ANNUAL BULLETIN OF
THE NATIONAL MUSEUM OF WESTERN ART
April 2005-March 2006






|7 DY RS FEAF i

No. 40

ANNUAL BULLETIN OF
THE NATIONAL MUSEUM OF WESTERN ART
April 2005-March 2006




Contents

FOREWOTE i< s som oo oot smimiimsos vo (o s vk sw s w7 s s sk S S— i A AR N S R A BT
Masanori Aoyagi

New Aquisitions
Paul Ranson, ngfra[fs ........................................................................................................................................
by Akiya Takahashi

Pieter Brueghel the Younger, Winter Landscape ith Bird Trap oo s
by Akira Kofuku

Francesco Botticini, Saint Nicolas and Saints Catherine, Lucy, Margaret and Apollonia -
by Mitsumasa Takanashi

Bonifacio de’ Pitati, called il Bonifacio Veronese,
The Holv Family with Tobias and the Angel, Saint Dorothy, Giovannino, and the Miracle of the Com beyond ..o
by Mitsumasa Takanashi

Attributed to Simon Vouet, Saint CatReriine -+t
by Mitsumasa Takanashi

Jacob Jordaens, Holy Famﬁ}: ....................................................................................................................................
by Akira Kofuku

Gustave Doré, La Siesta, Memory of Spain - i SR S PR
by Akiya Takahashi

Attributed to Adrian Isenbrant, The Madonna and Child Enthroned ...
by Mikinosuke Tanabe

Attributed to Giovanni Antonio Pellegrini, Saint Catherine of Alexandiiq -
by Mitsumasa Takanashi

Exhibitions

Dresden
Spiegel der Welt. Die Staatlichen Kunstsammlungen Dresden in Japan oo
by Naoki Sato

T T o 3 B PP
Various Colored Eyeglasses Part 1: Tell me about how you see
by Yoko Terashima

Chiaroscuro Woodcuts from the Frits Lugt ColleCtion in Paris s
by Shinsuke Watanabe

Auguste ROdIn / EUGEne CarriBre i b
by Mina Oya

Prints and Drawings Exhibitions

Views of ROME: PIFANESI'S VISIOM +ererrerrereorrmmotsieeieeieinieieesneneereaeareoseesns R -
by Mitsumasa Takanashi

by Masayuki Tanaka

RESIOFALION RECONT . o ettt e e et e s 414 e et em e e st e et e e sbeeseenneeneemeennens
by Kimio Kawaguchi

REDOH oh Conservabon: Saence ACTVIHES s s s s i R n ri s s s e SR
by Masahiko Tsukada

The Research Ltbrary ...................................................................................................................................................
by Masako Kawaguchi

Report on Educational Programs -, o TTTOTR R
by Yoko Terashima

LASE OF LUOAMS +rervsrmsssemssvascessossemsssssesssomsssss s ss s s s S8 0 s e
List of New ACqUiSiliOIIS ...............................................................................................................................................
List oof GUES[ Curalors / Sl.d.”s ......................................................................................................................................

Rotuarch Mol o s o ooy a e e o s T VR e S R B S it

34

36

38

40

42

47

49

50

# Japanese to English translation by Martha J. McClintock



Hx

B e L S P P T e A R O 7
CHHIEH ]
B
7?'\‘“1’1/"7'/'4’3’(5)#‘5”)7\) ................................................................................................................................. 9
L A i
EZipi
TFrF AT By T F— (MO AL WA ) L F T BTN =5 BTRO—ZT ) e e 14
(B FiE]
FoFr—Fa-F-E¥—F4, iﬁrlﬁ;,—]—::_7?__§-5.rjlu,-§;._f ........................................................................ 18
(R, PET ALKRME, BROF TRV EEIN)
[P 3LEIE]
SR —TFERAT L 2T R T OEEAFINFE s s D)
[HAET]
-‘v._;jj.gwgf_y;;{gg%gﬁg) ...................................................................................................................... s 25
[ #E]
HaAF— - FLAT LT AL, AR DY i e 27
[EifEIwl
it ) I b T GO bt & oV Wit 3 3 1 e L o S T
[HHA% 2 5]

:/‘3.:7*7-‘/.?‘/]\_:;3-.(\:.yf,.y‘1]-;5:4%@(7[,74}-y]:1)70)%7?9|j§-) ,,,,,,,,,,,,, T 31
[ EEE]

3RS
I‘dl/ Z?V@ﬁ%ﬁ]ﬁﬁ@iﬁt?ﬁa)gﬁ ................................................................................................................ 54
g E ]
Fun with Collection - T i R A R S R S S N e S S R S S S S SRS 36
VBWA A R Part 1— &% O BBz TEsw
(FBIET
FTOAF—O—— R4 2 ATy 2O B ABAFIH] oo 38
Y- N7 b-Tb s a DRI LS
RiSUELE
DA S B VT e omimassssssnd s ks 404 54 0 PR R 3 S N S TR 40
[ E]

ST o
{U_vg)%ﬁﬁ}gﬁ;?\_-yy)iykéL ............................................................................................................... 42
[ AR ]

BERFERE TRV oo e L o e e R R 47
[IFIEZ]

[ 12 ]

RSl P A B EE LT - oveeeremmemsmmsems s emes e cmmssecams o soeeeee ee 50
[ 4]

I e 52
RlIERE S5

ﬁﬁ%ﬂl:ﬁab%tﬁﬂﬁ% e s e e e e s s e G
[RFEsEF]

JFUIAEI 5 -vvvversssssosseneee s 63



Foreword

This Annual Bulletin No. 40 records the activities of the National Museumn of Western Art, Tokyo (NMWA) during fiscal
year 2005, namely from April 1, 2005 through March 31, 2006. The reports cover acquisitions, exhibitions, research,
education, information sciences, and 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 (o form the
Independent Administrative Institution National Art Museum. A five-year ‘mid term plan” was begun that same year. This
fiscal year marks the final fiscal year of that five-year plan, and thus is a defining year under this new administrative
structure. Happily, the evaluation committee of the Ministry of Education and Science related to the conduct of
Independent Administrative Institutions has been generally positive in ils evaluation of the NMWA's activities and the
related issues during this period. The NMWA has striven to the best of its ability to meet the aims and plans of that five-
year period and is aware of its results. In terms of the attendance numbers and the satisfaction rating by visitors to the
museum, the NMWA maintains the highest standard in terms of its art museumn standing, and the staif is fully aware of
several issues that need improvement.

On the other hand, with the end of this five-year “mid-term plan,” several issues related to the structure of the new
Independent Administrative Institution have also been partially clarified. For example, with an increase in attendance
figures there is a corresponding increase in funds raised by the museum. The new system is set up so that if the museum
increases the amount of sell-generated funds in one five-year term, it is expected to realize an increase in the succeeding
five-year term. In this structure, thinking long term, efforts made to increase selfgenerated funds can become, to a certain
degree, a form of selfstrangulation. Further, the current form of independent administrative institutions cannot work with
a systemn, like that of the national university system, in which a basic fund is established and those funds are utilized over
a time period that surpasses that of the mid-term plan. This is because there is not sufficient motivation for the gathering of
donations from the public.

The NMWA plans to reconsider the structure of the museum under the new Independent Administrative Institution
system. In addition, the museum will utilize the operating funds and self-generated funds with the principle aim of
accomplishing the following advancement of operational activities. The first priority will be clarification of the special
features of the NMWA as the only national museum, and the only museumn 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
providing a measuring point in the definition of contemporary culture, which has been defined since the Meiji period
partially in relation to elements of western 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. As part of its efforts to expand its public assets,
an art museurn must purchase art works within its limited available budget, and thus enrich and complete the museum’s
collections. In this respect, the museum must not only buy new art works, the museum must also do strategic buying that
considers the collection’s context and its unity. Further, operations must be continually improved in order to ensure the
safety and wellbeing of the museum’s facilities so that they may be utilized in the long term.

In terms of the museum'’s public service role, the museum must be creative in its utilization of ways to enrich various
activities so that museum visitors are stimulated both intellectually and emotionally by their encounters with art in the
museum. This means an increased realization of public service activities, not only the thorough display of permanent
collections and special exhibitions, but also an active effort in terms of the provision of materials related to the
background and context of the art works displayed. In order to realize such improvements, there must be a clarification of
the aims and effects of projects through the categorization of exhibitions and other projects into “leading, pioneering and
avantgarde types.” For example, in the case of exhibitions, those exhibitions that are planned under the goal of further
heightening an already established evaluation of an artist should be considered leadership roles, while those which
provide experimental introductions to artists or periods whose ratings have not yet been fully set can be considered
pioneering, and those which display subjects whose evaluation has the potential of being determined can be considered
avantgarde. A combination of these three types of exhibitions will help contribute to the understanding of the relationship
between the various cultures of the world and increase viewer's appreciation of western arts. Further, efforts will be made
to increase interest in the museum in school children and those who have not previously visited the museum.

There is thus a need for research and studies on how to effectively realize the accomplishment of these public asset
and public service goals. In this regard the museum plans to further improve and assure such studies in the museum’s role
as a national center. The NMWA must not simply aim to increase the number of visitors to the museum; the museumn also
plans to work on goals regarding how to increase visitor satisfaction and encourage return visits, and how to stimulate the
visitor's senses and intellect so that such stimulus has a meaningful effect on their future activities.

March 2007

Masanori Aoyagi
Livector-Generad, Natioral Musewm of Western An, Takyo
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New Acquisitions

F— 520 [1861-1909]
(¥Xy1)AY
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150 x 70 cm

i FIoH %250 P Ranson 99,

Paul Ranson [1861-1909]
Digitalis

1899

Délrempe on canvas

150 %70 em

Signed and dated at lower right: . Ransan 99,
P.2005-1

S ME Provenance: Sale Paris, Drouot, 7 June 1909, Mes. Lair et Dubreuil, sale
posthumne de Paul Ranson, n.0.66, titre Les Digitales, 80frs.; sale Enghien, hotel des
ventes, 25 October 1987, Digitales ou Jeune femme dans un jardin; New Yark,
collection Barry Friedman, 1987; Nantes, Galerie Armonie, 198%; sale Lomdon,
Christie's 3 April 1990, Impressionist and Modem Paintings and Sculptures, no.289 a,
p.79; Paris, Galerie Ergastere,

MEE 2 Exhibition: 1901, Pars, Grand Palais, Exposition de la Société nationafe
des Beaux-Arts. 10,319 (Carton de tapisserie); 1967, Munich, Galleria del Levante,
Faul Runison, premiére rétrospective, nod (Femme aux fleurs); Ohio, Dayton Institute
of Art, The Lines of Art nouveau, no.14; Tokyo, Niigata, Osaka, Gauguin et les Nabis,
no.36; 1997-98, Saint-Germain-en Laye, Musée départemental Maurice Denis, Paul
Elie Ranson, n0.95

WL Literature: G M. Jacques, “Petits appartements”, in L'Art Décoratif, 1901; Agnes
Humbert, Les Nabis et lewrs époque, 1888-1800, Genéve, 1954, p.91; Renato Barilli, #
simbolismo della pittira francese del ottocento, Milan, 1967, no.36, p.62; Phillipe
lulian, Dreamers of Decadence, Paris, 1969, p.206; George L, Mauner, The Nabis and
their History and their Art, 1888-1896, New York, 1978, fig. 115; Francine Lévy-
Gormezana, Paul Elie Ranson, Oeuwres textiles el panneaux décoratifs, 1892-99,
Paris, Université Paris X-Nanterre, Maitrise d'Histoire de I'art, 1992,
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This work can be considered one of Ranson’s major works, and was
originally known as a "cartoon study for a tapestry.” However, a tapestry
corresponding to this work was never made. After this work appeared in
the auction of items from Ranson's studio in 19089, it disappeared from
the marketplace and has only resurfaced in several auctions and
exhibitions in recent years.

A woman stands surrounded by trees and plants in a forest. The tall
canvas and extremely decorative rendering of the composition fully
convey Ranson's position as a Nabi school painter. The four sides of the
canvas are bordered by decorative framing like that seen on tapestries,
and this could be the major reason why this work by Ranson was
considered a tapestry study work. However, it is hard to determine
whether making a study work was the original motive for creating the
work, or whether he was simply copying a tapestry compositional
device.

In the foreground a plant with reddish purple bell-shaped blossoms,
the digitalis or foxglove, is shown in largescale. The leaves of this plant
have long been used [or medicinal purposes and are known as a heart
tonic, Here the plant grows in luxurious abundance, fully expressing the
decorative spirit of the Nabi school. On the one hand, there is frequent
use in this work of both flat planes and curved lines, both formal effects
learned during Ranson’s study of medieval and Japanese decorative
arts, while on the other hand, the work has a symbolically metaphoric
meaning, derived from the fin-de-siecle symbolism of the day. The
woman in the picture smells the scent of the blossoms, and the mystery
of conception and propagation are linked to the chain of life and
fertility embodied by the woman herself.

In 1895, Ranson was responsible for a set of seven wall paintings to



decorate the dining room of the Maison de I'Art Nouveau, Siegfried
Bing’s shop on the rue de Provence in Paris. One of the large works of
this set, Seven Women Harvesting Grain (134 x 195 cm), entered the
collection of the Niigata Prefectural Museum of Modern Art in 1992.
Ranson also created stained glass and tapestries for Bing's projects, This
decorative cycle marked Ranson'’s increased attention to the decorative
arts, particularly tapestries, and he competed with his friends Maillol
and Ripple-Ronal on the creation of tapestries for various decorative
schemes. In spite of this trend, only about 10 of the tapestries actually
created by Ranson remain extant, and the majority of his tapestries are

10

known only in their cartoon stage. This work may be an example of one
such unrealized tapestry.

One of the focal points of the NMWA collection lies in L'Ecole de
Pont-Aven and Nabi school artists, as seen in the museum's holdings of
works by Gauguin, Emile Bernard, Bonnard, and Denis. This work had
also been on deposit in the museum for a two vear period, and during
that time has been on display in the Permanent Collection Galleries,
where it has ably revealed its harmony with the museum’s collection.
This work will surely hold a central place in our museum’s late 19th

century collection. (Akiya Takahashi)
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40.6 % 56.8 ¢cm

Pieter Brueghel the Younger [1564-1638]
Winter Landscape with Bird Trap
Oil on panel

40.6 % 56.8 cm
P.2005-2

At Provenance: Ex-Matsukata Collection (from 19205 ta 7); Sotheby's: Old
Master Paintings, New York, 27 May 2004, no.20; De Jonckheere Gallery,
Paris/Bruxelles.
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1) FER T RGR ) 2 — 5L A 1 R TE L 2006 E8 H2AR 2 .
2) Klaus Ertz, Pieter Brueghel der Jungere: Die Gemidilde, Cologne, 1979,

PR.5T5-587. F/2 KABIA L, Brueghel Enterprises, Maastricht/Brussels,
2001/02, pp.160-172,

3) Georges Marlier, Pierre Brueghel le Jeune, Bruxellss, 1969, p.243.

4) ERRLH Y- ADd —riardyad |l ZEhil, H o TEEFEiLdd
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FRLOHEBRE 2B E,
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FER[RHE | TRAGH 7 ) F A b - BT - 77 > MEm i |
G 71 A b > S5 198947, pp.13-15.

This painting by Pieter Brueghel the Younger boasts one of the best
known compositions in Flemish landscape painting, and contributes
greatly to the breadth and depth of the NMWA's collection of Dutch and
Flemish paintings. Of further special note is the fact that this painting
has ex-Matsukata Collection provenance, and thus is a particularly
appropriate acquisition for the NMWA, 1

This composition proved particularly popular at the time, and Klaus
Ertz, the author of the Brueghel the Younger catalogue raisonné, has
confirmed some 127 extant variations on this basic composition.® Of
those 127 works, Ertz states that 45 are by Brueghel the Younger, a
further 51 have questionable attribution to Brueghel the Younger, and
31 works are by other artists. [n any event, clearly this large number of
works with the same basic composition all originated in the studio of
Brueghel the Younger, and even on the works of the highest quality, it
can be considered that the master's students were involved in some
aspects of the paintings.

It has long been presumed that the source work from which this
massive number of variations was created is the farmous painting dated
to 1565 in the collection of the Royal Museum of Belgium in Brussels. In
other words, Brueghel the Younger used a work by his father, Brueghel
the Elder, as his model. However, Grossman and Gliick have expressed
some reservations about the attribution of the Brussels work, and in
recent years Ertz has presented the compelling argument that a lost
original by Jan Brueghel the Elder, influenced by the depiction of the
middle ground in Bruegel the Elder's Hunters in the Snow formed the
madel for the many versions. On the other hand, it is difficult to say that
Ertz's theory presents a definitive argument on how to account for and
interpret the 1565 work in Brussels, and thus, at this point his argument
must be considered only one of several possible solutions.

This composition shows a wintry scene in a rural Flemish village, with
a frozen river taking up the left hall of the composition. Skaters and
others enjoy the icy surface. The village that spreads out from both
banks of the river is thickly covered with snow, and a bird trap can be
seen, placed at the base of a large tree on the small hillock on the right.



Several scholars have indicated the connection between this subject
and a print by Frans Huys based on a preparatory drawing by Bruegel
the Elder. The print in question is Skating Before the St. George's Gate.
This print is inscribed with the phrase “LVBRICITAS VITAE HVMANAE®
[The slipperiness of human life], thus suggesting that the scene is not
simply an everyday depiction of people enjoying ice-skating. Indeed,
the print may imply that the people enjoying skating on the ice share the
same fale as the birds intended as the victims of the trap. Marlier has
indicated that the village depicted is Sint Anna-Pede in Brabant.»

The many variations of this composition have essentially the same
basic elements and dilferences are limited to the detailed areas only.
The majority of these versions are panel paintings, though some are
paintings on canvas or copper. Two versions, one today in a private
collection and one in the Mayer van den Bergh Museum have an added
small depiction of the Flight into Egypt motif. The variations include
both signed and dated works, and among those without such features,
the presence or lack of signature and date does not seem lo be directly
related to the qualily of the work itself. For example, the Mayer van den
Bergh version with the Flight into Egypt motif is unsigned, and yet Ertz
numbers this work as one of the best examples of the composition. The
NMWA work is also without signature or date, but information has been
received that in the past the signature and date were attached to the
frame in an inscription cartouche, and this issue remains a question for
future study.® While this work is not included in Ertz's catalogue, it is
unguestionably included in the 45 works categorized by Eriz as being
by Brueghel the Younger. It can be considered one of the higher quality
waorks in that group.

The following six examples of Winter Scene with Bird Trap have
signatures and dates by Brueghel the Younger:

. 1601 Kunsthistorisches Museum Vienna |Ertz-cat, 682]
. 1604 Swiss private collection [Ertz-cat. 683]

- 1616(7) National Museum of Romania [Ertz-cat. 684)

. 1622 Work sold in a London auction [Ertz-cat. 685]

. 1625 Work sold in a Berlin auction [Ertz-cat. 686]

. 1626 Belgian private collection [Ertz-cat. 687]

o 1 B e R R

Further, a work signed “G(7) VAN HOET F 16(4 BRVGEL INVENTOR” is
today in a Dulch private collection. Nothing is known about the painter
“Van Hoet," but it is fascinating that this inscription names Bruegel the
Elder as the creator of the original composition. The fact that for more
than twenty years Brueghel the Younger and the painters in his circle
created copies of the Winter Scene with Bird Trap image, the question of
who created the original source work, and issues related to the details of
the copying methods all remain as questions for future research.

On another topic, this painting was formerly in the Matsukata
Collection. Only fragmentary records exist about the Old Master works
in the former Matsukata Collection, and with the exception of the
Rembrandt (or Dou?) work today in the Bridgestone Museumn of Art,
none of the better Old Master works from the Matsukata Collection are
known today.

Given such circumstances, the addition of this work to the NMWA
collection is particularly meaningful in terms of our understanding of
the breadth and definition of the original Matsukata Collection. It is
unclear when Matsukata purchased this work, but it was displayed in
the 4th exhibition of European Paintings from the Matsukata Collection
held in 1931, and it was not displayed in the 1922 Famous Western
Paintings exhibition that included the Bridgestone’s Rembrandt (or
Dou?) work. Thus it can be inferred that the work was purchased
sometime in the late 192055 OF the six benchmark works listed above,
the fifth work has completely disappeared and its whereabouts are not
known today. Given that records state that the NMWA work was
originally fitted with a date and signature, and the fact that their
measurements are almost exactly the same, it could be that the NMWA
is the now missing fifth work, The [ifth work was sold at a Berlin auction
in 1925, a date which accords with the period in which Matsukata is

thought to have bought his painting. This issue must await further
research. The back of the NMWA work has a labe! indicating that it was
exhibited in the 18957 exhibition of Matsukata collection works held at
Shirokiya. The whereabouts of the painting after that 1957 exhibition are
unknown until it was sold at Sotheby’s New York in 2004. The condition
of the painting is good, and while there were a few horizontal cracks in
the area connecting the bird trap and the adjoining large tree trunk, that

damage was repaired after the auction. (Akira Kofuku)

Notes

1) Akira Kofuku, “Brueghel Returns Home" [in Japanese |, the Yomiuri Shimbun,
24 August 2006, issue.

2) Klaus Ertz, Pieter Brueghel der Jingere: Die Gemalde, Cologne, 1979,
pp.575-587.
See also, Brueghel Enterprises, Maastricht/Brussels, 2001-2002, pp.160-
172.

3) Georges Marlier, Pierre Brueghel le Jeune, Bruxelles, 1969, p.243.

4) The above-mentioned Sotheby’s auction catalogue notes that originally
an inscription cartouche with signature and date was attached to the
picture’s frame, but the picture plane today lacks all traces of such an
inscription.

5) See the following regarding the provenance of the Bridgestone's
Rembrandt (Dou?) painting. Omori Tatsuji, “The Provenance", in The
Report of the Painting by Rembrandt in the Bridgestone Museum, The
Ishibashi Foundation, 1989, pp.13-15.
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# ¢ Provenance: Charles Butler, London; His sale, London, Christie’s, 25 May
1911, 10t.77, bought by Wallis as by Cosimo Rosselli; With A. H. Buttery, London,
1917, William H. Woodward, London, by 1931; His sale, New York, Sotheby's Parke
Bernet, 15 November 1945, lot.28; Weisl Collection, New York: Anonymous sale,
London, Sotheby's. 8 April 1987, lot.3 as “altributed to Francesco Bollicini";
Sotheby's London, 3July 1991, lobY; Private Collection, Japan.

UM Literature: B. Berenson, Florentine Painters of the Renaissance, 1909, p.120 as by
Francesco Botticini; R, van Marle, The Development of the ltalian Schools of Painting,
vol X, 1929, p614; vol XU, 1931, p418; vol XVI, 1937, p.203 as by Cosimo Rosselli; B.
Berenson, Quadn senza casa- Il Quattracento forentino NI, "Dedala™, vol X1, 1932,

pp-821, 824 (illust.) as by Master of San Miniato; B. Berenson, ltalian Pictures of the
Renaissance: Floreatine School, voll, Londan, 1963, p.146, fig. 1033, as by Master of
San Miniato; L. Bellosi, Inforno ad Andrea del Castagne, "Paragone”. Anno XVIII,
n.211/31-settembre, 1967, pp.14-15, as by Francesco Botticini; M. Boskovits, Una
scheda e qualche suggerimenio per un catalogo del dipini af Tatti, *Antichita Viva”,
anno XIV n.2, 1975, pp.17-19, tig.16, as by Francesco Botticini; A. Padoa Rizzo, Per
Francesco Botticini, "Antichita Viva", Anno XV 0.5, 1976, pp.3-19, Tig.6, as by
Francesco Botticini; G. Dalli Regoli, ff “"Maestro oi San Miniato”. Lo stato deglf studi, §
problemt, le risposie della filologia, Pisa 1988, pp.22, 110, nota 5, 118; L. Venturini,
Francesco Bolticini, Firenze, 1994, pp.26-27, 99, no 1, fig.1, as by Francescao Botticini.
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Bernard Berenson, Flarentine Painters of the Renaissance, 1909, p.120;
Bernard Berenson, Quadii senza casa- Il Quattrocento forentino HI,
“Dedalo”, vol.XIL, 1932, pp.821, 824 (illust.); B. Berenson, ftalian Pictures
of the Renaissance: Florentine School, voll, London, 1963, p.146, fig.1053.
cir. Jl ‘Maestro di Sart Minfato”: fo stato degli studi, 1 problemi, le risposte
della filologia, a cura di Gigetta Dalli Regoli, Pisa, 1988, pp.22, 110, n.5.

2) Raimond van Marle, The Development of the ltalian Schools of Painting,
vol.XI, 1929, p.614; vol.XIII, 1931, p.418; vol XVI, 1937, p.203.

Federica Zeri, Due dipinti, la filologia e un nome: il Maestro delle Tavole
Barberind, Milano 1961; Everette Fahy, Some Early ltalian Pictures in the
Gambier-Pany Collection, “The Burlington Magazine”, vol.CIX 768, 1967,
pp.128-139; Luciane Bellosi, Intorno ad Andrea del Castagno,
“Paragone”, Anno XVIII, n.211/31-settembre, 1967, pp.14-15; Anna Padoa
Rizzo, Per Francesco Botticini, "Antichita Viva", Anno XV n.5, 1976, pp.3-
19; id, voce "Botticini, Francesca”, in Dizionario biografico degli italiani,
vol XI1, 1971, pp.453-455.

Lisa Venturini, Francesco Botticing, Firenze, 1994, pp.206-27, 99, no.1.
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a cura di Gactano Milanesi, Firenze, 1906, 111,

o

Giorgio Vasarl, Le vite...,



pp.322-323.

6) Anna Padoa Rizzo, Per Francesco Botticini, “*Antichita Viva", Anno XV n.5,
1976, pp.8: id, "Botticini, Francesco”, cit., p.454.

7] Luciano Bellosi, op.cit,, pp.14-15; Padoa Rizzo, op.cit., 1976, pp.5-6.

o

L. Venturini, op.cit., p.27.

9) FEHEVBEMLA74Lr 72 BIUHLOERMT A I FoMY,
Ferdinando Leopolda Del Migliore, Firenze citta nobilissima illustreata,
Firenze, 1684; Giuseppe Richa, Notizie istoriche delle chiese fiorentine,
voll.X, Firenze, 1754-62; Vincenzo Follini & Modesto Rastrelli, Firenze
antica e moderna ilustrata, Firenze, 1789-1802; Francesco Fontani,
Viaggio pittorico della Toscana, voll.V], Firenze, 1827; Walter & Elisabeth
Paatz, Die Kivchen von Florenz, in voll.VI, Frankfurt am Main, 1952-55.

10) Miklos Boskovits, Una scheda e qualche suggerimento per un catalogo dei
dipinti ai Tatti, *Antichita Viva”, anno XIV 1.2, 1975, pp.17-19, fig. 16,

The identity and corpus of the painter of this work, Francesco Botticini,
was finally recognized in the late 1970s, and research on the artist
continues to increase. Early 20th century research revealed how
researchers were confused about the situation in stylistic forms of
Florentine painting during the 1470s. Such conditions led to various
attributions being given to this painting over the course of its history. For
example, Berenson briefly attributed this work to Botticini (1909, but
then later (1932) attributed it to the Maestro di San Miniato, an artist
whose style was closely related to that of Botticini.”? On the other hand,
Van Marle has consistently asserted that the work is by Cosimo
Rosselli.?) According to other theories, such as those of Everette Fahy
and Luciana Bellosi, this work, along with a range of waorks that have
been attributed to other artists, should be grouped and all be attributed
lo a single arlist. The other artists in that group include Maestro di San
Miniato, Frederico Zeri's conjured Maestro della predelia di Berenson-
Colonna, and the artist of the altarpiece dated to 1471 in the Musée
Jacquemart-André. Based on this theory of the grouping of diverse
works and attributing them to a single hand, Padoa Rizzo named
Francesco Botticini as the painter of the group, and considered this
painting ane of the few extant works by Botticini.¥ The only full
monograph on Botticini, by Venturini, positions this work as one of the
extremely important works of his early period

Unfortunately, the original panel support for this work has been lost
and it was transferred to a veneer panel. Nevertheless, the condition of
the work is fairly good and the faces of the figures and the garment
areas are almost completely intact. Vertically, there are [ive areas where
traces of repair mark the seams and cracks that existed in the earlier
panel support. and there are also sections of repainting in the lower
edge. With these few exceptions, no major damage can be discerned.
and the work is in relatively good condition for a panel painting of its
period. Thus, with the exceplion of the original panel, this work appears
to have been carefully maintained over its lifetime. It can only be
conjecture, but based on comparisons between the painting's current
state and its image seen in an old photograph taken when the work was
under the care of Berenson (Harvard University Center for Italian
Renaissance Studies, Villa i Tatti), it seems likely that the restoration was
carried out before it was put up for auction when it left the Weisl
Collection.

Francesco Botticini was born in Florence in 1446, and at the age of 13
in 1459, he entered the studio of Neri di Bicci. He began full work as a
painter around the latter half of the 1460s. Of the works considered to
be his standard examples. only two are signed and dated. These works
are the Madonna in trono col Bambino e [ quattro santi (dated 1471,
Musée Jacquemart-André), and Tabernacle of the Sacrament in
Collegiata di 5. Andrea in Empoli. today in the Museo della Collegiata di
S. Andrea. The latter work was based on a commission received from
the compagnia di SanU’Andrea of Empoli in 1484, and was lefl
unfinished at Botticini's death in 1498. In 1504, Botticini's son Rafaello

confusion regarding Francesco Botticini's oeuvre lies in the fact that in
his Lives of the Artists, Vasari mixed up the works of Botticini with those
of Botticelli in his discussion of Botticelli. However, according to Vasari,
Botticelli and Botticini studied painting in essentially the same artistic
environment and were aclive in essentially the same period, and thus it
is understandable that their styles could be confused from a relatively
early point in history.”

Francesco Botticini's oeuvre ably reflects the art historical
movements of Florence from the 1460s through the 1480s. The early
works dated prior to 1471 clearly reveal the marked influence of
Antonio del Pollaiuolo (particularly his altarpiece for the Cappella del
cardinale i Portogallo, chiesa di San Miniato al Monte dated to 1467),
and the work of Verrocchio. However, the 1471 altarpiece today in the
Musée Jacquemart-André marks the beginning of decorative
compositions and figurative vocabulary seen in a series of “virtues”
works commissioned by the Arte della Mercatanzia in Florence from
Botticelli, Verrocchio and others. On the other hand, the important and
long debated work, Tre Archangeli con Tobia in the Uffizi Gallery, was,
according to Padoa Rizzo, painted in ca. 1470-73, immediately after the
1471 altarpiece.’) On the other hand, Bellosi has already indicated the
stylistic resemblance between this work and the Santa Monica da la
regola alle monache agostiniane in the Chiesa di Santo Spirito. Here the
background reveals a lirm architectural structure in which the overly
decorative quality seen in Santa Monica has been subdued, and in
which the figures have been arranged in an intentionally symmetrical
and balanced order. These [actors all indicale that the work should be
dated no later than 1471, and most likely somewhere between
Pollaiuolo's 1467 altarpiece and the Jacquemart altarpiece dated to
1471.7 Further, the Berenson-Colonna predella, which is extremely
close to this work stylistically, should also be placed in that time frame.

According to Venturini’s comments, there is absolutely no
information regarding the original disposition of this work.®) As has been
noted above, in the 16th century there was confusion regarding the
styles of Botticelli and Botticini, and there are almost no documents,
including notes regarding art works dated after the end of the 16th
century, which include Botticini's name. Further, as far as could be
determined by the author through a careful analysis of old guides to
Florence. including that of Guiseppe Richa, those guides unfortunately
do not include mention of this work.” This painting was listed in the
1785 inventory that accompanied the disbanding of the company
formed by Pietro Leopoldo, Grand duke of Tuscany, and is related to
the dispersal of art works held by church organizations by Napoleon in
1808. Presumably, prior to that time the work was in some church
facility. It also could be the case that during that period the original
authorship was forgotten, and the work may have been recognized at
that time as being by a different hand. However, in spite of a
comprehensive search of the relevant documents in the Archivo di Stato
di Firenze, there is no evidence of the original disposition of this work.
Further, a study of the Richiesta di esportatzione nelle Archivio storico
delle Galleria degli Ulfizi, the register of permissions to export works that
were under the control of the Florentine art bureaucracy dating from
the early 19th century Napoleonic rule to the beginning of the 20th
century, reveals no record of a work that corresponds to this painting.
As Botticini was also active in the Val d'’Amo and Val d’Elsa regions
outside of Florence, while difficult, a further search of documents in
these areas is essential.

This work, a painting by an artist that can by no means be considered
a great master, reveals a glimpse of the art movements in Florence
during the 1460s ta 1470s. In terms of art history, this work can be
considered important given the influence it reveals from the Pala di
Santa Lucia de'Medagnoli by Domenico Veneziano!™ and other
influence by artists such as Andrea del Castagno, Pollaiuolo, Verocchio
and Botticelli.

(Mitsumasa Takanashi)
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Bonifacio de’ Pitati, called il Bonifacio Veronese
[Verona, ca.1487 - Venezia, 1553

The Holy Farnily with Tobias and the Angel, Saint Dorothy,
Giovannino, and the Miracle of the Corn beyond

Oil on canvas

114.5 % 152.5.cm
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May 1928, lot 63, as Paris Bordone (1200gns. to Savile Galleries); Anon, Sale,
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Christie’s, London, 10 July 1987, lot 108 as Attributed to Bonilacio de' Pitati; Sale,
Christie's, London, 31 May 1991, lot 37; Private collection, Japan.
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Simenetta Simonetti, Profilo di Bonifacio de’ Pitati, *Saggi e memorie di
storia dell'arte”, vol.15, 198G, pp.83-134.

2} Simonetti, op.cit., pp.86, 89.

3) Gustav Ludwig, Bonifazio di Pitati da Verona, eine archivalische
Untersuchung, “Jahrbuch der Koniglich Preussischen Kunstsammlungen”,
1901, XXII, pp.61-78, 180-200; XXIII, pp.36-66.

4) Simonetti, op.cit., p.86G



5) Carlo Ridolfi, Vita di Bonifacio Veronese, in Le meraviglie dell'arte ovvero
vite dei pittori veneti e dello stato (1648), a cura di G. Vedova, Padoua, 2
voll,, 1835-1837, II, p.128.

6) Anon. Sale, Christie’s, Londen, 10 July 1987, lot 108 as Attributed to
Bonifacio de' Pitati; Sale, Christie’s, London, 31 May 1991, lot 37.

7). Ridolfi, op.cit., |, p.179; Crow & Cavalcaselle, A History of Painting in North
Italy, London, 1871, 11, p.491; id., A History of Painting in North ltaly, 2nd
ed., Tancred Borenius (ed.), 3 voll., London, 1912, vol.Ill, p.386

8) Philip Rylands, Palma il Vecchio: I'opera completa, Milano, 1988, p.296,
AG9: id, Palma Vecchio, Cambridge-New York, 1992, p.306.

9) Luisa Vertova, Profilo di Antonio Palma, *Antichita Viva™, anno XXIV n.5-
6, 1985, pp.21-32.

10) Giordana Canova, Paris Bordon, con prefazione di R. Pallucchini,
Venezia, 1964, p.116.

11) Simonetti, nos. 20, 36.

12) Simonetti, no.25.

13) Simonetti, no.37.

14) Simonetti, no.38.

15) Simonetti, no.35: Pinacoteca di Brera, scuola veneta, Milano, 1990,
pp.70-71, no.32.

16) Simonetti, no.A24.

17) Sotheby's, Old Master Paintings and Drawings: Important Old Master
Paintings, Auction Catalogue, 15 January 1993, New York, lot.10.

18} Simonetti, nos.62, 63.

19) Franz Wickhott, Aus der Werkstatt Bonifazios,*Jahrbuch der
kunsthistorischen Sammlungen des allerhdehsten Kaiserhauses”,
vol XXIV, 1903, pp.87-104; Vertava, op.cit., pp.21-22.

Information on the artist of this work, Bonifacio de' Pitati, known as il
Bonilacio Veronese, was in an extremely confused state until the
second half of the 20th century. Because Vasari mistakenly mentioned
this artist as “Bonifazio pittore viniziano,” for a long time he was known
as Bonifazio Veronese. Westphal wrote the first monograph on the artist,
and later, Simonetti's 1986 publication clarified Bonifacio's identity and
corpus and organized the disarray of information about him."”
According to Simonetti, Bonifacio was born in Verona ca. 1487 and
died in Venice in 1553.2) However, up through the 19th century it was
thought that there had been three different artists named Bonifacio and
born in Verona, and there was confused analysis about their respective
painting styles and periods of creation. In 1901 Gustav Ludwig organized
the documentary evidence available, and clarified that Bonifacio was
related to the de’ Pitali family known to have been active in Verona
from the 15th century onwards. This discovery formed the image we
have of Bonifacio today.?)

Bonifacio studied painting under his father Marco, who was a painter
in Verona at the time, and is thought to have moved to Venice with his
family around 15059 The first record of Bonifacio's name in Venice
occurred in 1528, and it seems that he was already known as a painter
by that date. Bonifacio's main work was created in 1533, the Madonna
dei Sartori. The style of this work is similar to that of Palma il Vecchio,
and it has been posited that Bonifacio may have studied in Palma’s
studio after his arrival in Venice. Further, Bonifacio is known to have
had close interactions with the painters active in Venice at the time,
such as Titian, Lorenzo Lotto, Jacopo Bassarno, and the humanist Pietro
Aretino. In particular, it is known that Bassano studied under Bonifacio
from the end of the 1520s through the 153055

During the latter half of the 1520s and the 1530s, Bonifacio received
commissions from the Palazzo dei Camerlenghi, the center ol political
power in Venice, and in 1538 from the committee of ten. He turned
away from large commissions in the 1540s and died on October 19,
1553.

The provenance for the NMWA work is not completely known. An
owner's name "F. R. West" is written in pencil in the center left edge of a
lining canvas, and the famous Major Cornwallis West inherited this work
from F. R. West, However, since it was auctioned in 1928, the work has
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been through the art market several times. One wax seal remaining on
the back depicts an eagle head with a crown.

The work is in good condition overall. The original canvas has been
backed with linen backing attached with a water-based glue. There is
some retouching visible in the painting, but the special colors used by
the mid 16th century Venetian school remain in splendid form.

This painting was attributed to Paris Bordon in 1928 when it went on
sale and it was only after 1981 that the work was connected with
Bonifacio. In 1981 the work was described as by Bonifacio’s hand, and
then in 1987 the artist was listed as “Attributed to Benifacio.”

However, as noted above, there was considerable confusion about
Bonifacio's biography and veuvre until the early 20th century. Thus
stylistic analysis has led to a confusion of attributions, with works
variously attributed to Bonifacio, Palma il Vecchio, and Paris Bordon. In
fact, the confusion between the styles of Bonifacio and Palma was
already apparent in the 17th century. A work consistently attributed to
Palma alter Ridolfi's comments, the Holy Family with St. Mary
Magdalene and Catherine of Alexandria in the chiesa di Santa Stefano
was finally mentioned as Bonifacio's works in 1871.7) Later many
researchers discerned the connection between Bonifacio and his studio
and various Venetian works.®’ Thus it is not at all strange that this work
was attributed to Paris Bordon in 1928, when Bonitacio's style had yet to
be fully confirmed. Further, Palma il Vecchio's influence is striking in
Bonilacia's works from the 1530s, in particular, the plump-faced
Madonnas in his Madonna and Child paintings largely refer back to
Palma. The image of St. Dorothy in the NMWA work and that of St.
Catherine in the Venice painting are slrikingly similar. On the other
hand, there are some works that are thought to be by Bonifacio, but
date from after 1333, i.e. alter his death. Also, Bonifacio influenced Paris
Bordon's early works. As a result, attributions are still debated between
Palma il Vecchio, Bonifacio, and Antonio Palma.”’ However the face of
the Madonna in the NMWA work has thin lips and a relatively narrow
jaw, thus revealing that by the time of this NMWA painting Bonifacio
had already freed himself from the strong formal influence of Palma il
Vecchio. On the other hand, the form of the infant John the Baptist is
the same as the form of the cupid seen in the Mars Taking Cupid's Bow
(1550-60) by Paris Bordon in the Vienna Kunsthistorishes Museum. !

In addition, a specific set of shared features can be noted between
the NMWA work and a series of works by Bonifacio. Clearly the
Madonna, Infant Christ and St. Dorothy are standardized forms from
Bonifacio's formal vocabulary. For example, Dorothy recalls the side
view of the praving woman in the right foreground of the Predicazione di
Sant'Antonio da Padova, in the Santuario della Noce in Camposanpiero
thought to have been made ca. 1537. Further, the figures of Joseph and
the Madonna resemble those seen in the Madonna and Child with Saints
Barbara and Omobano, signed and dated to 1533 in the Gallerie
dell’Accademia, Venice. ' The NMWA Madonna also resembles a
reversed image of the Madonna in the Madonna and Child in Glory with
Sis. Abbot Mauro and Agnes (1533-35) in the chiesa dell'lmmacolata in
Padova.'¥ The infant St. John the Baptist is a reversed image of the
central infant in the Caduta della manna e delle cotumnici (Fondazione
Giorgio Cini, 1539-40), and the same form as the Cupid in Paris
Bordon's Mars Takes Cupid's Bow (1550-60) mentioned above.!®
Tobias also resembles the kneeling youth to the left of Christ in the
Mulitiplicazione dei pani e des pesci (1539-40), also in the Fondazione
Giorgio Cini.'" The particular facial features of the Infant Christ
resemble those of the child on the far left in the Cena in Emmaus in the
Pinacoreca di Brera, Milan, thought to have been painted in 1535-36.'%

Neither Westphal nor Simonetti mention this work in particular, and
it is possible that its existence was not known at the time. However,
Simonetti was aware of another version of this composition in the
Museum of Fine Arts, Boston collection (inv. No. 26.768) until 1993, but
she did not include it in the corpus, listing it instead as an attributed
work. ) However, while the composition of the Boston work is
essentially the same as the NMWA work, the painting methods used in
the large angel, John, and the Madonna and Child are completely
different, with the Boston version using a much stronger outline form



than the NMWA work. Clearly in terms of quality the NMWA work is
superior. (Since it appeared in a Sotheby's auction on Jan. 15, 1993, the
whereabouts of the Boston work are unknown).!?

As noted above, stylistically the NMWA work is a combination of the
forms seen in Bonifacio’s works from the late 1520s through 1530s. The
outlines on the figures drawn in profile, namely Dorothy, Tobias and the
Archangels Raphael and John are all extremely strong, and are a feature
of sections where a form has been copied. However, at the same time,
the work demonstrates the particular palette and composition found in
Bonifacio's late years, For example, the brush work used on the red
nose of Dorothy and the Archangel Raphael can also be seen in the
depictive techniques used in Bonifacio’s late allegorical works, Trionfo
dell’Amore and Trionfo della Castita (1547-50, Kunsthistorisches
Museum, Wien),'® Given these characteristics, this painting can be
judged to be not by Bonifacio's own hand, but rather by a member of
his studio who was well versed in Bonifacio’s forms and palette, and
produced either in Bonifacio's late years or after his death. This work
does, naturally, date prior to the Boston version, which is based on
Bonifacio's methods. In fact, Jacob Bassano and Antonio Palma carried
on Bonifacio’s style of composition and his iconography for the Holy
Family and saintly groups."” While no particular name can be assigned
to this work at this time, it can probably be dated to ca. early 1550s with
remnants of 1530s styles. (Mitsumasa Takanashi)
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Simon Vouet was a French painter who was born in Paris in 1590 and
died in the same city in 1649. Vouet lived in ltaly from 1612 through
1627 and was nominated to “Prince” of the Accademia di San Luca in
1624, After arriving in Italy he was influenced by Caravaggism, and
along with his fellow painters Valentine, Nicolas Regnier, and Nicolas
Tournier, he created works known for their sharp, contrasting light and
dark tones. With the beginning of the 1620s the trends began to change,
and Vouet's style shifted toward the styles of the Bolognese painters,
particularly those of Guercine and Guido Reni. The influence of Guido
Reni is particularly apparent in Vouet's depictions of women and his
bright palette. However, after Vouet returned to France, his style
changed once again and he became a major proponent of Academism
in France.

This work was first on the art market in a Lucemne gallery under the
name of Domenico Fetti (1589-1624) and it was Hermann Voss, the
specialist on ltalian Baroque painting, who first attributed the work to
Vouel. The painting later traveled to New York, and it entered lhe Victor
Spark collection from the Graham and Sons Gallery. During its time at
the Graham and Sons Gallery, Thuillier, Dargent and Crelly mentioned
the work."” During its years in the Spark collection, various scholars,
including Benedict Nicolson, had a chance to examine the painting. In
fact, Nicolson commented on the bad state of the painting.* The
painting then passed to its final private collector, prior to entering the
NMWA collection.

This painting has been firmly backed with beeswax, and thus its
current condition is relatively stable. There are sections of paint layer
damage in background areas thought to have been created by
overzealous cleaning. The center lower left section of the composition
has traces of a restored tear of the canvas. However, there is no major
damage to the face and other principal areas of the composition, which
are in extremely good condition.

It 15 highly likely that this is a portrait of a specific woman in the guise
of St. Catherine, with her head facing directly forward as she gazes
steadily out of the composition, The background uses deep brown
rather than black and the figured is garbed in a glittering jewelry, a
splendid garment, and wields a sword. The artist has effectively used
light and shadow in the background while still expressing the figure's
skin as transparently beautiful. Conversely, the red ribbon on the lower
right of the head was drawn with one extremely vigorous brush stroke.
Crelly suggests that this work dates from Vouet’s Genua period, in other
words, from May through October 1621 when Vouet was staying in
Genua. Based on comments by De Cotte and Carlo Guiseppe Ratti
(1780), Crelly identifies this work as the St. Catherine image that was
said to have been at the Palazzo Bianco.” However, it is now thought
that the Palazzo Bianco work is a dated and signed image ol St
Catherine now in a private collection in Genua. Therefore,
unfortunately, Crelly's theory does not seem convincing, and the
attribution of the painting is not yet certain. Thuillier and Dargent
suggest the possibility of either Aubin Vouet or Claude Mellon, a
printmaker who arrived in Rome in 1624,V While asserting the high
quality of this work, Thuillier and Dargent indicate that the facial
features of the woman and the handling of the drapery differ from the
style of Simon Vouet himself, and hence suggest the possibility that it
could be by Aubin Vouet or the print maker Mellan who transformed
Simon Vouet's works into engraving form. In fact, examination of the
details of The Temptation of St. Francis and The Clothing of St. Fraricis in
the chiesa di San Lorenzo in Lucina, painted by Simon Vouet between
1622-241 while he was in Rome, indicates that the garment handling is
clearly different, and there would thus be many difficulties in
confirming the work as by the same artist during the same period.

On the other hand, Benedict Nicolson refers to the work as by Vouet
throughout his catalogue on the Caravaggeschi.” However, Nicolson's
book is lacking in detail in such questions as the appropriateness or
accuracy of the attribution in terms of the work’s qualilies, and thus
absolute reliance on Nicolson is to be avoided. Examination of the
condition of this work reveals traces of chemical changes in the paint

layers of the background area, but otherwise there are no major areas of
repainting. While the condition of the painting was not very good when
Thuillier wrote his paper in 1965, it can be surmised that it was in good
enough condition to analyze the work stylistically. Therelore, even if we
set aside the question of the appropriateness of attribution to Aubin or
the printmaker Claude Mellan, we must give weight to the judgment of
Dargent and Thuillier, both Vouet specialists who raise questions about
whether the work is actually by Simon.

I we were to temporarily assign the work to Vouet, the highly
portrait-like quality of this work and its background palette all suggest
that it is close to the Crucifixion (1622) created for the chiesa di Gesu in
Genua. Giacomo Raggi commissioned the Crucifixion when Simon was
in Genua. The work was created alter Simon returned to Rome and was
sent on from Rome to Genua. Starting in September 1621, immediately
before leaving Genua, Simon was commissioned to paint portraits for
the Doria family of Genua. Cassiano dal Pozzo wrote, “m’hanno pregato
a far qualche lo [=signori Doria] ritratto, cio che infin ora non avevo
volulo fare in conto alcuno, ma le loro corlesie appresso di me hanno
operato, che non ho potuto dir di no, di maniera che mi tratterrd ancora
per qualche girono™.® Because there is absolutely no proof of a
connection between this period of portrait production and the NMWA
painting, a direct connection cannot be stated. And yet the melancholic
style features of this work originally attributed to Domenico Fetti are not
completely inconsistent with this situation. Hence, it is not strange for
this work to be dated ca. 1624.7 Further it is known that in 1617 Simon
Vouet had contact with the Neapolitan painters such as Ribera and
Massimo Stanzione, and so it is possible to discern such Neapolitan
influence in the composition of the work and its subtle background
coloration.

On the other hand, this work can also be compared to the works of
Aubin, Simon’s younger brother, the artist indicated as a possibility by
Dargent and Thuillier. For example, the David and Goliath in the Musée
des Beaux-arts de Bordeaux (oil on canvas, 117.5 x 89.5cm) clearly
reveals Caravaggist influence, and has rougher brush strokes in the
clothing area than that found in works by his brother Simon. These
elements are, to a degree, shared with the NMWA painting. It is also
known that Aubin accompanied Simon to Rome. However, without an
examination of Aubin’s works, no easy conclusion can be reached on
this matter,

There is neither clear evidence of Simon’s distinctive formal
vocabulary in the work, nor is there documentary evidence to back up
an aftribution to Simon. Further, the scholars cannot agree on the
attribution, with particularly divergent arguments coming from French
scholars on the subject. Therefore. it is extremely difficult to assign this
work to Simon’s own hand and this work is best left as “Attributed to
Simon Vouet™ at this stage.

However, further detailed study of this attribution question remains
for future work, and such study is certainly warranted by the fact that all
scholars firmly agree on the high quality of the work.(Mitsumasa Takanashi)

Notes

1) Hermann Voss, Die caravaggeske Frithzeit von Simon Vouet und Nicolas
Regnier, “Zeitschrift fir bindende Kunst”, LVIII, Heft3/4, 1924, p.64; W.R.
Crelly, The Painting of Simon Vouet, 1962, pp.31, 185, no.81; G. Dargent &
J. Thuillier, Simon Vouet en ltaiie, “Saggi e Memorie di storia dell'arte”, 4,
1965, p.57, no.D8, and p.164, fig.74.

2) B. Nicolson & L. Vertova, Caravaggism in Europe, 1990, vol. I, p.210, vol.
11, fig. 750.

3) Crelly, ibid.

4) Dargent & Thuillier, ibid.

5) B. Nicolson, The International Carapaggesque Movernent, 1978, p. 109; B.
Nicolson & L. Vertova, op.cit,, vol. I, p. 210, vol. Il, fig. 750.

6} Bottari & Ticozzi, Raccolta di lettere..., Milano, 1822, vol.l, p.333.

7) Roberto Longhi, Review of ‘Caravaggio en de Nederlander', "Paragone”,
anno lll-n.33/settembre, 1952, p.53, fig.25; R. Manning, Some Impartant
Paintings by Vouet in America, in Studies in the History of Art dedicated to
William Suida, 1959, p.297.
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This work dates from Jordaens' early to middle period. While the work
depicts a religious subject, the strong lighting of the Madonna and Child
and the composition made up of only three figures, the Holy Family
itself, makes the work appear more like a family portrait than a religious
ican. In fact, many art historians have indicated that the model for the
Christ Child was Jordaens’s own son, Jacob, born in 1625, or his
daughter Elizabeth born in 1617." While Jordaens probably did not go
as far as considering accenting the “portrait historie,” or portrait of a
sitter in historic guise, elements of this painting, there is a sense of
“ease” and relative freedom in the execution of this work, which he
painted while thinking of his family, and undoubtedly this brings a
sense of immediacy and vitality to the work. The three figures depicted
all gaze out directly at the viewer, [urther enhancing the portrait-like
aspect of the work. Two other paintings with this same composition are
known, one in Southhampton, England, and the other in Frankfurt,
Germany.” Both of those works are panel paintings, and somewhat
smaller in scale than this work. The coral necklace seen on the Christ
Child in the NMWA work is missing from the Frankfurt work, and the
Southhampton work has the necklace, but not the small crucifix
hanging from it. A small bird can be seen in the right hand of the Christ
Child in the Frankfurt work, and this likely refers to the Crucifixion.
Radiographic examination of the Southhampton work reveals that
originally a small bird was in the hand of the Christ Child. The removal
of both religious symbols, the bird and the crucifix, means that the
Southhampton work was separated from the religious Holy Family
subject matter, and thus more akin to a portrait or ordinary genre scene.
The Southhampton work may have been in Rubens’s possession, and if
we consider the strong possibility that Jordaens presented the work to
Rubens, then this would indicate an intentional lessening of the work's
religious tone.



Jordaens’s inspiration for Holy Family came from Rubens's ca. 1615
work, Holy Family with Elizabeth and St. John the Baptist, in the Wallace
Collection. Jesus stands, supported from the back by his mother, and in
this area the work dives a somewhat different [eel than the NMWA work.
During the first half and middle of the 1620s, Jordaens went on to create
Holy Fumnily with Maid (The National Museum of Stockholm) and Holy
Family with St. John (National Gallery, London). In those works he
repeats the image of the standing child supported from the back by the
Madonna. Further, the manmade light shining on mother and child in
the Stockholm and London works, and the figure of the father standing
in the background, are formal elements shared with the NMWA work. In
other words, the connection between the NMWA work and the Rubens’s
work can be seen through the intermedium of the Stockholm and
London works. As noted above, it is highly likely that the Southhampton
work was in Rubens's possession. Thus it is possible that Jordaens's
creation of the Southhampton work, using his own family as the model
for the Holy Family, may have also included homage to a Rubens's
work, making it an appropriate work for Jordaens to present to Rubens.

The canvas of the NMWA worlk is backed and in a stable condition.
However, possibly due to this backing, the work has an overall flat
appearance. While Jordaens was not known as a painter who used thick

26

applications of paint, the red area of the Madonna's garments in the
NMWA work is quite flat in appearance. When compared to the
Southhampton worlk, the NMWA work is somewhat stolid in nature. The
gold curls on the infant are somewhat lacking in vigor or animation, and
this sense of flatness may derive from the backing (Akira Kofuku)

Notes

1) Today there are two theories regarding the identity of the models. The
identity of the model, further, determines the date of the work. Those
scholars who believe the model is Jordaens's first son place the date of
this work as ca. 1628.

2) See the following regarding the Southhampton work, Kristin Belkin and
Fiona Healy, A House of Art: Rubens as Collector, Rubenhuis/Rubenianum,
2004, pp. 191-193.
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In 1862, with thoughts of creating illustrations for Cervantes’ Don
Quixote, Doré traveled to Spain. Over the course of about a year he
created some 650 drawings, including those intended as illustrations for
Don Quixote. In 1868 he created a number of paintings on Spanish
subjects, using the drawings as his source material. This painting is a
represenlative example of the works created as part of Doré’s interest in
Spain.

Interest in all things Spanish flourished in Paris during the reign of
Louis-Phillipe, as typified by the apening of the famous “Galerie
espagnole” in the Louvre in Paris from 1838 to 1848, This trend began
with the Romantic painters active in the 1820s and 1830s. Under the
Second Empire, with the Empress Eugenie of Spanish hirth, interest in
Spain intensified and spread to a new, younger generation in Paris.

Doré was of the second generation of Romantic painters, and his
encounter with the foreign culture of Spain, across the Pyrenees
Mountains, provided the artist with fresh new subject matter for his
works. Doré's paintings on Spanish subjects emphasized picturesque
and folk elements also found in the Orientalism that was the fashion in
the Salons of the day. At the same time, Doré’s works were deeply
imbued with the realism thal represented the characteristics of a new
age. These paintings incorporate a number of contrasting elements, the
rich in contrast with the poar, and human activity against stillness, the
surface of the paintings further emphasizing contrast with layers of
strong light and shadow. This work reveals all those elements. The
vertical composition is a realistic depiction drawn from the artist's own
experiences; the languid expressions of the people and the light and
shadow playing over their features heighten the dramatic effect of the
work.

The composition is like that of many of the works created by Doré in
England, with its distinctive use of perspectivally rendered roads and
buildings in the background, setting off numerous figures placed in the
foreground. This work was also meant for Salon display (entered in
1875), and given Salon standards, the composition fills every nook and
corner of the massive canvas. However, to the degree seen in the
contemporary critiques of the Salon, this work was judged to be
relatively quiet and dependable.

This is the only example of a work by the major Second Empire
painter Gustave Doré of this scale and subject matter to be found in a
Japanese museum. Considering the NMWA's collection context and
contents, the NMWA is a superb place for the display of such a work.

(Akiya Takahashi)



T—=KUT7 7 A—¥r77>b [IGH:1510-1551 11258
(EEOERT)

I E T

35 x351cem

TR L) 2

Attributed to Adrian Isenbrant [active 1510-1551]
The Madonna and Child Enthroned

Oil on panel
35%35.1em

Daonated by Mr. Hiroshi Ishizuka
P.2005-8

Felif Provenance: Sale, Sotheby's Londaon, 8 April 1987, lot 30; Sale, Christie's, New
York, 31 May 1981, lot 23; Mr. Hiroshi Ishizuka, Japan.
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A Madonna and Child are seated on an exedra shaped stone throne.
The Madonna wears a dark green overgarment, topped by a richly
pleated, red cape. Christ lies on her right leg and is supported
horizontally. The Madonna’s legs form a V-shape and shallow V-shaped
pleats are formed in the area between her knees. The Christ Child holds
his left hand out, palm forward. The throne is decorated with various
motifs, including dolphins, goat heads, floral medallions, lidded jars,
and plant motifs all arranged in medallions or lanceted transom
window shapes. There are also Italian motifs on the structure, such as
square pillars. The bases of the square pillars on the front of the throne
are decorated with panels depicting Samson Slaying the Nemean Lion
on the right pillar and Cain Killing Abel on the left. Such Old Testament
scenes also appear in the decoration on the throne seen in Jan Van
Eyck's Virgin and Child with Canon van der Paele. The center of the
throne, behind the Madonnna, is fitted with a arched structure in green
that empahsizes the Madonna and Child. Various plants are intricately
depicted in frant of the throne.

This work appeared in a 1987 Sotheby's auction, and that catalogue
suggested that given its combination of the traditionally gentle image of
Madonna and Child with ltalian style architectural motifs, the work
could be by Adrian Isenbrant, an artist who developed Gerard David's
style. A work closely linked to this one is the Madonna and Child
painting in the Museo Lozaro Galdiano, Madrid (Max Friedlander, Early
Netherlandish Painting, VolX1, Leyden, 1974, pl. 174a). Both the Madrid
painting and the NMWA painting depict a Madonna and Child placed in
the center on specifically styled thrones decorated with such Italian
architectural motifs as square pillars and medallions. Other Isenbrant
Madonna and Child paintings that show the same type of composition
can be found in the Mauritshuis, The Hague, and the F. Stafford
collection in Paris (Max Friedlander, Early Netherlandish Fainting, Vol.
X1, Leyden, 1974, pls. 173 and 174). When the NMWA work is compared
to these other examples, clear differences can be discerned in the basic
seated Madona and Child motif. The architectural motifs also reveal that
the NMWA wark has the added architectural complexity of the transom
windows and an overall more detailed rendering of the motils. In terms
af lighting, while the other three all show an even light cast over the
central throne area in general, the NMWA work has the center back of
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the throne in deep shadows, and a clear use of the light in [ront of that
area to aid in the relief modeling of the Madonna and Child section. In
addition, the NMWA work is more minutely and carefully finished than
the other examples.

Given these various points, there is no doubt that this painting is
related Lo Isenbrant, but at the current stage of research on the subject,
the author finds any clear attribution impossible. However, the use of a
transparent glaze over the enlire surface, the layered brushstroke use in
the modeling, and the emphasis on decorative elements detailing via
specific highlighting all fully convey the considerable talents of the

painter of the work. (Mikinosuke Tanabe)
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Attributed to Giovanni Antonio Pellegrini
[Venice 1675-1741]

Saint Catherine of Alexandria

Oil on canvas

99 % 72 em

P.2005-9

deMt Provenance: purchased in New York in the 1930°s by the father of Mrs Anita
Muller; Sale, Sotheby's New York, 3 June 1988, loL.97; Private collection, Japan.
BEYL 2 Exhibition: New York, Metropaolitan Museum of Art, 1572-78

IR Literature: Metropaolitan Museum of Art, Annual Report 1971-1972, p42 as G.A.

Pellegrini; G. Knox, Antoniio Pellegiini 1675-1741, Oxford, 1895, p.249, No.P.318 as
“Not Pellegrini”
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1) G. Knox, Antonio Pellegrini 1675-1741, Oxford, 1995, p.249, no. P.319, as
“Not Pellegrini™.

2} Paola Rossi, “Il ruolo della scultura nel Seicento e la sua interrelazione
con la pittura”, in La pittura nel Veneto: il Seicento, a cura di Mauro
Luceo, Milano, 2001, vol.ll, p.626.

3) Oreste Ferrari & Giuseppe Scavazzi, Luca Giordano: 'opera completa,
Napoli, Electa, 2000, vol.l. p.287, A223a, fig.294; Marco Boschini, Le
ricche minere della pittura veneziana, Venezia, 1674, “Sestiere di Dorso
Duro”, pp.26-27.

4) Knox, op.cit., pp.202-205, 251(P.324); Jeffery Daniels, pp.124-125(no.438);
Annalisa Scarpa, Sebastiano Ricei, Milano, 2006, p.310, no.476.

5) Roberto Rodassao, Nicolo Bambint “pittore pronto spedito ed universale”,
Saggi e memorie di storia dell'arle, 22, 1998, pp.134; Oreste Ferran &
Giuseppe Scavazzi, op.cit,, vol.l, pp.16, 50, 56-58, 298-299, AZ86.

6) Anton Maria Zanetti, Descrizione di tutte fe pubbliche pitture delia citta i
Venezia e isole circonvincine, Yenezia, 1733, p.56.

This work is thought to be by a Venetian painter working at the end of
the 17th century and first half of the 18th century. While it was first
attributed to Giovanni Antonio Pellegrini, George Knox, the premier
scholar on 18th century Venetian painting, has clearly refuted such an
attribution.” However, because Knox has not suggested a different
artist’s name, the identity of the painter of this work remains unknown,
Giovanni Antonio Pellegrini was born in Venice in 1675. He was a
diligent student, and his painting genius is said to have been recognized
by Paolo Pagani, However, Pellegrini's early works reveal that he was
heavily influenced by the Neapolitan painter Luca Giordano and the
Bellunese painter Sebastiano Ricei, with his works characterized by a
soft feel and sense of weight conveyed by outlines of light pigments and
bold brush strokes. In 1708 Pellegrini traveled to London with Marco
Ricci and lived there until 1713, Pellegrini then traveled to Diisseldorf



before returning to Venice. His early works reveal a strong sense of light
and dark contrast, and there are no works, such as the NMWA painting,
which reveal a striking use of the Tenebrosi style of Venice in the latter
half of the 17th century. Similarly there are no works from that early
period that reveal characteristics seen in the NMWA work- the majority
of the main figure's face is in shadows and darkened pigments have
been used for shadows on skin.

Overall this work is in good condition. The work has clearly been
restored in recent years, including the back panel. When examined
under ultraviolet light, there is no reflection in the two upper comers,
lower right edge, Catherine’s right elbow, bracelet, or chest area of her
garments. However, the main area of the head and the draperies on the
right shoulder do not show any major damage. In other words, the
painting surface has probably been cleaned and the painting surface is
today in relatively stable condition.

This painting clearly reveals the hand of an artist who has fully
inherited the Veronese style of the Venelian school of the latter half of
the 17th century. At the same time, the depiction of Catherine's
garments in the lower left area of the composition is distinctively
roughly brushed. Catherine is shown turned to the right in almost full
profile, with her eye depicted large and gazing upward. Her body is
shown in three-quarter frontal view while her right hand is shown
clasping the palm branch that is the symbol of martyrdom. These
depictive elements clearly indicate Giordanism and the influence of
Sebastiano Ricei. Of particular note is the fluttering border drapery seen
on the figure's right shoulder, The sharpness of the point of the fold in it,
combined with the roughly brushed highlights, reveal this painter's
individuality based on a tradition begun by Palma il Giovane, The
expression of the garment motif, on the one hand, resembles the
expression of the allegorical figure of the Plague seen on the right of the
sculptural group of figures in the main altarpiece begun in the 1670s by
the sculptor Giusto Le Cour (1627-1679) located In the chiesa di Santa
Maria della Salute in Venice.? It has been indicated that there is an
iconographic link between Paola Rassi pointed out that the sculpture by
Le Cour and the St. Anthony Altarpiece executed by Pietro Liberi (1605-
1687) in 1652, also in the same church. In terms of a connection with
the NMWA work, this work could be considered to date in the time
frame of Liberi to Le Cour, and in terms of timing it seems as if this artist
would be closer in date to Le Cour's period of activity. That being said. it
seems appropriate to consider that, at the very least, this work dates to
1670 or later.

St Catherine’s pose in this work is a right-left reversal of the pose of
St. Anne in Luca Giordano’s Birth of the Virgin (1672-1674) for the chiesa
Santa Maria della Salute.® The figure of St. Anne was also re-used by
other Venetian painters, for example, in Sebastiano Ricci's Solomon
Worshipping Idols (1724, Galleria Sabauda, Turin), and it resembles the
allegorical figure of Academy in Pellegrini's Modesty Introducing
Painting to the Academy (1733, Louvre).!) However, the palette and
brushwork seen in the NMWA work differ from that of Ricci and
Pellegrini, and rather reflect the strongly shadowed Giordano style of
the 1660s through 1770s that retains considerable influence from Ribera.
Giordano himself is known to have visited Venice sometime before
1655, and then again in 1664 and 1674. Later, in 1682, Giordano is
known to have temporarily deposited his Moses Parting the Red Sea
painting at the home of the Venetian merchant Simon Giogdari, en route
to its destination in the chiesa di Santa Maria Maggiore in Bergamo, It is
known that this painting was seen by a considerable number of people
during its time in the Giogari home.” The influence of the palette and
brushwork of the Neapolitan Luca Giordano on Venetian painters was
noted as early as the 18th century.” In terms of its palette, the NMWA
painting also reveals the strong shading reminiscent of the Neapolitan
tradition and the rounded fleshy forms of the figures with their soft
outlines. These elements are close to those of the Paduan Pietro Liberi
and Pietro Della Vecchia (1602/03-1676).

Of further note are the iconographic peculiarities of this work. This
painting shows St. Catherine facing to the right, with her eyes raised to
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heaven as divine light shines on her breast. She holds the palm branch
in her right hand, and also the symbol of her miracle and altribute, the
hooked wheel. This scene is not the oft-depicted Mystic Marriage, but
rather is from the Legend of Catherine in the Golden Legend. This is the
scene in which she is praying, immediately before her martyrdom, and
she hears the voice of the angel. The method of using a divine light to
express such a scene, or indeed the use of such mystic expression in
general was by no means common during this period in Venice. Rather
these effects recall those created by the Bolognese painters of the first
half of the 17th century or the Roman school painters who followed.

Thus this work can be considered to have been painted by a mature
painter active in Venice who was extremely interested in the styles of
non-Venetian painters. The first who comes to mind is Liberi's student,
and the teacher of Pellegrini, Paolo Pagani (1660-1716) who was born
in Lombardy. Another possibility is Nicold Bambini (1652-1736).
Bambini was suggested to the author by Irina Artemieva, chief curator of
Venetian paintings at the Hermitage.

Unfortunately at this stage a specific attribution cannot be made for
the NMWA painting. At the very least it should be considered important
in the study of art history given its evidence of the complex state of
painting in Venice in the latler half of the 17th century. Further research

is essential on this fascinating work., {Mitsumasa Takanashi)

Notes

1) G. Knox, Antoriio Peflegrini 1675-1741, Oxford, 1995, p.249, no. P.319, as
“Not Pellegrini”.

2) Paola Rossi, "Il ruolo della scultura nel Seicento e la sua interrelazione
con la pittura”, in La pittura nel Veneto: il Seicento, a cura di Mauro
Lucco, Milang, 2001, vol. 11, p.626.

3) Oreste Ferrari & Giuseppe Scavazzi, Luca Giovdano: l'opera completa,
Napoli, Electa, 2000, vol. I, p. 287, A223a, fig. 294; Marco Boschini, Le
ricche minere defla pittura veneziana, Venezia, 1674, “Sestiere di Dorso
Duro”, pp. 26-27.

4) Knox, op.cit.,, pp. 202-205, 251(P. 324); Jeffery Daniels, pp. 124-125(no.
438); Annalisa Scarpa, Sehastiano Ricci, Milano, 2005, p. 310, no. 476.

5) Roberto Rodassao, Mcolo Bambini “pittore pronto spedito ed universale”,
Suggi e memorie di storia dell'arte, 22, 1998, pp. 134; Oresle Ferrar &
Giuseppe Scavazzi, op.cit., vol. |, pp. 16, 50, 56-58, 208-299, A286,

6) Anton Maria Zanetti, Descriziane di tutie le pubbliche pitture della citta di
Venezia e isole circonvincine, Venezia, 1733, p.56.
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Since the Deutsche Kunst der Diirer-Zeit aus Museen der DDR exhibition
held in 1972, the NMWA has enjoyed a particularly cordial relationship
with the Staatlichen Kunstsammlungen Dresden. The two museums
have co-organized three exhibitions, and this exhibilion, the fourth, was
held as a main event marking the ‘Germany in Japan' 2005/2006
program. This noteworthy exhibition was of an unprecedented scale
and featured works from all 11 of the national art museums in Dresden.
However, the exhibition did not feature a “masterpieces” selection of
works, rather an effort was made to select works that clearly reflect
Dresden’s character. In other words, the exhibition aimed to provide a
visualization of the entirety of Dresden through a selection of works
from its historical collections. As a result, the exhibition revealed
Dresden as a cultural crossroads where international relations formed
the crux of its collection building process. The title of this exhibition,
Spiegel der Welt (Mirror of the World), reflects the fact that the Dresden
palaces where mosl of the collections were assembled from around the
world reflected the world of its day. At the same time, the image of the
mirror includes the concept of reflecting outwards, a feature of
Dresden’s culture and the dissemination of that culture out into the
world.

Then, we might ask, what foreign cultures characterize the Dresden
collections? An examination today of the rich array of materials
collected in Dresden reveals the following countries represented in the
holdings. From Europe, the three countries of ltaly, France and Holland.
From Asia, the three countries of Turkey, China and Japan, Art works
from the cultures of these six countries form the core of the Dresden
collections.

The Wunderkammer, or treasure room, of the Renaissance period
Dresden palace formed the reception vessel for these foreign cultures.
The exhibition began with this room and its function. The first section of
the exhibition recreated how the gathering of “curiosities” for this
Wunderkammer gradually grew and developed into a collection of “art
works” for the Kunstkammer, or art room, The second section explained
the process by which the longing for and understanding of foreign
cultures became the basis for collecting art works. The Ottoman Turk
section revealed the ambivalent dichotomy of fear of an invader and

admiration for a high level of cultural achievement. Further influence

from the outside world is seen in the veduta, a new form of landscape
paintings from [taly brought to Dresden by Bellotto. Geographically
correct landscape views were then used to decorate the walls of the
palace. Through the introduction of the courtly lifestyle and artistic
styles of France's court at Versailles, August der Starke was able to
solidify his role as absolute monarch in Dresden. The collection of high-
priced porcelains from China and Japan was a major trend in the
palaces of Europe, and while potters in each of the European countries
attempted the creation of their own porcelains, it was the Meissen
ceramic works on the outskirts of Dresden who first accomplished the
creation of true porcelain in Europe. The Dresden Kunstakademie's rich
collection of Rembrandt works led to a Rembrandt revival in Dresden. It
is not hard to imagine how this wealth of information from foreign
countries and the formation of a splendid art collection raised the level
of culture averall in the city of Dresden. In the 19th century these
collections became a magnet for voung artists and writers who gathered
in Dresden and became the major motivating force behind the spread
of Romanticism. The final section of the exhibition presents the glories
of the Romantic Movement, which was Dresden's highest moment of
artistic achievemnent.

The Dresden organizers provided their wholehearted support and
cooperation to this exhibition, and both the concept and the firstrank art
works were the focus of the high praise for the exhibition expressed in
critiques in magazines, newspapers, and other media. It can be
considered an achievement of this exhibition that it received higher
ratings in its critiques than the Berlin exhibition that was another major
event during the ‘Germany in Japan' year. General visitors to the museum
also appreciated the concept and exhibited works, with word of mouth
reports increasing interest in the show near its conclusion. However,
since there was greater attendance than anticipated, the area around the
cases presenting a comparison of Meissen porcelains and Japanese
porcelains was [requently crowded, and thus at times viewing was
difficult, This situation led to an understanding of how exhibition design

must reflect expected crowd size due to visitor interests, (Naoki Sato)

[Catalogue]
Edited by Naoki Sato, Cordula Bischoff, Wollgang Holler
Produced by Inshosha

Transportation and installation: Nippon Express
Display: Tokvo Studio
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Organizer: National Museum of Western Art
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The Fun with Collection exhibition series is an annual series of small-
scale exhibitions of works chosen from the NMWA's collections and
focused on a set theme. This series of exhibitions is geared towards a
broad range of visitors, from children through adults, and offers an
opportunity for visitors to view and appreciate art works from a variety
of different viewpoints.

However, the act of viewing and appreciating art is by nature an
individual act; any ten different peaple will view art works in ten
different ways. The ways in which an artwork is viewed or experienced
are as numerous as the number of people involved. Given that fact, this
year we used the works already displayed in the Permanent Collection
Galleries instead of organizing a themed exhibition, and addressed the
many different ways in which people who come to the museurn view
and enjoy art.

Everyone's way of viewing and appreciating arl depends on each
individual's experiences and sensibilities. In other words, people view
art through their own particular shade of “colored eyeglasses.” While
the term “colored glasses”, that is bias, has negative implications, in this
program we stripped the term of such meaning and used it positively,
using the key term “eveglasses” to refer to the way each visitor to the
museum views and enjoys art. Rather than having each visitor view and
enjoy the art works internally and leave it at that, this program aimed to
have people exchange “glasses,” so that they could experience and
understand art works from different viewpoints. The hope was that this
would allow the visitors to understand how an individual art work could
have different values, or new meanings, when viewed in a different way.

This program was devised to span two years, 2005 and 2006. This
program addressed all the works in the Permanent Collections galleries,
and was based on the standard display of these works. Fiscal 2005 was
the first year of the program and during that time, many activities
designed to explore how visitors to the museum viewed the collections,
what they felt and thought were carried out. One of the activities was an



essay program called "Write about your special art work™ where visitors
would select a single art work in the Permanent Collections galleries
and write their thoughts, impressions, or memories concerning that
work. Another involved visitors coming up with names for three art
works per month in the “What is Your Name? You Become the Titler of
Art Works™ program. These programs continued through the year. A
total of 433 essays were collected in the "Write about your special art
work” program and a critiquing session and lecture was held at the end
of the year by one of the judges of the program, Jun Miura. During the
summer months, a variety of creative programs were held in which
visitors made haiku, introductory videos, and photo collections related
to works in the museum. During the autumn season, lectures were held
by specialists from the fields of animation, music, and fashion, each
presenting a talk about how they themselves view and enjoy art works.
During the winter season, a program involving art works related to
Christmas was held.

These programs reversed the normal flow of interaction; rather than
the usual flow of activity from the museum to the visitor, these programs
worked from the visitor to the museurn. The hope was that through such
tactics visitors would come to appreciate the museum as a more
approachable, user-friendly space. The essays and program records
created during this year's programs will be on public display in next
vear's Fun with Collection programs, a plan that will offer an even
broader audience more ways to enjoy art. (Yoko Terashima)

Organized by Yoko Terashima, Chiori Fujita, Atsuko Sakai, Atsuko Sato
(Guest Researcher)

Display: Tokyo Studio
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Chiaroscuro Woodcuts from the Frits Lugt Collection in Paris
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Duration: 8 October — 11 December, 2005

Organizers: National Museum of Weslern Art / Fondation Cuslodia / The Weslern Art Foundation

Number of Visitors: 30,176
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This exhibition focused on so-called chiaroscuro woodcut, The
exhibition provided an explanation of techniques and expressive
methods, and was aimed at introducing the latest information available
about the chiaroscuro woodcut. Happily, the exhibition enjoyed the
full-hearted cooperation of the Foundation Custodia (Frils Lugt
Collection), a collection known for its fine quality drawings and prints,
and the Foundation lent a total of a hundred and ten important prints to
the exhibition, The Rijksmuseum Amsterdam also lent two works, thus
allowing the exhibition to display almaost all of the bestknown examples
of the chiaroscuro woodcut.

There has been no previous general introduction of the chiaroscuro
woodeut genre in Japan. As a result, the works were organized in the
galleries by period and by region, and thus showed how the genre
began, developed and eventually faded. Explanatory panels presented
information on the techniques used, and through the efforts of museum
interns, stamps were made that allowed visitors to actually experience
the principles of the chiaroscuro woodcut medium. The corner set up in
the gallery allowed visitors to make their own “art work™ with the
stamps. Survey responses indicate that this experiment in interactive
programming was very well received. Thus visitors were satisflied with
their experience in the galleries and they were able to become actively
involved in understanding the art works, not just simply viewing them.

Undoubtedly this exhibition was also designed so that it could be
fully enjoyed by those visitors who have specialized knowledge of the
subject. Several print researchers and print artists commented that the
exhibition was extremely stimulating for them. The academic tenor of
this exhibition was also reflected in the catalogue. Thanks to the
cooperation of the Dutch art historian, Erik Hinterding, the catalogue
rellected the latest scholarly developments in this subject area. At the
same time, the catalogue was also approachable for the nonspecialist,
and there were many sections added to the text on subjects such as the
arts of the period and the circumstances surrounding print production,
all written in easily understood texts.

While the chiaroscuro woodcut is a rather subdued and quiet
medium and hence the exhibition was low key visually, the exhibition
was a success because it held interest for both specialists and general



art lovers. To note one shortcoming of the exhibition, while the
chiaroscuro woodcut is a medium that imitates the effect of drawing,
there was not a single drawing displayed in this exhibition. There were
various reasons for this lack, including the fact that the Custodia
Foundation does not have any appropriate drawings in its colleclion.
Thus while this lack was unavoidable, clearly the exhibition would have
been all the more fascinating if drawings had been displayed along side
the woodcuts. (Shinsuke Watanabe)

[Catalogue]
Edited by Akira Kofuku and Shinsuke Watanabe
Produced by Imex Fine Art Ine.

Transportation and installation: Katolec
Display: Tokyo Studio
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Duration: 7 March — 4 June, 2006

Organizers: National Museum of Western Art / The Mainichi Newspapers Co., Ltd. /

Tokyo Broadcasting System, Inc.
Number of visitors: 106,128
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Even those “great artists” whose names are engraved in the annals of
history and whose works are marked by a sharply individualistic quality
did not form their thoughts and expression as isolated individuals, Each
crealed in the midst of a specific artistic and social milieu. This
exhibition examined the works of the 19th century French sculptor
Auguste Rodin and a painter of the same era, Eugéne Carriere, and
focused on a reconsideration of their arts based on their inter-
connections. Today Rodin is one of the most renowned sculptors of the



modern era, and an image of Rodin as an isolated master has been
created within the history of art. However, this exhibition's display of
Rodin's works next to Carriere’s revealed that their expression and ideas
were bath a reflection of their particular era and a critique of it. This
juxtaposition allowed a reexamination of the meaning of Rodin's arts.
Carriere was considered influential and was highly regarded at the end
of the 19th century, but has been almost forgotten in contemporary art
history. This artist has finally been reevaluated in France in recent years.
This exhibition introduced Carriére's art; it also confirmed his position
within the symbolist circles of his day.

Examination of letters, critiques of the day, and other materials in
preparation for this exhibition revealed that Rodin and Carriére and
their respective families enjoyed an extremely close relationship over a
number of years, and this led to certain aspects of similarity between
their expressive methods and ideas. They shared many [riends in
commeon and their intellectual environments clearly overlapped in
many instances. The first part of the exhibition introduced the
individual connections between Rodin and Carriére, such as their use of
the same models in their portrait work, and other aspects of their
intellectual environment. The next section of the exhibition considered
specific formal characteristics found in several groups of works. These
groups are considered as topics of a volume, of boundary lines between
human figure and background, of suggestions from literary works,
primarily those of Victor Hugo, of repetition of forms, and of the
meaning of hands and torsos in their works. These formal issues seen in
Rodin and Carriére’s works were repeatedly mentioned by the symbolist
critics of the day, and this led to these two artists being considered
within the symbolist framework,

The exhibited Rodin works were drawn from the NMWA holdings
and thanks to the great cooperation of that museum, from the Musce
Rodin in Paris. The Carrigre works were drawn largely from the Musée
d'Orsay and French regional museums, along with those from private
collectors including Carriere’s descendants. A total of 136 works were
displayed, including paintings, drawings, prints, photographs, bronzes,
marbles, plasters, and terracotta works.

The Rodin-Carriere exhibition was proposed by lhe NMWA and the
exhibition coordinators were Mina Oya of the NMWA, Antoinette Le
Normand-Romain (formerly of the Musée Rodin, currently at the Institut
National d'Histoire de 'Art) and Rodolphe Rapetti (formerly of the
Musée Jean-Jacques Henner and currently at the Musées de France).
Allter its Tokyo venue, the exhibition traveled to the Musée d'Orsay, and
Emmanuelle Héran of the Musée d'Orsay assisted with coordination for
that venue. It was unusual for a NMWA-organized exhibition to travel
overseas, and all aspects of the exhibition, from surveys, research, and
selection of objects to essay writing and installation work, took place
under a close coordination and cooperation of elements French and
Japanese. The exhibition can thus stand as an example of the potential
for future overseas traveling exhibitions.

Today the NMWA's Matsukata Collection includes numerous
examples of Rodin's works, and twe paintings by Carriere. Thus this
exhibition, inspired originally by the Matsukata Collection was also thus
linked to more deeply identifying the significance of the Matsukata
Collection. The hope is that this method of basing exhibitions on

collection holdings can be used again in the future. (Mina Oya)

[Catalogue]
Edited by Mina Oya
Produced by Interpublica

Transportation and installation: Nippon Express
Display: Tokyo Studio
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The NMWA collection includes a number of prints by Piranesi, and works
from those holdings with completed restoration work were carefully selected
for this exhibition, The Piranesi prints were displayed alongside prints by Jan
Both and Claude Lorrain, an exhibition structure aimed at allowing visitors a
glimpse of Piranesi's unique qualities. Through the cooperation of the Center
for Research on Pictorial and Cultural Resources at the University of Tokyo
and the Strategic Products Development Center of Hitachi Ltd, the exhibition
marked the public opening of a database of works by Piranesi in the
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Giovanni Battista Piranesi [1720-1778]
The Skelelons

from the series “Crotteschi”

ca. 1747

Elching, engraving and drypoint

385555 mm (plate), 507 X 718 mm { paper)
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Giovanni Battista Piranesi [1720-1778]
The Triumphal Arch

from the series "Grotleschi”

ca. 1747

Etching, engraving and drypoint

394 x 553 mm (plate), 507 % 718 mm [paper)
G.1992-56
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392 x 554 mm (M), 507 x 718 mm (4E)

Giovanni Battista Piranesi [1720-1778]
The Tomb of Nero

from the series “Grotteschi”

ca. 1747

Etching. engraving and drypoint

392 x 554 mm (plate), 507> 718 mm (paper)
(.1992-57
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396 % 547 mm (FfL) . 507 x 718 mm (#E)
Giovanni Battista Piranesi [1720-1778]
The Monumental Tablet

from the series “Grofteschi”

ca. 1747

Etching, engraving and drypoint

396 % 547 mm (plate}, 507 * 718 mm (paper)
(.1592-58

5
Varniry = Ry T4 A EFF—Y [1720-1778)

42

collection of the University of Tokyo Library.

(Mitsumasa Takanashi)
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1215 % 750 mm

Giovanni Battista Piranesi [1720-1778]

Plan of Rome and the Campus Martius

ca. 1774

Etching and engraving on three laid papers
1215 % 750 mm

. 1998-20
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402 %619 mm

Giovanni Battista Piranesi [1720-1778]

S. Faolo fuori le Mura

fram the series “The Views of Rome"
1757-587

Etching and engraving

402 % 619 mm

(5.1889-6
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Giovanni Baltista Piranesi [1720-1778]
Temple of Sybil, Tivoli

from the series “The Views of Rome”

1761

Fiching and engraving

421 % 634 mm (plate), 578 X 755 mm (image)
G.1996-2
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Giovanni Battista Piranesi [1720-1778]
Temple of Sybil, Tivoli

from the seties “The Views of Rome"

1761

Etching and engraving

438 X 620 mm (plate), 578 % 755 mm (paper)
G.18996-4
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438 %675 mm (), 578 % 755 mm (#E)
Giovanni Battista Piranesi [1720-1778]
The Ponte Molle

from the series “The Views of Rome”

1762

Etching and engraving

438 675 mm (plate), 578 % 755 mm ( paper)
G.1996-5

10
KM 1618-1652]
{Ev L)

Ty

197 % 278 mm (#%)

Jan Both [1618-1652)
The Ponte Molle
Etching

197 278 mm (paper)
(3.1974-5
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427 % 686 mm (Ki) . 578 % 755 mm (#5)

Giovanni Battista Piranesi [1720-1778]
Two Churches near Trajan’s Columnn, S.
Maria di Loreto and Santissimo Nome di
Maria

from the series “The Views of Rome"

1763

Etching and engraving

427 % 686 mm (plate), 578 X 755 mm (paper)

G 19966
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Giovanni Battista Piranesi [1720-1778]
The Tomb of Caecilia Metella

fram the series “The Views of Rome”

1763

Etching and engraving

452 % 630 mm (plate), 578 ¥ 755 mm (paper)
G.1996-7
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Giovanni Battista Piranesi [1720-1778]
The so-called Villa of Maectinas, Tivoli
from the series “The Views of Rome"

1763

Etching and engraving

456 X 677 mm (plate), 578 X 755 mm ( paper)
G.1996-8
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474 % 623 mm (MR}, 578 % 755 mm (¢

Giovanni Battista Piranesi [1720-1778]
The so-called Viila of Maecenas at Tivoli,
Imterior. With two figures in the Opening of
an Arch above.

from the series “The Views of Rome™

ca. 1764

Etching and engraving.

474 % 623 mm {plate), 578 x 755 mm (paper)
G.1997-5
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441 % 578 mm (KK} . 578 % 755 mum (#0)

Giovanni Battista Piranesi [1720-1778]

The so-called Tempio delle Tosse, near
Tivoli

from the series “The Views of Rome"”

1763

Etching and engraving

441> 578 mm (plate), 578 X 755 mm (paper)
G.1997-2
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Giovanni Battista Piranesi [1720-1778]
The so-called Tempio della Tosse, near
Tivoli, Interior.

from the series “The Views of Rome”

1764

Etching and engraving

629 % 464 mm (plate), 755 X 578 mm (paper)
G.1997-7
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464 % 700 mm (i} . 578 % 755 mm (#)
Giovanni Battista Piranesi [1720-1778]
The so-called Temple of Minerva Medica
from the series "The Views of Rome”

ca. 1764

Etching and engraving

464 = 700 mm (plate), 578 % 755 mm ( paper)
G.1997-6
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474 % 702 mm (W) . 578 % 755 mm (#E)
Giovanni Battista Piranesi [1720-1778]
The Waterfall at Tivoli

from the series “The Views of Rome”

1766-67

Etching and engraving

474 X 702 mm (plate), 578 x 755 mm (paper)
G.1997-8
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4425 690 mm (JiL) . 578 % 755 mum (L)

Giovanni Battista Piranesi [1720-1778)]

The Baths of Caracalla, Bird's-Eye View

from the series “The Views of Rore"

ca, 1766

Etching and engraving

442 % 690 mm (plate), 578 X 755 mm (paper)
G.1997-9
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430 % 652 mm () . 578 % 755 mm (#)

Giovanni Battista Piranesi [1720-1778]

The Baths of Caracalla, Interior of the Central
Hall

from the series “The Views of Rome™
ca. 1766



Etching and engraving
430 % 652 mm (plate), 578 % 755 mm (paper}
G.1997-10
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459 % 692 mm (B« 578 % 755 mm (#£)

Giovanni Battista Piranesi [1720-1778]
The Colosseum, Interior

from the series “The Views of Rome”

ca. 1766

Etching and engraving

459 % 692 mm (plate}, H78 % 755 mm (paper)
G.1997-11
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420 > 685 mm

Giovanni Battista Piranesi [1720-1778]
The Baths of Diocletian

from the series “The Views af Rome”

1774

Etching and engraving

Elching

420 = 685 mm

G.1971-8

23

Vavry sy F4AY ¥ A=Y [1720-1778]
{Za b T7—3 0, BEIIT0L 7L )
WETo—= @Bl LD

17724

o) i 8 Rl W il 8

472 % 707 mm () . 578 % 755 mm (H0)

Giovanni Battista Piranesi [1720-1778]
The Forum Romanum, or Campo Vaccino,
with the Colosseum in the Distance

from the series “The Views of Rome"

1772

Etching and engraving

473 % 707 mm (plate), 578 ¥ 755 mm (paper)
G.1997-33
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Tiyfiea

199> 258 mm

Claude Lorrain [1600-1682]
The Forum Romanum

1636

Etching

199 = 258 mm
G.1998-63
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445 % 670 mm

Giovanni Battista Piranesi [1720-1778]
Frontispiece: View showing the remains of
the interior of the Ternple of Neptune

from the series "Different Views of same of the remains
of three great edifices...of the ancient city of Paestum”
1778

Etching and engraving on laid paper

445 % 670 mm

G.1998-21
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445 X 670 mm

Giovanni Battista Piranesi [1720-1778]

[ View showing the remains of the ancient
city walls A. of Paestum

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paestum”
1778

Etching and engraving on laid paper

445 %670 mm

(.1998-22
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445 % 670 mm

Giovanni Battista Piranesi [1720-1778]
I View showing the remains of a larde
enclosure of columns

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paestum”

1778

Etching and engraving on laid paper
445 670 mm

G.1998-24
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495 % 652 mm

Giovanni Battista Piranesi [1720-1778]

{li. View of some columns of the facade
opposite the one shown in the preceding
plate

from the series "Different Views of some of the remains
of three great edifices...ol the ancient city of Paestum”
1778

Etching and engraving on laid paper

495 ¥ 652 mm

(3.1998-24
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470 % 665 mm

Giovanni Battista Piranesi [1720-1778]

IV, View of the eighteen side columns, drawn
from the side opposite those shown in the
first plate

from the series "Different Views of some of the remains
of three great edifices...of the ancient city of Paesturn”

1778

Etching and engraving an laid paper
A70% 665 mm

(3.1998-25
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490 % 670 mm

Giovanni Battista Piranesi [1720-1778]

V. View of the remains of the pronaos of the
building known as the College of the
Amphictyons

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paestum”

1778

Etching and engraving on laid paper
490 % 670 mm

G.1998-26
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470< 705 mm

Giovanni Battista Piranesi [1720-1778]
VI. Another view of the pronaos fagade
drawn and described in Plate V

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paesturn™
1778

Etching and engraving on laid paper

470705 mm

G.1998-27
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455 670 mm

Giovanni Battista Piranesi [1720-1778]

VL. Interior view of the so-called College of
the Amphictyons

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paestum™
1778

Etching and engraving on laid paper



455 %670 mm
(.1998-28
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ARE = 660 mm

Giovanni Battista Piranesi [1720-1778]
VIIi. Another view of the pronaos described
and drawn in the preceding plate

from the series “Different Views of some of the remains
of three great edifices. .of the ancient city of Paesium™

1778

Etching and engraving on laid paper
488 % 660 mm

G.1998-29
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470 %670 mm

Giovanni Battista Piranesi [1720-1778]
IX. Another interior view of the remains of
the sa-called College of the Amphictyons

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paestum”

1778

Etching and engraving on laid paper
470> 670 mm

G.1998-30
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480 % 707 mm

Giovanni Battista Piranesi [1720-1778]
X. View of the Temple of Neptune, tutelary
god of the ancient city of Paestum

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paestum™

1778

Etching and engraving on laid paper
480 % 707 mm

(.1698-31
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453 X 678 mm

Giovanni Battista Piranesi [1720-1778]

XI. Temple of Neptune at Paestum, seen from

the side and drawn on a larger scale than in
the first plate

from the series “Different Views of some of the remains

of three greal edifices...of the ancient city of Paestum”
1778

Etehing and engraving on laid paper

453 % 678 mm

G.1988-32
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455 % 678 mm

Giovanni Battista Piranesi [1720-1778]
Xil. Interior view of the Temple of Nepiune,
described in Flate X (second version)

from the series “Different Views of sorme of the rermains
of three great edifices..of the ancient city of Paestum ™

1778

Etching and engraving on laid paper
455 X 678 mm

(G.1998-33

38

Vad ey Z Ny T RS ¥ 5—5 [1720-1778]
(3B 1338 AT A b L@ E A F A,

Wi DERE D

MET A= A by 20 C B R O Sl £

17784F

RS Pl g FE L TN EE 1

495 X 670 mm

Giovanni Battista Piranesi [1720-1778]
XN Interior view of the remains of one of the
pronaoi of the Temple of Neptune

from the series “Different Views of some of the remains
of three great edifices...of the ancient ¢ity of Paesturn”
1778

Etching and engraving on laid paper

495 % 670 mm
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470 % 663 mm

Giovanni Battista Piranesi [1720-1778]

XIV. Rear view of the ramains of the pronaos
of the Temple of Neptune, drawn in the two
preceding plates

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paestumn™
1778

Etching and engraving on laid paper

470 % 663 mm

G.1998-35
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Giovanni Battista Piranesi [1720-1778]
XV. View of the remuains of the cella of the
Temple of Neptune

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paesturn”

1778

Etching and engraving on laid paper
495 % 675 mm

(.1998-36
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495% 673 mm

Giovanni Battista Piranesi [1720-1778]
XVI View of the remains of the wo rows of
columns in the Temple of Neptune

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paesium”
1778

Etching and engraving on laid paper

495 % 673 mm

G.1998-37
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450 % 670 mm

Giovanni Battista Piranesi [1720-1778]
XVIL View of the remains of the cella of the
Temple of Neptune

from the series “Different Views of some of the remains
of three great edifices...of the ancient city of Paestum”

1778

Etching and engraving on laid paper
450 % 670 mam

(. 1998-38
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Giovanni Battista Piranesi [1720-1778]
XVIIL View of another temple in the city of
Paestum, which if commonit believed to
have been dedicated lo Juno

from the series “Different Views of some of the remains
of three great edifices.. of the ancient city of Paestum "

1778

Etching and engraving on laid paper
452 % 670 mm
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465 % 660 mm

Giovanni Battista Piranesi [1720-1778]

XiIX. Side view of the Temple of Juno

fram the series "Different Views of some of the remains
of three great edifices...of the ancient city of Paestum "
1778

Frehing and engraving on laid paper

465 % 660 mm

G.1988-40
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480 % 688 mim

Giovanni Battista Piranesi [1720-1778]

XX Interior view of the temple which is
believed to have been dedicated to Juno

from the series “Different Views of some of the remains
of three greal edifices...of the ancient city of Paestum”
1778

Etching and engraving on laid paper

480 % 688 mm

G.1998-41
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F 41« F— 31 [1808-1879]
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[exr771l], 184242121281

Ne&s7

232 % 191 mm

Honoré Daumier [1808-1879]

HISTOIRE ANCIENNE 47: PYGMALION. O
triomphe des arts! quelle fit la surprise, /
Grand scculpteur, quand tu vis marbre
s'animer, / Et, d'un air chaste et doux,
lantement se baisser / Pour le demander
une prise. /' (Comnte Siméon)

Le Charivari, 28 December 1842

Lithograph

232X 191 mm

G.2000-478
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577

240> 235 mm

Honoré Daumier [1808-1879]

LES BEAUX JOURS DE LA VIE 15: LE
FREMIER PORTRAIT PAYE. Cela vient
assez bien ... cela vient assez bien ... je
crois que nous serons satistait ... je charche
surtout @ bien rendre le nez grec de
monsieur ! ...

Le Chariveri, 18 June 1844

Lithograph

240> 235 mm

(M IEZ)
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260 % 230 mm

Honoré Daumier [1808-1879]

SCENES D'ATELIERS 1: - Madam, j'ai bien
"honneur!...

Le Charivari, Jannary 1848

Lithograph

260230 mm

(.2000-659
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233> 208 mm

Honoré Daumier [1808-1879]

SCENES D'ATELIERS 2: Un frangais peint par
lui-méme.

Le Charivari, 29 March 1849

Lithograph

233 208 mm

G.2000-660
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255% 215 mm

Honoré Daumier [1808-1879]

SCENES D'ATELIERS 4: - Comment, St
Gervals a pris celfe position 1a...... ca ne
m'étonne plus, s'il a passé pour un fameux

Le Chariveri, @ April 1850

Lithograph
255 %215 mm

47

entitled L'flustration.

This exhibition presented images of the studios of 19th century artists,
such as works of Daumier that depict artists’ studios, and illustrations
shown alongside records of visits to artists published in the magazine

(Masayuki Tanaka)
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252 % 216 mm

Honoré Daumier [1808-1879]

LES ARTISTES 2: - Faudra que je vous fasse
faire un jour mon portrait dans ce ganre [Q...
Le Charivard, 21 April 1848

Lithograph

252 x 216 mm

G.2000-662
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Honoré Daumier [1808-1879]

LES ARTISTES 4: INCONVENIENT
D'ENVOYER UN MAUVAIS TABLEAU A
L'EXPOSITION. ...Mls ont €crit au dessus de
ma forét!... Epinards douze sous le métre! Et
moi donc, ma magnifique etude digne de
Geéricault, ifs ont eu la barbarie d'y coller
celle etiguette! Ceci est un chaval, ne pas le
prendre pour un dne ce gui ferait confusion
avec [‘auteur

Le Charivarr, 5 April 1848

Lithograph

243208 mm

G.2000-664
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216> 266 mm

Honoré Daumier [1808-1879]
ACTUALITE 399: LA DERNIERE SEMAINE
AVANT L'OUVERTURE DU SALON DE
PENITURE Cheeur - Du courage a f'ouvrage,
les amis sont toujours la ...

Le Chayivari, 9 May 1857

Lithograph

216 266 mm

G.2000-666
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240> 210 mm

Honoré Daumier [1808-1879]

TOUT CE QU'ON VOUDRA 57: V'la mon
phit...... s'il n'a pas assez de moyens pour
éfre avec moi...... dans 'épicerie...... ['en
ferai aussi un artiste!...

Le Chorivari, 3 July 1850

Lithagraph

240 % 210 mm

G.2000-1513
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Honoré Daumier [1808-1879]

TOUT CE QU ON VOUDRA 69: - Oul,
monsiewr, on a eu l'indignité de me refuser
ce tableau 1a a l'exposition...... el voyez
pourtant avec quelle conscience j'avats
excuté le crucifiernent de mon saint...... il n'y
a pas a dire il n'y manque pas un clou!...
Le Charivari, 14 February 1851

Lithograph

254 % 213 mm

(G.2000-1520
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230 % 190 mm

Cham [1819-1879]

MEURS ALGELIENNES. CHINOISERIES
TURQUES: Dire que si je n'ai pas reproduit
ses traits avant le coucher du soleil, je suis
empalé!

Le Charivari, 12 June 1844

Lithograph

2305180 mm
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205 ¥ 327 mm

Charles Joseph Traviés [1804-1859]

Atelier de la Caricature et du Charivari. (L'on
garantis la parfaite ressemblance.)

La Carfeature, 13 November 1834
Lithograph
205 % 327 mm
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283 % 397 mm

Grandville [1803-1847]

SINGERIES. Morales, Folitiques efc.: Il a beau
faire, il n°aura pa la croix. - mais non il N'est

pas trop longl... six pouces et quelque chose.

La Caricature, 3 May 1832
Lithograph
283> 397 mm
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200 % 168 mm

Charles-Edouard de Beaumont [1821-1838]
FARIBOLES: Une copie qui cotitera ['original.

Le Charivari, 22 October 1849
Lithograph
200 % 168 mm
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“Atelier de nos jours”

Magasin pittoresque, 1849
Wood-engraving
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A, JD. “Visite aux ateliers: Atelier de M.
Dantan aine”

L'itlustration, 11 May 1850
Wood-engraving
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A LD, *Visite aux ateliers: Atelier de Paul
Delaroche”

L'illustration, 14 September 1850
Wouod-engraving
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A-J. Du Pays, “Visite aux ateliers: Atelier
de Mlle Rosa Bonheur”

Lillustration, 1 May 1852
Wood-engraving
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A-l. Du Pays, “Visite aux ateliers: Atelier
d'Eugéne Delacroix”

Lillustration, 25 Seplember 1852
Wood-engraving
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A-J. Du Pays, “Visite aux ateliers: Atelier
de M. Diaz”

Lillustration, 19 March 1853
Wood-engraving
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A-J. Du Pays, “Visite aux ateliers: Atelier
de M. Dantan jeune”

Liltustration, 30 May 1857
Wood-engraving
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Paul Eudel, “Les ateliers de peintres:
William Bouguereau”

L'iilustration, 24 April 1886
Wood-engraving
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Report on Conservation Science Activities
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Continuing on from the previous fiscal year, during fiscal 2005 the
Conservation Science Section gave particular importance to carrying
out the preparatory survey on the presence of insects and small animals
in the museum structures. Insect traps with sticky surfaces were placed
in approximately 100 locations throughout the buildings, primarily near
doors and openings to the outside. The staff then gathered data on the
types and numbers of insects captured in these traps. This study was
begun in the previous fiscal year to gain a grasp of the situation
regarding insect life in the museum and was conducted once a season,
every three months. It was noticed that when the outdoor temperature
was high, particularly during the summer and spring months, pill bugs
(Armadillidium vulgare), sow bugs (Porcellio scaber), and centipedes
(Chilopoda) were remarkably prevalent around the openings on the
central courtyard and those on the eastern face of the building near the
forecourt. There were large numbers of such organisms in the summer,
and some that escaped the traps made it into the exhibition galleries,
These species are not considered particularly harmful to cultural
properties and art works, but they are “undesirable insects” and it is
necessary lo consider ways of preventing their entry into the buildings
so they cannot bother visitors and so that their corpses will not atiract
other invasive species. Luckily their source was identified as the
landscaped area next to the Main Building and in the central courtyard.
Insecticides designed to eradicate undesirable insects were spread in
those areas and repellents were used around the exterior of the
buildings. The result was a great reduction in the number of these pests
found in the traps by the exits and openings. However, a great reduction
in the overall numbers does not mean complete eradication of the
problem. Thus, in order to prevent a reemergence of the problem, it will
be necessary to monitor the situation in the next fiscal year, and to
reapply, as necessary, the various chemicals used in this round of
treatment. Other kinds of insects, those which directly harm cultural
properties such as book lice (Psocoptera), black beetles or cockroaches
(Blattaria), and cave crickets (Rhaphidophoridae), have been found in
several locations, primarily in the first floor area. Book lice eat mold
spores and prefer a moist climate. Because the museum’s air
conditioning system works 24 hours a day to maintain a 50-55%
humidity level in the buildings, book lice are not presenl in large
numbers. However, there are instances of increased humidity in comers
and other areas where dust might gather, and this provides conditions
suited to booklice. This means that special care must be taken to ensure
that thorough cleaning is carried out in all corners, and edges of rooms;
patticularly in galleries and storage area rooms. Cockroaches and cave
crickets also appear in some numbers in the door and entrance areas,
and while they come from outside, it is not easy to completely prevent
their entrance, particularly in the case of cockroaches. There is a need



for appropriate measures in this regard in the future.

This fiscal year also saw a continuation of the Section’s routine work,
such as the management of temperature and humidity in galleries and
storage areas, lhe installation of and collection of data from temperature
and humidity data loggers attached to works sent on loan, and the
scientific analysis of the materials used on the interior of display cases
made for the galleries. In January 2006, Masahiko Tsukuda was
transferred to the Tokyo National Museum, and hence special
researcher Miho Takashima continued the routine work after that date.

In terms of the research caried out during the fiscal year, continuing
on from the previous fiscal year and ending in May 2005, Tsukuda was
funded by the NMWA Overseas Research Program and conducted a
study on the chemical analysis of modern painting malerials at
University College London, In particular, Tsukuda created a Raman
spectra library of pigments, particularly inorganic pigments, used in oil
paintings from the 18th century onwards. Further, Dr. Marcello Picollo,
of the Istituto di Fisica Applicata “Nello Carrara,” where Tsukuda
conducted research in the previous fiscal year, visited Japan and spent
approximately one month at the National Research Institute of Cultural
Properties, Tokyo. During that time Tsukuda and Picollo conducted
joint research on non-invasive investigation methods using 3D
fluorescence spectrometry and X-ray fluorescence spectrometry with
portable devices, related to Tsukuda's study regarding non-invasive
investigation methods of modern painting materials conducted during
Tsukuda's period of overseas research. (Masahiko Tsukada)
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Zeitschrift filr bildende Kunst. vols. 1-65, 1866-1932. Supplemented
by : Kunst-chronik: Beiblatt zar Zeitschrift fiir bildende Kunst (1866-
1902); Mitteilungen der Gesellschaft fiir vervielfaltigende Kunst
(1872-1878): Monaisrundschau der Zeitschrift fir bildende Kunst
(1924-1925); Kunstliteratur: Beitrage zur Zeitschrift fiir bildende
Kunst (1925-1926); Kunstchronik und Kunstliteratur: Beltrage zur
Zeitschrilt fir bildende Kunst (1926-1832)

L'arte [microform], vols. 1-57, third ser., issues 1-16, 1898-1963,
1968-1971

ARTnews [microform]. vols. 1-58, 1902-1960

Artforumm [microform]. vols. 1-43, 1962-2005

el (MR A RS R L D
Visual resource, vols. 1-17, 1980/81-2001.
Art documentation [microform], vols. 8-18, 1989-1999



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. The following is a report
on the activilies of this fiscal year.

In terms ol materials acquisitions, the Library purchased major
German and ltalian language art periodicals, including the Zeiischrift fiir
bildende Kunst, a German art periodical founded in 1866 that was
known for its early adoption of photographic illustrations, and L'Arte
(microform), the periodical founded in Milan in 1898 by the ltalian ar
historian Adolfo Venturi (1856-1941). With the aim of further perfecting
the Library's relerence services, the Art Index Retrospective Online, a
major index of periodical articles in various art subjects, was also
purchased. The Western Art Foundation donated back numbers of
Visual Resources and other periodicals. In addition the Library actively
pursued its ongoing material exchange with art museum and university
libraries both in and out of Japan, resulting in the acquisition of
exhibition catalogues, research bulletins, annual reports, and
newsletters,

The cataloging of books continued with the backlog entry numbering
3,730 books and 6 micro format materials recorded in the library system
(LVZ). The total number of periodical titles in the Library now numbers
some 1,500 titles, and plans were made for data entry and shelf renewal.

In terms of library access, requests for the ahility to search from
external sites on Webcat led to a five-month process starting in October
2005 of recording all information on the NACSIS. The background for
this decision lay in the fact that when boaoks are catalogued in the
Research Library, the OCLC system is used for western titles and the
NACSIS is used for Japanese titles. As a result, in the case of the NMWA
library where the majority of the books are western titles, almost the
entire library was catalogued solely on OCLC. The listing of all
information on NACSIS means that users of Webcat in Japan who were
originally excluded from the library utilities can access these materials.
As a result of the wholesale uploading of data for all items, including
western titles, the catalogue data for approximately 1/3 of the books in
the collection, approximately 9840 items, and 630 periodicals were
successfully recorded on the system. As in the past, the section of the
collection that could not be recorded on NACSIS in this process can still
searched via two links listed on the NMWA website, the OPAC or ALC
art library search tools (http://alc.opac.jp/).

The library opening hours for non-NMWA staff members were the
same as in the previous fiscal year, with the library open on Tuesdays
and Fridays. There were thus a total of 96 open days in the fiscal year,
with a total of 305 art museum curators, graduate students, and public
ministry staff members utilizing the service. There were a total of 41
requests for reference service. Many of these requests were specialized
questions regarding western art artists or works from university libraries
and public libraries from around the country; the popularity of this
service reflects the Research Library's major role as the only library in
Japan specializing in western art.

In terms of facilities, in order to respond to the increased number of
materials available for public use, the number of bookshelves in the
reading room was increased. Further, the photographic storage areas
that had been located in various parts of the building were consolidated
into one location, so that it is available as one of the services of the
Research Library.

As part of a mid-term plan begun in fiscal year 2004, there was a
unification of information on works of art, and this meant the purchase
of the collections management system Artize MA as the basic system for
this information. The first period of data cataloguing was carried out,
with basic data and photographic data catalogued for 466 paintings,
sculptures, and decorative arts works, In terms of the visual data used,
the data stored in the Digital Gallery was moved to this new system,
while new digitization was also carried oul on color transparencies and
black and white prints. In the case of 4 x 5 inch color transparencies,

the data was entered in RGB, 1,000 dpi format and color management
was used to control quality. This produced master images that can be
used in various ways, such as on the Internet or in publications. The
reorganization of basic text data continues and data organization of the
basic data for prints was also carried out.

In terms of the public availability of data on art works in the NMWA
collection, this fiscal year the General Calalogue Search System for
Collections in the National Art Museums began full-scale operation.
Information on 3,594 prints and 62 items of image data were added to
the system. A public trial version of an English language search system
was also begun.

The Reference Corners located in the museum's Free Zone on the st
Floor continued as in previous fiscal years. The materials provided
include the exhibition catalogues, annual bulletins, and annual journals
published by the NMWA over the last 10 years, and a general selection
of art reference works. These materials are all available for use by the
general public. As of the end of March 2006, a total of two sets of 96
titles (139 items) were presented in the Corners. The Digital Gallery, also
located in the Free Zone, continued as in previous years, providing
information and images of a total of 204 art works, including 155

paintings, 24 drawings, 10 prints and 15 sculptures.  (Masako Kawaguchi)

[Research Library Usage Data]

Number of public days: 96

Registered users: 139 (new and renewals)

Users: 305

Reference requests: 41 items (by phone, letter and email)
Loans: 1,806 items

Photocopies: 779 requests (total of 7463 pages)

[Major Acquisitions]

Purchases:

Zeitschrift fiir bildende Kunst. vals. 1-65, 1866-1932. Supplemented by:
Kunst-chronik: Beiblatt zur Zeitschrift flir bildende Kunst (1866-1902);
Mitterlungen der Gesellschalt fitr vervielfaltigende Kunst (1872-1878);
Monatsrundschau der Zeitschrift fiir bildende Kunst (1924-1925);
Kunstliteratur: Beiltrage zur Zeitschrilt fir bildende Kunst (1925-1926);
Kunstchronik und Kunstliteratur: Beitrage zur Zeitschrift fir bildende
Kunst (1926-1932)

L'arte |microform], vols. 1-57, third ser., issues 1-16, 1898-1963,1968-1971
ARTnews [microform]. vols. 1-58, 1902-1360

Artforum [microform]. vols. 1-43, 1962-2005

Donations (Western Art Foundation):
Visual resouree, vols. 1-17, 1980/81-2001.
Art documentation [microform], vols. 8-18, 1989-1999
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(1) Fun with Collection

The Fun with Collection pragram this year was entitled Various Colored
Eyeglasses Part 1. Tell me about how you see (See Exhihition report for
details). This program focused on the theme of how visitors to the
museum view and enjoy art works, The program encouraged visitors to
exchange their viewpoints or their ways of enjoying art works, and thus
they experienced different ways of looking at and experiencing artwork.

“Write About Your Special Art Work”

Visitors were asked to select one art work from the Permanent
Collections galleries and write an essay on their thoughts on the work,
giving their interpretation of the work from their own individual
perspective. Judges then chose a total of 30 essays from those
submitted; the texts were displayed on panels near the art works
involved and were also posled on the museum's website. All 433 of the
essays submitted were printed in a pamphlet, and copies of the
pamphlets were placed on the rest benches in the Permanent Collection
galleries, allowing visitors a chance to [reely enjoy these interesting
texts.

1 July =31 October, 2005

Total number of essays: 433 essays

Publication; Permanent Collection Gallery and NMWA website from
January through August 2006

Judges: Makiko Uchidate (Playwright), Jun Miura (Illustrator), Masanori
Aoyagi (Director, National Museum of Western Art)

“Jun Miura Lecture”

Jun Miura, ane of the judges of the essays wrilten for the “Write About
Your Special Art Work” program, spoke on his own selection of 45 of the
essays.

December 3 (Sat.) 14:00 — 15:30 Lecture Hall

Speaker: Jun Miura (llustrator)

Participants: approx. 150

Free of charge

“What is Your Name? You Become the Titler of Art Works"
In this program three art works were chosen every month, their labels
and litles hidden. Then visitors were asked to write their own ideas for



the names on paper available near the art works.

July 1, 2005 — May 28, 2006
Permanent Collection Gallery

“Composing Just What We Feel! - Haiku at the NMWA”

This program had visitors use haiku poetry to express their feelings
when they viewed art works. One person would write the first five
character line about a selected art work on a fanzaku card made for
poetry transcription, and then handed the card to another person.
Based on that first line, the second person would imagine which art
work was being discussed and added their own second seven-character
line. The card was then handed to a third person, who would write the
third five-character line. Thus this unusual program had three people
write a single haiku poem.

July 24 (Sun.) 10:30 - 12:30, 13:30 — 15:30 [Half-day program]
Facilitator: Yasunori Gou (Workshop Planner)

Target: Over the age of 13

Participants: 20

Free of charge

“Let’s Film the Great Places at the NMWA - The Dispatch of the Kid
Video Troops!”

This program had participants shoot video footage of the art works and
areas of the NMWA that appealed to the participant in order to create
their own introductory video of the museum. The project took three
days and involved choosing art works, making a script, practicing the
use of the video cameras and actual filming. A screening was held of the
completed videos on the final day and friends and family members
were invited to attend the screening.

July 30 (Sat.), 31(Sun.), August 1 (Mon.) and 7 (Sun) [4-day program]
10:00 — 17:00 (August 7, 13:30 — 15:30)

Facilitator: Ryoko Yamamoto (Video Maker)

Target: 11 and 12 year-olds

Participants: 3

Participation fee: 1,500 yen

“Gather One and All! - Kid Judges Award Prizes to Their Favorite Art
Waorks!”

In this program, children selected the art works they liked from among
the paintings and sculptures on display and awarded them prizes that
they made up.

August 9 (Tue.) 13:30 — 16:30 [Half-day program]

Facilitator: Yasunori Gou (Workshop Planner)

Target: 10 - 12 year-olds

Participants: 8

Free of charge

“The Museum Through the Viewfinder: Making Your Own Photo
Collection”

This program had participants cut out photographs of museum
buildings and art works and create their own photo collection. While
some included the same art works. the different vantage point of each
participant resulted in completely different photo collections.

August 20 (Sat.) and 21 (Sun.} 10:00 — 17:00 [Two-day program]
Instructor: Kohide Nakashima (Photographer)

Target: 16 years and older

Participants: 10

Participation fee: 1,500 yen

“Sunday Art Museum: Want to Look through My Glasses?”

This lecture series by specialists from a wide range of fields featured
each lecturer's look at art works from their own particular professional
or personal vanlage point.

14:00 = 15:30, Lecture Hall, target: Over the age of 16, free of charge
September 18 (Sun.)

Isao Takahata (Animated Movie Director)

Participants: 54

October 2 (Sun.)

Eitetsu Hayashi (Taiko Drummer)

Participants: 133

October 16 (Sun)

Eiko Funada (Lecturer, Tokai University)

Participants: 56

Novermber 6 (Sun.)

Hanae Mori (Fashion Designer)
Participants: 129

“Christmas at the Museum”

This program was held during the Christmas season, the holiday that
honors the birth of Christ. The Christmas story was told in the gallery
next to a depiction of the Nativity scene, and the participating family
members looked at a number of works in the gallery depicting Christ.
Then the group made Christmas ornaments and decorated a Christimas
tree set up in the entrance lobby.

December 17 (Sat.) and 18 (Sun.), 10:30 - 12:30, 14:00 - 16:30 [Half-day
program|

Facilitator: NMWA volunteer staff

Target: 6 — 9 year-olds and their family members

Participants: 68

Free of charge

“Christmas Carols™

This program was held during the Christmas season. During this season
it is traditional for choirs to stand on street corners and sing Christmas
carols. This accapella concert presented a selection of carols.

December 17 (Sat.) and 18 (Sun.), 13:00 - 13:40 and 16:00 - 16:40,
Entrance lobby

Organizers: Yoko Oka, Rieko Kojima and Yuki Ninomiya (Tokyo
National University of Fine Arts and Music)

Choir: Students and graduates of the Tokyo National University of Fine
Arts and Music

Participants: approx. 200

Free of charge

“The Story of Santa Claus™

Santa Claus, a now indispensable part of the Christmas holiday
celebrating the birth of Christ. This lecture covered the transformation of
St. Nicholas, as depicted in paintings, to his current manifestation as
Santa Claus.

December 23 (Fri.), 14:00 = 15:30, Lecture Hall

Lecturer: Hiroaki Kuzuno (Associale Professor, University of the Sacred
Heart, Tokyo)

Target: Over the age of 13

Participants: 34

Free of charge

(2) Programs Related to Special Exhibitions

W Lectures

Related to the exhibition “George de La Tour”
14;00 - 15:30, Lecture Hall, Free of charge
April 2 (Sal.) Participants: 150
“La Tour and 17th Century lconography”
Saburo Kimura (Professor, Nihon University)

April 23 (Sal) Participants: 140

“Research Note: Myself and La Tour's Nocturnes”

Hidemichi Tanaka (Professor, Tohoku University)

April 30 (Sat.) Participants: 140

“La Tour and the Arts of the Duchy of Lorraine”

Yoshiki Ono (Professor, Aoyama Gakuin Women'’s Junior College)
May 7 (Sat.) Participants: 111

“Painting the Unseen: 17th century French philosophy and the artistic
world of Georges de La Tour”

Tetsuya Shiokawa (Professor, University of Tokyo)

May 21 (Sat.) Participants: 155

“La Tour's Light and Shadow: Explaining the Georges de La Tour
Exhibition”

Akiya Takahashi (Curator, The National Museum of Western Art)

Related to the exhibition “Dresden - Mirror of the World”

14:00 — 15:30, Lecture Hall, Free of charge
July 3 (Sun.) Participants: 63
“The Japanese Export Lacquers in the Collections of the Pillnitz
Castle”



Hiroshi Kato (Head of Restoration Technique Department, National
Research Institute for Cultural Properties, Tokyo)

July 24 (Sun.) Participants: 124

“Turkey from the European Paint of View: A Historical Context”
Masami Arai (Professor, Tokyo University of Foreign Studies)

August 14 (Sun.) Participants: 75

“Modern European Scientific Equipment and Their Transmission to
Japan and China”

Tsuko Nakamura (Associate Professor, National Astronomical
Observatory of Japan)

September 11 (Sun.) Participants: 120

“Drescen - Mirror of the World: On the Exhibition Concept”

Naoki Sato (Curator, The National Museum of Western Art)

Related to the exhibition “Chiaroscuro Woodcuts from the Frits
Lugt Collection in Paris”
14:00 - 15:30 | Lecture Hall, Free of charge
October 15 (SaL) Participants: 30
“Chiarcscuro Woodeuts in Germany”
Ayurni Yasui (Associate Professor, Kanazawa College of Art)
October 29 (Sat.) Participants: 33
“Chiaroscuro Woodcuts in the Netherlands: Featuring Hendrick
Goltzius”
Akira Kofuku (Head Curator, National Museum of Western Art)
November 12 (Sat.) Participants: 65
“Detecting Chiaroscuro Woodcut Techniques”
Hitoshi Karasawa (Printmaker )
November 26 (Sal.) Participants: 34
“Chiaroscuro Woodcuts in Italy”
Shinsuke Watanabe (Curator, National Museum of Western Art)

Related to the exhibition “Rodin and Carrigére”
13:00 - 15:30, Lecture Hall, Free of charge
March 7 (Tue.) Participants: 83
“Rodin and ‘The Greatest Painter's Atelier "
Antoinette le Normand-Romain (Head curator, Musée Rodin)
“Rodin and Carriére: An artistic friendship in Paris at the end of
nineteenth century”
Emmanuelle Héran (Curator, Musée d'Orsay)

H Gallery Talk

Related to the exhibition “Chiaroscuro Woodcuts from the Frits
Lugt Collection in Paris”

18:00 — 18:40, Special Exhibition Galleries, Admission fee

October 14 (Fri.), 28 (Fri.), November 11 (Fri.), 25 (Fri.) and December
2 (Fri.)

Speaker: Shinsuke Watanabe (Curator, National Museum of Western
Art)

Total participants: 120

W Slide Talk

Related to the exhibition “George de La Tour”

18:00 - 18:40, Lecture Hall, Admission fee

April 1 (Fri.), 15 (Fri.), 29 (Fri.), May 13 (Fri.) and 20 (Fri.)
Speaker: Kumi Otani (Keio University)

Total participants: 532

Related to the exhibition “Dresden — Mirror of the World”

18:00 — 18:40, Lecture Hall, Admission fee

July 8 (Fri.), 22 (Fri.), August 5 (Fri.), 19 (Fri.), September 2 (Fri.), and
16 (Fri.)

Speaker: Momoko Ochiai (Waseda University)

Total participants: 629

Related to the exhibition “Rodin and Carriére”

18:00 - 18:40, Lecture Hall, Admission fee

March 24 (Fri.)

Speaker: Mahori Kondo (Lecturer, Komazawa University)
Total participants: 43

B Concert

Related to the exhibition “George de La Tour”

“Seeking the Sounds Heard by La Tour”

This concert was a contemporary rendering of the music of George de la
Tour's period, focusing on ancient music played on such antique
instruments as the Hurdy-Gurdy (barrel organ) depicted in La Tour's
paintings.

May 12 (Thurs.), 14 (Sat.) and 15 (Sun.)

18:15 - 20:15, Lobby of the Special Exhibition Gallery

Organizers: Mari Ohashi and Mikiko Tomita

Praducer: Unfini

Musicians: Le Poeme Harmonique

Ticket: 3,800 yen (including admission to the exhibition)

Total participants: 300

Related to the exhibition “Dresden - Mirror of the World”

“Fear and Longing for the Ottoman Turks: The Diversity of Musical
Culture Brought About by Imperial Expansion”

In relation (o the Dresden exhibition, this concert focused on Turkish
music and introduced the influence of Turkish military music on such
composers as Beethoven and Mozart. The concert also featured a belly
dancing demonstration, accompanied by a diverse array of folk music
played on the uniguely Turkish instruments, the saz and the darbuka.
September 9 (Fri.) 18:00 — 19:30, Lobby of the Special Exhibition Gallery
Organizer and Lecturer: Keiko Takii (Tokvo National University of Fine
Arts and Music)

Special Guest: Mitsuru Saito (Researcher of Turkish Music)

Musicians: Fujii (Saz), Junzo Tateiwa (Darbuka) and students from the
Tokyo National University of Fine Arts and Music

Belly Dancers: Nenuphar and Yumi

Participants: 100

Free of charge

(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 dilferent programs, “Biju-tool” and “Doyo Bijutsu (Saturday
workshop), are conducted by members of the Education Department
stalf and Volunteer Staff members.

H Biju-tool

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

April 9 (Sat.), 23 (Sat.), May 14 (Sat.), 28 (Sat.), September 10 (Sat.), 24
(Sat.), October 8 (Sal.), 22 (Sat.), November 12 (Sat.), 26 (Sat.), 2005.
March 11 (Sat.), 25 (Sat.), 2006.

10:00 - 19:00, Permanent Collection Galleries, free of charge

Total number of borrowers: 755

B Doyo Bijutsu (Saturday art workshop)

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

“Summer Greetings”

Participants enjoyed viewing art work in the Permanent Collection
Galleries, and photographed the art work which appealed to them. With
those photos, they made Summer Greeting cards and sent them to their
relatives, colleagues or friends from the museum. (Same program held 8
times).

July 9 (Sat.), 23 (Sat.), August 13 (Sat.), 27 (Sat.)

10:30 — 12:30, 14:00 - 16:00

Museum Collection Galleries, Free of charge

Total participants: 131

“Secrets of Twinkling Color”
This program focused on the paintings that have gold color (gold leaf)
in their imagery. Participants enjoyed looking closely at the paintings



under both day and candle lights, and then touching thin sheets of gold
leaf. Then they painted their own pictures on a gold ground. (Same
program held 4 times).

February 11 (Sat.), 25 (Sat.)

10:30 - 12:30, 14:00 — 16:00

Museum Collection Galleries, Free of charge
Total participants: 73

(4) School Program

B School Gallery Talks

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

Participants: Under age of G: 48 (3 groups)
Primary School (aged 7 to 12): 696 (16 groups)
Junior High School (aged 13 to 15): 293 (15 groups)
Over age of 16: 177 (7 groups)
Total: 1,214 (41 groups)

M School Slide Talks

This program requiring reservations involved Education Department
staff members presenting lectures explaining the works on display in the
Permanent 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): 178 (2 groups)
Junior High School (aged 13 ta 15): 202 (3 groups)
Over age of 16: 309 (7 groups)
Total: 689 (12 groups)

B Museum Visits 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 various information
regarding a curator's job, art works, and the art museum itself.
Participants: Junior High School (aged 13 to 15): 95 (20 groups)

Over age of 16: 49 (6 groups)

Total: 144 (26 groups)

B Teachers’ Program

This program has been designed for elementary, middle school, and
high school teachers. 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 “Dresden - Mirror of the World”
July 15 (Fri.) 18:00 — 18:40, Lecture Hall, Free of charge
Lecturer: Naoki Salo (Curator, National Museum of Western Art)
Participants: 102

Related to the exhibition “Chiaroscuro Woodcuts from the Frits
Lugt Collection in Paris”

Octaber 21 (Fri.) 18:00 — 18:40, Lecture Hall, Free of charge

Lecturer: Shinsuke Watanabe (Associate curator, National Museum of
Weslern Art)

Participants: 104

Related to the exhibition “Rodin and Carriére”

March 17 (Fri.) 1800 — 18:40, Lecture Hall, Free of charge
Lecturer: Mina Oya (Curator, National Museum of Western Art)
Participants: 96

B Teachers' Summer Seminar

July 25 (Mon.), 10:00 - 17:00, Free of charge

Contents: Discussion held about viewing art works, gallery talks for the
Dresden exhibition and explanation and overview of the Fun with
Collection: Various Colored Eyeglasses Part 1 program.

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

Participants: 14

60

August 29 (Mon.), 10:00 - 17:00, Free of charge

Contenl: Presentation of seminar topic, practicing the act of “seeing,”
which forms the basis for arl work appreciation, explanation of the
methodology used by art historians in their research on art works,
followed by a discussion of art appreciation and how schools can utilize
art museums.

Organized with Tezuken and the National Museum of Modern Art,
Tokyo,

Participants: 16

(5) Volunteer Activities

A Volunteer Program was established at the NMWA in 2004 and this
program began operating in the latter half of 2004. As of 2005, there
were 19 volunteer staff members, and their activities have cenlered 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.

B Activities
Family Program *See “(3) Family Program”
- Biju-tool: Loan service
- Doya Bijutsu: Program facilitator and program planning.
School Gallery Talk *See *(4) School Program”
Others
- Assistance for the programs of Fun with Collection "Various
Colored Eyeglasses Part |: Tell me about how you see” *See *(1) Fun
with Collection”
+ Gallery talks for “A Day in the Museum” (January 2. 2006)

B Training and Meeting

Apr. 7 (Thu.)  Visit to the Sakurai Art Foundry

Apr. 21 (Thu.) Lecture "On Conservation” by Kimio Kawaguchi

(Conservator, National Museum of Western Art)

Trial of Doyo Bijutsu program “Summer Greetings”

Lecture “Excavation on the Somma Vesuviana in ltaly”

by Masanori Aoyagi (Director, National Museum of

Western Art)

Sept. 1 (Thu.) Review of the activities

Sept. 22 (Thu.) Lecture “On Fun with Collection” by Yoko Terashima

(Educator, National Museum of Western Art)

Lecture “On Conservation Science” by Masahiko

Tsukada (Associate conservator, National Museum of

Western Art)

Lecture “Junior High School Students and Arl" by Norio

Mizunoya (Koganei Junior High School)

Dec. 15 (Thu.) Trial of Doyo Bijutsu program “Secrets of Twinkling
Calor”

Mar. 30 (Thu.) Review of the activities

Jun. 11 (Thu.)
Jun. 25 (Thu.)

Oct. 6 (Thu.)

Qct. 29 (Thu.)

(6) Internship

As part of its mission ol 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 staff member, these interns help with surveys of
museum art works and assist with the planning of exhibition and
educational programs, with each intern taking part in hands-on work in
their own specific area of specialization.

[Education]

Training Program:

1. Research on Improving Junior Passport and making Junior Passport
of “Chiaroscuro Woodcuts™ exhibition (See “Internship Report 2005™)

2. Assistance with programs related to Fun with Collection Various
Colored Eyeglasses part 1



Term: May 1 - October 31, 2005
Supervisors: Yoka Terashima, Chiori Fujita
Interns: Atsumi Ebina, Kayo Saito

(7) Cooperation with Other Institutions

M Off-campus Course for the Tokyo Metropolitan Asuka Senior
High School

May 20 (Fri.), 28 (Sat.), June 18 (Sat.), 24 (Fri.), July 1 (Fri.)

Contents: Overview of the NMWA, oil paintings and oil techniques,

sculpture and casting techniques, and discussion of museum

architecture.

Participants: 7 (aged 16 to 18)

B Cooperation with the program “Museum Club at Ueno Hills” by
National Science Museum

July 18 (Mon.) 9:30 - 16:00

Contents: Oil painting and oil techniques (art work viewing and

pigment manipulation and production)

Participants: 24 (aged 13 to 15)

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

Term: April 1, 2005 - March 31, 2006

Contents: This program sought to further deepen the understanding of

Cultural Materials Research specialists in this program and carry oul

mutual exchange on research and education.

(8) Publications

B Exhibition brochures

“Dresden - Mirror of the World”

*Chiaroscuro Woodcuts from the Frits Lugt Caollection in Paris”
“Rodin and Carriére”

B Junior Passport

Exhibition guide for primary school and Junior High School students
“Dresden - Mirror of the World”

“Chiaroscuro Woodcuts from the Frits Lugt Collection in Paris”
“Rodin and Carriére”

B Zephyros
NMWA Newsletter, Nos. 23 — 26

(Yoko Terashima)

Gl
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=57 [1861-1909)
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18994
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150 % 70 cm

£ P& 2 L P, Ranson 99.

Paul Ranson [1861-1909]

Les Digitales

1899

77772 on canvas

150> 70 em

Signed and dated lower right: . Ranson 99
P2005-1

E—F 7Y =4 () [1564-1638]

{(BROBLERM)
HiE= 18
40.6 % 56.8 em

Pieter Brueghel the Younger [1564-1638]
Winter Landscape with Bird Trap

Oil on panel
40.6 % 568.8 cm
P.2005-2

Py FE A EKYTAF—=
[741-2vx 1446-1498]
(M=agy 2l BH5) KB FT,
By —5 WMPRO—ZTF)
TG W= AITBLIRE)

113% 1225 cm

Francesco Botticini [Firenze 1446-1498]

Saint Nicolas and Sainis Catherine, Lucy,
Margaret and Apollonia

Tempera on panel
115% 1225 em
P.2005-3

H=Fr—Fa- 7 Ey—71, wHE=77
—Fg Vi — [V oO—F [4874EE-
7L RV4T 15534 ]

(MR, FNET AERKE, BFOFTE
HetlEiEani)

g, hevr A

114.5% 1525 cin

Bonifacio de' Pitati, called il Bonifacio
Veronese [Verona, ca.l487-Venezia, 1553]
The Holy Family with Tobias and the Angel,
Saint Doroihy, Giovaniino, and the Miracle
of the Corn beyond

Oil on canvas
1145%152,5 em
P.2005-4

SE Y- — 1 [1590-1649 | 124 E
{FLIH R TOEA2)F)

i, A1 d7 A

98 X 77.5 cm

Attributed to Simon Vouet [1590-1649]
Saint Catherine

Qil on canvas
98X 775 cm
P.2005-5

=7 I ¥ — 2 A[1593-1678]
(BT

1620441

MiF, v A

116 % 76 ¢m

Jacob Jordaens [1593-1678]

Holy Famnily

ca. 1620

Qil on canvas

116 X 76 em
P.2005-6

Fa Ay —r FL[1832-1883]
{32 AY, AN D HEG D
18689t

Mg, pdr A

278.1 > 191.8cm

A FIZE %5 Gve. Dore’

Guslave Doré [1832-1883]
La Siesta, Memory of Spain

ca. 1868
Oil on canvas

FT—=FNTr A—ErTFI}p
[1GEy 1510-1551 \2im @
{EHE DR T}

g, 4

35%35.1 em

AR R Y AR I8

Attributed to Adrian Isenbrant
|active: 1510-1551]

The Madonna and Child enthroned
0il on panel

35%35.1 em

Donated by Mr. Ishizuka Hiroshi

P.2005-8

Yaslru TrhaFd- Myl Fi]—=

[ 234 T 1675-1741 124 R

{7V FUTO8EL71)F)

W A7 A

99% 72 em

Attributed to Giovanni Antonio Pellegrini
[Venice 1675-1741]

Saint Catherine of Alexandria

Qil on canvas
9% 72 cm
P.2005-4
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380 % 483 mm

Alexandre Gabriel Decamps [1803-1860]
Christ among the Scribes

ca. 1833

Watercolour and gouache on paper

380 %483 mm
D.2005-1
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315 X454 mm

Kéthe Kollwitz [1867-1945]

The Flowers (Plate | of “The Peasant's Revolt")
1907

Etching, drypoint, softground etching

315 % 454 mm

G.2005-1

br—F Tl 4 [1867-1945)
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297 %297 mm

Kéthe Kollwitz [1867-1945]
Whetting the Scythe (Plate 3 of “The Peasarit's
Revolt™)

1905 (published in 1908}

Etching, drypoint, saft-ground etehing
297 % 297 mm

G.2005-2

VakPa-77y7[1882-1963]

(NS F 2 ALDFS—(F—T 0D o
Fyr—)}

1909-104F (19544~ — 712 LB HI)

Tt

130 % 195 mm

Georges Braque [1882-1963]

Little Cubist Guitar (Guitar on a Table)

1909-10 { published by Maeght in 1954)
Etching

130 195 mm (image), 250 % 322 mm (sheet)
G.2005-3
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Albrecht Diirer [1471-1528]
The Last Supper

1523
Woadcut

214 % 300 mm
G.2005-4
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(Lo

149841
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188 = 118 mm

Albrecht Diirer [1471-1528)]

The Dream of the Doctor

1498
Engraving
188 119 mm
(.2003-5

N—F— AN AT F[1861-1933]
(BEELRHD)

19114

i b s e B Y

335 387 mm

Peter llsted [1861-1933]

Waiting for the Guests

1911

Mezzotint in colours on Chine appliqué
335 % 387 mm

G.2005-6

R—=F— AN ATF YR [1861-1933]
LV R

19154

BT ST (T T X)

430> 325 mm

Peter llsted [18G1-1933]

The White Chair

1915

Mezzotint in colours on Chine appliqué
430% 325 mm

G.2005-7

FAZ=2-~yh7—3 [1486-1551]
(SN D)

15374

Ly FUH, L =P

272170 mm

Domenico Beccafumi [1486-1551]
Two Male Nudes in a Landscape

ca. 1537

Etching and engraving
272170 mm
G.2005-8
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16504 i
TyFey
297 %214 mm

Stefano della Bella [1610-1664]

Clovis and Clotilda

ca. 1650
Etching
297 % 21 mm
(.2005-9

) —=-a—F 4 [1885-1956]
(A74¥ 22— BHMEZ AOBNT)
191496 1 (327 — 1)

=L

265> 207 mm

Marie Laurencin [1885-1956]

Iphigénie ou Les trois danseuses

June 1914 (3rd state)

(.2005-17

{7 T ()
Coping-Stone
G.2005-18

oA+ ) — A1 [ 1889-1955]
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19251
ToeFo ¥y
420 % 600 mm (] +J7) , 538 % 743 mm (#E )

Louis Rigal [1889-1955]

Erching Exposition international des arts decoratifs et
2652 207 mm industriels modernes. Dipléme
G.2005-10 Commemoratif
1925
Etching
i . . 420 %600 mm (image), 538 * 743 mm (paper)
FxlF4F b ) 1 [1785-1841 G.9005-19
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Wh —EROTHIZEHET) (2948075
8410

1818/234F

U F7

#193-275 % 268-375 mm (W <), 372 % 534 mm (#L])
Ferdinand Olivier [1785-1841]

Seven Places in Salzburg and Berchtesgarden.

Arranged according to the the Seven Days of
the Week (8 of 9 sheets)

1818/23

Lithograph

each 193-275 x 268-375 mm (image), 372> 534 mm
(paper)

(H RN EF AT — T DEREND)
Sunday. Going to Church near Berchtesgarden
£.2005-11

{HWE NI T 7 FHiOT—E S0 —
HieF )

Monday. Rosennecker Garten belore Salzburg
G.2005-12

ORI FE M DBk b 7OV 27 b & D IR D
Tuesday. The Castle of Salzburger seen from
the South

G.2005-13

AL N7 W TR A e AT N 2 DN D
Wednesday. Footpath on the Monchsberg near
Salzburg

G.2005-14

(AR SV eTF AT —F ok ryrey)
Thursday. Berchtesgarden and the Watzmann
G.2005-15

(BRI T 2T A5 DL
Friday. Meadow before Aigen near Salzburg
G.2003-16

(RN I T N DA o b -m— 5 — ATEH
Saturday. Graveyard of St. Peter’s in Salzburg
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