1447. In
particular, Adhémar considers that it was executed during the period
when Bouts was strongly influenced by Rogier van der chden.m Aside

from such stylistic characteristics as the red eyes and the strong shading

in both the Madonna and Christ, the NMWA version is quite close to the
Louvre version in its composition. This can be particularly seen in the
layering of the forefinger and middle finger on the Madonna’s right
hand, and the form and depiction of Christ's beard. According to
Adhémar, the Louvre version is dated to ca. 1457-67, in other words,
positioned in a period from 10 to 20 years after the originals were
created. The features of the NMWA version, namely stronger shading,
emphasi-zed pathos, mature painting techniques, and halos with
radiating lines of light that are physically built up (a characteristic not
found in the London or Paris versions), all indicate the possibility that
the NMWA pair was created even later than the Louvre version.

Inscriptions and Provenance

The lower section of the front of the frame of The Mater Dolorosa is
inscribed with “O vos omnes, qui transitis,” a text from Lamentations
1:12, and the continuation of this line, "per viam, attendite, et videte” is
written on the lower front of the frame of the Christ as the Man of
Sorrows already in the NMWA collection. The continuation of this
frame’s inscription is as follows; “Si est dolor sicut dolor meus! /
Quoniam vindemiavit me, / Ut locutus est Dominus, / In die irae furoris
sui”. (Lamentationes leremiae 1:12). The transcription of this
Lamentations passage on the frames of the diptych was surely to inspire
compassion for Christ and the Madonna.

lconographic characteristics of these panels include the fact that the
palms of Christ's hands do not show the wounds of the nails used in the
Crucifixion, and this clearly indicates that the painting depicts Christ
before the Crucifixion, in other words, in his body before his
Resurrection. This indicates that the figure of Maria is shown mourning
both the suffering of Jesus, who existed then as a human son, and his
coming fate. In this regard, the NMWA diptych differs from the other
Follower of Bouts versions of the same composition, with their
iconography and function indicating “Man of Sorrows” and “Salvator
Mundi”.

Recent studies have, in general, indicated that considerable
influence from Bernardus of Clairvaux can be found in the books
written by Geert Groote (1340-1384), the founder of the Devotio
Moderna movement. And yet, further research remains on the
theological relationships between Groote and St. Bernardus.” Here, as
part of the study of this individual work, it is important to consider the
functions of the NMWA panels and their relationship to Bernardus's
words.

As noted above, a passage from Lamentations is inscribed on the
lower section of this diptych’s frames. The important words said by
Christ on the Cross are recorded in the third chapter, “De hominum
durita erga Christi passionem,” of St. Bernardus's Meditatio in Passionem
et Resurrectionem Domini™ There is a further interesting passage in
Bernardus' De passione Christi et Doloribus et Planctibus Matris ejus. In
this book Bernardus writes in the form of a record the things that he
heard directly from the Mater veritatis, as he called the Madonna, who
aclually witnessed the Crucifixion. He states that she said that she
simply wanted to cry and had no other desires. Asked by Bernardus, she
continued with a statement about when she went to Jerusalem, and told
him about that journey. In Jerusalem she walked to where the master
was and her tears began to flow. There she saw his suffering hands, and
the people as they scorned him, with slaps, spit, and his thorn of
crowns, quoting some passages from Genesis 43:30 and Psalms 77:4 (De
passione Christi..., 1134B-1135A).% Indeed, these passages establish the
iconography and compassio of the sobbing Madonna upon the passio of
Christ. Bernardus acts as the intermediary and thus, leads to the
identification by postulants, namely nuns, with the Madonna's
compassion. Of further importance is the fact that Christ as the Man of
Sonows, painted as the pair for this Mater Dolorosa, does not have the
wounds of the Crucifixion upon the palms of his hands. Clearly this
indicates his form prior to his Crucifixion and is thus an image of Christ
as suffering filius. By pairing such a human image of Christ with that of
the sobbing Madonna, clearly the iconography is not intended to show
salvation after Christ’s resurrection. Rather the iconography brings into




the play the logic of compassion through emotional transference or the
catharsis of an Aristotelian tragedy theory. Panofsky has previously
indicated this iconographic characteristic that differs from the “Man of
Sorrows” iconography.” The issue of passio and compassio has been
addressed in Panofsky, and by later scholars, in their formal analysis of
“Imago pietatis,” and further in various research by Ringbom and later
scholars. However, there is, as yet, no research that shows the
substantial influence of Bernardus's writings upon the function of
diptychs made up of Christ Crowned with Thorns prior to his
resurrection and the Mater Dolorosa as devotional images.” Bernardus
left a truly massive number of texts, and it can be suggested that he
males a connection between the actual function of devotional images
in terms of subjectivity and emotional transference more so than
dogmatic devotional form. Falkenburg has previously noted the
connections between the Mediltationes vitae christi by Pseudo-
Bonaventura or Palnctus Mariae after Bernardus and various devotional
images, and on their basis, there is need for further research on these
writings and the function of devotional images themselves, along with
the methods of worship.” In particular, there are numerous images from
Italy in the 14th century and later periods that depict the Madonna
standing in front of Bernardus at his desk (Giovanni da Milano, 1353-63,
Prato, Pinacoteca comunale; Matteo di Pacino, 1439-1443, Firenze,
Galleria dell'’Accademia; Filippo Lippi, ca. 1447, London, National
Gallery; Filippino Lippi, ca. 1485, Badia fiorentina). Clearly these works
are the visualization of the text of De passione Chiisti et Doloribus et
Planctibus Matris ejus that records the narrative of Christ’s Crucifixion as
told to Bernardus by the Madonna. Further, these paintings stand as
proof that this text was extremely well read during the period. Further
investigation of this matter is needed.

On the other hand, the fact that this type of devotional image was
subject to frequent copying, or indeed “reproducing,” probably can be
explained by Augustinian epistemology and his utility or function of
iconography. In his De Trinitate libri XV, St. Augustine explains how
sacred imago can be recognized as intermediaries for affection. In a
limited sense, St. Augustine developed the epicurean theory of sensory
cognition,'m and at the same time, emphasized the power of amor for
the object of worship, or the spiritual potential to images."” “Voluntas
porro sicut adiungit sensum corpori, sic memoriam sensui, sic cogitantis
aciem memoriae” (De finitate, X1, viii, 15). In that instance, Augustine's
premise was the frinitas or trinity of “memoria, intelligentia, voluntas,”
memory, intelligence and will, and he states that because “Voluntas
uero quae ista coniungit et ordinat et quadam unitate copulat, nec
sentiendi aut cogitandi appetitum nisi in his rebus unde uisiones
formantur adquiescens conlocat, ponderi similis est” (X1, xi, 18), based
on the power of memory, it is necessary to have an object of worship
that evokes a similar image in the rnem\:ny.12J With such an argument, in
the Devotio Moderna movement it would have been a natural act for a
community or brotherhood to set out to share a specific image in order
that the activities of thal brotherhood or community could share
memories based on the same image and establish a place of shared
understanding of the will and intellect towards the similar devotional
images. The very formation of this special Christian community will can
be imagined as one of the factors behind the ecreation and
dissemination of accurate copies of specific iconography.

Hyma noticed in 1924 that St. Augustine particularly influenced Geert
Groote, founder of the Devatio Moderna."™ At the same time, in his own
work A Treatise on Four Classes of Subjects Suitable for Meditation: A
sermor on the Lord’s Nativity, he quoted Augustine’s De trinitate, and
Groote himself discussed the intellectual function of sensory awareness.
He emphasized that vision was more reliable than the other senses,
“Sight, however, from a distance without any movement of the thing,
and almost at once, takes in the whole figure, place, order, light, color,
and much more of a thing; and therefore, as closer to the common
sense of it, it is the source of all learning and argumentation™."” On the
other hand, Groote emphasized that Christ's Crucifixion is always in the
front of the hearts of worshippers. Simply meditating on the Crucifixion
will not make it reach their soul, rather, indeed, it is through the

worshipper's desire for affection that their soul is able to grasp Chris's
suffering.” It can be surmised that the Bouts school style of devotional
image was used as tool for properly understanding Christ's suffering by
repeatedly evoking thoughts and memories in the soul through such
visual recognition and the workings of “affection” in Augustinian terms,

Inscription

The backs of the two panels are inscribed with the same text that
explains that the diptych was commissioned by and donated by Dona
Leonor Chacon, a member of the Spanish nobility, who was also both
the founder and patron of the Monasterio de la Concepcion in La
Puebla. However, the panels were not to be given to or lent to other
people, with the exception that the paintings could be lent out if they
were being lent to priests of the same village. After the research
conducted on Mater Dolorosa at the time of its entry into the NMWA
collection the following new information is discovered. The place name
“La Puebla” mentioned in the inscription is La Puebla de Montalbén,
located on the outskirts of Toledo. This indicates that it is highly likely
that the pair in the NMWA collection was donated to the Monasterio de
la Concepcion that was founded in that town in 1522, and records show
that the founder and provider of various art works for the monastery was
Leonor Chacon y Fajardo. Leonor was born into the noble Chacén y
Fajardo family of proper lineage who lived on the outskirts of Toledo,
and was a courtier for Queen Isabella (1451-1504) and was married to
Juan Pacheco Téllez-Girdn, 2nd Marquis of La Puebla de Montalban.
Leonor was born in 1486 at Cordoba and while her death date is not
known by this author, judging from the fact that she was courtier to
Isabella, who died at the young age of 53 in 1504, and that Leonor was
35 years younger than Isabella, she would have been around 36 years
old when she established the Monasterio de la Concepcion in 1522, If
the diptych was donated to the monastery as a bequest, then it is
possible that this would have taken place around 30 or 40 years after the
establishment of the monastery. Further, by the time that the monastery
as established, King Charles [ was already king of Spain, and Flanders
was under his control by 1516. Thus this period of Leonor’s life and
donor activities overlap the years when Spain was most closely linked to
Flanders. The inscription also suggests that Leonor recognized the
importance or “sanctity”of this diptych, and thus it would be
appropriate to consider that the paintings left Leonor's hands and went
into an environment that understood their religious meaning, rather
than considering them just paintings for a collection. Further questions
remain about whether or not Leonor's decision to give the paintings to
the monastery occurred in the same context as their creation in
Flanders, or did the donation occur in another context. As mentioned
above, from the time of its donation, this diptych would have served the
important function of evoking subjective religious emotions in the
Bernardus style during services in the monastery.

To add a comment about the physical state of the inscription, it is
hard to say that the paint layers of the inscription are original. They
reveal extremely modern characteristics. Sophia University professor
Thomas Eceizabarena analyzed the calligraphy itself in 1980 when the
inscription on the back of the companion painting, Christ as the Man of
Sorrows, was examined. That analysis reported that the calligraphy was
done in the 17th to 18th century style, and judging from the way the
long § was written, the inscription was written before the 19th century at
least.'™ Thus, while the inscription itself cannot be considered original
to the end of the 15th or early 16Gth century, the fact that it was written
before the 19th century could indicate that it could have been rewritten
or restored close to that time. This indicates that it is highly likely that
the contents are close to what actually happened and that the
inscription conveys the original or its copy quite faithfully.

This painting is an extremely important acquisition in terms of it
being the pair of Christ as the Man of Sorrows acquired by the NMWA in
1980, in terms of the transfer of Flemish devotional painting in the 16th
century to Spain, as a work whose important religious function can be
indicated with a high degree of probability, and given that its
acquisition reunites a diptych.




State of the Work

Regarding the state of this work, the following areas of restoration

retouching have been observed:

1) The top of the Madonna's white veil, a large part of retouching in the
center of the edge of her right cheek, and its blackening,

2) Loss and retouching near the left temple area of the Madonna’s blue
cloak.

3) Lower center of composition, inpainting in the Madonna’s right palm,
and blackening.

Examination under ultraviolet light shows that areas that do not

fluoresce give essentially the same results. In addition, according to the

conservation report written by conservator Sarah Walden, the support

panel is probably oak, and in addition to the areas of retouching

mentioned above, small crackling can be seen on the edge of the left

eye. However, according to Walden, overall the condition is good and

there are no traces of the painting surface being abraded in the past.

The surface varnish, however, has discolored and the Madonna's cloak

looks blackened. Undoubtedly, these factors aside, the work is in

averall extremely good condition.

The frame itself is of a later generation, but the right central area
shows traces of hinges, while the left central area shows traces of hooks
for fastening the two sides of the diptych. The position of these traces
accord with those found on the Christ as the Man of Sorows panel. At
present preparations are underway to realize the painting's historical
display formatl, taking into consideration the hinged connection

between the two panels. (Mitsumasa Takanashi)
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Bulletin of the National Museum, No.15, 1981, pp.8-12.

Report on the Infrared Survey of Mater Dolorosa and Christ as the
Man of Sorrows by a Follower of Dirk Bouts

Following the acquisition of Mater Dolorosa by a Follower of Dirk Bouts
in fiscal 2007, the painting and sculpture curatorial department
conducted scientific studies using infrared light on the newly acquired
painting and its pair, Christ as the Man of Sorows. The following is a
brief report on the findings of that study.

Equipment

IRIS SYSTEM digital infrared camera (Bresciani S.R.L., Italy)

Exposure wavelengths: 715 nm, 1,000 nm (filtering devices used to
shoot images at set wavelengths)

Figs. 1 and 2 show the front surfaces of Mater Dolorosa and Christ as the
Man of Sorrow taken with 1,000 nm filters. Figs. 3 and 4 show the back
surfaces of Mater Dolorosa and Christ as the Man of Sormow taken with
1,000 nm filters.

Overall, underdrawing lines were confirmed in some areas, while
unfortunately detailed underpainting was not confirmed. The detected
underdrawing line areas are reproduced in enlarged photographs below
(all detail imagery taken with 1,000 nm filters.)

Christ as the Man of Sorrows

1) Drawn lines on nails of both of Christ’s hands (fig. 5)

2) Area around both of Christ's eyes, right nostril, lips (fig. 6)
3) Drapery lines on right shoulder (fig. 7)

Mater Dolorosa

1) Drawn lines of nails of both hands of the Madonna, garment folds
and hatching on shading areas (fig. 8)

2) Area around both eyes, right nostril, lips, and outline from right
cheek to chin (fig. 9)

In terms of shared elements between the two panels, visual observation
confirmed that the use of lead white in highlights was extremely
subdued. While in general the painting layers are not thick, they are
thick enough to cover the preparatory underdrawing. Surmising from
the partially visible drawn lines, it can be considered that the painting
faithfully follows the underdrawing.

(Mitsumasa Takanashi and Atsushi Shinfuji, Curators, Old Master
Painting and Sculpture Section)
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1) Annie-Paule Quinsac, Segantini, Catalogo generale, Editoriale Electa,
1982, p.274.
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Segantini, Contrast of Light, 1887, Brussels, Musées Royaux des Beaux-Arts
de Belgique

Segantini was born in the north [talian town of Arco, which was then
under the dominion of Austria. He moved to Milan for his art school
days, but he ended up spending the majority of his life in towns and
villages near his hometown, using those places as the basis for his
painting activities. In terms of his interactions with the art world and
other painters of his day, he remained in his marginalized environment,
reflecting the Pointillism, Symbolism and other modern European art
movements, all while establishing his own distinctive painting style. In
1880 Segantini left Milan and moved to Brianza, a farming village in the
north. His move to Brianza was encouraged by Vittore Grubicy, the art
dealer who sent Segantini's works out into the world, and this move
gave Segantini a quieter environment where he could focus on his
painting. Segantini lived in Brianza until 1886, when he moved to
Savognino, surrounded by the Alps that would form one of the major
motifs of Segantini’s later paintings. During his time in Brianza he
focused on scenes of mountain village life, shedding the academic style
of his early period as his compositions gradually became filled with
bright light. Compared to his Savognino period, with its use of pointillist
techniques and a strong awareness of the mysticism found in nature, the
Brianza period works reveal a tendency towards realism, but he found
some important determinations of his future direction in this period.

In Brianza Segantini actively took as his subject matter the
landscapes and farmers of the village sel amongst the mountains, the
shepherds and others who lived there and the animals they cared for.
Several times he took sheep shearing as his subject matter, sheep
shearing scenes being common from spring to summer in the hill towns.
In addition to this oil painting, there also remain drawings and study
works of the same composition worked in charcoal and pastel ((Q385-
362). According to Quinsac, other than a preparatory work in oil, there
were pastels and charcoal sketches done at the same time as this work,
two charcoal works and pastel works created later, and charcoal works
depicting only the man shearing the sheep. This indicates that even after
completing the composition in the form of an oil painting, Segantini
continued to paint images of the composition in pastels and charcoal.
After this work was first displayed in Antwerp in 1885, it was displayed in
major exhibitions held in Rome, Venice, London and other venues until
1888 where it gained attention. It is also thought that several
commissions for similar works were received at that time. Segantini
himself said that the Sheepshearing image was drawn from a scene he
had actually witnessed (letter to a friend, 1838). However, according to
Quinsac, it is also possible that he may have constructed the
composition in the studio with a memory of the actual scene, having his
assistant pose for him."” Thus the work can be seen as intricately
planned as opposed to simply painted directly from nature.

Though Segantini began to fully use the pointillist technique around




1886, here irrégu]ar, rough brushstrokes can be already seen on the
group of sheep oulside the fence and around the figures shearing sheep,
all of which are traces of his efforts to express light. On the other hand,
the forms and composition have been simplified, with a geometric
stability in the composition formed by the verticals of the sheep barn
pillars and such horizontal elements as the fence surrounding the
sheep, the swelling lines of the eaves of the sheep barn, and the horizon
line that stretches into the distance. The details of humans and sheep
have been simplified, and regardless of the fact that this is supposed to
be a depiction of the activity of sheep shearing, both humans and sheep
are in still, stable poses. The horizontal composition, stretching from
foreground to middle ground and distance appears as if it had been
shot with a wide-angle lens. This compositional choice was developed
in Segantini’s late period large-scale works, and also links this work to
the decorative paintings created at the same time in Europe.

During the Savognino period he created an oil painting titled by the
artist Contrast of Light (Brussels, Musées Royaux des Beaux-Arts de
Belgique, fig.). While the Sheepshearing work had already left his studio,
he borrowed it back to use as reference during his creation of Contrast
of Light. The two works share the division of foreground and
background by the sheep barn, the contrast between the clear
separation of dark sheep barn with lightfilled farm village scene and the
palette tones. Further, the two sheep seen in Confrast of Light are shown
immediately after having been shorn, further cementing the connection
between the two works. In addition, in Contrast of Light the composition
is more simplified, with the horizontal line of the sheep barn fence
emphasized and the focus placed firmly more on the contrast between
light and shadow. These two works thus reveal one of the directions of
Segantini’s arts, as they moved from the Brianza period to the Savognino
period with a simplification of expression.

Segantini has frequently been compared to Millet in terms of his use
of the simple lives of farm villagers as his subject matter, his still,
simplified forms, and his compositions. Indeed, Millet, Corot, and other
Barbizon school French painters from the 1830s onward greatly
influenced the young painters in Milan at the time, and thus it can be
surmised that Segantini was similarly influenced. However, Segantini
himself, with the exception of several prints introduced to him by
Grubicy, did not have a chance to actually see Millet's oil paintings in
person, and thus the influence from Millet's works must have been
limited at best.

This work was purchased by Kojiro Matsukata from the collection of
the Grondona family of Milanese industrialists, and brought by
Matsukata to Japan. In 1928 it was displayed at the Tokyo Prefectural Art
Museum, and in 1934 purchased by a private collector from an auction
exhibition. The painting remained in that private collection until it was
purchased by the NMWA. In the novel Machiko, written by Yaeko
Nogami and published in 1931, the heroine of the story remarks about
seeing this work when she went to see the Tokyo Prefectural Art
Museum exhibition. (Mina Oya)

Note:

1) Annie-Paule Quinsac, Segantini, Catalogo generale, Editoriale Electa,
1982, p.274.
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This exhibition sought to broadly introduce the artistic culture of Parma,
district of Emilia, from the end of the Quattrocento through the
beginning of the Seicento. Parma became as important an artistic cities
as Florence, Rome and Venice for the artistic activity of Correggio,
Parmigianino and others from the end of the 15th century through the
first half of the 16th century. Parmesan style is characterized by an
elegaﬁtly refined, superior beauty, established by Correggio who
imbued his works with a faithful rendition of nature and masses with
graceful affection, elements which were inherited and continued by
Parmagianino, who also used truly precise outlines and a delicate and
graceful style as the basis for his works.

This exhibition shows the path by which Parma developed from a
small local city to an important art center, both in ltaly and in the world.
From the 1545 when the Farnese family settled in Parma in the reign of
Ottavio Farnese and his wife Margherita of Habsburg, through the reign
of Alessandro and Ranuccio [, Parma welcomed major artistic
developments. This exhibition provides a chronological introduction to
the complex tangle of artistic styles in Parma. First, the exhibition
confirms the difference between the local painters who worked in
Parma, and those “foreign” painters. At the same time the differences in
the commissioners, namely the wealthy worldly class and the church,
resulted in different styles of works being commissioned. Further, the
stylistic characteristics of the works created on commission from the
Duke of Farnese family are explained, particularly those from the reign
of Ottavio Farnese to Ranuccio |, namely up until the completion of the
Teatro Farnese at the Pilotta Palace.

This exhibition was divided into six sections. The first section, “Parma
in the First Decade of the Sixteenth Century: Foreign Artists Invited to
Parma and the Local Reaction,” compares the, as yet unrefined, works
of the local painters with the works of the various “foreign” artists invited
to area. One example is the Venetian Cima da Conegliano, who was
introduced to Parma in the age when the Renaissance culture was just
being formulated. The intellectual Renaissance culture was flowering in
the latter half of the 15th century in the various regions of ltaly, such as
Florence, Venice, Rome, Ferrara and Mantua, while Parma was still
asleep. Citizen activities of the day centered on religious organizations,
and in that context the wealthy citizens of the town appreciated the
works of artists from outside of Parma. With this background Cima's
worlss were brought to Parma, where they greatly influenced the local
Parma artists such as Caselli and Filippo Mazzola.

The second section, titled, “The Seasons of Correggio and
Parmigianino,” focused on the two painters who established the “golden
age” of the Renaissance in Parma, This section also considered how
their influence was inherited and continued by the next generation. The
great Correggio appeared suddenly in Parma. His paintings are clegant
and yet dynamic, and, in a different manner from his contemporaries in
Florence or Venice, he sought out the humanitas in art, and his style was
imitated as the model for copies over the next 300 years. Parmigianino
emerged in the following generation as a Gonfaloniere of Mannerism.
Parmigianino used unique proportions amidst the Correggio style of
elegant beauty, and added a sense of literary awareness, thus
developing his own distinctive world. Girolamo Bedoli Mazzola, his
brotherinlaw, worked with Parmigianino and inherited his style, while
at the same time becoming an important painter who ruled the
Parmesan school at the beginning of the Farnese reign, and excelled at
work for the decoration of the Chiesa di Santa Maria della Steccata at
Parma.

The third section, “The Dukes of Farnese Family,” presented the
portraits of the generations of Farnese dukes who ruled Parma from
1545 onwards. Pope Paulus Il of the Farnese family, and the first

Farnese duke, Pier Luigi, had a son Ottavio, who went on to many the
daughter of King Philip I of Spain, Margherita. Because of this marriage,
for two generations, that of Ottavio and his son Alesandro, the Farnese
family served as the Governor of the Netherlands then under Spanish
rule. In this state of political affairs, Girolamo Bedoli used his Parma
Embraces Alessandro Farnese to symbolize the relationship between the




Farnese and Parma that had been stabilized thanks to their role as rulers

of Parma.

The fourth section, “Secular and Sacred Paintings: The Triumph of
Mannerism,” introduces the works of painters, sponsored by the Farnese
family, who were responsible for Parma's unique form of Mannerism.
Girolamo Mirola and Jacopo Bertoja were, before this exhibition
completely unknown in Japan, two Mannerists who sought a unique
form of artificial beauty. Of the works displayed in this section, Venus,
was an important fragment of the decorative wall painting of the
Palazzo del Giardino (today the offices of Carabinieri) that was then the
home of the Farnese family.

Section 5, “Towards the Baroque: Carracci, Schedoni, Lanfranco,”
introduced works by the Carracci family members who were fascinated
by Parmesan art, and Schedoni and Lanfranco, both born in Parma and
important for their introduction of Baroque painting to the region. The
works of these three artists continue today to delight in fresh and
surprising ways. The Carracci family was of Bolognese origin, but the
Parmesan painters fascinated them, particularly Correggio, with
Annibale Carracci vigorously setting himself the task of copying the
worles of Correggio. At the same time the unique genius of Bartolomeo
Schedoni was on the rise. While Caravaggio used light and shadow to
evoke the inner affection, Schedoni strengthened his color palette to
directly reflect the emotional workings of people. The Three Marias is
one of Schedoni's masterpieces. Even though you cannot see the faces
of the three women, the viewer gels a direcl sense of the internal alarm
of each woman from the colors of their garments. The work achieves a
novel, strangely moving dynarmisim.

The sixth and final section introduced drawings by Correggio,
Parmagianino, and later artists of the Parma school.

We were able to realize an exhibition presenting the world's first
overview of art in Parma from the 15th century through the 17th century
thanks to the good will and generosity of the Soprintendenza per il
Patrimonio Storico Artistico e Etnoantropologico di Parma e Piacenza.
The Japanese organizers would like to express their heartfell thanks to
this kind Ttalian institute. Given that this exhibition sought to introduce
painters who were almost unknown in Japan, as the person responsible
for explanatory materials in the galleries, | am aware that earnest
reflection is needed on problems in that area, and my hope is to strive
even harder in the future to use these points of reflection to create even
better future exhibitions. (Mitsumasa Takanashi)
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Munch himself named The Frieze of Life as the core of his oeuvre, e
felt that rather than viewing each individual painting in 7he Frieze of Life
on its own, the paintings should be viewed all together as a single work.
The works are like movements in an orchestral symphony; only when
gathered together do they become a complete work of art.

At times Munch was the composer, at other times, the conductor, of
these symphony movementlike paintings. As a composer he painted
work after work, as a conductor he spent great effort considering how to
group them as a single “frieze.” Photographs taken of the interior of
Munech’s studio in his later years show that he grouped and arranged the
unsold works in various different ways. These photographs also show
the four walls of the studio with these carefully arranged paintings in the
form of decorative mural compositions.

This exhibition was arranged to feature the question of the
“decorative,” a subject Munch worked on for many years. The first
gallery featured the display plan for The Frieze of Life as Munch planned
it in his studio late in his life. Some of the parts were reconstructed using
the actual works, as an experiment showing the construct of the works
as a decorative wall painting. Continuing through the galleries, each
section introduced another of his decorative projecls created and
planned by Munch over the years: decorative panels from the Linde
Frieze, studies for the Rinehart Frieze, the wall painting project for the
Oslo University Hall, the wall painting project for the Staff Dining Room
at the Freia Chocolate Factory, and the unrealized plan for the wall
painting for the new Oslo City Hall that Munch worked on over and over
again in his later years. Some of the projects were shown by video
images of actual murals.

There was a notinconsiderable amount of dissatisfaction from
viewers that Munch'’s most famous work, The Scream, was not included
in the exhibition, but the work was then undergoing conservation work
after its recovery from theft, and thus it unfortunately could not be
included in the exhibition. On the other hand, however, the exhibition

plan was highly praised by many for its presentation of a completely
new image of Munch in the eyes of Japanese exhibition visitors.
(Masayuki Tanaka)
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Duration: 4 March - 18 May 2008

Organizers: National Museum of Western Art / Ministry for Cultural Heritage and Activities of Italy -
Soprintendenza Speciale per il Patrimonio Storico Artistico ed Etnoantropologico e per il Polo Museale

della citta di Firenze / The Yomiuri Shimbun
Number of Visitors: 238,352
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Titian's Verius of Urbino is one of the masterpieces of western art history.
This exhibition featuring Titian's work traced the changes in the image
of Venus from antiquity to the beginning of the Baroque era. A total of
76 works were displayed, including examples of painting, sculpture,
manuscripts, books, and decorative arts. The exhibition was realized
with the complete cooperation of the Soprintendenza Speciale per il
Patrimonio Storico Artistico ed Etnoantropologico e per il Polo Museale
della citta di Firenze, and the works displayed were borrowed primarily
from Florentine collections, with other works drawn from museums and
libraries throughout Italy.

The timeline of the formulation of this exhibition began with the
decision to borrow the Venus of Urbino for the exhibition. Then our
thoughts focused on how to show the Venus of Urbino in such a way as
to heighten the interest of Japanese viewers. This led to the concept of
Venus's changing image through history.

The exhibition had two highlights. One was the [act that the Venus of
Urbino was displayed. The other was the fact that the exhibition traced
the changes in the image of Venus from antiquity forward. The display
and catalogue were divided into five sections, and after showing the
birth and development of the Venus imagde in ancient Greece and
Rome, an overview of the Renaissance revival of the image completed
the exhibition. While the works were displayed in essentially
chronological order, efforts were made to show the connection
between ancient and Renaissance works by displaying related works
from different periods next to each other.

This was the first time that the Venus of Urbino was lent to a venue
outside of Europe and indeed, the Uffizi Gallery has only lent it outside
their walls a few times in the past. On the other hand, while Venus is
probably the best known of the western goddesses in Japan, there is
very little knowledge in Japan about the myths related to Venus or how
she has been depicted in art. This exhibition thus provided a splendid
opportunity for a deeper understanding of Venus, one of the main
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figures in European art history.
Further, the exhibition included the loan of numerous major
examples of ltalian art, in addition to the Venus of Urbino. Of particular

note was the image of Venus and Cupid. Michelangelo created the
preparatory drawing, while Pontormo produced the finished oil
painting. This panel painting is over a meter in height and thus would
not normally be sent out on loan, but it was included in this exhibition
as a special loan. This gave viewers a rare opportunity to compare the
Venus of Urbina, representative of the Venetian school style of nude
female imagery, with Michelangelo’s nude representative of the
Florentine school. In other words, a comparison of the two major
schools of Renaissance Italian art became one of the splendid highlights
of this exhibition.

Large numbers of visitors came to this exhibition with its lineup of
masterpieces, while on the other hand, the exhibition was also praised
for its scholarly content. The catalogue, a bilingual edition in Japanese
and Ttalian, featured articles by the author and Italian specialists.
Indeed, this volume now stands as a major resource on the subject of
Venus and on the Venus of Urbino. Of further special note is the fact that
a symposium entitled The Erotic Art of the Renaissance was held on
March 29, 2008, in the Lecture Hall of the NMWA in conjunction with
this exhibition. Renaissance Italian scholars from Japan, Italy and
America participated in this important gathering that was noteworthy for
its extremely high academic quality. (Shinsuke Watanabe)
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Organizer: National Museum of Western Art
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The Fun with Collection series of programs introduce theme-related art
works chosen from the NMWA's collections. The goal of this series is to
assist a broad range of visitors, from children through adults, as they
enjoy and become familiar with art works by offering opportunities to
appreciate art works from a variety of different viewpoints.

Diverse emotions, from joy to sorrow and pain, strike the heart when
we view art works. Surrendering ourselves to these emotions as we
appreciate the art work is the perfectly natural way in which most
people enjoy art works in museumns. However, when viewing a certain
work, there are also instances where questions arise, discoveries are

made. In that instant, there are the acts of awareness, judgment and
analysis that go beyond simple emotion. While most people
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appreciating art experience the visceral pleasure of enjoying the
emotions evoked by art, sometimes there is also an element of
conscious analysis of the art work in question.

The aim of the program this year was to encourage this conscious,
self-aware viewing of art works, by providing the cultural and scientific
information and knowledge that surrounds the art work, thereby giving
people an opportunity to deepen their enjoyment of the work. Art works
are created in the midst of a specific period and culture, and by nature,
they incorporate a massive amount of information in their images and
forms. In this study we concentrated on three diverse types of art
information, namely the art historical, art market and conservation
information related to each piece.

Art history is the academic discipline that researches how art
developed in the midst of the long history of mankind, and is a field of
study that provides a rich vantage point on art that can heighten our
understanding and pleasure in a work. However, there are all manner of
complex ways of thinking within the single discipline of art history and
there is a carrespondingly massive amount of results from various kinds
of studies. In this program, rather than introducing the results of such art
historical studies, we presented the survey methods actually used on the
Old Master works in the NMWA collection, and various viewpoints
regarding the research on Monet's Poplars in the Sun, one of the
museum’s major examples of French modern art. Through this
introduction of the diverse methods of art history we can see the depth
and breadth of the results of art historical research. For elementary
school students we presented a program that used games and quizzes to
give them an opportunity to learn about Rodin's artwork, while for high
school students, we presented gallery talks, films and books so that they
could learn about Monet and his works.

Regarding our second focus, on art markets, the question arises,
when an artwork leaves the hands of its creator, what kind of individual
collector or museum becomes its owner? In order to answer this
question we conducted lectures on the art market itself, from auctions
that set prices for the art works when there is no set price unlike
industrial products, to the history and makeup of the art market, and its
recent trends. In another lecture we discussed collectors and
introduced the different intentions and functions of individual
collectors and public museums that actually own art works. We also
presented a tour to a privately owned art gallery where we had the
opportunity to see some art works currently being traded in society.

Regarding our third focus, conservation, the techniques and skills
involved in repairing art works damaged through the long years of
history have been greatly advanced through modern scientific survey
methods, The specialists involved in conservation differ according to
the medium of the artwork. In this section of the program we took up
two different media, namely painting and sculpture, as we explored the
concepts of conservation, along with the actual experience of seeing
some conservation methods in use in the museum’s conservation
studios. This program introduced how to approach the physical form of
an art work and the information included in that physical form.

From the information and knowledge about an art work we can
come one step closer to the art work, and further deepen our enjoyment
of it. This program succeeded overall in achieving this aim, as indicated
by the questionnaire completed by the program participants. These
questionnaires indicated interest in and high satisfaction levels with the
program contents. Further, participants expressed their hope for future
programs including more detailed knowledge and information about
artists, styles and techniques. The results of this questionnaire will be
reflected in the contents and structure of future individual programs,
and the same theme will be explored next year focusing on different
types of art information. (Yoko Terashima)

Planning: Yoko Terashima, Alsuko Sakai, Saki Yokoyama, Atsuko Sato
(Guest Researcher)
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[Himeji Venue]

Duration: 4 November - 2 December 2007

Venue: Himeji City Museum of Art

Organizers: National Museum of Western Art / Himeji City Museum of Art /
Hyogo Prefectural Board of Education / The Kobe Shimbun

Number of Visitors: 7,577

[Matsumoto Venue]
Duration: 11 December 2007 - 3 February 2008
Venue: Matsumoto City Museum of Art

Organizers: National Museum of Western Art / Matsumoto City Museum of Art /

Nagano Prefectural Board of Education
Number of Visitors; 11,272
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IEEs =% Himeji Venue

The traveling exhibition organized by the Independent Administrative
Institution National Museum of Art, of which the National Museum of
Western Art, Tokyo (NMWA) is part, presents art works from the
collection of the five National Museums of Art and displays them
various regional museums in Japan. This program is held every year
with the aim of contributing to the cultural and educational activities of
those regional museums. The NMWA was responsible for this year's
program and organized an exhibition of works drawn solely from the
NMWA collection. Himeji City Museum of Art and Matsumoto City
Museum of Art managed the exhibition with the NMWA,

The exhibition was made up of a balanced selection of paintings,
prints and sculptures to show the special features of the NMWA
collections. In particular, since the holdings and exhibition programs of
the venues in Himeji and Matsumoto center on modern and
contemporary art, the plan for the exhibition featured 18th century and
earlier works. The subtitle “Gods and Nature” was decided upon, and 21
paintings, 62 prints and 10 sculptures were selected for the exhibition.
The exhibition was largely divided into two parts, namely “Mythology-
Bible-History” and “Landscape”. These two themes form the core of the
history of western art, and both are relatively little understood in Japan,
given the different religious and natural backgrounds of Japan and
Europe. The hope was that this exhibition would provide a first step for
visitors towards an understanding of the art of foreign cultures.

The “Mythology-Bible-History” section featured images of Greek and
Roman gods, along with the gods and saints from the New and Old
Testament of the Bible. The section also included figural images from
the modern era. The section began with Claude Lorrain’s Landscape
with Dancing Satyrs and Nymphs, an image depicting the gods of
antiquity in an idealized landscape. The modern era was shown through
Honoré Daumier's print series Ancient History, with its droll depictions of
ancient gods. Christian subjects in the section included such
memorable works as Jacob Jordaens” Holy Family, and Rembrandt’s
print Christ with the Sick around Him, Receiving Little Children (The
‘Hundred Guilder Print’). In the modern and later era section, Eugéne
Delacroix's dramalic rendering of Christ Canied Down fo the Tomb was
featured along with Maurice Denis’s Young Mother, which is reminiscent
of Madonna and Child images though it is not strictly a religious
painting and its models were people close to the artist.

In the Landscape section, the focus was shifted to the new genre of
“landscape pictures,” a genre that emerged from the traditional use of
landscapes as narrative or figural backgrounds. The 17th century Dutch
painter Jacob van Ruisdael's A Road through an Oak Wood began the
group of images, which extended to the 19th century French landscape
paintings, such as Claude Monet's Road of La Roche-Guyon and Vincent
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van Gogh's Roses. These images based on the light and shadow
expression sought by realist and naturalist painters suggested the
beginnings of what would develop into 20th century art.

Two lectures by NMWA curators were held at each of the two venues,
and these lectures, along with the exhibition itself, received favorable
reviews from visitors. In terms of the work involved in the exhibition,
this exhibition had some difficulties, given that only a limited number of
works from the NMWA collection were suitable, both in terms of the
condition of a work, allowing it to be loaned over a long period of time,
and the importance of a work, so that its absence would not greatly
damage the quality of the offerings in the NMWA's own Permanent
Collection Galleries. Further, issues still remain regarding the division of
budgetary and staffing responsibilities between the NMWA and the
regional museums, and there is further need for positioning the needs of
the welcoming museums in planning future traveling exhibitions from
the Independent Administrative [nstitution National Museum of Art.

(Mina Oya)
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98 %125 cm

Claude Lorrain

[Chamagne 1604/05 - Roma 1682]
Landscape with Dancing Satyrs and
Nymphs

1646

Qil on canvas

98x 125 cm

P.1975-0008

2
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[T bhrab 1593 = T ¥ hro by
1678]

E-373)

16204E 6

W H o7 R

116X 76 cm

Jacob Jordaens
[Antwerpen 1593 - Antwerpen 1678]
Holy Family

c. 1620

Qil on canvas
116 X 76 cm
P.2005-0006

3
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[Ro—=+ 1575 —Fa—=% 1642]
{VILF4T)

1636-384E 6

W 577 2

101.5%82 cm

Guido Reni

[Bologna 1575 - Bologna 1642]
Lucretia

c. 1636-38

Qil on canvas

101.5% 82 ¢m

P.2001-0001
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[V xAY4T 1675~ T H V4T 1741]
(FLoH e FUTORAS)F)

THF AT A

99 % 72 cm

Giovanni Antonio Pellegrini (attributed to)
[Venice 1675 - Venice 1741]

Saint Catherine of Alexandria

Qil on canvas
99 %72 em
P.2005-0009
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[ 3147 1696 — =FU—F 1770]
(74— F AL oTE BT8R SE T 2y b
— B — o)

17434 b
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A1 x 72 cm

Giovanni Battista Tiepolo

[Venice 1696 - Madrid 1770]

The Apotheosis of Admiral Vettor Fisani
c. 1743

Qil on canvas (oval)

41 X 72 cm

P.1988-0001
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[xgvhAaty=E—1)A 1798731
1863]

(BN AT AR

18594

WA TT A

56.3 % 46.3 cm

Eugéne Delacroix
[Charenton-Saint-Maurice 1798 - Paris
1863]

Christ Carvied Down to the Tomb

1859

0il on canvas
56.3%46.3 em
P.1975-0002

7

LAy -d—FaAF v LbIvhk
[Er-Hr-m—(m—3) 1844 — 7%
1925]

(LR O%E )

1918460

g A7 A

46X 385 cm

Léon Augustin Lhermitte

[Mont-Saint-Pére (Aisne) 1844 - Paris 1925]
Farmer’s Famnily

c. 1918

Qil on canvas

46 % 38.5 cm

P.1959-0124
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[ =34 1849~ 2%1) 1906]
{H&1)

b M b o

29.3>%404 cm

Eugéne Carriére

[Gournay 1849 - Paris 1906]
Mother and Child

Oil on canvas
29.3%404 cm
P.1958-0030
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i)

19194

W AT A

160 %< 98 cm

Maurice Denis

[Granville, Manche 1870 - Saint-Germain-
en-Laye 1943]

Young Mother

1919

Oil on canvas

160 % 98 ecm
P.1959-0073
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10

DRSS

[V -¥aA 1863797 1924]
()

19134F

L A

67.8x101.5cm

Charles Cottet

[Le Puy 1863 - Paris 1924]
Procession

1913

Qil on cardboard
67.8x101.5em
P.1959-0048
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[/51) 1861 — 2% 1929]
{EAZPLORN}

19184

. A Fr A

162 % 131 cm

Etienne Dinet

[Paris 1861 - Paris 1929]

Woman Returning from the Mosque

1918

Qil on canvas
162% 131 em
P.1959-0087
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(FE o)

g, AT A

50.3% 73 cm

Emile-René Ménard
[Paris 1862 - Paris 1930]
Ancient Land

Qil on canvas
50.3* 73 cm
P.1935-0145
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1682]
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MF. AT A

102.5% 127 em

Jacob van Ruysdael
[Haarlem c. 1628/29 - Amsterdam? 1682]

A Road through an Oak Wood

Oil on canvas
102.5x 127 cm
P.1980-0002
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{R&THEDE)
176365411

s, H T A

52X 73 cm

Jean-Honoré Fragonard
[Grasse 1732 - Paris 1806]
Landscape with Shepherds and Flock of
Sheep

c. 1763-65
Oil on canvas




52% 73 cm
P.2000-0001
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17734F
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89 133 cm

Joseph Vernet

[Avignon 1714 - Paris 1789]
Summer Evening, Landscape in ltaly
1773

Qil on canvas

89x 133 cm

P.1988-0002
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18734

M A7 A

80.5% 120.5 cm

Gustave Courbet

[Ornans 1819 - La Tour-de-Peilz 1877]
Landscape with a Hunter

1873

Oil on canvas
80.5%120.5 cm

P.1976-0004
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ZO—FER

[7$1) 1840 — ¥ ¥ x )b =— 1926]
(7-ova=Falarni)
18804

FLiik R oy 573

60.5% 73 cm

ERCER R

Claude Monet

[Paris 1840 - Giverny 1926]
Road of La Roche-Guyon

1880

Qil on ecanvas
G0.5% 73 cm
P.1959-0156
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[t>beb—~v A 1830 — 51 1903]
(rF=—n%k)

18954

MR A7 A

38x46 cm

Camille Pissarro

[Saint Thomas 1830 - Paris 1903]
Autumn in Eragny

1895

Oil on canvas
38 %46 cm
P.1959-0164
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g, pdr A
106.8 % 86 em

Henri-Jean-Guillaume Martin
[Toulouse 1860 - Labastide-du-Vert 1943]

Church of Labastide

il on canvas
106.8 % 86 cm
P.1959-0129
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18894F
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33413 em

Vincent van Gogh
[Zundert 1853 - Auverssur-Oise 1890]
Roses

1889

Qil on canvas
33%41.3cm
P.1959-0193
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UEE

19204F

T AT A

38%46 cm

Maurice de Vlaminck
[Paris 1876 - Rueil-la-Gadeliére 1958]
A Town Hall

1920

Qil on canvas
38x46 cm
P.1990-0006
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Albrecht Diirer

[Nirnberg 1471 - Niirnberg 1528]
From The Engraved Passion

22-1
(DELADFY AL
15094E
I — 4y
117X 74 cm

(1) Man of Sorrows by the Column
1509

Engraving

11.7%74 em

(.1989-0085

22-2

(2) Fot=RDHh

15084

TyTV— G4 T

114x7.1em

(2) The Garden of Gethsemane
1508

Engraving

11.4X7.1em

G.1989-0086

31

22-3

(3) 2. ¥ DY)
15084

E A P
11L.7%74 em

(:3) Betrayal
1508
Engraving
11.7X74 em
(G.1989-0087

22-4

(4) AX2IDF OF1) AR
15124F

LT — T4

11.7X74cm

(4) Christ before Caiaphas
1512

Engraving

11.7%74cm

(.1989-0088

22-5

(9) F&PkIETH

15124

IF =Gy

11.5X 74 cm

(9) Pilate Washing His Hands

1512
Engraving
11.5%74 cm
(.1989-0093

22-6

(10) 1542445 %) 2
15124

LG —F Ay

11.7X 74 em

(10) Christ Canying the Cross
1512

Engraving

11.7%74cm

G.1989-0094

22-7

(11) TR

15114
ITV—F4LT
11.7%74¢cm

(11) The Crucifixion
1511

Engraving

11.7%74 cm
G.1989-0095

22-8

(12) Eh

15074

IT =Gy
1.7X7.1cm

(12) The Lamentation

1507
Engraving
11.7%X7.1 cm
G.1989-0096

22-9
(13) HL3E

15124F
St
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(13) The Entombment

1512
Engraving
11.7%74 em
(.1989-0097

22-10

(14) EIf~DEET
15124¢

IAFL— T

114 %74 cm

(14) Christ in Limbo
1512

Engraving

114x74 cm
(.1989-0098

22-11

(15) 1823&

15124

RS e P e
11.4%74 cm

(15) The Resurrection

1512
Engraving
114%74em
G.1989-0099

22-12

(16) B E el §~7okani

15134

b4

11.7% 74 em

(16) St. Peter and St. John, the Lame Man

1513
Engraving
1L.7%74 cm
(.1989-0100
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Heinrich Aldegrever

[Paderborn 1502-Soest, Westphalia 1551-61]
From The Power of Death

23-1

Ty O fllid

15414F

B T
7.7%5¢cm

The Creation of Eve

1541
Engraving
1.7%5cm
(.2000-0042

23-2

154 L4

IT =Ty
7.7%5cm

The Fall

1541
Engraving
T.7%5 em
G.2000-0043

23-3

LERIEN

15414F

Iy l—Fivy

T7x5em

The Expulsion Led by Death

1541
Engraving
7.7%5ecm
G.2000-0044

23-4
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15414
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Adam and Eve Laboring, with Death
1541

Engraving

7.7%X5¢cm

(.2000-0045
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15414
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Death and the Pope
1541

Engraving

7.7%5¢cm

G.2000-0046

23-6
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15414F

Ly LAY
7.7%5em

Death and the Cardinal

1541
Engraving
7.7X5cm
G.2000-0047

23-7
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Death and the Bishop

1541
Engraving
T.7%5em
(.2000-0048
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15414
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Death and the Abbot

1541
Engraving
7.7%5cm
(G.2000-0049
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32

1560-614FH
LTV T
22.3%x29 cm

Pieter Bruegel

[Breda 1525 - Brussels 1569]

The Power of Death: The Parable of Wise |
and Foolish Virgins

c. 1560-61

Engraving

223%29cm

G.1984-0096
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Rembrandt Harmensz. van Rijn

[Leiden 1606 - Amsterdam 1669]

Christ with the Sick around Him, Receiving

Little Children (The ‘Hundred Guilder Print”)
c. 1649

Etching, drypoint and engraving on lapanese paper

28 % 38.6 cm

(5.1981-0001
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William Blake

[London 1757 - London 1827]

Mlustrations for the Book of Job (series of 21
plates)
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Satan before the Throne of God

1825

Engraving

19.7%15.1 cm

(.1989-0064
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19.7x15.2cm

The Vision of Eliphaz

1825
Engraving
19.7%15.2 cm
(.1989-0073
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The Vision of Christ

1825
Engraving
20x15.1em
G.1989-0079
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19.6x 149 cm

Job and His Family Restored to Prosperity
1825

Engraving

19.6% 14.9cm

(.1989-0083
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Honoré Daumier

[Marseille 1808 - Valmondois 1879]
From Histoire Ancienne
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18424
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6: Les Nuits de Pénelope. De son époux
absent l'adorable profil, / Toujours a ses
doux yeux brillait comme une etoile / Mais
pour framer trios ans et sa ruse et sa toile /
1 tallait qu'elle eut un fier fil. (Odyssée Ch.
. Trad. indiscréte de Mr Villemain)

1842

Lithograph, newsprint paper
24.1%194 cm

(G.2000-0434
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18424
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25.5%20.1 cm

9: L'Education d’Achile. L'Inflexible Chiron
fesait chaque matin / Endéver bien souvent
son eléve mutin / Las! que de professetrs
rompent nos jeunes tétes, / Et sans étre
sans torts sont plus qu'a moitié bétes!
(liade. Traduction philosophique de My
Patin)

1842

Lithograph, newsprint paper

25.5%20.1 cm

G.2000-0438
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18424
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10: Socrate chez Aspasie. Aimant le vin les
fillettes, / Socrate aprés diner laissait
sagesse en plan, / Et comme un Débardeur
chez d'aimables Lorettes, / Il pincait son
leger cancan. (Poésies badines de Mr
Vatout) i

1842

Lithograph, newsprint paper

234%20.1 cm

G.2000-0439
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13: L’Enlevement d'Héléne. Pdris qui par
amour sur les dents s'était mis, / N'était
plus guére bon qu’a fumer un cigare. /
Héléne le savait aussi sans crier gare, / Sur
ses robustes bras elle enleva Paris. (Eneide
travestie par My Patin)

1842

Lithograph, newsprint paper

25%19.6 cm

(.2000-0442
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23: Le Beau Narcisse. Il était jeune et beau,
de leurs douces haleines / Les zéphirs
caressatent ses contours pleins d'attraits, /
Et dans le miroir des fontaines / Il aimait
comme nous a contempler ses traits.
(Quatrain intime de Mr Narcisse de
Salvandy)

1842

Lithograph, newsprint paper

254 %204 cm

(G.2000-0453
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259%21.5¢em

31: La Chiite d'Icare. Tandis que le soleil ui
rotissail les ailes, / Son vieux gredin de
pére, auteur de ce moyen, / Disait, le voyant
choir des voules éternelles: / Décidément ¢a
ne vaut vien. (Un poete qui ne va qu'an

33

fiacre.)

1842

Lithograph, newsprint paper
259%21.5em

G.2000-0462
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ISP it
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43: (Edipe chez le Sphinx. Ce vilain animal
a téte d'antiquaire, / Lui dit: Pourquoi,
monsieur, ne faut-il pas compter / Sur une
pyramide? Alors sans hésiter Oedipe
repondit: C'est qu'elles sont prés Caire. /
Pour un vieux calembourg on peut s'en
contenter. (Cowrs de Mr Raoul-Rochette.)
1842

Lithagraph, newsprint paper

23.5%204 cm

(5.2000-0474
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18424
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47: Pygmalion. O triomphe des arts! guelle
fiit ta surprise, / Grand sculptenr, quand tu
vis ton marbre s'animer, / Et, d’'un air
chaste et doux, lentement se baisser / Pour
te demander une prise. (Comte Siméon)
1842

Lithograph, newsprint paper

23.2%19.1 cm

(G.2000-0478

28

FFAAY

[k — 1840 — 7%1) 1916]

T AR B (1280 EB LU0 &0
Odilon Redon

[Bordeaux 1840 - Paris 1916]

From Apocalypse (series of 12 plates)

28-1
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HOFIERAT

18994F

Y57

29.2%20.9 em

Et il avait dans sa main droite sept étailes,
et de sa bouche sortant une epée aigue a
deux-trancharnts

1399

Lithograph

29.2x20.9 cm

(G.1995-0027
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Urrs7
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... et celui qui état monté déssus se nommait
la Mort

1899

Lithograph

31%225¢cm

(G.1995-0029
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F72T A OME, ROAF LD
18994

Pl g- i

313%212cm

Aprés cela je vis descendre du ciel un ange
qui avait la cléf de l'abime, et une grande
chaise en sa main

1899

Lithograph

31.3%21.2¢cm

(G.1995-0033
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ARV RED 2% R0

18994

Uh¥s7

30%23.7em

Et moi, Jean, je vis la sainte cité, la nouvelle
Jérusalem, qui descendait du ciel, d'auprés
de Dieu

1899

Lithograph

30%23.7 em

(5.1995-0037
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18994

hrF7

15.8%19¢m

C'est moi, Jean, qui ai vu et qui ai oui ces
choses

1899

Lithograph

15.8%19cm

G.1995-0038
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Max Klinger

[Leipzig 1857 - GroRjena, nr Naumburg
1920]

From Eve and the Future (series of 6 plates
plus title sheet)

29-1

Ar

18804

TyF AT ITFATE
17%228 cm

Eve

1880

Elching and aquatint
17x228 cm
(.1982-0016

29-2

i
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Ly F Y TITFASE
248%12.1¢m

The Serpent

1880

Etching and aquatint
248%x12.1 em
(.1982-0018
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T B

18804F

Ty F A TUTF4E
258%24.6 cm

Adam

1880

Etching and aquatint
258 %246 cm
G.1982-0020

29-4
H=mkE
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S i
185%128 cm
Third Future

1880

Etching
185%12.8 cm
G.1982-0021
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TH—F-g7
{740 Ov—7)
16364

LyFuy

19.9x 258 cm
Claude Lorrain
The Roman Forum

1636

Etching
19.9%258 cm
G.1998-0063

31
JO—Fk.05x
()
16364F

ToFi
13.1%20 em
Claude Lorrain
The Cowherd

1636
Etching
13.1%20 cm
G.1998-0064

32
ryu—F-asy
{ R
1638-417F 6]

oA S

13% 183 em

Claude Lorrain
The Shipwreck

c. 1638-41
Etching
13183 cm
(G.1998-0066

33

yu—F-a7x
{(BHodsikEnNR)
1638414261

TyF ey

13.9%19.8 cm

Claude Lorrain

Harbour Scene with a Lighthouse
c. 163841

Etching

13.9%198 em
G.1998-0068
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[FE4 A7) 7 REF ] 105 EF) LD
Jacques Callot

[Nancy 1592 - Nancy 1635]

From Various lfalian Landscapes (series of
10 plates)

34-1

AAOFE

TyF W

11.3%245cm

The Walk by the Water
Etching

11.3 %245 cm

G.1987-0070

34-2

B 5 OlitiE

TuFry

11.2%24.6 cm

Returning Home from the Hunt
Etching

11.2%246 cm
G.1987-0075
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i i

TyFrs
11.2%245 em

The Naval Battle

Etching
112%245 em
G.1987-0079
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16414F

TyFy

13x324 em

Rembrandt Harmensz. van Rijn

Landscape with a Cottage and a Large Tree

1641
Etching
13%324 cm
G.1977-0002
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30.7%27.5cm

Stefano della Bella

[Firenze 1610 - Firenze 1664]
The Medici Vase

1656

Etching

30.7%27.5 cm

G.2001-0012
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16564

ELS 4

20.6 %384 cm

Stefano della Bella

The Street of the Fountains
1636

Etching

20.6x384 cm

G.2001-0013
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Giovanni Battista Piranesi
[Venice 1720 - Roma 1778]
From Vedute di Rome

38-1

FAT O

1766-6T4F

IoF il Ty T =i 7
474 %702 cm

The Waterfall at Tivoli

1766-67

Etching and engraving
47.4%70.2 cm
(.1997-0008
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aatr AD KN
1766436

T AT L S =R
45.9%69.2 cm

The Colosseumn, Inferior

c. 1766

Etching and engraving
45.9%69.2 cm
G.1997-0011

38-3

mECOTby AR
17724¢

IpF P LT — gy
47.3%70.7 cm

The Forum Romanus, or Campo Vaccino,
with the Colosseum in the Distarnice

1772

Etching and engraving
47.3%70.7 cm
G.1997-0033
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From Forty Clichés-Glace of Corol,
Daubigny, Delacroix, Millet and Rousseau

39-1

FA R = —

[2%1] 1812 -S> 1867]
TSUE=ETrDEOK
18624 (192145 1K)

)y =55 AH T ARLIN)
21.9%27.7em

Théodore Rousseau

[Paris 1812 - Barbizon 1867]
Chenry Tree at Plante-a-Biau
1862; 1921 published
Clichés-Glace

21.9%x27.7em

(G.1993-0102
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[230 1796 — 774 )b+ ¥ 7 L-— 1875]
BOPOREE RN

18544 (19214F Hi i)

IV =T AN F AR

18.9%14.9 cm

Jean-Baptiste-Camille Corot

[Paris 1796 - Ville d’Avray 1875]
Horsemen in the Woods. Small plate

1854; 1921 published
Clichés-Glace
18.9%14.9 cm
G.1993-0085
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Vry=nNT{AF=HI—Z 00—
T AFAT DN

185541 (192145 {1 )

S0z =45 A(H T ARW)

27%34.4 cm

Jean-Baptiste-Camille Corot
Souvenir of Ostia

1855; 1921 published
Clichés-Glace
27%344cm
(.1993-0092
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VAN =TIIT F—E=—
[#¥1) 1817 — X1 1878]

FRE o ZE M A AL B/ |
1858/6247 (192 14 (A BD)

2Nz = 4T A 5 AR

182% 155 cm

Charles-Frangois Daubigny
[Paris 1817 - Paris 1878]

Brook in a Clearing

1858/1862; 1921 published
Clichés-Glace

182X 155 ¢cm
(.1993-0108

39-5
T N=7F )T F—= =—
DS

1858/624F (192 14F HiliL)

2V m=7F A(H 7 ARHE)
15%19¢cm

Charles-Francois Daubigny
Night Impression

1858/1862; 1921 published
Clichés-Glace

15% 19 cm

(.1993-0115

40

apF7- 7Ly

[£¥LL 1822 — £ —7 )L 1885]
(A

18844F

VL5 7

37.5%31.1cm

Rodolphe Bresdin

[Montrelais 1822 - Sévres 1885]
Rapid Stream

1884

Lithograph

37.5%3L1cm

G.1978-0005
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[231) 1840 — A—F > 1917]
{(FEESNI)TT4—F)
1880-814)%

TXUAE

44 X 32 % 30 cm

Auguste Rodin
[Paris 1840 - Meudon 1917]
Fallen Caryatid Carrying Her Stone

1880-81

Bronze

44 %32 x 30 cm
$.1959-0010
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18854 1]

Tarx

47 x27 %21 em

Auguste Rodin

Venus at Her Toilet

c. 1885

Bronze

47 %27 %21 em
$.1959-0053
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18874E DL

TRy

36%45% 20 cm

Auguste Rodin

Fugit Amor (Fugitive Love)
Before 1887

Bronze

3645 %20 cm
5.1959-0022

44

II-N=TY I—Z T =7
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{(BEOHLTREODEEE)

19004F

Jarx

50 %22 %23 cm

Emile-Antoine Bourdelle
[Montauban 1861 - Vésinet 1929]
Head of Apollo with Neck

1900

Bronze

50 %22x23 cm

S.1969-0001
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191042

Far#

66 %56.5% 17.5 cm

Emile-Antoine Bourdelle
Dance of the Veijl

1910

Bronze

66 % 56.5% 17.5 cm
5.1990-0003
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1911-144F

Tusx

72X 52%22cm

Emile-Antoine Bourdelle

The Dying Centaur

1911-14

Bronze
T2x52x22 em
5.1959-0056

47

TUATA—F-=wA43—

[Nz A= 2= A=) 1861 — /8= 2
WA=Y 2 b= — )b 1944]

{15

1902-094F

e nbides

106 % 57 % 108 cm

Aristide Maillol

[Banyuls-sur-Mer 1861 - Banyuls-sur-Mer
1944]

The Night

1902-09

Bronze

106X 57X 108 cm
S.1987-0001
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ekt
1940-444F

S

24X20%21 em

Aristide Maillol

The Head of “Harmony”
1940-44

Bronze

24x20%21 em

5.1967-0002

49
Vr—jb=F—FaZAp W /T—N
[JE—T 2 1841 —H—== 1919]
(Bl 7 41— F A

19144F L]

FarX

84%30% 24 em

Pierre-Auguste Renoir

[Limoges 1841 - Cagnes-sur-Mer 1919]
Venus of Victory

c. 1914

Bronze

84 %30%24 cm

5.1978-0001

50
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[FnA(zo—) 1888 — T7—7 1963]
(lom D)

19204 LA

Tari

50%45% 37 cm

Paul Dardé

[Olmet (Hérault) 1888 - Lodéve (Hérault)
1963]

Lternal Grief

Before 1920

Bronze

50x45% 37 em

5.1959-0061
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Prints and Drawings Exhibitions
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Medieval Devotion: Photographs of Romanesque Art

2100:20074E6 H12H — 8 H26H
Duration: 12 June - 26 August 2007
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It is essentially impossible to display Romanesque art, primarily wall
paintings in churches, in Japan. This exhibition introduced
Romanesque art to Japanese audiences via photographs taken by
photographer Tomohiro Muda. The churches seen in the photographs
are the Abbey Church of Saint-Madeleine, the Church of Saint Martin,
Nohant-vic, the Monastery of Le Thoronet, Le Thoronet, and the Church
of Saint Martin de Fenollar, Maureillas-las lllas in France and the
Monastery of Santo Domingo de Silos, Silos, in Spain. (Naoki Sato)
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Report on Conservation Science Activities
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The department carried out the following work during this fiscal year:

1. Environmental Control Management

2. Pest Management (Survey using pest traps)
3. Loan Facilities Management

4. Scientific Examinations of Collection Works

3. Loan Facilities Management

The Conservation Science Section provides management and
consultancy regarding loan facilities as one of its regular duties. This
process involves evaluating facilities reports and analyzing climate data
on works of art on loan. In order to ensure that the borrowing
institution's environment is maintained at appropriate levels for art
works on loan, prior to any outgoing loan, facilities reports are
submitted to the Conservation Science Section from all borrowing
institutions, and as necessary, appropriate condition measures are
stipulated in the loan. Further, the data loggers installed in the object’s
transport crate and on the back surface of the art work itself monitor the
temperature and relative humidity (RH) fluctuation from the time of the
object’s departure from the NMWA to its return. Reports are produced
from analysis of the data recorded on these devices,

In the case of a traveling show of works from the museum'’s
permanent collection, data loggers were attached to two of the loaned
works. The loggers’ records revealed that there were completely
different conditions prevalent in the interior of the gallery area and in
the area near the gallery entrance. While the temperature and RH were
stable in the interior of the gallery, there was great fluctuation in the
temperature and RH near the entrance. In particular, the RH fluctuated
greatly, exceeding the permitted level. These findings were not
anticipated from the temperature and RH records of the borrowing
institution presented to the NMWA prior to the loan. These f{indings
indicate that in the case of future loans, temperature and RH records
must be gathered from an area close to where the loaned works will be
displayed. Given that the borrowing museum staff was unaware of the
detailed climate fluctuation in their galleries, the Conservation Section
will inform borrowing museums of the records taken in their galleries.

In addition, there were several institutions where the environment
was not controlled on a 24-hour basis. Further, from the records taken
by data loggers so far, it appeared that in many cases, the transport truck
and art storage facilities maintain temperature but did not maintain
constant RH.

Although The Standard Facility Report established by United States
Registrars Committee of the American Association of Museums in 1998
is used by museums worldwide, some modifications have been
required to make it appropriate to conditions in Japan. Thus, this
department produced a draft Japanese version of The Standard Facility
Report.

Starting from this fiscal year, the NMWA now asks its own original
questions in addition to The Standard Facility Report questions, namely,
questions regarding the construction of walls or partitions on which the



loaned works are to be hung. The addition of these questions aims to
ensure the safe display of loaned art works.

4. Scientific Examinations of Collection Works
Scientific examinations were carried out on art works that underwent
conservation in our department.

Le Spose della Morte, by L. Bistolfi: Analysis showed that the entire
work is bronze made up of copper, tin and zinc, while the patches
which were treated in past conservation work consist of tin and lead.

Venere e Amor by A. Bedoli Mazzola: X-radiography analysis revealed
the altered shape of the right handle of the basket found in the painting.
Further, scientific analysis of pigments and medium were carried out on
minute samples taken from the edges of areas where paint had flaked
away. (Miho Takashima)
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Objets d'crt du Japon et de la Chine: peintures, livres. Dont la vente aura
lieu du lundi 27 janvier au samedi ler février 1902 inclus, dans les
galeries de MM. Durand-Ruel, [Paris], [1902]

Collection Hayashi: dessins, estampes, livres illustrés du Japon réunis par
T. Hayashi, dont la vente aura lieu du lundi 2 juin au vendredi 6 juin
1902 inclus, a U'Hatel Drouot, Paris: Hotel Drouot, 1902

Objets d’art et peintures de la Chine et du Japon: Deuxieme partie, dont
la vente aura lieu du lundi 16 févvier au samedi 21 février 1903 inclus, d
I'hétel Drouot, [Paris], [1903]

Die Kunst: Monatshefte fir freie und angewandte Kunst. Reprint ed.
Tokyo: Hon-no-Tomosha, 1998- (Originally published: Miinchen: F.
Bruckmann, 1899-)

Sumowski, Werner. memgs of the Rembrandt school. New York:
Abaris Books, 1992
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The Research Library collects materials related to the history of western
art and its ancillary disciplines, provides materials for the advancement
of work by museum staff members, and aids in survey research done by
curators and scholars from other institutions. In addition to its
management of book and periodical resources, the library also
manages information regarding works in the NMWA collection and
manages the museum’s website. The following is a report on the
activities of this fiscal year.

In terms of materials acquisition, the library’s collection policy
focuses on materials related to western art from the medieval period
through the mid-20th century. This fiscal year saw the acquisition of sale
catalogues produced in 1902 and 1903 by Tadamasa Hayashi, a
Japanese art dealer renowned for introducing Japanese art to European
audiences; reprint editions of Die Kunst, a German art periodical
published from the end of the 19th century through the 20th century;
and ten volumes of drawing catalogues covering the works of
Rembrandt and the Schoel of Rembrandt. In addition, the library
carried out materials exchange with a total of 448 institutions both in
and out of Japan, ranging from art museums to university libraries.
These exchanges constituted donation of printed materials from the
NMWA, and the receipt of materials that are generally hard to come by,
such as exhibition catalogues, research journals, annual reports and
newsletters.

In terms of collections management, during this fiscal year a total of
2,528 books, 1,395 periodicals and 1 title of microform materials were
catalogued into the museum's LVZ library system, prepared and
shelved. In addition to books and periodicals, ephemera or ephemeral
materials, such as pamphlets, flyers, newspaper and magazine clippings
and picture postcards, are also an important area for collection by art
libraries. A survey was conducted on how to organize and display such
items.

As in previous years, the Research Library was open to outside users
twice a week (Tuesdays and Fridays), with the library open for such
visits a total of 99 days during the fiscal year. A total of 365 visitors used
the library during that time, ranging from art museum curators to
graduate students and art gallery staff members. During the year the
usage regulations were revamped, the photocopying charges were
revised, and rules regarding the photographing of prints and plates, a
previously highly desired privilege, were introduced. The NMWA has
participated in the Art Libraries’ Consortium since fiscal 2005. This
consortium has been praised for developing and releasing a web-based
cross-searching system for art libraries that allows simultaneous
retrievals in various online catalogues of art libraries. The Japan Art
Documentation Society awarded the First Hiroko Nogami Memorial
Award for Art Documentation in 2007 to the Consortium for this new
system. In addition, the NMWA Research Library cooperated with and
directed the plans for the publication by an external company of art
historical reference works on art exhibition catalogues in Japan.

Regarding the management of information related to art works in the
NMWA collections, the library constructed the NMWA Collections
Database, and has made this database available on the museum’s
website. (The database is currently in Japanese only. An English version
of the database remains an issue for next fiscal year and later years).
This database makes it possible to publicly present images of and basic
informatien on each art work, information about currently exhibited
works in the "what can [ see today?” section, and scholarly information
such as provenance, exhibition history and bibliographies of works in
the collection. Continuing on from the previous fiscal year, production

of the contents of the database was supported by receipt of a Grant-in-
Aid for Publication of Scientific Research Results from the Japan Society
for the Promotion of Science during fiscal 2007 to assist with the
creation of this database. This project included: 1) data conversion from
the old Filemaker database of 4,000 items of provenance, exhibition
history and bibliography for paintings, sculpture, decorative arts, prints,
drawings and book works of art; 2) digitization of negative and
dIapOsitive-film, focusing on print works; 3) trimming of digital images
to suit presentation on the internet; 4) digitization of the provenance,
exhibition history and bibliography data of 300 NMWA collection art
works published in the National Museum of Western Art, Tokyo:
Catalogue of paintings (Tokyo: National Museum of Western Art, 1979)
and Catalogue of Painting Acquisitions: 1979-1989 (Tokyo, National
Museum of Western Art, 1990). Regarding the Union Catalog of the
Collections of the National Art Museums, Japan, the library produced
data on 61 newly acquired art works for inclusion in the Union Catalog.
Regarding Cultural Heritage Online, we were able to create a structure
that allows data to be automatically transferred to Cultural Heritage
Online from the Union Catalog, and thanks to this process, data
including images of art works in the NMWA collection is automatically
transferred to the Cultural Heritage Online database.

Regarding the NMWA website, there was a complete reconsideration
of the structure and design of the museum website, which resulted in a
completely new style for the public site that presents contents that will
further deepen understanding of the museum. New information sections
have been added, such as Current Exhibitions, Future Exhibitions,
Events, and Education Programs sections. Other sections, including Past
Exhibitions, Introduction to the Collections, About the NMWA, and back
numbers of museum publications such as the Annual Report and
NMWA News Zephyros have been rearranged. The website is fully
bilingual in Japanese and English. Information on Permanent Collection
displays had previously consisted of individual lists on the public
website. Now, thanks to the public opening of the above-mentioned
NMWA Collections Database, information on works in the collections
can be centrally managed by the collections management system,
which allows the presentation of detailed information, such as images,

bibliography and provenance data. (Masako Kawaguchi)

[Major Acquisitions]
Objets d'art du Japon et de la Chine: peintures, livres. Dont la vente aura lieu

du lundi 27 janvier au samedi ler fevrier 1902 inclus, dans les galeries de
MM. Durand-Ruel, [Paris], [1902)]

Collection Hayashi: dessins, estampes, livres illustés du Japon réunis par T.
Hayashi, dont la vente aura lieu du lundi 2 juin au vendredi 6 juin 1902
inclus, a I'Hotel Drouot, Paris: Hétel Drouot, 1902

Objets d'art el peintures de la Chine et du Japon: Deuxiéme partie, dont la
vente awra lieu du lundi 16 février au samedi 21 février 1903 inclus, a I'hétel
Drouot, [Paris], [1903]

Die Kunsl: Monatshefte fir freie und angewandte Kunst. Reprint ed. Tokyo:
Hon-no-Tomosha, 1998- (Originally published: Miinchen: F. Bruckmann,
1899-)

Sumowski, Werner. Drawings of the Rembrandt School. New York: Abaris
Books, 1992

[Public Use of the Research Library]

Open days: 99 days

Registered users: 126 (88 newly registered, 38 renewals)

Number of visitors: 365

Number of items requested: 2,020

Number of photocopies made: 1,052 requests for a total of 10,831 pages
copied

Photographs requested: 45 requests for a total of 332 photographs
Relerence requests: 27

[Public Website]
Japanese site revised on July 30, 2007; English site revised on March 31,
2008

Total hits: 5,924,487

[NMWA Collections Database]
Qpen to the public: March 4, 2008 (Japanese only)
Publicly available data: 4,376 items, Image data: 1,908 images
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1) Programs Related to the Permanent Collection

sFun with Collection

The Fun with Collection program this year was entitled The Joy of Secing
and Knowing: Art History, the Art Market and Conservation (See
Exhibition report for details).

“Collection Galleries’ Tours for Groups” [by reservation only]
Participants explored the museum’s permanent collection galleries with
a member of our volunteer staff. (The tour lasted about 40 min.)
Weekdays in July and August, 9:30 - 17:30, Permanent Collection Gallery
Target: Group of novice visitors (hetween 5 - 30 participants)

Fee: Admission fee to the collection exhibition

Participants: 24 (5 groups)

« History’s Role in the Arts »

“Seeing, Being Seen, Coming to See: When Art Historians Confront an
Art Object”

Experiential program in which the museum’s Old Master works
(painters from the 18th century and earlier) were examined from the
stance of the art historian.

July 9 (Mon.) 13:30- 16:00, Permanent Collection Gallery

Lecturer: Mitsumasa Takanashi (Curator, National Museum of Western
Art)

Admission fee to the collection exhibition

Participants: 21

“Multifaceted Monet: The Art Historical Approach”

A lecture about the diverse viewpoints and interpretations used in the
study of Monet's works.

July 21 (Sat.) 14:00 - 15:30, Lecture Hall

Lecturer: Akiko Mabuchi (Professor, Japan Women's University)
Admission fee to the collection exhibition

Participants: 84

“The NMWA Kids Detective Company on the Trail, Part 2: Challenging
The Puzzle of Rodin”

Museum Orienteering programs where parlicipants enjoyed solving
puzzles related to the museum and its Rodin works.

July 24 (Tue.) 13:30 - 16:30

Permanent Collection Gallery, Forecourt, Lecture Hall

Facilitator: Yasunori Gou (Workshop Planner)

Target: 7 - 12 year-olds

Free of charge

Participants: 25

“Learning More about Monet: Getting to Know the Person and Seeing his
Paintings”

Viewing of paintings, lecture, games, surveys, this program used a
variety of approaches to learn about Monet and his works.

August 14 (Tue.) 11:00- 16:00

Permanent Collection Gallery, Meeting Room, Tokyo National Museum
Target: 16- 18 year-olds

Free of charge

Participants: 11

« Conservation’s Role in the Arts »

“Sculpture Conservation”

Lecture and conservation studio visit to learn about conservation of
sculpture.

August 12 (Sun.) 13:30 - 15:30, Lecture Hall, Sculpture Conservating
Studio

Lecturer: Toru Fujiwara (Professor, Tohoku University of Art and
Design)

Target: Over 13 year-olds

Free of charge

Participants: 24

“Painting Conservation”

Lecture and conservation studio visit to learn about conservation of
paintings.

August 19 (Sun.) 13:30 -
Studio

15:30, Lecture Hall, Painting Conservation




Lecturer: Kimio Kawaguchi (Conservator, National Museumn of Western
Art)

Target: Over 13 yearolds

Free of charge

Participants: 25

« The Market's Role in the Arts »

“The History of Art Auctions, their Social Function and Structure”
Lecture on the beginning of art auctions and their organization.
July 8 (Sun.) 14:00 - 15:30, Lecture Hall

Lecturer: Toshihiko Hatanaka (Vice President, Christie’s Japan Ltd.)
Free of charge

Participants: 84

“Collecting Paintings”

Lecture by art collector Taro Fukutomi about his interest in collecting
art works and about his collection.

July 22 (Sun.) 14:00 - 15:30, Lecture Hall

Lecturer: Taro Fukutomi (President, Cabaret Hollywood)

Free of charge

Participants: 67

“Collection and Art Museumn”

Lecture about the scope and characteristics of the NMWA's core
collection, the Matsukata Collection, and its collector Kojiro Matsukata.
July 29 (Sun.) 14:00 - 15:30, Lecture Hall

Lecturer: Mina Oya (Curator, National Museum of Western Art)

Free of charge

Participants: 104

“Gallery Stroll”

The group visited the Tomio Koyama Gallery where a lecture was given
on the works on display and the gallery operations.

August 4 (Sat.) 13:00 - 16:00, Tomio Koyama Gallery

Lecturer: Tomio Koyama (Director, Tomio Koyama Gallery)

Fee: Travel expenses

Participants: 11

“The Art Market: Its Structure and Trends”

Lecture about the structure and current state of Japan'’s art market.
August 15 (Sun.) 14:00 - 15:30, Lecture Hall

Lecturer: Shin'ichi Segi (Director, Sogo Bijutsu Kenkyujo)

Free of charge

Participants: 94

s[FUN DAY

A two-day program consisting of a variety of events and free access to
the Permanent Collection Galleries held to encourage those who
normally do not visit the museum to venture inside for the first time.
Dates: May 12 (Sat.) and 13 (Sun.) 9:30 - 17:30, Permanent Collection
Gallery and Forecourt
Programs: a. Biju-tool

b. Gallery talk

. Architecture tour

d. Puzzling Stamp Rally

e.Mystery Printmaking Studio: Seeing, Hearing, Drawing,

Touching

f. Forecourt Concerts

Participants: May 12: 4,153, May 13: 4,217

ulJeno Cherry Blossom Festival

April 7 (Sat.) 14:00 - 15:30, Lecture Hall

“Flowers and Ancient Rome”

Lecturer: Masanori Aoyagi (Director, National Museum of the Western
Art)

Free of charge

Participants: 61

=Program for the Disabled

“Special Viewing Session”

After a 30-minute introductory lecture in the Lecture Hall about the
works on display in the Permanent Collections Galleries, the
participants freely viewed the works in those galleries.

April 14 (Sat.) 14:00 - 16:00
Participants: 100
With Support by: Mitsubishi Corporations, Inc.

s Christmas Program

“Christmas Carols”

From carols sung in churches in the Christmas season to popular songs,

this acapella concert featured a range of festive Christmas songs.

December 18 (Tue.) - 21 (Fri.) 14:00- 14:40 / 16:00 - 16:40

December 22 (Sat.) and 23 (Sun.) 11:40- 12:20 / 15:40 - 16:20

Main Entrance Lobby

Organizer: Yukari Eki, Momoko Okuda, Maki Takashima

Musicians:Noriko Yamashita, Asako Watanabe (sop.), Yuka Watanabe
(alt.), Kohei Ichikawa, Takahiro Omata, Ken Tanaka (ten.),
Naohito Sekiguchi, Jun Saito (b.)

Free of charge

Participants: 1,832

“Enjoying Christmas through Paintings”

After playing with jigsaw puzzles of Madonna and Child paintings,
families looked at those painting in the permanent galleries.

December 22 (Sat.) and 23 (Sun.) 10:00-11:30 / 14:00 - 15:30

Lecture Hall, Permanent Collection Gallery

Free of charge

Participants: 82

2) Programs Related to Special Exhibitions

u] ectures
All 14:00 - 15:30, Lecture Hall, free of charge

A lecture related to the exhibition “Italian Renaissance Prints: from
the Swiss Federal Institute of Technology Zurich”

“ltalian Renaissance Prints as Seen by a Printmaker”

April 21 (Sat.)

Lecturer: Tadayoshi Nakabayashi (Printmaker, Professor Emeritus,
Tokyo University of the Arts)

Participants: 76

A series of lectures related to the exhibition “Parma”
“Correggio’s World: The Scope of Exquisite Beauty”

Lecturer: Noriyuki Kai (Associate Professor, Ibaraki University)
June 16 (Sat.) Participants: 153

“The Crisis of the Renaissance and the Art of Parmigianino”
Lecturer: Midori Wakakuwa (Professor Emeritus, Chiba University)
July 14 (Sat.) Participants: 151

“Lanfranco in Rome: The Legacy of Correggio and the ‘Vision of
Religious Ecstacy™

Lecturer: Yukino Shinbo (Lecturer, Chiba University)

July 28 (Sat.) Participants: 136

“The Cruel Fate of Parma’s Art Works”

Lecturer: Mitsumasa Takanashi (Curator, National Museum of Western
Art)

August 18 (Sat.) Participants: 132

A series of lectures related to the exhibition "Edvard Munch: the
Decorative Projects”

“Today is the Age of Labor': The monumental projects of Munch's late
years”

Lecturer: Gerd Woll (Senior Curator, Munch Museum, Oslo)

October 6 (Sal.) Participants: 79

“The Drama in Paintings, Paintings Amidst Drama: Munch and [bsen”
Lecturer: Mitsuya Mouri (Professor, Seijo University)
November 10 (Sat.) Participants: 98

“The Frieze of Life as Decorative Projects”

Lecturer: Masayuki Tanaka (Associate Professor, Musashino Art
University)

December & (Sat.) Participants: 102




Two lectures related to the exhibition
“Venus of Urbino”

“Florence Museums Association: A Museum at
the Crossroads of Tradition and the Future”
Lecturer: Christina Acidini (Superintendent,

Florence Museums Association)
March 4 (Tue.) Participants: 124

“Reclining Nudes in Ancient Art"

Lecturer: Kyoko Haga (Associate Professor,
Toheoku University)

March 15 (Sat.) Participants: 144

A lecture related to the exhibition “Medieval
Devotion : Photographs of Romanesque Art”

“The World of Romanesque Sculpture”

Lecturer: Koichi Koshi (Professor,
Tokyo University of the Arts)

July 16 (Sat.) Participants: 145

s[nternational Symposium
“Related to the exhibition “Venus of Urbino”

“Erotic Art in the Renaissance: lconography
and Function”

March 29 (Sat.) 10:00 - 18:00

Participants: 141

“The Battle of the Female Nudes: Michelangelo, Leonardo, and Titian”
Jonathan K. Nelson (Syracuse University in Florence)

“The Female Body in 16th Century Yenetian Painting and the Male Gaze:
Titian, Tintoretto and Veronese”

Augusto Genlili (Ca’ Foscari University, Venice) [paper read by other
speaker]

“Tactile Adoration: Correggio and Mario Equicola”
Mitsumasa Takanashi (Curator, National Museum of Western Art)
[paper read by other speaker]

“Transformation of Venus: Nudes, Roses, Rebirth and the Five Senses”
Hidehiro Ikegami (Keisen University)

“Sexual Imagery in Renaissance Art from the Symbolic to the Ohscene”
Bette Talvacchia (University of Connecticut)

“The Erotic Prints of Agostino Carracci”
Marzia Faietti (Department of Prints and Drawings, Uffizi)

“Venus's Efforts to Attract Adonis: The Literary Models for Titian's Venus
and Adonis and its Function as a Celebration of Marriage Painting”
Kiyo Hosono (Graduate School of Keio University)

“Influence of Giovanni Jacopo Cariglio's Erotic Prints on Venetian
Painting”
Michiaki Koshikawa (Associate Professor, Tokyo University of the Arts)

aSlide Talks

Related to the exhibition “Italian Renaissance Prints: from the Swiss
Federal Institute of Technology Zurich”

18:00 - 18:40, Lecture Hall, admission free

April 6 (Fri.), 13 (Fri.), 27 (Fri.)

Speaker: Akiko Kobayashi (Graduate School of Keio University)

Total participants: 95

Related to the exhibition “Parma”

18:00 - 18:40, Lecture Hall, admission free

June 15 (Fri.), 22 (Fri.), July 6 (Fri.), 20 (Fri.), August 3 (Fri.), 17(Fri.)

Speaker: Maria Fukada (Graduate School of Tokyo University
of the Arts)

Total participants: 584

Related to the exhibition “Edvard Munch”
18:00 - 18:40, Lecture Hall, admission free
October 12 (Fri.), November 9 (Fri.), 30 (Fri.), December 14 (Fri.)

Speaker: Ryoko Tsuchiyama (Graduate School of University of Paris IV)
Total participants: 320

Related to the exhibition “Venus of Urbino”

18:00 - 18:40, Lecture Hall, admission free

March 14 (Fri.), 21 (Fri)

Speaker: Akiko Kobavashi (Graduate School of Keio University)
Total participants; 252

=Film
Related to the exhibition “Edvard Munch”
Documentary-style film based on Munch's diaries, reflecting on the

family members that influenced his works, Munch'’s relationships with
women and other themes,

“Edvard Munch”

13:00 - 16:00, Lecture Hall, admission free
October 20 (Sat.), December 1 (Sat.)
Total participants: 318

sConcert
Related to the exhibition “Parma”

“Parma, the Capital of Music: Merlo and Verdi”

This concert focused on Toscanini (born in Parma) and Claudio Merlo

(active in Parma). A possible portrait of Merlo was included in the

exhibition,

June 30 (Wed.) 18:00 - 20:00, Lobby of the Special Exhibition Gallery

Organizer and Lecturer: Keiko Takii (Tokyo University of the Arts)

Assistant: Chiaki Sakai (Tokyo University of the Arts))

Lighting Design: Harbor Light Co.

Musicians: Eriko Wakita (Organ), Asuka Takahashi (Recorder), Masaru
Yoshitake (Piano), Hiroyuki Tsuji (Conductor), Tomoyo
Komura, Mami Kajita, Chisa Tanigaki (Soprano), Ayaka Ono,
Miki Hirai, Chiho Akashi (Alto), Hayato Yamagiwa,
Hidekazu Suzuki (Tenor), Kimihiro Sugaya, Takahiro
Sugiura (Bass)

Tickets: 1,500 yen

Participants: 100

sProgram for the Disabled

Enjoying a Concert Paired with a Special Viewing of the Munch
Exhibition

Continuing on from the charity concerts held by Rio Yamase and others
of Norwegian music performed mainly on the Hardanger Fiddle, this
program included an introduction to the Munch exhibition and a
special viewing of the exhibition.

L




Novemnber 17 (Sat.) 18:00 - 20:00, Lecture Hall

Concert: 18:00 - 18:30

Musicians: Rio Yamase (Violin, Hardanger Fiddle), Ayano Jo (Piano),
Christina Shizuka Yamase (Hardanger Fiddle and Voice)

Slide Talk: 18:30 - 18:45

Viewing: 18:45 - 20:00

Acoustics: Kobayashi Planning

With Support by: Mitsubishi Corporations, Inc.

Total participants: 163 (including those only for the viewing, 40)

3) Family Program

The Family Program is a free program held on the 2nd and 4th Saturdays
of every month, aimed at children aged 6 - 10 and accompanying adults.
Two different programs, “Biju-tool” and “Doyo Bijutsu” (Saturday art
workshop), were conducted by members of the Education Department
staff and Volunteer Stalf members.

=Biju-tool

Biju-tool kit is a viewing aid for novice visitors, specially those families
with children aged 6 to 10. It includes tools and games to help them to
enjoy arl works in the Museum Collection Galleries. Five types of kits
were lent to families this year.

April 14 (Sat.), 28 (Sat.), May 12 (Sal.), 13 (Sun.), 26 (Sat.), August 10
(Fri.), 15 (Wed.), 23 (Thurs.), 30 (Thurs.)

10:00-17:00

Total borrowers: 633

" Doyo Bijutsu (Saturday art workshop)

This program consists of art appreciation in the Museum Collection
Galleries and creative activities in the workshop room. Two programs
were run during this fiscal year.

“Animal Watching at the Museum”

This program focused on a variety of animals depicted in the paintings
at the museum. After looking at some art works in a group, families
looked at other paintings on their own using a handmade card. At the
end, they created their own animals by connecting styrene foams in
various sizes (The same program was repeated 8 times.)

July 14 (Sat.), 28 (Sat.), August 11 (Sat.), 25 (Sat.)

10:30 - 12:30 7 14:00 - 16:00

Total participants: 145

“Let's Play Karuta with Art”

After playing a Karuta game using our permanent collection, families
went to the exhibition room to loak for the paintings depicted in the
museum’s karuta cards. The families created some verses which
matched the paintings they chose. At the end, they shared their own
karuta with others by reading out the verses they made (The same
program will be repeated a total of & times).

March 8 (Sat.), 22 (Sat.) (The rest of the program continued in fiscal
2008.)

10:00 - 11:30 / 14:00 - 15:30

Total participants: 80

4) School Program

sSchool Gallery Talk

This program by reservation only involved group tours of the Museum
Collection Galleries, led primarily by Volunteer Staff members.
Participants:

Under age 6: 22 (1 group)

Family: 4 (1 group)

Primary School (aged 7 to 12): 1,067 (25 groups)

Junior High School (aged 13 to 15): 737 (28 groups)

Over age 16: 483 (25 groups)

Total: 2,313 (80 groups)

uSchool Slide Talk

This program requiring reservations involved Education Department
staff members presenting lectures explaining the works on display in the
Museum Collection Galleries or special exhibitions. These talks were

aimed at large-scale audiences and held in the lecture hall.
Participants:

Primary School (aged 7 to 12): 254 (3 groups)

Junior High School (aged 13 to 15): 853 (7 groups)

Over age 16: 132 (4 groups)

Total: 1,239 (14 groups)

u Museum Visit for Extracurricular Activity

These group visits involved middle school and high school students in
coordination with their Integrated Courses at school. The Education
Staff members guided these groups, and provided information regarding
a curator’s job, art works, and the art museum itself.

Participants:

Junior High School (aged 13 to 15): 73 (13 groups)

Over age 16: 11 (1 group)

Total: 84 (14 groups)

s Teachers’ Program

This program has been designed for elementary, middle school, and
high school teachers and other educational stalf members. The program
includes a brief overview of the exhibition’s contents, discussion of a
few works on display and free entry to the exhibition.

Related to the exhibition “Parma”

June 8 (Fri.) 18:00 - 18:40, Lecture Hall, free of charge

Lecturer: Mitsumasa Takanashi (Curator, National Museum of Western
Art)

Participants: 135

Related to the exhibition “Edvard Munch”

October 19 (Fri.) 18:00 - 18:40, Lecture Hall, free of charge

Lecturer: Masayuki Tanaka (Associate Professor, Musashino Art
University)

Participants: 145

sTeachers’ Summer Seminars

July 30 (Mon.), 10:00 - 16:00, free of charge

After each participant closely viewed two art works, they selected which
work they would like to view with students and presented a talk on that
work. A discussion was then held about the meaning of viewing and
appreciating art works.

Organized with Musashino City Study Group of Primary School and
Junior High School Teachers of Suginami Ward

Participants: 17

July 31 (Tue.) 10:00 - 17:00, free of charge

After carefully looking at two art works the group then broke into small
groups and planned and presented their ideas for school lessons about
art appreciation. A discussion was then held about the meaning of
viewing and appreciating art works.

Organized with Junior High School Teachers of Hino City

Participants: 15

August 27 (Mon.) 9:30 - 17:00, free of charge

After carefully looking at two art works, the participants observed the
gallery talks to the fourth, the fifth and the sixth graders of the Nezu
Primary School to compare their viewing experiences with those of the
pupils. A discussion was then held about the meaning of viewing and
appreciating art works.

Organized with Tozuken, the National Museum of Modern Art and
Museum of Contemporary Art Tokyo.

Participants: 55

5) Volunteer Activities

A Volunteer Program was established at the NMWA in 2004 and began
operating in the latter half of 2004. As of 2006, there were 18 volunteer
staff members, and their activities have centered on Family Program
and School Gallery Talk events, These volunteers also participate in
training sessions held throughout the year in order to acquire the
knowledge and techniques necessary for their activities at the museum.




= Activities

Family Program (See “(3) Family Program”)

Biju-tool: Loan service of the Biju-tool kits.

Doyo Bijutsu: Art appreciation and studio work. Program planning.

School Gallery Talk (See “(4) School Program™)

Miscellaneous

Assisted with the Fun with Collection 2007 “NMWA Detectives” program
(See “Fun with Collection™)

Assisted with some programs and implementation of gallery talks for
adults for “FUN DAY" (May 12 and 13, 2007)

Assisted with creating and implementing the Christmas Program for
farnilies

BTraining and Meetings
June 7 (Thu.) Trial of Doyo Bijuisu program “Animal Watching
at the Museum”

Meeting on gallery talk for “Fun with Collection”
Review of Doyo Bijutsu program and School
Gallery Tallk

Visit to “Midori no Lion” at the Tokyo National
Museum

Regular volunteer meeting on future assignments
Trial of Doyo Bijutsu program “Let’s Play Karuta
with Art”

Meeting for notification of renewal and
acceptance of applications by new volunteers
Lecture on the permanent collection

Hiroya Murakami (Chief Curator, National
Museum of Western Art)

Review of School Gallery Talks: July 3 (Tue.)

June 21 (Thu.)
September 27 (Thu.)

December 13 (Thu.)

February 7 (Thu.)
March 6 (Thu.)

March 27 (Thu.)

6) Internships

As part of ils mission of developing human resources in areas related to
western art and also as a way to further garner and broaden
understanding of the museum’s activities, the museum invites the
participation of interns at the graduate student level and higher. Under
the direction of a stalf member, these interns help with surveys of
museum art works and assist with the planning of exhibition-related and
educational programs, with each intern taking part in hands-on work in
their own specific area of specialization.

[Education]

Interns: Satoko Kanatani, Fuzuki Komi, Jon Hyongin, Taichi Hanabusa

Term: April 1 - Septernber 30, 2007

Supervisors: Yoko Terashima, Atsuko Sakai, Saki Yokoyama

Training Program: 1. Research on improving senior programs and
proposal-making.

2. Assisted with programs related to Fun with

Collection 2007, “The Joy of Seeing and Knowing:
Art History, Art Market and Conservation.” (See
“Fun with Collection™)

[Curatorial]

Intern: Akiko Kobayashi

Term: April 1- September 30, 2007

Supervisor: Shinsuke Watanabe

Training Program: Assisted with the preparation of the exhibition “ltalian
Renaissance Prints.”

Intern: Ryoko Tsuchiyama

Term: August 23, 2007 - January 18, 2008

Supervisor: Hiroya Murakami

Training Program: Assisted with the preparation of the exhibition
“Edvard Munch.”

[Research Library]

Intern: Mio Kubouchi

Term: May 1 - October 31, 2007

Supervisor: Masako Kawaguchi

Training Program: Assisted with assembling resource materials of the
museum and library service.

7) Cooperation with Other Institutions

Off-campus Course for the Tokyo Metropolitan Asuka and Oizumi
Sakura Senior High Schools

Jun 15 (Fri.), July 13 (Fri.), October 12 (Fri.) and some dates from the
programs of Fun with Collection.

Attended programs of Fun with Collection.

Participants: 9

Tokyo Metropolitan Ueno High School Volunteer

July 11 (Wed.), December 10 (Mon.), 14 (Fri.), 21 (Fri.), 22 (Sat.), 23
(Sun.)

Helped with the Christmas program.

Participants: 5

Cooperation with Graduate School of Humanities and Sociology,
University of Tokyo

Term: April 1, 2007 - March 31, 2008

This program sought to deepen the understanding of Cultural Materials
Research specialists in this program and carry out mutual exchange on
research and education.

8) Publications

s[xhibition Brochures
“Parma”

“Edvard Munch”

“Venus of Urbino”

= Junior Passports

Exhibition guide for primary school and junior high school students:
“Parma”

“Edvard Munch”

“Venus of Urbino”

s/Zephyros
NMWA Newsletter, No.31 - No.34

s Qther

Related to Ueno Chernry Blossom Festival
“Spring, Ueno, Cherry Blossom: Collection Works Related to Flowers”

(Yoko Terashima, Saki Yokoyama, Atsuko Sakai)
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Dates: 12 and 13 May 2007

Organizer: National Museum of Western Art
Venue: Museum Collection Galleries (Main Building and New Wing)
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Fun Day 2007 marked the first time this event was held with the entire
museum open free of charge. The Education Department has
conducted school gallery talks and family programs for the past three
years to familiarize audiences with the museum and art works.
Reflecting the results of the previous programs, there has been an
annual increase in the number of schools using the school gallery talk
programs and the number of repeaters in the family programs, all
indicating that the museum has become a familiar resource for diverse
audiences. However, on the other hand, there still remain those who
comment, “It is too high-brow for me,” or “I have the sense that it is a
place | shouldn't visit unless I understand art,” and “Do | have to get
dressed up to visit the museum?” The purpose of the Fun Day was to
invite those who had visited the museum before, along with those who
had such concerns and thus hadn't visited the museum before, to see
what the museum was all about, and what its collections were like. The
Fun Day consisted of a range of programs tied into the art works in the
Permanent Collection Galleries and was an experiment in making the
museum’s permanent collection open free of charge for two days.

On the days themselves, all visitors were given badges rather than
entrance tickets, and cloth tote bags were also distributed. The
following six Let's Enjoy the Museum programs were conducted (same
programs conducted on both days). Basically these programs were
reworkings of the programs used in previous Family Program sessions
and other events. (1) Biju-tools Kits, (2) Gallery Talks (talks on the
permanent collection by volunteer staff) (a) 10:30 - 11:10, (b) 15:00 -
15:40), (3) Architecture Tour (tour introducing the museum’s
architecture, focusing on the Le Corbusier-designed Main Building), (4)
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Puzzling Stamp Rally (a rally in which stamps were collected, as
participants answered the questions about the Permanent Collection
Galleries found on the distributed tote bags), (5) Mystery Printmaking
Studio: Seeing, Hearing, Drawing, Touching (demonstration of the
etching printing process: conducted by members of the Print
Department of Tokyo University of the Arts), and (6) Forecourt Concerts
(Philharmonia Tokyo performed concerts in front of The Gates of Hell).
Blessed with fine weather, a total of approximately 8,300 visitors
came to the museum over the course of the two-day event. Visitor
comments included, “It was a chance to enter the museum | have
always just passed by before,” and “It was a great opportunity to slowly
enjoy the art works.” Visits by those who had previously never entered |

the art museum meant that the aims of the Fun Day were achieved.

[n addition to the museum’s normal Volunteer Staff, a total of 73 |
temporary volunteers helped with the various programs over the course
of the weekend. This was a great success. Indeed, both visitors and
temporary volunteers had a great opportunity to learn about the
museum’s activities and collections.

This was the first experiment of its type, and thus, as could be
expected, there was some confusion with the various programs, but
overall the program’s goal of introducing people to the museum’s
activities and collections was achieved.

[t is our hope to conduct future Fun Days after reflecting on the
problems that occurred this time and making changes to prevent such
problems in the future, (Saki Yokoyama)

Planning: NMWA Education Department

Program Stalf: Risa Nagai, Azusa Otsuka, Yuko Katada, Yuki Miyahara

In cooperation with: Printmaking Department, Tokyo University of the
Arts, and Philharmonia Tokyo
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open museum

Starting in fiscal 2007, the NMWA began its Open Museum project with
the aim of having more people enjoy a more open, accessible museum.
The Seiko Epson Corporation and Epson Sales Japan Corporation have
signed on for a three-year period as the official partners for the new
plan.

Up until now the NMWA has emphasized both the protection of its
important collections and the public presentation of its collections,
reminding visitors that these works can be enjoyed in their own ways.
The Open Museum concept seeks to further develop the open nature of
the museum, creating a museum where more and more people can
encounter art works, while also giving credence to the importance of
the museum’s connections with a diverse array of organizations. For
that purpose, the Open Museum program aimed at individuals, families
and groups has been developed by refining existing programs and
introducing new media into some part of them.

The fiscal 2007 Open Museumn programs consisted of the following:
the Fun Day 2007 program with related educational programs in which
all Permanent Collection Galleries were open free of charge (see details
in other sections of this report, same for all programs listed here); a
Lecture-Concert held in conjunction with the Parma exhibition (June
30th); a smallscale special exhibition “Medieval Devation: Photographs
of Romanesque Art” (June 12 - August 26); a Son et Lumiere program
produced by Motoko Ishii (Kosai Jiku '07 Light from the Museum,
October 30 - November 4); the Open Museum Inaugural Service Days
(September 22 - 24), and Museum Christmas at the NMWA (November
23 - January 6). Other related events included the production of a video
guide shown during open hours by the Main Building Entrance, the
presentation of a large-scale panel on Monet's Waterlilies, and events
held at the Tokyo Midtown and NMWA facilities (held respectively on
March 18- 31, March 25 - 30).

Thanks to the support for this project received from Seiko Epson
Corporation and Epson Sales Japan Corporation, printed matter related
to works in the museumn collections were distributed and existing visitor
services were further enhanced. Each program attracted large numbers
of participants, and overall the programs were very effective in raising
people’s awareness of the museum's collections and activities. Open
Museum programs will be conducted in the future, and further efforts
will be made to make the museum an open museum by having more

and more people participate in these programs. (Saki Yokoyama)
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“Seismic Isolation for The Gate of Hell”

Symposium “Seismic Mitigation for Museum Collections”
[stanbul,Pera and Inan Kirak Foundation Pera Museum

J. Paul Getty Museum colloquium Project, 4th and 5th June, 07
[T—23 a2y 7]

Workshop, Inherent Vice: the Replica and its Implications in
Modern Sculpture
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